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CHAPTER I

Canonic issues -

According to Webster’s Ninth New Collegiate Dictionary, *‘ canon’ traces
back through Middle and Old English to Latin, and to Greek
“kanon,” to denote ‘“‘ruler, rule, model, standard.” Modern
meanings basically expand on these definitions. A few entail church
practice, including the concepts of ““dogma’ and a particular type of
clergyman. The meanings most pertinent here are “an authoritative
list of books accepted as Holy Scripture,” and, even more germane,
“the authentic works of a writer; also: a usually specified group or a
body of related works.” Another definition entails “a criterion or
standard of judgment.” From these one can infer that canons are
exemplary, act as models, instruct, represent high quality, endure,
and embody at least some degree of moral and ethical force.!
Secular canons have similar implications. In the sense of a specified
body of works in a given field, canons exert tremendous power. By
setting standards they represent what is considered worthy of
inclusion. Works that do not measure up are excluded, either in the
sense of deliberately omitted or ignored and hence forgotten. Canons
are therefore exclusive. They represent certain sets of values or
ideologies, which in turn represent certain segments of society.
Canons self-perpetuate. As models to be emulated, they replicate
their encoded values in subsequent exemplars. As canonic values
become entrenched over time, the prescriptive and normative powers
of canons become even greater. Their tenacity and authority create
the ideology that they are timeless. As such it is assumed that they do
not change. Yet the main aspect of canons that tends to remain
constant is the ideology itself of immutability. In practice, however,
the social values encoded in a given canon may change — not daily or
monthly but over some larger period of time, perhaps every ten or
fifteen years. This would entail overlapping modifications, not some
concerted sea change. Individual works might change more fre-
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quently, especially with like-minded substitutions. All in all the
dynamics of change in canons underscore their social constructed-
ness and their powers of reconstruction. Thus it is vital to explore
their workings as contingent entities, and especially with respect to
women and their music.

In the present chapter we begin at the beginning, so to speak: an
introduction to some basic properties of canons and canon formation.
While music of course occupies the center of our discussions, literature
functions as an important anchor. Thus many of the properties of
canons are framed in terms of literature. This has the advantage of
not only informing the reader about a correlate field, but even more
importantly placing the behavior of musical canons in sharper relief.
In “Properties of canons” I discuss the ontological implications of
canons. The distinctions between disciplinary and repertorial types
follow, after which I delve into the various kinds of interests that
canons represent. The second section, «“ Canons in music,”” builds on
previous issues. I discuss several types of repertorial canons and link
the teaching canon with score anthologies. 1 explore the role of the
public in canon formation, the historical context that led to the
emergence of canons, and the impact of format and transmission on
Western canonicity. The final section centers on women’s relation-

ship with the canon(s) of Western art music. This serves as
culmination of the preceding discussions and pivot to the following
chapters.
As a whole the chapter is intended as a curtain-raiser: a kind of
overture to the book proper, where the main arguments reside. It
rovides an introduction to what canons are, where they come from,
and what they can do. But a rehearsal of these properties in terms of
practical application is reserved for the last chapter. In this sense the
present chapter serves two roles: it complements the last chapter and
provides a backdrop to the intervening discussions on canon

formation.

PROPERTIES OF CANONS

In conceptualizing canon in the sense of a * specified group or 2 body
of related works” we face the issue of whether it is a pre-existent
notion into which one inserts works, or whether canon becomes
meaningful only through ad hoc application to a coherent and
identifiable repertoire. This is both a historical and philosophical
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seeming neutrality of the categorical array. Categorization groups
like phenomena into the respective categories, but it also excludes
those that do not fit. In canonicity the constituent categories are
implicitly passing judgment on what sorts of things are culturally
acceptable and therefore capable of being pre-canonic, and what
sorts of things do not have a chance. Systems of categorization also
shape what sorts of activities will be carried out in the future; as
Smith points out, category names “foreground certain of their
possible functions [and] also operate as signs — in effect, as culturally
certified endorsements — of their more or less effective performance of
those functions.””

As one might expect categories become entrenched, especially
within a discipline. Sometimes they create problems. In an analysis of
literary periodization, for example, Paul Lauter recalls that period
names did not follow any one system of classification but bore either
traditional titles or descriptive phrases with a point of view, for
example “The frontier spirit.” While this seemed inclusive, in
practice works that did not fit were ignored. This revealed a major

roblem in American literature as a whole, but also suggests the

problematic nature of periodization in general. In Lauter’s view

“such divisions are often used less to understand the dynamics of
history than as convenient pigeonholes in which to place works in
syllabi or anthologies.” Being pragmatic he does not advocate the
elimination of historical categories, but instead proposes inclusive
categories that reflect cultural plurality. He hypothesizes that
periodicity may be especially problematic for women because it
emphasizes differences rather than continuities among periods.
Female activity may depend more on regularity and continuity than
does male experience.‘i
Whether or not we agree with Lauter’s somewhat essentialist view
of women’s behavior, his case study suggests the kinds of problems
that can arise with categories. A given array of categories tends to be
accepted and therefore naturalized, and as such the individual
categories assumed to be the only options. They become a basic part
of the epistemological framework for dealing with important issues
such as valuation. Hence it is easy to se¢ why feminists in particular
have been busy investigating the social and theoretical bases behind
categories.’ Similarly, much of this study is concerned with cat-

egorical configurations in canonicity: obvious ones like genre and

morindization. but also more elusive classifications like creativity and
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substantive difference might possess marginal status for a while or be
accepted only tentatively. Nonetheless, as I suggest in Chapter 6, new
works encoding other values have the potential for modifying the
terms of discourse of the existent canor.

Agency in canon formation, however, involves real p
than the above might suggest. Canons embody the value systems ofa
dominant cultural group that is creating oOr perpetuating the

oire, although it may be encoding values from some larger,
Jtural society of

eople more

repert
more powerful group. Thus canons arise in a multi-cu
disparate power structures, where canons themselves provide “a
means by which culture validates social power. »10 These empowered
groups can be defined by several parameters, such as class, race,
gender, sexuality, age, occupation, nationality, and political orien-
tation. In literature in the twentieth century, for example, the
mostly white, male, and middle class — has served as
the main canon-making group- But the base reaches beyond the ivory
tower to incorporate functionaries of the marketplace. Publishers of
classroom anthologies wield considerable power. They are not
necessarily the principal arbiters of what goes into an anthology,
however, unless they are skeptical of the marketability of the
selections. As corporate entities publishers are driven by competition

and will tend to eschew collections that deviate from their perception

of what is canonic in academic literary circles. In other words,

publishers assist in the perpetuation of the academy’s notion of
canonicity, which in turn reflects the professoriate’s value systems,
which in turn reflect their own training and the myriad social
components that make up their world view, and so on.! We might
more precisely characterize the principal canon-making group in
literature as a professiona1~commercial coalition. But this is still a
relatively small group to exercise such power, a concentration not
atypical in canon formation.'? It manages t0 retain power despite 2
limited base mainly because of the ideology of what a canon means
and the prestige of the academy. Furthermore, as this example
demonstrates, the empowered group need not be the principal ruling
class; generally not, for instance, the moneyed upper class or the
lawmakers, although their values may be mirrored at least in part.!
The public has an ambiguous role in the literary canon, and it
seems to be more limited than in music. As described thus far, the
literary canon pertains to the lists of “classics” utilized in the
e These are made up mostly of works of the past. The public,

professoriate —

Canonic issues g

however
ks ot i Rl it Bt e, AR R s
’ : ) st sellers. ventually som
g:ﬁgfﬁ ci?r';(s)ntlﬁear;d I?e 1rpmortallzed il:l educational ci};cles. %;‘tl ?I)’I
et “b1 hkr)litltut,ljonal populatlf)n and the relatively few
B epencent tgh‘3 ows” that support literary classics. The public’s
fascination with {h r;ew, anc.i with what becomes popular, resembles
the situation | ’I[‘)hgu arilrlnusw. In botb, currency and what is “hot”
o t e ste;l will change r.elatlvely quickly — certainly much
the pockethok the ;urlr)ll?:;n i)rffrli}:rll) o ttrhadilgogal oot
: : ] 1bl; ces the kinds of books that
g;lat::lclzhzi ; ﬁ‘:ebl::l:atfljte is ;1multanfegusl)f shaped by the kinds of boc%l:
placec on the discus:tA' he participation of the public in musical
. e t:ln some detail in the next section, but suffice
Ity herethat it tgusa ic alt) large, through the standard repertoire,
has a y about what might become and remain
Culltr:l ricler;:ll, (t)l;e values encoded in a canon affirm a particular
i Thuspb gir:)tups afn.d are not nec-essarily meaningful for other
groups. rlelltraly w 'ltle of its partlFularltX a canon is not universal.
reeludes neurr;ﬂit i sI rcprﬁsentatlvengss it is partial, and partiality
D elar atat Ofy.. n other words, its selectivity translates as a
B e e \fxevlv. Furthermore, a canon is not invariable.
g oglclz; values represented by a canon can be fairly
- ,a one et ;r(;emf ers can change oftcn. Yet if a work is canonic
el 0 tlkmf: its supporting values tend to change
p " ongincuicos gawor s in terms of t'hc-lr meaning. In other words,
B honie, o ; ontolo.glca.l entity changes as its supportingi
i O,ne the over time it 1s.actually a succession of works
B o r.nutable embodiment of value. This is Jane
e OntOlopi natflon for the phra.tse “test of time”: a work of
e Constlruct)g\,(;slu ased on ﬂuctuaFmg interpretations that reflect
o N (o ;}.lstems of various eras.'* This contrasts with
B e v o anding of th(? term: a work that has remained
e vagariss;rg;hhiof tllme and thus proven its ability to
fashionable for awhile but fa(()irfl:' vslf);r(:s‘tlfsrt)oseshthat i 'Could m
occur because its quality was ffici i ¥ - 'Thls N,
e s mazfte X not sufficiently high. Quality, it seems,
longevity indicates worth rAIIOiI}JIParCnFlY - b'e s untvors o
B e et o t.h her tacit assumption is universality:
ose that can speak to people in various



22 Gender and the musical canon

historical contexts, and that traits that can bind people to each other
are to be valued. It can imply that people of different eras are
responding favorably to the same characteristics, and that thel-'e are
immutable traits in the work. Perhaps all this stems from liberal

ideologies of the eighteenth and early nineteenth centuries of

democracy and brotherhood. Translated to later eras it'suggests a
demographics of unity. While this might seem laudable, it could be
construed as an obliteration of cultural difference.

Universality, neutrality, and immutability: difficult myths to
counter or even recognize as such, especially since the interests
represented in a canon are generally content to let those myths stanc!.
Other cultural groups tend to internalize the immanence of uni-
versality to such a degree that they may offer little resistance to the
canon and in fact assist in its longevity. In the past twenty years,

with attention to ethnicity and the inception of a

however, . _
postmodernist climate, several groups have noted their exclusion

from particular canons. This results from a growing awareness of the

cultural constructedness of canons, and thus it is natural that

disenfranchised groups, motivated by self-interest but also concern

for a more balanced view of human culture, function as agents of
uch muted groups will tend to see canon
formation for what it is: a political process with high stakes for
shaping discourse and values. Women, blacks, and nati\{e Amerlcans
have been among the most vocal in this regard.'® Sm}llarly, my
perception as a woman of women’s marginalization 1n musical
canonicity is partly responsible for the present study.

. .1k
canonic deconstruction.’® S

CANONS IN MUSIC

As in literature, the many canons in music fall into two main
categories: disciplinary and repertorial. In musicology, for instance,
we can identify such disciplinary paradigms as Western art music,
Schenker analysis, sketch studies, archival work, documeqtatlon,
objectified language, €ra periodization, historical emphas.xs, and
scholarly journals. With additional thought we would r'eahze that
other concepts would probably not fit our list, at least easily, such as
slang language, rap music, or MTV.'" Many of these, however, aré

. 18
being challenged as musicology approaches a new century. Because
e b remlrinlicity of musical disciplines, such as the recording
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fndustry, the music-publishing industry, the music-book publishin
{ndustr.y, and performing-groups organizations, disciplinary canongs
in music as a whole are difficult to identify. If one were to compare in
a systematic way the nature of disciplinary paradigms from one area
to a_mother the results would yield some fascinating insights into the
sqc191qu of music. What mainly concerns us here, however, is the
dfsc1plme of musicology, although other musical’areas aﬁ"t;ct the
discourse of the canon formation of art music.

Repertorial and disciplinary canons might be easy to define as
separate e.ntities, but in practice they interact in flexible and fluid
ways. To illustrate: without the accepted disciplinary convention of
preparing musical editions, many pieces of early music, for example
masses of Dufay, would not be canonic. Similarly ’ disciplinzfr
paradigms are both shaped and supported by canoni,c repcrtoriesy
For example, sketch studies might not be considered paradigmatic i.f
Beethoven’s music were not already deemed canonic.

Repertorial canons exist in many forms. There are canons of works
Pcrformed bY professional groups and individuals, and each perform-
ing area has its own canon. Furthermore, there are canons for groups
-that inhabit a particular historical niche. Early music groups fgrm af)n
important type. Because of their dependence on scholarship for the
produc.tlon of musical scores, early music performers tend to have
close ties with the musicological community and its disciplinar
par.adlgms. The other principal type is new-music groups. In thz
United States these usually flourish in the university aroun.d active
composers, or in a few instances as independent group,s in large cities
If the group really presents new music then one cannot speak of 2;

canon, i.e. a repeating repertoire, for new, previously unperformed
music is bemg emphasized. New compositions, however, can qualifs
as pre-canonic: they could become canonic at some later;tage In thz
sense of a disciplinary paradigm, what is ““canonic” in this co;xtext is
that new compositions are receiving a first hearing. If, however, the
group takes a chronologically broader view of contem,porary mijsic
as a repertoire that is not confined to world premieres and car;
lnclude.“classics” such as Boulez and Babbitt, then a repertorial
Carll\on, in various stages of formation, is in evide’nce. b
canog:riuiz)sc cmerEes from the relationship between new music and
believe.in thep:i;itct at aft least some contemporary composers do not
e hacy 0 repertorlz.ll-canons. In perpetuating music of
nons have made conditions that much more difficult for
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the creation and acceptance of new music. Yet composers want their

music to be performed, and not just at a premiere. But once
repeatability becomes a norm the spectre of canonicity looms as 2
possibility (although statistically not a very likely one) and histori-
cism takes hold, thus reinforcing the bias against new works. Perhaps
composers would wish to have their works performed many times,
and perhaps they might say that the war-horses could yield to a
model of diversity. That might involve significant changes in

patronage, financing, function, and the general position of the

in society. “Canonic” would not mean what it does now,

composer 1
and perhaps a new vocabulary would have to emerge to reflect the

modified structures.*’

Recordings represent another type of canonic repertoire. They are
an important medium for the dissemination of music to the wider
public and thus possess potent cultural force. The powerful recording

industry controls the production and distribution of who, what, and

by whom is recorded. For art music, only one component in the
industry, recordings actasa cultural barometer and negotiator. This
shows up in which compositions are issued and re-issued, how many
different versions exist, and the nature of the promotion. Of course
recordings reflect the membership of other repertorial canons. They
particularly play off mainstream performing institutions such as
symphony and opera, but can reinforce or even instigate membership
in other repertorial canons, particularly those of “marginal” areas
like early music and new music. Kerman has perceptively noted how
the recording has replaced the live performance as the principal
performing medium for many pieces of new music.?® As in the case of
scores, this exemplifies the substitution of tangible, physical object
— the physicality of the recording itself — for the more ephemeral
phenomenological realization. Another property of recordings is
their ability to convert phenomenological experience into a text
subject to aural analysis, upon repeated readings” (i.e. hearings).”
They can also construct the paradigmatic aural version of a given

work.

Another type of repertorial canon occurs in the academic teaching
of music, in the classroom. Here 1 am referring mainly to musi
history pedagogy.** This canon is largely material. Aural renditions
occur in the form of recordings and occasional live performances,
although recordings can become material upon repeated hearings-

Tovthanks and anthologies, as the repository of the canon, w

ield

Canonic issues

25
f}r::;;r;glé:llpofwer as determinants of canonic status. Although
iy zfd ree to use any materials, most instructors rely heavily
on publish ma}tlcrxals for r.epertorial examples. Textbooks, like
prOVidegson,] c;np asize spec1ﬁa works and composers, but ’most
provic posedeb;t;tnutiz lgéi:;leﬁtloning additional figures. The limi-
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e 51 iating the copyright problems of duplication) or
dapenss fﬁgCult \ scores for a few w'o-rks. Whatever the compromise, it
is not difficu! ) }sletlz haw the decisions of a relatively small group, of
indivicuals thaent 0 okglzers, textbook authors, and the publishers
population of li};t:/r?errs _pcea:rflosr}rlr?fr: t?(:rrt:eha\,ior a‘;d e
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B graétié)r the younger generations), and their current

pecagogica’ prac es are shapele by the realities of what is available.

o Ofcﬁan w years, publishers have been responding to fresh

- femalegg in musu:ology, anf:l this has resulted in the inclusion

P e l(gures (more in this chapter and Chapter 6). Thus

o Otiatar etplace and the academy interact in the complexi-

e ganth 1lng 'val'ue systems ff)r the present and the future.?

o tho oglgs intended pf‘lmarily for the pedagogy of music

it Gese}(l).r}/fl egan to ﬂoprlsh in the twentieth century. Arnold

i .ct i .tel a'e.r Muszk in Beispielen (Leipzig, 1931) was one of

E t};rou hx s tit el 1adlcatzis the growing interest in the study of

two-volumeg]-]'atcu'la pieces.** Other important collections were the

e \fs orical Antlzolf)gy of Music, edited by Willi Apel and

e 1s(())n l\(I(]ambrldge, Mass., 1946); and Masterpieces of

e 758 (New York,‘ 1951) and A Treasury of Early Music

, 1958), both compiled by Carl Parrish (the former with
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J.F. Ohl). These collections, once considered historically com-

prehensive, are devoted solely to music composed before 1800.
Coverage of later music in anthologies did not become routine
until the 1960s, and several reasons account for the change. One is the
appearance of Donald Grout’s Jlandmark study, 4 History of Western
Music (New York, 1960). This was perhaps the first major English-
music history in terms of style. Issued
without scores, Grout’s text created a need that publishers began to
£ill. The second reason also concerns the market. Beginning in the late
1g60s college populations, at least in the United States, grew
dramatically and so did the numbers of students in music COUrses.
Publishers seemed to recognize the power of later music to attract
students to the courses and materials. The third reason mirrors
general musicological culture: music after 1800 began tO be
acceptable for serious historical study- The rationale for the delay is
that sufficient time had to pass to ensure historical objectivity. But
this represents a partial explanation. Perhaps a more telling factor
was the modernist embarrassment over the emotional and rhetorical
excesses of Romanticism. These may have been linked with the
feminine, and through the connection provided yet another motive

for extended suppression of the repertoire. Such an attitude reveals a

he power of modernism, of course, but it also

great deal about t
suggests a close connection between historiography and gendered

discourse in music.
Anthologies have stressed Western art music and generally ignored
other idioms, such as folk music, popular music, and world music.
Music by women and other minorities” in Western culture has also
been overlooked, and this shows the biases in gender, class, and race
that are inherent in the seemingly comprehensive label ¢ Western art
music.” Like other dominant structures, the de facto emphasis on that
has not necessitated that it be culturally specific. In other
words, as the assumed repertoire Western art music does not have to
identify itself as such. While this may seem convenient, the
assumption of the dominant mode implies a {alse universality. This
results in the marginalization of other musics and masks the
particular social parameters of the Western tradition. But as we move
beyond this dominant-muted issue, the question remains whether
hould so consistently ocCupy exclusive place in

Western art music s

broad-based music instruction.” Thisisa major topic of discussion in

T e the College Music Society. Recent job lists suggest

language survey to define

repertoire

Canonic issues
27

that universities
are eagerly hirin W
respondin s s g non-vvestern s ecialis
P g to cultural diversity on a global level. T Des ts and
good. vel. This is all to the
What relationshi
nship does the 5 ;
“standard rep ertoilie”? Thiste?sc}:ng can{)n h.a’ve with the so-called
involves " complex issue. One ch
deﬁnitiont}:f d;:iﬁmtlon (.)f standard repertoire. Perhaps a wa(:i(lj(r'lge
eroups andou ;)e that it refers to the repertoire of major perform¥ng
: i
Soern Standa}tr)celr c})]rmlng areas, notably the symphony orchestrr;g
pertai,ns el C ambt?r ensembles, voice, and piano. In practi -
bieces perfo;;lq ydto music of the common-practice period Iz)md tl(ie .
v e es ed most often. The teaching canon encompasses m iy
might be virtjorl'ty of i w.orks. One area of difference, for examarlly
be in the stuo(silc concerti by someone like Wieniawsk;' these wop leci
teaching canan a;lrd repertoire but not the teaching,canon 'll"lh
on, however, has greater histori L one
: ) r historical -
variety. range and
i };loﬁslxttend}llng at least as far back as the MiddlegAges i:tYllstlc
suspzct thet oht e pr.esent and embraces a wider range of, erf ome;
both gro le 0t e tfwo interact in a variety of ways. For examg le rf:l-
based on shal;te; i; Cfm-m on performance history, which irl:l) t;mei};
eologies and valu
however. h : e systems. The teaching ca
athlOg,iesats) }l?i;n fa.shloneccli most directly by musicologists (ganar;}(’)srilé
eorists and composer: b o)
kitheextin : posers), and this raises the questi
ghared tow; Ogrr;IUSICOlOgY’S relationship with performance St?uc:::f .
r . .
E rtainly ther the general publ}C. Certainly there is interaction anids
performed. S e is awareness in the discipline of what is bei
formances.su olzne I§C§e.arch has been catalyst to revisionist e
o w’rit é: as Philip Gossett’s editions of Rossini’s operas Mzenr-
; program notes and oth ' y
: : er essays
ive int . y resent le
igndepencfl:;ltews for the media.?® But antho,lff)gizers oftct;llrets 1(:1‘
R isrszllrlllcgz from thf standard repertoire. Leon Plantinagae
ance, s scenes from an >
transcriptio : : opera by Meyerbeer, an
of Faustpin ?h?r Plﬁlllno by Liszt, and a scene from Berlioz’s’Dam(:zI;;ira
Music: A Historamt (j\l/?gy s anompanies the textbook Romam,?i’z
York, 198,). P! :n(tzf usical Style in Nineteenth-Century Europe (New
“ in .
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members and consumers of music. After all, the values students
internalize will underlie their professional choice of repertoire,
whether as soloist, ensemble player, conductor, or possibly concert
manager or music journalist. As audience members they can
contribute to the shaping of the standard repertoire through the
power of the purse. Thus the teaching canon, as a major influence on
future musical culture, 18 extremely important. It is this canon, with
its increasingly fluid relationship with the standard repertoire, that
ain but not exclusive canonic focal point of the book.

The public can play a significant role in canon formation. It
provides forms of support and resistance, often with profound
consequences.27 As Henry Pleasants notes in a scathing critique of
contemporary music (1955) « Audience taste still determines the
selection of the standard repertoire; for it is the standard repertoire
that sustains the expensive institutions identified with serious music.
Here the public cannot be ignored” (p-: g). Pleasants and several

COmpOSers sounded the alarm around mid-century because of their

belief that the public had become disenfranchised from newly
composed music. From our vantage point some forty years later we
can see the issue in broader perspective. The public has had its say in
what it wants to hear and has often prevailed. This has had an impact
on the repertoire and also resonated on living composers and their
very reasons for composing. For some it has meant sobering
reappraisals of what it means to cOmpose. Furthermore the public
has probably had a hand in the movement from modernism to
postmodernism _ a shift that can be seen as a recognition that music
is first and foremost communication between composer and audience.

To be precise we should point out that in relation to new music the
public does not pass judgment directly on the canon, for that is more

of an ad hoc concept, but raises its voice about which repertoire is
acceptable and hence could become canonic in the future.

Several twentieth-century composers have been forced to recognize
the power of the public. Arnold Schoenberg, for example, seems 1O
have had a love-hate relationship with the public. Some of his
writings indicate a yearning for public acceptance; many reveal 2
desire to be partof a venerable historical lineage- While an essay like
“Brahms the progressive” is a defensive strategy agai
radicalism, itis also Schoenberg’s way of forging a personal link to the
pantheon of acknowledged greats. George Rochberg has speculatcd

& S e il celfconsciousness had a destructive effect on

serves as the m

nst charges of
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complete elimination of the public and social aspects of musical
composition. »33 Babbitt seems to have been granted his wish. His is
a name known mainly to specialists, and his importance seems t0 lie
largely in his esoteric writings.

While Babbitt’s position was extreme, it nonetheless expresses the
climate of alienation around mid-century. Pragmatists like Aaron
Copland and Roger Sessions recognized the crisis and wrote about it
in several essays addressed to the general public. In 1970 George
Rochberg specifically rejected Babbitt’s scientific analogy and

reaffirmed the centrality of the human element in composition,

including the composer himself.3 The idea that the humanity of the
derstanding of the work hearkens back to
of the

maker is vital to the un
Romantic historiography, of course, but also presages one
central tenets of the postmodernist aesthetic.
A particular tension characterizes the modernist struggle between
composer and public. Rooted largely in expectations, the rhetoric
often focuses on the responsibility of each party towards the other.
Blame is assigned both ways. Carter and Sessions, and by implication
Babbitt, have criticized the public for not being educated enough to
understand their music. The onus is on the public to bridge whatever
gaps are made evident by the composition. Sessions softens his
position by calling for a «willing ear”” to understand modern music,
and believes that the composer’s honest intentions, and not necess-
arily success in communication, are what makes a work of art
meaningful. On the other side, Hindemith and Rochberg have
castigated some COMPOSETS for being too intellectual and composing
for themselves while ignoring the public and its needs. It is the

composer who must ensure effective communication, not the listener.

former plays a major role in the communication

Of course the per
with the public. Let us recall Carter’s passing remark about resistance

to contemporary idioms from performers. Even Carter, whose scOTes
are renowned for their performing difficulties, recognizes that the
realities of financing and learning new music render such resistance

his regard the university is much more congenial

understandable. Int
for contemporary music than the concert hall. Students (and
paid for rehearsal time

generally faculty as well) do not have to be
and tend to learn new works in a spirit of discovery and cooperation.
There are other reasons why the concert hall may not be the most
feasible location, for example a problematic fit between style and the

L £ —mefavrning forces. 1t should be noted, however, that Carter
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themselves craftsmen, although the changed nature of patronage
made it less clear why and for whom they were composing. But most
probably thought little about some paradigmatic repertoire that
would confer exemplary status on their work and ensure its repetition
some unimaginable number of times. Perhaps Wagner provided the
turning point at mid-century with his artwork of the future: a
philosophical ideal implying repetition, longevity, and idealism.
Still, the concept of canonicity lay in the future. If we were to mark
its inception we could say it started with the Bach edition in the last
half of the century and the other sets of complete works and
monuments that followed. Or we could go back to the growing
nineteenth-century predilection for repeating works of past com-
pOSers, especially Mozart and Haydn and then Beethoven, a practice
reinforced by their adulation as subjects of numerous essays.”” Or we
could attribute its beginnings to the issuing of musical anthologies, in
the second or third decades of the twentieth century. Or we could
take heed of which composers and compositions were emphasized
when style became the basis of history, especially in Riemann’s
contributions ¢. 1900. If we had a broader definition of canonicity we
might agree with the ideas of William Weber. He argues thatit began
in the later eighteenth century, especially in England, after many
older works had become part of a repertoire of repeating classics.®®
These are all candidates. A “right” answer might depend on one’s
precise definition of canon. But I suspect that each represents an
important moment in musical canonicity; perhaps one should not

ly about exclusive origins. Nonetheless, I see antholo-

WOITY excessive
hoc canonicity.

gies as markers of one important stage in ad
Anthologies have traditionally devoted themselves to presenting
works that the compiler considers worthy of being included, whatever
the specific purpose of the anthology and whether or not quality is a
stated criterion.*® This indicates a self-conscious sense of active
selection from some larger pool of works the compiler believes
exemplary toward the achievement of his or her ends.

Anthologies tend to confer the status of masterpiece on their
constituent members. Conversely, once 2 work is deemed a mas-
terpiece it raises the status of the collection in which it appears.
Together they constitute a circularity akin to canonicity itself.
Historicism and a growing respect for the past implicitly created the
notion of masterpiece: 2 work worthy of being repeatedly performed,
- bliehed and written about, eventually acquiring 2 permanency
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(1798-), music magazines wWere im
growing public: reporting on concerts, reviewing and publishing new
music, and presenting articles on miscellaneous topics of interest.
Features on earlier COmpOSETs, theorists, and musical practices were
especially significant in creating a respect for the past. This
historicizing slant acted as a means of instilling *“correct” aesthetic
values in the readership - values that could influence taste in the
consumption of music. It can be argued, in fact, that historicism in
general was motivated by a *concern for the taste of the present.”"
Contents of reviews were instrumental in shaping taste, of course.
But the very fact of which pieces were selected for evaluation itself
advanced a point of view. This was not always an aesthetic matter.
Many leading magazines, for example Allgemeine musikalische Zeitung
and Revue et gazette musicale de Paris, were owned by publishers of music
(Breitkopf & Hirtel and Schlesinger, respectively). These provided
an obvious vehicle for promoting financial interests in the works
chosen for review. Indeed, perhaps it is not unreasonable to suggest
that historicism arose partly in response to the needs of entrepreneurs
to create viable markets in music —ones that would appeal to the
growing middle class. For written media in particular new music may
not have sufficed, and thus the past became the repository of

additional works and figures to fill up the pages.** We should also

note that the concert review in the daily newspaper was another

means of shaping taste.
As Kerman has suggested, music critics in the early nineteenth

century grew out of a literary tradition. Many influential writers,
such as E. T. A. Hoffmann, extended their aesthetic outlook to
encompass music. This took the form of reviews, but the work was
represented by a score rather than a live performance.45 Perhaps this
had something to do with the fact that music was now considered oné
of the fine arts,*® and as such might take on some of the tangibility of
other art forms. This type of judgment not only constructed an
ontology of the score but also reinforced the power of material media
to define music. As written documents they acquired enormous

weight in their capacity not only to be read and re-read, but
preserved for some future readership. Accordingly, compoOsers had to
ay more attention to being judged. In earlier days a performance

would take place, a patron would assess a work verbally, and the
judgment would evaporate and elude permanency. With written
__tuisiemn however. the nature 0

f creative accountability changed-

portant in promoting music to a
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£ musical works in performance. Perhaps this

desire mirrors larger concerns of the later nineteenth century. It
might express 2 societal yearning for security in the face of the
challenges of secular political power, a new reality for much of
Europe. Or perhaps it represents a means of social consolidation at a
time when colonialism underscored the existence of foreign cultures
and hence potential encroachment of 2 cultural Other. At any rate,
historicism served as a strong impetus for repertorialization, and this
formed the basis for the notion of canonicity at a later stage.’
There is more to be said about repeating classics. Weber believes
that they arose as a means of fighting the crassness that accompanied
the commercialization of music.?? Itis an interesting theory that ties
in nicely with the efforts of Schumann and others 1O combat

philistinism and uphold the good and true in music. But com-
mercialism was more than an impetus for a defensive posture.

Indeed, commercial interests seem to have supported the notion of

repeating classics: by publishing older music, promoting their

performance, and writing about them. While further research would
ntly

have to be conducted on the details, commercial interests appare
found older music profitable. 1t was a way to make money. Although
seemingly contradictory, the two theories highlight two facets of the

he nineteenth century- Many kinds of music were

musical marketsin t
a fact too easily forgotten when we

available for public consumption,
focus on the canon of works handed down to us. I suspect that both
ows the com-

processes Were underway simultaneously, and this sh
plexities of the interrelationship between aesthetics and economics.
The composer, meanwhile, was looking for a means of legitimation in
the loosened social structures in which he found himself. The notion
of past masters”’ provided a sense of identity, and it placed him in
a line of descent that could affirm the evolutionary ideas circulating
at the time. The public was also involved. Edward Dent has suggested
that the public very much wanted tobe 2 collective patron. Butit was
not able to do so0, for two reasons: first, it did not have the financial
resources to support new music; and second, the public did not
understand what patronage meant. 1t could support older works, 2
Jess expensive proposition, and this was one of the main reasons for its

affinity for repeating classics.”®
Another factor in the movement toward canonicity is the national-
istic tendencies of the late eighteenth and nineteenth centuries. As 2
2 "o on enoender a sense of unity and common

prompt repetition O
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principal musical activity, still we might have to admit that the
formalist emphasis can create a greater intersubjective space between

performer and performed than desirable. It also suggests that the

piece exists mainly for its own sake and has little to do with larger

social implications. All in all, the emphasis on music-as-physical-
object that arose in the early nineteenth century was instrumental in

paving the way for the notion of canon.

Canons have a great affinity for a written tradition: they thrive on

such visceral data. But writing is not the only means of preservation.

In dance, for example, transmission still occurs principally from

choreographer to dancer who in turn becomes choreographer. This
human sequence bears some resemblance to the human chain of an
oral tradition, discussed below. Nonetheless, traditional methods in
buttressed by a written :diom in the form of
notations that map out the steps. More recently, dance preservation
has also begun to depend on filmed or videotaped realizations.
Although not literally “written,” these visual representations are
material, and like material forms of music can be read, held in one’s
hand, and physically accessed. This visual text performing itself, or

being interpreted as performing,™ has its counterpart in videos of

musical works. These kinds of recordings convey the oral-aural
dimension, the principal sensory element in music, but reify the
visual to a prominent position akin to the dance video. Of course, for
certain kinds of musical works on videocassette, such as opera, one
could argue that the visual rightfully occupies a prime position an
thus its form as a visual text is entirely appropriate. Like its
incarnation as aural text in traditional recordings, the musical work
as visual text implies permanence because of tangibility and
repeatability. These characteristics can define the paradigmatic
hat will be emulated by others. This tends to challenge
the ontological multiplicity of performances. Whatever the on-
tological implications, however, the video revolution helps 0
reinforce the traditional privileging of the visual over the aural in
Western culture. Some have argued that this reliance on the visual
represents a male epistemological mode, and by implication perhaps
a suppression of female experience.”

Given that the Western musical canon relies so heavily on written

transmission, one might wonder whether canons can emerge in oral

traditions. Folk traditions, for example, are mostly oral. Expectedly,

1 and eenoranhical range of transmission will vary from

dance have been

interpretation t
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tempered by the fact that notation can never be absolutely specific,
and thus there is always the question of multiple versions. I am
talking mainly about an ideology — that somehow a visual rep-
resentation is definite and precise, and more preservable and
reproducible than other media. Such a tangible lineage makes the
canonic process more feasible.

It should be noted, however, that there are various theories of oral
transmission, as a result of several factors. First, there are many
cultures in many eras, and one’s hypotheses about trends may apply
only to a relatively limited repertoire. Second, there are usually few
documents to work with in oral transmission, and this makes the task
of conducting historical research more difficult. Third, there is the
anthropological challenge of applying a Western mindset to the
study of another culture. Another complicating factor can emerge if
the culture is in transition and oral and written transmission co-exist.
All of these suggest the difficulty in making definitive statements
about the relative behaviors of the two modes of transmission.

The relationship between written and oral transmission has been

re-theorized in recent years. It has been suggested that the two modes
are so intertwined in certain repertoires that it is a distortion to speak
of them as distinct processes.*® Another revisionist theory concerns
oral and written modes in Western art music. Specifically, before the
advent of written notation in plainchant, oral transmission neces-
sitated the retention of the music in memory. This meant that change
was relatively slow. Written transmission, in contrast, has allowed for
relatively rapid change because the permanence of the notation
eliminates the need for human retention.’” “Change” here denotes
broad stylistic changes over a culture rather than changes to 2
particular work over time. Indeed, in a very general comparison
between the two types of transmission, one could infer that oral
transmission tends to promote changes within a given work as it gets
passed on; written transmission would keep a given work constant yet
encourage a multiplicity of styles within the culture. Written
{ransmission means there are numerous works preserved, each in the
definitive version, in potentially numerous styles.

But what lies behind the strong desire in the West for preservation?
Why has it become such an ideal, indeed an emblem of high culture?
Perhaps it stems from a male wish for self-reproduction, as Suzanne
Cusick has suggested.*® Perhaps it involves the related notion of a
narcissistic urge of the male to see himself reflected indefinitely in
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Unfortunately an overview of some standard anthologies yields
disappointing results for women COMPOSErS and their music.”
Probably the most influential collection, the Norton Anthology of
Western Music (New York, 1988), which accompanies the fourth
edition of the Grout-Palisca A History of Western Music, contains only
one piece out of 163 by a woman, a ¢anso by the medieval composer
the Countess of Dia. In addition to the extremely low percentage I
am struck by the fact that women arc missing from later periods of
music, eras in which more composers have been identified and for
whom there now exists 2 relatively rich pool of music. Plantinga’s
anthology Romantic Mousic is similarly disappointing in this regard,
including no works by women, although the accompanying textbook
provides brief discussions of two COMPOSETS, Fanny Hensel and Clara
Schumann, and a reference to another, Corona Schroter. The third
and fourth editions of The Norton Scores (1977, 1984), 2 series widely
used in music surveys for majors and non-majors, include 2 work by
a woman, a movement from Ruth Crawford Seeger’s String Quartet of
1931 (a different movement in each edition). Although 1 have not
conducted a comprehensive survey, I suspect that the representation
cited here is characteristic.

But related materials of more recent vintage offer encouraging
signs that the influence of women’s increased visibility, historically
and professionally, is beginning to pay dividends. Thus the recordings
that accompany the sixth edition of The Enjoyment of Mousic (New
York, 1991), ed. Joseph Machlis and Kristine Forney, contain a work
by Clara Schumann. In addition, two survey textbooks offer greater
coverage of women. K. Marie Stolba’s The Development of Western
Music: A History (Dubuque, Towa, 1990), intended for music majors,
discusses women relatively often in comparison to older surveys.
These include well-known figures like Hildegard, Schumann, and
Seeger; and the «“]ess familiar,” such as Barbara Strozzi and Alma
Mabhler. Intended for the more general student, R. Larry Todd’s The
Mousical Art: An Introduction to Western Mousic (Belmont, Calif., 1991)
similarly mentions many women, and accords Schumann and Ellen
Taafe Zwilich fairly extended analytic treatment. Robert Winter’s
Moasic_for Our Time (Belmont, Calif,, 1991) also makes a solid effort to
incorporate women. I suspect that future texts and anthologies will
continue in this direction.

Yet as 1 applaud the trend — it is crucial to expose students to
o and their music— I have some concerns over the basic
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