people involved than were credited |

ta as a reason for being
and with the writers’ assembly lin a: 1
given part of the process

In this decade the impulse toward an

class film is from $15 million to 520 mil-

Eactions, <piritusl and temporal, may

filim-world response. So even though the

American film road ahead looks rather

let's fasten our seatbelts and hope for
bumpy ride.

EDWARD ROTHSTEIN ON MUSIC

lion, more than what it
was'in 1970, Producers, quite under
standably, want to reach the widest pos-

So American screenwriting today is
twice bereft. It lacks the sense of
residence and progeam that the tull
Functioning studio once gave it, and 1t no
Tonger has much chance for 19705 hetero-
Of course we still get some good
. less often we get a film
that defies prevailing straitened condi-
tions—Housckeeping, Hambuser Hill, House
of Games, Far North, But veristic though
the dialogue is, most American screen
writing now seems a bid at a roulette -

respond and follow. Unless the public
shows signs of discontent with the run
of the mill, the mill will keep running,
and screenwriters will continue to pro-
vide grist for it. Change in the public is
ess likely to come for aesthetic reasons

vant subject matter, from the decply
personal, the subjective, to the political
Social interests and unease may agam
filter through the American public until
they reach the Coust

It may seem overly sanguine to hope

the unpredictable. Heightened discatis-

The Twilight Fantasies of Elliott Carter

Serneday ven the postan il sin my
metadies. —Anton Weber

Anyone who has ever unexpected
come upon a composition by Elliott Car-
ter at 3 concert will recognize the sensa-
ton First, bafflement at the barrage of
secmingly random sounds, the long leaps.
of lines that could hardly be called me-
lodic. the shifting tempi that seem to
meander from dragging melancholy to
spritely chaos, the chords and clusters
that burst textures rather than create
them. The bafflement will be followed,
for most, by something resembling rage,
particularly since part of the audience is
bound to appear enraptured by the same
sounds. What gargantuan pretense, the

devoted and sophisticated—they include
the educated clite of the musical world
but one could hardly call Carter well

known, or widely loved. He is more
widely feared. Even many critics have
fithe to say in his favor. it's become
commonplace to dismiss him as
demic

and “intellectual” (a5 0ppos
the scdimed o he ersatz
“yvantgarde” who make obvious ges-

ard a broader audience). By this
seasoning, Carter is both and ret-
rograde, and his music is a symptom of
art gone awry.
This s a remarkable situation for
America’s senior composer. His 80th
bicthday s being internationally cele-
brated in December with performances
and new recordings. He lacks no honor
or recogaition (two Pulitzer Prizes, the
National Medal of Atts, the Gold Medal
of the National Institute of Arts and
Letters, the German Emst-von-Siemens
Musik-Preis, Commander in the Order
of Arts and Letters from the French

Minity of Caltre, o etc). Cater i
most

and popular(which oy includes
aritical) rage?

1 should declare myself: 1 think that
Carter's music is extraordinary. Its psy-
chological subtlety and insight are unsur-
passed: its dramatic impact often stuns:
its power expands ather than contracts

fogatory sense, is sensuous, in a peculiar-
Iy haunting fashion. At the same time, |
think | see why this music is not under-

ugly. To a certain extent, of course, the
controversy about Carter's music is just a
part of this century’s bizarre relationship.
between new music and old, between the
composer and the audience

Carter's family—his first audience, no.
doubt—was decidedly non-musical. Its
lace-importing business was expected to
pass to the third generation without the
inconvenience of a son who preferred
the weaving of musical filigree. As if to

far kind of familial opposi

Scabin and Stvinaky,
American comy

whom Corter o eensgr,oen e
to concerts.

Ives—whose own eclectic, aggressive
3nd piquant music was almost unknown
outside a small cicle of admirers—even

rved a5 one of Carters references
when he applied to Harvard
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Carter strikes me as rather an exceptions!
boy. Hehs

viously possssed. He wat » composer
tured

tore and especially music that s semewhat

should be—also his sense of humar which
you do not ask me bout.

Offended by the stultifying academic
atmosphere of the Harvard music de
pariment in the 19205, Carter majored ir
English lterature, but spent 2 summer in
Tunisia transcribing Arabic music. then
he studied East Indian music and Bali

dia.” After receiving an MA. in n
from Harvard, he studied, along with
neasly_every other American aspirant
with Nadia Boulanget in Paris.

ARTER WAS following, in short
more or less the conventional path
for 4 serious American comiposer of hix
time. Rejection by listeners was to be ex
ed, if not cultivated; non-Western

discovering untried, non-bourgeois tech
niques. The avant-garde was living up to
its name, cultivating 2 modernist pose
that was a mixture of exoticism, nation-
alism, and anti-bourgeois politics. By the
late 19305, however, the avant-gardist

1939, Carter reviewed Copland's “Fl 5.
fon Mexico”: “He has discovered a kind
of beautiful simplicity which bears
definite spititual relationship 1o the sim
t, and honest people of this

At about the same time, Lincoln Kir
stein asked Carter o become masical di
rector of his touring ballet company (I3t
e 1o evolve into_the New York City.
Bl for wich e o the aly
music of “Pocahontas.” (It un
Sy sifered b premienn o1 e
same program as Copland's thoroughly
exuberant “Billy the Kid ") Carter’s twe.
orchestral works from the carly 19401
“Holiday Overture” and the Fiest Sy
phony, would shock 4 Carter listencr to
day with their insouciant charm and
populist aura. They are typical American
works of the period, marked by crose
thythms, episodic celobrations, allusions
to jazz and folk styles. If Carter's carcer
had ended when he was in his mid- 301
he would have been known ac an in
triguing epigone, naither finding the
popular_acclaim e obviously desiced,
nor satisfying the restless inteloct he ob
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on of the 19205
e Amerian populom of the 1950w
and headed nowhere in particular

This does not mean his music of this
period (or what I have heard of it) was
without distintion. But Carter had ot
found 4 way to work within the domi-
nant styles while transcending their lim-
isations (or mannerisms). Much of the
American music of the late 19305 and
carly 405 was “movement” music, not
because of ts occasional WPA populism,
nor because of its easygoing gracious.
ness, but because it always kept looking
over its shoulder into the worn seats in
the hall. Carter, Ruggles, Schuman, Han-
son. and others wrote in the hope of
making new composition in the United
States something it was not. an intesal
part of cultural life. The style had to be
accessible, dramatic, cinemaic, use tonal
implication and historical allusion,
Sl for such “public” accasions 25
the traditional concert

'HIS DREAM failed, but not because:

the mu
om iy
cather, that taste and reputation and

lationship to each other than we usually
expect. The failure of a style to create a
tradition, or to take its place in one, is
ot simply 1o be Ld o the fectof he
composers or at the ears of the
¢ o much t do with the function that
music plays in a culture, and the particu

lar implications of the music actually
played—with what we seck in music and
what we find. It may be that this style of
American music finally had no place, de-
spite its_honorable ambitions and its
considesble achievement, becase the

standable to the general musical public.”
to write music “many people could pre-
sumably grasp and enjoy easily.” But, as
e told s nteviwer Alen Edwrds n

iblic. not the public the repertory
e vhem made » delberse decision
that many of his colleagues were to make:

to write music, finally, without attend-
ing to the public at all. The European
postwar avant-garde subordinated ex-
pression to technique in an obsessive, al-
most fetishistic attention to serial meth-

self The withdrawal was not metaphori-
cal Betuween 1950 and 1951, Carter lived
in the Lower Sonaran Desert near Tuc-
son. Arizona, where he spent time with
the naturalist Joseph Kratch. “It was in
decd a kind of ‘magic mountain,”* Carter
later wrote of that experience:
Up o hs time 1 ad e consciosy
5 1o wite for a cetain udi.
e i feaemed concers
of taditonsl music, nor that which had
svanigade of the s
(swhich inthe 10s d come o seem elitist)
ut 2 v, more progresive and mare pop-
slraudnce, et s my o

supported the

 social responsibility o write in
Lerening.disec, ety andemond e

HE DESERT encouraged him to

“say to hell with the public and with
the performers too. | wanted to write 3
work that carried out completely. the
various ideas | had at that fime about the

te bgin oot it the e
sentation of themes 2 group of
Svers bound i s ot
but with an isolated, impassioned. trou
bled solitary voice, heard in an extrava-
sant cello cadenza. Carter meant to undo
the expected sense of “quartet,” just a5
Beethoven toyed with the manners of
concerto form by beginning his “Emper-

" concerto with 3 cadenza. The quar-
tet's other voices then enter one by one,
as if participating in some grand fugue—

1 revesling book of “I did
ot sppreciston o et how ser.
ous was the audience pacalysis.” That pa-
ralysis—the single most important fact
about musical life for most of our centu:
ry—meant that new music was essential -
Iy ircelevant to a “public’” even when it
made that “public” the focus of its atten-
tion. By 190 music in the concert hall
had come to serve a ritualistic function
founded upon the repetition of works of
the 19th century. The repertory defined

d tight-
Iy kit form. Except here the counter.
point is most peculiar. Each voice enters
without attending to the character of the
one preceding it There are, as David
Schiff paints out in his ivaluable study,
The Music of Elitt Capo), a5
many as eight distinct themes in the
opening, movement, cach with its own
shape, gesture, and speed

There s, in fact, no sense of integra-
tion at all. We hear the four string in-

Carter (Da




struments, often playing in theis highest
most sirained registers, following dis

the sound of two bands playing
ciferendpices a they poss cch ther i

the town square. Carter's

Tounieomsimeitsnevus ifeence ot
e abes thi difeence serouly. T

are nearly expre:

nistic. artict
mm., distinctively private
Their meeting results in intricate conflicts
in which character and personality count
s much as musical Form. Conversation in
the First Quartet s not classical conversa
tion—not discourse on a themme—but n-
and personal attack
with Fragments of matetial examined by
members of the group, until, in the last
section of the work, there is a vast, trou
bled communion,

ese descriptive metaphors of com
munity and conversation and ¢
are necessary. Here is how Carter put it

sentiments

alyticdiscussion

haracte

These works [the Cello Sonata n the Fir
Quartet]..depend on »special dinnensior
of time. that uf "maltiple perspective. i

which various
presented si
sionally done in ope nmmm i
ballroom scere in o Gie

finale of Aid

ultaneous

1 Mozart's operas. whose characters

e from many social universes, these

“imultaneous differences can be deeply
Knowledge’ ua

Mozart's operas is 2 transcenden
it stands above the characters
Looking down at the society as a whole,
i the etfect of this perspective is more

ns The in the

clve difference, but 10 reveal what is
at stake in both

aken

drama” must be
Nearly all
that | have heard is programmatic. The

impressionistic

serionsly Carter's

struments, dramatizing the players as
and participants in the en
The performance is literally an

the plavers playing them

sclves, the listener followin their every

move, the intricacy of

relations played out in 3 miniature
saiety

Schiff points out that in the Second
String Quartet cach inss

ted with particula

he
ulae pulse and displays 5 “laconic
rderdy charactes which is s

humorous.” The viola exploits rubato for

its “expressive’ And
specds up und slows down,
an “impetuous” spirit. Carter asked th
the pla

seated far apart
Beckett play
archetypes.

Scarch of n onder. The riveting Double
Concerto for Piano.

(191) escalates the scale
The public form of the concerto bec

the arsna fo cosmogsaphical confonta

Harpsichord

d the risk

tion (Carter mentioned Pope
ot the
Iy ehansed music s ansetling snd. 3

inspiration). T

motonl
¥

times, harrifying,

This music can be heard purely musi

4 o, =
A riveting and candid Im)k at the real Washington. The famous and the
faceless. The players and the pawns. And the power games they all play.

Join Washington's power elite as PBS kicks o ts 1989 season with four consecutive n
few ever see

Based on his be

onald an

s of politics that

et el The P Gane, Pulfts Prge-inaing suhor Helick Smith ke youbind
the scenes with Washington heavy hiters ike Tip O'Neill, Ro

4 Koppel. Jimmy

gan.
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power plays that affect you ever
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cally. Schiff shows How extraordinarily
det

technically analyzed them with great
care But I have never felt 4 need to Libu
at this sort of an understanding or a1
Carter's specialized {and unique) treat

ent of intervals and chords, becasc
the effect of the music is very cleat.
cerally clear.

NDEED, Carter criticizes thase com
rs whose pursuit of

tures and systems guarantees their music
permanent unintelligibility. He may have

esoteric struc

stant attention to the “intellgen ister
“As Isee it.” he told Edwards, “therc

e imevery case s o all  yeners .
for communication and only secondly o
desire for what | call ‘making musical
sense.” The execution must rev
conceal; it must speak Lo the ear as well o+
the mind. In Beethoven's music, as Carter
points out, untrained ears may not ol
ways be aware of the central harmonic
modulations. But such crucial moments
in his works are marked by dyramic, me
Todic. or dramatic events as wel: they e
made into turning points in our expert
ence of the wor

OF course, Carter does not use ton!
harmony to construct his dramas, which
adds o their public difficulty. We are
ed by familiar harmonic ten
e we carried
long by melodic lines The musical lines
are more gestures than pheases, like mo

1. ot

Nisten horizontally, for themes and varis
tions, and do not hear how musical space
in populated with o maltipicity o line:
and gestares, we will lso b istenin in
vain. IF we listen for 4 pulse or 2 tempo
that govems the spirit
and fail o attend o the manipulation ot
tempo within each voice, we will hear

of 4 movement

hen, we st

viduals existing apart fram the work
“The work does not use voices; it is mad
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of voices. It is an occasion for their meet-
im I Beethosen tng quare, he
second violin were treated as a
ndividus) with dhfferens chocactr snd
affect and intention from the viola, the
aussic would be completely destroyed. In
3 Carter quartet, the situation is just the
upposite. This requires a certain kind of
attention from the players a5 well.
Charles Rosen has written about the ex-
traordinary difficulties of playing Car-
ter’s music, of the task of respecting the
lines as scparate, of resisting, the long-
trained urge to play “together ” The uni
1 of the composition comes when cach
player is true to hi

Often the works begin with nothing
apparently clear, with a sort of primardi
a1 chaos or rage. After many listenings,
the music’s gestures become more intel-
ligible: what first seemed glaringly dis-
ointed unfolds through a form of ener-
etic contemplation. There are surprising
moments in which we suddenly find
ing sense of what came
before. Carter speaks of such moments
a5 “epiphanies” in which the participant
in musical events comes to recognize
their significance. One voice might begin
ddliberately 10 absorb the manners and
xestures of another, or a sudden pause
might interrupt 2 movement, allowing
tensions to unravel into silence.

ourselves maki

HIS MUSIC, then, is about charac-

i in Carter’s music that is al-
most classically tragic. Destiny inexora-
ks itself out even as voices act
1+ iF they were completely free and un-
“elated There is a risk, in this, of to-
«al immersion inisolated
vaices, of an

by wor

more on that internal, solitary world—
the world of o single voice and its
nuances—without falling prey to that
fish. Something grandly introspective
emerges, for example, in “Night Fanta-
sies” (1980).

Night Fantasies” was Carter's first
<ol piano work in 35 years, an intricate,
virtuosic piece that uses enormor
Complex gestures to evoke equally com-
plex shifting and conflicting states of
mind I 4 preface to the score Carter
mentions “the fleeting. thoughts and
feclings that pass through the mind
duing 3 porod of, wiketuness 3t
night The work is an image of an
omniac’s meditatons, menta hfe 31

usly

the border of sleep and wakefulne:

When 1 first hend it in coneent sx
years ago (i is now availible on strik.
ingly different and effective
Churles Rosen e P scob) it manic
intensity was haunting, On first hearing,
el the work socmed mpesstie .
grab hold of: it kept proceeding, slipping.
away. the ears held by its insistence, but

ecords by

exvhn.\luvn the poetry of Mallarmé and.
well along with the music of Schu.
mann. It shares with their works 3 sense

passagework. is eerily precisc in its por-
trait of imprecision. giving moods and
sentiments a tactile presence.

HIS IS A radical movement inward

for Carter: the creation of  musical
universe out of a divided single voice.
cather than out of 1 society divided by
single voices. The path from the First
Symphony to the Second String Quartet
to “Night Fantasies” is a movement in

ward. The public, at first both courted
and rejecting, becomes a challenge to the

life becomes central. This is what links
Carter, however indirectly. to the great
tradition of

work, the individualistic spirit of 19th
century melody remains, but it is given
a different meaning. His “melody”
ehether herd s vice in gt o
in the exquisite passagework
Rataces"is oot 2 public J,,px.y .-r
epresentaiveseuibl

o ot s
procims netthr o tramscendental soli
tude, nor, a5 in the late Romantics. 4 -
nal comenunion,

1 have heard 4 tape of Carter’s new
aboe concerto, wh just recciving,
its United States premiere with Heinz

Holliger. It
mation of the
like €
ble Concerto, this work deliberately
exploits the meaning of the concert
form and its heroic framing of the sofo-
ists voice. The oboe here is plangent

harscter. 1

i concerto. Un.
wter’s Piano Concer and Do
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