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The College as the Composer's Patron

CONSTANT VAUCLAIN

A member of the music faculty of the University of

Pennsylvania gives a clear picture of the role college

music departments are playing as patrons of composers.

(\’OMPOSERS nced and have al-
-4 ways needed two basic things
to enable them to practice their art:
first, highly specialized training, and
second, some means of sustaining
themselves economically other than
through their compositions. I should
like to discuss the second of thesc
necessities first.

Even the most successful compos-
ers of serious music have generally
found themselves unable to exist on
the direct proceeds of their com-
positions. The astonishing difficulties
which such major artists as Mozart
and Beethoven had in making
money from their works are familiar
examples of a chronic problem, and
the answer to this problem has
always been the
At first this was furnished by the
church, and, in spite of the incalcu-
lable debt -which music owes: to it,
the church had a defect as a patron
—it exerted a strong restrictive in-
fluence on the music produced un-
der its protection. Later, patronage
was furnished by the state, or by a
combination of church and state,
and modern secular music, with its
instrumental forms, began to de-
velop only after it found a patron-
age free from ecclesiastical restric-
tion, as it did in the Venetian
School. Here, it is true, it was the
Capellmeisters of St. Mark’s Cath-
-edral who began this development,
but these masters were answerable
to the doges of Venice rather than
to the church itself, and were free
to develop secular as well as reli-
gious music, and to let the elements
of folk song and dance enter the
12:lm of serious art.

From the seventeenth century on-
ward, patronage of some sort,
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samc—-patronage. .

whether private, by the chm:ch, or
by the state, continued to be the
mainstay of the composers’ liveli-
hood. Many of these men received
their initial training in choir schools
attached to various courts, and went
on to depend on court 'or church
appointments. Sometimes these ar-
tists were taken up by pcople of
wealth and fashion, and were able
to make money by giving high-
priced lessons; sometimes, if they
were- instrumental virtuosi, they
carned considerable amounts by an-
pearing in performances. But official
positions of one kind or another
helped support nearly all of them
during at least a portion of their
lives. While some composers suc-
ceeded in making substantial finan-

cial gains directly from perform-

ances of their music, this was gen-
erally, except in the case of a few
operatic writers, only [ar along in
their careers, and after they were
well established..

These official positions were not
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always all they might have been—
sometimes they were poorly paid,
and restricted the composers’” move-
ments, as witness Mozart’s treatment
by the Archbishop of Salzburg. But
they performed the all-important
function of giving the composer a
secure, paying position in music
which left him enough time to com-
pose. They generally provided him
with an orchestra or other means of
performing his music, as well as an
audience to listen to it. .
Today, in the United States, the
composcr needs precisély the same
support as in the preceding cen-
turies in Europe—a position in mu-
sic which will be his economic main-
stay, and at the ‘same time allow
him time and ‘energy to compose.
But there are no such positions to
be had as were available formerly in
Europe. There are no aristocratic
groups to maintain musical organi-
zations. The subsidization of com-
posers by wealthy private individuals
has been infrequent here, and cur-
rent income taxes suggest that it will
be less frequent still. The church is
no longer significant as a patron of
music. Protestant Church music has
long since declined owing to the
absence of a uniform liturgy, and
the Catholic Church, in reviving the
music of the past, has excluded the
possibility of a contemporary idiom
being nurtured by it. The United
States has not followed the example
of such countries as Finland and
Russia in patronizing its outstand-
ing composers, yet the composer of
serious music is today still faced with
his chronic dilemma—he cannot
make enough to live on directly
from his compositions. He can’t
(Continued on page 75)
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which is much broader than just the
training of prima donnas.

It desires to increase the knowl-
edge and ability of its members; to
make them more helpful to the
students who come to them; and in
general to bring order into the pro-
fession.

Despite the criticism leveled at
voice teachers, because of the acts
of some who have called themselves
by that name, it is a fact that hun-
dreds of able teachers throughout
the country are doing a sound,
praiseworthy job in their chosen
field. When these latter unite for
cooperative work of such broad
scope as has been undertaken under
the N.A.T.S. banner, some very
worth-while and permanent results
will be achieved.

When these are evident to the
general public, and the voice stu-
dent supplements his answer to the
question “Who is your teacher?”
with, “He (or she) is a member of
N. A. T. S.,” we hope that the ques-
tioner will be assured that the
student is under the instruction of a
capable, conscientious, and ethical
teacher. If the teacher proves not to
fit that description, N. A. T. S.
wants to know it.

VAUCLAIN

(Continued from page 25)

make money from a successful pro-
duction, as a writer or a playwright
can, for performance fees for even
the most extended works are so
small as to represent little more
than token payments. He can’t sell
his scores to enthusiastic amateurs,
as painters sell their paintings. If
he is commissioned to write music,
the amount he is paid will probably
be inadequate, compared to the time
he spends on it, and this is to be
expected, for it is not the commis-
sioner’s fault that a "half hour of
music which he purchases - for a
thousand or two thousand dollars
takes the composer many months to
produce. An established composer
can join ASCAP and realize sub-
stantial benefits from his member-
ship, but hardly enough to live on.
As far as receipts from publishing
houses go, the serious composer of
today cannot hope to duplicate the
carnings of a nineteenth century
composer such as Brahms, who could
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publish the highest order of cham-
ber, piano, and vocal music and
have it eagerly bought by a large
number of amateurs of a high level
of musical appreciation and train-
ing. In America today the published
works which sell best are not too
difficult pieces for piano, chorus,
school instrumental groups, and the
like. These fields do not attract the
best efforts of most of our composers,
who, in this age of the rise of the
orchestra and the decline of cham-
ber groups, express themselves more
often in symphonic works which rep-
resent the least possible appeal to

publishers. A composer may, of
course, be honored by an invitation
to Hollywood, but Hollywood has a
way of devouring the artists it hires,
and a man like Aaron Copland is a
distinguished exception among a
number of promising talents which
have been buried there.

The composer, then, is still as
much in need of patronage as he
ever was. Since he must have it to
exist, what substitute is to be found
for the patrons of the past? The an-
swer is that this vital function is
being assumed here by the music de-
partments of colleges and universi-
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ties, or by schools of music attached
to these institutions. Many of the
most distinguished composers in the
country have become integral parts
of these departments; the names of
Hanson, Harris, Hindemith, Mil-
haud, Randall Thompson, Piston,
and Schoenberg are some of the best
known. Obviously, men of this cal-
ibre have found their way into col-
lege music departments, and have
stayed there, because they find them-
selves in the right place. The Amer-
ican college department, properly
organized, truly seems to furnish
the composer with an ideal patron.
It gives him all the advantages of
the older European systems of pro-
tection, free from the restrictions
sometimes found in the latter. He is
made secure economically. He has
time to compose, for college adminis-
trators tend to view his composition
as they do other faculty research, as
a valuable and necessary function,
capable of bringing distinction to
his department, which should be
encouraged and not impaired by
loading him with a too heavy teach-
ing schedule. His teaching in such
a department can be, and should be,
a continual source of clarification,
growth, and stimulation of his own
creative work. There is no restric-
tion whatever on his output—he may
write whatever he likes, religious or
secular, without regard to commer-
cial possibilities or to the pleasing of
wealthy patrons. Not infrequently
he has the advantage of choral and
instrumental groups associated with
his department which are available
for performance of his works. It is
difficult to see how a composer could
be placed in a better situation than
in a properly organized college mu-
sic department.

But the college department’s serv-
ice to the composer does not end
here. It makes it possible for the
composcr-faculty member to func-
tion efficiently in another vital way,
as the teacher and guide of those
who wish to hecome composers in
their turn, and this brings us to the
other basic need of the composer al-
ready mentioned—that of highly
specialized training. An examination
of the formative years of significant
composers of the past quickly brings
home the importance in their devel-
opment of proper artistic guidance.
There is no one better fitted to guide
the embryonic composer than the
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We Think Hector
Would Be Pleased!

Yes, and Johannes too.
And Wolfgang, and Ludwig, and
C.P.E. When they wrote their wind
and brass compositions they couldn’t
have been thinking of libraries and
musicologists. They were writing for
people to play and, we imagine, for
young people to play.

So we think Hector, and Wolfgang,
Ludwig, Johannes, and C.P.E. all
would be overjoyed to see how stu-
dents in this country are playing their
music today—in the new editions that
Mercury has been issuing the last
year or so.

Privately, we're pleased that critics,
educators, and students have given
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use these Mercury publications.
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haven’t mentioned prices because they
are in the usual range—it’s the music
that’s outstanding.

Join Hector, Wolfgang, Ludwig, and
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teacher who is himself composing,
and who is thereby kept sensitive to
the aesthetic problems of his art and
prevented from falling into the cut-
and-dried sort of teaching which in-
variably alienates the good compo-
sition pupil.

Outside of the college department,
the young person who wants to com-
pose stands little chance of finding
proper teaching, unless he has the
rare good luck to become the pupil
of a fine teacher in a fine conserv-
atory. He is likely, rather, to go to
the first teacher casually recom-
mended to him, stay with him be-
cause he finds him personable, waste
his time and money, and end in
frustration. To become a composer
requires not only talent and desire
but also a long, integrated, concen-
traded period of study under a
teacher who knows his business, and
good composition teachers are far
from numerous. The college depart-
ments are placing good composition
teachers where they can be reached
by promising pupils, pupils to whom
these teachers would probably not
be accessible otherwise. Further-
more, the first-year theory classes in
the well-organized music depart-
ments not only give a basic founda-
tion for the study of composition;
they also act frequently as the means
of finding those potential talents
equipped to go on to advanced com-
position work. These classes nowa-
days tend to be large, and a fresh-
man harmony class of fifty or so is
bound to have exciting possibilities
—probably as many as or more than
there are to be found among the
limited number of composition pu-
pils in a conservatory. This is in-
dicated by the stiff competition
which the college departments are
beginning to give to the conserva-
tories in the production of able
young composers.

More and more college students
are electing music courses or major-
ing in music; a reflection both of the
great increase of music in the schools
and of the expansion and better-
ment of the college departments
themselves. To find and develop the
composition talent among all these
young people is a task for which the
modern department is very well fit-
ted, and in this way it is operating
as a patron of composition which
seems better able to screen a sizable
number of each generation for po-
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tential composers than the old
European systems of patronage, in
which so often promising young
talents were found more or less by
chance, came to the notice of
wealthy or influential persons, and
were dependent on the latters’
bounty for education.

America is a musical nation, full
of talent. Some of its finest compo-
sition potential has for years been

going into Tin-Pan Alley—it had

nowhere else to go. The modern
college department should be able
to attract more and more of this
country’s composer talent to itself,
give it proper training in compo-
sition, and, which is so important,
accompany this training with the
general cultural background so vital
to the fully developed artist. The
magnificent achievement of Gersh-
win, the only one of the Tin-Pan
Alley composers who was able to
lift himself into the ranks of serious
composers, makes it exciting to con-
template what the college depart-
ment may-do in the future by bring-
ing the best training within the
reach of a large number of potential
composers.

The college department thus com-
pletes a cycle. It offers a splendid
means of discovering and training
the composer. And, as the composer
matures, it provides him with the
means to function as a creative art-
ist. This is certainly patronage of
the highest and most efficient kind,
a logical outcome of our social
structure, which is bound to make
itself felt by its enrichment of Amer-
ica’s musical culture.

KENDALL

(Continued from page 47)

name in the way he would have
wished most to have it perpetuated—
by smoothing the road for at least
one mature young pianist. But again
it should be emphasized that the
winner must meet the requirements
set by the Fund. As Vladimir Horo-
witz, Fund president, stated in a
radio address recently, “The winner
has the confidence of knowing he is
acclaimed because he came up to the
highest possible standards; that he
was chosen above all other contest-
ants because of intrinsic excellence,
and not merely by comparative
standards.”

Copyright (c) 2002 ProQﬁcst Information and Learning Company
Copyright (¢c) Oser Communications Group, Inc.

.

A CHECK LIST OF
IMPORTANT PIANO
TEACHING MATERIAL

°
TUNEFUL TECHNIC

The prime factor stressed is the forming
of correct habits and the book is planned
so that the motor actions and physical
movements are made easy, yet lead to
a definite end.
Grades 2 and 8

GREAT MASTERS

Compiled and edited by David Hirschberg

75¢

A stellar collection of easy original

classics—some little known, some fa-
miliar favorites.

i Grade 2 7S¢
A STUDENT'S TREASURY

OF MENDELSSOHN

Vol. I—Songs Without Words

From the 48 Songs Without Words Irwin
Freundlich of the Juilliaerd piano depart-
ment has selected the 23 in common use
providing an economical package of
essential music.

7S¢

GREAT MUSIC

For the first time, a group of experts
have here compiled a book that cor-
relates music, history and art. These
classics are in their original, of course.
Grade 3 $1.00

A TREASURY OF
EASY CLASSICS

This collection of easy piano music by
the great masters has been compiled on
the basis of a questionnaire submitted
to 6,521 active piano teachers. The sur-
'vey revealed which of the original
piano classics were considered indispens-
able as an introduction to great music.
Grades 2-3 $1.00

A FIRST HAYDN BOOK |

(Memories of OId Vienna)
Never Before Published in this Country

A FIND in the early classics—12 easy
original Haydns that rank with the
simple compositions of Bach in intro-
ducing the student to the masters.

Grades 2-3 75¢

Send for complete, free catalog

%etitage

MUSIC PUBLICATIONS, INC.
49 W. 63rd St.. New York 23

77



