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INTRODUCTION

Acoustic musical instruments all have two important components: a driver, the part of
the instrument that makes the sound; and a resonator, the part of the instruneotatiest
with andamplifies the soundTo describeEric Salzman ithese terms seemditing analogy
for alife and a prsonality likehis. Salzmamot only generated music as a compaset he
vibrated so ecstaticallyith the music that bounced adf him, constantly adapting to and
engaging with the artistic movements in theissnvment around himYet his greatest legacy to
themusic world was as a tireleamplifier of the sounds, music and artistic conceps he
waspassionataboutbas a writer, broadcaster, record producer, concert/theatrical producer,
teacher, colleague and collaborator with ssmgnof the century@susical giants.

Preparing a biography of one who wadhsaroughlyengagednd productive turned out
to be, inheently, a monumental effort of absorption and seleciitis experience was made
significantly richer, but not easier, by the fact that Salzman was a close friend for the last five
years of his lifedone whose musicderformed, produced and archivétthile still in his late
seventies, he asked rteeconsider being his artistic executor attes passingand so began a
very fruitful accounttaking of what materials existeldng before the idea of this thesis was
born.Currently, | amPresident of Quog Miic Theater, founded by Salzman in 19516
which houses the Salzman Archieithe compos€@dome of more than sixty years
Nonethelesshis thesis represents many thousandsoofrs spent reading boolstters
(thankfully saved by his widoythey ircludenotes andetters on various subjects fraime
likes of Milton Babbit, Harry Partch, Leopold Stokowski, Gi@arlo Menotti,Gordon
Mumma,Paul Fromm, Joseph Fuchs, Earle Brown, Karlheinz Stockhausen, Julius Rudel,
Luciano Berio, Thais Lathem, Cathy Berberian, Stanley Silversaara McDonald,

Friedelind Wagner and countlestherg, andseveral hundred essays and artidl@dso

recorded &nd transcribedover ten hours of interviews with Salzman and his colleagues,
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listenedto large quantities afusic (not only SalzmanOs own, but the music he was writing
about, producing, and the music of his closkeagues), studied scores and attehftat
everelusive task of trying to come to an understanding of an individual whose vastness truly
contained multitudes.

The issue of whanhaterialsto select and include was difficutince Salzman lived
througha period ofenormouschange in whicleultural and classical musicpérsgctives
shifted drasticallyl havetried to imagine antb counterposevhatmight beof interestfrom a
human narrative point of view (how a unidude was lived), with whatvasimportantto the
living OdramatipersonaeO ofgarticular point in time (even if that importance is diminished
through our modern lensandfinally to encapsulate what seemsstrelevant and
indispensible about the time periods in questind SalzmanOs role in thisom our current
perspective Something that may have seemed straightforvtgipilcal orquotidianto Salzman
might be considered of enormoinserest looking back from a future centdyard vice versa.
Needless to sayhe authorcouldhaveeasilyfilled a book with the siff of memoire from
letters and anecda®f years spent travellintistening toconcertsand meeting interesting
consequentigbeople Similarly, the author couldand plans to fill a boolith a selection of
SalzmanOs evocative, critical, erudite andreining writing on music.

As a biography and a research paper, this thesis will examine SalzmayOisviri,
as well as his life, addressingrtain aspects of expression that correspond to the general
musial, artistic and culturascene (even occasionally making use of-musical parallels, for
examplethe literature oPhilip Roth).As the terminus of a DMA in Vog Performance at the
Manhattan School of Musidt will spend considerable tinea EricOs major fascination with
therelationship betweewordsand musichis advocacy for New Music Theates a genrand

his passion fothe communicative power of the human voice in general.



The first chapter in Salzman®O® New Music Theat¢co-authored with Thomas
Desi),under theneadingOThe Voice,8urveys the development and employmerthehuman
voice throughout centuries of music, thexaand artistic communication, fropaimitive roots in
sexual display and communicatighroughthe advent ofdnguagefollowing the threds from
Greek theater through opera to the digital. afeis is in fact,the point of intersection for all
of SalzmanOs diverse endeavors and thinking about Misiquestions of what music is,
where it came fronand where it is goin®framed by Leonal Bernstein a€harlesvesOs
OUnanswerable @stionQOwhither music?@nd its relatives (as Bernstein lists them),

Qvhence musi€@Owvhat music®andQvhose musiPOParealso the questiato which Eric
Salzman dewsted most of his lifé.To the aforementione&ric wouldlikely have addedDhow
music?0

The subtitle of Salzman and DesiOs book, OHeaeiRptly; Seeing the aice,O is a
paradoxwith an implicit warning to the readdse ready to question assumptiolislso evokes
the vey physicality of the body and voic8alzman was interested in the OnatureO of things, of
the body and the expressive power of commatnon between living thingst(is not surprising
that he and his wife were naturaliststhatEric even becameraspe&ted expert in birdsong).

In the activities of his artistic campaign for a comprehensive approach to music and theater, he
was both subject and object; thus uniquely positioned to advocate for the atiéonas

driven towardthe bigquestionsabout music by a deep lovealf musicbthe very potential of
musicOs existenBand it wa the dynamism of his approactttacking the quesins from

every possible sidéhat made his life and work consequential.

! Leonard Bernsteinfhe Unanswered QuestidBix Talks at Harvard 1973Musical
Phonology and Musical Synt&k992 Kultur DVD D1570.



CHAPTERONE DEARLY LIFE
Cultural Inheritance and the Seed of Rebellion
Eric Salzman was born in 1938d grew upn the St. Albans neighborhood of Queens,
just east of Jamaicavith hisbrotherPaul eighteen months youngegrandsons of east
European Jewish ZmigrZse cultural ethosito which he was borrspecificallythat ofNew
York City and environs, theim the midst of the Great Depressima remarkable one
Particulary notable is theidespreacgconomic amelioration, cultural prosperégnd
accomplishmenthiat itengenderefbr the families oEuropean immigranigspecially
Ashkenazi Jews, whaistinguished themselvelsproportionatelyn areas of cognitive
achievemenand in the arté Certainthemesfrom Salzman@sicestraheritagecanbetracedin
hiswork and life eventhoughtheir influence on hinvariedin nature duringlifferentperiods.
SalzmanOs lif@asexactlycontemporaneous withat ofthewriter Philip Roth @lso a childof
eastern European Jewshaosefiction exploredaffects of Jewish heritaga ahe ceative artist.
This convenient historic simultaneity gives@pportunityto compare SalzmanOs artistic
motivations in music and theater with those of an artiahmthemmedium.His cultural
inheritance created a context against wisalzman, likeRoth (and many of theigeneation),
made a conscious decisiongosh with deliberate irreverence, pursungy and different
course. Channeling a potent admixture of prideJfconsciousnesand frustrationthese
artistsused theitalent togreat advange inthe twentieth centyr American conversation,
wielding social @mmentary, political satirétansgressiofin SalzmanGsase deliberate avant

gardism), comedgnd irony as devices gbstmodernrebellion®

2 Burstein, POJewish Educational and Economic Success in the Unéties:S& Search for
Explanation€)Sociological Perspective§0/2 June2007): 209

3 Robert M.GreenbergDTransgression in the Fiction of Philip Rofhw@ntieth Century
Literature, 43/4 (1997): 48&606.



Both sets oBalzmanQgandparentsrereamong the nearly two million Jews who
came tathe US during th@eriodbetween 1881 and 1914, whethad of all eastern European
Jews left their homeland§he Salzmans and the Klenetskys defthdifferent parts of what is
now Poland (thepart of theRussian Partition By all accountsthetwo families seento have
followed roughly,the narrative Irving Howe lays out World of Our Fathersmigration from
theshtetldriven by economic and social changien tothe slums otities (like Warsaw,

I —4, Vilna, etc), where a Jewish proletariat was nascEat.a sizeable feene family
membemight comeahead to the US via extensive undergroomngnizationghat conducted
ZmigrZs across the borgéntoGermany or Amsterdanvhere they could get anboatOnce
settled in the US, they wouksstablish théinancialmeans by which the rest ofetliamily could
be brought ovet.

EricOgreatgrandfatheon his motherOs sides a Rabbi and Chazzahpugh in a sign
of increasing chage within theJewish community, EricOs ograndfatherLouis Klenetsky
got involved inJewish and Yiddish theater. Itusiclear whethethattheatrical involvement
beganin Europeg(pehaps in Warsaw,—t or Kracow where aactive Jewisltommunity of
writers, performers and thinkeeslvocated foshared Yiddish culturbeyondreligion), but by
the time the family was settled Mew York whereYiddishkeitwasin full force, all of the
Klenetskys weréeavilyinvolved in the Yiddish theateEricOs grandfatheouis had coméo
America first,most likely to tle Lower East Sidavhere he worked for a year befdmenging
overthe rest of his family which includetree brotlkers, a sister and his parents

It was from his motherQOs side of the family Brit claimed that all of s musical and

theatrical talencame® SalzmanOs mother, Frances (born Klenett; the version of the name the

41rving Howe,World of Our Fathers: The Journey of the East European Jews to America and
the Life They Found and Magiew York: Harcourt, 1976), 26.
5 The authorOs interview with Eric Salzmanf&Bruary 2017



family eventually adoptgdvas the daughter of theaprformershad classical piano lessons
throughout her childhoodandtravelled occasionally with Yiddish tager companies as a child
actorbeven without her parentih a recordednterview, Frances recalldéchvelling with a
tutor (the Gary Plan for standardized education in force in New York from 1914 had strict
reguations on child performersand on one traumatic occasitejngaccidentally left at a
train station by the travelling troupe

With a growing family FrancesQmother wanted the family to leave the stage
altogether, ands a resulberhusbandried various business ventures (a hat store, a chicken
farm, a peach farm, shirtwaist maaafuring, an ice cream parland various other endeavprs
oftenwith hardly anyprior knowledgelnvariably, the businesses would fail, all of theney
saved would béost and Louisvould return to the stage. The familyOgefieated joke was
that OHe could never make a living at anything but actikga(d, to quote FrancesH®was
smartbbut notgood with money. My father was nogaodbusiness man, but he couldg
he could dance, he wrote music, he wrote st®ies earned enough money to bring his keho
family over and was not crummapout money.®

Eric himself recalled that when he was a boy growing up in St. Albans, his motherOs
father came to live witthem after losing his wife:

O remember he had trunks of his numbers for a pit band so that when he toured he
could take these arrangements with him. And | also remember noticing that the words to
the songs were in Hebrew characters, even thoudaribeage wasn't Hebrew, it was
Yiddish. And years later | though to myself..."But Hebrew goes the other way, how
could this be?" and my mother said, | don't know, they just broke it up by syllables. But
it never occured to me at the time to gstion whatit was.G

6 Stephanie Salzman and Eva Salzman. Interview (recorded) with Frances Klenett Salzman. 16
March 1985.
7 The authorOs interview with Eric Salzmanf-&Bruary2017



Frances recalled thathen he lived with therher fathera lifelong atheist, wouldo
regularly to synagogue to hear the singing of the chazzans, which he found stimulating,
beautiful, and culturally meaningfuile also went d&i to thelibrary and traveledipto
Harlem to hear the controversial Afric&merican spiritual leader Father Divine whom he
found fascinating.In very distinct ways, this tradition ofterest in culture and music asvay
of life or means of galvanizing societould become a cemrtrtenet of EricOs own life.

Treadingthe fine line between interast intellectual pursuitserudition and the label of
Quftmensh® & Yiddish word for those who livie a world of ideasather than the
practicaities), could beperceivedas a generationabncernon both sides of EricOs parentage.
On his fatherOs sitteere is evidence @fthoroughintellectual interest in cultureSam
SalzmanOs forebears were chinawarel@esdand farmers the Polish countrysigandthey
seem to have been on the more prosperous daeigh still poor) compared with other
European Jew8orn around 190Gamremembers walking through an unknown village or
city (possibly! —t or a smaller village oshtet) en route tqrivate or small groupducation
with a Rabbiat the age of 5 or,&nd getting lostvalking home by lamplighte vividly
recalledvisiting his grandfatherOs farm, wh@zgane©(gypsies) cast an eerie presence
campingin fieldsin the distanceand in another oleworld image huddling in fear at the
clopping of Cossack horses on the cobblestonésde their house inRolish village(one
whose identity he could never recapmOs fathea bookbinder in Polandame to America
after the 1905 Revation in Polandg leaving his wife and all the childrérack in Poland until
he could afford to pay their way to America trextyear (or as late as 190BamOs meories
of the boat journeyEllis Island and the familyOs small apartment near the Alpl@ibearea
of the East Villagas a younghild were not unpleasant ones, which again points to a social

status above that of more destitute immigrants.

10



Among his vivid recollections d@drownsville Brooklyn where the familhsettled
sometime after 1910QveretheOLabor TemplesO where the socialists and unionamaeten
on the street corners preaching Karl M&am, mirroring his future wife, also regrettadt
his father was not a good businessroanoncerned to a suffiaiedegree with financial
matters® Samand his brotheHarry picked up the slackupporing their younger sister (who
became a school teacher) and their youngest brother(be©916) who became president of
the American Academy of Psychoanalysis and a professor of psychi@epaetown
University Medical Schoqglacquiring considerable notoriety as the authdheffirst major
medicalliterature on Obsessive Compulsive Disordére Obsessive Personalfty

Sam Salzman went to NYU Bimeering Schoolorked as a math telaer at various
private schools, aneventually earned a Hh in Psychology from NYUHe made s career
mostly as a teachgthough he practiced psychology privately afeic and his brothebecame
adult§ and it & in this contexthat he meErancesyho worked in the registrarOs office
exchange for free tuitioat the small privatpreparatory school (one set upnparily to help
immigrants) After marryingthey relocated the family to St. Albarasfairly nice middle class
area of Queensroundthe time Eric was born

Speaking of her own husbarfetancesexplained in an interviewOHe wasnOt ambitious
Phewas alvays satisfied, always contentrhis literature Roth citelsick of strong ambition
and a general timidity of male role models asisse of generational frustratidor young
Jewish men of SalzmanQOs &alzman would later admit that his attraction to aggmtle
music was a rebellion against his pareHighlighting a parallelRobertGreenbergiotes, in

Transgression in the Fian of Philip Roth

8 Stephanie Salzman and Eva Salzman. Interview (recorded) with Sam Salzman. 16 March
1985.
® Jules BarrofiThe Obsessive Personality. Leon Salzman. New York: Science House, 1968.
282 pp."Psychoanalytic Revie®9/4 (April 1972): 65651
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On literatureE JewishAmerican writers like Roth and Mailer seem particularly keyed

to defiance. The aforementioned taboos and discipline of their fathers are perhaps part

of the reason, since the secegeheration son seems to feeltthes manhood depends

on violating the taboos that his fati2too busy working, too puritan, or too hemmed in

and timidbnever dared to defy®

Whetheror notSam Salzman met the profile of Otoo busy working Qust have been
a consistent earndBoth Sam and Frances took jobs with the public school system during the
Great Cepression (he as a psychologist/counselor and she as a teacher of English and drama)
and were eventually financially stable enough to buy property in Brooklyn Heigtiisdinga
rental property that eventually besa a home for Eric and his famjjya simmer cottage in
Hampton Bays, and eventuallysummehouse in Bst Quogue where Eric spent nearly every
summer througlthe end of his life

EricOs mother retained a connection to theater throughout her life. Relying on the
financial stability of her husband, Frane®ntuallystarted a theter program in the schapla
Board of Education pilot prograras an adjunct to her work at Junior Hgthool 43 on 179
St While it was not lucrave, she told her children and grandchildtéat the ideal situation in
life was to be a persamho did things for love anstill manage to get nicely paidOf her
connections to people in the theater woslde mentioned knowing tiseiccessfusilent film
adress Dagmar Godowskgaughter of th&olish composer Leopold Godowskccording to
FrancesO accouBtagmar thought thdEric and Paul might benefit from being friendly with
girls in the Gershwin an@odowsky families perhaps with a matchmakerQOs intentierances
turned down the idea becalsee heard that these young women veerging psychiatrisiand

assumed, reflecting the views of the time, that thaustbe something wrong with them, and

sheaspired to raise perfect OAmericanO boys.

10 Robert M.GreenbergQTransgression in the Fiction of Philip Rotha@ntieth Century
Literature, 43/4 (1997): 500
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Taken as a wholé&ricOs cultural inheritance was an extremelyone including a
tradition of theater, scholarshémd broad cultural awarenessa way the livesof EricOs
immediate forebears represerg thanslation of a long tradition into a new American context.
One might reflect on HoweOs description df t@nturyshtetllife against theontext of Eric
SalzmanQsid-twentiethcenturylife: Olt was a world dominated by aneasy alliance
between aaste of the learned and the somewhat wealthier merchApisii€d on a personal
level this can be viewed asbalance bateen what was intellectually spiritually stimulating
and what was financially lucrative.

Howegoes further explainingScholarship was, abovkedse, honored among the
Jewsbscholarship not as Opure' activity, not as intellectual release, but as the pathway,
sometimes treacherous, to GadmanOs prestige, authority and position depended to a
consideableextent on hisearning.& An atheistike his father Eric instead pursuedpathway
toward communion througsharedartistic experience argtholarshighat would help bring the
public to greater understandinigis pursuit of scholarship earned him entry into two lvy
League institutionand prestigeame in the form of numerous awaatgl fellowshipsbutthe
difficulty of balancingthe creativetheintellectual andthefinancial wouldprove to be a life
long, sometimes treacherougruggle SalzmanOs uneasyationship with this past would be
one of the spurs of his artistically radical trajectory.

Childhood

It was with considerableelish that Eric recalled his motherOs background iméfagetr.
Eventually, shdnadexpan@dher work as a drama teachethe school system and organized
a children's thater company of her own (arrangisgveral children's classi¢c$yr which she

wrote music, payed the piano andtage directedlhe company, Stage for Youth at New

11 [rving Howe,World of Our Fathers: The Journey of the East European Jews to America and
the Life They Found and MadRew York: Harcourt1976), 89.
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YorkOs Sullivan Playhouse in Greenwififlege, gave performances ifown Hallregularly on
Saturday morningtoured the New York Gly and adjacent school systemhsing the week?
Salzmarrememberedehearsaland meetings in the house wittany young perfoners that
were often aroundis brotherPaul who would later pursue engineerjiwgas not part of the
familyOs creative pursulieyond early clarinet lessqrand thewo brothers, though close in
age,did not ge¢ along wel at any point in their livesyet, Eric describes a rich caéve
atmosphere at home, though his fatherOs only creative pursuit was amateur painting on
Sundays.

Frances played the piano regularly in the house with an odd amalgam of her own music
and an assortment of classics tinatuded a solo version of tidozartD minor Concerto,
variousChopinpiecesand the Grieg Sonat&hecomposed songs for hechool studentand
lateronfor herchildrerls music theater troupe, adaptiegtslike Treasure IslandJohn
Brown's Bodyby Steve Vincent Benet (described IBric asGa Gospel opefa incorporating
spirituals), and stories by Anatole Francke 8ven wrote a musical during World War 1l called
Ah, Men! with a an allfemale cast and plot centered around a community whedtéhe me
had been drafted out to s&y. SalzmanOs account it was a musical in the style of Richard
Rodgers performedn regionalSummer Stoclandoptiored for Broadway, but never moving
to the next phase

SalzmanQusotherarranged for her son to staiolin lessondrom around the age &
or 6 withan Italianteachemamed Capobianc@Vhile he was eventuallgood enough to play
in schoolorchestras and string quartdte quitlessonsn his earlyteenage yeamshen he
became dissatisfied with his own playing dngtrated with the endbsdifficulty of the

instrumentln 1948,Columbia records introduced Long PlayiRgcord and it was around this

12 william Neugebauer, OKids Dig the Bard With Dash of Hundes York Sunday News:
Kings Sectior{22 Decemberl957): K2
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time that Eric was given a record player and a few classicalof Rdich he remembered
clearlyRudolf Serkin playig Beethoven@\ppassiomtaD soata(probablya reissue of the
1936 recording)and Bruno Walter conducting the NY Philharmoni@eethovenOs fifth
symphony(almostsurelya reissue of the 1941 recording) addition to whatever 78s his
parents had arourttie housg®

After quitting violin lessonsSalzmarwanted to learn piano, and taught himself to read
bass clefln thehouse EricOs mother kept volumes of piano classics, graded according to
difficulty, and it was by starting at the beginniofgthe bookand playing as faas he could that
he not only learned to play the piano, bigt considered music composition:

(?\t one point | came across a Mozart minuet which | @iayand at the bottomsaid,

Q'his Mozart was written in such and such a year wienart wadive years old@nd |

wasabouteleven.So | was stunned and | thought to myself, | have to try to doShis.

wrote a minuet in the style of Mozart or as close as | could ge®{d it

There was staff paper around the house, and Eric had discerned whatlad to know
in orderto notate msic. Afterwards he played the composition for friemaslEricOs parents
decided ke needed composition lessons. Thaynd him a teacher whom they had met at the
post office, who, Bad just had a piece performed by Dmittitropolous at the New York
Philharmonic.8& A look through the NY Philharmonic archivesows all the performances
Mitropoulos gave, of which the living composers included mostly European immigrathts

handful of Americans It is very feasible thaine of theseomposerfadspent time in

Hampton Bays in the summers of the early or-fordies.

13 Gary MarmorsteinThe Label: The Story of Columbia Recondsw York: Thunder's Mouth
Press; p. 165.
i: The authorOs interview withi€Salzman, 19 February 2017.

Ibid.
" The composers listed were John Verrall, Alexandre Tansman, Hermann Hanz Wetzler, Philip
Greeley Clapp, Richard Mohaupt, Frederick Woltmann, Anis Fuleihan, Zoltan Kurthy,
Frederick Piket, Harilaos Perpessas, Abram Chasins and Karol Rathaus
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What Eric recalls about these few lessons is disappointidetiroughtwith him the
few pieces he had composgaspired by the piano technique bopkghe Mozaristyle piece
and a character piece callgdrch of the Troll®to which the unidentified teacherOs response
was,"We don't write music like that anymoréisappointedEric managed toeturn for a few
more lessons, anglrote some pseudmodernpieces for himbut the relationship seems to
have beeirreparablydamaged QVhen | think about it | realize what an idiot he was to talk to
an devenyearold kid like that.Ilt was a stupid thing to sa@f course | didn't register it, | was
justcrestfallen and then | wrote a piece for two bassoons or something.

In 1946, Eric started highsool at Feest Hills High School, where Burt Bachrach had
graduated the previous sprirfpr the first two years of high school EricOs musical education
corsistedof playing string quartets amchestrasAs he put it, Dhat was an education unto
itself.OEricOs classmate at €strHills anduba player in the orchestra was Mike Stoller, who
wrote (with lyricist Jerome Leiber) more than sevenhart hits icluding, OHoun®ogO and
OJailhouse RockYears lateraccording to Salzmatoller recognized hirim an NPR stuid
andcalled him by nameeminding him,"We both were in the Forest KilOrchestra but | was
a lowly tuba player, you wouldn't remembae. You were a violin and you conduct@iindeed
Eric (who did not in fact,remember knowing Stollen high schodl conducted the orchestra
on a few occasions, though it is not clear whether & waiehearsal or performandee
guality of musical culre in the community must have been high during the next few decades.
Therich legacy ofmusicaltalent (much of it Jewish or firsgeneration Americgrthat came
through the Fast Hills High $hool included legendary mezgoprano Tatyana Troyanos,
who started there the year after Eric graduated; Paul SinrAdrGarfunkel who started
threeyears later; iad later still,pianist William Westney, orchestrator/arranger Daniel Troob,

blues gitarist Ronnie Earlandthe Ramone$and members
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After the abortive start to hisompositionstudies SalzmanOs parents were able to
arrange private study with Morris Lawner, who taught awtei-knownHigh School of Music
and Art Unlike EricOgarliersnobbish teachetawnerwould not likely havesneeredit piano
character piecesjnce Weintraub Music Company (known for publishing musiidfil
Thompson an@eorge Anthe)f® published Lawner@sve Children® Fiecesunder the name
Mark Lawnerin 1950while Eric was his studersalzmanGswntitle, March ofthe Trolk,
might fit right in withany ofLawnerQssuch ast Won®Stop Rining, School®Qut, and
Square @nce'’ Eric recalled that Lawnerughtrudiments out of the Schoenberg
Harmonielehreandnot somuch counterpoirasharmonyBcalling it, OFaditionalharmonyD
but Schoenberg's version of traditio@snother student whdike Eric, had been discouraged
by a pevious teacher gava vivid portrait of how engaging Lawner could be

QMr. Lawner was the antithesis of all that [negativity]. Wies aman with genuine

warmth and a friendly smite He regarded my musical creativity as something to be

developed and cared forEstarted to learn about musical forms, counterpoint, thematic
development and suddenlyexything was ablaze with interest fme.It was like taking
apart a watch aniihally learning how it works®

That composer, Charles Fox, went on to Fontainell@dh a letter of recommendation
from Lawner)to study with Nadia Boulangeeyventuallywriting more than dundred film
scoes,the theme songs tdappy DaysandLove Boatand winninga Grammy Award as
composer of the massivit tung OKilling Me Softhywith His Song.®erhaps thesgoung
students gleaned from Lawngisense that musical tsatould be applied in myriagays,

which led each to break from the OboxO of traditior@any towetOmusic, though for Eric

thisfull departurewas stillsomeyears away.

16 CEugeneWeintraub, Music Publisher, 88 ObitugdNew York Timeg€4 November 1992) L
D19.
17 Catalog of Copyright Entries: Third Series, Vol 4, Part 5A, No. 1, Published MasitaryJune
1950(Washington, DC: Library of Congress, 1950), 524.
18 CharlesFox, Killi ng Me Softly: My Life in Musi(Lanham, MD: Scarecrow Pre10, 10,
11.
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At this pointEric quite clearly did not see himself going into the thdierhis
motherOs familyoutwriting serious modern concartusicDQVhat was theificonsidered]
avantgardemusic3° He rememberedgoing to listen tanusic atOdibrary in ManhattarQby
which he could only meathelistening booth associated witie 58" Street Library circulating
music collection (the predecessor to M@w York Public Library for the Performing Ajtdo
which Victor and Columbia Record companies bathgiven a Orepresentative eatiorOof
their materiain 1929 Thelistening boothcould be reserved by an individual for one hour per
day, three days per week and was frequently booked two weeks in atR/@heeieces
Salzman remembelearingthere give a sense of wha viewed asvantgardemusic: Alban
BergOd yric Suite Alexander MosolovO®p. 19Factory: machinemusic(more commonly
known as The Iron Foundrg) andEdgard Vares®donisation Regarding the Berg, Salzman
remembered the excitement he felt on first heaiat got me offlt was amazing thehe
could write suchhings.OThe Mosolous a piece ofmoderrist, quasiromanticprogrammusic
while lonisationis clearlymore genuinely grountireaking.Something from each of these
pieces can be heard in SalzmanOs future works, especialigt he wree during hiscollege
years. Even titles of EricOs works from the fiftidight Dance Suite for Pianolnventions for
Orchestrg are redolent of hishildhood/teenage inspirahsand show datentpredisposition
for theatricality

In looking at EricOs teenage attien to the avangiarde a comparison of his own
words withkey excerpts fronGreenbergOs analysis of Roth again yeldssinating parallel
between theirelatedheritage and themttraction to rebellion.

In The Anatomy Lessda983) Philip Roth provides an explanation for Nathan

Zuckerman's involvement with transgression as a man and a \Rit¢in'g frustration
is also clearly determined by his position in JewAsherican culture by his

9 The authorOs interview with Eric Salzman, 19 February 2017.
20 Compton Pakenham, "Review of Newly Recorded Muiew York Timegl5 April 1934):
6.
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embroilment in and rebellion agairibe world of his parenEs[A] facet of this ethical
substratum in Roth the novelist is a certain ambivalence about succeeding in the
American mainstream. A secogéneration American from a loweriddle-class
Jewish home, Roth dramatizes in his fictioe #nc of a career of a talented literary
rebel who uses liberal times, the permission of his giff,early success to express
damned-up Jewish ambition, appetite, and anger only to then suffer the backfashE

ThroughoutSalzmanOs @ar, ambivalence abbsuccessi the mainstrearns an ever
present theme-e frequently and deliberatelyill choosea less lucrativer well-troddenpath
in exchange for artistic freedom and time twguehis own interests. This is inextricalftem
SalzmanCambivalence out his fatheds role as a tim{duftmensc®whoyet managedo
provide for hisfamily. In addition to this father figure, we have with RothOs character Portnoy
OAmelodramatic mother, aspiring to impress Gentile America with her perfect offguvirg,
turns minor infractioninto operatic disappointment<3® EricOs own words demonstrate with
astounding coherence the themes of Jewishness, parentage and artistic rebellion:
My family was very antreligious and my father said he didn't understaititii¢h at
all, but I know that wasn't tru&ly mother certainly spoke it and dp®it with her
father.But my father was agast it. He was a big assimilatoandwas a big influence
on me, but in a different waie was a philosophical intellectuddut what was often
called in Yiddish duftmenschsomeonavith two feet firmly planted two feet off the
ground.But he made a living and so did my mothEney were able to buy houses and
property My father had a big influence on me intellectualint artistically so much.
Whenl started out, going into Avaiggarde music was a bit of a rebellion against my
parentsMy mother was very diggointed in what finally turned out to write bsause
she couldn't make head or tail of 8he was supportive ofyndegrees, but she never
understood it. And it never occurred to me that | gaisg togo into theatgrbecause
HER family was so theacally-oriented that | was obviously rebelling againsQt.
By the latel960s, Salzman woulkeimbark on a precarious pathbalance the

competing attractions of rebellioestablishment recognitioayantgardism, theatricality,

philosophical intellectualism arfdmily responsibilities.

L Robert M. Greenberg, OTransgression in the Fiction of Philip Ratleieth Century
Literature, 43/4 (1997): 48E88.
?? |bid., 489.
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CHAPTERTWODTHE 19505
Columbia University

Columbia College did not have undergraduate majotis 1954 {ust after Eric left for
Princetor), so he received a Bachelor of Arts with the requisite credits in specialized electives
(in his case musjc¢hough it was not essential that cifie studies all be in one arg#
Columbiaeducation inl950 wasentered on a coreunxiculumof classics of literature and
civilization. Based on the education philosophyRabert Hutchns at the University of
ChicagoandColumbigs owdohn Erskineglsothe first praident of the Juilliard School),
this wasthe concepthatspawned théroadetOGreat Book3movement It was in fact the
offer of amajorscholaship and not the fame of tineusicdepartment that made the school
Salzma®bestoption This seems te@xplain why Salzman continued private lessons with
Lawner until 1951 music classes would have commenced for him in the Fall semester of
19522 Nonetheles, for Salzman the intellectuiawas a wonderful opprtunity to learrfrom
renownedhinkers Joseph Wood KrutgiMoses Hadas, Quentin Anderstark Van Doren
(known for inspiring MertonJohn BerrymarGinsberg anderouag, and Lionel Trilling
(incidentallya first generation American of Polish Jewish heritathed later of which
Salzman remained quite pratgbr a man with interests and endeavors as broad as SalzmanOs
would be, the shaping of his mind at Columbia may have had ahiatpact to his music
studiesHe was as excited about words and ideas as he wasmbsigt and decided,

independently to undertake the writing of a veitsma based on the biblical life of Joseph.

1 Thomas J. Lasley, IEncyclopedia of Educational Reform and Diss&fal. 1 (Thousand
Oaks: Sage Press, 2010), 401.

2 Eric SalzmanLiner notes to/ladimir Ussachevskp Electronic And Acoustic Works 194972
(1999,CRI CD813
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He sought guidance from Van Doren, who agreed to look over scenes from the play and help
the young Salzman along.

After his academic requementsat Columbiawere dispensed witlgalzman took
private lessons with Otto Luening that consistedading his owrcompositionsritiqued
each week. Additionally, he receiveldsses in forml subjectgincluding species
counterpint) with Vladimir Ussachevskytheory ancharmony with William Mitchell and
variousclasses with Jack Beesdrhis wasin the periodbefae Columbia and Barnard
mergedput becaus8arnardlackeda music department, mosef the musicstudentsn
SalzmanOs classesne fronthe sister school

Peter Westergaamhd William Bolcom, important future colleagues afZgnan, give
a backdrop against wdh we might onsider the music scene@blumbia.The major music
programs in the US had contrasting approaches to music edu¥déetergaard (born in
1931) attended Harvafdr his undergradatedegregewhere he saythe theories of music
were still Oery much stuchn the old days of thBoulangerieOreferring of courseto Nadia
BoulangerWhatone encountereith a harmony ocounterpoint clasat Harvardaccording to
Westergaard, wasased on whateveorservative ruleOwere garoved by the French
government@ the eighteeth century.®At Yale, somewhat closer to New York, Hindemith
had by this time established a homehim form ofnecaclassicemthatinfluencedstudents
like Sam Adler, YehudWyner,and Lukas Foss. Though different in approach, both cases
underscore reactionary netassical concept©Tls was a period in the 1950ssays William
Bolcom (born in 193gfive years after SalzmyrOvhere everybody was convinced that
Hindemith was the Bach of thieentieth century and everybody was sort of putting down

Milhaud because he was French and had a sense of humor, so he couldnOtlbevgsand.

3 The authorOs interview with Peter Westergaard, 21 September 2018
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easy to put downrénch music in the AustrGermanoriented conservatories, so thatOs what
happened’ On the conservatory side, Salzman descrihetliard as Oa performerOs school,O
and conservatoriéa general aslecdedly conservative and antiodernatthis time. O\Were
new musidwas] being performed, developed or taught,ddismed Owas at univatiesO

Westergaard, who would later tdamounterpoint at Columbiassertghat Ericwas
almost certainpetter offlearning harmony with William Mitchekt Columbiahan he
himselfwaswith the conservative French tradition of Ochord successionsO that he got at
Harvard;butheadmitsthat Columbia wasertainlynot on the vanguard hat vanguardn
his mind meant thinking about music in linear, Scherketerms rather than those of
traditional harmony Whateverthe case, Salzman was not dazzled byrhsic educationé
received at Columbiandhedecided noto stayon after his undergraduate, explainint, O
wasn't so impressed with their music, frgn®

Given thathewould laterbe recognized fouse of multitrack tape, there is a questio
of whetherSalzmarincludedthetape music of Luening andssachevskjn thisassessment
or whether his issues wepeimarily with their nonrtape musicLuening, dormerstudent of
Ferruccio Busoni, wrote in a fairly conseivatfashon, if his songqrecorded onhe CRI
label that he cdounded)and chamber mus@an be considere@flective of his general style
Even the nowegendary 1952 Luening/dachevskyape music concedt the Museum of
Modern Artjuxtaposed the nessttechniques with much that whackwardlooking; tonal,
neoclassical andearomantic(namelyLueningOkyric Scene for Flute and Stringsd his
Legend for Oboe and String&uening was known as a conductor and writer of opera, and

his musicwasdescribeduccinctlyby musicwriter (and Columbiagraduate)lim Page:Q\r.

*The authorc:)s interview with William Bolcom, 27 September.2018
® The authorOs interview with Peter Westergaard, 21 September 2018
22



Luening has little natural affinity for dramiais best works are weighty, formal, and rather
meditative® It is no surprise thahese were natuchattractive qualities to a young relul
SalzmanOs stripdssachevskysimilarly, had been a student of HansonOs at Eastman, which
Salzman did not consider modeBalzmanGsgosestaffinity among his teacherperhaps
related somewhat to their closeness in ages Jack Beespwhose musidiad a dramatic
sensibilityeven if it was not avargarde.

Nonetheless, Columbia wastime midst of changes that would factor into SalzmanOs
future and his oeuvrén the &ll of 1951, the Columbia Music Department receivertfirst
Ampex 400 tape recorddruening andJssachevskyput it to use, along with a microphone, a
pair of headphones dra borrowed Magnacord recorder achievetheir greatest recognitign
resultng (with the acquisition of the RCA Mark Il Sound Synthesizer eight years Iatéhg
founding of the Columbi#rinceton Electronic Music Centém his liner notes t@ 1999
retrospetive of UssachevskyOs music for CRI Records American Masters series, Salzman
claims that Ussachevsky had no knowledge opti@ work of Pierre Schaeffer and other
Europeansbut gives an evocative account of the birth of American tape randia
precusor to the event at the Museum of Modern Art:

On May 9, 1952, a Columbia University musmajorto-be slipped into a back seat of

the McMillan (now Miller) Theater on upper Broadway in New York City to hear a

most extraordinary event: a musical perforneimcwhich there were no musical

performers. Instead, a dahlaired, serious, youngish man with hoirmmed glasses,
evidently the creator of what we were about to hear, turned on a tape recorder (the

OtapesichordO someone dubbed it) and a series oftiphgwvpheard, unsuspected

sounds, organized in musical form, gushed forth. It was Day One of a new musical

eréE The taperecorder operator was Vladimir Ussachevsky, who had joined the

Columbia music faculty only five years earlier and who was shortly-fourad the
Columbia Experimental Music Studio, later the Columbia Tape Music Studio and

6 Page, Tim. OOpera: A Rare Performance of OEvangelineO by Liming@k Timegl3 February
1985): C22.
" PaulGriffiths, Modern Music and After, 3rBdition (Oxford: Oxford UniversityPress
2011), 29.
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eventually to become, as the ColumBianceton Electronic Music Center, one of the

worldOs major studios for computer and electronic music. The-Wweutdisic major

was the undersigned who afterward studied with both Ussachevsky and Otto Luening

in the Columbia music departmefit.

After developing their techniques over the sumraarNovember 28ome of their
new works were presented in the auditorioithe Museum oModern Art by Leopold
Stokowski,anotherGapostle of new musicédeasOto quote again from SalzmanOs notes.
Despitethe experimental naturef theseworks (whose impacbn Ericwould manifest later),
impressions of equahagnitude were left on Salzmbw variousother musical events around
New York City of the early 1950Q4is friends and flatmatesat Columbia wereaspiring
writersDnot musicians. A young journalisstudentSalzmanOs closgst, had a passiofor
be-bop jazz and took him to hear &he ParkemtBirdland He absorbed happily (though
without deeppersonalnterest)as the avangjarde side of jazz, bdid not perceive any
substantial relationship to his decidddntity as aclassicalavantgardist In hindsight, his
undergraduatpieces merely flirt withtheavantgardein the true sensthe Suite for Violin
and Piano lased on American Indian Themasploys(as the name might suggean)
American folkinfusedbimodality redolent oBartokOMikrokosmosandO Praise the Lord
apsalm fa a capellachorus has an architecture of quartal and quintal harmonies infused with
modal cainterpoint that calls to mind Hindemith

SalzmanQsajor memories of the timaccording t@ninterview, includedattending
a concert oVaresewho wasthenin New York andbeing in attendancat the McMillan
Theater for the premiere dbhn Cage@waginary Landscape No.Rapiece for 12 radios,

eachcontrolled by two performer©Theyvere twirling the dial® he rememberegnd

someMozart came on and somebody yelléd.eave it on!@®Otably, it was e scale and

8 Eric SalzmanLiner notes td/ladimir Ussachevskiy Electronic And Acoustic Works 1957
1972 (1999,CRI CD813
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theatricality of the piece that made the deepest impressidime young studenh the end
however the decision was cleaBessions and Babbit were at Princedod theyas far as
Salzman was concerned at the time, "wereAtimerican aan-gardeDeven more than these
peopk fooling around with tape music and electror(ts.
Princeton University
Luening and Ussachevsklyscouraged Salzman from continuing his education a

Princeton, warning that he would fieced to write inQhat dodecaphonic styléThe

guestion of musicadpistemologiesvas axomplicatedan isse in the 1950s and 60s as it has

been at any other tima music historyThe extent to which institutionalogmas areeal or
perceivedat any given timés important as it pertains to SalzmanOs penchapusbing
boundaies Often, the perception of dogma results inadvertently, from the responsibilities
given to (or thrust upon) teachers, including seleatibmaterial, means of presentation and
the necessity of assessmddmlcom,who later taught with Salzmat Queens Colleggave
a sevee critique of thegeneral academgceneof the time in an interview with the author
making the claim thahe Amercanatonalserialists wes the dominant force of the era:
Oe of the problems that you had (and one of the reasons | didn't want to be
teaching) with uniersities and schools of music, [was thhgre was a real
dictatorship of style in those years. You only got played if you wmitsic ina canon

whichwasantitonal- in fact when you look back at it theresva lot of uristenable
music.l think what you hear from it mostly is a certain kirfdear. It was an

overwhelming peer pressure of those years of the 50s and 60s, people really suffered

through iE When t came to after the wathe best way to get rid of the whole guilt
[of that timg was try tojust to turn over a whole leaf, throw théole past out and

start over from zerdl'hat was very much of the whole reason that people like Boulez
were so polemicand noiy about it and tried to shut up anybody that wasn't of their

stylistic ilk. People felt there was something in the romamé®é music, for example,
that caused the possibility of Hitler. So the idea was togdtram underneath all of
thatbWagner partiularly, but everyone else alBdhe whole beig carried away by
emotionbthatwhole style from Schumann ofnd it wasa problem for someone
who couldn't just throw everything oG.

9 The authorOs interview with Eric SalzmanfF&Bruary 2017.
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In this view, composer®llowing in the traditions oCopland,Barker, Nicolas
Flagello, Ernest Bloch, Howard Hanson, Paul Crestaod,even Europeans lilgzitten,
Shostakovich and Prokel, wouldbe kept out of the major scertéowever,Joseph N.
Strausyesearchingvhich composers were published, performed, recoadedeviewed in
the 50s and 60§ addition to who controlled the academic ingtonsor won top prizes,
showed that Omally-orientedO composers still held a majority in every catetympg the
period'® In A Revisionist History of TwelvBone Serialism in American MusiBtraus goes
further to show that not only did the applications of serial technicargswidely (ore
example isStephan Wolp@ smallerpitch set Oconstellations®utso did thesonicmusical
resuts. Salzman himself, writing the liner notes fot 288recording of the Juilliard
Orchestra that includeSlessions@retwelve-toneSuite from The Black dkers reminds the
reader that Sessions had studied with ErnkstiB produced celebratedncertgointly with
Aaron Copland between 192831, and pursued Oa highly developed symphonic modernismO
of an expressiistic styleball long before embracingerialism By the timeSession$iad
Salzman andlVestergaard as studeis had integrated setisin into his highly evocative
brand of tonal expressionisand linear chromatism’

Westegaard recalls SalzmanOs music at thathieieg much more diatorally-
oriented than his own, and remembers Salzman taking a strong interest in StravinskyOs early
forays into nortwelve-tone serialismAccording to Westergaard, it was Sensdea of
constructingmusic linearly that was the emphaaidrincetonraher than seriggm, twelve

tone or atonality:

19 Joseph N. Straus. OThe Myth of Serial OTyranny® in thext@3®60s.Dhe Musical Quarterly
83/3 (Fall 1999): 30843,
" Sessions@oncerto for Piano and Orchestfa95556) is a perfect example.
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OWhen we got tBrincetorthere was anuch more liberal, much more Schenkerian
view of tonal musi Dit didn't mean they were all Schenkerit@but they all knew it
and Schenker had changed the way they understood the structure ofTinarsic.
included Session#ilton told me it was Sessions that got himtorSchenker in the
first placeE The myth isthat we wee all told we had to be tweltene composers.
That is &out the last thing that any of our mentors, including Milton, would have said.
As Milton put it, he didn't warthe placeto proliferatewith bad twelvetone
composersdf you're happy with the tonal systeuse it®thatwas the attitudeYou
still haveplenty of ways that you carse it.To me that answers the question of why
Eric tried writing somany diffeent kinds of music: he isilling to try something just
because he hasn't trigd/et. That would ban keepingin with his charactet believe

| still got a sense of that when | ran into him again after so macgdesThat kind of
thing doesn't change in peoride.

SalzmanOs first majaorks date from this peril the String QuarteiandSuite for
Pianodated 1955 and th&onata for Flute an@ianodatedthe followingyear, are excellently
crafted Sessionsfluenced pieces in linear expressiomshtrapuntaktyle. While all three of
the pieces arehromatic and freely dissonamtey range from neoclassigahndiatonicism in
the piano sué toneartotal atonality in the flutevork. In Twentieth Century Music: an
Introduction SalzmanOs own semif@b7 textbookhis description of Sessions music
applies aptly to his own music of the tin@The primary impulse is contrapuntalE a
characterigc web of long, shaped lines gives a typical sound to the music. But SessionsOs line
is also concrete in conception, vocal in shape, and dependent on a complex sense of phrase
accent and motion that gives a dynamic impulse to thecmermarkaby parallelto the way
in which Classical harmonic progressions dit.O

The environmentinder Sessionsas one of camaraderi8ays Westergaard:

Qe were all buddiedt was a very friendly world at the music department. We

weren't out to get ahead of the other guy or any of ¥attook aything that Ed

[Cone]and Milton[Babbitt] were givingand it would depend on the luck of the draw

whether yowgot History of Theory - everything you need to know alidheory in one
semester giveprestissimo by the fastest talker in the world Milton BaWi were

11 Eric Salzman20th Century MusicAn Introduction;4th Edition (UpperSaddle River, NY:
PrenticeHall 2002: 130.
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all fascinated by what our teachers had to say, and were gobbling it up, but we were

also talking in very friendly wayabout what we thought mattered. Each of us came at

it from a different point of viewD

While Sessionsvas the only official composition teacher at Princeton, anyohe
deemedead for Sessionsvorked with Earl Kim.Salzman and Westergaasgnt straght to
Sessionstaking other classes from Kim, Edward Cone, Oliver Strunk (music history), Nino
Pirotta (Italian Renaissance music and opera) and Arthur Mendel. But for both composers it
wasprobably MiltonBabbit who turned out to make the greatest impressafirthe countless
remembrances of BabbittOs death in 2Bidndeis UniversityOs Naumberg Profestor o
CompositionDavid Rakowskmight have written the most evocatjveting BabbitOs
ODevotion to his studentss extravagant wit and wordplay, his love of baseball and beer,
and the warmth of his personality,O in addition to marveling at his intellect, powers of
synthesis and gifts as a teaclehffectionaely referred to by his students in the 50s as
Quncle Milty, OBabbittwas by SalzmanOs accoumtharismatic, delightfydersorwho was
loved by all Oh spite othis seriousness and rigas a composer, he was not like that as a
teache/Ohe recalled

While Babbitt did not teach private composition at Princeton at this himelasses
were based on the same principaigstablishingheclearesipossible understandiramd
masteryof the relationship between musical materaisltheintentiors of thecomposer
Salzman studiedrchestration with Babbitt and found it fascinating that a mancahee to
New York to write musicalheater shows had developed such eruddioth greatness as a
serialist.Letters from Babbitt to Eric iNovemberl957 (when théatter was in Italy) are

characteristic of both his warmth and his aesthetic approach toward his students:

12 David Rakowski,"As Ever, Milton"NewMusicBoxJanuary 31, 2011.
https://nmbx.newmusicusa.org/agermilton/ (accessed March 31, 2019).
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Dear Eric:

Your letter was a great and wonderful joy. It is the most complete and
revealing report that | have everceived, and was such a vo#o piecas to leave me
relatively undepressed, which is remarkable, in view of the matters and events
described. In any case, you appear to be weathering the storm of verbal arrogance in
which the wave of the future imbeds its absurdities.

It goes wihout saying that | would be delighted to be represented on the
concert in RomeE Let me know what appears possible and 10l send the scores along.
What is the proposed date of this shindig?

Life is hectic asell, to apparently no purpasat least theapparent purpose
dissolves as soon as one stands two paces and two sranvag from it all. As for
news RogerOs new symphony is played in Boston early next month, and tien here

What news can you communicate with regard to the electronic studio in
Rome?Did the Weban issue of Diapason ever appearious people promised to
send me a copy, but either they were negligent or the publishersere

.. am very anxious to see your new work. | do wish you woulge®obliged
to spend time seekingtsePlease let me know what the specifications are; | feel
certain | have them in stock. But, in all seriousness, why spend the time doing what
has been done, or can be done very easily mathematically? Save your time and energy
for composing music, rathénan sets. Thus ends my lecture for today.
As ever,
Milton 14
Salzmarbrought himselffot without effort) tolike BabbittOs musiobservinglater
thatit sounded better and better with each passing decade as players developedenbetter
of how it should be playel. Remarking orSalzman®s music from #Benceton period,
Westergaardememberedhat in spite of its diatonicism (relative ltés own), Oltdidn't sound

like anyone els@He noted a contrast between Salzman and another classmate of theirs,

Michael Sahlwho would play a mijor role inEric SalzmanOs career ascomposer of six

13 Babbitt, Milton. Letter to Eric Salzman. 5 November 1957. Quog Music Theater Salzman
Archives, Brooklyn, NY.
14 Babbitt, Milton. Letter to Eric Salzma24 November 1957Quog Music TheateBalzman
Archives, Brooklyn, NY
15 The authorOs interview wiltic Salzman, 19 February 2017.
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music theater worksVestergaard remembered tiSathl Owote very impressive pieces that
sounded likeCopland whereas Eric didnOt sound like any one person. He sounded like
himself.CBalzman describedsibwn music as OSessignhdreeatonality.O

To get a sense of Eric as a young rfram this periogdwe can turn tdetters that he
wrote from PrincetonThe spur to SalzmanOs great epistolary awakeningpwasiceOn a
weekendrip during his first year at PrincetpBalzmarhad paida weekend visito Cornell to
see a girlfriendBefore driving back to Princeton @unday evening, a friend suggested that
he meet a young womaramed Lorna Jacksowho reviewed concerts foéhe Cornell Daily
Sun Together they went to a student concert where a feeling of boredom was so pervasive
among listeners that visiting profes$talph Vaugh-Williams, who was dting directly in
front of them reached ugnd,according to Salzmarturned off his hearing ajavhichthey
both found hysterically funnyBut something important happened that,day Salzman and
Lorna Jacksoexchanged letters that grew in intensity after Jackquefisus engagement
was broken off and Salzmardsrementionedjirlfriend disappeared. Thevo years of letters
between Eric and Lornare not only full of giddy creativity but they contairlueableinsight
into the youngcomposerOs state of mialzmanOs letters are full of wqidy, conedy and
extravagant romancgped out in various designs, alt lowercase characters, giving the
obvious impression of E.E. Cummings in their,witmance, innendo and at timesvert
sexuality.Salzman and Jackson wezngaged in 1955 and married on Christmas'Eve.
Occasionally as graduation approachgz lettergurned seriousas when Eric discusses
frustrationwith his work anxiety over theuspense of thieulbright agplication process, or
politics within the music departmerih an undated letter from spring semester of 1956

Salzman writes:

16 OMiiss Lorna Jackson a Papective Bride,@ew York Time¢s October 1955): L 31
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what i [sic] was saying last time about the quartet was simpleE when you
actually hear something you can reallygadt for the first timeEimagination is fine
and wonderfulEbut the specific effect of something comes out really only in
performanceEand i hear things iOm pleased with and proud of and things
thatEwellEi jus t wish i hadnOt writtenEthatOs natural and to be
expectedEparticularly at this stage when 10Ove still so much to learn about writing
musickE

after all i canOt really expect to write a good piece of music for another ten
years or soEthatOs perfectly natural tooEpite of all the prodigy stuffthe best
music of practically anybody was written at the end of his life and most composers got
successively better with yearsEonly 1 exception i know of: MendelssohnE but all the
red; Mozart, Beethoven, Haydn, BraknVedi, nearly everyone got greater as the
yeas rolled byE

and most of them them (4 of the 5 above for instance) didnOt do anything worth
a damn until well past their youthE

well this is silly; the only point is that after all i canOt really expect to be
writing anything good just yetE’

They alsogive information about SalzmanOs other activdid&incetonsuch as
playing bass imdance band called OThe Eggheads,O teathssgs fothe Princeton Oadult
schoolGat the request of Ed Coffer 20 dollars per classriting concert reviews$or 5
dollars, and coaching singers for fmerformancenf an opera by Roger Sessio8alzman,
like most his age, was vulnerable to distractiiy Lorna,by a fast friendship with Michael
Sah| andby an obsession for the card gam&ge. Another undatetetter from 1956 reads:

working on this damn fugueEyou know this fugue stuff is really the
hardestEi could always do species counterpoint without any trouble

and harmony exercises always come out all right

i feel competent to handle that stuff

butwriting 18" century fugues is absolutely the hardest thing ¢®er
triedEmakes you really appreciate BachEwhat a fantastic master he was in a
technical way undoubtedly the greatestE

itOs not the details that bog me downEbut itOs the larger conceptios of ke
and how to get to them and from etcE

the thing is, with species counterpoint youOre interested in line and in
intervalsEin straight harmony with keys and tonality and chord functionsEbut with
the damn 18 century counterpoint youOve got to keep tedeverything and have
them under control at all timesEmakes life difficult.

17 Salzman, EricLetter toLorna Salzman. Spring semester 19Q60og Music Theater
Salzman Archives, Brooklyn, NY
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hey, donOt feguilty about keeping me from composing. First of all youOre the
most important thing in my life anyhow, i can compose any old time but when can i
see you only swgery little

when isay imust compose like that it has nothing to do with you or that you
prevent me from getting work done or anythingE

itOs just thatriever will in my life ever really writenusic at the ratethink i
should write itEpartly becauselim slowEand partly just a matter of disciplining
myselfE

i think however this artificial student lifewith all its distractions is partly at
fault--- or rather itOs the other way roundEitOs the lack of real distractions with the
immense opportunities goof offEi always find i get the most done when Iveathe
least timeE i think when weOre settled down somewhat (we never will be totally i
suppose) the composing will fall more into place with all the other jobs and projectsE

boyoboyoboy

come to thinkof it, IOm really looking forward to thatEi mean to making a life
together as they sayEyou and meEhubby and wifieElover and mistressE

fYr ewigkeit

that means always

SalzmanOBulbright Fellowshig195657), for which they departed by boat in
Septemberfollowed by an additional year abrqadould amount to a twgear musical
honeymoon in Europe.

Europe, Darmstadt and Early Compositions

Sessions had meuigi Dallapiccolaon his Fulbright yeain 195152 and the two
immediately developed aeb and faithful friendship, whictasted until DallapiccolaOs
death'® Sessions sent something on the order dbzen students to studjth the Italian h
Florence over the subsequent two decades and recomntegaldethrto him in 1956.
Unfortunately for EricOs application to the Fulbright Commistanwas theear that
Dallapiccolabegan teachingt Queens Collegdn his absence from Europe ther@mission
felt that only place appropriate for Salzman study modern music was Gefhhayy.
suggestethe study withiWVolfgang Fortner in Detmold, which sounded absolutely

unappealing to the young Salzméte strategically played up his discomfoon ideological

8Andrea OlmsteadRoger Sessions: A Biograptiyew York: Routledge, 2012): 3aR2.
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and politicathistorical groundsat the thought going to Germany as a Jew barelgcade
after the holocaust.

Finally the commission agreed to send Salzman to Rorseidy with Italy'other
greatcomposer, Goffrdo PetrassiLargely forgotten outside of Italy in recent decades, he had
just been commissioned to write his Sixth €ento for Orchestra by the BBC for the Third
Programme (later BBC Radio 3yhich they premiered in 1957, ahddjust completed a
term asPresident of the International Society of Contemporary Mia$iehich Sessions was
President of the Americasection)Highly regarded as Professor of Composition at RomeQOs
Conservatorio de Santa Cecilia, he had been teaclsecbfltalian composers &snio
Morricone and Rcardo Malipierc"® Salzman was not the only foreigner who showed up to
study with Petrasshat yeaba young British composer one year younger than Salzman had
also earned a government scholarship to study in HoReter Maxwell DaviesThe newly
married Salzmans spent time widavies, in addition to other Americans studying music in
Italy that year Ramiro Cortesand Salvatore Martirano), and young Italians like Domenico
Guaccerpall documented by various group photos.

In letters to their parengsintly written by Eric and Lornat becomesncreasingly
clear that after an initial perd of admiration of his music and appreciation forgnegarious
personality(they attended at least one party at his home, where theydazzied byhis
modern art collection and where they also Betuslav Martinuand Alfredo Antoninj,

Salzman hatbecome disenchanted with Petrabld met with Petrassi about once per month,
and took more regular (quasieekly) lessons with Guiddurchi, in whom he found a more

enjoyableand competent teacher. In fadéspite SalzmanOs continued appreciation for

19 Calum, MacDonald, O'Tutt' Ora Vivente": Bssi and the @hcerto Principl€)Tempo no.
194,(1995: 2.
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PetassiOs skill as an orchestration teadt®gems thaa notablegension had develepl
between therf® Interviewed, Salzman said:
Ot was justfabout]the fundingl met with Petrassi a few times, but it was fairly pro
forma.And also he thought everytiy | did was twelvaone and it wasn't, but he
didn't know the differenceSo you can imdge how clever | thought he waseO
Salzmarhoped to renew his Fulbright for a coveted second yeatrandfer his
studiesto Dallapiccolawhowasdue to return tdtaly, but not a single onef the Fulbright
composer®sf 1956won a renewalAfter making the decision to stay in Europe for an
additional year with family support, Salzman finaiet with Dallipiccola He wasgenial, but
refused to take him on as adtmt;regardinghim astainted byPetrasswhom he viewed as a
Fascst collaborator and opportunifallapiccola whosewife was Jewishyvaspartialarly
sensitive to this issuanade evemvorse by the fact thddallapiccolahadonly eversecure a
post as @iano teachewhile Petrassi enjoyed a prestigious pasrofessor of composition
The more exciting aspect of life was travelling Eurapd seeing the site®n the
boat from Americdhey had seen the Azores islands aftiRgal, the Rok of Gibraltar,
stopped for twentfour hours in Barcelona (where they witneg®oth traditional flamenca,
bullfight and the Parsifal monastery in Montsésrahd continued along the French Riviera
making brief stops in Cannes and Genoa before dis&mban NaplesThe Fulbright
orientationprogramand a month of language classes began in Perugia, in Centralhely
Salzman organized concert of the Fulbrights, with a performance of Salzn@anJ#e
Beach at Nigh{1955)sung by Jeanette Pecorello (whose European career would
subsequently flourish)The performanceeceived such a positive response Balzman

decided to orchestrateatmost immediately

20 Eric Salzman and Lorna Salzmarmtters to Salzman/Jackson families. 29 September 1956
- 20 May, 1957. Quog Music Theatealzman Archives, Brooklyn, NY
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After concluding themonth in Perugia, the Salzmasettled inRome in early
November where lessons beg8hortly after arriving in Romthe SalzmanQOs attended a
rehearsal and performancelgbr Stravinsky conducting hBach transcriptions production
of LOHistoire du Soldabmplete with French actoesid dancerand the recentiwritten
Canticum Sacrupwhich Silzman described in a letter: li@Thew work is strang@as you
may know his recemusic has been using some of the techniques of Schoenberg but this one
is the most far gonBmore like Webern than Schagerg.It also has Stravinsky type
neoclassism, but with more than the usual dash of thedrtury and just a bit of the 2G*
There was also a brief meeting with Igor Stravinsky (who was not talkative) and his wife
Vera

Living and working in Rome the Salzmans made excursions to Pompeii, Paestum,
Capri, and, eventuallynost of central and northern Italijheybought a Volkswagen which
they travelled taMunichto pick up in January of 1957, drivirigback to Rome over th&lps
piled high with snowThey busied themselves with the coneerti operaeason in Rome and
became friendly with Roman Vlad, who gave encouragement after looking over SalzmanOs
scoresBy letter at the time, Salzman claimed to have completed somentimestral scores
during his time in Italy.

At the end of May 195%e Salzmans attended the International Society of
Contemporary Music OWorMusic DaysO Festival in Zurich, where Roman Vlad and Roger
Sessions were servimg the Jury The severday festival featured vast amounts of music,
including one of ZurichOs first electronic music concwaiitd Music of Maderna and Betio

etd and ending with a performance, on June 6, ofitbid premierestagingof SchoenbergOs

21 Eric SalzmanLetter toSam and Frances Salzman, 10 December 1956, Quog Music
TheaterSalzman Archives, Brooklyn, NY
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Moses und Aromt the Zurich Stadttheatéihe Salzmans saw the opera twice (dress rehearsal
and premiere) and found the work powerful and emotionally effedtivgeneral, the
festivalOsange of quality was so varieshd the mood so sevetet in one concert of a $8
composer, Stephan Wolpe made a show of walkingngoitotest during theiece. The entire
crowd from lItaly (including Petrassi) was present, in addition to Sessions, Roman Vlad and
all of the leading serialists in EuropAfter the festival the SatmanOs were relieved to spend
several weeks travelling through France and returning briefly to Rome before arriving at
Darmstadt on July 16 for the legend&grmstadt International Summer Courses for New
Music (nternationale Ferienkurse fYr Neue Mushgt ran untilJuly 28.

According torecords Darmstadevents that summancludedthe premiere of
Stockhausen®avierstYck X(Paul Jacobs stepping for anailing David Tudor), a
performancef Earle BrownOdusic for Violin, Cdb & Piano andAdornoO#ecture (also
published) orODie Funktion des Kontrapunkts in der neuen MusikO about issues with
courterpoint in twelvetone musidbuilt on his lectures the previous two ygd@addressing
the need for change modern musicBoulez, who hagbreviously committed to being
present, cancelled a few months before, but gave his presen@iemOto HeinzKlaus
Metzger to translate and deliver in his absefibe. printed version appeared in November
and has been the subject of much discussmhaalysis.While Salzmaronly made a
passing reference to a Boulez presentation read dloeigery fact of its subject as a topic of
conversation (especially with reference to the Stockhausen premiere) prefigures not only
SalzmanOs work of the 60s, butc#jmlly his two collaborations wittBoulez himself.

The subject of BoulezOs Alea is the concept of Ochaerse® Ochoicé®musicD
beginningas a criticsm of OinadvertentO chance in m(widely interpreted as a polemic
against the techniques and aesthetics of John @aljeo adegree Stockhauseds
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KlavierstYck X), followed bya criticism ofmechanization as an even m@pgisonou®)
shirking of compositional responsibilifgven Oa fishism of numbers@and finally as the
beginning of a recipe faeinstating the Ofree creative impulse€ntemporary musié? He
makes thelaim that the pursuit of total Objectivity in the mechanistic approach results in
another kind of arbitrarineswhich isOnost ofte encountered whemost shunned.Be fully
elaborates:

Composition chooses to approach as closely as possible perfect, smooth, untouchable

objectivity. And by what means? Schematization, quite simply, takes the place of

invention;imagination- an auxiliary- limits itself to giving birth to a complex
mechanismE until in the absence of any further possible combinations, the piece
comes to an ends for the imaginationE it would disturb what is absolute in the
development processitroducing human error into such a perfectly deduced
ensemble; a fetishism of numbers, leading to pure and simple failureE. Once this
overt objectivity had failed, they hurled themselves like madmen into a search for
arbitrariness... Do you see what we gegting back to? Constantly a refusal of choice.

The first conception was purely mechanistic, automatic, fetishistic; the second is still

fetishistic, but one is freed from choice not by numbers but by the interpreter. One

transfers one's choice to theédrpreter's. In this way one is protected, camouflaged;
not very cleverly, for nonetheless arbitrariness, or rather a kind-of-tipe-finger
arbitrariness, imposes its presente...

Boulezproceeds to descrilvarioussolutions, such a®a certain number of aleatory
happenings inscribed in a mobile period of time, but having a logic of development, an over
all sense of directionThus the Western closed form of composition (and comfsser
responsibilityof choice Oinherent in creatidrmOuld be respected while the OOrientalO
concept of chance (open form) could be introdifé&tle will come back to OAleaO in further
detail in a later chapter, as Boulez discusses in it the role of the conductor insckdege

ensemble work containing al®ric elementsThe idea for such piecegould takehold of

Salzman in the 60s, leadjio two works that Boulewould chaose to conducivith the BBC

22 Martin lddon,New Music at Darmstadt: Nono, Stockhausen, Cage, and Boulez
(CambridgeCambridge University Press, 2013): 184.
23 Pierre Boulez et al, "Alea." ! "#$%"&'()"$*+,*-".*/0$(&3/1 (1964): 43.
24 [bid., 51.
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Symphony Orchestra and the Newrk @hilharmonic, respectivelye can assume, with
relative certaintythat these general topics were under much discuasidabsorbed by the
young composeittifough it is unclear what translations waxailableb Salzman may have
read Alea in the original French, which he understood better than German
1957 was StockhmenOs first summer as a faculty member (having been, in previous
years a OparticipantO), though he did not lead a composition course unRei2B8ing e
KlavierstYck Xpbremiere, Salzman recounted:
OThis was the premiere of a Stockhausen pieashwshbsequently became quite well
known. The piece consssof a bunch of different fragents which the performer is
allowed to perform in any ordeAnd so the piece was rolled up on a big scroll and put
into a round box, like what would contain a magoamethingAnd the performer wa
Paul Jacobs, the late Pauldbs... first person | ever knew who died of AIDS... and
when he came there... well, we were sitting next to a composer and a character who
was Schoenberg's secretarychard HoffmannAnd PauldJacobs comes out with this
round thing; pops it open, pulls out the scroll and opens it up to clip the edges of it to
the music board.And Richard Hoffmann says, "AHHHH R2K N' ROLL" in aloud
voicefrom the audience.O
In general Salzman found tB&rmstadt crowd and the European serialists to be
particularly rigidand difficult, Owithout the leavening charmeoMilton Babbitt.0rhough it
should be stated that the scene al@®M Festival was in all li&ihoodsignificantly more
rigid than the sene at Darmstadin any case, grhapst was because of this seriousness that
one of Salzman®ther great Darmstadt memories wgaia acomical oneBruno Maderna
was conducting a piece by Boldson(possiblyKompositioner 1958966 No. 3bthe only
piece that fits the instrumental description if it was, in fact, a Nilsson piece) and amid the
Obleep bloopd€ic] of neaWebernian serialism came a loud trombone splat, at which the

entire audience burst into laught®taderna got angry, turned to telethudience to stay quiet

and started the piece ag&iand at thesecond occurrence of tkame trombone splat the
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audience burst into even greater hysterics. After yet another restart with the same result,
Maderna resolved to continue the piece untilehe.

In addition to the many concerts, the courses listed in a Salzman letter home dated
July 18 the third day of the festivalwere OScherchen on Webern,O OStockhausen on
Stockhausen and Boulez (more or less)O and OLuigi Nonb@enBergdIn the erl, the
young Salzman felt that there was an-#atierican sentiment among the rigid leftist (or
pseudeleftist) European composeiBut that was only part of what gatiem a feeling of
being not quite at hom#.John Cage was the culprit of inadverterdeterminacy, then it
was very much Schoenberg who was to blame for the more poisonous Objectivism that
Boulez found so destructiveIn that sensegccording tSalzmanDarmstadt saw
Schoenbey as the enemgthoughLornaSalzmanOs letters at the ticoetradict this
somavhat). They felt he represented a kindraiferomantcism, which Salzman remembered
thinking was strange at the time, but with which he came to dfjampaNonetheless, he said
of his twentythree year old self,| ©ame from Princeton witMilton Babbit and, to some
extent he and Sessions were still somewhat sthapato Schoenberg and twelt@ne.|
would call Babbit an American serialist, but he had strong connections with the Schoenberg
school and certainly Sessions did.

The yourg composer tried not to think about how and where he fit in with the artistic
movements of the timén all of his studies there was no conversation about cBiegras
too disconcerting a topitie assumedo a certain degrethat when he got homeskwould
teach somewhere, bwas not enthusiastic abaatife in academiaHe wrote a report of

Darmstadt which he submitted to tBaturday Revieybut it wasrejected as Otoo specificO

»n

25 Arved Ashby, "Schoenberg, Boulez, and Twelve-Tone Composition as “Ideal Type”.
1+0#234*+ *5"*67"#(&32*/0$(&+4+8(&34*954(3:(2001): 585-625.
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for their readershig-e also tried to organizeconcert of Americanomposers in Europe

through theUnited States Information Service (USIS), with the support of Roman Vlad. Eric

put considerabletake in the endeavor, which was strung along and then callously crushed by

the USIS as Onot the kind of the thing which wonierest an Italian concegbing public.&

Eric, judging from correspondence with Michael Safas extremely dishearteneks we

will see in the next chapter, Salzman would eventually have his revenge on the USIS.
Fortunaely for Salzman, his father hadrreptiiouslysent some of the letters that

Eric had written from Europe to RoBarmeter atThe New York TimesAt almaost the same

time, in August ofl957,TheNew York Timeshief music criticHoward Taubman asked

fourteen of the leading composéBabbitt, Arthur Berger, Copland, Dahl, Irving Fine,

Howard Hanson, Andrew Imbrie, Luening, Douglas Moore, Robert Palmer, Persichetti,

Piston, Bernard Rags and William Schuman) to make a list of gifted young American

composers between the ages of 202md hey came up with a list of one hundred feotye

names, ioluding Salzman and his very recent fellawstaly, Salvatore Martirano and

Ramiro CortesAlso on the list were Dominic Argento, Jack Beeson, Jacob Druckman,

William Flanagan, Carlisle Floyd.eo Kraft, Teo Macero, George Peilgniel Pinkham,

Mel Powell, George Rochberg, Ned Rorem, Frederic Rzewski, Gunther Schuller, Leland

Smith, Peter Westergaard and Yehudi Wyii&etiming was ideal for Salzma@n the

guality of his lettersandno doubt onthe momentum of the report on promising composers,

the TimesaskedSalzmarfor an article about being a young American cosgy in Europe.

Eric produced the piece and on November 19, 1957, he received a reply:

26 United States Information Secd, Final Letterd Eric Salzman20 Januaryl958
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Dear Mr. Salzman
IOve got good newor you. Both Mr. Taubman and myself like your article
very much. We hope to run it in a Sunday not too far in the future, and shortly after it
appears youOll be receiving a cheque for $75.00. The piece is very well written and
nicely though out | am gthto have it.
Yours sincerely,
Ross Parmeer, Music Editof’

The fee (over $60@day) was substantialhe article, What Europe Offers the U.S.
Composed ran on December 1 and effectively began SalzmanOs cane@fessional
musicwriter outside the collegiate negYhile the article highlighted the best of his
experiences and opportunities iarBpe, he also wrote frankly,t@dying with a European
teacher is quite a different experience usually from studyingavitAmericarone; not
everyone takes to i[European teachers tend to be stricter and more dogmatic. Studying with
them can be an immensely rewarding experience or an utterly useless one; it usually depends
on the personalities and mudipaedilections mvolved.@ut of studying abroatie admitted
Ots really deep significance lies in the contacts with musicians and composers of other
nationalitiesk [it] enables you to return with a new underditag and appreciation for your
own, and a richer artist aqmkrson for it.&§ Salzman certainly returned a richer artistl he

contactshe made created an international network thauld support much of higiture

career.

27 Ross Parmenteketter toEric Salzman, 19 November 1957, Quog Music TheBadzman
Archives, Brooklyn, NY
28 Salzman, Eric"What Europe Offers the U.S. Compos@&ew York Timeg1 Dec. 1957): X9.
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CHAPTERTHREEDA FuLL RANGE OFACTIVITY (THE 1960S)
A ProfessionalCritic

BetweenNovember 1958 and May 1962, Salzman wrote more than five hundred
fifty reviews forTheNew York Timesignel Eric Salzmanandnearly one hundred more
signed only E.Scovering a rich and exciting era in New York concert #enost
immediately upon theonclusion ottheir European adventufdat ended witlsight-
seeing trip of Great Britain) in 193Be Salzman®ok up residence in Brooklyn Heights,
and on August'3the Timespublished a second piece of EricOs on his musical travels
entitled, OTypesf @€omposing in Italy.®y mid-Novembethe had been offerealjob as
a Ostringer,O writing freelance reviewbat he did not knowt the timewvasthat this
was a tryout for a staff writing positionwhich they offeredhim shortly thereafter.

By Januaryhe was averaging twenty reviews per month, with fall and winter
being the busiest seasonkne pieces ranged froome hundred and seventfjve-word
reviews of recital debuts, #sixtiethbirthday tribute to Aaron Coplarttat sprawled out
over six page of the Sunday Time$he articlescover all types of classical music,
including record reviews anausicrelated news storidBbut Salzman seems to have
been called upon regularly to cover contemporary musettals chamber music, opera
(especiallyNew York City Operaather than the Mgaindvocal ensemble®©ccasionally
articles signed only with initialsvere quite short, such as the fiftiyord OTenor Gives
Concert Here@ Oct of 1961, which ends with OMr. Dellimore was severely
handicapped by vat quality and equipment that were not up to professional standards.
E.SOON SundaysSalzman was frequently givemorespace to write record reviews

interesting stories like the Copland tribute, and to cau@nge of music frorStravinksy
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to Orff, Ives, Ruggles and Dallipicollalot only was it possible for tse to be as long as
a thousandavords but theyput modern music in a context for ithe explored by a wider
public, which is a qualityhat earnethemmuchattention They ofterfeatured
interviews,including onewith Eliot Carter on March 20, 1960.

The distinguishing characteristios SalzmanOs best music writing througnisit
life arealready present much ofhis writing for theTimesbversatilityand masterpf
tone, as well aathorough knowledge and memas¥/all things musical His stylecould

be exuberantlplayful as in this ovethetop percussion ensemble review

BOOM! Zoom! Wacka Donk, Clunk, Thud! The Manhattan Percussion Ensemble

capped and rapped its collective wayifiown Hall last night with a program of
pure percussion pyrotechnics and poetry under the expert beat of Paul Price.

There was the world premiere opeece for piano and percussion, a Bartok type
of Divertimento from the pen of Nicholas Flagello, béally put togetherLou
HarrisonOs OLabyrinth No. 2,0 sprinkled with bowls blocks, pots, bells, gongs,

guiros, bass drums, brake drums and the like proved to be pretty and colorful, too,

with plenty of rhythmic byplay. But finally, its pleasant patterttasted its
welcoméd=

Also performed were a Rondeau by Frank Bencriscutto and Gardner ReadOs OLos

Dioses Aztecas,0 making quite a pack of percussion pieces in one pile. The
players are past masteand they put it over brilliantly. But one pdaystanderOs
bean is buzzing yet (BghCrash! Blat! Crunch! Ping-Bing, KA-BOOM!).?

It could also be poignanasin his 1961 review of Ravi Shankgigned E.S)

EVERY once in a while an artist of a cultural tradition alien to our own can come
across th barriers that divide men and reach us. Ravi Shankar is one of those
artist€ Hearing and following the subtle shapes of line, phrase and rhythm take
a little more patience and understandingE But the strangeness and exoticism
vanished when an art as veailgle as that of the Greglknd Romans was freshly
recreated for us and made meaningful, expressive and new.

1 Salzman, Eric/Elliott Carter Talks About His Aims In Writing Another String
Quartet' New York Time&0 March 1960): X9

Z Salzman, EriciManhattan Percussion Ens. Heafdew York Timegl7 Jan. 1961): 41
3 Salzman, EriciMusic: Ravi Shankal New York Timegl7 Jan.1961): 43
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In these and in the many other moods he could call,fbelyavehe same
impression that the writer lovedde music and loved writing abouit iHis prodigious
knowledge of the materighhanced bynecdotesboth personal and secehdnd was
like havinga veritableinternetof informationat hisconstandisposalThis served
Salzman in two important wayslost importantly, while manyeviewers conteet
themselves to describe theentat handandlodgetheir opinions othe performance,
Salzmaroftenmanagedn the most entertaining waio give a sense akhat was
important about the musiaihy it was worthperforming and he the peformer dealt
with theessentiahspects of the musiclhe second way fimemory served him was
simply by making the above synthesis a faster process than it could have been for many
writers, which was an asset in a field where writers were constantly timelgun

On weekends there coube three event®r one reviewerwhichoftenmeant
covering a concert in the big hall at Carnegie (now Stern) and a reditel Imall upstairs
(now Weill) with nearly overlapping schedujegcestating the use ofie backstage
staircases to catch botin evenings, aoncert would end at 10 or 1080 andthe
review had to béinished by 11:30 Salzman laughingly noted the exceptiomof
BrYnnlilde debutbthe soprano would neveome on until 11:30 so the review was
necessarilydelayed Salzmarand his fellow writerdiad to geback to the office
immediatelyto write the reviewwhich had to be done on the premises

OThe imes was then on 43rd St. and | would saunter down, lysmaiting until

the end of the conceit.it went very late | would leavfbefore it endepbut

usually notAnd | would saunter down to thenies.And they had a copy boy
standing there and everything was on multiple carbon she=dsyou would
write one paragraph at a time and then hand the carbon dagksheetsto the

copy boy who would rush it upstaiiSo your first paragraph was already being
set in print when you were writing your second paragraph. couldn't go back
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on anything.You couldnt change your mindlhe copy boy would run bacnd

forth as long as it tookAnd my reviews were shortdidn't have too many major

reviews at that time, a few long ones but not usuBlly.they covered all the

castchanges in the opera in those daysd they covered a lot of contemporary

music concerts Going to all of the things in Europe and doing the Times stuff

gives you a lot of pepective.You hear a lot of musi¢fou hear too much music.

You hear more music than any one person shoustibjected toO

Basically, beinghe new young reviewer meant covering things that nobody else
wanted to cover, like Ravi Shankar or a gzhxane quarteédunusuabut alsointeresting
events® And there were the occasiorlahger Sunday pieces, wheris lvriting stretched
out in a way that presages his dayBlidi/ Stereo Review

Salzman was still compogra little on his off days, buhore importantly, hevas
getting some performaas of pieces that he had written in Eurdpaizman(sight
Dancefrom 1957 revised 1960was performed by the Minneapolis Symphony
(predecessoof the Minnesota OrchestrahderStanigaw Skrowaczewski on December
2,196Q in the latterOfrst season as music director. The conductaywell havemet
Salzman and seenscore foNight Dancen Italy when inRome in 1956 for a
conducting compsiion. In an example of excelleand colorfulprogramming, the piece
was featured on th&econd half of the concethé first having been mostly occupied by
ProkofievOs Fifthi&no Concerto), sandwiched between DebusBifdsde " I'apres
midi d'un fauneand the Scherzo from Duke8&cererOs ApprenticEhe pogram note
by John H. Harveyprovided by the Minnesota Orchestnagstly quotes SalzmanOs own
note about the piece:

The title ONight Dance was chosen because it seemed to describe the

general character of the piece; it has no other particular significance. The work
has a muted, nocturnal OmisteriosoO kind of Tlevfull orchestra is rarely used

4 The authorOs interview with Eric Salzman, 11 June 2017

45



Deach time it begin® gather force, the music subsides before a real climax is
reached. The harp, vibraphone, saxophone and a great variety of muted
instruments are combined in various way$elp create the Oatmosphere.O
The work has a simple form. There are three maitisges which contain
rather different ideas and textures. They are presente@-Bdrder and them
immediately in reverse march;231, with a good deal of condensation the second
time around (section 8 barely refered to). The first section then twiowards
section 2 as it did in the beginning, but the latter hardly gets under way when the
piece comes to a quiet end.O
With such a structure, the piea®uld be palindromic if theompressionwerenat
so dramatic (occurring in the final twenty partef the piece)This imbalance gives,
instead, a combined sensesgfinmetry and sonata form, the latter being enhanced by the
fact that the third section includes thematic material from the previous two, fragmented
and inverted. Stylisticallythe piee eches Shostakovich andindemith butmore
closely matches the coloration\sareseO&mZriquesWhile SalzmanOs works list gives
this piece a date of 1957 (revised 1960), an early version of thessmbprogram note
from Minneapoliggives a date af953, which matches the sonic profile described above
Thus it provides strong evidence that some of the OnineO orchestral scores produced in
Europe were actually earlier works, resubmitted to meet the requirements of the
Fulbright.In any event, the 19G6@vision calls foithe addition of soprano sg}oone and
tuba, increasing the color palette.
In a way, the issue with dating the pielsscribecabove points to a biggessue
for Salzmarbthat of buspess and balancAs he mentioned both in a Princatletter

and a@in interviewed in his eightieSalzman produced works more slowly thame of

his colleaguesThis wasat least parthbecause he was an eminently social and culturally

5 John H. HarveyOProgram and Notes: Fifth Subscription Concklih@eapolis
Symphony Orchestré2 December 1960). Supplied by the Minnesota Orchestra
Publications Editor, 11 April 2@
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engagederson who couldot and would nobe constrained by the mastic life ofa
composerAs just oneexample, gght months after having twin girBin the height of the
busy concert seasd@the Salzmanslecided to drivédrom New Yorkto Minneapolis for
the premiere oNight Dance stoppingto visit as many Frank Lia Wright houses as
possible But his slower compositional outpwas also becaus# his multifaceted
career, particularhpis writing.

In addition tohis work atthe New York Timesn 1959 Salzman producédo
pieces foHiFi Reviewone of a group disteneroriented music publications that
chronicled &ery aspect of the new recordedisic industryThe firstpieceto mentiona
650-word review oftwo twdve-tone pieces Y Ernst Krenek, underscoreatrlier points
made aboutwelvetone and seriatomposition technique, notintipatthe pairing of two
dissimilar works by the sanemposer@lealy demonstratgs] how little the O1RtoneO
maneuvers have to do with the kiofimusic beingvritten.CHe expounds

Composing withl2tones is a procedurerhich will not gve any paricular results

or stylesany norethan writing in asucces®n of keys willproducemusic that

sounds like BeethoveBoth methods can lend coherence to a padcrusic, a

coheence which will maketself felt in time, if the music is good enouglBut

both can be pub so many differentises that it is obvious that thasic essentials

of style, personality, and communicatiare to be found elsewhete.

Theother(appearing first, chronologically3 a2,706word piecedivided into
three sectionabout the Europegperception of American musithe first section deals
with the European exposure to American culture througlt@mmercialexports

(Hollywood, advertising, refrigerators, popular mustc); the second lays out a

hypothetical dialogue in the far of a play between an Americand a Europearof

6 Salzman, Eric, OTechnique IsnOt Everything: Kr8astna for Voicend Lamentatio
JeremiadProphetagOHiFi Review2/4 (April 1959): 100
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which the lattewill only accept jazas arue nondervative American music; and in the
third Salzmardiscusses the wide variety and quatiffcontemporary American classical
music,framed bya blowby-blow accounof the shouléhavebeen USISsponsored
concert of young Americaromposers that never occurréalthe piece & opines thait

is, in fact, the responsibility of the USIS and otbeganizations teublicize the full
breadth of American artistic endeavaxgoss the worldoting,

The most important single medium for bringing all aew music before

European eyes is, of course, our astoundeegrding industry. The Louisville

Orchestra, the Columbiaflercury,and Composers Recordings series of

American musitave formed a basic library which should be made available

overseas awidely as possible through a variety of channads, forgetting our

USIS If this be done, perhaps, waay eventually see young and eager composers

from Europearriving on our shores to learn their trade and to absorb sbme

fine American musical traditioh.

It is a brilliantresponsed the struggles he encountered abroad (and is available
online tothe curious readerfrinally, there is aearly4,000word examination of the
sonic effects of orchestra seatiagd other recording practices (such as the advent of
reverb)in both concert and recordimgHigh Fidelity, titted OTowards the Stereophonic
Orchestra,@hichshowstheremarkable depth @alzmanOs historical acunasrwell as
his familiarity with the most recent trends (many set by Stakowvho felt that seating
should be adapted to each halalzman put this knowledge very practical ge over a
decade lateas a record produc&in Making Easy Listening: Material Culture and

Postwar American Recordingommunications professor Tim Anderson cites the

Salzmararticle heavily, arguinghat the more that record companies pursued their stated

7 Salzman, Eric, OA Misenscene for Disgruntled America@HiFi Review2/2
(February 1959): 453

8 SalzmarEric, OQowards the Stereophonic Orchesdidigh Fidelity 9/10 (October
1959): 48
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mission of recreating th@und of the publiconcert experience in the privacy of the
home, the rare theywere actually responsible for creatiaghew, independent sonic
experienceand redefining t distinction between music and sollrsalzman would later
point out that early music heard through the medium of recorded sound is really new
music, since it is heard in such a dramatically altered context than the original. OTowards
the Stereophonic ©hestraOto illustrate the breadth of material in these journals,
appearedhn an issuahat also featured pictorial ofcustom home installationsquipment
reports, articles owhat to lod for in stereo loudspeake®How to Buy Stereo Control
Power Anplifiers,O and seemingly incongruously, OA chronicle of the love affair
between Eleonora Duse and compeseetlibrettist Arrigo Boito.O

Later, as a staff writer &tiFi/Stereo ReviewSalzmarexploited the unique
consumer platform these journals cezdb educate a generation of music enthusiasts on
how to Isten and interact with musilncreasingly in sukequent decades, his musical
(andmusic theater) works themselves would question, chaland explore the
interaction between composer, listersegre and soundhus, @en if Salzmaras a
composespent much of the next decade capitalizing on the compositions he wrote
between 195%8, he wasonetheless flexing a differentuscle andtarting todevelop
the twopronged approach of composer and statesnaimtbuld become his trademark.

SalzmanOs role astatesmartook a new turnn 1962whencelebratedirama
critic Brooks Atkinsorretired aftetthirty-oneyearsat theNew York TimeandHoward
Taubmarbwho had leen one of SalzmanOs suppoavas promoted to Chief Drama

Critic. While Ross Parmenter stayed in place as Music Editor, the paper promoted junior

9 Tim AndersonMaking Easy Listening: Material Culture and Postwar American
Recording(Minneapolis: University of Minnesota Press, 2006): 149
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critic Harold Sclhonbergto Chief Music Critic Schonberg wasted little time voicing his
disapproval that there waacomposer on the stafince he viewethe interests of the
roles of composer and critic esnflicted.n fact, it is hard to imaginacharacter with
views moreantithetical taSalzma®s than Harold Schonbetgcording toSchonbergOs
New York Timesbituary, he wroteJor himself,not necessariljor readers, not for
musicians. He regularlycaried scores to the concerts he reviewed, believing in the
authorityof the score, and had no reservations abdmparagingvirtualy all the serial
dominated musiof the fiftiesas Ozhideously misbegotten creature sitgdCaliban out
of Hecate.@neof Schonberg®smmediateand permanent changastheNew York
Timeswas institutinga code of conduct in which friendships with performers and
composers were prohibited. "I saw too much of that at the Hérdddne," he wrote,
"where most of the critics were composers and some of them jockeyed shamelessly to get
their music played® In apostretirement article entitle®A Lifetime of Listening,O
Schonbergvent further:
The Times always let me follow my own tastes, and those tastes happen to be
oriented in the 19th century. Of course | also reviewed a great deal of
contemporary andvantgarde music, and my approach to the axgmmnte did not
make me very popular in those circles. Early in my career as senior music critic |
took a strong stand against the international serial movement, calling it sterile,
academic, boring and suredbenate the public. Naturally | was branded a
bourgeois conservative, and there was a good deal of resentment. Critics are
supposed to encourage the new, not atta8uitthe more | studied and heard the

new music, the more appalled | became, and Irsaveason to be a propagandist
for a kind of music | thought simply hateft.

19 Allan Kozinn, OHarold C. Schberg, 87, Dies; Won Pulitzer Prize as Music Critic for
The Times,®lew York Time&7 July 2003)29.
" Harold Schonberg, OA Lifetime of Listeningéw York Timeg Feb 1981): 3231.
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ItOs hard to imagine Salzman surviving usdeh aremployer Yet the death
blow to SalzmanQs tenure atTimesmay have been nemusical.Schonberg was a
chess fanat, and when he found out Salzman could play, he challemgetb a game
and was beatekalzmanin any event, was given a choicgther he shouldgree noto
have performances his music in the New York area leave thanewspapeiWhen he
would notagree to thisdhe wasoffereda job a the culture desk writing fluff pieces in
praise ofthe new Lincoln CentdRockefeller had supposedly appealetléw York
Timesowner Sulzberger to iptove press around the project)hgv he turned it down,
theyfired him without severance until he appealed to the guildhaaddthe severance
reinstated.By then he had already lined up anotherijoh new venturgvhere

radicalism was the norm.
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CHAPTERFOURBDCOUNTER CULTURE AND THE AVANT GARDE

Radio Broadcaster- WBAI

WhenKPFA, the FMradio station in BerkeleyCalifornia broadcast GinsbergOs
Howl in 1956it was already known for itsclecticmix of culture,commentarynews,
poetry,experimental programming, classic@zzand folk musicFounded by Stanford
intellectual and pacifist Lewis Hill abe first of five stations under the Pacifica
Foundationit was so successful that philanthropist Louis Schweitzer donated the license
for his commercial radio station, WBAb the Pacifica Foundation in 1958y 1962
WBAI already had a reputation for countercultdreJanuary othat yeay Bob Dylan
performed a seébor WBAIOs OFolksingerOs Chofbegadcast in March) with the social
protest song he Ballad of Emmett Ti{br The Death of Emmett T)iff In May, Dylan
appeared again on WBAKDThe Broadside Show&peating the song and singing
Blowing in the Wingdwhich he had written the month befdre April, between DylanOs
two appearances, WBAtlarted a Department of Music and brought in Salzman as the

first Director of Music*

Among the immediate innovatio@alzmarbrought to the statiowasthe OMusic
Forum,O a series devotedrtpbrtant issues of modern musical lifée first Forum
programwas a discussion of the International Society for Contemporary Music with

Aaron Copland, Elliott Carter andusic publisheFelix Greissle, who wadso a

! Jeff Land, OPacifica's WBAI Free radio and the claims of commuditn® Cut no.
41, (May 1997): 93.01.

2 Jonathan CotBob Dylan: The Essential IntervielNew York Simon & Schuster,
2017): 15.

% Heylin, Clinton. Bob Dylan: The Recording Sessior#§®1994. (New York, St,
Martin's Press, 1997. 11, 16

* Tim Dunn, The Bob Dylan Copyright Files 198207
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conductorand SchoenbergOs sodaw. The next weelSalzmarhad Milton Babbitt,
Thomas Hibish and Gnther Schuller, whaccording® WBAI Pacifica broadcast logs,
discussed a concert he condudsaturinga piece g SalzmanOs young wunderkind
friend Salvatore Martirano, requiring one hundred hours of rehea8sdzmanOs
OReport[s] on MusicO chronitkle developments in contemporary mupioviding an
event calendar, discussion of trends and recorded exar@piese May episode of
OReport on Music,O for example, Salzman discimgedvisations and compositions by
Lukas Foss and his Improvisationgemble music by Varese, Henry Cowell and others
Cowell had already done WBAI programs about folk musiagic of the WorldOs

People$, so Salzman interviewed him in the studio about his own works.

Another Salzran idea was to broadcast leskeownmusic of Mahér over the
airwaves. Accordingto Leonard BernsteirMlahlerOs reputation at this timvasfor
OGerman musinultiplied by n,Qvhich alsomeantunendurable&aggeration and
neurotic inensity 3 BernsteinOswn neurotic andntense second syphony titled after
W.H. AuderOsAge of Anxietyvasnow already over a decade didvingbeen written
the same yea(1948)as thdong-overdueUS premiere of MahlerOsc#ti symphony It
astounded Salzmanatmany of MahlerOs symphonies|uding thethird, seventh and
eighth,were rarely heard in the concert hall, let alone on the airnydespite the efforts
of New YorkOs Mahler and Bruckner societi€hrough histravels in Italy andVBAIOs
non-profit connections he had accessitoque recording from the BBC, Italian radio

andthe German Rundfunik.ogether with audio engineer Jerry Bruck who had recently

® Bernstein, Leonard, OMabhler: His Time Has CorHagD Fidelity 17/9(Sept1967): 51
® Sherill Tippins, OGenius and High Jinks at 7 Middagh StiNstOrork Time6
Februay 2005): 401

53



joined the station, WBAI presented over a dozen Mahler programs as part of a OMahler

FestivalO in 1962.

It may have been throudtelix Greisse that Salzmacame to possess a lolagt
manuscript of single movement fromlahlerO®iano Quartet in A mingwhich Mahler
hadwritten asa studentThe composerOs widéMma Mahler had recently discovered
the manuscript, which according®@eisslehad not been performed since 1876 when the
sixteenyearold Mahler played it with friendsSalzman put together a group of
musicians tglay through thescore live on the air, giving kind ofMahler world
premiere.Greissle inbrmed Salzman that Alma MEer, who was then living in New
York had beenmpressed by the Mahler Festival on the radio and wanted to meet him.

The rest of the story is best told by Salzman himself:

(He took me over to meet Alma Mahler and | was ushered into her luxurious turn
of-the-century townhouse which looked like something plucked out of Vienna.
And you know where the omey came from to buy a neawnhouseFranz
Werfel. So | was received in her parlor by maids wearing little black and white
frilly things and she was at theanof this room in a pink frilly thing and seated
on a cha like a throne And Greisslébrings me in, and it was like being
introduced to royalty or somethingnd he said, this i&ric Salzman, composer
etc etc, Music Dector of WBAI and she looks at naad says, | guss in English
or [in German that] understood, i looks like Alban Berg,6b | was 'in like
Flynn' from that momenn. And she starts talkingnd for like, two hours I'm
sitting there listening to Viennese backstage gossip in Viennalsetgiof which |
can't understand one word and Greissevhispering in my ear, desperately
trying to translate some of it. was unbelievabldt was hilariousShe seemed
like a very ancient lady to m&hat's the Alma Mahler stor§)

Despitehis innovations, SalzmanOs first period at WBAI was dived. The
constant upheavaind controversat WBAI (documented decade exftdecade in the

Village Voice, New York Timesid elsewhejemeant frequent turnovesut the

7 The authorOs interview with Eric Salzman, 11 June 2017
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programs he initiatednduredand he came back to them in a second stint at WBAI in the
late sixtiesRegardinghreemajorcompsers he highlighted on the &Wirgil Thomson,

Henry Cowell and Edgard VareBde said:

O wanted to give a space for people to come to know about inmpduaerican
composers that were really of interest to me, and were not necessarily in the then
prevalent serial mode, because | think all three of those examples are people who
stayed outside the serial mod&'ell Thompson certainly, but Cowell was a bigge
avantgardist in the 20s, but Cowell famously was asked once (I don't think this
was part of the inverview, but | think it came up during the interview) "why did
your music stop being avagarde?" and Cowell looked at him and said, téris
harder," in Iss little leprechaun waySo | liked thatYou can see that's part of the
pattern hereThese composers to me, | mean Varese was an important composer,
even the Europeans had to recognize that, but he was not a serialist, and he was
certainly not aninimalist- he was the opposite in a lot of ways.
In a strange turn of events, Alan Rich who had been sent by KPFA to help
supervise operations at WBAI, left to become a music critic &tléve York Timesut in
1963 Salzman recommended Hon a moresenior position at theew YorkHerald
Tribune.Meanwhile, WBAI was in a nearly constant stateipheaval After yet another
turnover in managemeralzman needed a jeimd Alan Rich brought him on board at
theTribuneearly in 1964, where he not onlyate concert reviews, batsofrequently
editorializedon musical shjects,specificcomposerandother musical phenomerfar
examplean article about audience behavior at the Metropolitan Ogeotherarticle
advocating for more thorough score analysis from solo performers intergheting

classical canon, and even a plea for the release of BergOs manusdriptsifioo the

hands of George Pefle.

8 Eric Salzman;American Critic Wants Full Score of Berg Opera 'LuliNéw York
Herald Tribune[European Edition], 19 April 1964, p. BAccessed 25 Sept. 2018.
http://tinyurl.galegroup.com/tinyurl/77f2q3.
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Ford Fellowship, Europe 196465

A few months ito SalzmanQstint at the New York Herald Tribune, the &or
Foundation announcekB6,500(over $700,000 in 2018y grants to elevearitics,
reporters and editoBthefirst such award for criticisnOthernotable critics among the
eleven chosen for the 1@&-ellowships were architecture writers Esther McGognz
SchulzeandWolf Von Eckhardt; legendary theater critkebertBrustein,T. E. Kalem
andJerry Talimer; as well as film critic Stanley Kauffmarhccording to an unsigned
announcement in thidewYork Tims, the funds, rangg from $3,200 to $10,000, would
(enable recignts to enlarge their knowledge ofithéelds through travel, obseation

and studyO for up to two yedrs.

SalzmanOs award must have ketsirly large one, for by September ded
Lorna were settled in Paris. With thezationas a home basEyic wouldabsorbband
occasionallycoverfor the HeraldTribunebmany European festivats/er the course of
the next year, beginning withalzburgvherehewas on a panel for a Babbi¢d
symposium called OThe Structure and Content of Contemporary BTiséoretical
SystemsO at tiinth Congress ofhe International Musicologic&ociety'® This was
followed bythe 32" Venice Biennale where Luigi Nonosfabbrica illuminata
premiere¢ithe Bucharest Festivathe Warsaw Autumri-estival(where the Merce
Cunningham Dance Company was touring with John Cage, David Tudor and Robert
Rauschenbergjhe firstband onlybInternational Biennial bContemporary Music in

Madrid the twenty-fifth anniversary of FrancoOs rise to power was the impetusafoy

® Unsigned, OArts Critics Get Funds From Folkk® York Timeg24 March 1964)
19 Unsigned, OMusicologists at Salzburg; Delegates From East And West Cooperate At
Recent CongressMew Yok Times(27 September 1964)
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musical events in 19¢AvhereFrederic Rzewskperformed several programs including
an enormous recital including music of Cage, Nono, and Earle Bather festivals and

countlessonfestival performances throughout Europe

Brought to Paris by relativedha Salzman®sin four-yearold daughters stayed
for several monthdong enough t@nroll in school in Paris artdavelwith their parents.
Among friends thawinter inParisweremusic journalist Claude Samuel, Earle Brown,
Skrowaczewskithe French Bulgarian serialistéatorist AndrZ Boucourechliev, lannis
Xenakis, Stockhausen and MaderBasides covering concerts and taking short trips
from Paris, Sa@man finished the téxor the booklength, Twentieth Century Music; an
Introduction part of the Prentice Hall History of Music Seriedited by H. Wiley
Hitchcock,andthe final edits on his chaptéar Richard KostelanetZKhe New American

Arts, called OThe New American Mc©

In April, the Salzmans traded apartments with the Kostelanetzs, who had a flat in
London, and Eric lectutkat LondonOs American Embassy, met with the BBCOs
Controller of Music William Glocka rare advaate for atonal music in Britajimnd
attende a concert of Babbitt, Carter and othgysrformed by Charles Rosdn mid
April the Salzmans returned to Pafideanwhile, back in the mited Statesl ukas FossOs
ensemble at th€enter For the Creavand Performing Arts in Buffalo, with guitarist
Stanley Silvermarpresented SalzmanOs OlIn Praise of the Owl and the CuckooO (for

Soprano, Flute, Viola and Guitand written to text from Shakespeare@&0s LaborOs
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Lost,196364) both in Buffalo andn a Rockefeller conce@arnegie Hall on April

27(h.ll

After their daughters returned to the US with their grandparents, the Salzmans
embarked in May on travels to the 3rd Annual Music Biennale Zagreb (at which
Stockhausen, Maderna, MessiaandPierre $haefferwere presentfpllowed by
BudapestVienna Pragueand Florence for a Omusic congi@$ey continued on to
Split and Dubrovnik in Croatjdollowed bythe Athens Festival, and finally Bayreuth at
the invitation of Friedelind Wagnewhile in Prague, the Salzmarstayedwith Paula
Kotik, mother ofthe twentytwo year oldPetr Kotik whom they had met at the Warsaw
Autumn Festivalwhere Musica Viva Pragensis (the Czech composerOs innovative new
ensemble) had performed with John Cage and the Cunningham Dance Company, and
where Kotik had presented hisandalousiusic for Thregnoted for Osonic extremityO

and calling for @aximally Ougly® and harsh soudids

QPrague was trying to pull itself up and do what Poland already had done which
wasfree the arts, so they invited Cage anch@ingham to perform ther&nd

with Kotik, there was sort of an avagérde undergroundnd you wento see

artists living in Stalinist housing projects on the outskirts of Prague who had been
in jail and all kinds of stuff like thaBut it was a very heady time and it was
growing.The Russian invasion was intended to cut it off and did for a vuile.

then, of course, Prague was the center of the whole uprising with Havel and so on.
And artists were very involved in it and music was an important Aadot. of pop
music, but also avaiggarde musicWe actually stayed with them in the family

house And | got tonsof music.l was taken to the official @8e Composers
AllianceOand | got tapes and huge scores of socialist realist music and | gave it all
to the New York Public Library.O

' Stanley Silverman, Letter to Eric Salzman, 31 September 1964. Quog Music Theater
Salzman Archives, Brooklyn, NY

12 Lisa Jakelski. OPushing Boundaries: Mobility at the Warsaw Autumn International
Festival of Contemporary Musid&ast European Politics and Societies and Cultures

29/1 (February 2015): 189.
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Salzman also met with GySrgy Ligeti in Vienna and became friendly Luigi
Nono after meeting him at the Biennale in Veniednere,n additionto the nternational
press, JeaRaulSartreand many other cultural luminariegre preserfor the premiere
of La fabbrica illuminata The work was part of a&ommission from RAI Italia for a
larger political/social musitheatemwork about andor the working classWVhile the
completework was never brought to fruitioba fabbrica illuminatawas createdo
protest working conditions at the Italsider factary@enoaThe musictheater andgonic
componets must have made an impression on Salzman, as the textural contrasts between
solo singer, tape effects of all kinds from voice distortion to group shotiagappella
choral singing, would all be put to usemany of SalzmanOs major compositions
between 196®9. Salzman wouldubstitutephilosophical comedyand later,
environmental activism for therominentsocialist aspectrpsent irlNonoOs work (and
present immuch European mugidNono believed hisvork wasfor these workingclass
peopledespite its abstract modernisranda large contingent of Italsider factory workers
were invited to the premier@&/hether or not they were able to appreciate this nmoder
atonal spectacl&alzmanwvould have been terested in théeliefthat itcould be
possibg, given enough time, f@atonalexperimentamusictheaterto connect with a lay
audienceSalzmarsimultaneously admired and was critical of what he observed among
European composers, describthgmas predminantly leftist or sociadit, competitive,
Opuffed upO and convinced of tleein impartancein the tradition of art culturestating
bluntly: OThey werenOt humblgalrma®own American liberalism woulglay out

differently, eventually leaohg him away from OhighrowCtheoretical music
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Looking throughSalzmanGsorrespondence from the tifwst before, during and
afterEurope, a picture emerges of a frenetic timid an unclear trajectoryAs a music
critic for theHerald Tribunehehad n@ional notoriety and consequentigceivedall
manner of correspondenBarguments or congratulations regarding a particular concert
review, inducements to writarticles on specific subjects or review speafinicers,
inquiries fiom colleges and music societi®sll the whileconstantly looking to expand
the reach of, and inconfem, his writingand speakingHe was in regular contact with
Paul Fromm of the alreadyell-establishedFfromm Music Founaktion andhewrote
coverage of ta1964 inaugural Festival of Contemporary Music at Tanglewatdch
Frommsponsorefland adapted the materfal publication inFrommOs Perspectives on
New Musicin 1965.He was in correspondence with MIT Press abowicsielg and
editing ananthology ofwriting that had appeared Modern Musicbetween 1924 and
1946 thanever came to fruitigrandin correspondenceith Random House (Knopff)
about a book omodern American musia which they expressed considerable intefest
He was aggressively seekiagpublisher for a major artichee had written on Charles
Ives, which wasejected byEsquire,High Fidelity, New York Magazirend others on
account of similar material having begublished in the previous de@adt was
eventually published iRommentary Magazingears later in 196& et he was also
working to organize concerts, festivals and discussions about contemporary music, and

perhaps, somewhat losing his identity as a composer.

13 Salzman did write a retrospective articleMoadern Musidor Perspectives of New
Music (Vol. 2, No. 2, 1964)
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Casting Off - Setting the stage for New Music Theater

Concomitant with his scattershot actiwtyas agradualtectonicshift in
SalzmanOs artistic identiigtween 1964 and 19T#ém the charted territory of his
mentorsandmusicalluminaries(whetherit be Thomsonthe European serialistBabbit,
Sessionsthe Cagé-eldman establishmerthe tape music experimenters working at
Columbia/Princetonetqg to anuncharted wilderness as altrinclusive postmodern free
agent Instead of trying to fit in, he would deliberately try not to, anddisst for
ideologicalliberationwould land him solidlyand finallyin the theaterThe turnwould
alsocompletetherevolution begun ithe early 500s toward a total autondEwen in his
avantgardism Salzmarefused testay with any of the Oordedkike the earlier move
into avantgarde music, thiadultshiftamounted to a rebellion.rilike the earlier
rebellion which hadoccurredin the safety of @eademia, thisecondebellionwould
include a rewlt against academis well as domestic lifepinciding witha gradial
artistic unmooring that ushered in a decadeg search for stable creative ground.

On the domestic front, a college professorship might well have allowed Salzman
to keep a more regular schedule and to participate in aHoarasproach to faerhood
and home life. InsteaGalzmanQsursuit of an artistic lifeutside of hhe institutional
infrastructurdranslated to timeonsumingprojects withiktle promise for remuneration.
Not only did his workreceive most of his focubut maintaining a social life witkhe
community of artists whose&ork aligned with hiown also required an investment of
time and energyThe result is that SalzmanOs daughters reedlinttother as the active
parentwhosefurtherjob it was to makesure that the childredid not disturb his work.

The fact that Salzman often did what he wanted rather than what was most prudent was
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in some way, linked to an avagarde idea ofdatal freedom. It was, asoted earlier
partially a pushack against theonstraints of a past generation, but Salzman also linked
himself to great causes that enabled him tofyukts selfinterest. His wife and
daughters were left to compete for his attention, which was often directed elsewhere.
The period of change bag with a great success: Salzmamiok, Twentieth
Century Music; An Introductiofil967) From 1961 to the end of that decade, a wave of
books (several also called OlntroductiomsOlwentieth Century music appeared from
different publishers and written Inptableauthors such as Peter Hansen, Otto Raul
Collaer, Arthur Cohn, William FAustin, Peter Yates, Robert D Wilder adolseph
Machlisamong othersSalzmanQ8ntroductiorOwas part of Prentice HallOs complete
History of Music Series, edited by H. Wiley Hitchcods. majorassetnot surprising
given Salzma®s natural gift for writings readability achieved by broad synthesis of
details into dense but engaging sentences. Raymond Ericson pointed out irkhis boo
review, that the condensation of a vast amount of material into a small space Oputs the
revolutionary events of the century in vivid perspectivie e preface to that book,
Salzman writes:
Althoughthe first edition of this boolvas published in 1967, the bukit was
written on a boat to Europe in [E] 1964 his moment had more than symbolic
value for me; it marked a change in direction for me as a composer beginning
with my Foxes and Hed#hogs on texts from John AsleryOs QEope.O The
culture chang®the clash in values from Old World to Né&gcorel out in that

piece as the structure of a music drama has come to serve as a metagieor f
vast upheava and changes of the 1960s throught 1980s.

* See Chapter Six.
14 Eric SalzmanTwentieth Century Music: Aimtroduction; 4th EditionUpper Saddle
River, NY: PrenticeHall, 20032, xii.
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In this assessment frothe early 2000s, Salzman seems to link his own transition
to thewider cultural leap fronmodernism to posnodernismHowever the context in
which SalzmanOs revolution occurred had sociolgdietal-specific (within the broader
art musidnstitution), and personahotivations In onestatemenSalzmanwent so far as
to usethe phras®personal crisi, whichpossiblyconnotesan emotionatomponento
the changedout in his chapter on ONew American MusicO for Kostelank@s6book
on the artgoriginally published by Horizon Press, then by Collier in 1968)zman
lucidly articulates thartistic postmodern dilemma as it pertainsgecificallyto musial
changesn America

[E] You cannot define the historical necessity of the agmmtlewithout
immediately implying some still newer avegdrde which instantly obliterates the
old avantgarde one historical necessity back.

All good, redblooded Americasknow that history is bunRthatOs what
makes America greaitVe are entering what hagen called the posistorical
age, not because history is failing us but beedle classical HegeliaMarxist
synthesis is no loger relevant to our experiend@ paraphrase Gertrude Stein,
America is the oldest country in theorld because it waséHirst to enter the
postMarxist age. Tie received European notions of historical aagartie
necessity are essentially foreign to the American experience of pluralism and
individualism, of optimism and alienation, of rationality and eccentricity; they ar
irrelevant to American technological civilization and to the American tradition of
handwork, of doing things, of tinkering, of activity as a good and an end in itself;
it is alien to the American experience of the frontier, of the idea of the extension
of possibility of conformity on the one hand and freedoraaifon on the other,
of masscult Bugly, brutal, closed on one si@&and multiplicitybalways open at
some other, almost unknown, outer end.

[E] The essentially open character of the musicwéd, open in content
and form in every direction; the original, intense chromaticism of Carl Ruggles;
the vast accumulations of new materials and ideas by Henry Cowell; the abstract
spatial concepts of Edgard Varese with the growth of new forms out ofisgno
timbre, texture and accebtall of these musical ideas and others (including
forerunners of serialism and imfiprovisationchance procedurdddate back 40,

50 and 60 years but also carry forward into recent years the expanding nature of
aural expeence.

E [This] definedand created the conditions under which latkey ideas
have developed, conditions which can nafirte the very different meaningg
creative possibilies today:
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1.) All possible aural sensations in any sequence and in any corobiaad
available and of equal esthetic (though not necessarily ediséicsor psyche
acoustical) alidity as raw material. These include the entire range of pitched and
noise sounds, artificial and Onatural,O recorded and livén@isting nonsound
or silence) up to and even beyond the thresholds of perception and pain.

2.) All levels of preperformance control are available, from total determinism (or
some close approximation thereof; e.g.: a totally predetermined electronic
concepion fixedin its undterable form on tape) to improvisation and random
choice within open patterns whose shape and content may be determined at any
level, at any time before or during the performance of the music and to any extent
by the use of performer choice and/or randgomd chance procedures.

3.) There are no generally accepted symbolic meanings or referents inherent in any
usage. However OrealO sounds or guetes from other music may stand for
themselves, words may appear as sound objects as well as meammegers,
andphysical pain and even boredom can be (although with more inherently
guestionable esthetjgsychologicasignificance) literally evoked~ormal patterns
and structures may represent or exemplify thought processes, audrbah
mental structures may bealized as relationships of sound; such patterns may
also grow out of and exemplify the range of human perceptive abilities and
related states, mental and psychological.

Now this is an unprecedented state of affairs; the assumptions of the
newest OnewO music grow our of an awareness of the entire range of aural
possibility and its meaning conveyed through heightened and widened experience.
The actual content of a work atite relationships of its parts as they unflals
they are acted upon, interact or intersect in fhaee defined uniquely by each
work as its own form or structure. In the end, the effect is to redefine every aspect
of the creative act; the relationstbptween creator, performer and listener is then
redefined by each new work and indeed, in the best and most important new
works at least, so is the very way we perceive and understand.

It is interesting to note that the very first Ototally organized(x nvas
written by Milton Babbitt in 1948, the same year that the first Omusique concreteO
experiments with sound effects began in Paris. [E] At a certain point, the
cumulative result was a new awareness which made the old narrow kinds of
exclusiveness saeno longer necessaryhe create process was reversed,; it
becane analytic, so to speak, instead of synthetrowing out of this new
discowery and acceptance of the totality of possible experiéndbe earlier new
music, the materials and meanshad tvork of art were formed by rigorous
selection, often defined negatively by a strenuouscpnepositional exclusion of
possibility; in the comparable developments of the last few years, the entire range
of possible experience is represented by a podaionba crossyrain cut, so to
speakborganized, not through preompositional assumptions, but through
musical and psychological structures established uniquely by each workitself.

15 Eric, SalzmanQOrhe New American Musi@in The New American Arted. Richard
Kostelanetz (New York: Collier, 1967), 23B.
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It isan especially clear description of thestmodernconundrum(and
opportunity)facing Salzmamnd composers of his generatianleastn the context of
Western art musicl' he dual effects dfiavinghadto articulae the history of modern
music for the Prenticelall book andSalzmanGswvn recent prolongeéxposure tahe
leadng European composers who wanted their work to be understood as the legitimate
next stage in the unfolding of EuropeOs venerable histsnjtedn optimal conditions
for reflection andshrewd analysisSalzman seems to concludetth&ind of musical
work is possiblethat couldstand alone and be underst@adording to its own
parameter®he writes ofOmusical and psychological structures established uniquely by
each work itself®in the Aristotelian sensé.€., thestructure ocomponent parti
relation to the wholewith only the loosest adherendkany, to preconceived notions of
genre This bold conclusion coul@nd did, in this period) leaattiss to produce work
thatis, on the one hando eclecti@and irclusive and on the otheso challenging with
regard tagenreand form thatin either case it wouldsk losing any meaning for a paying
audienceExpectation and context in the theatghetherdeliberatelydefied or
acquiesced to, is an importaatmponendf receptionlf no parametersor expectation
exist {n one ofSalzmanGexamples, evenwordscouldbeusedas mere sound objelts
meauring is difficult to construeThus, even when a highly evolved intoit or cultivated
musical taste like SaizanO#s involved in the creation and selection of materials, the
result, however esthetically pleasjmgay engendea sufficiently passive listener
responsas to preclude the desire to hear the piece a second time or build a musical

culture around it
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Within the broaler sociological context, the environment to which Salzman
returned was unstabtm both the personal, the occupational dxednational level (the
Vietnam War and Civil Rights movements are only two of the major sociological
challengeshe nation was facingpon his arrival, h&ventimmediatelyback to work at
the Tribuneghoughonly nominally, asiearly allNew Yorknewsgpapergincluding the
Tribune)went on strike in miecSeptember and Salzman and his wife Lorna walked the
picket lines. The paper remained @makygroundamidstnearly constant strikes unil
folded thefollowing year Throughout thawvinter Salzman worked to get othewsical
projects off the ground arattempted to secure other writing assignmehietter from
William Andersonthe editorof HiFi / Stereo Revieygives a picture ofiegotiations for
a writing assignment ther&nderson touts his publication ah@®bnly general
circulation music magazine in the this country that consistently addresses itself in an
adult and responsible way to covering the world of music without snobbery, pedantry, or
false erudition,O going avithin his letterto list Harold Schonberg, Igor Stravinsky,
Virgil Thomson, H.C. Robbintandon and Henry Pleasantsradablepastcontributors.
Al of this was tdnduce Salzman to Ocompromi§si€] by accepting aoffer of $600
for a 500-word piece on Carl Rugglé&Salzman ultimately accepted the offer and
managed to piea®gethema living from this kind ofwork while looking fa a solution to
the imminent end of his newspaper carekr.contributed writing to at least two hundred
seventyfive issues ofStereo Revie\for HiFi/Stereo Reviepbetween 1966 and 1998,

often having several articles in an issue.

® william Anderson, Letter to Eric Salzman, 28 Jary 1966, Quog Music Theater
Salzman Archives, Brooklyn, NY.
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For his obituary of Saman in theNew York Timeswriter Neil Genzlinger
interviewed Tim Page, past music criticldfe Washington Posind professor of
journalism atUniversity of Southern Californi®age, mentioned earlier in reference to
Otto Luening (Page was also a Columbia grad), clearly had Salz8tanéisReview
contributions in mind when he described SalzmanQOs impact on a generation of music
enthusiasts:

OWhen Eric Salzman was writing montfdy Stereo Review, he was pretty much

the only music critic who was coverintl aspects of the avaigiarde.He was not

necessarily enthusiastic about everything he wrote about, but he covered many
kinds of new and unusual work thoroughly and wiiscrimination and
distinctionEln 1970, Virgil Thomson called Salzman Othe best critic in America
for contemporary and far out musiQand this was at a time when John Cage,

Karlheinz Stockhausen, Luciano Berio, Alvin Lucier and others were testing the

limits of the Ofar out.® Young critics and composers read Salzman Hvidly.O

That is not the only way Salzman made an impact on young musikidhs.
summer of 1966, he traveled to Bayreuth to teach a course on New Music Theater at the
invitation of Friedelind Wgner(Salzman returned for a second summer in 19%67)
young Michael Tilson Thomas, then an assistant conducBayaeuth, attened
SalzmanOs clas$&8y the fallof 1966 just at the time thelerald TribuneCinal
demise was announcét was no surprise giveihatan inprecedented 14@ay strike

had engulfed the paper since the sprisg@lzman hatlickily obtained an assistant

professoship at Queens College, along with William Bolcaro also began teaching

17 Neil Genzlinger, Exic Salzman, Composer Who Championed Av@atde, Dies at
84.ONew York Time€4 November2017, A26.

18 Salzman recounted an anecdote regarding Thomas: Ol remembea takingrip
from Munich to Bayreuth with MichaelVe were playing a game called OCatch that
KitschO that consists of trying to identify melodies that everybody kibowsou try to
identify what they actually are and who might have actually written théa a very fun
gameO
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there that yealNeitherlasted into ahird year.In an interview, Bolcom described the
atmosphere as Oa bit mwisus at the time Bverything in classaccording to Bolcom,
had to match a syllabus set by the AAUP (American Association of University
Professors), who negotiated behalf of the teacherd/hile teacher salaries were
consequently quite high, Bolcom reported that his music theory class hatiierty
students, and graduassistantsvere paid merely to sit in claBaot to grade papers,
teach or tutarBolcom alscclaimed that the students did not have the skills or preparation
to handle the nion-mandated curriculum, in whicBchenkerian analysisegan in the
third or fourth week ¥

Salzman chafed against thesstrictions imposed on the teaching methéfds.
remembered being constantly reprimanded by the departmentattththe deafor
infractions that included failure to attend the schemle annual performance of
HandelOblessiahand,significantlymore egregious, playing a Beatles recordhis
music appreiation classlf the post modern dilemma and the birth of the couotéure
meant that one had to take sides, EricOs encompassing of new and potentially radical
ideas may have ba perceived by the administration as a taking the wronglside
virtuosicthreethousaneword article intheavantgarde oftenerotic literary
philosophical magazinEvergreen Revied’ which was titledDThe Ravalence of Rock
or Rock Lives!O (1967%alzman tracethe musicological and sociologicavolution and

trends of Rock music with an exciting flourish and an impressive application of wordplay

19 The authorOs interview with William Bolcom, 27 September.2018

20 The magazine published original material by Sartre, CaBrkett, Bukowski,
BurroughsGenet Allen Ginsberg, GYnter Graségroua, Norman Mailer, Henry
Miller, Kenzabu$ %e, Susan Sontag aiblcolm X (to name only a few), often
published alongside a serialized erotic cofile Adventures of Phoebe Zékistand
other erotic or avargarde content.
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appropriate to the other edgy content in the is&deng series of excerpts (though still
only a small portion of the article) is presented below because theahatemered, from
McLuhan, to dancing, the poetic importance of wdd@specially in the Beatld3to
Happenings, eleatnics, violent sexuality, anackOs relationship the OclassicalO avant
garde and to the visual arts, are key motivators for aisthlzmanOs work:

Make no mistake, we live in a Rotlound Musical Culture. It is all
inclusive; it surrounds us, it inundates us. As Marshall McLuhan would say, it is
tribal, it is total and it is instantaneous. 1tOs ObaaéGggests detachment and
involvement simultaneously. tequires the sugpsionof the rational faculties; it
demands participatidhTodayOs pop gets back to essentials. The beat is simple,
hypnotic.Harmony consists of a few basic chords strummed out over and over
againE Tonecolor Bthe Soundis a major featurghe new pop sound is that of
mikes, electric guitars, amplifiers, and loudspeakers that set ceiettteonically
chargedplunks, twangs, and thumps of the big basic beat. In its higpmnmlities
of regularity, repgtion, and reiteration, this pop is op too,aamal equivalent of
vibrating optical patters and colorsE

The new pop and the new dancing that comes with it are totally different
in quality from the oldE Instead of partners in physiccontact, moving, ding,
andinteracting in pairs (a kind of rehearsal for laneking), there are individusl
standing apart and moving alone in violent, independent activity that suggests
isolation, even alienation, yet, at the same time, total participation and
involvemern. Think of the symbolic figure (yak) of the gm girl. The dance floor
takes on curious patteris series of furious, unphased fields of activity,
independent and unconnected, yet simultaneous and even coll¢atyle.

Thomson calls it Othe tounte-not-fuckO but if this is sex, itOs that special kind of
modern cool sex; violent physieséxual movement in the context of utter
detachment and utter absorptidorgasmic, narcissistic, without external object.
Is the big beat the real rhythm of seRfistinctions between male and female are
obliterated(as they are in hair and dressyeryone is equally immersed,

physically and sensually, in total activity and total environment. Individual
consciousness is submergedhe tribalized, ritubzed, encompassing

experience

[Rock] has definitely increased its musical horizons through contact with
other musical civilizations; the fowsguare phraseology is gone and the whole
musical expression is more natural, more hraand richer. But Rock opdes as
a kind of musical imperialism; it weakens and entraps the traslititekes over
by subjecting them the pounding Heat

An important part of the new pop has to do with the importance of the
words.The old song lyric waintention#ly conventionaPrarely important
except as sound and as a general conveyer of sentiment or mood; the music was
definitely dominant (and musical life revolved around the pros who could provide
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style, solidity, and, hopefully, imaginatiolowadays the new musical simplicity
and the cult of winess (aided by electronics) permits or is even designed for
getting across, fitof all, verbalmeaningE The Beatles were one of the first
commercial groups to be concerned with the verbal as wdikansical
message, and the presence of folk hasdihtbeven overt protest to RockE

There are, of course, no forbidden subjects any more. Death madness,
dope, Viet, and dirt are almost routine; pot, protest, perception, politics and
pornography are thigems on the agendafhe Fugs, the current Village-in
residence pornos, dabble in social comment (OKill kill kill for peaceO) and
existentidist metaphysics (OMonday nothifigesday, nothing, Wednesday
nothingE O) but their specialty sex (OWet dream over yod®y are, they
claim, merely being explicit about what everybody else really means anyway.
They rev up the amps, flash the house lights, and roll on the floor shouting,
moaning and groaning. The eyanallic mike plays a bigole; they clutch it, put
it between their legs, rub it, roll around with it; little is left to the imagination. (If
the mike is the male member, is the strokable electric guitar the female?)E

The Fugs push the sound up far beyond distortion levels\@rdpast the
threshold of pain, but even the reatfar-out goups rely heavilyon electronics to
beef up the sound. The marriage of electronics with pop goes back but the union
has only been consummated in recent yddis. new nusic is almost totally
dependenbn the amplifiedoudspeaker esthetic; it wouldnOt be the same music
without it (it would be impossible to arrange most of these tunes for conventional
orchestra and come up with anything recognizable)E The expansion of pop
through electronics wasf course, inevitable (An Exploding Plastic Inevitable?)
but it seems odd that with all the tremendous potential of modern circuitry, its
uses are still confined to booming up the bit beat and making live music sound, as
much as possible, as though itreeecorded. The LP (Loud Pop or Legal Pot,
Lascivious Pornography, Lean} Perception, Longpair Protest) generation
demands the canned soundE

E PopRock, in is new contexts of Happenings and Environments, takes
on new vitality. The twist (if the wdscan be pardoned in the coxtieis that a
great deal of the envirorentathappeningmixed-media miskegas was organized,
inspired by, or produced in close association with people who came out of the
musical avangarde under the influence of John Cage. Suwme in the huge
assault on the senses that followed, sound came to play less and less of a
significant role; what hit the ear wasnsehow incidental to theisualverbat
tactiledramatieliterary fun and games. A great opportunity for modern music
was mised. Rock rolled in and quickly filled the vacuum. (The Velvet
UndergroundOs John Cale, whose name looks tikspaint for John Cage, is a
Welsh born exCageian; one group of avaiggardiststurnedRocknicks called
themselves The Sellouts.)

Yet people wo are willing to give up representationpainting, narrative
in the nowel, dot and realism in the theater, plot in the film, and storytelling in the
dance are loath to give up the bedtey surround themselvegth a multi
dimensonal kind ofexperience in every other area but the cling to da¢. G hey
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neal its stability and sense ofrdttion. Withoutit, they have no focus; they arenOt
really able to hear and feel at 4.

In these excerpts, ong aware of conflictingnergiedrom the witer, which
seem to vibratsympatheticallywith personafrustration and excitemerfalzman is
simultaneously criticabf andfascinatedy (possibly even envious df)e visceral sexual
power of Rock musiand Othe be@Furthurmore his argument that Rock music filled a
void at least partially created by taeantgardeartists whdailed to paysufficient
attention to the actual soundather than pursuingbstract gamesr thought
experiments, is a unique perspectiis if in eventual answer to the frustration stated
here,SalzmanOs work®m the 1970s onwangfould increasingly incorporatand
experiment witha Obeat,®ith pop/world musicelementsas well as with experimental,
poetic and sexualerbal expressioastheatrical elementdt seems again, as in his
collegerecollection of Cage@waginay Landscapes No. fbr twelve radios, that he was
Oturned onO (elsewhere inEvergreerartide Salzmarguoteshe now legendary Tim
Leary/Mashall McLuhan phraseT@rn on, tune in, drop oGtwhich had only been
uttered a few months before SalzmanQs article) by aspects of the contemporary
electrified,counterculture.

It is not surprising givemhis fascination foaspects of theounterculture thatin
spite of his relationship with the administrati@alzmargot along well with the gung
students at Queens Collede.his final semesteat Queens Collegée said it was they

who asked hinto create a pieckr a little festival of music at the schoble created a

2L Eric Salzman{Xhe Prevalence of Rock; or Rock LivedEergreen Review1/47
(June 1967): 425; 8283.
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tape piece calleQueens Collagér which he walke@round campus with ldagratape
recorde®he captured everything from orchestra and band rehearsal, deli orders, campus
rants, a potical raly and classroom lecturés sounds ofyping, mechanical noises,
construction, et®and edited togethan operform, highly creative, aural environmental
experienceln the collage he employembntrasting musel excerptqorchestrauning
and rehearsman unidentified classical symphony, a concert band bossaseméeut-
of-tune parlor piano, violin practicédped at rehearsals or in practice roonwds both
semantic and sonic, andather hypnotic use of repetition and reiterattogated with a
feedback circuifeven appraching the bedtke). Progressing over the course of twelve
minutes from the sounds of human endeavor and effort toward the abstract environmental
(ending with machine noise, walking, and finally birdsong) ieegwas intended to
highlight the Ocontradictions between the internal and external OrealitiesO of an urban
college campu®the kinds of sounds and contradictions that everyone was always
desperately trying to shut ol®(He likened it to his version @in OAcademic Festival
Overture.O

Salzmardid notmentionthe Rock articlen interviews or writings in later years,
though it was cited by Michael Hicks for an article about marketing for aade
music Regardlessyne can hear iBalzmanQgsieces bthis period a synthesis of key
concepts that are outlinedtimat article, along with concepts of avaatrdism laid out in
theKostelanetz bookand the strong influence of Ives, Nono, Cowell and tape
experimenterdt was truly the beginning of a nevingsein which he was moving toward

the New Music Theateln a recorded interview he recalled

22 Eric Salzman, Liner notes to Eric Salzm¥#iretap 1974 FHnnadar Records QD 9005
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QO went through a personal crislsvas already writing musi¢.guess somewhat
atonal, Sessiongsfluenced, maybe a little bit serial influenced. But | became
interested in vocal music and | became interested also in the question of theater.
And | came to the conclusion that contemporary music needed a renovation and
that one of the places that could happen was developingestablishing links
between new music and theater; which is historically where almost every
important movement in Western European music came from. At least starting
with the BaroqueBaroque maic andthe protocols of Baroque musiame out of
the theate®came out of opera. And classicalisic came out of opera, tooEO
We can once again use Philip Roth as a point of compadAs@m.returning
from a Gugenheim Fellowship in Rome in the 1858nd holding residencies at the
University oflowa Writers WorkshopandPrincetonUniversity, Roth was back in New
York City. He describedhe period between 1962 and 196¥one of Olitary
uncertainty®of not knowing what to write abouthis period ended with the
deliberately unseriouBortnoyOs Complaifit969) which was partially the result of Roth
setting a goal@ becoming the writer some Jewish critics had been telling [him he] was
all along: irresponsible, conscienceless, unsex®u$ Roth was looking for a way of
reflecting America back at itself, he foundntthe 1970¢hrougha series oatirical
narratives. It is abundantly clear through Salzn@&essays that htgo, was looking for a
way to reflect Amega back to itselthrough musi@s he felt Ives had dofeand to do

in OclassicalO or Oart musicO something like what was happening ihiRalso clear

that he had notet discovered the best musical means of capturing the ethos.

23 Aimee Pozorski ed., "Philip Roth Biograph¥he Philip Roth Societfccessed 19
Aug. 2019. https://www.philiprothsociety.org/biography.
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Early New Music Theater Works

One of thebiggest developmesito come out of this period wassoa likely
furthercause fothedisintegration oSalzmafs relationship witQueens Collegén the
early 1960s Hunter College recruited Norman Singer, whaheaslirector of the Aspen
Music Festival and Schadb run theprestigiousHunter College Concert Bureau. Singer,
who wouldgo on tolead New York City Center and the Chamber Music Society of
Lincoln Centey hadmoremodern tastethan his predecessa@nd wanted to start a
contemporary music series part of the concert bureatienty-fifth anniversary, called
OThe New Image of Soud* Salzman was brought on as artistic direttpiOResent
musicin collaboration with such other arts as poetry, filmg danceO and to help the
New York scene OBreak away from the Omadesic syndromeO and attract not just
coteries and cliques but a largedance of intelligentsi@by Opulling together things
that had not been pulled together befdred@d, to the app@nt consternation of the
Queens College administration, none of SalzmanOs coverag&lawthéorkTimesand
elsewhere, mentioned Queens College

OnNovember 301967 the first concert of the New Image of Sound was to
feature Babbittdhilome| SalzmanOéerses and Cantdgater retitled Foxes and
Hedghog¥and Luciano Berio@sborintus Il,but Bethany Beastee, the soprano slated
for the Babbitt fell ill and Salzmasfdng work opened the concedonducted by Dennis

Russell Daviesvith an ensemble from Juilliar®Not really a piece in the usual sense. It

24 Allan Kozinn, QNorman Singer, 80, Executive Who Led Arts OrganizatiONew
York Timeg17 July200)): B7

25 Raymond Ericson,BDeakout From Modern Music Syndron@®ew York Time&9
October 1967): D 21
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is more like an environmef said Theodore Strongimho reviewed the concert fdhe
New York Times
Hearing (and seeing it) ikke being at a big lvesian party. The partyssoat the
core continues unabateashile instruments, voices, tapedunds, or people
wander in and out, seemingly as they please. And just as at a party, you can let
your attention wander in and out, too, while going through the motions of
listening, or yu can hang on every sound wholehearted\busy, amiable
piece, friendly and undemandifd.
The perceived anarchy of a performance of this work does not reflect the multi
level organization of the score, which contasuch a variety of notations, instrental
and vocal techniques, interpretivelications, material combinatioasd controlled
aleatoric elementgor example a strophic section marked Omoderate Lied tempo,O where
the sopranorad piano OliedO part are marked véfieas Dthough wth somany changes
of dynamics, text treatment, temmmtave and with addition of tape for the third veiBe
that the ear perceives only a continuation of threc@mnposed anarchyall carefully
and clearly scoredsoing as far back @&rahms,composers havecludeddetails of
craftsmanshiphat are difficult to perceive withithe total densityof the work, but in the
1960s (see John CageOs hdotations mentioned on page 71) the idmaergedhat a
score might exist as a work of its own, separate on $eveé or beeng only an indirect
relationship with the music assis heard in pdgormance Furthermore, because the
duration ofsomecommnent parts are so varied (with markings such as OFree, cue
soprano,O Obeat measures as indicated, moving quarter note motion, cue voices,

instruments fit their parts in@regular but with good pacing,O Ospeaking tempo, cue

tape, Orepeat ad limtil cued ou® andreldmanlike boxgrids), the musicians cannot

26 Theodore Strongin,Salzman and Berio Presented at Hunter In Modern SiNies
York TimegDecember 1 1967): 55
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arrive at key junctures the same wagle time, requiringhe conductoto maintain
traffic control. The result is not randoa performance clearlysnds like what is
written in the score and cdoe easily followed as suchotwithstanding liberal use of
graphic notationbut is soutterly dense that it cannot bajoyed as a mere 15ic
construction without viewinghe score
Strongin cakkd it a piece, @Tlook at as well as listen toPart ofthe fun was
watching the four principal singessnile and even laugh when the music tickled them.O
From a compositionglerspectiveSalzman is responding to and applyihgse ideas and
solutiors of indeterminacyutlined in @leaOP conbining closed anapen structure with
Ga certain number of aleatory happenings inscribed in a mobile period of time, but having
a logic of development, an ovell sense of directio®Pierre Boulez wouléventually
conduct the work with the BBC Symphoimy1972and Lukas Bss with the Brooklyn
Philharmonidn 1977 (in these two latter performancespleze was titledcoxes and
Hedghogs Conductors werdkely attracted to it partly due to the virtuosic demands it
placed on thenPrior to his later performance of tpeece, Boulez introduced it to the
British audience:
OThe music is only one element of the gameE | would tell you what Eric
Salzman told to myselHe would like to oppose a kind of puritanical way of
looking at art and especially a very singhdnded viewof art and to [go to] a
kind of, let's say, more American way of looking aMbre relaxed and less
sharp- definitely less sharpon stylistic ideas of what we, as Europeans, consider
as the main virtues of an art; to preserve théypand the unig of the style.®

The text is from poet John AshberyOs OEurope,O the longest poem in the poetOs

most experimental booKhe Tennis Court Oatfl1962).Salzman and Ashbery met in

2" pierre Boulez, Introduction to Eric Salzmaf6&ses and HedghogBBC Symphony
Orchestra at The Round House (@huary 1972, BBC3 Broadcast), Quog Music Theater
Salzman Archives, Brooklyn, NMAlso available at http://www.youtube.com.
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Europe when bothdd Fulbright Fellowships in 1958shbery stayed abroad weork for
nearly a decade and wradEuropeO in the late fifties, whRichard Kostelanetzalled
Gacoherent@uch in the way that modern music could be at&OOriginaivork that
seems totally unfathomable on first impression, but becomes more famitihar
continued contact.O In the 1970s when he won the Natioo&l Bvard, Ashbery
described th@oetry ofOEurope@efensively:Q succeeded in writing something that
wasn't the poetry | didn't want to write, and yet was not the poetry | wanted toRerite
me, this was a period of examining my ideas about pdesyrt of tearing it apart wit
the idea that | would put itazk togethef3® Salzman found in that tearirmgkindred
energythat infused the structure of the pieCentinuing in the words d?ierre Boulez:
Orhe relationship of the poem is much more complex with the music than it is
normally. You have many degrees of understanding, you have many ways of
playing, in music, with the texBecause the text is alspkceon many levels.
And thats a reaction which | describe as American, but | have the right to say that
because there is a very natars example in American muditand that's Charles
Ives.More or less he is the father of all the very important American music and
he's recognized moas this father figuredf course, he realized these kinds of
ideas, multilevel ideas of music in his own way and now Salzm@poses to us
a new solution?®
Morton Feldman loudly booed the piece from the audience at the premiere, which
Salzmarfound hilarious and noteworthy. In fact, he was so proud of it that he insisted on
preserving for his archive, a separate recording of the applause with FeldmanOs Oboo.0

Yet FeldmanOs mentor, John Cage, included a page from SalzmanQOs score in his 1969

bookNotationsba book whose aim was to show, in two hundred sty entries, the

28 Richard Kostelanetz, OHow to be a difficult polstie@ York Time&3 May1976):

SM5

29 pierre Boulez, Introduction to Eric Salznistoxes and HedghogBBC Symphony
Orchestra at The Round House (31 January 1972, BBC3 Broadcast), Quog Music Theater
Salzman Archives, Brooklyn, NMAlso available at http://www.youtube.com.
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variety with which the notation and written presentation of music could appBaus
with both FetimanOs andageOs response, the piecessasidered important enough to
draw attention and comment

It is not exactly clear when Salzman began calling the fieges and Hedghogs
but thisallusion to a poetic fragment of Archilochus (8885 BC) became a personal
credo.Salzman encountered the fragmPi@The fox knows mankings, but the
hedgehog knows one big thind)® IsaiahBerlinOs 1958ssayThe Hedghog and the
Foxwhere he uses it asmetaphoto categorizeéhose who approach the world through
one defining idea (i.e. the serialists or the minimalists) versus tiosse approach is
comprehensive and whose world view is irreduciBher the fox, Salzman advocated
explicitly for eclecticism.

BerioO4.aborintus 1| which followed SalzmaBs piecés a philosophicaimusic
theater exploration of Dantel@&rnowith text by Edoard®anguinettinuanced and
sensitively controlledyith atext meant to be understood over the varietyatfiraland
electronic texturedBut both pieces explore elements of jazz (Salzman with a long semi
improvised saxophone solandBerio with jazz drumminga wide use of vocal ensemble
textures, chamber orchestra and tapwmroudily covered inTheNew York Timesand
elsewhere,He first seasonf the New Imagevould total five concerts with performances
by the Chicago ContemporaGhamber Ryers directed by Ralph Shapey, who led some
of his own worksa program led by Gunther Schuller of Xenakis, Ruggles, Westergaard
and Feldmana concert of the Ointernationally acclaimedO University of lllinois

contemporary ensemble playiragmorg other pieces, Salvatore MartiranoOs OBalladO for

%0 John Cagelotations(New York: Something Else Press, 1962B84.
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amplified nightclub singer and instrumental enseniibMth serial accompaniments to
1940s pop songs; affitms with scores by Varsse, Rah and Cagé' Bringing Salzman
prominently into the world of produtg, it would be a launching pad for the next phase
of his projects.

Besides thénstitutionaDscene of the 60§alzman (as part of his crisis and
resultingepiphany) was acutely awareatjeneration adrtists who weredding their
own thing,O ase said in an interviewAs aTimesreviewerhe had covered some of the
early goingson of Fluxusand was, byhis timeaware of the Living Theatéan early
producer of and collaborator with John Ashbetigg Open Theater, the Judson Dance
Theater, théMerce Cunningham Dance Company and many other gracgve in the
OdowntownO East awst Village scerebgroups that were making art (or aatt)
which defiedexpectation and categorizatidhwas not uncommon for dancers or jazz
musicians to form tkir own experimental ensemblégtracted tothe ethos, Salzman
recalled spendingime at the West Villageoft of Daniel Nagrin and his sodn-be
second wifetheater artistee Pator(better known now as Ldéagrin)at 21 Bleecker St
The cumulativesffect of SalzmanOs musical works of 1886his successful debut as a
concert event producer, and his position at WBAI would lead, almost organically, to the
foundation of hisownexperimentaensemblen 1970

Salzman may have met Nagrthroughthe DancePercussion Trio, formelly

Nagrinin the 1950s with pianist David Shapiro and percussionist Ronald Gould for a

31 DonalHenahanlixing Purcell and Pop, Bach and Radklew York Time&21
January, 1968)D17.
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national tour, anevhich commissioned neworksfrom modern composeré It wasat

the Nagrin loft incidentally that Salzmanmet theyoung MereditiMonk, then in her

early twenties and whose work he would later help praduagrin beceneknown asa

legendary dance innovatBrdubbedOthe great loner of AmericaarteOby Dance

magazindecaus®f hisgroundbreakingolo worksHe hadbegun incorporating

multimedia(such as tape collageggswell as contemporary American music aadzinto

his work as early as 195Zgelndeterminate Figure For some period before 196&

had been working on a big solo piece callEHikPelopmnesianWar with jazz composer

Archie Shepghatwas tofeature Frank Langella reciting Thucydidet&ories

simultaneousvith a moderrtapescore When Shepp left the projeshortly after starting

Nagrin asked Salzman to take over the completion of the,sgbieh also included

excerpts of popular music andllage materiathosen by NagrirClearly a response to

the ever mounting Vietnam Wahe Thucydides narration begins to play before the

audence enters the theater and continues in the background thtaubé evening

length work even during intermission
Audible and visual war imagery pervades this workE The unconventional text
emphasizes the perpetuity of war since antiquity and the necessity of ceasing its
brutal cycle. A second tape, created in collaboration with composer Eric Salzman,
simultaneously @lys the musical soundtrack. The first music heard iSthe
Spangled Banneplayed as a collage in six different keys, which harmonically
undermines the fundamental proclamation of American patriotism. The visual
pronouncements against war are even rbrgous, such as the moment that
Nagrin discovers the aforementioned arm wrapped in newspaper. Rather than
disgusted or horrified at this representation of carnage, he is fascinated: he
examines the arm carefully, shakes its hand, arm wrestles witll ikjcks it
offstage. The arm represents not only the tragedy of war but also what Nagrin

sees as the desensitized and apathetic mindset of American society. He later fires
a blank into the audience in an attempt to awaken them from their passive

32 This group disbandeahnd led to the founding of the New York Percussion Trio, which
continued to commission compositions
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indiffererce. As a collective whol&,he Peloponnesian Waalls for social

consciousness during a time of political and wartime contrové&rsy.

At the premierefor the opening season of the Cubiculo Theater studio (the
Oexperimental arts center of the nationakBbpeare CompanyO in HellOs Kitchen),
Salzman remembers that Nagrin pointed the gun directly at theater critic Clive Barnes,
not knowing who he was, and that Barnes jumped out of his seat when the gun went off.
In BarnesOs report the next day, he nibeegun shot passively, repinit@Mr. Nagrin is
a fine dancer, but for any dancer to sustain an entire evening by himself is something of a
trialE A little of [his] expressionist choreography and antic, imgnin go a long way.O
However Barnes alsmoted OSome most inventive original music, mostly by Eric
Salzman and a tape assemblage ranging from OSwan LakeO to OGuys and DollsO made by
Mr. Salzman and Mr. Nagrin himseft*&he work is available to view on location at the
New York Performing Arts Librargs part of the Nagrin Digital Collection.

In a paper for the 2018rizona State University Jewish Stud@snferencelance
writer Dr. Diane WawrejkarguedthatNagrinOs (and his partner TamarisOs) background
as firstgeneration secular Jews of Russiascgatinked them to the culture dikkun
olam in which Jews were cultural@Mandated to repair ar@make the world a better

place(y seeking higher meaning and purpose, challenging and defying authority, asking

33 Cait Miller, (Bevered Limb and Other Findings in the Daniel Nagrin CollectionO
August 3, 201Zibrary of Congress: In the Muse Performing Arts Bhgressed 1
Aug. 2019. http://blogkc.gov.

34 Clive Barnes, ONagrin Offers His Own Work at CubictNe® York TimegDecember
3 1968): 53.
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questions, and transforming the mundane into something@d@ondra Horton Fraleigh
writes:
His 1968 conceflength solo,The Peloponnesian Watasts modern imagery
agains a reading of ThucydidesOs monumental history and a score by Eric
Salzman and Archie Shegdpis one of the clearest examples of subjective
existentialism (and its antiessentialist philosophic stance) in modern dance. Its
illogical juxtaposition of obsasties, nobility, absurdities, and dreams, its grab
bag nature, its teetering at the edge of things, its recognition of perennial human
problems, and most certainly its open and unfinished nature bespeak the concerns
(and subjective style) of existentiatis’®
Although this work was shaped astluctured by Nagrion his ownthe
descriptionof juxtapositions, open formnd subjective styleould be apt foSalzmanOs
musicalworks of the periodThose works includearynx Musicof 196768 forextended
voice guitar and tape (recorded in 1973 by Stanley SilvermanleedRoss for Finnadar
records)Wiretapof 1968, a tape piece made up of vocal sounds originally recorded by
Daniel Nagrin for use ifhe Peloponnesian Waihat weresubsequentlprganizednto
an independerdompositionby manipulating, comgssing and mukHirack layering two
other pieces which we will examine in greater detail later in this seétedbacland
The Nude PapeBermon andCanMan Survivepa two year temporary exhilat the
American Museum of Natural History in New York City to commemorate the museumOs

hundrelth anniversaryn 1969 with a Osound trackO@soundscap®® SalzmanAt a

cost of $700,000 and covering 4,200 square feet, it was the largest and moswexpensi

% DianeWawrejko, OThis and That: Jewishness in thecB&nf Daniel NagrinO
(Presentation of Academic Pap&ewish Studie€onferenceUniversity of Arizona,
2018), 15.

3 Sondra Horton Fraleigiance and the Lived Body: A Desdiye Aesthetics
(Pittsburgh: Univ. of Pittsburgh Press, 1987):-106
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non-permanent exhibit in the museumOs hisgog/ran continuously until 1971 The

AMNH Chief of Exhibits at the tira said in a public statement, ®Wanted a

OblockbusterO of a show,O which meant a full sensory experience that included a cutting
edgesoundscape in which Salzman Oused the cyclical forms of minimalism with the
techniques and scale of multimedia to create an ongoirgtivaugh environment

reflecting the environmental cris@®

The State of Criticism and TheSang Prize for Critics of the Fine Arts

Amidst SalzmanOs growirgcognitionand a flurry ofcompositionahctivity in
the first part of 196%he hadalso been writingnonthly (with only occasionlaexceptions)
for Stereo Revewince the end of 1966 and it was announced3almarhad won
(along withthe Boston Globe®4ichael Steinberpgthe1969 Elsie Oand Philip D. Sang
Prize for Critics of the Fine Artsringing an award of $5000 ($35,000 in 20F3rt of
the citation on his award reddHe venturesnto fields where pinions hae not yetbeen
fully formed and is able to seize and illumnate.. whatever he discusséf.cannot
have hurtha the juryincludedtwo people Salzmaknew well Vladimir Ussachesky
and Stanislaw Skrowaczewsks well as Aaron Copland, whom he had interviewed and
written about aTheNew York TimesThe fourth member of the jury was Pribfurray
Baylor of the Knox College music facultigxcerpts from SalzmanOs and SteinbergOs
acceptance speeches at Knox Colleg@alesburg, lllinois were reprinted 8tereo

Reviewin Juy, around the time the Salznmawere departing for South America.

37 Alison Griffiths, Shivers Down Your Spine: CinemMyseums, and the Immersive
View(New York: Columbia University Press, 200852

38 Eric Salzmarand Thomas Desi;he New Musi@ heater: Seieg the Voice, Hearing
the Body(New York Oxford University Press 200&95.
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Steinberg and Salzmavere in complete accord time state of music crifgm in
America®® An excerpt from SteinbergOs speech reads:

Music criticism in America is ifad repute, and deservedly Btost of the

writing about music iaily papers appalls with its ignorancaprice triviality,

its intellectual anaven journalistic slovenlinesis toneof condescension, its
bad prose. There is plenty to doAmid the drearyacademicism on orgde and
the claptrap and gimmickmyf the knownothings on the othethere is even some
interesting new musibeingwritten. Some of the mofiindamenrdl and cherished
assumptionsibout the relation of the audiertcemusic and indeed about the
limits of music itself are being questionddis a delightful moment ttake the
risk of standing up, thinkingshatever you thinksaying it clearlyreportingwhat
you hear and see, na$ a missioary ortastemaker opublicist,but as a teacher
who hopes tonake you truly posseg®ur ideas bystirring you into thinking
them up foryourself.

Salzman went further, directly appealing to the people of Galgsliumois
(where Knox College is located, and where he received the atwatdhk abait music
on a personal levelptget involved with it and tbhave their own dialogue and build their
own musical commnities based on local valu&alzman believed #t the future of
classical music relied on-empowering and rengaging the listener, who had
completely ceased to rely on their own taste and discrétfentiming of this shift
coincides preisely with his departure froncademic msic, and the broadeultural
revolution with which the classical music establishment was trying to reckon.

A critic must have a point of view, he mlstow something about his art
and beomepart of its history. He is a pacipant ina dialogue, and must saet
only the closeup viewthe scrap®f the bow on the strinBbut mus also have
some larger vision of theelationship of this art to the restld€. This is perhaps
the area in whicleriticism has reallyailed most dramaticallyNot only have our
criticsfailed to comprehend the revolution that has taken and is taking place in
music, not only have they failed to g&e relationship of music to contporary

life, but they have walled musidf from the rest of experience, cregftheir own
imaginay room whichthey call "art."

% William Anderson, Dhe Sang Prize for Music Critam: Winners Eric Salzman and
Michael Steinberg discuss their cfaftigh Fidelity 23/1(July 1969): 64.
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[E] The basic attitude of 99 per cent of the newspapers in this country,
starting with theNewYork Timesis that the critic owes hallegiance not to the
art he criticizesbut to the newspaper and its mediaadershipThe criticDor,
more accuratelyreviewerbis to provide an entertainmegtiide to help
newspapereadersiecide whether or nttheyshould see (or should have seen)
theshow. Critics who actually know sothéng about and are active in the art
they write about are definitely netanted.

[E] The problem of criticism is actually part of a wider issue, the crisis of
the traditional institutions of music. Why, after all, should it matter whether music
criticism is any good or not? Why, after all, should performers cringe and quake
at what the Newrork Times will or will not say? What is this nonsense that is
still perpetuated about the "power of the critics" or the "power of the New York
press"? It is, | assure you, purely and totally a myth, and, like most myths, it is
operative only so long agpple continue to believe in it.

Well, the myth has long since ceased to have any reality, and the time has
come to explode it. | mean the myth of the Carnegie Hall debut and the cheering
audience and the grumpy critic on the aisle and the rapturoesveewi the next
morning's paper and the calls from Sol Hurok and the glamorous career springing
therefrom. It is all pure poppycock; it hasn't happened that way, outside the
movies, in decade#nd yet, every yeatiterally hundreds of aspiring young
singers, pianists, and fiddlers spetibusands of dollars they cannot afftod
give meaningless recitals, befgapered howes, or, sadder still, a handff
friends, all in a totally vain anabsurd hopeNhy? Because they hope thiagir
preceding reputan will snowthe Nev York critics (it often doesand that the
New York reviews willconvincesome managers to book thewross the U.S.A.
What a system! Thisas nothing to do with art, music, Ide. It works not
because the NeWork critics and manags are so allpowerfubut because you
GalesburgU.S.A-fall for this nonsense.

The averagédmerican musiclover--the sam@ne who complains about
the powerfulNew York Establishmerfneverthelesdemands New York
certified Grade-A artists with a GoodHousekeepineal of Approval. It is
alwaysa mystery to me why midmericacontinues to fall head over heels for
the New York reviewWhy should the good people Galesburg care two cents
for what theNew York papers said evhat S.Hurok sends out as packaged
culture?If you really want to hear JascBaperstar, go out and buy his recolés.
you want live music, why don't yoouild your own right here and makepért of
your community? Why donjtou have a group of youngagylers inresidence?

Why don't you lve anctreate you own new music? Why dorou have your
own opera companyRaiserslautern (population 90,000)@ermaly has one.
This country is fullof fantastic talent without an outl®afabulous, unused,
wasted atural resourceBelieve me, you are better affaking your own
decisions and judgmentisan trusting those of the critieghoever they are.

[E] Records and record magazines represent the vitabfplaring
musical culture, not yet @rely anesthetized, sliced up, and preserved in so many
labeled pickle jarsThey have helped to bring into beingew audience, and
opened this audnce up to kinds of music and musical experiences that were
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previously onlyesoteric byways in the prowa of afew scholars and

experimenters. Thelyave helped make musiageevantpart of contemporary life

and opened dialogue between the musician andlteener. In making the whole
of human musical expression and aurgbexencearelevant part of

contenporary life,they have given musicast, multiple presents, and, perhaps,

even a future. If criticism survives andntinues to make its own contributitm

music, it will be thanks to them.

During the late 1950s and eartyid 1960s, a number cbnsumeicentered
audiophile, music and recording, and consumer electronic publications came onto the
market along with several publicatis for engineers and other industry professionals.
Making Easy Listening: Material Culture and Postwar AmericanodRéing Tim
Anderson considsrthe values expressed in these publicationgrenday that recording
and broadcast technology affected every aspect of musical ctitiesen considers
how pieces likeCageOsnaginary Landscapeghe fourth of which, fotwelve radios
excited the young Salzmadégveloped theonic relationships between
mechanical/electronic technologies and traditional musical elenferdsrsonwrites,
OGiven musicOs essential reliance on temporality, the ephemeral moment of the live
musical event, no matter the demt, is viewed as the most etggd manner imhich to
enjoy a compostion &hd yethe follows this on the next page with a quote from Babbit,
who says, Ol carlflieve that people really pref to go to the concert halhder
intellectually trying conditions, unable to repeat something they have missed, when they
can sit home under the most comfortable circumstances and hear it as they want to hear
it. 1 canOt bede what would happen tiderature today if one was faed to congregate
in an unpleasant hall and oeaovels projected on a screen.O

As SalzmanOs speech egtesveals he had records on his mindot only was

he reviewing recordings of everything from Dufay to Stockhauddn@®enteand
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everything in betweag and often comparing sid®/-side releases of the same material on
different labels, but througthe OLetters to thedEorOsection neathefront of each issue

he was responding to read®@rsommentslefending points of view and engaging in a

public dscourse. As his academic record reveals, he was listening to the ever more
sophisticated Beatles records coming out, and as his composition reveals, he was mixing
recorded sound with live performanéot surpsingly, a piece written directly for the

recordmedium was not far off.
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CHAPTERFIVE BDTHE NUDE PAPER SERMON, FEEDBACK & THE LATE 60s
Feedback South Americaand aOHappeningO

Feedbacka multtmedia participatory environmental work fordiperformers,
visuals and tapereatedy Salzmarwith experimental filmmake$tan VanderbeelWas
presented b¥riends of Chamber Music 8iracuse Universitin 1969. The
organizationQdirector Louis Krasnerd violinistknown for commissioning and
premieringBergOs Violin Concerin addition topremieringSchoenbergPsasalso
interested in multmedia Salzmamoted® According toChelsea Spengemann, Director
of theStan VanDerBeek Archivehe filmmaker had done project calledFeedback No.
10in 1965 as part of the New American Cinema Festival again in 196&t University
of Southern Californi®thesewere live nultimedia performances which included
multiple projections and danceT3hus, lowever the invitation evolved from Krasrter
bring a multtmediawork to Syracuse (most likely thugh Salzmarmimsel}, it is highly
likely thattheir Feedbaclof 1969expanded upoWanDerBeekQsrevioustwo projects,
incorporatinga newmusical score by SalzmaWwhile one or twablack and wite photos
of the piece are extig the Film Collections Manageat the New York Museum of
Modern Art indicates that several video items tiffestdbackare awaing digitization in

storage, thougpreviewing the contents is impossible prior to their transfer to digital

! In his book for Oxford and in interviews, Salzmemoneously called this music society
OFriends and Enemies of Modern MusicO which was a festival in Hartford, CT.

2 Chelsea SpengemapiiiRe: Estate of Eric Salzman Film ReqyeReceived by Scott
Joiner (14February 2019)Email Statement.
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format2 Salzmardescribed the piece as modul®in effect a structure for an
environmental, participatory work into which an infinitely expandable range of live
performance and media elements can be plugy¥dabis knownhowever, is thasome
versions of the piece we presented at various locations in South Amernaast notably
Buenos Airesn 1969.

Alberto Ginaster@<entro Latinoamericano de Altos Estudios Musicales
(CLAEM) at ArgentinaQsstituto Torauato D Tella, with funding from theRockefeller
and FordFoundationgand ArgentinaOs Di Tella familylad been developing an
Electronic Music Laboratory and had been inviting artisthsas Mario Davidovsky,
lannisXennakis, Luigi Nono, Vladimir Ussachevsind in 1969 Eric SalzmanLarry
Austin and Luis déablo as visiting teacheis addition to teaching, visiting artistgere
also asked to present and develop w8\kéth the flexible, modulaFeedbackn his
back pocketSalzmanOs 1969 trip to South Amesiceunted to a thremonth tour
(July-Septemberl969) organized largely yinasterancluded stops iBogota, Quito
(Ecuadoy, Lima, Santiago antivo different periods at thBi Tella Institute (Aug 1018
and Aug 25Sept 6)with a period in Montevidebetweenand followed by trips to
Brazil andVenezuelaAs political andeconomichdustrial issues had significantly
reduced the funding for visiting artists and programs at Di Tella in 1969, Ginastera may
have helped Salzman expandthig as a further inducement to make the trip to Buenos

Aires. Salzman recalled:

% without specific grant funding there is no timeline for digitizing the contents of the
VanDerBeek films.

* Eduado Herrera, Experimentation and Legitimagyin Experimentalisms in Practice:
Music Perspectives from Latikmerica,ed.Ana R. AlonseMinutti, Eduardo Herrera,
Alejandro L. Madrid(New York: Oxford University Press, 20125, 39
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On order to make the trip m@interesting and expand it, [Ginastenals able to

use his contacts in different cities, to do these small verfpdfieedback They

were very smallln some cases just one or two performers, sort ogEiA lot

of stuff was on tape, botfideo and audi€d

In addition to the fortuitously time85000that Salzman had frothe SandPrize
for criticism, there was some institutional funding through aagfeom the US State
Departmentunder whae aegis the trip went forward, possibly facilitatieugh
connections to the Rockefeller FoundatiBdurado Herreran hisPh.D.dissertatiorand
in other essays, has documentedekieaordinaryhistory of the CLAEM and the political
sociological circumstances (in Argentina and the United States) that led to its flourishing
in the early 1960s and demise in the years shortly after SalzmanOs residency. From the
US perspective, he write@hilanthrgic and governmental organizations alike saw in
modernization the democratic mechanism to promote advamtehroughout the Third
World, and an antidote to the spread of socialist or communist revoli@esyecially in
the wake of the Cuban Revolutid@n theArgentinian side, he explainéThe
composers at the CLAEM were consciously trying to be part of the-gaeadé¢ but they
found themselves part of a marginal music tradition that appealed only to a very small
minority of people and that was heawvittacked by music critics.id Buenos Aies of
the 1960s, Herrera claintise terms OExperimental MusicO and OElectronic MusicO were

used interchangédy and covered everything fromusique concretéo music created

with computer sythesizers and live electroni®alzmanOs interest in interdisciplinary

5 The authorOs interview with Eric Salzman, 19 February 2017.

® Luis Eduardo Herrera, OThe CLAEM and the Construction of Elite Artda/
Philanthropy, Latinamericanism and Avadarde MusicO (Ph.D. dis&taduate College
of the University of lllinois at Urban&hampaign2013), 13, 19.

90



collaborations was a good fit for an exploration of possible applications for new
technology.

In addition to a major lecturat the Di Tella Institute titledMusic and Mixed
CommunicationMedia O a concert wagven on September, 1969 calledHomage to
Eric SalzmanThe program includeQueens CollageThe 10 Qualitiega choral piece
subsumed intd he Nude Paper Sermprexcerpts fronThe Nude Paper Sermon
(OBreath Death@eedtack (Poem Field No. 10Fhe Peloponnesian W&©Word
Game: Panels for the Walls of the WorldO) laaxynx Music(OSee Saw Seams,O and
OWillO)Thosewhich required live performers were performeg musicians at the
Institute who came from all over LatiAmerica’ Beyondtheeventshosted by the music
arm of thelnstitute, Salzman experienced somi@or brushes with thpolitical unrest of
the periodwhenhebecameheavily involved ina project for the visual arts arm of the
Instituo Torcuato di Tell®one of Marta MinujinOs Ohappenj@galledLa imagen
elZctricaor OThe Electric Imag@

Minujin had produced two happenings at Di Tella in 1964 anproduced a
controvertiallabyrinthine experientianstallation calledLa Menesundar OMayhemO in
1965wheregroups wergyuided by neon lights througdixteen different spaces
encountering bizarre scenari@ging from a dentistOs office and a walkeezerto a
bedroom where a semude couple rolledround in bedThe success ofitese works
earned her a @genheim Fellowship in 1966llowing her to be in New Yonkwhen the
Argentinejunta ofJuan Carlos Ongantaok placeMinujin and Satman had met in

New York whileback inArgentinaOngan’ahad cacked down on OimmoralOBa

" bid., 49.
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police raid had shut downl Tellaart installationby Roberto Platand government
consorship had banned GinasteraOs @mmarzobecause of its sexual content.
Salzman claimeth his CVand interviewswith the authofandwith SUNY
AlbanyO®RobertGluck, for theCanadian Electroacoustic Community Joudrtilat here
hadbeen a full productionf Feedbackdescribed as Osecond editionDthe piecéda
collaboration wih visual artistMarta Minujin at the InstituteAccording to the Archivo
Marta Minujin and several books on thermpd, the event in questionrisferred to
except by SalzmamslLa imagen elZctricgin fact there is nonention ofFeedback
anywherg, a partylike Ohappening©r multi-media installation eventhat involved
sixteen projectors displaying films and images from ceiling to floor, blacklights,
contributions frontonceptual artist/showmdtederico Manuel Peralta Ramos, a
improv theater group calledriempo LoboQand severdhigh profilerock and
experimental music groups (Barra de Chocolate, Almendra, and Grupo de Sonidos
Imposiblesy ? As many as onthousand visitorstermingled as participants dressed
extravagant costumes¢men inmedieval hiemets and cossack hats, or wearing folk
vests and carryingitch forks)travelled throughhe sound and light expenee.
According to all reports, including a 2012 interview with Minufgalzman and Minujin
were cocreators of the event, and Salzmarredited with the eventOs music, though it
remains completely umown how much of the adaptable Salzman/VanDerBeek
Feedbackvas reflected in the Minujin Ohappening.O At midnight on August 26, 1969,

after running continuously for as long as twelve hoursetlemt ended suddenly amidst

8 Juan B. YofreL.a Trama de Madrid: Los Documentos Secretos Sobre el Retorno de
Per—n a la Argenti@uenos Aires: Sudamericana 2013), 65.
® Julitn DelgadoTu tiempo es hogBuenos Aires: Eterna Cadencia 20147,
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warnings of a possible police raid and in advance of major trade union strikes (the 062
OrganizationsO of tf@eneral Confederation of Labowent on strike despite a legal ban
from the military dictatorship) which were plannied the next morning, and that

partially paralyzed Ongania@s/ernment

The Nude Paper Sermon

The Nude Paper Sermocommissioned from Salzmawy the Nonesuch Record
label, isa specific and direct product of its tint&he record audience is the realisic
audience in this country, and itsszolvement and commitment are literatliganging the
nature of musicatultureO Salzman told ti@alesburgaudience during his acceptance
speectfor the Sang award\ year before, in an article called OMusicotetbagy: The
Medium is the MusicO he said, OVdittush and a whoosh, the recordindustry has
suddenly discoveretthat technology can produ@mnot merely reproduc®musical
experiences.etO$ear it for Marshall McLuhan, fell8Among those record pdoicers
who were on the vanguard of tiilsushO aictivity was Jac Holzman, who founded the
pop/folk-centered Elektra Records in 1950 and the budigssical subsidiary Nonesuch
Records in 1964n NonesubOs second year, Holzman handed operateagershippf
the classical music label iteresa Sterne, a former chpdodigy concert pianist whose
cultured intellectual upbringing had fostered a brillisndependent minddolzman
continued to focus oilentifying exciting talenand with SterneOslp Nonesuch
immediately plunged into an electronic music initiative, commissioning and producing
Morton SubotnickOs landmaBkver Apples of the Modn 196667. Subotnick brought
to New York a fresh, westoast perspective that had evolved largely @Shn Francisco

Tape Center with innovators such as Pauline Oliveros and Terry Rilegt Apples of
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the Moon composedising a synthezer Subonick had developed with Don Buchla (the
Buchla 100) was a sungse hit hailed as the first OelectronicO caitipa created
specifically for the LP mediunThe steady rhythmic buitdp on side twgrovided
enough of a ObeatO for listeners to dance to, echoing SalzmanOs Rock article of that same
year.

In 1968, Nonesucfollowed The Silver Apples of the Moanth the the release of
the twoLP Nonesuch Guide to Electronic Mugiausic by Beaver and Kraustat
stayed on the Billboard Top 100 for an astounding tweityveeksA 1968
advertisement itliFi/Stereo RevienOELECTRONICS PLUS PEDE EQUAL NEW
MUSIC ON NONESUCHOAS they raced to commission more synthesizer compositions,
the labelalso released a record by Kenneth Gaburo, chigsic for Voices]nstruments
& ElectronicSounddNew Music ChoraEnsemble & Members dfniversity of lllinois
Chamber Plgers

Other record labels were in tleéectronic musicace asvell, with Columbia
Records enthusiastically cultivating and produdigndy Carlos@assive hit album
Switched on Bachndreleasing a recording derry RileyOf C in 1968.Composers
jockeyed to control the narrative on how the latest technologies should be used.
Subotnick was critical of using modern technology for old music, suth@erlosO
rendering of Baclon synthesizersnstead ofising itto crede new musicspecifcally for
thenew tools'® Salzman was, as ever, broader in his thinkimying that O[Recordings]

have made old and ancient mustmtemporary and helped to make contemporary music

Y william Robin, OA ONew New Music,® Frugging OptidtahdYork Timeg16 July,
2017): AR 10
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afamiliar part of our lives3* In the liner notes ofhe Nude PapeBermorhe writes:
ORecording technologgansforms that which it communicates: it makes all music part of
the present and in so doing changeshere is nothing inherently good or bad about this;
technology can liberate and it can oppress. But ther@ isrming away any more; we
must master what can oppress us, learn how to use it to create and Gberate.

To survive as #dudgetclassical music labeNonesuch had to find competitive
ways to simultaneously devote attention to the OcanonO of classical musical repertoire
along with the most modemusicaldevelopments. At first Nonesushicceded in
licensing and reeleasingoreign(mostly Europeanjecordingsof standard repertoire
but under Sterne the label soughproduceheir own recordingsf the canort®
Holzman already had a relationship with Joshua Rifkin from 1965 when he et
thetwenty-oneyearold Juilliard prodigyto arrangeand @nduct an album of Beatles
music in Baroque style for Elektra (released successfullihaBaroque Beatles Bgok
So in 1968Nonesuch an®ifkin (then twentyfour) founded the Nonesuch Consort as the
label@ own earlymusicensembléo recod Renaissancand Baroque musido continue
the Naonesuch Commission Seritgey wouldcommission a modern piece to feature the
groupd OperiodO forcdgifkin, already a Darmstadt alumnwo hadstudied early
music with Gustave Reesghared Salzman@salaffinity for newand old musicHe
rememberdis surprise when he and Salzman got into a discussion ldboutch

SchYtzGseventeentitenturyWeihnachtshistoriat a party after a modern music concert

" Eric Salzman, OThe @ud of (Recorded) Music: Records are creating an aesthetic all
their ownCstereo Revie®2/1 (January 1969): 78

12 Eric Salzman. Liner notes to Eric Salzm@ihe Nude Paper Sermoh969. Nonesuch

LP H-71231

13 Billboard Newpapers.v. ONonesuch Keys To Onigi ProductionsO (18 April, 1970),
8.
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Rifkin becamea frequent visitor tohe Salzman home at 29 Middagh St. hegroposed
Salzman to Holzman and &te as a possibility for the Nonesuch Consort commission
For their part, Holzman and Sterne would likely have known of Salzman already through
his many roles in the cityOs muslife; including, at this time, involvement in the
Electric Ear series at the Electric Circus (the famed multingid@theque and
nightclubwhich Subotnick had helped develop).

The Nude Paper Sermofiropes for Actor, Renaissance Consort, Chorus, and
Electronicshad a stage premie(@ what Salzman later described®@Arelated but
different live/theater version@yee months before the Salzmans feftSouth America
in 1969 but since the worlwvas commissioneldy Nonesuch andrimarily conceived fo
the recorded medium, its major impact was yet to comiact, even Joshua Rifkiwho
conducted bottherecordingand performancespuld not recall whether thetage
premierehadoccurredbefore the recorded version was complete (since it was not
released by Nonesuch until late 198@lsicologist Richard Taruskin remembered the
stage premieratthe New Image of Sound series at Hunter College on March 20, 1969,
where musician®including himself on the bass viol (viola da gamPayere Oasked to
OreactO physically, on their instruments, to unconventional graphic shapes, with little or
no prompting from the composef. G addition to the instrumental ensemble onstage, the
stage was shared by three soloists and a narrator (actor Stacy Kéualegcattered
throughout the auditorium were the twelve members otlioeusas well as several
loudspeakersAt the end of the piece, Stacy Keach threw off his robe and turned upstage

to exit totally nude.

1 Richard TaruskinMusic in the Late Twentieth Century, Oxford History of Music&ol
(Oxford: Oxford University Press, 2005): 95, 96.
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While it is possible that SalzmanOs original cptioa for The Nude Paper
Sermorprior to receiving the Nonesuch commission was as a pietkdatage (as with
Foxes and Hedghoyghe fact of the commission, the nature of the abstract elements,
and the absence of any real theatrical or narrativetste make ihot perfectlysuited
for the theater.In his review of the stage premiere for tew York Times[heodore
Strongin pointed out that OA standard concert hall, with seats in rows facing front, resists
the kind of Ototal environmentO effeat Mr. Salzman sought sxhieve.Gtronginfelt
that three other total environment pieces on the concert (by Gordon Munima, A
Lucier and Behrmanyere similarly hamstrungilan Rich, in theNew York Magazine
sunmed up the works of those thrédvhen apiece of music merely stata condition, it
becomes an act of arrogance to extend that statement over twenty r@idatést
differently about the Salzman:

Eric SalzmanQsude Paper Sermomhich took up the second half, did at least

go somewhere. Orgas to be dazzled, in a purely technical way, by the

complexity of such a conception, the paheitzpahnvolved in this kind of
juxtaposition. One must also be awed by Stacey Keach, who spoke (and,
ultimately even showed) his all, and of the young musgisnder Joshua Rifkin
who played like fiends. As to the piece itself, | found it for the most part
absorbing, occasionally moving as words and music touched for a time on
contemporarynatters. It, too was overlong, but Salzman at least realizes that
duratonis a direct function of conterttle has, therefore, earned the right to say
what he did when a woman who had heard the concert latat, &3kdyO and he
answered, simplyOwhy not?80

In spite of the existence téw scattered live performances otee rext couple

of yearsbincluding a live performance in Montreaé¢orded for the Canadian

Broadcasting Company), Salzman described Nude Paper Sermas, OThe first

15 Alan Rich, OMusic: Selling the Listener Sholte® York Magazing/15(14 April
1969: 56
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Ototal@ork to be shaped on, by, and throulgé medium of modern recording,O adding,
Ohe record is not a reproduction of anything at all but is the work.@elf

No othersinglemusical work of Salzman®ashad more written about itor has
enjoyedfurther reactthanThe Nude Paper Sermoro take into consideration the
various responsdfrom immediately after its releas® decades latgrbranging from
high praise to mere acknowledgement, to confusion and critiisrto deal with the
confusing battle of aesthetics that havaeypld otiin the postmodern culturRichard
Taruskin included an image frothe score oThe Nude Paper Sermanhis 2005
volume on late twentietbhentury musicas an example df960sgraphic notatioreven
though it is by no means anywhere close to the nagital example (see again CageOs
Notationg of the practice, and a 2012m&ease of the record on Labor Records
(distributed by Naxos) resulted in a new barrage of nostalgic-upgewhich surged up
again after SalzmanOs death in 20h@.work reflectsnany facets of its efliterary
avantgardemovementssocial movements, new technologypda rapidlychanging
musical landscape.

Around the time Eric receed the Nonesuch commission and had been discussing
the possibility of a new theater work wipoet Wade Stewvson, hereceived in the mail
Three Madrigalspoems from John Ashberyhesepoemshad recently been published
as a chapbook bpiane di Prim&®s Poets Press in a OholographO of Ashbrgy®s o
handwritten manuscripThe text, O@nceivedof as both a gual and literey work of artO

is also Oanbject that eslves toward the end to resembbasical notation, reinforcing

18 Eric Salzman, Liner notes to Eric Salzm@ihe Nude Paper Sermoh969. Nonesuch
LPH-71231
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the acoustic and even theatrical implications conveyed by its {iti@@ chapbook
(availableto view throughJSTOR)is visually relevant to SalzmanOs concepioofhe
Nude Paper Sermaas the book@sver art and handwritten scripinot to mention the
evocation of the Renaissance in thie Djuxtaposed with abstract opéorm poetry are
comparabléo SalzmanOs own admixture of old and f@howing AshberyOs avant
garde spiritSalzmarwent so far as to put some of the most extrampossible
examples diretly into the vocal score, such as:

Sy s )))))))))) R [sic],and Rk il L EL L[ 2 [sic).

In the liner notes of the Nonesuch albu#alzman wrote thathe Nude Paper
Sermorwas abou@he end of an efXreferencinghe end bthe Renaissance as an
analog tahe changes of the 19§Gmdthe beginning o& new ondi.e.,thepostmodern,
LP-driven, electronicage) Distinguishingthe piece from adollagedSalzmardescriled
it instead as Gnulti-layer sound dran@ that functions on a meta level as &ample of
the kinds of experienoghich it interprets and expresses: the transformation of values
and tradition through the impact of the new technolo@igsihis sense it wadesigned
to includebothold and ner means of communicatiomerbal anchonverbal sound,
familiar elements athnew technologies a free mixture

Thefinal product resulted froroollaboration on multiple levelg\ccording to the
authorOs correspondence with Joshua Rifkin, he and Salzman were in regular contact as
the piece took shag@On the larger scale,\itas collaboratiometweercomposer

(Salzman) conductor (Rifkin)andproducer/engieer (Peter K. SiegelYhe individual

17 JohnAshbery Rosangela Briscese, and David Kermani. "Three Early Works."
Conjunctions, no. 49 (2007): 23

18 Joshua Rifkin"Re:Interview /statement request: Eric Salzman Doctoral Dissertation
Received by Scott Joiner Nbarch2019. Email Statement.
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elemens heardin the finalwork were recorded (or synthesizexdh) sepaate, individually
edited tracks, then combined with "live" olag/sto create an-8rack masterNext, the
live-recorded and electroneementsQuxtaposed, intertwined, and transforrseere
mixedinto a final twetrack master.In an article forSignal to Noisgthe quarterly
OJournal aimprovised, Experimental and Unusual Music,O (later reprinted in the CD
booklet to the 2012 rissue of NPS) William Gibson recounted from his own interviews
with Salzman and Rifkin:
The availability of an &rack recording studio at Elektra/Nonesuch wie a
decisive factor. Olt was state of the art at the time and had only been used for pop
recordings,O Salzman recalled. The recording producer, Peter Siegel, also played a
role in the creation of the pieceOs recording. Rifkin remembers that Othe ultimat
piece was very much the outcome of the mixing studio, where Eric, Peter, and |
spent many long nights bringing the various elements together and OsculptingO
them into a whole.O The outcome accords with SalzmanOs vision to create a piece
of recorded musithat was not a reproduction of a live performance but was the
work itself. This is in keeping with the studio experiments of both Zappa and the
Beatles, but it was probably the first time it was attempted in the OclassicalO
milieu.*®
On a smaller but not less essential scale, the newness of sounds desired by
Salzman for the piece called for a high degree of collaborixtomthose
instrumentalists, vocalists atethnicians who produced thee soundsSynthesized
sounds were realideby Salzman at the Columbia Princeton Electronic Music Center
with the help of Alice Shields (the CenterOs Associate Director) and Ussachevsky on the
latest Buchla synthe=er. By 1966, according to $#ds, the GPEMNC had acquired a

Buchla analog synthesizer (technolamginally developed for the San Francisco Tape

Music Center by Don Buchla and Morton Subotnibkyith a voltagecontrolled

¥ william Gibson,(Deep in the Stacks: The Nonesuch Explorer Series opened a window
into the early electronic avagardeéSignal to NoiséNo. 63 (Fall 2012): 37B.
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sequencenyhite andpink-noise genetars and other featurélsatallowed for the highest
possible creativity in sound creatiddn the instrumental side, according¢aent
correspondence witRifkin, SalzmanOgpenness in performance spewifiors and other
elements of scoringecessitated that Rifkias condator, become integrally irolved in
the composition itself:

This particularly affected the opening madrigal, of which he wrote only the three

vocal lines with their little instrumental intedas, but without specifying the

instrumentatiorany other performance details; the deutenor part, too,

reflected acertain lack of experience, necessitating some editorial intervention on

my part concerning what octave register was sung at various points. But all this

was in keeping with a certa@dearly musicO esthetic as it existed at the time. |
didnOt feel unhappy with this and other tasks that the realization entailed; it meant
something to have a hand in a joint shaping process (this would later extend as
well to the producing engineer, Pe&egel).

Salzmarmade a special point to ndteatthe unusual soundsd complex
passagesesulting fromlive extended techniques fromocalists and instrumentalistsere
notthe product®f electronic manipulatiorthe use of Renaissance instrumentiuded
rackett; bass and tenor dulcian; bass, tenor and alto recorders; gemshorn; soprano, alto
and bass krummhorns; kortholt; shawm; and rauschpfeife; ofahgseused in both
traditional andsery modern waysSingerslikewise made decisions about realizing words
decmstructed into phonemes aexitremely abstract notations such as punicinat
consonant clusters, grunts asgkual noisedn this sense, evahe performers
participatedm the composition process as they madkrtivay through a musical
landscape that included long sections without bar lines.

BesidesJohn Ashber§)<Xhree Madrigalwhich is the source for the soloist

and chorus texts, thitle ONude Paper Serma@itself comes from the textritten for the

actorby Steven Wad¢a pen name for Wade Stevens@tevensomecame connected
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with Salzmarvia Lukas Foss, for whom he had written some poetry (never set), and wh
put him in touch with Salzman:

| met Eric[in the Hanptons] and he said he had an id#ecreating an
hour long opera with one actor, one voice, to accompany his music. The actor
would declaim a text that would cover a number of subjects, such as
contemprary events, the Vietnam &k, poetic and philosophical musings, etc. It
would be botharious and comic, the words flowing freely, with rising and falling
accents, merging with and at times being submerged by his music. It would be a
modern day opera, blending voice and sound in a new and interesting way.

Eric invited me to write a text ahg those lines and to send it to him and
he'd see if he could use it. In September | left the Hamptons and moved into my
girl friend's apartment on Gramercy Park, where | confined myself for a month or
soand wrote the text that | entitled "The Nude P&pamon." It was about
seventy pages long, a dramatic monologue, a kind of dadaesque mixture of prose
and poems and surrealistic songs. | sealed it in a manila envelope and sent it off to
Eric. Thinking about NPS again, it's actually quite contemporaharsense it's
really about one man's struggle to deal with the constant flood of information
assaulting him daily. He desperately tries to find and preserve his own voice amid
all the social media noise and fake news baffble.

The composemwho editedhe textsignificantly, wanted the actor to embody
thosewho use words to manipulate othgirscluding preaches, politiciars, TV
personalies professas, newscastes, and even poet®poken languag® he wrote in
the liner notestheard and overheardpmprehensible and incomprehensible, clear,
elusive, simple, complex, logical, mystifgia is the subject matter hered@er a buildup
of noisy OcrowdO commotion that open the pigeeNew York Motet singersre heard
singing original OimitationO ReBaance madrigals written by Salzman astlto
AshberyOs textbeginning with the poetQF hird Madrigal(dhe least abstract of

AshberyOShree Madrigalsit has a traditional structum®nstructedut of a series of

word images Salzman set thigs aORenaissance rulhreal fake Renaissance music

20 Wade StevensoriNude Paper Sermon" Received by Scott Joiner, 15 ARIS.
Email Statement.
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("why don't composers write like that any more?"¢daid with electronic graffiti.O
While the diction is somewhat problemadtin the recording, theffect produced when

listening whie reading the poem (excerpted here) is effective:

Not even time shall efface Of the dying million ageless
The bent disk Pushed to hands for approval.
[...] Along the level bay

Memory falls on your olive A dim blaze of diamond
hands, The undying luck Walking to you: what you had

Theimitation Renaissance madrigaith its instrumental interludas literally defaced
with the electronic noise Ograffiti€ulting in a poigant detachmengs ifthe listener is
moving through theuins of a neglected or defaced ancstyt. It creates a mood of
reflection beforgheentrance oKeach's voicéhatsurges and retreatsertheshifting
maelstrom with exclamations, existential and surrealist statementsofteca)), or
profoundquestions.

The Nude Paper Sermavould elicit a greter responséhan any other
compositia in SalzmanOs oeuvittappealed to the imaginations of a generation of
young composers and music enthusiasts who came of age in the |&4dli60srd
Album Reviws projected onto the piece the rage of a generation, calling it, OAs new as
tomorrowE Full of anger, protest and deep philosophies, yet beautiful and very
movingG* Wade Stevenson recalled his surprise when Newsualesdethe The Nude
Paper Sermoms oneof the top ten records in its categamy197Q ComposeMichael
Dellaira, who taught electronic music classes at Princeton and served as Vice President of

the American ComposerOs Alliance sai@ited Nude Paper Sermodt had a big

21 Billboard Newpapers.v. OAlbum Reviews: Eric Salzman, The Nude Paper SermonO
(20 December, 1969), 64.
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influence on me. lteally did push the boundary, but in a meaningful way, not for the
sake of pushing boundaries. Eric saw at once that rock music was recorded music (not
'score music'), and with this record he conceptually synthesized a rock '‘concept albu
with John Cage'radio musi€®This view wasechoed onite ASCAP-Deems Taylor
Award-winning radio progranKalvos and Damian New Music Bazgaresented by
composer®ennis BathonKitsz and David Gunywho featured Eric Salzman as a guest
in 2000, and bWlichael Schellpast Artistin-ResidencetaSTudiofor Electro

Instrumental Musi¢STEIM, founded by Louis Anggssen), who describ&the Nude

Paper SermomashavingGhitOstatus as a kind of American counterpart to BerioOs
contemporaneouSinfonial?

The intelligentsiavere not entirely sure how to respond to music that thdnibe
nose at traditionadr OacceptedO modern olresn aticle about the state of vocal music
performance in the United Statespgposer Ned Rorem was critical that, while Salzman
may have beetrying to access the ObodilyO aspects of simple nthsim(utive
freedomof Rockor bel canto music, for exampl@)the The Nude PapeBermonhis
approach watellectwal rather than visceralsing the terrOdumbO to refer to music
that appealst®the bodybas opposed to the intellé@through beat and tune, avoiding
byways of harmonidensity and contrapuntal nuance,O he argesnbness whichries
for smartness fails, likéT@e Rake's Progres8Smartness which tries for duness fails,

like Eric Salzman'sNiide Paper Sermd@The mixture of innocence and experience jells

2 Michael Schell, Bric SalzmarRemembered (1982017)OKING FM 98.1: Second
InversionSeattle, (December 7, 2017) www.secondinversion.org. Accessed 8 Sept. 2018.
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only when inadvertent, as sometimes in Satie or Scri@bifhe besargument made for
the piece was made by experimental composer, jazz saxophonist and critic/writer Don
Heckman inStereo Revieywhich selected the LP as a ORecording of Special Merit.O

| think The Nude Paper Sermarill be, tomost record listenersg, totally
new kind ofmusical experience. Perhaps the key wuetk is "tropes.[E] Most
noticeable is theuse of Renaissanatyle trope techniquiE] The Nude Paper
Sermorconsists, ireffect, of a series of musiceégment® instrumental solos
and ensembleghoralpassages, vocal solos and dustsind effects, and the like
interrupted byandinterspersé with, a running narratiospoken by actor Stacy
Keach. The effect inot unlike the world of massedia suddenlgone wild, with
a text that is sometimepecific, sometimes absurd, interruptedayrling
musical sonds, effects, electronics, and voigdksimilar, lexpect, to the
fragmentf sound and sensation which we constaedgerience and express in
the @alworld@& | suppose 10ve heard literally hundreds of compositions, mixed
media assemblages, theater pieces, happernd<sod knows whatse over the
last six or seven years, all using techniques similar to those employed by
Salzman: chance interaction of musical and nonmusical elements,
improvisationalsounding OnoiseO productions by traditional instruments; quasi
logical text materialiat is often drawn from mundane sources (advertising
material, public signs, etc), and a kind of loony but controlled chaas. think
of very few of those hundreds, however, that sustained interest and drew one into
the music with quite the same persigte and emotional effect &ke Nude Paper
Sermon The difference, | suspect, stems from SalzmanQOs implicit understanding
of the limits of dramatic intensity. Unlike so many of his contemporanes
never allows a single element to continue or domitwatkee point of tedium.
Contrast, interaction, and an effective balance between tension and release are
always maintained. Equally important, this is a work conceived to make full use
of the resources of the recording studio; like the BeatlesO OSgt P jiper
pioneering work in the use of the total environment of todayOs electronic
technology, perhaps the most complex record, from the point of recording and
mixing techniques, ever mad&.0

The Electric Ear and the Free Music Store
Back in 1965, whe Salzman hatécturedatthe American Embassy ltondon,

one of the attendees had bddrais Lathem, mAmerican Juilliard-trained violinist who

23 Ned Rorem, OSome Notes (Mostly Sour) On Singing SafgsRew York Timgg0
April, 1975) X1, 19.

24 Don Heckman, OSALZMAN: The Nude Paper Serfimpes for Actor, Renaissance
Consort, Chorus, and ElectronicStereo Revie\®4/4 (April 1970): 94.
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had pursued graduate studies in music theory at Yale Universitylamd/as, at that

time, secretary of London®&acnaghten Concerts (founded by Anne Macnaghten with
composer Elisabeth Luytens and conductor Iris Lembeghem had an affinity for
modern music and asked for SalzmanOs help in finding a young American composer for
an AngleAmerican concert they were presentingconjunction with the Embassy.
Whether or not Salzman ended up getimglved,the AnglecAmericanwas presented

in December at Wigmore Hafieaturing Americans Cage, Cowell, Billy Jim Layon,
Lejaren Hiller and John Maeér Perkingswith a second half of British composgérs
Lathem was married to a Rockefeller Foundation deputy directovhed they moved
back to the US (and later to Brooklyst)ereconnected with Salzmamd helpedo

develop the Newrhage of $und serie at Hunter College, which commenced at the end
of 1967.

Several miles further downtown, in the East Village, the Electric Circus
multimedia discotheque had openedieathat year as a commerciplyblic Gecstatic
sensory experien@edrawindNew York® social elite and also gaininggjor funding
from the American Coffee Foundatidfounders Jerry Brandt and Stan Freeman asked
Mort Subotnick to develop their vision as artistic directiithin the dark spacen any
given night according to Subotnick@scountambient electronic musigould evolve
into a light show(sixteen carousel sliderojectors eight overhead projectoasd black
lights, etc, all controlled by a Buchla designed programmable control systiéma
growingsonic beatlelivered by sirwoofers attacheto the floor;as dancing began

under a strobe lightecordedock and electronimusic played by DJs would be

2> Music in LondonQThe Musical Timessol. 106, no. 1474, 1965, pp. EB56.
JSTOR, www.jstor.org/stable/9859.
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interspersed with live rodkandsandperformances from fireatrsand other circus

performers
In 1968,Subotnick was suessful in lobbyindgBrandt and Freemdor an avant

garde musimightthat would occur on the commercially suctelsclubOs OdarkO

Monday nightsLathem(leading the new Electric Circus Foundatiamg Salzman

(whose CV lists the position of Ofounder/dioe® of the Electric Ear) helped organize

and produce concength Ted Coons whiclncludedelectronic musicans and

multimedia artists such as Cage, Mel Powell, Alvin Lucier, David Behrman, Lejaren

Hiller, Pauline Oliveros, Terry Rileygalvatore Martiran, Robert Asley, Subotnick,

David Rosenboom, Gordon Mumma and even Salzman hifigettording to Thais

LathemOs daughter Alexis Lathem, it was Salzman himself wi®wawith name,

Electric Ear Audiences stood or sat on the floor, since therelitkesor no seating.

Their first event wathe second performance of John Cadredsionbest recounted by

New York MagazineOs Richard Goldstein:

John Cage sat at one end of a rather ordinary looking chessboard,
gesturing absently with a cigarette holdmnd sipping a cocktail. He looked
eternal, like an obelis or a muse. His assistants aetund him, with their ears
pressed against countless dials, modulating the noise. Gordon Mumma read an
essay into the microphone of a synthesizer, while Dave TartbDavid 3
Berhrman played roulette with the circuitry. Lowell Cross gazed with creatorOs
pride as random bands of color flashed across the screens offtackdd
television sets. And a woman who I think was Beverly Emmons mixed drinks in a
blender. Sherovided the eveningOs only OnaturalO sound, except perhaps if you
listened hard for the soft wheezing which emanates from an audience whenever it
is intent on absorbing what bores it silly.
Still this was the American premiere of a John Cage composisibed

Reunion and Cage himself was sitting in the nave of the Electric Circus. That

combination of art and artifact seemed terribly revolutionary to watch, so the
audience gazed with passionate intensity at the chessboard, wired so that each

26 Robert J. Gluck OElectric Circus, Electric Ear and the Intermedia Center-ito6ae
New York.GQ_eonardo45/1 (MIT Press, 2012): BJ.
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move wouldalter the frequency and duration of the eveningOs noise. Thus could
chance and purpose be blended together into an aleatory cocktail no less potent
that the one John Cage was sipping.

Unfortunately, the stage was cluttered with so many mechanical srifice
that it was impossible to tell the origin of a given sound, not to mention its
variance. But still we watched, hour after hour, intrigued by CageOs cryptic cool
(the eveningOs real attraction) and waiting for something to happen. A young man
wearing a ghtly knotted necktie wondered aloud whether anything was
scheduled to explode. And a lady in last yearOs plastic earrings whispered to her
escort: Ol hear Marshall McLuhan is here tonight. Would you recognize him,
dear?0

[E] It was media mangé of the hjhest order (films ypVanderbeek and
Emmons; fireeatng by a tribe called the ProssObserved Eric Salzman in a
day-glo press release: OMusic, once limited to a few traditional and petyléss,
is suddenly, astonigigly manifold. Suddenly, in McLuinOs language, our
nervous systems have been extended around the world, and we are receiving
impulses from all corners of the global villageE Technology makes the entire
universe of sound available as raw material for new?art.O

A week later, the second concert featured Mel Powell, as Dterahan
recounts:

The concertOs equipment included some items unusual even in these days
of merghg mediaa trampoline on which an adrat bounced eerily while a
strobe light flashed: an eledied harp; rope ladders on which fluorescently
painted creatures of nameless species crawled in accompaniment to a Powell
electronic piece, and an overhead line that carried a girl who struggled to escape
from a tight bag while another painted creaturked beneath [E]

Mr. PowellOs music wasrd put to command oneOs &tiention, but that
is precisely the way it should be in such events as this. At its best, it gave the
weird happenings a dreamlike quality, such as in an episode during whith a gir
clown juggled three balls hypnotically. The light shows, a feature of the Electric
Circus, sometimes augmented the music and the theater extremely well, but
equally often merely seemed arbitrary [E]

In OEvents,O to which Judith Fineli juggled so engbgiir. PowellOs
use of fragmentary human voices was particularly skillful and disturbing. Whole
words came through occasionally, such as Oreality,O Orelentledsih@inp
while the walls and ceiling of the Electric Circus were awash in a-mind
transfiing light show.

The major disappointment of the night was a section of OlmmobilesO that
overmatched Mr. PowellOs electronic machines against live musicians, including
African drummers, flutists, electric harp and a rock group called Think Dog! The

2" Richard GoldsteinCThe Electric Ear and Its Wireless AcBdlew York Magazin&/15
(15 July 1968): 64.
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drummers were heard to advantage, but the rock band was impossible to pick out
of the uproar.

Neverthéess, the scenes at their best put one in mind of the Magaterhe
portion of HesseOs novel, OSteppenvaold @at may be praise enough for any
contemporay composef®
After the Electric EarQOs first year, Salzman and Lathemth&nbwn wag. But

another series began on Decembél ZI68at Martinson Hall at the Public Theater that
was unlike anything else in New MoCity. Earlier that year, WBAI station manager
Frank MillspaughaskedSalzman taeturn toWBAI as Music Directorwith the aim of
doing more music live on ai@riginally hehopedSalzman could link WBAI to the

Hunter seriesbut Salzman thought thasaries poduced by and specifically for WBAI
was more likely to succee@oincidentally, heaunt of thePublic Theatdgds board
chairmanJoseph B. Martinso(of Martinson Coffee)was marriedo arelative of
SalzmanOs wife, and thus San had an OinMartinson, for whom the Public TheaterOs
Martinson Hd (then just a rehearsal hall) was named, wanted the space to be used for
performances, sdoe Pappffered it to Salzmanlfhe Diggers, a Hght-Ashbery based
group of StreeTheater activists had opehaumerous Free Stores, based on abolishing
the power of money until they folded in 19@G&lzman decided to call the new series at
Martinson Hall,Orhe Free Music Sto@which wouldpresent concerts at no cost, and
would @rovide a live music venue for WB and more importantly, would establish that

WBAI was the place where you heard live music or-tyee music that was created or

recorded specifically for the sian N and not commercial music?d

28 Donal HenahanGshow Programmed by Mel Pow&dusician Plugs Into Mixed
Media at Electric Circu®The New York Timeg July 1968 32

29 Gluck, Robert J. OWBAI Free Music Store and Dark, Dark Nights at the Electric
Circus: Conversation with music theatm@mposer and producer Eric SalzmauDadian
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Salzman wanted the series to offer music that wawelbrepresented by the
mainstream record industBthus everything from Renaissance to contemporary music,
but little or no Rock nO RoA secondary goal was cresalturalism; for example
featuring Latin music artists who Onobody in the white commugitg listening to,O by
which Salzman referred fito Puente and Eddie Palmieri who were an enormous
success at the Free Music Store. Réaaally, nobody received a fe&.big water jugvas
placed at the door for voluntacgntributionsand Salzman created~ree Music Store
bankaccount out of which FMS covered expenses (a minimal maintenance fee to the
Public Theater, cab fare to percussionists and bassists, etc) without askiidonB
money.Audiences sat on the float Martinson Halprogramshatincluded Renaissance
music, electronic musieyind ensembles, percussion ensemblescdiner electic
offerings.Salzman was rich in musical connections throughout the city and individuals

like Joshua Rifkin were helpful in putting together conceétshe eml of the first year in

December of 1970, Gerard Schwartz, then a Juilliard trumpet student, offered to conduct

all six Brandenburg Concertos in one weekend (Friday and Saturday nights) with
freelance musicians who would all play foze. The event wapacked beyond capacity
with people trying to sneak in up the back stairc&s¢zman recounted the story:
Well the seconahight, somebody came from tfienes to write it upAnd our
original rule waso presgfbecause the radio was the only media pitestswe

neededAnd | didnOt know that the press was gonna be there and it was not a
critic. It was a culture reporter, but to report on this phenomenon, and | didnOt

know about itAnd that same night, Papp came out before the event and, this was

the secad Brandaburg Concerto night, to announce that this was the last night in

this hall because they were gonna use it for a show, and got booed off the stage by

the audiencelhe next day it all appeared in the story in the pajed. Papp was

Electroacoustic Community (CEC) Online Journal for Electroacoustic Practices
(eContact!)18/3 (December 2016)
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certain that had called the press on him, which wasnOt true hablolutely
didnOt even know they were coming.
The FMS moved first to The Peace Church on W&s84, then to a
deconsecrated church on East’&a that was purchased by WBAearly every concert
was broadcasted (the only exceptions were performances unsuited fdd ikelidance
ensembles), frommadrigals tachamber musicirchie Shepp tocontemporay classical
music. To givespecificexamples of this range, some of the mesd-documented FMS
concerts during SalzmanOs tenure included Julius Eastman, Petr Kotik, Stewart Dempster
and John R. Adams playing music of Cage, Kotik, Doiab and dbiers; Lewis Kaplan
playing RocergO€aprice Variations for Unaccompanied Viglilames Irsaplaying
the notoriously difficult Schumann Toccagagoncert of experimental jazz bge
McPheg(later released as a successful algufmge Lfe Communications with jazz
sax@honist Dave Liebmarthe pop rock grougeals and Crofitthefamous comedy
troupe Firesign Theater Compangnd, importantly th&®agtime Revival Reunion
concertsWilliam Bolcom and Joshua Rifkin had eacdependentlyevelopedan
interest in agtime music.Althoughragtime music still had a followgnin America
through radio play antestivals(led byfigures likeMax Morath and Bob Darghand
while it was sometimes heard on television or in movies, it was not widely known within
the classical music communityifkin explains:
It was Bill Bolcom, as | understaritd who got Eric enthused about Joplin, and
then Eric communicated it to me. My first reaction was, Ol know about thatO; but
as | sat with him at the piano and played through piece after piece, | realized that |
didnOt know it at abor now knew it vendifferently. Bill and | had already been
acquainted, since my Juilliard days. Just when the three of us first got together

escapes my memory; and | remember more than one evening where he would
play and | would play (I recall how magical he made the repesi at the end of
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the first strain of Magnetic Rag sound, and how I still wish | could play it like
that).

According to Salzman, this playing of ragtime began at a party at the Salzman
house.The idea of organizing major performance®ofiinal editions of the Scott Joplin
and other ragtime composeltating from before the first world waesulted in a concert
which they advertised as OTBist Annual Ragtim Reunion Revival.Bianists who
performed included Bolcom, RifkiéMichael Sahland Jame3enney, and the approach
was OclassicalO in the sense of interpret@fitaying with interpretive color and siag
true to JoplinOs indicationt BInever right to play ragtime fasE0or one concert, the
Free Music Store was able to get ragtime eEubie Blake (then nearly ninety years
old and living in Brooklyn) to perform some of his mudibe effect of these concerts
was toelevate ragtime to a concert platform where it made an impact on the New York
scene and helped inspi@inther Schulleto organize a ragtime ensemioehe early
1970s They also reminded New Yorkers of the cityOs own unique musical history.
While Salzman left WBAI and the Free Music Stord972, the concerts continued until

1976.
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CHAPTERSIX DNEW MUSIC THEATER
Quog Music Theater

With the success dfheNude Paper Sermeoandfollwing the example set by the
the Living Theater, the Open Theatitne larger ODance TheaterO movement (Merce
Cunningham, Judson Dance Theater, atc) Meredith MonkOs interdisciplinary
performance ensemblélhe HousgdSalzman fally felt that the time was right to
found an ensemble for the purpose of developing practices antbreptr new music
theaterOriginal members of Quog included caertenor William Zukof and ensemble
singers from the Nonesuch Consdithe orginal mission of Quog was to develop a
musical vocabulary, vocal techniques and to create worksisdid on group
improvisation.While most of the shifting membership was corsgd of vocal
performers, the psonnel would sometimes includee or twanstrumentalists such as
percussionist David Van Tibgm, accordionist William Schimmel and othérbey
reheared once or twice per week in a rented space isdh@ building as The Open
Theaterand the Alwin Nikolais Dance Comparwhere they experimentetith sound,
physical action, form and structure, building nrootated composition3.he group soon
began holding weekly Oopen houseO nights for improvisatibeii own studio (a space
which they offered to other groups to use whendlwas not), which were attead by
an eclectic audience of curious individuals, that included Philip (flarsa small feeAt
these open houses the Quog rbhers would demonstatheir exrcisefor example,
two vocalistswvould stand face to face and take turns making sounds and respanding

utilizing theentire group, Salzman would employ hand signals to conduct improvisation
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and even cue audience participatibhe various gamesand exercises that were used
might evolveinto pieces and were performedsash

One important Quog idea was to create pieces designed to employ the specific
talentsand individualityof its memberssuch as a 1972 piecalledBiograffiti in which
each person in the group tookuan asleacer and did something personal out of their
own life as an improvisatiarmhis approach alsmeant that piecewhich remained for
any durationin the Quog repertoir@ould alter over time and often nexvacquirea fixed
or a definitive form (eveiThe Nude Paper SermowhichQuog performed live on more
thanone occasion, existed in different versio@)e such piecd&colog changed forms
numerous times and was eventually performed by Pierre Boullea Mew York
Philharmonic Perspective Encounters series with QTilog.story of that piece begins i
1970. While working on gieceto highlight the various members of the®up,Salzman
was approached by filmmaker Jackie Cassen to be involved in a goojeievision
That yeartheNew York State Councibn the Arts (NYSCA) commissionéchssen to
develop Artists' TelevisiolVorkshop at New York CityOs public tefon network,
WNET (Channel 13) Ecologthus evolved int@omething very unique in theiplic
media spherean original work for video with FM Stereo SimulcaBescribed as, Oa
threechannel simulcast,O the audience was meant to tune in to WNET on their television
and, at the same time, tune their radio to WBAI while leaving the volurtigeon
television turned upiVNETOs program director, Christopher Lukas, introduced the
program:

OThe program you@re~about to see is the produchefisng new here at

Channel 13The ArtistsO Television Workshop. Established under a goamt fr

theNew York State Counci on the Artthe workshop is just that: an opportunity
for artists of all kinds to explore the possibilities that television offers, without
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any promise, or threat, of airing the final product. But what follows is a work that

| thought shoulde airedItOs calle&colog The word is a cross between the

word Ecology, which weOre all tossing around these days, and a rather esoteric

word which means a poem spoken by two shepherds. However this is not a

conventional poenit uses not only regulawo-inch video tape, but film, half

inch video and other technical devices. Like all such works and like all poems, not

everything is translatable into immediate understanding. YouOll find somethings

obscure, or even distastefuthink youOll also findome things moving, and

interesting, and funny. The people who worked on this call it a media poem, by

which they mean not only a poem in television form, but a \mbduttelevision.

ItOs in five sections, and each one has something different to sathabout

television environment; what it means to live in atiented world; how we

interact with our tv sets in this diflipping land; and what turns us on or off.

Ecolog is also very much a musical poémope you enjoy it’0

Sadly, the author@genpts to locate Jackie Casges footage for WNEWere not
successfuat the time of printing anthe video may not have been preserved. The
complete audio for the music portion, broadcast by WBAI, was preserved by the station.
The work of Quog is evident, #ise use of extended voice techniques, timbres and
interactions (both among voices and between the voices and the instruments and tape) are
more diverse and evolvedne can only imagine what was in the video as the the piece
builds from a mystical dronef echoing OzombiékeO timbres amidst evocative
instrumental tone bending and swelling tone colors, interspersed with choral tones,
wailing tones (like the opening of th&amic Adhan delivered by emuezzip and
growing electronicsThe piece moves thugh several collage sections, typical of
Salzman at the time, but with completely new materials and combinations; in the middle
section, the mebers of Quog repeat phrasegrovised from their own lives with

various theatrical and sonic effects; anddlmax of the piece is an original rock song

co-written by Salzman and guitarist Josh Bauman and based in part on the Dies Irae, but

1 ukas, Christopher, Broadcast Introduction: WNET/WBAI, audio file [1B71
unspecified datelQuog Music Theater Salzman Archives, Brooklyn, NY.
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sounding as convincingly authentic as The Doors and presaging the punk rock of the
Ramones (also, as the reader will regaiduates of Forest Hills High School), and even
the largeband sound of Blood Sweat and Tears.

In the live version oEcologthe middle section wamore improvisatorghan the
one recorded for televisiomith a middle section called OUp Against thallM@where
Salzman held lights fixed to the ends of sticks and controlled by butitasisng them
on Quog membersyho eachhadto respond fronan individualrepertoire oprepared
responsesvhen the light flashed on theim. 1972, when Boulefeaturedthe workin the
New York PhilharmonicOs O$prective Encounte@seriefless than a month after
conducting Salzman®exes and Hedghods London) he wanted that section included
in thisextended formEor that eventEcologwas paired with George Crunstibe
Ancient Voices of Childrein what was likely its New York premiere) and Stanley
SilvermanOBlanh, a concerto for guitar and chamber ensenfilen Hughes described
Ecologthusly.

At the center of Mr. Salznjanés entertainment was a rather exteckled
song called OItOs All So Clear.O It was played and sung by Quognérald€y
groupE Earlier the group had done a kind of choreography while lying on the
floor, had performed a brief aleatoric opera in which each member had a stated
thing to do or ay and did it over and over again, and had recited a little aleatoric
drama under probing spotlights.

It was not really clear what Mr. Salzman was trying to say through all this,
nor how important music is on his creative palette these days, butatowiasis
that for the time being, at least, traditional notions of form, craft, and virtuosity
have no place in his work.

It standsto reason that improvised genfesie might consider Ornette ColemanOs

OFree JzQ would notbefocused on form as mucls anprocess anéflow resulting

2 Allen Hughes Boulez Leads the Philharmonic In Final of Its OEncounterO GEhies,
New York Time&0 February 1972%67.
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from a series oéxpressivanomentsBut Salzman was experimenting in a field where
there was no accepted vocabulary, which makes reconciling with any Otraditional
notionsGnly a remote possibilityln 1972, Quog gave twoorkshop demonstratismat

the Kitchen and in response, journalist Tom Johnson wrote an article for the Village
Voice in the form of a mock book outlin€he hypothetical book woulde an

examination ofmprovisational music theatdn his explanation ofhe chapters, he not

only hits on the fundamental points and questions of viability of the artistic concepts and
practices, but offers something of a review of QuogOs work:

[Chapter 1]'Music, Theatre, and Dance’A comparison between Quog,
theOpenTheatre, and Daniel Nagrin®ork Group, showing howimilar
improvisation proceduresre used in all these groups, heach of them has
borrowed fronthe other performing arts, bnbw, despite everything, there is
still a big difference betweeamhatthe musicians do, what thectors do, and what
the dancerslo.

[Chapter 2]'The Mirror" : Showing howQuog has taken this exercise
usedby actors and dancers, aadapted it for vocal or instrumenthlet
improvisationsHow two people imitate and plajff one another, using facial
expressions, gestures, and oftesrds, as well as music, and oncea while
bring everythingogether in very exciting moments.

[Chapter 3]'Conducted Improvisation" :Aé conducting and cueing
techniquadevised by Quog's dirtar, Eric Salzman, and how he contrgi®up
improvsations with itComparisons with Stockhausetfdomente" and Kenneth
Gaburo'shings for voices and instrumentghich have a similasound although
they are constructad very different waysEnumeratig the reasons why
conducted improvisation is unfeasilihetheatre and danderms. Comparing
conducted withuncondicted improvisationpointing out how much control a
conductor can assert, and indicatthg potential possibilitiesf this relatively
unexplored area.

[Chapter 4]'Audience Participation" : HoWalzman conducts audience
improvisationswith this same basicueing systemWhy this seemkess forced
than many forms adudience patrticipation, and whyembers of the audience
seem taenjoy t so much.

[Chapter 5]'New Attitudes toward Technique'The risks involved in
trueexploration . Contrasting the tradition@@rformer, who nevetoes anything
in public until hehas mastered the technique gedformer, who often
overextendsimself. The unfortunate resulthis sometimes has on pieces pey
and, at the same time, the excitensarhetimes generated Hyis honest unself
conscious approach.
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[Chapter 6]'Group Art and Group Therapy'Contrasting groups where
individuals relate t@ach other oa very personal almost psychoanalygieel,
with groups whareate together in a very detaclodgective way, angdhowing
how Quog seems to lavoiding both extremes

[Chapter 7]'Voices andCharacters: Pointing out the occasional
momensin Quog improvisations’hen an improvising singer &ble to bring
together his personédelings of the moment, his voiand his gestures in a
strong vividway. Comparisons with traditionaperawhere this completanity
of intentions seldom, if evehappensSpeculating on some tife potentials lying
in the area ofiroup created opera.

[Chapter 8]'Problems, Present and FutureCalling attention to
individual musical and theatricaleaknessesin the group anénphasizing the
amount of time imay take for the group to evolvaiaiformly high technical
level anda vivid group styleEnumeratinghe difficulties of true group creation
of long pieces, and pointirmut how the Open Theatre workedether for almost
10 yeardefore attaining the magic 6The Serpent” and "TerminalBut
pointing out that masterfyglroducts are really only fringeenefits, and how the
empharsfjsboth for Quog and its audienshould always be on the procéisat
goes orr.

Clearly dhnsonbhimself a composition student of Morton Feldman with a
masterOsedree from Yale School of Musigrasped the potentiaf the work and
understood the need for development of process. He makes the salient observation that
time woud be an esserai ingredient indeveloping the ability for a group to improvise in
a fully integrated way, bute also seems to acknowledge, somewhat tacitlytrihag
things out in front of an audience would be necessary, and egudrea certain risk
and an inewable messiness

In addition toEcolog Biograffiti andNude Paper Sermowther Quog works
includedHelix, Voices Saying SomethingndLazarus Helix was recordetive by Quog
at the Free Music Store aMBAI and released as part of the SalzmaMi@etapalbum
released on Finnadar in 1974 (along witHieaSalzman works, such gueens

Collage. One of SalzmanOs most evocative works, it features four singers (who also ring

% Tom JohnsonOMusi@The Village Voicg4 May 1972) 60.
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hand crotales), clarinet and guitBroduceDavid Rapkin offereda editout the sound of
one of the brass crotales falling on the stage, but Salzman with a nod to unplanned
aleatory, preferred to leave it on the recording.

There was significant overlap between the Free Music Store and Sumther
piece that received a first performance at FMS kemrus For the piece, Salzman took
atwelfth century liturgical drama from the OFleury Playbook,O written in plainsong form,
which Quog would perform with an original sequel by Salzmdier peforming the
piece at the Free Music Stddavhere, according to accordionist William (Bill)

Schimmel, it was positively receivéh run of the show was organized at the
Washington Square Methodist Church (OThe Peace ChurchO), which was not well
received According to Schimmel,

Olt didnOt seem like it was gonna be a success, and we were gonna wrap it up. The

last performance was on a rainy night and there were three people in the audience,

and one of them was a little old lady who we thought was thetbdaervice

that was going to occur afterwardf§ell, this lady comes to us after the

performance and says, OIOm Ninon Karlweis and | think youOreBaw/hieD

she continued, Ol think what youOre doing is a good idea and I0Il give you six

months to geteally good. And I will come watch your rehearsals and if they go

well, 101l take you on a Europetur.

This was Ninon Tallon Karlweis, the theatrical agent whose many clients had
included international experimental theater troupes and playviigirine lonesco (she
would later work as European agent for Philip Glsas@® Robert Wilson@nstein on
the Beach She thought that she could dedizarusin Europe if she could market it as a

LaMaMa production. So Lee Nagrin directed four performances at LaMaMa, which were

attended by small private audiences that included figures like Philip Glass, Robert

* The authorOs interview with Bill Schimmel, 7 February 2019.
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Wilson, Meredith MonkLaMaMa foundeEllen Stewartind othersTom OOHorgan
(director of Broadway®#air andJesus Christ Supersiawould serve as the showOs
director for the European Tour, which Schimmescribed as @ery successfudndeavar

after the Otightening upO that the presentation and tiereusved.

Collaborations with Michael Sahl

Salzman ldfhis position with WBAI in 1972nd thus parted from the Free Music
Store, which kept runninginder the Artistic Directorship of Ira Weitzman until 1976.
While he continued to earn money frdms regular music writing, 1973 was a busy year
for Quog and 1974aw the LaMaMa production @fazarus with the aforementioned
tour the following yearBy 1974 SalzmanOs relationship with Joe Papp at the Public
Theater had warmed sufficiently (Salzmargpstation in the theater had also improved
by wayof association with LaMaMa, Lee Nagrin aidm OOHorgarihat he approached
Salzman about creating a show fiee Public TheateBy this time Salzman and his
college friend Michael Sahl, who was very aetd the Free Music Store, had discussed
collabosting on a pieceMichael Sahl, a composer and pianist who also played guitar
and banjdad beeractive in popular musidoshua Rifkin bd done chestration®n
two albums for eclectic folkock singerJudy Collins, and in an inteeiv with the author
Collins suggestedhat it may have bedmave been Rifkin who recommended Michael
Sahl when she needed a new music director in 18é8ispent two years as her music
director, and in 1970 she recorded pisce,Prothalamiumwith orchestrations by Rifkin.

In any event, thguality of her vocal stylend Michael SahlOs general interest in popular

5 The authorOs interview wilndy Collins, 1February 20109.
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musicwould be a major influence the Sahl/Salzman collaboratio¥et all of their six
major collaborations eept one had a unique aspect: in every piece, both Michael Sahl
and Eric Salzman were credited witbth music and librettoBoth composers agreed to
be completely silent about who did wh@he only evidencéo this effect is handwriting
in the sketche@ut scores, but even that leaves as many questions as it provides evidence.
The piee they created for Joe Papp, titlae Conjurer was billed as a Opop
operaOThe plot involves aiftinerant magician who is mistaken as the langpited
electric Messiah,ahn Frum, in a dystopian futuf@cargo cultO society based in Asbury
Park, New Jerseywhere the power has gone out permanelitlg certainly more pop
inspired than it is operati giving the feel of an experimenfap-musical with some
(headvoiceOsinging.Papp gave them ten nights in the smaltéshe PublicOs six stages,
originally calledOThe Other Stage,O and now knawthe Susan Stein Shiva Theater
There are no reviessirom the June 1975 productidout Salzman believed that the piece
wasbeing considered for BroadwaW/hether or not this was the case, down in the
Newman Theater (the PubliheaterOs largest space) Marvin Hamlisch and Edward
KlebanOA Chorus Linéhad been running since Aprdloe Papp focused on bringing this
production to Broadway that July; a move which essentially financed the Public (and the
New York Shakespeare Festival) for years to come after it became the second most
lucrative show irBroadway history at that timeA recording ofThe Conjurerdoes not
give evidence of a lost masterpidaan fact, nearly all of the Sahl/Salzman
collaborations of which a recording exists might be described asevadity muddled.

Both the plots and the miggange frombizarreanarchicexperimentsas inCivilization
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and Its Discontentgo exhortationssuch asStauf a modern Faust story presented at the
Cubiculo Theater in 1976.

Noah is a folk opera that was commissioned by the North Carolina School of the
Arts (via Robert Ward) for collaboration between the students of all the different
demrtmentgdmusic, theater, visual arts and dandé)e school paid several thousand
dollars, andbrought Salzman and SahINorth Carolinao cast the finished work,
though a performance there was not toAmeording to Salzman, the biggest reason for
this was discord between the departmdaitd througha connection at the Pratt Institute
in BrooKyn it turned out thaNoahwasgood fit for the school@Winterim@rogramba
break between the fall and spring semeistevhich the students mountedli@borative
projects.It was performed there and later recorded for WBAI by Quog at the Washington
Square Methodist Churdn 1978with funds from the NY State Council on the Arts.
Among SalmzanOs supporters, several were excellent grant writers incloiaiaC
Foss (wife of Lukas Foss, who had condudtedes and Hedghoggith the Brooklyn
Philharmonia the previous yéar

The Passion of Simple Simgmoduced at the Theater foNaw City in 1979is
about gounksniperserialkiller named Simon, who gesequittedbecause his cause is
taken up by the liberal media who ardhat the sukring and isolation he experienced as
an unappreciated musical artist drove him to-aotial madness$ie then becomes a very
famous punk rock star who is later killed by the former lover of the investigative
journalist who started the movement for higuaittal and subsequently fell in love with
him. John RockwellOs review of this show in the New York Times was brutal:

ONone of thiss in the slightest way plausible on a realistic level, and
metaphorically it is manipulative and confused. The mussortof noodling,
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eclectic stew, is facile, and some of the choral textures betray a certain cleverness.
But it is never exciting or movinBGian Carlo MenottiOs slickness combined
with Leonard BernsteinOs vulgarity without either of their talents. Amalsal
needless to say, the evocation of punk rock is ludicrous.
Most of the performances are in the earnestly amateurish category. But
they could hardly be otherwise, given the banality of the two composersO
conception and direction. In the end, this reigeis at a loss as to what to say
about OSimon,O as indeed he has been about all of the Quog productions he has
encountered. Mr. Sahl and Mr. Salzman have shown distinction in other fields.
But this work so mangles and trivializes those issues it attamptssider that
the result can only be called meretriciofis.O
While this review is unsally harsh it does contain germane tcism while
taking into consideration threlevant issue of performanqgeality. The range and
demands of vocal styles recqenl from the singers are so broad and the funding for the
Sahl/Salzman works were often at such a bare minimum that one can imagine a
somewhat different result had they been performed by specialists who had time and
resources$o rehearse and perfect thehine best qualitie®f the six works that Michael
Sahl and Eric Salzman created together migltonsidered byooking at their most
successful workCivilization and Its Discontentsvhich wasperformed at The American
Musical and Dramatic Academsecordedor NPR broadcast ardterreleased by
Nonesuch, winning the RAI Msic Award of the Prix Italiatlje international radio award
of the European Broadcasting Uniarjdwaspresented on BBC Radio 2 and other
European radio stations.

The plot, in ontrast taSimple Simoand other works, is concised maoe direct.

It opens at a OClukide-a-Wee,Qvhere the neurotic owdf-work actresslill Goodheart

meets dalent agentvhom she invites to come home with hilOs character, a trope of

6 John Rockwe|lBimple Simon, A OTheater Op&TEhe New York Timeg$ February
1979 54.
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a struggling performer of th@horus Linevariety (the libretto even comically references
A Chorus Ling, also anticipates thet@ kind of ésperate, flailing ManhattaniteO that is
perfectly embdied bythe anxietyriddenHolly in Woody AllenOslannah aml Her
Sisters’ While, sexism is a theme throughout the work (for example Jill desdtilee
way her boss always Ogsater assO when she passes by at amatkhe male lead,
Jeremy Jive admits that heOs addicted to wpiihéinot always clear whethére piece
is selfaware enought JillOs apartmenleremy gets increasingly angmenshe delays
love-making,insteadcompletng chores like reading her mail, calling her answering
service andmaking plans wth a friend over the phon€&eeling ignoregnd sorry for
himself, he eventually demands that she hang up, and rips the phone cord out of the wall
in a rageJillOs roommate, Derek Dude, arrives and thene€d® @ompetition between
the two men, whare business competitodll gets hysteridaasthe men discuss the
incompaable merits of another actress, and she atesyicideln the pieceOs final
scene, some timater, a guru name@arlos Arachnid teaches the characters about
Oserenity.O
An Aside: Dealing with Women

Putting off adiscussion of the music, which is excellent and truly inventive, the
plot brings up an issue that cannot be ignofedording to William Bolcom, by 1977
(whenCivilization premiered) Salzmarhad, for several years)yade Ono sec€f his
extramarital dfairs. Bolcom recalled in an interview with the authbat Salzman
boasted publigl about his girlfriends and th#tey,too, were public about itn fact,

BolcomOs disapproval of the situation caused him to distance himself from Salzman.

7 Joshua Rothkopf, OThe Best Woody Ateovies of all time,@ime Out New York4
March 2016)
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SalzmanOs daugrsEva and Stephanie, alsuerviewed recaliedbeing aware ohis
extramarital affairs as adolescer®@slcomconsideredhat it might havdoeen a public
gesture masking professional crisign changing times, but further examination shows
thatsimilar behavior continued well into the new millenniufvere the issue of
problematic behavior regarding women to be unrelated to his artistic output, itmeduld
necessarily be worth mentionirigut there is a connectioReturning to the Philip Roth
juxtaposition makes a relant correlationln a 1974 review of Philip Roth@dy Life as

a A Man Morris Dickstein makes the point that bgstinghis misogyistic confessional
asa satireandby comicallyreferencing psychoanalysis (as Salzman, and \eterdy
Allen will do) as an apology for neurotic behaviBothcomes dangerously close to
legitimizing his shallow andwful portrayal of women.

There are usually two sorts of women in Roth's heroes' lives: bitchy,
castrating women who attract adestroy them, and doting sexual slaves who
eventually bore them. Unable to combine love and sensuality his men read like
textbook cases out of Freud's essay on OThe Most Prevalent Form of Degradation
in Erotic Life.O

However painful this feeling of victirpation can be for the man, for a
writer it can be peculify poisonous if it prevents hifmiom granting full reality to
his characters and from getting any distance on the troubles of his protagonist
Sahl and SalzmanOs womere little betterpften brn between career ambition

and OdevotionO to the hero (eSimple SimomndStad) and tend to be desperate and
thinly drawn.The protagonists of th&x Sahl/Salzmashows, with the possible

exception ofCivilization and Its Discontent@& sort of ensemble piecaje all men, sare
the protagaists of almost all SalzmanOs other wotkgrus TheLast Words of Dutch

Schultz La Prisre du Loup/WolfmanOs PrayandBig Jim & the SmailTime Investors

Exceptionsonly include stories caeived of by others, such @assandrgwith a
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libretto by SalzmanOs daughter EaadiLa Bonne Ame de Setchou@vresetting of
Brech). Salzman seents have been unaware of womep&spectiveln an interview,
he recalled an incident with Quog:
And then | did a piece for the women in the gropone point there were
maybe as many as five or six women in the group and so they developed a piece.
And | called itWomenOs Woakd | got attacked for thaknd now | see there are
women writing pieces cigld WomenOs WorRut | called itWomenOs Work
because | thought it was their work and it didnOt seenBotitiwas attacked for
it in an early manifestation of what we see now as regressive leBigranyway
we did perform that a few times before | getled at for doing i©
It was not an area where SalzmanQOs behavior or artistic perspective improved
significantlyover time, eitherln Big Jim & the SmallTime Investorgconceived in the
80s but prinarily written around 2008hoth the dotingsexpotOfemale (described by
Salzman as Othe trophy wifeQ) and the bitchy, castrating mother are jrésenti
was in 2016 that the author of this paper, having previously produced a workdigp of
Jim at the Center for Contemporary Opera, ingishat the opera needed a scene in
whichthe audience coulsympathize with a female characteesulting in a new scene
and aria for the wife in which she explains why she joined the protagonistOs\odlise.
the personal arena correspondeneggh seveal female colleagues of Salzman, show that
sexual advances from the composer were something that had to be navigated even in his

later decades.

Works of the 1970s in Retrospect

This examination of Salzman@iculties with women is more than a digression
because its one of several reasons why even SalzmanQOs best works for the theater were
not more successful, even when the music was of a very high qualitCaglieation

and Its Discontent8y writing in satire, avanyarde, abstractebellious or even
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polemicalworks Salzman maintained an aloofness that always avoided deep enotion.
his musical crisis of the late 196@&tresulted irhis neaitotal switch to musitheater,
Salzman admitted thae was influenced by the interstitial music theater works of Weilll
and BrechtBertlt BrechtOs concept of OHeroic TheaterO rejected catharsis because it
resulted in inactioriTo a certain extent Kurt WeillOs music, especially in his
collaborations with Becht,similarly avoided emotionalityn lieu of a bitter or satirical
aloofnessNotwithstandingwilliam BolcomOs aforementioned comment that
sentimertality wasconsidered by musical academia tarferior to intellectuality jt may
very wellbethatthese qualitiesf intellectuality and aloofnesse rooted all the way
back in SalzmanOs artistic upbringing and exposure to hisnfstNiddish theater
background

In any event, theesult of this aloofness and th&en-effortful amalgamation of
pop nusic sounds whicBahl andSalzman employed, are works which come across as
dated rather than timeless, and which keep the audience from ever sitting back in
enjoyment. That being sai@jvilization and Its Discontents the most effective of the
pop-infused collaborations beeen Salzman and Michael Sahhe music is difficult to
describe beause it transitions so fluidly between alevvariety of musical style®eter
Davis@review in theTheNew York Timesaid:

The score by Mr. Sahl and Mr. Salzm@&ho also directed) is a brilliant amalgam

of jazz, pop, blues and classical forms, cleveldyeloped and timed to make the

satiric points stand out in the most vivid musical and theatrical t&tame of the

performers had what might be called beautjfti&ined operatic voices, nor was

that necessary. Each could scarcely have caught the antic spirit and tone of the

piece more winningly. Candice Earley used her extraordinarydciave
extension for some harrising effect$

8 Peter G Davis, Quog Music Theater Twin Bill Limns City Life Then and N@Vhe
New York Timef4 May 1977).
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This descriptiondoes nbdo full justice to the styligt virtuosity that ran the full
gamut including bebqgolk, four-part imitative counterpoint in a renaissance style
overlaying pop textures, and Earley&@eability to produceF6 in a OwhistioneO
register for entire phras€bhe melodies and rhythmic text settings are catchy, the subject
comically postmodern, and the executisnccinctbyetthe work is still full of kisch,
with what Davis called Osalbnscious and occasially embarrassing attempts to be
psychologically upto-the-minute.He also commented, OQuog would do well to find a
resident poet.®et the score wadeemed successful enough topolished by Schirmer
in 1985 This could, admittedly, be related to tlaet that Salzman was doing editing for
Schirmer and headintye SchirmerpublishedMusical Quarterly(see page 131 fact,
the Sahl/Salzman relationship with Schirmer goes lzelost a decade earljavhen the
two composers wrote a guide to chord changes foictassical styles, entitledaking
Changes: A Practical Guide to Vernacular Harmpaiso published by Schirmer in
1977.

Aside from this bookto speak of the Sahl/Salzman collaborations sepbrfrom
Quog Music Theater is misleading, as Quog was flexibly organized to serve whatever
musical and theatrical needs migtise in SalzmanOs endeavarsi by the end of the
1970s relationshipsvith Sahl and QuobadbothchangedAt the height otheir activity,
Quog wa charging three dollars for amdividual to participate in an improvisation
workshop, and by offering two or or three workshops per week with as many as twenty
participants, they haenough to pay their expens&se boundlespositivity of the 70s

was cooled by reality. As Salzman remembered:
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People began drifting away. And the period of time when people would do stuff
for nothing or for just an occasional gig was changing. People got older and they
had familiesThey needed téind employmentSo the supply of volunteers and
new blood was not coming i80 we just dropped it after a while.
The relationship with Michael Sahl took a downward tiiihile the two had
agreed to split the work and the credit for both words andan8ahl felt that his partner
received more credit and attention as comp&arzman claimed that he did everything
he could Michael SahlOs name always appeared first in scores and press, bahSalzm
was the betteknown figure which inevitablyresiltedin him receivingmore attention.
Since 1975, the pair had put out a new piece every year until the tension between them
became too greatfterThe Passion of Simple Simdinere were no collaborations in
1980 or 1981, but in 1982 Michael Sahl asked iz@®an would write a librettoof one
work in which he, Sahl,auld be the sole compos&alzman agreed, resulting in the
work Boxesof 1983 which was again recorded and broadcast on public rédis.was
their final colboration, after which thegmained in only lose contact until their
deaths, which occurred within six months of one ano®&dly Michael Sahl died before
he could be interviewed, so SalzmanOs side of the story is all that remains:
Michael did not like that | got a lot of attigon and he didnOtwas bettekknown
than he wasMlichael never really had a successful career as a muditgan.
played a year for Judy Collins and arranged a lot of her stuff and made at least
one album with her. But that didnOt get him any fAfichad was a very
contrary difficult manAnd | told him often that he was his own worst enemy, and
it basically turned out to be truBut he just did what he wanted and didnOt care
what anybody thought.
Judy Collins, whom the author interviewed for tbéper, remeivered the

Michael Sahl of the late 1960s lasing OA wonderful refreshing presence, and a

wonderfulman; bright and full of ideas, asd musicalbhe was a people person and he
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was delightful to be aroundBdit she acknowledged that in conversations in subsequent
decades, he expressed havialten into career frustration and depressiafears laterin
1997,Civilization and Its Discontent&as performedh the Netherlands and Salzman
insisted that the conamy fly Michael Sahl to Europe for Recalled Salzman: OAnd of
course Michaetame into the dress rehearsal and there was a bulletin board and on the
bulletin board was an interview with m&nd so that was the last of Mich&e!.

Between Quog Musigheater, which pushed the experimental envelapdthe
Sahl/Salzman collaborationshich explored the possibilities of total eclecticighe
1970s waghe most experimental decade of SalzmanOs career as a coAffESED79,
SalzmanOs compositionaitput would slow somewhat, just as hide as a statesman and

producer oNew Music Theater would graw

® The authorOs interview withdy Collins (19 February 2019).
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CHAPTERSEVEND

PrRODUCER EDUCATORAND LATE PERIOD COMPOSER

American Music Theater Festivaland NonesuchProductions

The American Music Theaté&estival in PhiladelphiavhereSalzman served as
Artistic Director from 1982 until 1998 deserving of a researphojectof its own, and
anything we can say here would osBrve as a brief introductiomhough the official
founding date is listed as 89, thefirst eventsoccurred in 1983andAMTF became
Prince Music Theater in 1999, when it moved to a permanent venue. The theaterOs
producing arm functioned until 2008 and the theater closed in Zb&4festival came
about becausklarjorie Samoff had &en working in the administration of ampera
companyin the Philadelphia area, but had a pas$or English language opera and
wanted to produce new worké/hen she and Salzman natan opera conference and
she expressed her idea of starting an opera fedtealiggested that she start a OMusic
TheaterO festivahstead. Under this nomenclature, the festivalild have the flexibility
to producea much wider variety of works, éluding opera and more contemporary,
mixed genre workdn Appendix 1, there is a complete listing of all of the productions
that took place during SalzmanOs tenure as Atrtistic Director annotated with supplemental
and anecdotal material provided to thehautin the form of an interview in 2017.

Appendix 2 is a list of AMFT Alumni, which gives a remarkable sense of the quality of
the artists who collaborated and developed their skills through the festivalOs productions.

According to inverview Marjorie Sanfidfound in Salzmara collaboratowho

had the perfect credentials, a long list of contacts, the ability to discover and see the
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potential in new worksHe wadsdeal partner in getting the festival up and running, not to
mention securing the likes of MioBabbit, Leonard Bernstein and Philip Glass for the
advisory boardHis tenure lasted until 1993, when Samoff and board chairman Ron
Kaiserman asked him to step dow&amoff explained in an interview that having an
artistic director who could not alsorge as conductor was an added expense, and
furthermoreshe resisted pressure to produce Sahl/Salzman works, with the notable
exception ofStauf which was produced at the Festival in 1987, directed by Rhoda
Levine, to mediocre reviewsAn archival video 6this production at the New York
Library for the Perfoming As showsa terrific cast (Thomas Young, DOJamin Bartlett,
John OOHurley), but mostly-mremorable music and an ovetigavy message against
the evils of modern corporate gre&dhether thepressure Samoff felt to produce
SalzmanOs works was warranted, oelyerpreemptive fear, this production would no
have helped SalzmanQOs cause.

Salzman also felt that there was an effort to curtail the broad artistic license he
had beemgranted earlyn, and to which after several yedrs,had almost certainly
become accustomeReflecting back to the abortive attempt for @IS concert of the
1950s, it should be remembered that Salzman could, when moved, become quite assertive
when it came to artic mattersband that he tended toward preference for more avant
garde worksSalzman believed passionately in creating a home for New Music Theater
andthe list of works that Salzman fostered includes many impqutajectsby major

artists too numerou® mention except in list form (see Appendices 1 and®).

L Will Crutchfield, OMusic: Reworking FausT,ie New York Time&29 September
1987) 79.
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position at AMTF also coincided well with SalzmanOs other activities during the Period
writing, lecturing angroducingrecords

In 1979, when Teresa Sterne left Nonesuch records, founder Jack Holznesth
the label over to his brother Keith Holzman, and fedike label on altontemporary
material.Without Sterne or Rifkin involved, Keith Holzman needed skilled classical
produers.In 1980, Salzman produced the Nonesuch recording of the New York City
Opera production of Kurt Weill@&sverlake with cuts and restructuring by Julius Rudel
and Hal PrinceThis was followed in 1981 witfihe Unkown Kurt Weil| featuring
Teresa S#tas performing unpublished songs that had been given to her by Lotte Lenya.
Both albums achieved considerable sucdassnot in comparison to SalzmanOs next
idea.

In 1975, Salzman had written a theatrical piece c#ll@brdfor accordionist and
frequentQuog collaborator Willianschimmel Several years later, according to
Schimmel, he called Salzman to tell him that he was reviving the work for an accordion
recital. Salzman attended the recital, on which Schimmel also plssregtal tango
works, and Salzmalmad the seemingly bizarre idea to make a contemporary album of
tango musicHe had become passionate about tango music during his 19&® tri
Buenos Aires and sold the idea to Nonesuch as a falfptw the 1981 album he
produced for them which had been callége Waltz ProjectSalzman and Schimmel
asked Michael Sahl and violinist Stan Kuasd later virtuoso Mary Roweltd
collaborate, and the group began listening to classical tango recofsngs that
Salzman hadbrought back from Argentinand attempting to emulate the sound.

Schimmel says they eventually abandoned this method and decided to make their own,
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which he believesnded up being more authenfi®ie 1982 releas@he Tango Project
was a besselling dassical album, calle@the freshest release of the yearO by the
Christian Science Monitaand ended up beingdtured prominently in two major
Hollywood studidfiims of the 90sScent of a WomaandTrue Lies

AMTF and SalzmanOs record producing coincided on a few projestsnotably
a recording of Hayr PartchORevelation in the Courthouse Parkleased 1989 for
Tomato Records and William BolcomCesino Paradis@n Koch International released
in 1991.These were both recordings of the AMTF productions (in 1987 and 1990,
respectively), and both remain ts&andard recordings of those workslzman had been
in contact with Partch since the 1960s when he was researching an article abtut him.
fact, he hadraveled to California to meet with Partch and invited a student from USC to
tag along.That student, Victoria Bond, ended up singing in the 1969 UCLA production
of PartchOBelusion of the Furyecorded for Columbia Records, before she matriculated
at Julliard, where she became the first woman awarded a doctorate in condiMiaimg.
decades later, she conducted the world premiere staged production of Eric SalzmanOs
only operaBig Jim and the Smallime Investorsvith the author of this paper in the role
of Jim.

Guest Teaching and Other Activities

Salzman never stopped writing record reviewsStareo Reviewntil it folded in
1998.1n the late 1970s he was hired by Schirmer music publishing to gieate
arrangements fdenglishlanguage visions ofstandard repertoire, such as thenous

translations of Ruth and Thomas Mart8thirmer proceeded to have many new

" Salzman, who was by thisne very familiar with my singing, asked me if | would take
on the role for this production.
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translations preparednd had finally gotten around to more diverse and challenging
repertoire such as Debussj@iZas et MZlisand&hey needeeéditions to go with with
the new translati®) and paid Salzman to create sorifet just before the editiewere
to be published, the advent of opera supertitles made E#gfighage performance by
American opera companies obsolete and ex¢tgmarebespecially for works such as
PellZas
In 1984, Joan Peyser stepped down as editor of Musical Quarterly, which was
founded and publishday Schirmeuntil 1989.Salzmanwhose articleWhither
American Music Theatavas published by MQ in 1979as asked to takaver as editor,
and he agreed, more fbinancial reasons than any othide served as editor through the
journalOs transition to Oxford University Press in 1989, continuiigy the role until
1991.Salzman rarely contributed to the journal, but his artidklether American Music
Theaterwas repintedin 1991 for an issuteaturingOHighlights from the First 75 Years,O
and is a wonderful explanation of his ideas of New Music Thdatédy.he gives a
historical overview of various strains of sung music theater, discusses the OptateauO
which he felt the clescal music worldhad arrived in the late 19704de states that,
A subsidized, noncommercial institution (on thedel of the Public Theater o
the various regional theaters) devoteanusic theater, new and old, is the
necessary structural solutiofhere is a public, a repertory, and a tremendous
potential for such ¢heater but, given the state of funding in this couhtghly
glnséitgtzionalzed,pigeonholed and conservativéhe project will be a difficult

This article first appeared just two years before plans began for the American

Music Theater Festival, thus it is not only prophetic but leads one to the conclusion that

2 Eric Salzman, Whither American Music Theer?,(rhe Musical Quarterly5/4
(1991): 23547.
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his ouster from AMTFnust have been a significansdpointment.The festival had
provided Salzman with a major platform to advance his deeply held convictions and
passion for New Music Theater in all its forrhke never tired of discussing or writing on
the topic.
In 1986, when Oliver Knussepulled out of a semestkmg role as guest
professor at Yale University, Salzman agreed to fill the position optesonditions:
that all classes occur on two consecutive days, so that he only had to stay one night per
week in New Haven; and that he be allowed to teach a course on Music Thieater.
music department administration thought there would be no interest, but Salzman insisted
on offering the course anyway, not caring if only two students signdtitumed out,
that around a dozen music students signed up, and brought schoolmattéefYahe
Theater Schookith whomthey were working on opeand music theater projects
Among his students that semestarefuture Pulitzer Prizavinner (and former
Manhattan School of Music facultyulia Wolfe and Robert Elhai, a composer and
Tony-nominated arranger and orchestratiihai, reached by email, said:
It was a great clasbwas so lucky to be at Yale when he taughdite of the best
things about it was all the smlled OalternativeO music theater that he exposed us
to (includinghis own work). His ideas about bridging the worlds of opera and
music theater were very much in alignment with mingact, much of my career
is due to Eric recommending me to work with Elliot Goldenthal!
That year (1986) Salzman had produced Gold#dthand Julie TaymorOs
Transposed Headst the American Music Theater FestivAlmong many projects, Elhai

worked as an orchestrator on GoldenthalOs score to tiitilm directed by Taymor,

which won the Academy Award for Best Original Score in 2@Rai continues to

3 Robert Elhai"Re: Statement request: Eric Salzman Dissertatatiteceived by Scott
Joiner (28 February 201%mail Statement
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compose music theater works produoationally,regionally,and internationally.Other
Salzman courses included a music theater seminar at New York UniversityOs Tisch of the
Arts (where his students included future Tony Awatdner Victoria Clark) a residency

at CanadaOs Banff Centre for the Arts, and a variety of lect@ensarvatoire

Nationale, Lyon, France; Un ThZ%.tre pour la musique, Vincennes and Quimper, France;
ASCAP, New York, NY; Netherlands Theatre Institute, Amsterddaison des

Ecrivains, Paris.

Salzman mostly lived projetb-project with his writing as the most consistent
income.Hetook on variousodd ventureshat came up, such as directing a major musical
benefit concert at the Sheitt Theater to raise money fdliethamVeteransBilled as:

Joseph Papp and Absolut Vodka Present OAbsolutlyitsi@s a statudded event
featuring thevietham Veterans Ensemble Theatre Companynamsical guest®ave
Brubeck,Dizzie Gillespie Philip Glass {ith a new musical $eng of Allen Ginsber@s
OWichita Vortex)featuring the poet himself readingheGregg Smith Singers, Tania
Le-r and Van Dyke Park®laywright David Rabe was involved, with readings by
Christopher Walken, Danny Alel Ron Silver, John Savage aKdvin SpaceyPhotos

of the event alsshowMatthew Broderick and Jennifer Grey, without listing their
contributions Dave Brubeck wrota choral setting ba poem by Robert Penn WarrenOs
OTruth@remiered by the Gregg Smith Singg@ueens College Choind a brass
ensemblé. Salzman held onto all of his notes, with cues, stage plotfretm the event,

and a poster ad that ran in New York |edttions with his name feated prominently,

* OMusic Benefit For Troupe Of VeterariBt@ New York Time¢5 Feb 1988)
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but he never spoke of the evehlhe author unearthed these matisrin one of many

closests packed with scores and papers in the composerOs home of over six decades.
In Long Island, where the Salznsaspent their summg Eric Salzman was

widely known as arecologist.Carl Safinaa prominent conservatimmt, andEileen

Sdwinn, vice president of the Eastern Long Island AuoBociety, werenterviewed

by Cailin Riley for Salzman@®uthampton Pressbituary.

OEric Salzman was like a great mountain range with numerous huge peaks,
all daunting to scale,O said vebrenowned naturalist Carl Safina. OHe had
summitted them all.O )

Mr Safina spoke of Mr. SalzmanOs mastehottf musical composition
and birding, and his extensive knowledge of the natural world, likening him to a
Omythic giant.O

OBut unlike many mythigiants, he was genuinely warm and delightful in
sharing, O Mr. Safina continued. OHis knowledge and abilities impressed, but his
warmth and generosity of spiritaa what | think of most when | think of Eric.O

E [Eileen] Schwinn called Mr. Salzman a mensnd said his talents in
the field of birding were exceptional. OHe could ID birds by one or two call notes,
which is pretty remarkable.O
Salzman was, for several years, book review editor for the American Birding

AssociationOs neletter and magazinend served on the board of the South Fork Natural
History Museum. He led bird walks for the museum, as well as for the Brooklyn Bird
Club, the Eastern Long Island Audubon Society, and the Linrfaeaiety.

Environmental advocacy was an endeavor that hedhvaith his wife, LornaShe was

hired as theagional representative &fiends of the Earthy David Browerand she held
various positions witiAmerican Birds magazine, Food & Water Iremd theNYC Dept.

of Environmental Protectioishe was also a pminent member of thBY Green Party
which she founded with Kirkpatrick Sale

Any visitor to the SalzmanOs Long Island Home in Quogue, would be taken on

nature excursions around the natural habitats of the@rmasuch vistor waslichael
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Chananadocumentary filmmaker an@rofessor of Film & Video @nglandOs
Roehampton Universityvho made a film for the BB®OThe Politics of MusicO (1982)
featuring behinghe-scenes footage of Salzman and BouatezondonOs Roundhouse for
the English premieref Foxes and Hedghog8 yearlater, he was in the United States
and wagnvited to the Salzman hom@/hile the stories that Eric Salzman frequently told
about the houseOs manytuis (Pierre Boulez and Luciano Berio among them) are too
numerous for tle document, Changrublished a recollectiotinat reflects not only the
OnaturalistO Salzmamit also thavarmth and good humor for which Salzman was
known among his friends and colleagues:

| got off the train from New York at one of those American statihat
isnOt a station but just a rural stop without a platform. | was expecting to find him
waiting for me but there was only a solitary car with a strange object sitting on the
front passenger seat, with roughly the size and appearance, at firsbfsaght,
human brain. As | stood looking at it, a voice came from behind me. OThatOs our
dinnerQ. There, holding another one, was Eric. It turned out that John Cage wasnOt
the only mycophagist composer on the East Coast, for that is whatfitavas
beautiful Brge pink mushroom. And very delicious too.

One day we went on a trip to visit his colsiOur first stop on arriving
was a large pond near the entrance full of frogs in season, where Eric drew up the
car, turned off the engine, opened the windows, andawvand Btened to the
wonderful mesmering noise of their mass croaking.

There was also an evening with friends when we all got very stoned and
played cultural quiz games, and Eric congratulated me on my knowledge of
American culture, and | said it wagerfectly normal for a Britisher of my
generation. Then, putting a disk on thdihEric introduced me to an example of
Americana | didnOt know: the hilarious psychedelic Goon $ikewart of
Firesign Theatré.

®> Michael Chanan, ORemembering Eric Salzm@utiey DebaterAccessed 23 October,
2019. www.putneydebater.commemberingeric-salzman/
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The Center for Contemporary Opera

SalzmanOs last officialstitutionalrole was with the Center for Contemporary
Operain New York City, for which he served on the Artistic Committee from 2000 until
2008 (with Hadassah Markson, Michael Dellaira, and founder Richard Marshsll)
Artistic Director from 2008 until 2012, and as CompeiseResidence from 2012 until
his deathn 2017 He had met Marshall during a peSMTF period when he was trying
to start a similar gganization dedicated to New MasTheater in New York City.

Marshall suggsted instead that Salzman join CCO, which to Salzman was a sort of
compromise, sincemuch ofthe work they were producing was contemporaryajethe
grand opera traditiortpnal, lyrical operasvith lush orchestrations arxhsed on

historical themesswch asRobert War@s PucciresqueAbelard and Heloisand

Dominick ArgentoO8hristopher SlyNonethelessynder MarshallOs leadership
SalzmanGexperimentamonodramal_a priere du loup (originally commissioneénd
performed in 199Dy Un ThZ%oetre pour la MusiquBdene National de Quimpgthe

regional outpost of the French National Theater) was given a CCO performance in a new
English translation at the 2003 Festival of therpeons, starring Rinde Ecke@CO
published a magazine called New Music Connoisseur, but SalzmanOs hope that CCO
would produce more smadicale innovative New Music Theater, even in workshop form,
was unsuccessful until Marshall stepped down.

When Richard Marshall retiredamesSchaffer was recruite@oy Michael
Dellaira)from his position as Direct@f Long Leaf Opera in Raleighhaeffer haehot
only been daithful reader ofStereo Revievirom his high school daybuthad used

SalzmanOBwventieth Century Musia hiscollege msic studies Their first in-person
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encounter occurreidd New York Cityin 2007whenSchaeffer met with th€enter for
Contemporary Ogra boardf directorsOne of his earlynoves as$seneral Director, was

to name Salzman Artistic DirectdHis roles,which were to have included repertoire
selection, casting and artistic supervision, were significantly hamstrung by major funding
difficulties. Shaeffer was limited in what he could produce, to pieces for which e cou
acquire fundingThe resultwas thatSchaeffer himself ended up fulfilling many of the
duties that would normally have fallen to the Artistic DirectBecause of this, Salzman
agreed in 2012 to change his title to CompasdResidence.

Three of SalzmanOs works thatl European premies, TheLast Words of Dutch
Schultz(199597), La priere du loup(1997), andCassandrg2001), all had their
American premieres through CCO in 2007, 2003 and 2016, respecBigllim & the
SmaltTime Investordiad two CCO workshod3at the Flea Theat®012, andat the
Faison Firehouse Theater2015(produced by the authander the auspices of CEO
CCO also produced a Salzman theatrical creation cattedrd/Discord which was an
evening length assemblage oflea works: Accordfor Bill Schimme| SalzmanOs Brecht
Songs from a Calian thetical production of Bedlt BrechtOfhe Good Woman of
Szechuanand tango arrangements. CCO téalcord/Discordon a tour of Latvia, where
the showOs Latviagkmerican soprano was wethown. The 2016 performance of
Cassandrga monodrama written specifically foontemporary music specialist Kristin
Nordeval thatwill bediscusgedin the next sectionyas titledCCO Presents: Eric
Salzman & Friendsand also featured a large selection of ®azOs art songs sung by

the authoi(a tenor) and soprandessica Fishenfeld.

® The authdB interview with Jim Schaeffer (16 October, 2018). Recorded.
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One important way that the Center for Contemporary Opera and the American
Music Theater Festival differ is that CCO invested in the development of new works,
rather than justgrformanceln fact, Schaeffer started the development series largely
because it was less expensive to produce than fully staged dgeyagh he was never
able to fully engage in the responsibilities of Artistic Director, Salzman was able to use
his rolewith CCO to continue to advocate f@nd support composers)Mew Music
TheaterHe was an important and active participant in CCO activitiedhgeduse his
role as Atrtistic Director never fully materialized, it is egpeciallyrelevant to list the
important works that were premiered and developed during his yeardiafiaff.
Richard Marshalself-published a bookalledCenter for Contemporary Opera: Thirty
Years and Counting mix of anecdotal reminiscence, some history and MarshallOs own
phobgraphy, but a scholarly study @mplete, weklreferenced list of developed works)
of CCO has yet to be undertaken.

Later Works

After SalzmanOs relationships with Michael Sahl anétherican Music Theater
Festival ended, he arrived at@mpositional phase that was markedly different from
earlier periodsBeginning in the midl990s, Salzman created some of his finest and most
personal work®works that had divested therhses of the need to be aggressively
radicalor evensociallyrelevant. These works achieved little of theoadattentionof his
earlier works and ironicallthey met with more consistent praise, from both critics and
audiences.This was partly because the music world, and the world in general, had
changed quite substaaity. Many of the exuberartrtistic Omovementsg the century

had lost steam, groups had disbandeu it was novieveryone for themselv@®an
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apotheosis of post moderniddin acommercialworld where the classical arts were
strugglingto maintain doothold Thisseems to have bedberating if bittersweet, for
an artist like Salzmawho had spent decadeging to OproveO the merits and validty of
electicism, nonconformityandindividual artisticfreedom Now that he no longer had
anything toprove, hs work was able to relax intbe freedom that hiead earned, fought
for, and no longer had to defen@he works became noticeably more poetic, and while
they still contained a broad palette of musical styles, they achieved a more organic
synthess. Noticeably, they no longer referenced Rock a@polk music or used tape
effects, but intermingled the fre®aality of the younger Salzman with jazz, tango,
spoken wordand extended vocal techniques, not for their own sake but applied to
coherent drante text.

Other tharvariations on a Sacred Harp Tun&hich was commissioned by Igor
Kipnis in 1982, SalzmanOs compositional output between 1979 and 1997, according to his
self-prepared works lists, included ordyninor tape piece based on birdsongtiw
optional piano in which the piano imitates bird calls), a piece of conducted group
improvisation for unspecified ensemble (vocalists and/or instrumentalists) and a mixed
media piece for the National Opera InggtDf all of this material, only thkearpsichord
score and the optional piano padrh the tape piece are extant. Besides/dugations
Salzman himself did not consider these important works, nor were they ever mentioned i
interviews or conversatiofhis dearth of output was partly thesudt of SalzmanOs
busyness with AMFTMusical Quarterly Stereo Reviewand other activitiesret it
seems also to be a fact that after a busy period of composition between 1968 and 1982,

the end of Quog and tle®llaboration with Michael Sahl, Salzman Hast momentum
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To say nothing about SalzmanOs possible emotional reaction to such enormous changes,
the fact of ecuring funding for theatrical productions was a major commitnaert
producing in New York City was increasingly expensive.

It was fortuitaus when,m 1995, writer/directo¥aleria Vasilevskapproached
Salzman with a proje¢hatshe had already begumased on the imberent ramblingof
Dutch Schultzon his deathbedvhichwerewritten downby a police stenographer after
Schultz (bormArthur Flegenheimer) had been gunned danvh935 Vasilevski had
funding for the piece andadbegunto work with another composer which did not move
forwardfor unspecified reasong/hen Vasilevski brought the idea to Salzman, he found
it immensely appédmg and with VasilevskiOs funding, a performance seemed assured.
Through Vasilevski and Kirk Nurock (whom Salzman had known since at least 1973,
when Lukas Foss and the Brooklyn Baiimonia presented the giour OFestival of
Modern CombosO that includ@diog and NurockOs ONatural Sound WorkshopO)
Salzman was put in touch withulti-disciplinary vocalist/composer Theo Bleckmann,
whose fame had not yet exploded on the New York Scene.

With a score that conmed strict modern notatiographic notatiorand
structured improvisationSalzman, Bleckmann and Vasiskv created a brilliant,
innovative and even ethereal piece for Bleckmanprano, male vocal quartet (a sort of
contemporary barbershop quartatyd chamber ensemblénder SalzmanOs superuisio
Bleckmam used extended techniques and a vast array of colors as the text required.
Bleckmam discussed the piece with the author:

Orhe score was written out pretty thoroughly as a contemporary music piece and

then there were sectioirsthe piecahatwere improvised where ldrewa

graphic scorer just described what was going on. But basically it was up to me
to make sounds that we agreed upbhne vibe, the atmosphere of the piece, the
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dynamic levels were agreed upon before, but then | improvisedvdcal
extended techniques were my choices, but the rest was written out.

There is duture and alace for this kind of musidBut itOsot a big
audience. The other thing that makes this kind of production or music very tricky
is that t stands andalls with the performerThis was writterfor meand with me
in mind. So it has specific skills and vocal thingside from myself and maybe a
few other people, who can do these vocal skills and roller skate and be athletic
wobble around on a gurneyE andnd, andThese things are very specific to me,
which makes the production and performance, to me, more exciting. 1tOs more like
a rock and roll show, whetbhat person only can do thiBut its for a small,
selective, appreciative audiendée thing thapushed me wathe complexity of
the music, within the context of singiagd dancing and skating and actimpat
was challengingThere were twelwtone rows in it, and it was a major challenge.
1tOs wild.

The thing isEric was really loving, verplayful and very Ogaméf ©
would suggest something really crazy, his face would just light up and heOd say,
Qes,letOs do it!,0 and heOd be giggling and laubfleimgas very excitable when
there was something wild and crakle had a sort of ORock anallR in himHe
did not shy away from crazy or weird or just implausible or playful. There was a
certain sense of rebellion in him within this piece that he would always enjoy.
And | enjoyed seeing him light up like that.

Vasilevski brought the piece to the attention of Dutch (coincidental) producer
Michiel van Westeringivho organized amalltour across the Netherlandsich was
directed by Vasilevskin 2001 Victoria Bondconductedaconcert version dter Cutting
Edgefestival with Bleckmanandalso led a different cagstarring German singer Dirk
Weiler)in a fully staged production as CC@Ostributionto Symphony SpaceOsHaur
Wall-to-Wall Opera Festival in 200That production was directed by American Opera
Projecs foundey Grethe Barrett Holby.

Partly by economic necessity Salzman had developed a lean chamber ensemble
sound that was a modern extensiothef aesthetiased in Kurt WeillO&ufstieg und Fall

der Stadt Mahagonnwsingkeyboardéynthesizera fewstrings and various percussion

(such as vibraphorend drums), and occasionally a sstic instrument (brass or

" The authorOs interview with Theo Bleckméh®ctober, 2018)
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accordion) On his wekite, under works and productior8alzmanOs descriptionTafe
True Last Words of Dutch Schuigzas follows:

Theinstrumentation includes a mistuned violin, tuba, keyboards, percussion and a

Foley table of acoustic sound effects of the type used in early radio and film. We

also hear the voice of the late William Burroughs, adedicribed literary outlaw,

himself olsessed with death, darkness and Dutch.

Sonically speaking.,a Priere du Loup(WolfmanOs Prayecould be an extension
of Last Words of Dutch Schulffwo of SalzmanOs other late schr@8onne &me du
SeTchouanandBig Jim & the Smaillime Investorsre variations on the aesthetithe
works aretonal, but in a unique way that often eschews functional harnitreye isa
classicathreelayeredtexture in the ensemblbass line, middle chordal texture, and solo
vocal/instrumental on top.

The chord prgressions made heavy, sometimes exclusive use of ambiguous,
unstable harmonies of three or four notesaddition todiminished sonorities in open
voicings, heusedvariouscombinations of harmonies that created-fimctionaltonal
effects such asarge six-note chordsvith tritones, thirds and fourtlsfacked in
symmetrical structure€hords might pulse in a regular rhythm (like jazz OcompingO) or
be sustainedWhile SalzmanOs works in earlier perioffsnsounded quite diversthe
use of these techniques in his later pieces give them the sound of having been written by
asingle composer with a clearoncentrategtoice. Oneadvantage of thiambiguous
harmonic languagss that it is easy to transition out of it in order to gueother styles
(jazz, babershop, tango, blues) withautuch difficulty of key centerandit is similarly
easy to transition backa fact, by making the unstable harmony the default quahiy,

more tonal momentsan becarefully insertedas in Wagnegdnusic)to enormous
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theatrical effectThese OtrueO tonal moments (often referencing another musical style)
might coincide with a joke or an emotion, but succeed in disarming the listener by dint of
relieving the instability.

Under themiddle harmonyvould be a bass line moving in regurhytim
(straight quarter notes, eights, half or whole n&tbat in always regular rhythmic
patternlike a passacaglia or a jazz walking badgrnating between stepwise motion
and angular leap&ompleting thethree part texturevould be the solo pgg)in an
angubr shape like a slowed down Obébdipe often moving in leaps andpredictable
pattens of whole steps and half ste@g. using harmonies that are not particularly
dissonant but not particularly ked in harmonic tendency and regular OwalkingO
rhythms, the music becomes a texture tredistener focuses in on the words and the
expressive colors of tone productimore than anything elsk.makes for fascinating
music theater.

Two particularexceptions to this, both in texture and harmonic structure, are the
monodramaCassandrdor Kristin Norderval and the commission from The Western
Wind, Jukebox in the Tavern of Lowgordervalknew Salzmanbut their artistic
relationshipdeveloped via The Conference on Srsakle Opera and New Music
Theatre (knowrateras NuOp), an annual meeting of directors, composers, librettists,
and performersghat took place in a different location around the world each year
Salzman was often inlxeed with the festival and in 1999 he presented three scenes from
a recent work iiAbel Gance ~ New Yorkvhich was commissioned by Pauline

Vaillancourt and Chants Libres MontrZal Though the scenes were fully staged,
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orchestrated (and beautifully reded), the project fell througNonethelesdNorderval
saw the scenes at NuOp a@alzman suggestgubssibly doing a pieceith her

Salzman had long had the idea of doing a piece on the m@thssandrgthe
Greek myth of a woman cursed with speaking true prophecies that would never be
believed) and had begun to work on the piece with his daughter Eva (by that time a
published poet and professand Valeria Vasilevski, whdirected the pieceThework
wasdeveloped in the first part of 2001, but influenced by the everg@smiember 11,
2002with political referenceaddedby Eva SalzmarPerformed at NuOp in Oslo in
2001, Vienna in 2001 and at another festival in DYsseldorf in 2e83andr@®<JS
premige did not occur until 2016t @he celOin New York, as part of CCO8sc
Salzman and Friends

The work was built around NordervalOs specific abilities, and in it she speaks,
sings,plays pianand controls sonic media (vocal processing, looping, sound effects, etc)
through Max softwar@atchesAs in other pieces, many parts of the score (for example
the piano part and melodic vocal material) were notated, but many aspects were open,
and somewhamprovisatory Norderval, herself a composer who also holds a DMA, had
significant creative inpuDteaching Salzman what the technology could do, developing
specific tehnological featurefor the pe&formance programming and executing
SalzmanOs ideas.

The contrast betwedbassandraandJukebox in the Tavern of Loged the fact
that they were both written within the same period of SalzmanOsisargéestament to
the composer@slectismand his lack of adherence to a particular sonic iderdtitg.

only clues the two works come from the same composer are a handful of solo lines that
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implement a spafic way of setting texaround consecutive minor thirds (or diminished).
The way thaBalzmarset syllables around the diminished contour harmony becames
identifiable musical signature heard clearlylimeLast Words of Dutch Scha)

Cassandra, Jukebox in the Tavern of LaadBig Jim & the SmallTime Investors
Jukeboxhowever, sounds very unlike anything else in the Salzman oeuvre. Some of the
reasm for this has to two with the specifics of how the commission came about.

Bill Zukoff, the countertenor who had performed’hre Nude Paper Sermoand
was a fouding member of Quog, had also been a founding member of The Western
Wind Vocal Ensemble witbaritoneElliot Levinein 1969.More than thirtyyears later
Zukoff and Levine botlended up in theocal ensemble for the concert performance of
The Last Words of Dutch Skaiét Victoria BondOs Cutting Edge Concerts at Greenwich
House in 2001Based orthe vocal ensemble writing in that piedéestern Windlecided
to commissiora work from Salzmarnlhey wanted a modern piece to accompany
material from their standard repertoi@ne such piece wasdriano Banchieri®arca di
Venetia per Padova Renaissnce madrigal comedy, which had been their repertoire
since 1983when they performed it with William Bolcom8stires for Madrigal Groul
which appealed to Salzman.

A condition of the commission was that in addition to singing in the ensemble,
eachmember of Western Wind would have a sthiat featured their abilitieFhis
worked well with the Renaissance idea of a group of indivisieaies (as in the
Decameroror Canterbury Tales Salzman came wpith a similar constructenlisting
once again th help of Valeria Vasilevskivho decided that she wanteddiaw on

materials from the performersO real lives and a final plot was devigeoLg\of people
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Pa Catholic nun, an Orthoddrabbi,a ConEd Utility worker, an Irish poet, and a
Broadway dancetake shelter from a rainstorm in a bar during akwat The bar is run
by an ItaliarAmerican bartender and the six characters trade starasintercultural
exchangeallowing for Salzman to write in a number of techniques and daddsa
capellagexcept for a section during whicme of the singers plays guitarhe piece was
a success for the Western Wind, who performed it in 2007 at the Flea Theater, in 2008 in
Bargemusic and on a recording iD0® with Meredith Monkasket Rond¢dso a
Western Wind commissionJhe album, which was not released until 2014, was featured
in Gramophone MagazineOs OBest of 2014,0 was a WQXR Q2 Album of the Week and
was reviewed in Opera Newshich noted Salzman@wedth of choral techniques
everythingfrom plainchant and the musical style of Gesualdo through complex, canonic
and fugal writing, through the squishy harmonies of early 1960s pop choral@asit
called the work ®very pleasant, diverting work and a virtuosic tour de force for the
singers®y

SalzmanOs final worRjg Jim & the Smalllime Investorshas a long history,
though it was not completedtil SalzmanOs late seventiesvdsfurtherrevised and
expanded when he was eigtttyo and on biweekly dialysis for kidney failurdt holds a
unique place in all of his oeuvre as the only piece intended as an @peraa chamber
opera leaning toward new music theatere performed by opera singdtdegan as an
ideain the late 1970s or early 1980s when Salzman read a nevs abmut a comman
in Los AngelesSalzman applied for a ONew American Works Producers Grant from the

National Endowment for the Arts in 1985 and was awarded $4,500 (over $10,000 in

8 Arlo McKinnon, MONK: Basket RondpSALZMAN: Jukebox in the Tavern of Love
OOpera News79/8 (February 2015).
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2019).He told his wifeOs cousin Edgar ONedO Jackson about his ideaisartheater
work about such a person, and some time later Jackson sent him a massigé piece
theatrical work. The story of what occurred next is best told in the required grant report
that was submitted in 1988 after Salzman filed for an extension:

Working with a sketch or outline by Eric Salzman (see enclosed material),
Ned Jackon completed an extensive podteatment of the theme. This treatment
Drefared to as the Draft Libretto in the accompanying maténaas, however
far too long and elabate for musical setting; it needed substantial tightening,
reorganization and rewriting for it to be workable in lyric or mnuibgater terms
(musical setting of the words as well as laagge musicalransatic form).

Salzman began this work of revision aatithe same time, musical sketching and
setting. This work proved more difficult than was initially anticipated. SalzmanOs
revisions became the subject of a difficult and extended process of dispute and
negotiation about the treatment of text which ewalty brought the development

of the project to a stastlll. An extension of the grameriod was authorized.

The authors agreed on a reorganization of the first actE Salzman
produced new draft outlines of the act, reworking the material into the &drms
musical solos, ensembles and other numbeXx&Eauthor of an artistic and poetic
turn of mind likes to see his work rewritten by another but raths&ater is a
collaborative process and sometimes such rewriting is inevitdblertheless
this work proceded slowly with the main difficulties being due to continuing
disagreementsBElackson felt that his style and approach in the original text was
misunderstood and that SalzmanOs drastic rewrites completely altered the
fundamental qualities of the originalBn attempt was made to produce
OcompromiseO texts through joint writing sessions but this did not prove to be
feasible. Eventually, with the authors working separately, two quite different but
parallel pieces began to develop and, witteot way of resolwmg these
difficulties and contadictions, the work again grounal a haltit was, however,
never formally left in the limbo to which, until recently, it was consigned by
default. All of this history is documented in the enclosed typescripts and
manuscrips.

The early phases in the development of this work have therefore come to a
close and a decision will have to be méxde abandon the project or to move
ahead in another wayhe passage of time has softened sontbeftlifferences
and both auths hawe agreed to rescue the collaboration in a new f8ath feel
that, even in its present state, there is merit in the work and it is worthwhile to go
ahead; it is hoped and anticipated that this new phase will produce a working
libretto and score’0

9 Eric Salzman. NEA Grant Letter. 1 December 1999Quog Music Theater Salzman
Archives, Brooklyn, NY Typescript.
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Thatis where the story ended until a coincidental turn of events brought
Salzma®sinfinished version of the libretto out of the drawer over twenty years later.
Under Jim SchaefferOs leadership, the Center for Contemporary Opera began a series
called OPrimalparole,O in which librettos aread by professional actors in front of an
audence to find out how they stamgh astheatrical works without musiéccording to
Schaeffer and $aman, a major libretto that had been scheduled for a reésling
through,and Salzman said, OlOve got a libreBot®e still had to cut it down to
manageable proportions before the readBuhaeffer called the event and libretto OA
great success,O and Salzman recalled the audience OroaringO in their seats.

After the succesof the event, Schaeffer suggested that CCO perform the opera in
their atelier series, to which Salzman repli@@reat! All | have to do is write the music,
now!OBut now he had motation to move forwardA successful workshop of the opera
was presenteldy CCO with pian@t The Flea theatem 2012, with plans for a full
production at a later dat€he author met Salzman in 2013 and began working as an
assstant on archival project€CO, overwhelmed with financial and scheduling
obligations at the timsuggested that another expanded workshop with chamber
orchestration would be possible in 2014 all of the details of production were handled
privately. Thus the author of this paper supervised the production of a workshop starring
Vale Rideout, directed by Andrew Eggert and conductellétyopolitan Opera
conducto Steven Crawford at HarlemOs Faison Firehouse Th&dben CCOOs
financial woes put this arkshop in danger of falling through, the chamber orchestration

was reduced to accordion, piano and electroiigain, the piece was a success, but its

19 OBig Jim & the Smallime Investors at the Faison Firehouse Theakéa®@m World
Magazine(8 March 2014).
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future remained unsure since not enough funding could be secured for a full production.
At the authorGsuggestion, Salzman agreed to add two new scenes to better feature the
female leads, with the plan cdising money foa studio recording of the work (an open
offer from Labor RecordsO Heiner Stadler would allow for bligtdn through Naxds

In 2016 shortly after the US premiere GhssandraVictoria Bond was again
looking for a new work to do in concert form on her Cutting Edge Concert series at
Symphony Spacm 2017 WhenBig Jim & the Smalllime Investorsvas suggested, it
quickly became apparetitat a staged production withe newscenes and chamber
orchestravas called fo, if it could be financedlhe piece was bumped to the following
season and a smaltale production was planned in which the composer asked the author
himself to sing the title role araersedhe productionThe new scenes were finished
and orchestrated and a-pooducer, GrameycOpera, was brought on board to help see
the poduction throughWhile funding remained thiggest obstaclét was agreed that a
concert version with the chamber orchestration wbeldffered as aontingencyplan.

It was in the height of productigrlanning thaBSalzman died of cardiac arrest
associated with dialysis in his Brooklyn home on November 12, 20Epite of his
advanced age, the event came without wardmgn ironic twist of fate, the outpouring
of financial support that resultecfn hisdeath (publicized by Norman LebrechtOs
Slipped Disa@and in a featuredew York Timesbituary), made the full production Bfg
Jim & The Smaillime Investorpossible five months lateOpera Newsvould callBig
JimQruly a fine piee of postmodern creative work,0 and the libretto (credited solely to

Jackson by the producers in an act of artistic diplomaegwidely praised.
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The best description of the opera comes from the program notes created by the
author and Victoria Bond:

Big Jim & The Smaitime Investorss a MusieTheater Opera about a con
man who persuades investors to put money into an interactive virtual reality
scheme that induces people to believe they are living out their dreams and
fantasiesBig Jim King is aCalifornia con artist who has disappeared with the
money that the Smatime Investors have entrusted to him for the creation of his
interactive OrealityO fantasy. But the promise that people will be able to live out
their dreams and fantasies in cybergpgcan empty one and after the huge initial
excitement, the scheme falls to pieces. The investors break into JimOs palatial
home to find him and demand their money back but nothing is left except a video
explaining why he had to do what he did.

His riseto fame and power as a kind of dot com televangelist are shown in
a series of flashbacks in which the electronic media that he exploits are also
employed to tell his story: his rise from obscurity, his ability to make people
believe that they can realizeeir fantasies, his spectacular marriage to a beauty
gueen, his dabbling in politics, his downfall and disappearance and, yes,
reappearance in yet another transformation.

Until the very last moment, Big Jim himself appears only on screen or as a
live hologram but all the other characters are live. Instead of a conventional opera
house or theater, the production is envisaged as taking place in Big JimOs now
empty mansion and the audience itself mingles with the performers. We are all
smalttime investors #ring to understand who Big Jim was, what he did and how
we were taken in.

Salzman, always embracing the new, often spoke with excitement about the
possibility of doing a production where Jim King appears intread holographic
projection on stagBthough the technology is not yet readjne very question of
technology and how music theater interacts with the technological world was a
preoccupation of Salzmam fact, the opera has much in it that reflects SalzmanOs own
personal experienceSor exampd, after the death of Big JimOs mother, he has the idea of
opening a virtual reality club in which investors can act out their virtual fantasies under
strobe lightsWhen the club opens, the wild liberation results in a Dionysian riot where
the investors trn the club to the ground under a thumpingne@rded electronic disco

track complete witiNude Paper Sermestyle sonic graffitiOne is immediately
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reminded of the Electric Circus, that temple of ecstatic freeddrare someone set off a
bomb in 1971injuring seventeen people and hastening its clodoeloubt with the
fiery lighting scheme intaded for the scene, Salzman would not have missed a
connection with WagnerOs immolation of Valhalla at the e@dtérdSmmerung

The music largely followshe thredayered model described earlier pertaining to
The Last Words of Dutch SchusizdWolfmanOs Prayehough the aural landscape is
more replete and the vocal writing much more intensely dranfditepiece is scored for
string quartet, accordion, keyboard/synthesizer, percussion and electiohits.
Hohmann writing forSchmoperaglescribed the music succincthBi@ Jim travels in the
avantgarde with atonal music that is comfortably braced wighiaal rhythms including
jazz, tango, and more than a touch of lounge. The composition makes the udtinffar
arioso and choral cacophony sound natural, indeed inevifHtitarry Rolnick ofThe
Classical Music Networllescribed the intense vocal effect

Jim has a tough job competing with the raucous protestors (some with
baseball bats!) but he works into his part with a tenor which can build into a
shriek, exhortation and a fairly sympathetic duet with MotherE
Then we have JimOs friend, manager (and as we learn, in the final line),

one of his victimsStan,more the actor and reciter (and a fredugibstitute for

Greek chorus)E[Kim], the winner of the beauty contest for the hand Big Jim

himself, and a fivaninute camedrom the Big Time Church Pastor, who gives

marriage sings the marriage vows [to Jim and Kim] with leers, prurient siBging

the the typical American ceman who hides his culpability with a robe and a

church and greasy smile.

Yet the whole casleserves plaudits here, for this was a work which never
lost its sting. True, the sting was never fatal: Mr. Salzman was more Mark Twain

1 John Hohmanr(Big Jim and the Smdlime Investors: A Story Often ToldO
SchmopergApril 13, 2018)https://www.schmopera.com/bjgm-andthe-smalltime-
investorsa-story-oftentold/. Accessed 20 October, 2019
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than Ambrose Bierce or H.L. Menken. Instead he presented a contemporary

rake/rouZ, with music just clever enough tdHi very clever scenarid.

The storyof the comman, the willingly deludegublic andthe questionthat
encircle these motifgrethe stuffof every ageAt the end oBig Jim the maircharacter
appears in persodegstitute and introduces himself to higfe as someone new, also
namedOJim,O only to be takerbiynherDthusrecommencing the cycl@mOs
managew@ssistant Staran enabler in the tradition of Da PonteOs Leporeditshes from
a distance andiondersf Kim realizes itOs the same Jim who deserted her and crushed
the dreas of the Smalllime Investors.Already aseptuagenariawhen he reworked the
libretto for Big Jim Salzman had seen many fads and technologies come and go. So, too,
had he lived through mamgusical movements and knew most of th@otagonsts

personally.

Epilogue:
The New Music Theater: Seeing the Voice, Hearing the Body

Salzman often grappled withconcise, coherent answer to the questiomhait,
exactly, New Music Theater.iBecaise anymeaningful conversation aboutwbuld be
largely dependent on the depth of knowledge of the interlocutor, and because the breadth
of SalzmanOs knowledge was almost certain to be the greater, a necessary step in

advocating for the concept of New Music Theater was to level the playing field by

2 Harry Rolnick, ORakeOs Progress: The 2018 Edifiba,Olassical Music Netwo(®
April, 2018).ConcertoNet.com.
https://www.concertonet.com/scripts/review.php?ID_review=13036
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compiling andsharing his knowledgd.he book he created with Austrian
writer/director/composer Thomas DeBhe New Music Theater: Seeing the Voice,
Hearing the Bodyis a history of the concept of New Music Theater and also an
encyclopedia of its major eators and their works.

In the book he describes the evolution of the term Omusic thast®dinage
taken from the GermanMusiktheatejO to the English application reflecting Osmall
scale sung theater in the Brecht or Brech/Weill tradition, Cstaptidopriation for
Oalmost any kind of serious riuas theater.@o Salzman, however, New Music Theater
excluded traditional opera, operetta and Broadway musidalsbestdefinition he gives
of New Music Theatein book with Desi, is

...The wide anckvolving territory that lies between opera and the nalididusic

theater is theater that is musidven (i.e. decisively linked to musical timing and

organization where, at the very least, music language, vocalizasiod physical
movement exist, intact, or stand side by side in some kind of equality but
performed by different performers and in a different social ambiance than works
normally categorized as operas (performed by opera singers in opera houses) or
musicals (performed by theater singer®iegitimateO theaters).

Now that this definition is over ten years old, it seems likely that Salzman would
be fascinated by many of the changes taking place in both the musical and th®opera.
Site Opera makes it their mission to bring opera td&eift social ambiances,O as do
Opera @ Tap and Heartbeat Opeka&lorks like Laura KaniskyOs Zinute operais

One a smaklscale work performed with no intermission featuring two singers

representing one transgender charatias had twenty productiosgce it was written in

13 Eric Salzmanand Thomas Desihe New Music Theater: Seg the Voice, Hearing
the Body(Oxford: Oxford University Press2008: 5.
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2014, making it the most performed new opera in North Ame@ittzer crosgyenre
works are springing up with surprising regularity outside the traditional opera house.

One of Salzman@wstcompellingessays ogontemporary musiciew music
theater andata lage extent his own careavas published in the Yale School of
DramaO$heaterin 2009. Salzman waa his mosteflective, having only recently
publishedthe majomew music theater retrospectiadwas now in what would be the
last decade of his lifeEntitled, Speaking in Tongues, or Why Should Eclectic Be a Bad
Word? the essagncompasse$ie main themes to which he dedicated his musical life,
considers hi®wn contributions to the field andefends his ecleciiem as aleliberate
creda Here,Salzman is agaiavokingthose questions from our IntroductiomH@nce
music® andivhither music? He returns to the analogy of foxes and hedgehogs, arguing
that it isthe distance of time thatakescomposerseem more stylistically consistent
than they were erceived in their own eras. Hesserts thadandel, Gluck, Mozart,
Wagner, Puccini, Stravinsky, and Gershwin, wat€riticized in one way or another
for their refusal to adhere to a singl@nne®and heexpresses hope for a mubiced
musicalfuture*

It is essential to his way of thinking thaalzmarspeaks of the futerof music in
terms of voiceAs | noted in the introduction, OThe Voice® its singular position ahe
origin of all music, had been the subject of thorough examination in SalzmanOs$rbook
the2009essay(Appendix 1)he borrowsa somewhat differerdonceptvoice adaption

as a social phenomen&irom an essapy Zadie SmithPublished inTheNew York

14 Eric Salzman, OSpeaking in Tongues, or Why Should Eclectic Be a Bad Word?.0
Theater39/3 Ed., Tom Sellar, Yale School of Drama/Duke UniveBigss (November
2009): B9
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Review of BookSmithOs essapnsiders thelangerousocialimplicationsof voice
adaptatiorin culture citing literaturefrom the Shakespeags oeuvre ShawOBygmalion
the poetry of Frank OOHaamd focusing finally olBarakObamaOs racially significant
presidential campaigrSheholds upShakespeare@smmitment taOspeaking
simultaneous trutl@as a fundamental human congesgten as a potentiasset in our
poets andisa critical defect in our leaderdn his own essay Salzmappropriate®and
uses as a defenBsSmithOs examination of the ways in wtilehisocial concepts of
identity, clarity, competencand authenticityreconfusingly mingled witlihoseof
singularity,duplicity andequivocation

To speak in multiple voices means to risk being accused of inauthenticity and
self-corsciousness (the latter accusation was hurled at Salzman more than once). It
requires egal parts audacity and humiligs well as a finejuned earall attributes
Salzman possessedlet in the fraying musical order of the middle of the twehtie
century, authenticity was a cruciailprimatur, necessary in maintaining a following.
Salzman was willing to forgo the comforts of this kind of identity in order to preses
agency and to nurture a scholarly detachmee suited his owrabounding curiosity
Says Smith(ro live variously cannot simply be a gift, endowed by an accident of birth;
it has to be a continual effort, continually renew@he follows thisn hernext
paragraph with the stateme@fexibility is a choice, always open to all of @& Not

only did it suit SalzmanOs personality to livéowsly, but his actiondemonstrate clear

15 Zadie Smith, OSpeaking in Tongueéety York Review of Book§/3Published by
Rea S. Hederman (26 February 2009). Accessed 19 December 20109.
https://www.nybooks.comrtcles/2®9/02/26/speakingn-tongues2/
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conviction that if hisroicewas loud enougltlever enough ansustained long enough, it
might accumulate enough energy to bend the world to his vision.

As an artist Salzman belonged enthusiastically to his tifGessidering
SalzmanGmsareer accomplishments and his connection to the musicalsguingf the
century, it is sobering to reaé how fragilehistoryand memorycan be.Despite the
more than 800 results from a search of OEric Salzman mu3ibéNew York Times
archive betwee957 and 2019, that newspaperOs staff needed to be renfinded
SalzmanOs career accomplishments before they were sufficamtigicel that he
merited an editorial obituary. Once they looked into his life, a rather impressive 1300
word obituary was forthcomind.he great classical music surge of the 1950s and 60s
passed; the electricity of the New York avant garde music scene passed; the boom
associated with the age of the music album (LP, cassette, CD) passed; and awareness of
SalzmanOs integral participatiorifiese movements was alreadynimg inthe late
deades of his life.Yet it was the centuryOs enormous technological advancements
themselves that made the quixotic vision of changing the world througb believable
to artists of thoséimes. Young composersirged on by Babbit, Boulez, Cage,
Stockhasgen and the like, motivated kbye vasieconomic potential of records, television
and film, wrote and acted as though the quality of the future of life in America rested in
the outcomes of the artistic battles they were fighting.

Salzman was differeritom someof his colleagues his sanguine enthusiasm for
each newdevelopmenand technologyust as he spokexeitedly, frankly and without
bitterness or undue nostalghout the past. As a historian, Salzman could step back and

be objective, while thers may have been more wistflth an elegiac portrait of her
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mother forThe Gettysburg Reviewalled OMy Multimedia Mother; Recollections from a
CounterCultural Childhood,@lexis Lathemdiscusses her motherOs work in the 1980s.

However, by thisitne, the magical alchemy of the late 1960s, which gave
birth to the psychedic light show, electronic chessboars, stereopticons, TV bras,
and underwater concerts, had lost its power. The same critic who had reviewed
the Electric Ear concerts so generously forNleev York TimedDonalHenahan
and who wrote OMultlediaOs Mothesf Them All,O would write:

OSudehly it all rushes back, the dizziness of the 60sE. Oh, my, yes. It was
the time of composing with brainwave feedback, fibptic systems, strobe
lights, DayGlo, 16 channel tape, shuffling feet, toy pianos, anetwgputers,

the earthOs magnetic field, astrological chartsE All that happened of course,
long ago in a far country to which we would never want to return.O

My multimedia mother who a decaded a half or so later, when the
midsummerOs night dream had edssas no longer needed, nor,éesned, even
relevant.OMore and more,O John Cage saisnpty Words
Oa concern with personal feelings of individuals, even the enlightenment of
individuals, will be seen in the larger context of society. We know bow t
suffer or control our emotions. If not, advice is available. There is a cure for
tragedy. The path to sdthowledge has been mapped out by psychiatry, by
oriental philosophy, mythology, occult thought, anthroposophy, and astrology.
We know all we neetb know about Oedipus, Prometheus, and Hamlet. What
we are learning is how to be convivial. OHere comes Everytidy.O
Salzman himself was not overly nostalgic about the pastnxiousaboutthe
future. He looked forward to OeverybodyO showing up to participate in the arts. In fact,
in his acceptance address for the Sang Prizbatealled forjust tha kind of grassroots
participationin the arts As the fever pitch of the 60s and 70s subsidedhgl
transitioned with esthusiasm inb@ingmuch more of @roducerthan a composen the
80s and early 90¢eeling that his essential core mission had not chardgedemained

enthusiastic about the latest developments in theater techneoiltbtheend of his life,

imaginingthat a future production &ig Jim & the Smalllime Investorsvould make

18 Alexis Lathem, OMy Multimedia Mother: Recollections from a Coud@tétural
Childhood,The Gettysburg Revie®d/4, Gettysburg College (Winter 2017): 4482
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use of a real holographic projector so that the eponymous character could move around
the stage and interact with the rest of the cast without actuatly beare.

Salzman had remained in the collaborative creativelset of earlier times.
Onceduring a meetingvith the author abouwd possible smalcale production dBig Jim
& the SmalTime Investorsn 2014,he suggestetthat | reachout to Francesca Zambello
or Tina Landau as possible choices to direct. The former is now Artistic Director at
Washington Nabnal Opera and General Directwirthe Glimmerglass Festival, while the
latter is a major Broadway directoBalznan rememberedorking with each early in
their careersvhen they were in need of opportunitiaad his suggstion to reach out to
them reflectedmperviousness to the effects of timlewas in a position to explain that
bothwomenhad long ago graduated from the kimfdow-budget avangarde projects
that we were discussing, anthich have become increasingly difficult to stitch together
as free or lowcost performance spaces in New York City have ceased to exist. If
Salzman displayed any griaf being relegated tie sidelines of amdustry in which he
once held moremportant roles, he covered it gracefulMith anecdoteand replaced it
with enthusiam for mentoring and befriending young artists who expressed an interest in
carrying forward his vision for New Miic Theater.

What Salzmamnd his generatiocould not have foreseen was the effect that
arrival of Oeverybodw@ould have orthe meaningof music in societyandonthe
funding of arts and artists in the twetfigst century. Withso much varietgnd quantity
of content emerging constantly on digital platforemcepts of quality, social meand
abstract terms lik®avangardeO are as subjective as eliee. challenge ofapturing the

meaningful attention of eyes and ears éasved ands inseparable fronthe challenge
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of getting funding for arts projectSalzmanOs colleagiwestergaard and Bolcoeach
wentinto academia, which sustained them in a socially renegnrgonment Salzman,
who had largely preserved his agemryl autonomymantainedonly an unstable
affiliation as Composein-Residencevith the Center for Contemporary Opgsancethat
organizationQOs financial obligations precluded major projects with artists who did not
carry majo social or economic capital. Even the refatsuccess of Western WindOs
2014 album featuring the music of Salzman and Meredith Mbokighhighlightedby
Gram@hone and Fanfamaagazines as well as WQXR radio, produced no perceivable
change in Salzman@putation

Looking back at the list abughly 150 promising young composarsneolder
than 35 when they were listed tiie New York Timas 1957, Salzman is probably
better remembered than most, including his friends Ramiro CortZs and Salvatore
Martirana While other namesn the listarefamousin theclassical musievorld, what
makes Salzmaan ideal example for understandiihg classical music scenéthe mid
twentieth centuryis tha he was squarely in the midd¥é that worldrather tharsitting
astride it. John Ashbery, the avagairde poetvhose texts Salzman used foxes and
HedghogsandTheNude Paper Sermodied two months before Salzmaim hislate
periodpoem,EpisodeCthis fellow elder statesman for midntury avangardism
captures SalzmanOs entire lifespan fronB0etothe presentmost importantly
reflecing on their place in history and on the role of music in the kraas published in
2009, the same year as Salzmav@weflective article on eclecticism:

In old days, when thetried to figure out
how to write the sweetest melodies, they fell

on a bed, chewed the pillow. A moon rankled
in the crevices of a shutter. In 1935

163



the skirts were long and flared slightly,

suitably. Hats shadgquhrt of the face.

Lipstick was fudgy and encouraging. There was
music in the names of the years. 1937

was welcoming too, though one bit oneOs lip
preparing for the pain that was sure to come.

OThat must be awful.O | was hoping you could

imagine it. Yet | will be articulate

again andrticulate what we knew anyway

of what the lurching moon had taught us,

seeking music where thereOs something dumb being said.

And if it comes back to being alone

at the starting gate, so be it. We hadnOt wanted

this fuss, these extras. We were calm

under an appearance of turmoil, &wdwe remain

even today, an unwanted inspiration

to those who come immediately after

as well as those who came before, lots of them,

stretching back into times of discussion.

| told you so, we can handle it, hand on

the stick shift headed into a billbalar

labeled Tomorrow, the adventures of new music,

melismas shrouding the past and the passing’days.

Because Salzman, like Ashbery in the poem apmasle an efforto understand

and constantly gtuat himself relative to the paahd future, his workesves as a
reference for how composers and artists of his milieu samgelves. He represents, as
much or more than any other figure, tb&lity of his particular mileu because he lived
so variously within it. Salzmanftenended his correspondenc&xeelsior!O which was
a characteristic way of avoidirgy counteracting@n endingoy advancing the energy

forward and upward. Itis my hope that this gran addition to chroniclingalzmanOs

multifacetedpast, has the sanmevigoratingeffect on hisenduringlegacy

17 John Ashbery, OEpisode,O filanisphere: New Poenfslew York: Ecco/Harper
Collins, 2009), 242.
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Appendix 1

SPEAKING IN TONGUES,
OR WHY SHOULD ECLECTIC BE A BAD WORD?
By Eric Salzman

Not long ago, at a presentation in Vienna, a student asked me if it bothered
me when my work was characterized as Oeclectic.O
OWhy should it?Qéplied. Olt is eclectic.O

The question wasnOt meant to be negative; the student who asked it was
writing a thesis on the music of Leonard Bernstein. But the implication was that
eclectic was a sharp arrow in the critical quiver that, if accurately aroett] be
fatal. The notion that artists should have a particular and singular personal manner
N definable, limited, possibly ideological, consciously or intellectually
perpetrated by the creator or (preferably) generated by the social circumstances of
history, time, and plac8l is a modern one largely derived from art historians,
who invented the idea of historical style. Initially, style or manner belonged to
national schools (Italianate, Chinoiserie, African American) with real or imagined
national or een racial characters.

Later, the idea was adopted by critics andonians to designate periods
of cultural history (baroque, neoclassical, impressionist). A more recent version of
this trope has leaked out from art history to become a series of casegor
critical nostrums about contemporary art and artists. The central thesis is that
great artists have recognizable, personal styles. Since most of the old moist
applications have withered away, critics of the more abstract visual and
performance artare often reduced to a few dry generalities of taste. Within this
limited vocabulary, the notion of stylé¢ a recognizable manner, often reduced to
a few simple ways of going about business such as a few Mark Rbkiekcolor
fields or Philip Guston brustrokesN makes up a good part of what is left. The
idea of style is also closely linked to the other two standards now commonly
applied to the nonrepresentational arts: originality and authenticity. Mode¥n art
in particular, the abstract arts (viswat, classical music, and modern darféels
said to be abdudentifiable style and voicéssues of content are left to the verbal
or popular arts (novels, theater, song lyrics, and the movies).

We have the idea that our notion of style alwexysted but this is
doubtful. Many, if not most, of the historical icons of Westeutture, even (or
especially) irsuch abstract arts as music and dance, were extremely conscious
about national styles and also about popular and folk music, particularly when it
came from the extremes and edges of European society. They were much less
obviously concerned with creating a unified personal manner. The idea that the
stylistic unity of MozartOs music welled up from the subconscious working of the
mind and ear of a clilike genius is a complete romantic myth and has nothing to
do with his real musical landscape or how his contemporaries perceived his
music.

Mozart was a highly eclectic composer who absorbed and reused all the
musical styles and voices of his timeisibnly the effect of time and distance that
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makes his work seem unified and reduced to a postrococo or classical style. When
Joseph Il famously said to Mozart, OToo many notes,O it is generally assumed that
the emperor was referring to music too comptaxis tonedeaf ears. But Joseph

was well trained in music and had a good ear. It was, no doubt, the interweaving

of multiple musical elements that gave him trouble; a purveyor of a purely Italian
style like Salieri was more to his taste than a mastemxfandmatch like

Mozart. MozartOs mastery of many voices and styles and his ability to interweave
them makes him the greatest opera composer of hid\tirag perhaps, of any

timeN but the same talents are found in his concert and religious music.

Mozat was not a unique case. As the titles of BachOs works tell us, he
consciously wrote in several different manners including the German, Italian,
French, and Engish. Haydn, Mozart, and other contemporaries also
included Spanish, Gypsy, and Turkish elem@mthe mix. Also baroque
counterpoint (Bach was beginning to be rediscoyesad several varieties of
folk music (German, Austrian, Angloish, etc.). This tendency to mix and match
styles is particularly evident in theater music and opera and henearamgften in
theatrical composers like Handel, Gluck, Mozargghler, Puccini, Stravinsky,
andGershwin, all of whom were criticized in one way or another for their refusal
to adhere to a single manner. To choose an example from another age and another
art form, who is more eclectic than George Balanchine?

In an article in thédew York Review of Bookiled OSpeaking in
TonguesO (February 26, 2009), Zadie Smith writes about the ability to speak in
voices. Her starting point is her own experience in cionsly learning and
adopting the speech of an educated member of English society and the parallels
she recognizes in Barack ObamaOs ability to transcend the street by negotiating
the class markers of speech in America.

Not coincidentally, both she ando@ma have been accused of
inauthenticity and selfonsciousnes being Onot black enougRGin large part
because they left behind the sound of the street in adopting their new mode of
speaking, but also because of the complex intellectual processdb&tsthem
to hear and adopt different voices and different points of view. The criticism has
obvious class as well as political and artistic implications. | can remember my
mother correcting my own speech to this same end (so | didnOt sound so Noo
Yawk). Only later in life did | realize that she must have done the same thing to
move from the Yiddish theater, where she was brought up, into thelagh
preEMarlon Brando speech of the uptown theater that she aspired to as an actress,
writer, and director.

The connections between class, speech, diction, OvoiceO (in the various
meanings of the word), style, and authenticity are very well brought out in
SmithOs article, which starts from social and political concerns (outside of the
inner city, a black politian cannot get elected in a white majority society if he
sounds too OstreetO and therefore too threatening). But her concerns are as much
about art and literature as about politics.

A writer, particularly a writer of novelistic or theatrical fiction, atwsly
has to be concerned with voille who is speaking and hoW as well as with the
larger artistic language of the work as a whole. And her ear, like ObamaOs, is
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tuned to more than one way of speaking. Is that a defect or a virtue? Ms. Smith
argues thait is a rare and unrecognized talent in a politician as well as a great
virtue in a poet. She cites ObamaOs perfect pitch in his memoirs of the various
voices of the characters in his life. She also quotes the New York poet Frank
OOHara, but her prime exgles come not from a contemporary poet or novelist,
but from a British poet and playwright by the name of William Shakespeare.

Is a good ear and the ability to speak in various voices and tongues a
virtue or a defect in a poet, a novelist, or a playwfigh painter, choreographer,
or composer? The emergence of style and its sepaatbadh twins, authenticity
and originality, are well established in the modern critical vocabulary as essential
criteria for modern art, particularly of the nonrepresémtal sort. Closely
associated with this is the antiintellectual stance taken by many American critics
who allow themselves an intellectual point of view but prefer their artists and
their art to be funky and instinctive. This was characteristic of tge laody of
writing that we might call the Opazz and jopO school of music criticism as
pioneered by the Village Voice. John Rockwell, in hisAtherican Music, an
influential book that celebrates tivtde range of American music, goes out of his
way to stée that one of his recurrent themes is that Oan excessive self
consciousness can rob a composerOs music of its vitality.O-fandiiey, self
conscious, and intellectual point of view is permitted to the critic but not to the
composer. The invention of raigal minimalism is usually credited to the
mystical justintonation drones of La Monte Young and of Terry RileyOs In C, a
Cageian or Fluxusmspired effort that brought the key of C major back into
vogue. But it might just as well be credited to Mortorndi&n, a composer who
was close to Cage but also to the New York abstract expressionist painters.
Feldman, who was a large man botlygbally and intellectually, was a brilliant
intellectual who spoke in a loud and noticeably Noo Yawk voice about evegythin
under the sun. But he created a New ¥sdhool music that was completely the
opposite: small and delicate to the extreme, entirely lacking in impulse or attack
and without intellectual control, development, variation, tonality, or rhythm. The
minimalismof Terry Riley, Philip Glass, Steve Reich, and John Adams that
followed was quite different, based on the return of tonality and rhythm and on
the principles of repetition and (generally tiny and gradual) variation. The notes in
Feldman€&music are likelie brushstrokes in an abstract espienist painting:
they are nopart of a process or a predetermined form but are simply the essence
of the object itself, set down purely as manifestations of the individuality of the
artist and providing the subject ttex of the work.

In the late 1960s, in the face of therush of minimalism in its early and
rather pure forms, | wrote a largeale, theatrical concert piece for voices and
chamber orchestra, setting portions of an epic poem by John Ashbery (a friend
and colleague of OOHaraQs) that incorporates fragments of an old boyOs adventure
story. Ashbery, like Feldman, had many connections to the New York art scene,
but his bookength poem Europe seemed to me the opposite of Feldman and the
tonal minimalistsn its ability to synthesize multiple voices yet avoid cacophony
(closer perhaps to a Robert Rauschenberg combine than to a Guston or Rothko
painting). | considered calling the work Europe and America but eventually

167



settled on Foxes and Hedgehogs, a itk tomes from a fragment of the Greek
poet Archilochus which states (in its entirety) that Othe fox knows many things
but the hedgehog knows only one big thing.O This quote was most famously used
in Isaiah BerlinOs essay about Tolstoy, to describe titigeaig between two
kinds of artists and writers. The hedgehogs are those whose work and worldview
can be defined by a big idea or by ideology, artistic and otherwise (and by
extension, characterized by a unified style and voice). The foxes are those whose
work and worldview is wideanging, multivoiced, eclectic. Foxes and Hedgehogs
is a concert piece that was set up as a dramatic form or a series of dialectical
oppositions in which stylistic coherence and opposing styles would clasthia
consciouslyintellectualand dramatic manner. After about thispearters of an
hour of contrast and conflicth¢ perhaps inevitable culmination is an uproar that
then dies down, leaving the softspoken words the breath as the last audible,
comprehensible moment. Atdlpremiere, in the silence between the hushed end
of the piece and the delayed audience realization that the piece was over, a loud
boo could be heard. It came from Feldman, the creator of perhaps the most
comprehensive and successful form of quiet, pdinteusical minimalism in the
twentieth century. It was exactly the perfect response from the appropriate person.

AlthoughFoxes and Hedgehogsd some similar works were often
performed in the 1960s and 1970s, it was minimalism that carried the ddyaand t
continues to dominate new music performance in this country and, increasingly,
abroad. My notion was that, just as the conflict between neoclassicism and
dodecophony had dominated the musical dialectics of the earlier part of the
century, and serialiswersus aleatory or chance music was the postwar dialectic,
so the late twentieth century was going to be dominated by the clash between
minimalism and whatever its multivoice opposite might be. Just as clearly, it
seemed to me that the place where thesrdr was going to play out had to be the
theateiN specifically the small downtown or eaf-town stages where the age
old connections between music and theater were not completely broken or totally
ossified, where some sort of conflict or dialectic priteiwas at home, where
abstract form was a lesser concern, where the door was still open to the street and
one could still hear other voices and tongues. Theater by its nature seems to
involve something beyond the artistOm®meO: that is, speaking ihet
voices, consciously putting characters and voices up there. To this end, |
organized a musitheater companthat functioned for a little more than a decade
in the improvisational manner tife theater and dance ensembles of the period.

Later | founde and artistiedirecteda musictheater festival and created a
series of eclectic musitheater works in various collaborations and forms.9
Although these works were mostly small in scale (compared to Foxes and
Hedgehogs and The Nude Paper Sermon), theg paststyle in the way that they
incorporated the eclectic multivoice idea, often consciously (pace John Rockwell)
recycling ideas from the near and distant past as well as multiple voices of the
present.

It has always seemed to me obvious that the bpeakthe old
connectiondbetween music and theater (in popular music as well as in opera) and
the domination of abstraction in the performing arts of the last century were
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closely connected. The obvious need was to try to recreate the idea of music
theate outside the precincts of the opera house (too expensive, too ossified) and
the Broadway theater (too expensivag btssified). Although a lot of

contemporary theater, dance, and performance art is highly-aesendent, this

has to be a theater thaimusicdriven or, at the very least, in which music plays a
role equal to physical movement, visual arts, language, and dramaturgy. Although
not all forms of performance art are multivoiced, eclecticism is always at home in
a theatrical context, particulgrin those forms of theater that concern themselves
with conflict and in which the door is open, at least a crack, to the street.

This has not been an easy task. Aside from a few-Ergke festivals,
some now moribund, there has never been a ntlusaer theater, and large opera
houses and Broadway theaters did not wither away (as some of us hoped) but
continue to dominate mustbeater. A collection of early recordings placed in a
vault underneath the Paris Opera in the early years of the twentiéthyoeas
recently opened, revealing that melomanes of 1908 were listening to the same
things as the melomanes of 2008.

Insofar as new work has penetrated those hallowed halls, much of it
belongs to the minimalists or the revivalists. Indeed, in the dbstusical foxes
and hedgehogs that took place in the last quarter of the last century, there is no
doubt that it was the hedgehogs and the nonintellectuals that prevailed.

Maybe thatOs about to change. Obatyle change is, to a great degree,
antiideobgical and multivoiced. Zadie SmithOs OSpeaking in TonguesO suggests
that the connection between the social and political evolutions of recent times and
the artistic movements of the age on the other, may be closer than we think. |
certainly hope sheOstrig

N Eric Salzman
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Appendix 2

WORKS PRODUCED BY ERIC SALZMAN
AMERICAN MUSIC THEATER FESTIVAL 19831994

1983

An Evening With Stephen Sondheim and Friends
presented by Steven Sondheim
with Phyllis Newman, Chris Groenendahl
directed by Paul Lazarus

1984
Strike Up the Bandfirst performance of original since 1927)
by George & Ira Gershwin
original version restored and edited by Eric Salzman
directed by Frank Corsaro
music direction by Maurice Peress
cast included Bill Irwin, David Carroll

OOffigally the festivalopened in 1984 with Strike Up the Bardversion that | put together

from the original 1927 version,itlv a couple of songs from the later version. It was directed by
Frank Corsaro with Music direction by Maurice Peres. The comic roiehwvas originally
performed by a very famous comic whose name | canOt remember was done in our production
by Bill Erwin, another big name thatOs gone on to dthiiigs.But Ira Gershwin was alive at

this time and his personal secretary at the time was Michael Feinstein. And Michael, | donOt
remember how | knew him, but Michael got us a lot of material, a lot of songs, some of which
had disappeared in the meantirAed | took a couple of things from the later version that |
couldnOt leave ouOne of the more famous songs was from the later veiSaom That was a

big splash for the opening, butidnOt go onE everybody wants to move stuff onE Every
theater in the caury that does musicals wants to have A Chorus Line, to pay th©bills

Mrs Farmer's Daughter
by Jack Eric Williams
George Ferencz, stage director
also performed at Pepsico Summerfare

QA piece based on Frances Farmer, the actress, who was boyruttiest her career because

she was a leftist in Hollywood and was called by the House Unamerican Activities Committee.
This piece, the music was by a big dg big rotund guyp Jack Eric Williams | think his

name wasVERY talentedMore of a theater piece than an opera, but very well dome.

Shapn Scruggs played Mrs. Farm&he original director | had was a Brechtian director who
was very weHknown for directing Brechtle lived in the Heights near usnd he did a

brilliant job Bthe conceptual joBof the piece, and | had to fire him because he wouldnOt show
to rehearsals, or heOd come late, completely dmakthe cast was in rebellion and itOs not
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easy to fire these guyShen OOHorgan came Actually what happened leblike OOHorgan
Pwas an Ellen Stewart protZgZ from LaMama and | called Ellen and | told her what was going
on. She said, donOt make a move, IOm getting on the nex3hmitame down and escorted

him out of the theatefhatOs the true stoSo in a vay she fired hin®

The Emperor Jonggremiere; cegproduced with Pepsico Summerfare)
musical setting of Eugene O'Neill
music by Coleridge Taylor Perkinson
starring Cleavon Little
directed and choreographed by Donald McKayle
with Kevin O'Connor anthembers of the Alvin Ailey Dance Company
also performed at Pepsico Summerfare
Trio (premiere)
by Noa Ain
directed by Hilary Blecher
designed by Maya Lin
with Novella Nelson and Karla Burns
also performed at Carnegie Hall and elsewhere

1985
TheGolden Land
original musical based on Yiddish theater songs
by Zalman Mlotek and Moishe Rosenfeld
directed by Jacques Levy
musical direction by Zalman Mlotek
with Bruce Adler, the Golden Land Klezmer Band
widely performed including-@nonth run athe Second Avenue Theatre, NYC,
produced by Sherwin Goldman
X, The Life and Times of Malcolm(premiere; developed by AMTF)
text by Thulani Davis; music by Anthony Davis
directed by Rhoda Levine
musical direction by Peter Aaronson
with Avery Brooks
afterwards performed at the New York City Opera

Orhe star who played Malcom X was Avery Broadike actorWho turned out hagerfect

pitch and could learn AnthonyOs Scorequelf. Also Thomas Young wasnaajor performer.
That production went on, almosttact, except expanded and wshme cast changes, to the
New York City Opera. FamousBeverly Sillscame down and said, | want to do this piece, but
only if itOs the world premieriesaid, but we just did iShe said| have to tell my funders tha
this is the world premieréJnfortunately for her John Rockwell had seen our produclios.
exactly the same production, except they exploded it fortéye $tOs a pretty brilliant pie€.
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Seehear

Mowgli

by George Coatestesigned by Jerome Serlin; music by Paul Eives
with Rinde Eckert and the George Coates Ensemble
also performed in San Francisco and on tour

after Kipling's "Jungle Book"

by C. J. Ellis and Tom O'Horgan

music by Kirk Nurock

directed by TonD'Horgan

afterwards performed on Theatre Row, New York

QAnother project that should have gone on but did€ifitNurock is a very good composer
with a jazz background who is somewhat neglected, | would say.O

The Gospel at Colonnus

1986

by Lee Breuer aftebophocles

music by Bob Telson

directed by Lee Breuer

widely performed (including BAM, in Europe and on Broadway)

The Juniper Tre€premiere production, eprodu@d with AmericarRepertory Theatre)

by Arthur Yorinks from a Grimm Brothers fairgle

music by Philip Glass and Robert Moran

directed AndrZ Serban

also performed at the American Repertory Theatre, Cambridge

Queenie Pigpremiere; production developed by AMTF)

"street opera" by Duke Ellington

book by Duke Ellington and George\8olfe

lyrics by George David Weiss and George S. Wolfe

directed by Robert Kalfin

music direction by Maurice Peress

choregraphy and musical staging by Garth Fagan

designed by Romare Bearden

afterwards performed at the Kennedy Center, Washington, DC

Slow Fire(premiere of revised version)

by Rinde Eckert and Paul Dresher

directed by Richard E.T. White

with Rinde Eckert, Fides Kruger and the Rinde Eckert Ensemble
widely performed on tour

The Transposed Headisremiere of musical version commisseohby AMTF)
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by Julie Taymor and Elliott Goldenthal

adapted by Sidney Goldfarb from a novella of Thomas Mann

directed by Julie Taymor; musical direction by Josh Rosenblum
1987
Let Freedom Singlpremiere; commissioned by AMTF)

by David Crane and Marteaufman

directed by Paul Lazarus

music direction by Michael Skloff

Stauf(premiere of new version)
by Michael Sahl and Eric Salzman after the Faust legend
directed by Rhoda Levine; musical direction by Arthur Greene
with Thomas Young, Patty Holly
also performed at Cubiculo, New York City

The Apprenticeship of Duddy Krav{frremiere)
by Mordecai Richler and David Spencer after Mordecai Richler's book
music by Alan Menken
directed by Austin Pendleton
musical direction by Eric Stern
with LonniePrice

Nodiho(American premiere)
created and directed by Dokolo Nazabididi Ya Bilengo
with Dance Theatre troupe from Zaire

The Man Who Mistook His Wife for a H&tmerican premiere)
by Christopher Rawlence and Michael Nyman based on Oliver Sachs
musicby Michael Nyman
directed by Michael Morris
subsequently performed at Lincoln Center Serious Fun and elsewhere

Revelation in the Courthouse Pd(first professional performance)
by Harry Partch
directed by Jiri Zizka
musical direction by Danlee Mitel
with Obba Babbatunde and the Harry Partch Ensemble
subsequently performed at Lincoln Center with Avery Brooks
recording produced and directed by Eric Salzman

Orhe director was a Czech director who was working in Philadelphia who was workiieg at
Wilma Theater and the choreographer was George Fafsoyway, that one was futtOs the
Bacchae of Euripedes set by Harry Partch in a small town in America. It alternates the Greek
text with the modern situatioAnd the instruments are all Partciventions, so you have to

have the original instrumentdow there are copies, but at that time there were none, so they
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had to be brought from California. We had people from all over the country coming to see it. It
was a legendary piece, but nobody kadr seen itThe only production it had ever had was an
amateur production that Partch himself put together when he was at the University of lllinois.
Some of the players had worked with Partch before he died and we had all these crazy
instrumentsBut what we had was a courtyard of the original building that was used by the
Philadelphia School of the ArtkOs now a universitit.was like a Greek temple and there was
this courtyard with big steps coming dovitnwas a really sitespecific productior©

1988
The Warrig Ant
by Lee Breuer
music by Bob Telson
subsequently performed at the Spoleto Festival and BAM

1000 Airplanes on the Rofgremiere; ceproduced with Berlin and Vienna Festivals)
by David Henry Hwang and Philip Glass
directed byPhilip Glass
with the Philip Glass Ensemble
widely toured in Europe, North America and Australia and recorded

1989
Betsy Browr(premiere)
by Ntosake Shange and Emily after Ntoshake Shange's book
music by Baikida Carroll
directed by Emily Mann
musical direction by Daryl Waters
subsequently performed at the McCarter Theater, Princeton

Dangerous Games: Two Tango Pie@esemiere)
by Graziella Daniele with lyrics by William Finn
music by Astor Piazzola
directed and choreographed by Grazielen[@le
musical direction by Jim Lewis

Power Failure(premiere)
by Rinde Eckert and Paul Dekger
music by Paul Dresher
directed by Tom O'Horgan
with Rinde Eckert and the Paul Dresher Ensemble
subsequently toured and recorded
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1990
CasinoParadise(premiere; commissioned by AMTF)
by Arnold Weinstein
music by William Bolcom
directed by David Alden
with Tim Nolan
subsequently performed at the Ballroom, NYC, esabrded under the direction of
Eric Salzman

Orhat was a piece that was teetand more interesting than its fatedid not go on, though it
was done in couple of forms.O

Hydrogen Jukebofpremiere; cegproduced with the Spoleto Festival)
texts by Allen Ginsburg
music by Philip Glass
design by Jerome Serlin
directed anahoregraphed by Ann Carlson
also performed at Spoleto and BAM
toured in America and Europe and recorded

Praise Housdcoproduced with Spoleto Festival and BAM)
by Laurie Carlos and Urban Bush Women
directed and choregraphed by Jawole Willa Jo Zollar
performed by Laurie Carlos and Urban Bush Women
widely performed on tour by Urban Bush Women

Love Life(first performances since Broadway production of 1948)
by Alan Jay Lerner
music by Kurt Weill
adapted by Thomas Babe and Eric Salzman
directed byBarry Harmon
choreographed by Chris Chadman
music director: Robert Kapilow

OWe hired a playwrighhamed Thomas Balte redoit. His name was Thomas Babe, who

turned out to be another alcoholic, but thatOs anotherAtatyve made some changes, |

thought, for the betteBut it was basically a restoration of the original Alan Jay Lerner / Kurt

Well piece, which was you know, a very unusual, original pik@s. that piece which a lot of

people credit, including Sondheim, with having inspired theeept musicalAnd a lot of work

that was done after that can be traced bBaknobody knew about Love Life because it

opened during a recording strik&o the recording was never made of the origiwadl it was

also in competition with something else BroadwayLove Lifewill be done because itOs Kurt

Weill and Alan J. LerneitOs also Kurt WeillOs most original American pi@lmser in some

ways to his European pieces. And itOs about an American Family, but that lives through history
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Pbthroughdifferent ages of American histogOs interesting. [tOs personal but it has a sort of
political, economic overtas.O

1991
Frida (premiere; commissioned by AMTF based on the life of Frida Kahlo)
by Hilary Blecher and Migdalia Cruz
music by Robert Xaer Rodriguez
puppetry by Barbara Pollitt and Steve Kaplin
directed by Hilary Blecher
musical direction by Rick Cordoba
with Helen Schneider
performed on tour and by Houston Grand Ogesigh AngelinaReaux)

CFrida was a commission by uBhe projectvas brought to us by Hilary Bteer whowas a

South African directorAnd we looked for ddispaniccomposemwho could set Englisand

found RodriguezThe original Frida that we had was a sensational singer named Helen
Schneider, who had a big careeEmrope doing American MusicalShe didSunset Boulevard

in German. She was great as Fridahe didnOt really have an operatic voice, and the composer
didnOt want heHe wanted Angelina Reix,the woman who did it at Houston Opelre

wanted her to do ignd | just felthat we should dtheatrical castinge didnOt do opera
casting, vhich is based on other things.O

Steel(co-produced with American Repertory Theatre)
by Derek Wolcott
music by Galt McDermott
directed by Derek Wolcott and David Wheeler

OrhereOs a story that goes with thigve the priviege of being one of the few people youOll
ever meet who fired a Nobel Prize winnBerek directed the piecAnd Derek was a

wonderful writer and his piece was about the invention of steel drumidad.He was from

St. Lucia, but essentially from Trinidald was a wonderful piecéle insisted that he wanted
Galt McDermot to write the musidl said, Galt McDermott!'?2What do you waniair rock
music for, for your steel drum piedeetOgjet a Trinidadian composeA@d | went and | found
this guy who had just won this big festival in Trinidad and all that he was in Brooklyn,
because they all went to Brooklyn in the winter season to perform and so on. And | had this
young guy, blah lah blah.It turned out that Galt McDermott was, first of all, a tight friend of
Derekbthey had grown up together or gone to school together or someé@hinGalt

McDermott was born and raised in Jamakldis. fatherwas a Canadian diplomet Jamaicand

he knew Jamaican music inside and out. He was an extremely good mbgiemple sort of
make fun ofHair Bbut Galt McDermott is a very fine musician. And he knew a bunch of
styles, so he could make a theatrical version of it, moving from jazz toeréggteel drum
music, that made the piece work. Made the piece into something special. So that premiered
(because it was a gmroduction) in Cambridge. And Derek directed and there were all these
problems, so | got another director who was an associaie Btwhich Derek acceptednd |
said, Oerek go backa your room and do revisiondMhen | think of it now, it was hilarious.
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And he did it.He went and made the revisioAsd | found a director who he trusted, or
somene close to him in Cambridge. BeiseDerek was teaching at Harvard or MIT. Anyway,
it worked out quite wellBut the piece didnOt have as much of a life as | thought itishee.
But thatOs shehiz. It wasnCGhe only oned

Atlas (premiere production; coproduced with Houston Grapdr@)
by Meredith Monk based on the story of Alexandra Daniels
music direction by Wayne Hankin
subsequently performed by BAM and recorded

OThis was a biggi&Vell we tried hard to get eproductions goingFor obvious reasorshare
the expensesyiden the audience, give pieces a life, andisdut basically no opera company
in America was interested except David GocldéyHoustonlt was an interesting piece. And,

of course, it was recorded and performed elsewhere. We had a big time to ciMetiadéh to

do the lead roleBecause it was a piece based on alifeastory of a woman, who | think ent

to Tibet dressed as a mdieredith was a friend of Daniel Nagrin. And she was around during
all of thePelopennisian Wastuff. We usel to gatherand have something to egither

stopping off somewhere, or going back to the stulial she was around a Idthere were

other people, but notably Meredith. And we became quite friendly at thatSom&éve had

very good relations with Meredith ovélte years, and had known her long before this. But she
had never written an opera. She was making the transition from being a quote [sic]
OchoreographerO to being a compdsgehat point she was better known in the dance world
than she was in the musiond. And the music world did not accept her for a long time,
because she didnOt have really standard musical trainith@lso, when Atlas came up, there
was the issue of the orchestratiémd she brought in someone to do the orchestration. She did
notdo them herselfShe was not that well equipped to Secal stuff, of course, she was
fabulous, but anyway. So that was another big deal in ©991.

A Musical Tribute to Leonard Bernstein
New York Festival of Song
Michael Barrett and Steve Bliatirectors

Banjo Dancing
by Steven Wade and Milton Kramer
directed by Milton Kramer
performed by Steven Wade

1992

Herringbone
by Tom Cone and Ellen Fitzhugh
music by Skip Kennon
directed by Kenneth Elliot

Amphigorey(premiere)
written anddesigned by Edward Gorey
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music by Peter Golub
directed ad choregraphed by Daniel Levans
Tania(premiere; commissioned by AMTF)
by Michael John La Chiusa and Anthony Davis after the Patirststory
music by Anthony Davis
directed by Christopher A&h
designed by Paul Steinberg

1993
Bobos(premiere)
by Ed Shockley
music by James McBride
directed and choreographed by Bertin Rowser
hip-hop choregoraphy by Monica Johnson

Orhe only piece we did which was pure Philadelphieias a piece about thghetto in
Philadelphia who gets the wrong sneakers and is made fun of, and then gets involved with,
becomes a drug mule in order to get the money to get a good pair of sn&alldtse script

was by a very good Philadelphia writer who was married tabtiee Urban Bush Women.
HeOs a major figurBut what interesting is the music. The music was by James McBride.
James McBride was a composer and sax player whose fame has become asHisixfatber

is black, his mother is JewisAnd heOs written seral books including one called The Color

of Water, but at that point he was more of a musician than a witdritOs a very amusing
piece. And that piece was also optioned for BroadWwayas a huge success at the festival and
we had to extend it. Ande had special tickets for kids from the urban neighborhdbadss
great. They would fill the theater and they would shout at the performers, ODonOt do that!!OO

States of Independen@aremiere; commissioned by AMTF)
by Tina Landau
music by Ricky larGordon
directed by Tina Landau
Stories From the Nerve Bib{premiere; cacommissioned by AMTF)
created, directed and performed by Laurie Anderson

Sheila's Day
Duma Nalovu
Mbongemi Ngema
performed at Crossroads Theatre in NJ & NYC (New Victory Theater

1994

Floyd Collins(premiere; commissioned by AMTF)
by Tina Landau and Adam Guettel
music by Adam Guettel

The Mystery of Love
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written, directed and performed by Sekou Sundiata

Chippy: Diaries of a West Texas HooKpremiere; commissioned by AMTF)
by Terry Allen and Jo Harvey Allen
music by Terry Allen, Butch Hancock and Joe Ely
with Jo Harvey Allen, Terry Allen, Butch Hancock and Joe Ely Schlemiel the
First (premiere production; eproduced with American Repertory Theatre)
adapted from the Isaac Singer play by Robert Brustein
lyrics by Arnold Weinstein
directed and choreographed by David Gordon
music by Henkus Netzsky and Zalman Mlotek from traditional klezmer
performed by the Conservatory Klezmer Band
performed bythe American Repertory Theatand on pré&roadway national tour

Stephen Sondheim Awardsgiven in recognition of new talent and innovative contributions to
new music theater, were selected by Eric Salzman with Stephen Sondheim; winners include:

Noa Ain

Elliott Goldenthal

Ricki lan Gordon

Adam Guettel

Michael John La Chiusa
Jonathan Larsen

James McBride and Ed Shockley
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Appendix 3

AMERICAN MUSIC THEATER FESTIVAL ALUMNI

Steven Sondheim (composer, lyricist OAn Evening with Stephen SondhefirieantsO)

Paul Lazarus, director (stage director OAn Evening with Stephen Sondheim and FriendsO,
OLet Freedom SingO)

Gris Goenendabhl (actor/singer OAn Evening with Stephen Sondheim and FriendsO)
Phyllis Newman (actor/singer OAn Evening with Stephen Sandirad FriendsO)
Frank Corsaro (director OStrike Up the BandO)

Maurice Peress (conductor, music director, arranger OStrike Up the BandO, OQueenie
PieO)

Bill Irwin (actor, comic OStrike Up the BandO)

*David Carroll (actor/singer OStrike Up the BandO)

Kathryn Buffalo (actor/singer OStrike Up the BandO)

*Jack Eric Williams (author, composer, lyricist OMrs FarmerOs DaughterO)
George Ferencz (stage director OMrs FarmerOs DaughterQO)

Sharon Scruggs (actor/singer OMrs FarmerOs DaughterO)

Michael McCormick (actor/sger OMrs FarmerOs DaughterO)

Donald McKayle (stage director/choreographer OThe Emperor JonesO)
*Coleridge TaylofPerkinson (composer, music director OThe Emperor JonesO)
Cleavon Little (actor/singer OThe OEmperor JonesO)

Kevin OOConnor (actor OThe EmpéanresO)

Noa Ain (composer OTrioO, Sondheim Award winner)

Hilary Blecher (stage director OTrioQ; librettist, stage director OFridaO)

Maya Lin (designer OTrioO)
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Novella Nelson (actor/singer OTrioO)

Karla Burns (actor/singer OTrioQ)

Sherwin Goldman (cprodu@r OThe Golden LandO)

Zalman Mlotek (arranger, music director OThe Golden LandO)

Moishe Rosenfeld (writer OThe Golden LandO)

Jacques Levy (stage director OThe Golden LandO)

Bruce Adler (actor/singer OThe Golden LandO)

Eleanor Raisa (actor/singer OTaden LandO)

Avi ?2???273actor/singer OThe Golden LandO)

Anthony Davis (composer OThe Life and Times of Malcolm X0, OTaniaO)
Thulani Davis (librettist OThe Life and Times of Malcolm XO)

Rhoda Levine (stage director OThe Life and Times of Malcom XO, ®StaufO
Peter Aaronson (conductor, music director OThe Life and Times of Malcolm XO)

Avery Brooks (actor/singer OThe Life and Times of Malcolm XO, ORevelation in the
Courthouse ParkO OTaniaO)

Thomas Young (actor/singer OThe Life and Times of Malcolm XO, OStaufO)
Savion Glovelactor OThe Life and Times of Malcolm XO)
George Coates (creator, director OSeehearO)

Paul Dresher (composer, music director OSeeheart@ator, composer OSlow FireO,
OPower FailureO)

Rinde Eckert (actor/singer OSeehear@yriter, actorsinger OSlow FireOPower
FailureO)

Jerome Serlin (designer OSeehearQ, OHydrogen JukeboxO, 01000 Airplanes on the RoofO)
Tom OOHorgan (stage director OMowgliO, OPower FailureO)
Kirk Nurock (composer OMowgliO)

C.J. Ellis (librettist OMowgliO)
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Lee Breuelcreator, stage director OGospel at ColonusO, OThe Warrior AntO)
Bob Telson (composer OGospel at ColonusO, OThe Warrior AntO)

Five Blind Boys (and other gospel performers) (OGospel at ColonusO)

Arthur Yorinks (librettist OThe Juniper TreeO)

Philip Glass (omposer OThe Juniper TreeO, 01000 Airplanes on the RoofQ, OHydrogen
JukeboxO)

Robert Moran (c&omposer OThe Juniper TreeO}

AndrZ Serban (stage director OThe Juniper TreeO)

George Wolfe (librettist, lyricist OQueenie PieO)

George David Weiss (lyricist OGuree PieQ)

Robert Kalfin (stage director OQueenie PieO)

Garth Fagin (choregrapher OQueenie PieQ)

*Romare Bearden (stage designer OQueenie PieQ)

Constantine Kitsopoulos (conductor OQueenie PieQ)

Fides Kruger (actor/singer OSlow FireO)

Paul Dresher ensemb@Slow FireO)

Julie Taymor (creator, stage director OTransposed HeadsO)
Elliott Goldenthal (composer, OTransposed HeadsO, Sondheim Award winner)
Sidney Goldfarb (adapter, librettist OTransposed HeadsO)

Josh Rosenblum (pianist, music director OTransposadsad

David Crane and Marta Kaufman (creators OLet Freedom SingO)
Michael Skloff (pianist, music director OLet Freedom SingO)

Eric Salzman (c@womposer, cdibrettist OStaufO; adaptor OStrike Up the BandO, OLove
Life®)

Michael Sahl (cecomposer, cdibrettist OStaufO)

Patty Holly (actor/singer OStaufO)
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William Parry (actor/singer OStaufO)

Mordichai Richler (writer OThe Apprenticeship of Duddy KravitzO)

David Spencer (writer, lyricist OThe Apprenticeship of Duddy KravitzO)
Alan Mencken (composer OThe Appiegghip of Duddy KravitzO)

Austin Pendleton (stage director OThe Apprenticeship of Duddy KravitzO)
Eric Stern (musical director OThe Apprenticeship of Duddy KravitzO)
Lonnie Price (actor/singer OThe Apprenticeship of Duddy KravitzO)
Dokolo Nazabididi Ya Bengo (creator/director ONodihoO)

Oliver Sacks (creator OThe Man Who Mistook His Wife for a HatO)
Christopher Rawlencgo-writer OThe Man Who Mistook His Wife for a HatO)
Michael Morris (cewriter, stage director OThe Man Who Mistook His Wife for a HatO)
Michael Nyman (composer OThe Man Who Mistook His Wife for a HatO)
Marni Nixon (actor/singer OThe Man Who Mistook His Wife for a HatO)
Jiri Zizka (stage director ORevelation in the Courthouse ParkO)

George Faisan (choreographer ORevelation in the CourtRarks®)

Danlee Mitchell (music director ORevelation in the Courthouse ParkO)
Obba Babatunde (actor/singer ORevelation in the Courthouse ParkO)
David Henry Hwang (writer 01000 Airplanes on the RoofO)

Philip Glass Ensemble (musical ensemble 01000 Airptanttse RoofO)
Ntosake Shange (creator, writer OBetsy BrownO)

Emily Mann (ceadaptor, stage director OBetsy BrownO)

Baikida Carroll (composer OBetsy BrownO)

Daryl Waters (pianist, music director OBetsy BrownO)

*Astor Piazzola (composer ODangerous GamesO)

Graziella Daniele (creator, stage director, choregrapher ODangerous GamesO)
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William Finn (lyricist ODangerous GamesO)

Peggy Eisenhower (lighting ODangerous GamesO)

Jim Lewis (pianist, music director ODangerous GamesO)
Eduardo Machado (librettist OBataO wooks

Paquito de Rivera (composer, music director, OBataO workshop)
John Dykers (actor/singer OPower FailureO, OTaniaO)

Arnold Weinsten (librettist OCasino ParadiseO, librettist/lyricist OSchlemiel the FirstO)
William Bolcom (composer OCasino ParadiseO)

David Alden (stage director OCasino ParadiseO)

Tim Nolan (actor/singer OCasino ParadiseO)

Joan Morris (actor/singer OCasino ParadiseO)

Allen Ginsberg (writer OHydrogen JukeboxO)

Ann Carlson (director/choregrapher OHydrogen JukeboxO)
Laurie Carlos (writer, aot/singer OPraise HouseO)

Jawole Willa Jo Zollar (director, choregrapher OPraise HouseO)
Urban Bush Women (performance ensemble OPraise HouseO)
*Thomas Babe (cadaptor OLove LifeO)

Barry Harmon (stage director OLove LifeQ)

Chris Chadman (choregraph@t.ove LifeO)

Robert Kapilow (conductor/music director OLove LifeO)

Richard Muenz (actor/singer OLove LifeO)

Debbie Shapiro (actor/singer OLove LifeO

Migdalia Cruz (lyricist OFridaO)

Robert Xavier Rodriguez (composer OFridaO)

Barbara Pollitt and Steve Kapl{puppetry OFridaO)
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Rick Cordoba (music director OFridaO)

Helen Schneider (actor/singer OFridaO)

Derek Wolcott (writer, lyricist, stage director OSteelO)

Galt McDermott (composer OSteelO)

David Wheeler (calirector OSteelO)

Meredith Monk (creator, writecomposer, performer OAtlasO)
Wayne Hankin (arranger, music director OAtlasO)

Michael Barrett (cemusic director OA Tribute to Leonard BernsteinO)
Steve Blier (cemusic director OA Tribute to Leonard BernsteinO)
Steven Wade (cwrriter, performer OBanjo DeingO)

Milton Kramer (coewriter, director OBanjo DancingO)

Tom Cone (cewnriter OHerringboneO)

Ellen Fitzhugh (cewriter OHerringboneO)

Skip Kennon (composer OHerringboneO)

Kenneth Elliot (stage director OHerringboneO)

B. D. Wong (actor/singer OHerringboneO

*Edward Gorey (writer, designer OAmphigoreyO)

Daniel Levans (director/choregrapher OAmphigoreyO)

Peter Golub (composer OAmphigoreyO)

Michael John La Chiusibrettist OTaniaO; Sondheim award winner)
Christopher Alden (stage director OTaniaO)

PaulSteinberg (designer OTaniaO)

Cindy Aaronson (actor/singer OTaniaO)

Bill McClaughlin (music director OTaniaO)

Ed Shockley (writer/lyricist OBobosO; Sondheim Award winner)
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James McBride (composer OBobosO, Sondheim Award winner)

Bertin Rowser (director/chorgeapher OBobosO)

Monica Johnson (director/choreographer OBobosO)

Tina Landau (creator, librettist, stage director OStates of IndependenceO, OFloyd CollinsO
Ricky lan Gordon (composer OStates of IndependenceO)

Laurie Anderson (creator/composer/performeo@S&t From the Nerve BibleO)
Adam Guettel (lyricist/composer OFloyd CollinsO)

Sekou Sundiata (writer, composer, performer OThe Mystery of LoveO)
Terry Allen (creator, cavriter, cocomposer, performer OChippyO)

Jo Harvey Allen (cawriter, performer OChip)

Terry Allen (cocomposer, performer OChippyO)

Butch HancocKco-composer, performer OChippyO)

Joe Ely (cecomposer, performer OChippyO)

Robert Brustein (adaptor OSchlemiel the FirstO)

David Gordon (director, choregrapher OSchlemiel the FirstO)

Henkus Nézsky (musical adaptor and composer OSchlemiel the FirstO)
Zalman Mlotek (musical adaptor and composer OSchlemiel the FirstO)
Conservatory Klezmer Band (performers OSchlemel the FirstO)

*Jonathan Larsen (Sondhe#ward winner)
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Appendix 4

ERIC SALZMAN DSELECTED WORKS:

* = scores and/or recordings (audio or video) available

O Praise the Lord®psalm for a capella chorus (SATB; 1954)*

Suite for Violin and Piano based on American Indian Themeg§1954)*
l. Rain Dance
I. Ritual Song
[I. Lullaby
V. Dance Song

String Quartet (1955)Din 3 movements*

Suite for Piano (1955)*
l. Prelude
. Scherzo
. Nocturne
V. Rondo

Sonata for Flute and Piano(1956)*
Allego
Andante
Molto Allegro

Night Dancefor woodwind quartet (FI, Ob, Bb Cl, Bsn 1957)*; orchestral version (performed
by the Minneapolis Symphony, Stanislaw Skowaczewski, cond.)*

OOn the Beach at Nightfor voice and piano; text by Walt Whitman (1958)*

cummings sefor voice and piano (s bye e cummings; 1958; orchestration, listed in 1962, not
extany*

lady will you come with me

my love

cruelly love

if i have made my lady

come a little further

if I love you

all in green went my love riding
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Partita for Violin or Viola (1958)*

l. Moderato

. Mosso

1. Andante

V. Molto allegro
V. Chaconne

Inventions for Orchestr§l95758) (Picc, 2 Fl, 2 Ob, E.H., 2 Bb CI, Bb Bcl, 2 Bsn, 4 Hn, 3 Bb
Tpt, 3 Thn, Tha, 3 Perc, Hp, Stgs)

“In Praise of the Owl and the Cuckoofor Soprano, Flute, Viola and Guitar*
(texts by William Shakespeare from OLoveOs LaborOs Loste4 1t $&3formed by Susan
Belling, Elsa Charleston (with Ralph Shapey), etc.

Larynx Music, Verses for Soprano, Guitar, and 4rack Tape (196667; Finnadar recording; 1e
release on Wiretap albuby Labor/Naxos 2012)*

Versesfor solo guitar (1967)*

Foxes and Hedgehog¥/erses and Cantos for 4 soloists, two instrumental groups with sound
systemg(text by John Ashbenpremiere at New Image of Sound, NYC, Dennis Russell Davies,
conducting theulliard Ensemble, Nov. 30, 1967; other performances: Brooklyn Philharmonia/Lukas
Foss; BBC Symphony/Pierre Boul®zvith Philip Langridge, Mary Thomas, ¢tc

Queens Collagean academic festival overture for tape (1968; Finnadar Recordirgleesed on
Wiretap album by Labor/Naxos 2012)*

The Peloponnesian Waifull-evening mimedancetheater piece with dance/choreographer Daniel
Nagrin (premiere SUNY/Brockport 1967; extensively toured 196¢{video only)

Wiretap, tape piece with the voice of Danhhgrin (1968; Finnadar recording:-released by
Labor/Naxos 2012)*

Feedback a multtmedia participatory environmental work for live performers, visuals and tape
(with Stan Vanderbeek; premiere Syracuse U., 1968; widely toured including Instituto datguat
Tella, Buenos Aires, with Marta Menujin, 1969; also video version for NY State Public Television
Network 1969)*

The Nude Paper Sermofor actor, Renaissance consort, chorus, and electronics (texts by Stephen
Wade and John Ashbery; commissioned by Nonesuch Records, 1968; live/theater version widely
toured 1969) Performances include opening of Hunter New Image of Sound (conducted itug Den
Russell Davies with the Julliard Ensemble 1969; Claremont Festival, Claremont California,
conducted by Gary Berkson, July 28, 1973rakeased by Labor/Naxos 2012

Can Man Survive?Zenvironmental multmedia piece for the centennial of the American &lums of
Natural History (1969971) *
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Strophe/Antistrophdor keyboard and tape (1969/71)
The 10 Qualitiesand3 Madrigals for chorus (1974)*

Ecolog music theater for television with Jackie Cassen and Quog Music Theater for Artists
Television LabWNET-NY (media piece; premiered on Channel 13, NY, 1971)* Live version
premiered by Pierre Boulez at the New York Philharmonic Prospective Encounters, Loeb Student
Center, New York University, 1977

Helix for voice, percussion, clarinet and guitar (QuogsM heater; 1972; Finnadar recording
released by Labor/Naxos 2012

Voices an a capella radio opera (Quog Music Theater; 1972)*

Saying SomethindQuog Music Theater; 1972

Biograffiti (Quog Music Theater; 1972

Lazarus a music drama of thE2th and late 20th centuries (Quog Music Theater; premiere,
Washington Sq Church, 197/@rected by Steven Urkowitza Mama production directed by Lee
Nagrin, 1974; European tour 1975, etc.) *

Fantasy on Lazarusfor string orchestra (1974)*

The Conjure, music theater work (words & music with Michel Sahl) (premiere, Public Theater,
N.Y., 1975; produced by Joe Papp, directed by Tom OOHorgan)*

Accord music theater for accordion solo (premiered and recorded by William Schimmel, N.Y,., 1975
performed as part dccord/Discordin N.Y. & on tour in Eastern Europe 2010

Stauf, a music theater Faustords & musicwith Michael Sahl) (premiere, Cubiculo, N.Y., 1976;
revised version. American Music Theater Festival, Philadelphia, 1987, ditgciidoda Levine)*

Civilization and Its Discontentsa music theater comedydrds & musicwith Michael Sahl)
(premiere, AMDA, NY 1977; European premiere and tour, Michiel van Westering Produkties, The
Netherlands, 1997, directed by Valeria Vasilevski; also National Public Radio production and
Nonesuch recording; viaus prizes including Prixdtia and Backstage awarstore published by G.
Schirmer; rereleased by Labor/Naxos 2012

Noah, music theater miracle play (words & music with Michael Sahl). (premiere, Pratt Institute,
Brooklyn and Washington Square Methodist Church, winter/spring;Xfdio version WBAI,
1979)*

The Passion of Simple Simofwords & music with Michael Sahl) (premiere, Theater for the New
City, N.Y., 1979; National Public Radio version commissioned by WNWQ*
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Boxes music theater piece (music by Michael Sébdmmission from KCRW, Santa Monica, ®A
American Public Radi®198283; Seagram Award; National Music Theater Network, Victory
Theater, NY 1988)*

Variations ona Sacred Harp Hymrfor keyboard (harpsichord); commissioned and widely
performed by Igor Kipis, 1982 )*

Big Jim & the Smalttime Investors music theater piecd980/2012); libretto by N. Jackson);
workshop at The Flea, produced by the Center for Contemporary Opera, May, 2012

Toward a New American Operanixed media piece for National Opénstitute (1985)
Birdwalk, tape piece with optional keyboard; based on recorded bird songs (1986)*

Signals structure for conducted improvisation (any number of vocal or instrumental performers;
1988)*

The True Last Words of Dutch Schultg199597; with Valeria Vasilevski; premiere and tour, The
Netherlands, Michiel van Westering Produkties, 2987directed by Valeria Vasilevski); concert
version at Cutting Edge, NYC, conducted by Victoria Bond; US staged premieretoWadll|
Opera 16@-2007, May 19, 2007, Symphony Space, NYC*

La Priere du Loup; text by Michel Rostain (commissioned and premiered by the National Theater,
Quimper, France, 1997; directed by Michel Rostain); U.S. premiere in Enghialifftan PrayerO]
performed by Rinde Eert at the Festival of the Hamptons, Bridgehampton, NY July 2003*

Scenes froni\bel Gance ~ New Yorkcommissioned by Chants Libres, MontrZal, (workshop
performance, NewOp Montreal, 1999; directed by Antoine Laprise)*

Cassandrdor solo performer, keyboard and electronics; for Kristin Norderval; text by Eva Salzman.
Premiere, Ultima Festival, NewOp 10 Oslo, Norway, October, 2001; WUK Theatre, Vienna, Austria,
November 2002 (directed by Valeria Vasilevski; in conjuction with NptOandWien Moderiy,

Sechs Tage Oper®uesseldorf, Germany, February 200t cell(presented by the Center for
Contemporary Opera, directed by Kira Simrirfgjalso video)*

Mugic for new French version dhe Good Woman of Szechuaf Bertolt Brecht; Trident Theater,
QuZbec, Canada, Janu#&igbruary, 2004; directed by Antoine Laprise.*

A William Meredith Bestiary , songs for voice and piano on poems by William Meredith. Premiere
by Janna Baty, soprano, Christopher Lynd&ee, pianoat the Varna Festival, Bulgaria, July, 2004

Jukebox in the Tavern of Lovanadrigal comedy commissioned by the Western Wind Vocal
Ensembletext by Valeria Vasilevskstaged reading, Tenri Center, NYC, June 20, 20frét;
production, The Flea, 2008 &iWestern Wind (directed by Valeria Vasilevski); BargeMusic, July
2009. A recording is scheduled to be released by Labor Records/Naxos in 2013.
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Le Systme du Mondeor The System of the Worldvork-in-progress with Valeria Vasilevski.

Suite from The LastWords of Dutch SchultZor violin, piano and percussion. First performed by
Marc Levine at the Haptons Arts Center 2010

Accord/Discordincluding Brecht Songs, tango arrangements of Pugliese and Oscar Stroks; Center
for Contemporary Opera productidiastern European tour 2009/10

Five Dancesarrangements of John Cage prepared piano pieces for String Quartet and String
Orchestraperformed by the Bard Quartet (Bard College Cage Symposium and Festival, 2008)
Totem Ancestawas recorded by Kronos Quetrfor Nonesuch 79457 (1997). Scoublished by
C.F. PeterseEP67725 (2003)

Strike Up the Bandarrangement of the Gershwin/Kaufman musical for a production in Quimper,
France and Paris

Big Jim & the Smalttime Investorsan opera about an L.A. coramwho invents a kind of virtual

reality machine and convinces investors that this is the next big thing. The work, which has a librettc
by Ned Jackson written a number, had a reading at the N.Y. Society Library (OPrima la ParolaO) in
2010 and a workshop@duced by the Center for Contemporary Opera at the Flea Theater in March,
2012. It is scheduled for production by the Center in 2014.*

The House of Special Purpod@libretto by Renzo Olivé® music not started.
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