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style can be created only by the use of two
parameters: melody and rhythm, or, on a
nonmusical level, by use of a programmatic
title (p. 195). In the end, perhaps the exact
degree to which Chadwick reflected such
distinctions matters little. Though associ-
ated with the classicist style, Chadwick’s
consummate craftsmanship, as well as his
efforts to innovate musical genres and id-
ioms from within, helped establish the aes-
thetic footing on which much subsequent
American music was built. Although Chad -
wick eschewed actual American folk songs
in his works, he was a pioneer in creating a
distinctive American style of concert music
that eventually led the way to the modern
Americana of Copland, Thomson, and 
others. Only after American composers 
had gained the requisite craft, secured a
pedigree, and found at least a potential 
audience, was for the call for a uniquely
American musical art heeded seriously, a
process aided and strengthened by Chad -
wick’s own dabbling in the style, however
transient.

Five appendices provide useful auxiliary
information, including repertoire and
guest artist lists for selected performances
of both the Springfield (Massachusetts)
and Worcester (Massachusetts) Festivals,
organizations for which Chadwick served as
musical director, a record of Chadwick’s
major North American travels, a catalogue
of the composer’s music performed by the
band of Chadwick’s friend and near-exact
contemporary John Philip Sousa, and a
complete listing of Chadwick’s composi-
tions programmed by the Boston Sym -
phony Orchestra from 1883 until his death
in 1931. One might hope for a bit more de-
tail in several of these; scholarship would be
well served, for example, if the exact month
and day of the Boston Symphony concerts
had been cited, rather than the year alone.
For that matter, one might wish for a 
complete listing of Chadwick’s oeuvre—
particularly since the previous biography of
the composer (Victor Fell Yellin, Chadwick:
American Composer [Washington, DC: Smith -
sonian Institution Press,1990]) also treats
only selected compositions. Conversely,
Faucett offers a helpful list of Chadwick’s
works composed before 1878—a significant
line of demarcation, since the composer in-
explicably appears to have destroyed most
of the pieces written before that year, even

while invoking some of his earlier ideas in
later compositions (p. 40).

In spite of such minor lapses, Faucett’s
book fills a critical lacuna in American mu-
sicology, documenting Chadwick’s place 
as a singularly viable figure in fin-de-siècle
America and making a compelling case for
the revival of his works in the twenty-first
century. By intertwining the personal and
professional in an easy-to-read, accessible
manner, Faucett shows why Chadwick re-
mains a seminal American artist of stout in-
tegrity and rugged originality. Ultimately,
of course, the nexus represented by Chad -
wick’s roles as composer, performer, critic,
and educator is most informed by appraisal
of the changing cultural landscape in
which he worked and flourished. Faucett’s
biography opens up the possibilities for in-
quiry into such an issue, forcing the reader
to reevaluate Chadwick’s career and his
music on terms that recognize the rich
complexity of his life and of the times in
which he lived.

Karrin Ford
Waco, TX

Christian Wolff. By Michael Hicks and
Christian Asplund. (American Com -
posers.) Urbana: University of Illinois
Press, 2012. [x, 118 p. ISBN
9780252037061 (hardcover), $80;
ISBN 9780252078965 (paperback),
$25.] Illustrations, index.

This slim volume devoted to the life and
work of the avant-garde composer Christian
Wolff is past due. Despite the fact that
Wolff is listed in every music history text-
book as a member of the so-called New
York School alongside John Cage, Morton
Feldman, and Earle Brown, he has received
relatively little scholarly attention. Hicks
and Asplund have made a significant effort
to balance the scales with this excellent 
narrative.

It is fortuitous that the book was released
in 2012 during Cage’s hundredth birthday
year. Wolff had a busy 2012, as he toured as
the only surviving member of the New York
School and as Cage’s close friend and col-
league. Hicks and Asplund point out that
Wolff’s longevity and position as “survivor”
have served him well. Since Cage’s death in
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1992, Wolff has enjoyed some of his most
productive years. He was recognized with
the prestigious John Cage Award given by
the Foundation for Contemporary Perfor -
mance Arts in 1997, and has received a
number of significant commissions from 
all over the world for ensembles large and
small. The height of Wolff ’s notoriety in
the world of popular culture was with the
release of Sonic Youth’s album Goodbye 20th
Century (1999), which included Wolff’s
graphic notation masterpiece Edges and a
movement from his highly indeterminate
classic Burdocks. Willie Winant, Takehisa
Kosugi, Christian Marclay, and Wolff him-
self appear with the band (p. 85).

Wolff himself is the likely cause of his
lack of celebrity in the avant-garde world.
He is remarkably humble, not given to talk-
ing about his own work. David Behrman
said that Wolff ’s music was “honest . . . and
funny.” According to Hicks and Asplund,
“The music is unassuming, even unimpres-
sive. It contains little obvious rhetoric, lacks
the ‘in-your-face’ assertiveness that charac-
terizes modernism” (p. 94). 

Wolff ’s personal life is equally uncompli-
cated. He taught classics and music at Dart -
mouth for decades, and raised four chil-
dren with Holly, his wife of almost fifty
years. The routine of a “day gig” and the
warm home life created stability for creative
work, but kept him at the periphery of the
new music scene. Despite the fact that Cage
claimed to have removed the ego from his
compositions through the use of chance
operations and indeterminacy, Cage’s ca-
reer was bolstered through constant con-
tact with the public and the media. Wolff’s
works and musical status are both testa-
ments to a genuine absence of ego. Larry
Polansky, a colleague of Wolff ’s at Dart -
mouth, said that “because of Christian’s 
humility, he may get the short end of the
stick, more so than someone who’s put on
a lot more airs. But he’s just one of the
band, really, and that’s all he really wants 
to be: just a musician playing music. He
doesn’t pretend to be anything other than
that” (p. 97).

But, of course, Wolff is much more than
that. Hicks and Asplund’s slim volume de-
scribes a creative mind that seeks constant
innovation. He rarely employs the same
compositional technique twice, although
he has gone back to certain themes and

perspectives in his work. Almost all of his
works have a political aspect. Many works
are designed to be inclusive, with some
written for non-musicians. Most of his
works require some kind of negotiation
and cooperation within an ensemble. One
of his better-known works, Burdocks,
demon strates this kind of cooperative 
work. Burdocks is written for “one or more
orchestras”—although Wolff redefined “or-
chestra” to indicate an ensemble of as few
as five players. Sound sources are mostly
free and the overall structure is open: “no
set number of movements need be played,
movements could be played in succession,
simultaneously or in any combination of
overlaps.” What is most important, how-
ever, is that “an elective political process
undergirded the piece: players were to
‘gather and decide’ or ‘choose one or
more representatives to decide’ which sec-
tions to play and in what order” (p. 46).
This essentially democratic political philos-
ophy places Wolff in direct contrast to Cage
the anarchist. The indeterminacy of both
composers may make them seem quite sim-
ilar, but Cage insists that his players remain
separate, that they were not to listen to each
other and react. Each player is to be his or
her own center, and these centers can “in-
terpenetrate” but not interact. Wolff’s polit-
ical activism, his connection to “tradition,”
and his use of pre-existing tunes in much of
his music made him closer in the 1970s and
beyond to Cornelius Cardew and Frederic
Rzewski than they did to the other mem-
bers of the New York School.

According to Wolff, Cage said the follow-
ing about the differences between the com-
posers of the New York School: Of the four,
Feldman’s work was the most “painterly,”
Brown’s was the most “European,” Wolff ’s
was the most “musical,” and Cage’s own
work was the most “theatrical.” (Wolff has
assured me that Cage did not intend “Euro -
pean” and “musical” as compliments.)
Despite the friendly jab, the anecdote is
rather insightful. Wolff’s music is indeed
the most musical, or at least the most pre-
occupied with sounds. While Feldman and
Cage connected their work to other cul-
tural practices as inroads to legitimacy
(Feldman with visual art, Cage with “experi-
mental,” even scientific fields), Wolff had
no need to seek legitimacy. His job security
as an academic ironically kept his music
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from becoming “academic.” While Cage’s
experimental tendencies tended to “con-
note something more rigorous and goal
driven,” Wolff’s music was defined by a
sense of play. Hicks and Asplund write that
“Wolff ’s most potent gift to the world of
composition comes in those scores in
which he insists that players play, with all
the word’s hints of gamesmanship, strategy,
deftness, and attention” (p. 95).

Writing a biography of a living composer
is often a treacherous task. Not only have
Hicks and Asplund expertly negotiated a
close and open relationship with Wolff, but
Wolff seems to have been a willing collabo-
rator. The content is illuminated by Wolff ’s
commentary throughout. The only short-
coming is that one wants to see more score
examples, especially given Wolff ’s fondness
for graphic notation and his desire not to
repeat techniques. 

In 2014 Wolff will celebrate his eightieth
birthday. Hicks and Asplund speculate to-
ward the end of the work about Wolff’s
“late style,” but given his continued creativ-
ity and innovation, one cannot be sure 
that this book will not soon need a second
volume. 

Sara Haefeli
Ithaca College

Elliott Carter Studies. Edited by
Marguerite Boland and John Link.
(Cambridge Composer Studies.) Cam -
bridge: Cambridge University Press,
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Elliott Carter’s What Next?: Communi -
cation, Cooperation, and Separation.
By Guy Capuzzo. (Eastman Studies in
Music, v. 90.) Rochester, NY: Univer -
sity of Rochester Press, 2012. [xiv, 
189 p. ISBN 9781580464192. $75.]
Music examples, bibliography, index.

At the time of his passing in late 2012 at
the age of 103, Elliott Carter was widely 
regarded as one of the most influential 
and celebrated twentieth-century American
composers. Although his compositional ca-
reer is frequently divided into three princi-
pal stages—an early neoclassical period; a

middle period during which he penned ex-
tremely complex and challenging works;
and a lyrical, more accessible late period—
he is most generally associated with the 
music of his middle period. And while his
critics have held these compositions from
approximately the mid-1950s through the
early 1980s as exemplars of a modernist
composer who wrote only for himself (one
of Carter’s famous aphorisms from the
early 1950s was how, in order to reinvent
himself as a composer, he adopted the posi-
tion “to hell with the public and with the
performers too” [p. 34]), his music has gar-
nered interest and respect from the highest
musical echelons, including the most pres-
tigious musicians and performing ensem-
bles throughout the world.

There has also been a significant amount
of scholarly interest in Carter’s music; 
consider, for instance, the vast number of
master’s theses and doctoral dissertations
one can find even with a cursory search us-
ing ProQuest. In this review I examine two
recent additions to the growing body of
Elliott Carter scholarship: a multi-authored
book edited by Marguerite Boland and
John Link entitled Elliott Carter Studies, and
Guy Capuzzo’s monograph on Carter’s
opera What Next ?

Elliott Carter Studies is the first full-length
multi-authored study of the composer’s
music. It naturally follows such seminal
works as David Schiff ’s survey The Music of
Elliott Carter (New York: Da Capo Press,
1983; 2nd ed., Ithaca, NY: Cornell Uni -
versity Press, 1998), Felix Meyer and Anne
Shreffler’s 2008 study of Carter’s sketch
materials (Elliott Carter: A Centennial Portrait
in Letters and Documents [Woodbridge, UK:
Boydell Press]), and James Wierzbicki’s
2011 biography Elliott Carter (Urbana: Uni -
versity of Illinois Press)—this last title sur-
prisingly absent in Elliott Carter Studies’ oth-
erwise admirable bibliography. The present
volume also offers collections of interviews
with and writings by the composer himself.

Elliott Carter Studies contains fourteen
chapters within four parts. Part 1 is entitled
“Overview: Music Early and Late”; it con-
tains two chapters. In the opening essay
Jonathan Bernard, appropriately enough,
discusses Carter’s early works. Bernard ar-
gues that Carter’s early compositions—i.e.,
the works until approximately the cello
sonata from 1948—have been unfairly ig-


