metaphysical questions: If time is an all-
pervading flux, how can we ever hope to
understand those separated from us by
many decades, even centuries? Won’t
passage of time inevitably open up radi-
calincommensurablities in modes of per-
ception and analysis, even in fundamen-
tal mental capacities? In Agacinski’s tem-
porality, thinkers widely separated intime
would be about as likely to communicate
with each other as beings from two differ-
ent galaxies. Indeed, just what Agacinski
covertly assumes in enshrining Aristotle
and Benjamin as her exemplars of time-
¢mbracing thinkers becomes clear in the
light of philosopher Stephen R. L. Clark’s
rovocative assertion that we can hope
{0 communicate with beings from other
planets only if we and they are similar
Itheomorphs—that is, only if we and they
are created inthe image of the same God.!
'Even so, Agacinski’s use of Benjamin and

Aristotle makes sense only on the

atemporal assumption—furtive and un-
acknowledged—of an essentially fixed
human character, unchanging across mil-
lennia. This is not to say that Agacinski
herself believes that humans now are cre-
ated in the same divine image as humans
in Arisototle’s time. But without question
her recommendation that we take an an-
cient philosopher as our intellectual
mentor will fit more easily in the thinking
of readers who do believe in this tradi-
tional doctrine than in the thinking of
those who consistently reject it.

Why does athinker as sophisticated as
Agacinski covertly and probably even
unconsciously resort to doctrines her
own metaphysics will not support? The
reader can only suspect afailure of nerve:
Agacinskidraws back from athoroughgo-
ing application of her own modernist
doctrines of temporality because these
doctrines can only mean the eventual
disintegration of every humane value in
the randomness of flux. Agacinski would
hold onto many humane values through
valiantly wilful illogic. But better far to
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rethink first principles in a way that will
allowthinkers sustained by faith toresist
the meaningless entropy of time and to
recover from human historywhat T.S. Eliot
called “a pattern/ Of timeless moments.”
For as Eliot understood, it is only in that
pattern, and only because of the eternal
grace of an unchanging God, that ulti-
mately “all shall be well and / All manner
of things shall be well’—beyond time,
beyond flux.

Music in the Modern Age
PETER KALKAVAGE

Surprised by Beauty: A Listener’s
Guide to the Recovery of Modern
Music, by Robert R. Reilly, Washing-
ton, D.C.: Morley Books, 2002. 351 pp.

INHiS GENEROUS AND beautifully written book,
Robert Reilly leads us through the vast,
largely unknown territory of twentieth-
centurymusic. Thetitlerecalls C.S. Lewis’s
Surprised by Joyand the poem of the same
name by William Wordsworth. The hero
ofthebookis beauty. We are surprised by
beauty—surprised because beauty in all
its forms surpasses expectation and pro-
vokes wonder, and because the beautiful
in music somehow managed not just to
exist, but even to thrive in a century
marked by brutal political ideologies and
perverse intellectualism.

If the book has a hero, it also has its
villain. This is serialism or the twelve-
tone theory of Arnold Schoenberg (1874-
1951), who exerted a tremendous influ-
ence over the minds and works of many
modern composers. Schoenberg advo-

PETER KALKAVAGE is a Tutor atSt. John’s College
in Annapolis, Maryland.

125




cated the emancipation ofthe dissonance.
In a defining document from 1941, he
wrote: “A style based on this premise
treats dissonances like consonances and
renounces a tonal center.” Instead of
using the traditional diatonic order of
whole steps and half steps (the source of
the ancient Greek and medieval modes,
and of the modern major scale), the serial
composer takes as his governing prin-
ciplearow or series comprising all twelve
chromatic tones within the octave.

Schoenberg believed that the re-
sources of tonality had been exhausted
and that the times demanded a “New
Music”—by which he meant “My Music.”?
He also said that he had been “cured of
the delusion that the artist’s aim is to
create beauty.” How wrong he was about
the presumed exhaustion of tonality is
overwhelmingly shown in the many and
variedtonal composers wemeet in Reilly’s
book. As for the supposed disease from
which Schoenberg had recovered—the
pursuit of the beautiful—these same com-
posers show us that beauty in the twen-
tieth century was alive and well, no thanks
to the Dr. Kevorkian of music. As the
book’s subtitle indicates, Western classi-
cal music is enjoying a period of genuine
recovery. It is rebounding from the “im-
position of a totalitarian atonality.”

The general reader need not fear that
the topics in this book are too technical
for him, or that helacks sufficient musical
knowledge, or familiarity with the works
under discussion, to follow the author’s
lead. Reilly brings his impressive knowl-
edge of music to bear onthe most human
of our human experiences with arefresh-
ing clarity and personal directness. He
speaks from the fullness of his great love
of music and infects the reader with the
surprise he himselffelt inthe discovery of
modern beauties.

The book has a simple, humane de-
sign. Its various chapters can be profit-
ablyread in any order. A series of essays
inthetruest senseoftheword,itisabook
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that begs for browsing. The main partisa
series of short chapters devoted to twen-
tieth-century composers, thirty-nine in
all, arranged in alphabetical order. It be-
gins with the American John Adams and
ends with the Brazilian Heitor Villa-Lo-
bos. Each chapter has a memorable title
that aptly sums up the composer. Samuel
Barberis part ofachapter entitled “Ameri-
can Beauty”; Edmund Rubbra is “On the
Road to Emmaus”; and Ralph Vaughan
Williams is an example of “Cheerful Ag-
nosticism.” The alphabetical ordering
makes for a wild ride across Europe and
the Americas. Or, to use what is perhaps
amorefittingimage, reading through the
chapters is like walking along a beach
and picking up one exotic shell after an-
other. We are amazed to discover just
how much beautiful music from so many
countries washed up on the shore of the:
last century. |
Without making music a mere product
ofits time, place, and circumstance, Reilly-
nevertheless also reminds us of the living
human soil, the soil of suffering and affir-
mation, out of which great music grows.
He relates deeply moving events in the
personal lives of modern composers,
events that shaped their compositions.
We also get to hear their own often aston-
ishing revelations about music as a re-
sponse to life. If you have never heard a
single work by any of these composers, be
assured that youwillwant to hear themall
by the time you finish reading this book.
The chapters have atwofold purpose:

they are both contemplative and practi-
cal. In his contemplative mode, Reilly |
puts forth crisp, thought-provoking re- |
flections on the power of music, and on 7
the relation music has to God, nature,
and the human spirit. Asapractical guide,
he offers knowledgeable advice about
what tolisten to and in what order. Every
chapter contains a list of recommended
works, including valuable information
on recommended performances and re-
cordings. I have followed Reilly’s guid-
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ance and have listened to many of the
pieces he discusses. As a relative new-
comer tomodern music, | was grateful for
whatever help I could get, and can report
that this book, in its practical purpose,
works.Readers of all musical backgrounds
and tastes will profit from the accuracy of
the descriptions and judgments, and the
reliability of the musical advice. One does
not merely read this book, or evenre-read
it: one lives with it and shares it with
music-loving friends. One reads, then lis-
tens, then reads again, and again listens,
each time listening with more acuity and
pleasure, each time falling under the spell
of a beauty that surprises.

In his Preface, Reilly reminds us that
more than music is at stake in the debate
over Schoenberg’s theories and composi-
tions—much more. The clearest crisis of
the twentieth century, we are told, is the
ljoss of faith and spirituality. Schoenberg’s
dodecaphony and the rejection of tonal
hierarchies were the musical outgrowth
ofthis deeper pathology. The connection
between atheism and atonality was
summed up by the American composer
John Adams, who said, “I learned in col-
legethat tonality died somewhere around
the time that Nietzsche’'s God died, and I
believed it.”

The metaphysical implications of ato-
nality are at the center of two concise
essays that frame the journey through
modern composers: “Is Music Sacred?”
and “Recovering the Sacred in Music.” In
the first essay, after a pointed discussion
of the Pythagorean discovery that linked
music with reason and nature, and the
resultant idea of a “music of the spheres,”
Reilly points to Saint Clement of
Alexandria’s view of Christ as the “New
Song,” and of the harmonious bond be-
tween “this great world” and “the little
world of man.” Reilly then describes the
falling away from theseinspiredideas. He
shows us not only what Schoenberg’s
theoryasserted, orrather denied, but also
the cultivation of chaos (in the music of
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John Cage) that inevitably followed the
denial of natural order.

Thesecond essay depicts Schoenberg
as a false Moses, who “led his followers
into, rather than out of, the desert.” Speak-
ing from the perspective of his deeply
held Roman Catholic faith, Reilly offers
an interpretation of how Schoenberg’s
lack of faith rendered him incapable of
finishing his opera, Moses and Aron. We
alsohear amoving account of three mod-
ern composers of demanding sacred
music: Gorecki, Part, and Tavener. Their
most urgent message—the antidote to
modern noise and restlessness—is Be
still. Here Reilly defends the works of these
composers against the charge that they
wrote nothing more than “feel good mys-
ticism.” The story of Gérecki, whose mu-
sic was a response to what Poland suf-
fered under the Nazi and the Communist
regimes, is harrowing and sublime. It
shows us that modern man, with eyes
wide open to the horrors of his age, need
not yield his creative spirit to the mere
expression of those horrors.

As a sort of appendix, there is a con-
cluding section called “Talking with the
Composers.” Here, Reilly relates fascinat-
ing conversations he has had with the
writer and conductor Robert Craft (who
conducted music by both Stravinsky and
Schoenberg), and with the composers
David Diamond, Gian Carlo Menotti,
Einojuhani Rautavaara, George Roch-
berg, and Carl Riitti.

Especially revealing is the conversa-
tion with Rochberg, “the dean of the
twelve-tone school of compositioninthe
United States and the first to turn against
it.” Rochberg gives an extraordinary
insider’s perspective on the fatal limits of
serialism. He complains of the loss of
musical punctuation, by which the com-
poser tries to capture meaning and
expressivity: “What I finally realized was
that there were no cadences, that you
couldn’t come to a natural pause, that
you couldn’t write a musical comma,
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colon, semicolon, dash for dramatic, ex-
pressive purposes or to enclose a
thought.” Even more striking, he notes
how the series of twelve tones, once se-
lected, kills off the possibility for open-
ness and freedom: “Everything is con-
stantly looping back on itself.” This is
extremelyinteresting because, inthe clas-
sical tradition, circularity was the hall-
mark of the divine, the sign of perfection
and even of freedom.

The very diatonic order that Schoen-
bergrejectedisitself circular or periodic—
afact mostobviously present in the major
scale. But the major scale has a natural
directedness, while the twelve-tone row
does not. Diatonic music is only appar-
ently restrictive in its circularity: in fact,
it promotesinfinite tonal adventure. That
isbecause, as most people can hear, ithas
anatural sounding flow, a freedom most
evidentin Gregorian chant. Schoenberg’s
circles are, then, the perversion of natu-
ral circles. They do not liberate but im-
prison. They arelike the circles of Dante’s
Hell—where, werecall, there is no music
but only noise. In Rochberg’s exposé, we
come to realize the unmitigated tyranny
of twelve-tone composition. We see how
the creator of musical valueis ultimately
the slave of his tone-row creations.
Serialism thus becomes a parable for
modern times, a cautionary tale about
the rage for autonomy.

Schoenbergdid not just reject tonality:
he denied that tonality existed “in Na-
ture.” His desire was “to demote the meta-
physical status of Nature.” The rage for
autonomy must always be at odds with
nature. Nature sets a permanent, insuper-
able limit to the human will. One cannot
change what is. And if, in addition, what is
is hierarchical and normative, as the clas-
sicaltradition asserted, thennatureis not
just insuperable but authoritative; it is
not only the thing you cannot change but
also the thing you ought not change, the
good. It is Schoenberg’s metaphysical
negativity, the denial not of the mere use
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but of the naturalness of tonality, that
makes his ideological transformation of
music so devastating and, to the propo-
nents of radical autonomy, so attractive.

As we see from the opening essay, na-
ture is the beautifully ordered whole of
allthings, what the ancient Greeks called
a cosmos.* Before Nietzsche’s death of
God there was the death of cosmos—
death in the sense that, with very few
exceptions (Kepler and Leibniz), cosmos
came to be what C. S Lewis called a dis-
carded image, anideathat had ceasedto
govern and inspire the European mind.
Many busy hands contributed to this
death, and it is important to identify the
executioners if we are to appreciate the
full force of the recovery of nature in its
traditional sense.

The first step was the nominalism o’f
William of Ockham. This reductionis‘t
theory effectively paved the way for mody
ern skepticism regarding essences and }
universals, that is, natures. Then there%

was the formidable new science of Bacon |

and Descartes, which rejected final (
causes and natural placement in favor of |
masteryand possession: nature was some-
thing to be engineered rather than imi-
tated. But it was Pascal who adminis-
tered the coup de grace in the death of
cosmos. With Blaise Pascal, man was no
longer “placed” within an ordered whole.
Instead, he was trapped between the in-
finitely little and the infinitely big. Na-
ture was not a cosmos but an infinite
universe inspiring fear, not love: “The
eternal silence of these infinite spacesfill
me with dread.” Pascal’s emotive imag-
ery did what Cartesian science could not:
make the denial of cosmos seem profound.
One of the biggest surprisesinReilly’s
bookis the sheer number of modern com-
posers who have devoted themselves to
nature in the older, classical sense. Most
striking in this respect are the Scandina-
vian composers. When Sibelius (1865-
1957), Nielsen (1865-1931), and Holmboe
(1909-1996)respond to nature, they are
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not filled with terror. Nor do they hear
eternal silences. For them the natural
worldis just as spacious and awesome as
itwas forPascal, butitis filled with music
rather thansilence. The music of Sibelius
is “a revelation of nature in all of its soli-
tary majesty and portentousness.”
Nielsen defies the moribund expression
of angst and ennui with music that “can
exactly express the concept of Life from
its most elementary form of utterance to
the highest spiritual ecstasy.” And
Holmboe, the most overtly cosmic of them
all, affirms that music enriches us only
whenitis “a cosmos of coordinated pow-
ers, when it speaks to both feeling and
thought, when chaos does exist but [is]
always overcome.”®

Nature, for Reilly, is not the highest
point of our journey, either through mu-
sic or through life. As we read in the
Hook’s opening essay, “With Christianity
thedivineregion becomes bothtranscen-
dentand personal because Logos is Christ.
The new goal of music is to make the
transcendent perceptible.” The transcen-
dent is that which goes beyond nature
and human reason. It is the supernatural
realm of grace. This higher realm of grace,
as Aquinas so beautifully puts it, “does
not destroy nature but brings it to perfec-
tion.”” The beautiful in music, far from
being cancelled in the move from nature
to spirit, now finds its highest vocation.
Like Dante’s Beatrice, it is the grace-like
shining forth of the transcendent within
thenatural, the eternal within the tempo-
ral. In this transition from beauteous na-
ture to transcendent grace, the reader’s
odyssey through modern music becomes
a pilgrimage. We hear the most astound-
ing claim about music and transcendence
from Welsh composer William Mathias.
Defying the usual view that music as the
temporal art par excellence is delimited
by temporality, Mathias is reported to
have said, “Music is the art most com-
pletely placed to express the triumph of
Christ’s victory over death—since it is
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concerned in essence with the destruc-
tion of time.”

Some of the greatest beauties we dis-
cover inour musical journey throughthe
last century are works by Christian com-
posers. Reilly is eager, however, to ac-
knowledge the inspired products of ag-
nostics like Vaughan Williams and Gerald
Finzi.Indeed, the agnosticlovers of beauty
are interesting precisely because they
offer an example of man’s continual hun-
ger for spiritual food. The most memo-
rable entry in the lists of the faithful is
Frank Martin. This is the Calvinist com-
poser whosereligious works offer a “Guide
totheLiturgical Year.” Martinis the exact
opposite of Schoenberg. One reason is
that this highly sophisticated Swiss com-
poser dared to write simple, even child-
like music “that goes directlytothe heart.”
Another is that he pursued anonymity to
anamazing degree: “Whilelistening to his
religious music, one never thinks of Mar-
tin.” This is a composer you cannot imag-
ine talking about “My Music.”

More than anything else, Surprised by
Beauty makes us glad. We rejoice that
there are still those for whom music has
aspiritual meaning, that a ferocious love
of beautyis still alive in the great works of
modern composers, and that this love, to
quote from the title of Nielsen’s Fourth
Symphony, seems to be inextinguishable.

1. “Composition with Twelve Tones,” in Style and
Idea, Selected Writings of Arnold Schoenberg, Ber-
keley, 1975 [Reilly, 217]. Whereas tonal music is
hierarchical, twelve-tone music is egalitarian: all
the tones in the twelve-tone row must be given
equal emphasis, “thus depriving one single tone
of the privilege of supremacy.” (Reilly, 246) 2.
Schoenberg’s preoccupation with himself is re-
vealed in the titles to some of his writings: “The
Young and I” (1923), “My Blind Alley” (1926), “My
Public” (1930), “New Music: My Music” (c. 1930).
3. Schoenberg disapproved of the term atonal.
He said that calling his music atonal was like
calling flying the art of not falling, or swimming the
art of not drowning. In the end, however, he
resigns himself to the term, saying: “in a short
while linguistic conscience will have so dulled to
this expression that it will provide a pillow, soft
as paradise, on which to rest” (Style and Idea
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[210]). 4. An essential feature of cosmos is the
differentiation of things according to kind. The
diatonic order, as opposed to the twelve-tone bag
of elements, preserves the kind-character of the
different intervals generated from the order.
Experience informs us that the perfect fifth, for
example, is different in kind from the major third.
Twelve-tone music renders this difference in kind
meaningless. It would have us live in a world
without character. 5. The thought of Pascal and
his eternal silences brings to mind the amazing
poem by Baudelaire, Réve FParisien, in which the
poet fantasizes about a purely visual world: Tout
pour l'ceil, rien pour les oreilles! It must be noted
that for Pascal and Baudelaire, a world without
sound or music, while terrifying, is also strangely
attractive. 6. Jacques Maritain helps us steer
clear of thinking that the composer’s love of
nature is a slavish act of imitation. He writes:
“Artistic creation does not copy God’s creation,
it continues it.... Nature is essentially of concern
to the artist only because it is a derivation of the
divine art in things, ratio artis divinae indita rebus.
The artist, whether he knows it or not, consults
God in looking at things” (Art and Scholasticism,
New York, 1962 [60-61]. 7. Summa Theologica,
First Part, Question 1, Article 8.

A Utopian Radical
BARRY ALAN SHAIN

John Stuart Mill On Liberty and
Control, by Joseph Hamburger,
Princeton and Oxford: Princeton
University Press, 1999. xviii + 239 pp.

JoserH HAMBURGER, the Pelatiah Perit Pro-
fessor of Political and Social Science at
Yale University at the time of his death in
1997, was one of America’s most accom-
plished scholars of nineteenth-century
British political thought. He had spent
much of his long and productive schol-
arlylife studying the intellectual world of
James Mill, Jeremy Bentham, John Stuart
Mill, and John Austin.! In his final book,
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John Stuart Mill On Liberty and Control,
Hamburger has brought this lifetime of
learning to an exploration of the some-
times opaque inner teachings of Mill’s On
Liberty. Situating Mill’s argument in this
seminal text among his other writings of
the period, many published only after
Mill’s death, as well as in the context of a
veritable treasure trove of letters (both
to and from him, and among his intimate
circle of friends), Hamburger makes sense
of what at times seems to be contradic-
tory impulses in On Liberty.

Rather thanignoring, as almostall other
scholars have done,? those elements of
Mill’s message that are troubling to con-
temporary sensibilities, Hamburger inte-
grates the contrasting features of Mill's
thought into a coherent whole. In so do-
ing, what he discovers challenges Mill's
status as anicon of contemporary liberal-
ism.Indeed, for Hamburger, Mill's work s
not only “far from being compatible with
modern liberal thought,” but rather
“should be regarded as being implicitly
critical of it.” [f Hamburger is right, much
of contemporary Mill scholarship will
have to be seriously reconsidered.

What is it that Hamburger believes he
hasuncovered in On Liberty that so many
havemissed or chosentoignore? Itisthat
Mill, in planning and writing this essay,
wanted to “‘point out what things society
forbade that it ought not, and what things
it left alone that it ought to control.”” As
Mill indicates in this 1854 passage writ-
ten to his friend George Grote, he hoped
tomake more distinct in On Libertythose
areas of social life in which society could
intervene, and what was appropriate
when doing so.

All readers of On Liberty are familiar
with Mill's powerful defense of an almost
sacrosanct area of autonomy surround-
ing a mature individual into which soci-
ety cannot legitimately enter. Almost
equally well recognized is Mill’s view that
this protection against interference is
limited by what might be called a “harm
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