
REVIEWS 

The music o f  Canada. By Timothy McGee. New York: W.W. Norton, 1985. ( x i i ,  257 p., 
$9.95) 

It i s  exc i t i ng  t o  see a book on the music 
o f  Canada from sucn a prest ig ious vublisner, 
i n  a s ize t n a t  i s  convenient, and r e l a t i v e l y  
inexpensive fo r  tne general reader. According 
t o  the jacket blurb, tne book i s  "abounding 
i n  music examples and rep le te w i th  
i l l u s t r a t i ons , "  so mucn so t na t  tne actual 
t e x t  space given t o  tne autnor i s  about 
150 pages. As we snal l  see, brev i ty ,  w i tn  
i t s  attendant decisions o f  wnat t o  include, 
i s  one of tne problems of t h i s  book. An 
antnology of scores i s  included: more tnan 
s i x t y  pages a t  tne end of the book are devoted 
t o  it, and an addi t ional  twenty o r  so i n  
the body of the text .  

To my knowledge, tne nar ra t i ve  i s  a correct  
account of Canadian musical nistory.  McGee 
fo l1  ows contemporary musicological trends 
by inc lud ing performers, ensembles, and 
soc ia l  and cu l t u ra l  h is tory ,  as wel l  as 
tne more t r ad i t i ona l  descr ipt ions of works 
and composers. f n i s  i s  very nelpful, and 
reveals now music, p a r t i c u l a r l y  a r t  music, 
functions I n  tne cul ture. Tne book shows 
now an imported a r t  fonn gradual ly took 
r oo t  i n  the musical l i f e  of Canada. Folk 
music i s  no t  neglected, and tnere i s  even 
a cnapter on the music of tne I n u i t  and 
Canadian Indians. But tne t e l l i n g  tnrougnout 
i s  ra tner  dry; t h i s  reader (probably j u s t  
anotner emotional Yank) longs fo r  some 
entnusiasm O r  a t  l eas t  some in te rp re ta t ion  
of tne facts. Tne book reads l i k e  a careful 
synopsis of tne E, except t n a t  the l a t t e r  
i s  more colourful  and opinionated. 

To c r i t i c i z e  someone e lse 's  choices fo r  
inc lus ion  o r  omission, espec ia l ly  choices 
made under ra ther  s t r i c t  l im i ta t ions ,  i s  
sometning of a game t ha t  anyone can play. 
Nonetheless, I feel t na t  some of McGee's 
choices deserve comnent. My c r i t i c i sms  of 
tne ea r l y  cnapters are probably a b i t  petty: 
e.g. wny does tne Tn6htre de Neptune, f o r  
wnich there i s  no music, deserve a f u l l  
vage (vp.9-1011 A f u l l  vage i s  also given 
t o  tne shape-note ed i t i on  o f  Davidson's 
hymnal, Sacred harmony (p.40), surely a 

strange cnoice when McGee admits t ha t  the 
"shape-note idea d i d  no t  catcn on i n  Canada.'' 

But i t  i s  i n  tne chapters devoted t o  the 
music o f  t n i s  century t ha t  McGee most f a l l s  
snort. I n  n i s  analyses, he often refers 
t o  tne s ty les  o f  o tner  composers as a model 
f o r  the work under discussion. Not only 
does t h i s  imply a der i va t f  ve, 
1ooki ng-to-European-model s a t t f  tude, but 
sucn references are o f ten  wrong, o r  a t  l eas t  
misleading. For example, now f s  tne reference 
t o  John Cage's "compositional moodH re la ted  
t o  anything i n  Scnafer's Requiems f o r  the 
p a r t y  g i r l  (p.137)? And since when do 
"conventional notation, grapnic scores, 
and e lect ron ic  soundsu qua l i f y  as 
"composi t iona1 tecnniques" (same page). 
This j u s t  reveals tne author 's i n a b i l i t y  
t o  analyze o r  understand contemporary music. 
On p. 127, i n  discussing Pentland's Symphony 
f o r  ten parts, McGee mentions the influence 
of Webern and " p o i n t i l l  I s t i c  tecnniques." 
Tne example shows t h i s  ra ther  poorly; sure ly  
i t  i s  more important t o  b r ing  out  tne many 
differences between Pentland and Webern. 
Pernaps i f  McGee had been more conversant 
w i th  20th-century styles, tne chapter e n t i t l e d  
"Recent developments , 1945- 1984" would no t  
have ended i n  the ea r l y  1960s. Surely the 
twenty-five composers l i s t e d  i n  tne l a s t  
s i x  t i nes  of tne chapter deserve better.  These 
composers, and others no t  mentioned, are 
the g lo ry  of Canadian music, and dozens 
of t h e i r  works rank aes the t i ca l l y  w i t h  the 
f inest  i n  the world. I f  Canadian don ' t  promote 
and honour t h i s  music, who i s  going t o?  
(Also, Healey Wil lan's music accounts fo r  
twenty-tnree o f  tne s i x ty - f i ve  pages o f  
tne anthology. I love Wil lan's grand organ 
and choral music too, but no t  a t  the expense 
of over one-third o f  tne avai lab le  anthology 
space. 1 

My rea l  c r i t i c i s m  o f  t h i s  book r esu l t s  from 
McGee ' s discussion of contemporary 
French-Canadian composers. The author has 
worked scrupulously i n  h i s  e a r l i e r  cnapters 



t o  keep the balance between the two cultures, 
but  h i s  b l i n d  spot i s  revealed here. There 
are only two French-Canadian composers 
discussed (Jean Papi neau-Couture and G i  l 1  es 
Tremblay) i n  a t o t a l  of two pages! I n  
contrast, t h i r t een  Anglo-Canadian composers 
are treated, i n  a t o t a l  of twenty-one pages. 
McGee's presumed reason fo r  t h i s  g la r ing  
imbalance i s  t h a t  "the music o f  the [Anglo] 
composers ... i s  more var ied than t ha t  o f  
t h e i r  French-speaking counterparts and 
exh ib i t s  a broad var ie ty  o f  backgrounds 
and influences. " From t h i s  reviewer's 
perspective, such a statement i s  
insupportable. I t i s  simply one more 
lamentable example o f  the cu l t u ra l  blindness 
of some Angl o-Canadi ans , a blindness notf  ced 
again and again by my Canadian-studies 
colleagues f n tne United States. 

McGee ' S  l ack  o f  understanding o f  French- 
Canadians a lso reveals i tse l f  i n  n i s  minimal 
references t o  Marius Barbeau, and i n  n i s  
dlscussf on o f  French-Canadian f o l  ksong 
(~1.63). The author says "altnough fo lk  
songs were s t i l l  sung - mostly i n  the r u ra l  
areas - tne growing taste fo r  bal lads almost 
t o t a l l y  ecl ipsed them. Yhen tney were sung 
i n  urban areas they were nosta lg ic  reminders 

. . .rather than an expressf on of contemporary 
l i f e . "  If McGee had spoken w i t n  even one 
Quebec resident over the age o f  30, ne 
would have discovered the falseness of 
t h i s  statement. 

The above s i tua t ion  i s  no t  e n t i r e l y  McGee's 
faul t ,  because i t  i s  p a r t l y  a cu l t u ra l  

' r e s u l t  of where he l ives.  But sure ly  we 
need t o  t r y  t o  escape the c u l t u r a l  b l i nders  
t ha t  we a l l  l i v e  with, t o  see th ings more 
c l e a r l y  from anotner's po in t  o f  view. I 
would l i k e  t o  pay t r i b u t e  t o  tne l a t e  Godfrey 
Ridout by sayfng t ha t  ne (seemingly tne 
most Anglopnile of Canadfan composers) 
was one o f  the very few Anglo-Canadians 
(o f  tne many I talked w i t h  i n  tne sumner 
o f  1983) who repeatedly t o l d  me t o  go t o  
Quebec, t na t  my understanding of Canada 
would be incomplete without it. 

I n  conclusion, l e t  me say t ha t  I am glad 
the '  book exists;  i t  i s  a wel l  i l l u s t r a t e d  
and careful account o f  Canadian musical 
h is tory .  I nope i t  w i l l  i n sp i r e  ever greater  
i n t e res t  i n  Canada and her music. I am 
only sorry  t na t  I could no t  be more exc i ted 
about the book i t se l f .  

-Stepnen E. Young 
Univers i ty  o f  Tennessee 

Milestones 11: the music & times o f  Miles Davis since 1960. By Jack Chambers. 
Toronto: University of Toronto Press, 1985. ( v i i i ,  416 p . ,  $24.95) 

With Milestones 11, Chambers completes h i s  
study o f  Mi les Davis i n  the same s t y l e  used 
i n  Milestones I, which treated the f i r s t  
and ( t o  jazz n is to ry )  more important f i f teen 
years o f  Mi les '  recorded legacy, up t o  1960. 

The same minor problems noted i n  my review 
nere (v.13, no.1. 1984) of I are continued: 
discography in tegrated tnrOUghOut the t e x t  
ra ther  tnan i n  a convenient appendix; un- 
indexed i l l us t r a t i ons ;  some v i  t a l  unreleased 
"pr ivate tapes' i n  c i r cu l a t i on  ignored. 
Chambers acknowledges the l a t t e r  problem 
by not ing t na t  w i th  the p r o l i f e r a t i o n  of 
portable cassette recording o f  " l i veu  sets 
since tne  ea r l y  1960 S, a complete l l s t  
o f  ex is t ing  recordings i s  impossible. However, 
the 1964 Japanese t ou r  t h a t  included Sam 

Rivers i s  documented beyond the Tokyo LP 
issued: tne Kyoto concert recording more 
than doubles ex i s t i ng  mater ia l  by tne Mi les 
Davis Qu in te t  w i th  Rivers, and has been 
i n  c i r cu l a t i on  since a t  l e a s t  tne ea r l y  
1970 S i n  excel lent  f i d e l i t y .  This type 
o f  documentation (wnicn may eventual ly be 
issued, o f  course) would have been useful 
i n  Chambers' discussion o f  t ha t  co l laborat f  on. 
But pernaps he d i d  no t  nave access t o  t h i s  
item, and i n  a l l  fa i rness h i s  po in t  i s  wel l  
taken. 

Chambers' analysis o f  Davi S '  recordings, 
1 i f e s t y t e  and perspectives continues i n  
Milestones 11 wi th  the same astute and i n -  
c i s i ve  perceptiveness as i n  the f i r s t  volume. 
Unfortunately f o r  everyone ( f  ncluding Davis) 



i t  i s  no t  tne  triumphant growth o f  a major 
a r t i s t  overcoming various problems t o  develop 
a unique and i n f l u e n t i a l  sty le,  as described 
i n  I. Ratner, he documents the decl ine of 
Davis ' innovat ive powers, music, and neal th, 
through tne pecul t a r  double-think a t t i t udes  
expressed by Davis, and discussions of 
recordings so dismal l y commercial t ha t  even 
Chambers seems hard-pressed t o  discern any 
redeeming values. 

While the Mi les Davis Qu in te ts  o f  the 1960s 
continued the trend i n i t i a t e d  by Davis' 
innovat ive Qu in te t  and Sextet t ha t  included 
John Coltrane i n  the l a t e  1 9 5 0 ~ ~  the 
development o f  jazz as an a r t  form had taken 
some d i rec t ions  Davis never followed. A1 though 
i n f l u e n t i a l  i n  developing a contemporary 
"mainstream" s t y l  e, perpetuated even now 
by Wynton Marsalis among others, Davis was 
ecl ipsed as an innovator i n  jazz dur ing 
tne per iod when rock escalated i n  popular i ty  
t o  the extent o f  obscuring what l i t t l e  market 
jazz had held. The hard-core jazz fol lowers 
o f  tne 1960s r eca l l  the cacophonous excesses 
and p o l i t i c a l  postur ing of some of the jazz 
avant-garde w i t h  the same dismay as not ing 
tne increasing tendencies of some jazz f igures 
tu rn ing  instead t o  more "accessi b l ew  s t y l  es 
incorporat ing rock elements. While Davis' 
Quintets  seemed t o  carry  on a mainstream 
d i rect ion,  the s p i r i t u a l  v i t a l i  t y  of the 
music's development was being displayed 
elsewhere (by Sun Ra, Cecfl Taylor, etc.) 

By tne end o f  the 1 9 6 0 ~ ~  Mi les was already 
experimenting w i th  "fusionY elements i n  
the studio, but  h i s  " l i v e "  performances 
were ac tua l l y  h i n t i ng  t ha t  he may also have 
been evolving c loser  t o  the free-form 
avant-garde. I saw the group perform i n  
t h i s  manner i n  1969, but when I heard Davis' 
new group i n  1970 (w i th  Kei tn  Ja r re t t ,  Gary 
Bartz, etc.) i t  was wholly i n t o  "fusionY 
patterns. Cnambers makes t h i s  transformation 
appear more gradual tnan i t  seemed a t  the 
time, and documents the factors i n  Davis' 
l i f e  which contr ibuted t o  t h i s  rad ica l  turn. 

The e f f e c t  on tne jazz world was unfortunately 
t o  provide an example fo r  many developing 
jazz f i gu res  who showed creat ive votent i  a1 
i n  the 1960s t o  " se l l  outU t o  the fusion 
movement. Those comni t t e d  t o  the development 
o f  jazz as an a r t  form, e i t h e r  as a r t i s t s  o r  

as l is teners,  responded by i gno r i  ng Davis' 
subsequent output and the fusion movement 
generally, but i t  was a snock t o  r ea l i ze  
t ha t  a f i gu re  l i k e  Davis, w i th  25 years 
o f  v i t a l  and frequent1 y innovat ive work 
on record, could make such a decision f o r  
any motive. Whf l e  Chambers' analysis does 
mucn t o  reveal Davis' s ta te  o f  mind and 
stated goals i n  opt ing f o r  t h i s  d i rect ion,  
i t  i s  no t  a pleasant ins ight ;  i t  i s  d i f f i c u l t  
t o  emerge from t h i s  study without fee l ing 
Davis deter iorated i n  cnaracter as we11 
as musical ly and phys ica l l y  ( h i s  health 
problems, as documented by Chambers, are 
appall ing. 

One footnote: on p.186, the f a m i l i a r  s to ry  
o f  Davis and h i s  Fer ra r i  being f i r e d  on 
by a gunman, i s  re to ld .  When asked if ne 
though i t  could have been tne husband of 
h i s  female companion, Davis responded, "I 
don' t  mess w i th  married women." I happen 
t o  have known the woman i n  question, 
Margueri t e  Eskr i  dge, wnose face appears 
twice on the Mi les a t  tne F i l lmore LP cover. 
I n  f a c t  she married, t o  a close frienC 
o f  mine, a drumner w i th  wnm I worked often 
i n  the 1960s. (Wnen sne ran off w i th  Miles, 
my f r iend 's  on ly  response was t o  s e l l  h i s  
Mi les Davis albums.) The po in t  i s  t h a t  Davis' 
statement on t h i s  occasion was untrue: one 
wonders how many other  quotes are equal ly  
questionable, espec ia l ly  as Davis seems 
often t o  cont rad ic t  himself. 

I n  any case, Chambers nas done a superb 
job of t rac ing  the decl ine of t n i s  important 
figure. Milestones 11 a lso  documents an 
important t rend i n  contemporary music i n  
fo l lowf  ng Davis ' in f luence through former 
sidemen who became major fus ion f igures. 
Taken together, Milestones I !l JJ thoroughly 
discuss the career and music of one o f  the 
most in te res t ing  f i gu res  t o  emerge from 
the jazz world, and deserve t o  be read as 
soc ia l  and psychological tex ts  as wel l  as 
jazz and fusion music history.  It would 
be a mistake t o  regard Chambers' study as 
merely the s to ry  o f  a Black musician. 
Cer ta in ly  a l l  pub l i c  and Univers i ty  l i b r a r i e s  
ought t o  have these books avai lab le  i n  t n e i r  
co l  l e c t i  ons. 

-Vladimir Simosko 
Univers i ty  o f  Manitoba Music L ib ra ry  



Carnatic music. By Ananda Balasubramaniam. Winnipeg: India School o f  Dance, Music 
and Theatre Inc., 1985. (75 p .) 

This l i t t l e  book f i l l s  a vo id  i n  a 
straightforward and c l ea r  manner. The reader 
w i t h  a des i re  t o  learn more about the South 
Indian t r a d i t i o n  w i l l  no t  be disappointed. 
Ms. Balasubramanian teacnes a t  the Ind ia  
Scnool o f  Dance, Music and Theatre i n  
Winnipeg, and i s  an ac t i ve  performing a r t i s t  
i n  tne t rad i t i on .  The previous lack  o f  a 
clear, concise, but  thorough study o f  Carnatic 
music should make t n i s  pub1 i ca t i on  a welcome 
addi t ion t o  the extensive, but often esoter ic  
l i t e r a t u r e  on tne music o f  India. 

Comparisons t o  Western music and t o  the 
North Indian Hindusthani t r a d i  t i o n  have 
been made and f l l u s t r a t e d  wnere appropriate, 
and the t e x t  abounds w i tn  examples and carefu l  
descr ipt ions o f  de ta i l .  I n  addi t ion t o  
discussions o f  the raga and t a l a  systems, 
the methods o f  t r ad i t i ona l  teacning are 
described, so t h a t  tne  book could be used 
as a pedagogical guide. A h i s t o r y  of tne 

t rad i t i on ,  and descr ipt ions and f l l u s t r a t i o n s  
o f  the instruments and performers i n  act ion, 
a lso help b r i ng  the music t o  l i f e .  (The 
autnor i s  tne e legant ly  l o ve l y  musician 
holding the tambura i n  tne photo on p.64). 
The f i na l  chapter gives a v i t a l  descr ip t ion 
o f  the performer preparing fo r  a r e c i t a l ,  
t na t  should ennance tne appreciat ion of 
concert-goers. 

Mu1 t i c u l t u r a l  ism Canada and Manitoba Education 
assisted f i nanc i a l l y  i n  producing t h i s  work, 
and deserve congratulations and tnanks f o r  
t h e i r  support. Sucn works can ass i s t  g rea t l y  
i n  br idg ing tne cu l t u ra l  gaps between not  
on ly  the Indian community and the l a rge r  
c m u n i t y ,  but a lso the equal ly  great  distance 
between appreciators of the arts,  and tne 
r e s t  of the population. 

-Vladimi r Simosko 
Univers i ty  o f  Manitoba Music L ib ra ry  

1985 IAML CONFERENCE 

Berl in,  the cap i ta l  o f  East Germany, was 
the s i t e  of the 1985 fAML conference, 
September 8-13. Our East German nosts, l ed  
by Karl-Heinz K6hler and Helnz Werner, were 
very wel l  organized and welcomed us warmly. 
We were treated t o  a lav ish  reception 
fol lowf ng the opening ceremonies, and t o  
numerous musical events. Meetings were 
he ld  i n  the Berl  i n e r  Stadtbibl iothek, wnicn 
was closed f o r  the week of tne conference 
t o  the general pub l i c  o f  Berl in.  Tnere was 
an o f f i c i a l  photographer f o r  the conference: 
resu l t s  from eacn session were on d isp lay 
f o r  sale the next day! Simultaneous 
t rans la t ion  i n  IAML's tnree o f f i c i a l  languages 
was provided fo r  Council meetings and for  
tne la rger  sessions. 

Over 300 delegates attended, from 27 
countrf es, w i t h  notably large contingents 
from East Germany and otner s o c i a l i s t  

countries. A l l  tne Canadians and most o ther  
Western delegates stayed a t  the luxur ious 
new Hotel Metropol. From tnere i t  was a 
pleasant walk - along the Unter den Linden 
- t o  tne Ber l i ne r  Stadtb ib l io tnek through 
tne neart  o f  tne c i t y ,  past some o f  tne 
most important landmarks - tne Deutscne 
Staatsbibl iotnek (National L ibrary) ,  Deutscne 
Staatsoper, Humboldt Universi ty,  St. Hedwig's 
Catnedral, Palace of tne Republic, and several 
museums and gal ler ies.  The former centre 
of Berl in,  before tne d i v i s i on  of tne c i t y ,  
i s  now i n  tne Eastern sector: a f te r  tne 
devastation of W W I I ,  many of the n i s t o r i c  
bu i ld ings nave been so l ov i ng l y  reconstructed 
t ha t  i t  i s  d i f f i c u l t  t o  t e l l  o l d  from new. 
Others are now i n  the process of being 
restored. Some are s t i l l  j u s t  propped up 
w i th  scaffolding. 


