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ABSTRACT

In this thesis, I adopt corpus linguistic methods to study the critical language of 

influential music critic Jacob Siskind (1928-2010) in the early 1990s and place it in the 

context of his life and of Canadian classical music criticism at that time. An examination 

of the Siskind archival collection recently bequeathed to Carleton University and 

interviews with Siskind’s close colleagues helps us to understand his approaches to music 

criticism (first chapter). The second chapter explains how corpus linguistics fits within 

the field of empirical musicology, followed by an introduction to corpus linguistics and a 

brief survey o f the surviving literature investigating evaluative language and music 

discourse from a linguistic perspective. This chapter concludes with an outline of the 

methodology for the subsequent corpus linguistic analysis described in chapter 3. In the 

third chapter, results are interpreted using keyword, concordance and move structure 

analyses to determine Siskind’s writing style in comparison to that o f the Montreal 

Gazette music critic Arthur Kaptainis. The thesis is a demonstration of how corpus 

linguistics can be employed to future studies on music discourse.
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INTRODUCTION

Part o f  the job is reporting on the cultural and anti-cultural events that 
surround us. That may be o f  some use to an archaeologist sorting through 
the detritus o f  our civilization a thousand years hence. It is probably o f  
little importance to the average reader today.
Part o f  the job is trying to provide a context fo r  what is taking place on the 
stages across which we play out our lives. Some so-called artists are 
blissfully unaware o f  either the historical or contemporary context in 
which they are framing their efforts and audiences are even more 
perplexed by the goings on (Ottawa Citizen, November 15, 1992, Siskind).

Jacob Siskind (1928-2010) may have been one of the last music journalists of his kind. 

Musically literate, well-educated, and also a trained musician, Siskind’s wit, charm and 

sharp tongue brought insight and influence to his musical communities in Montreal, 

Quebec and Ottawa, Ontario from 1949 to 1993.1 At the time of writing, music 

newspaper criticism in North America is not what it once was, nor is classical music. Its 

“audience is graying” and popular music is now the main attraction amongst younger 

audiences.2 In the early 1990s, around the time Siskind got out of the business, many 

critics began to believe their profession was in crisis or in a decline.3 Newspaper music 

critics are generally not known as being cultural “movers” or to possess valuable 

artifacts. Recently, however, the Jacob Siskind papers were bequeathed to Carleton 

University, which has allotted students and researchers the opportunity to understand not 

only this important historical Canadian classical music figure, but also what classical 

music culture was like during Siskind’s lifetime. It was a time when newspaper critics

1 In Montreal, Siskind was a critic for the M cG ill D aily  ( -1 9 4 4 -4 9 ), M ontreal S tandard  (1949-57) 
M ontreal S tar  (1957- 65) and M ontreal G azette  (1965-1978). In Ottawa, Siskind wrote for O ttaw a Today 
(1978-79), O ttaw a Journal (1979-80) and the O ttaw a Citizen  (1980-93).
2 Robert D. Schick, C lassica l M usic Criticism  (N ew  York: Garland, 1996), 193.
3 Ibid.; Robert Everett-Green, “Spectator Changing with the Tempo o f  the Times,” The G lobe an d  Mail, 
October 29, 1994: C l ; Marguerite Toews, “The Contemporary Canadian Newspaper M usic Critic,” (MA  
thesis, McMaster University, 1991), http://digitalcommons.mcmaster.ca.

http://digitalcommons.mcmaster.ca
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had enough space in their columns for reflection and comment not only on the quality of 

a performance but also on the status and direction o f classical music.

Siskind enjoyed a traditional music education and was himself a burgeoning 

pianist at one point in his career. Having studied several subjects in university, he tackled 

various career choices before realizing he had a passion for educating and sharing his 

world o f music with others. He began writing reviews for the McGill Daily as a student. 

Having lived most o f his life in a large cultural music centre (Montreal), he was equipped 

with the knowledge and experience to provide a wider context behind the local 

performances he reviewed. Later in life, when he was unable to travel, he relied on his 

extensive collection of recorded music in order to compare performances with different 

interpretations o f works.

Other critics stress his importance for maintaining standards, educating the public 

and exhibiting unbounded criticism. It has been suggested that in communities with 

larger cultural capital, critics are often very harsh in their critiques, while critics in 

smaller communities can be excessively generous in their reviews.4 Unlike his fellow 

critics in smaller communities, Siskind would never resort to being overly supportive. 

Admittedly, he was balanced and that probably came as a shock to visiting and local 

musicians. He was known for his artist preferences (such as Ida Haendel), however, and 

in the eyes of other critics, this was sometimes perceived as biased. That may have been 

true, but Siskind’s blunt, frank and honest opinion undoubtedly contributed to such 

perceptions. This thesis project sets out to solidify these observations o f Siskind by 

employing a rigorous and empirical method to examine the linguistic properties of his 

criticisms.

4 Littler, telephone interview with author, February 6, 2012.
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Music discourse —  written or spoken communication about how we think and 

feel about music — is an untapped area in psychology, musicology, and linguistics 

research. Granted some research exists on the rhetorical and organizational structure of 

music criticism, still lacking is a rigorous and systematic empirical method to study the 

fundamental nature of the language we draw on to describe or assess the music, not only 

in music criticism but also in our daily lives.5 The present study aims to partially fill this 

gap by combining available biographical information on Jacob Siskind from primary 

sources (personal interviews and unpublished letters) with a corpus linguistic analysis of 

music reviews, and placing the findings within a cultural frame. Corpus Linguistics is a 

discipline which entails a type of linguistic methodology involving the use o f advanced 

computer software to compile and analyze a large sample o f naturally occurring language 

known as a corpus.

Olivia Fong-wa Ha has filled some of this gap already. Ha investigated the 

evolution of the rhetorical structures, evaluative acts (praise, criticism), and their scope 

(global, specific), as well as the use of mitigation strategies (hedging, implication, 

personal attribution, praise-criticism pairing), in a corpus o f record reviews that date back 

to the 1920s when they began to appear in the music-oriented press. She used a linguistic 

method known as move analysis and described her findings within the frame of the 

cultural events that occurred over the course of the time period investigated.6 Mitigation 

strategies seek to minimize the adverse effect of a proposition and thus distance an 

author’s responsibility from the propositions made. Examining music discourse in this

5 Elizabeth Anne Hoger, “Writing in the D iscipline o f  Music: Rhetorical Parameters in Writings about 
Music Criticism” (Ph.D., Purdue University, 1992), ProQuest (304008721).
6 Ha, “A  Diachronic Study o f  Music Criticism,” in C rossed  Words, Linguistic Insights, ed. Franfoise 
Salager-M eyer and Beverly A. Lewin (N ew  York: Peter Lang, 2011), 104: 339-362.
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way has yet to be undertaken in regards to performance reviews and reviews of the daily 

press. This thesis is a study that looks at a large body of record and concert reviews 

printed in the daily press. It concentrates on the work of one author, in contrast with 

another. Instead of using move analysis methods as the basis of this investigation, 

however, I also employed other corpus linguistic methods using keyword and 

concordance analyses. This study also takes another step beyond Ha by corroborating the 

findings with primary biographical sources and placing it within a larger cultural context 

by outlining the history of classical music and music criticism in Canada.

Methodology

The first step was to gather information about the critic. There was a lack of 

published material on the author, in music oriented journals and in the daily press. I then 

had to turn to his archival documents and interviews with people who knew him.

Combing through the documents provided useful insights into his educational 

background, his thoughts about and approaches to criticism, and other colleagues’ 

perceptions of his work. Interviews with Siskind’s close colleagues William Littler 

(music critic, Toronto Star, 1966 to present), Jean-Jacques Van Vlasselaer (music critic, 

Le Droit', 1962 to present) and Elizabeth Dobie-Sarsam (soprano soloist and president of 

the Vienna International Centre Music Club) reinforced the conception of his life and 

work from the documents and supplied further insight into his character.7

I decided to employ a corpus linguistic analytic approach in this study due to its 

ability to search, find, and generate useful information from a huge collection of written 

material. For this step, I created two corpora consisting of music reviews from the

7 Elizabeth Dobie-Sarsam worked for Jacob Siskind, helping him with his record collection from 1983 to 
1985.
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early 1990s: one corpus contains reviews by Jacob Siskind published in the Ottawa 

Citizen, and the other comprises reviews by the Montreal Gazette's music critic Arthur 

Kaptainis. The general practice in this thesis was to reproduce the wording o f the texts as 

they appeared in the original setting. However, I have also underlined phrases or 

sentences for the purpose of emphasis.

In a corpus linguistic analysis, wordlists and keyword lists are often produced to

reveal not only linguistic insights but also to uncover one’s interpretation of a culture and

to identify contextual information on the subject o f study.8 A wordlist is a list of the

frequency of each word that occurs in a corpus. A keyword list is a list of words which

occur significantly more in a corpus of interest — otherwise known as a target corpus —

with another corpus — most commonly referred to as a reference corpus. A keyword

analysis can be instrumental to the discovery of discriminatory differences in an author’s

style. Linguist Nils Erik Enkvist asserts that

To measure the style of a passage, the frequencies o f its linguistic 
items o f different levels must be compared with the corresponding 
features in another text or corpus [...]. [...] style markers [are] 
those linguistic items that only appear most or least frequent in, 
one group of contexts.9

Hence, comparing the words which occur significantly more or less frequently in one 

body of work (reference corpus) to the author of interest’s work (target corpus) is said to 

indicate where in the particular author’s writing he or she stylistically departs from the 

texts in the reference corpus.

8 Marina Bondi, “Perspectives on Keywords and K eyness,” in Keyness in Text, ed. Marina Bondi and Mike 
Scott (Philadelphia: John Benjamins Pub. Co., 2010), 3.
9 Enkvist, “On Defining Style,” in Linguistics an d  Style, ed. John Walter Spencer, N ils Erik Enkvist and 
Michael Gregory (London: Oxford University Press, 1964), 34-35; Enkvist treats style as a broad all- 
encom passing concept. In another text, he states that he considers style as “one o f  the responses w e have to 
texts” and the impression o f  that style is “provoked” by style markers (Enkvist, 2001, 51-59).



A reference corpus is typically larger than a target corpus. However, using a 

larger generic reference corpus such as the British National Corpus (BNC) or a corpus 

composed of Canadian newspaper articles in contrast to the Siskind corpus in a keyword 

analysis would produce not only keywords reflective of Siskind’s style but also of the 

music criticism and newspaper genre. In order to reveal the distinguishing characteristics 

of Siskind’s style, the reference corpus needed to be relatively similar and comparable.10 

The written work of music critic Arthur Kaptainis was chosen because he was writing in 

Montreal at the time the corpus was taken and therefore was in close proximity to 

Siskind. As well, both critics had worked for the same newspaper, the Montreal Gazette, 

albeit at different times.11 These may seem like minor factors, but on the one hand, 

location is important because both critics most likely reviewed the same artists, and on 

the other, having both reviewed for the same newspaper, they probably had similar work 

experience, dealing with the same cultural scene. Since the other corpus represents the 

writings of one author as a point of comparison and not a large representative sample of a 

language or genre, it needed to be relatively similar in size (627 articles in both corpora).

I also wanted to know about the characteristics of Kaptainis’ writings in contrast to 

Siskind’s corpus. Therefore, the two corpora served as “comparator” corpora (as opposed 

using one reference corpus against the Siskind corpus) to each other in the production of 

each authors’ respective keyword list.12

10 Jonathan Culpeper, “Keyness: Words, Parts-of-Speech and Semantic Categories in the Character-Talk o f  
Shakespeare's Rom eo and Juliet,” International Journal o f  Corpus Linguistics 14, no. 1 (2009): 34, doi:
10.1075/ijcl. 14.1.03cul.
11 As o f  January, 2013, Kaptainis is still the classical music critic at the Gazette.
12 Donatella Malavasi and Davide Mazzi, “History Vs. Marketing,” in Keyness in Texts, 171; Wendy J. 
Anderson, The P hraseology o f  Adm inistrative French: A C orpus-B ased Study (PhD Diss., University o f  St. 
Andrews/New York, Rodopi, 2006), 91-92.



Once the two corpora were established, I began the analysis and contrasted the 

two keyword lists in terms of content, evaluative acts, and mitigation strategies. First, the 

keyword lists were organized into relevant categories in reference to Susan Hunston and 

John Sinclair’s local grammar of evaluation framework: items evaluated, hinges, and

1 Tevaluative categories. Some keywords were also labeled as either booster or hedge 

words, according to Ken Hyland’s list of potential words which could possibly indicate 

certain metadiscoursal functions. Metadiscourse is a type discourse where the writer’s 

stance towards the content or the reader is revealed in the text. Boosters give propositions 

convictions whereas hedge words seek to make the proposition appear contingent. That is 

to say, booster words emphasize what is being said whereas hedge words tone it down.14

Since the intention of the study was to compare evaluative acts and mitigation 

strategies used by Siskind and Kaptainis, I chose four keywords consisting of one hedge, 

one booster, one negative value word, and one positive value word for each author and 

drew upon five concordances lines (instances in which the word was used in the corpora) 

of each selected keyword for analysis.15 This came to a total of twenty samples of written 

sentences for each author. Following a general overview o f the concordance lines, the 

numbers of mitigation strategies and evaluative acts and their scope were counted. I then 

examined the rhetorical structure using move analysis and the use of evaluative language

13 Items evalu ated  refers to the keywords which indicate what was the subject o f  evaluation (e.g. performer, 
composer, ensemble, etc.). Hinges are the words that connect the evaluated subject to the ascribed 
evaluation (e.g. functional grammar and verbs; e.g. is, were, sounded, filled, contained, etc.). Evaluative 
categories are the ascribed attributes or deficiencies o f  the evaluated subject (i.e. adjectives, adverbs, and 
descriptive nouns reflecting either praise or criticism o f  the evaluated subject; e.g. good, bad, excellent, 
awful, etc.). See Susan Hunston and John Sinclair, “A Local Grammar o f  Evaluation,” in E valuation in 
Text Authorial S tance an d  the Construction o f  D iscourse, ed. Susan Hunston and G eo ff Thompson 
(Oxford: Oxford University Press, 2003), 74-101.
14 Hyland, M etadiscourse  (N ew  York: Continuum, 2005), 218-224.
15 The negative and positive value words are words that are generally associated with negative and positive 
evaluations respectively.



of an article by each author, which I annotated accordingly and compared them to the 

results that were obtained thus far.

Finally, I reviewed the history of Canadian classical music and music criticism 

and attempted to place my findings within this context. First, I took a longer view tracing 

the history of music reportage in Canada back to its infancy in 1752, when it first began 

appearing in the Halifax Gazette, through the birth o f serious music criticism in the 

nineteenth century to the battle music criticism fought with a music industry in decline in 

the early 1990s recession. I then gathered information about the cities where the two 

critics worked during the period of interest in this study as well as their respective 

orchestras: Ottawa’s National Arts Centre Orchestra and the Montreal Symphony 

Orchestra. From here I could observe and attempt to make connections with the results 

of the biographical information, linguistic analysis, and the acquired contextual 

knowledge of music criticism in Canada.

Limitations

I only worked with a small portion of material and contrasted Siskind’s work to 

only one other author to see if the method developed was fruitful. It would have been 

interesting to look at a larger number of articles, conceivably covering the entire span of 

Siskind’s career. It would also have been appealing to note the changes in Siskind’s 

reviews as time progressed: I chose not to examine the works from Siskind’s entire career 

since only the last ten years of his work for the Ottawa Citizen is available electronically. 

The Montreal Gazette and Ottawa Citizen have yet to digitize most of their archives. The 

comparable corpus could have also consisted of reviews from more than one critic; critics 

who worked during Siskind’s time in Canada, or even all o f North America. Again,
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because of time and space constraints and the novelty of the project I was limited to 

pursue these avenues.

Chapter Breakdown

In the first chapter of this thesis, I attempt to paint an understanding of Siskind’s 

life, work and philosophy using unpublished letters from musicians, fans, and colleagues 

found in the archival collection. The first half of the chapter focuses on Siskind’s 

biographical information such as his musical training, education, teaching experience and 

his employment at various newspapers. The second half o f this chapter sketches his 

philosophy on music criticism, as well as his attributes and shortcomings as a critic. The 

chapter ends with a short description of Kaptainis’ life and career. Subsequent to this, in 

chapter 2 ,1 try to situate the adoption of corpus linguistics within the field o f empirical 

musicology, and describe the basics of corpus linguistics and the surviving literature 

upon which the framework and methods for this project were based. In the final chapter,

I explore the compiled language in a number o f ways to discover whether or not the 

method actually provides valid information and could reveal new insights into Siskind’s 

critical language in his last two years of his career at the Ottawa Citizen. I then close this 

chapter by placing my findings within the context o f Canadian criticism in general and 

specifically within the time period and locale of this study. My thesis concludes by 

providing insights into the findings, discussing problems that arose within the study, and 

making suggestions for those pursuing this line of research in the future.

Hanslick once remarked, “What in every other art is still description is in music 

already a metaphor.”16 Thus, discussing not only music but music discourse itself is a

16 Eduard Hanslick, On The M usically Beautiful, trans. Geoffrey Payzant, 8th ed. (1891; Indianapolis:
Hackett Publishing Company, 1986), 30.
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brain twister, for we are dealing with names and concepts to describe music which are 

metaphorical in nature. This project should constitute an addition to the scant literature on 

music criticism and the literature which creates shared boundaries with music and
i  n

linguistic territories. Linguistic literature pertaining to music and language has

primarily addressed the similarities between linguistic processes and Western music

theory, and only two studies have been identified that address the linguistic properties in 

18music discourse. One should note, however, there has been research in the field of

music education touching on the verbalization of music concepts and verbal descriptions

of aural musical stimuli.19 My work will hopefully introduce corpus linguistics as a

valuable tool for the music scholar for future research on music discourse. This project

could also help shape our conception of the North American newspaper music critic as a

cultural “mover.” Max Graf boasts that it is

The democratic form of life [in North America] has made the critic 
the leader o f a public discussion. Thus the opinions o f the 
professional critic are kept in check by public criticism. [...] [it] is 
the feeling of the great critics that they are responsible for the 
development of musical culture and public taste in a country that is 
making its first strides toward leadership in music.[...] Critics [in 
Europe are] not leaders of free, public discussions, but magistrates, 
authorities, superiors.20

17 Hoger, “Writing in the D iscipline o f  M usic,” 20.
18 See Leonard Bernstein, The U nansw ered Question: Six Talks at H arvard  (Cambridge, MA: Harvard 
University Press, 1976); Wendy Steiner, The Sign in M usic a n d  L iterature  (Austin, TX: University o f  
Texas, 1981); Fred Lerdahl and Ray Jackendoff, A G enerative Theory o f  Tonal M usic (Cambridge, MA: 
MIT Press, 1983), for literature connecting linguistic and musical tonal properties; See Hoger, “Writing in 
the D iscipline o f  M usic” and Ha, “A Diachronic Study o f  M usic Criticism” for linguistic interests in music 
discourse.
19 Harriet I. Hair, "Verbal Identification o f  M usic Concepts," Journal o f  Research in M usic Education  29, 
no. 1 (1981): 11-21; Woodford W. Zimmerman, "Verbal Description o f  Aural M usical Stimuli," Journal o f  
Research in M usic Education  19, no. 4 (1971): 422-432.
20 Graf, Com poser an d  C ritic  (N ew  York: Norton, 1946), 323.
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It is my hope that this project may shine light on the value and importance of studying 

critics such as Siskind, and create a perception of the music critic as a valuable cultural 

force.
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CHAPTER 1: Jacob Siskind’s Life, Career and Philosophy

The following chapter is based on a study of the Siskind Collection at Carleton 

University and of interviews conducted with Siskind’s close colleagues (questions which 

were asked are listed in Appendix 1). The Siskind collection not only contains 30,000 

recordings from the twentieth century, but it also preserves copies o f his CBC broadcasts 

and interviews. The non-recording parts of the collection contain several o f his reviews 

and articles from 1949 to 1993, as well as numerous scores. Personal items bequeathed to 

Siskind by Thomas Archer (his predecessor as critic at the Montreal Gazette), Montreal 

soprano Sarah Fischer, Czechoslovakian soprano Ruczena Herlinger and violinist Ida 

Haendel are also present in the collection. As well, there are several correspondence 

items between Siskind and musicians, fans and colleagues, and personal items such as 

pictures o f his family and others he met throughout his lifetime. I will first provide a brief 

sketch of Siskind’s life and career, then an outline o f his philosophy of music and music 

criticism, which have been drawn from these primary sources.

BIOGRAPHY

Jacob Siskind (June 9, 1928-September 17, 2010) was bom and raised in

Montreal, Quebec, and died at the age of 82 at the Queensway-Carleton Hospital in

1Ottawa, Ontario, following a lengthy illness. He was of Jewish decent and the only 

child of Russian immigrants, Phillip, a garment tradesmen, and Sabine. His birth 

certificate, parent’s marriage certificate, and several letters and postcards, place the

21 Francean Campbell-Rich, “Jacob Siskind,” in The E ncyclopedia o f  M usic in C an ada , 
http://www.thecanadianencyclopedia.com ; Steven Mazey, “Critic Pulled N o Punches,” N ational Post, 
September 23, 2010:AL7. (hereafter cited The Encyclopedia o f  M usic in Canada  w ill be cited as EMC).
22 Birth certificate o f  Jacob Siskind, June 9, 1928; Phillip and Sabine Siskind’s marriage certificate, 
December 21, 1926; letters to Mr. and Mrs. Siskind, Jacob Siskind Collection [unprocessed], Archives and 
Research Collections, Carleton University Library (Ottawa, Ontario) (hereafter cited as J.S. Collection).

http://www.thecanadianencyclopedia.com
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Siskind family at 20 Pine Avenue in Montreal, until 1930. Between 1930 and 1935 letters 

found in the collection were addressed to Mr. and Mrs. Siskind at Saint-Urbain Street and 

Joyce Avenue. All three streets are in and around the Mile End area, Montreal’s principal 

Jewish neighbourhood until the 1950s, made famous in the novels by Mordecai Richler,23 

It appears the Siskind family later settled on Melling Avenue in Cote Saint-Luc on the 

island of Montreal, where they remained from 1960 to 1980. This area was also 

predominately Jewish, and has a fair percentage of Russian settlers.24 It is suggested that 

the family was particularly affluent, granted that he left the Ottawa Chamber Music 

Society over one million dollars, which he could not have earned during his life-long 

career as a music critic.25

Both of Siskind’s parents loved music and attended performances with their son

")f\when he was very young. Siskind began piano lessons at the age of four and started

97teaching piano to others when he was only 15. He had extensive training with some of 

Canada’s most notable composers, pianists, and educators. As a child, Siskind was taught 

by Rose Goldblatt (n.d.) and Alfred La Liberte (1939-44). He later studied with Helmut 

Blume, Marvin Duchow, Maitland Farmer, Kenneth Meek (organ) and Rachel Gilbert 

(violin) at McGill University between 1944 and 1949.28 Yvonne Hubert (Conservatoire

23 Mordecai Richler, St. Urbain's Horseman: A N ovel (New  York: Knopf, 1971); The Apprenticeship o f  
Duddy K ravitz  (Toronto: McClelland and Stewart, 1969).
24 Based on Statistics Canada, “2006 Census o f  Population,” Statistics Canada catalogue no. 97-555- 
X C B 2006016 (Cote-Saint-Luc, V C ode2466058). Yiddish and Russian were the top languages in Cote- 
Saint-Luc after French and English.
25 William Littler, "Ottawa Trip Proves to be Capital Idea," Toronto Star, August 13, 2011 :E 13.
26 Mazey, “ ’A Consummate Pro,’” O ttaw a Citizen, September 21, 2010: C5.
27 Siskind, draft o f  an autobiography, n.d., c.a. 1968, J.S. Collection.
28 Campbell-Rich, “Jacob Siskind;” Siskind, letter to Kevin James, n.d., J.S. Collection; Siskind, letter to 
Susan, n.d., c.a. 2004, J.S. Collection. Rose Goldblatt (1913-97) was a pianist, teacher and administrator. 
She performed on CBC radio, television and recordings. She was also an active pianist in Montreal; Alfred 
La Libert^ (1882-1952), is an important composer, pianist, lecturer and teacher in Canadian history. 
According to EMC, he was a close colleague o f  Alexander Scriabin. He is well known for his patriotic song
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de musique du Quebec a Montreal, n.d.) and Benno Moiseiwitsch (1953) were also 

among Siskind’s teachers.29 He later became a professional musician performing as a
i n

solo pianist with several orchestras in Montreal. Siskind’s intense musical training 

undoubtedly contributed to his success as a critic, and most colleagues and friends valued 

his musical training as one of his most prominent qualities as a critic. It gave him the 

ability to utilize his musical knowledge and relate to the musicians whom he was 

reviewing.31

Items in the collection suggest that Siskind may have had trouble settling on a 

career choice. In the Jacob Siskind Collection there is a typescript article about Siskind 

when he joined the staff of the Ottawa Citizen newspaper. It quotes him as saying that he
11

got into journalism by mistake and as a child really wanted to be an architect. He also 

notes in his undated autobiographical statement found in the collection that he was also 

interested in medicine.33 But both of these career interests were subverted when Siskind 

went to McGill University to study science, which eventually led to a curiosity about 

mathematics and physics.34 This followed an initial registration in the arts because it was 

the cheapest program, and money was short for him at that time. While completing his

“Le Canada” and his promotion o f  the works o f  Scriabin (EM C, s.vv. “Rose Goldblatt,” “Alfred La 
Liberty”). Helmut Blum e (1914-98) was a pianist, broadcaster, administrator, and educator. He produced 
many programs for the CBC and was also a faculty member in the M cG ill music department o f  which he 
eventually became Dean. Maitland (Adam Ernest) Farmer (1904-95), organist, choirmaster, teacher, 
pianist, and harpsichordist, was known as Canada’s leading organ recitalist. Kenneth M eek (1908-76), was 
an organist, harpsichordist, composer, and teacher. Information could not be found on Rachel Gilbert 
(EMC, s.vv. “Helmut Blum e,’’“Maitland Farmer,’’“Kenneth M eek”).
29 Campbell-Rich, “Jacob Siskind;” Siskind, letter to Susan, n.d., c.a. 2004, J.S. Collection. Yvonne Hubert 
(1895-1988) pianist, teacher, was considered as one o f  the m ost distinguished educators in Canada and was 
awarded the Canadian M usic Council Medal. Benno M oiseiwitsch (1890-1963) was a world renowned 
pianist (EMC, s.v. “Yvonne Hubert;” G rove M usic Online, s.v. “M oiseiwitsch, Benno”).
30 Mazey, “’A Consummate Pro,”’ O ttaw a Citizen, September 21, 2010: C5.
31 Van Vlasselaer, telephone conversation with the author, January 20, 2012; Littler, telephone interview  
with author, February 6, 2012; Dobie-Sarsam, email m essage to author, Feb 2, 2012.
32 Unknown, typescript article, Novem ber 26, 1980, Siskind, J.S. Collection.
33 Siskind, draft o f  an autobiography, n.d., c.a. 1968, J.S. Collection.
34 Hereafter cited as McGill.
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first bachelor’s degree he also received a Peterson Memorial Scholarship through the 

Faculty of Music, and in his own words, he “wandered over to the music faculty.”35 

Elizabeth Dobie-Sarsam notes that as a musician, Jacob had an enormous respect and 

understanding for musicians. Studying and playing the piano himself and realizing what 

it took to be a world class musician, he came to the conclusion that “he didn’t have what 

it took.”36

At the McGill Daily, the English campus newspaper at McGill University, Siskind 

found an intellectual outlet for his musical interests which then turned his curiosity 

toward journalism.37 He claimed that his reviews received more attention than those 

published in the metropolitan French and English language newspapers. The general 

manager o f the Montreal Symphony Orchestra (MSO) allegedly often stood at the entry 

to Plateau Hall (a concert auditorium in Montreal), barring Siskind from the event, and
■30

thereby preventing his reviews from being published.

During this time, his application to enter the Curtis Institute o f Music in 

Philadelphia was rejected. Following what he calls “a blow to his ego,” in 1949, he was 

invited to become a music critic for the Montreal Standard, an English-language
-JQ

weekend magazine that met its demise only two years later. In 1950, Siskind started to 

teach piano again, coaching many young performers for competitions until 1965. To put

35 Siskind, draft o f  an autobiography, n.d., c.a. 1968, J.S. Collection; Siskind, letter to Susan, n.d., c.a. 
2004, J.S. Collection.
36 Dobie-Sarsam, email m essage to author, Feb 2, 2012.
37 Siskind, draft o f  an autobiography, n.d., c.a. 1968, J.S. Collection; Siskind, letter to Susan, n.d., c.a. 
2004, J.S. Collection. M cG ill D aily  is the Anglophone newspaper published at M cGill University in 
Montreal, Quebec.
38 Siskind, letter to Susan, n.d., c.a. 2004, J.S. Collection. Plateau Hall, now known as Jean-Deslauriers 
Theatre, is a concert auditorium in Montreal, Quebec.
39 Siskind, draft o f  an autobiography, n.d., c.a. 1968, J.S. Collection; Unknown, typescript article, 
Novem ber 26, 1980, J.S. Collection; Campbell-Rich, “Jacob Siskind.”
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food on the table, he had also been freelancing book, film, music, and theatre reviews for 

the Montreal Star and writing fiction under pseudonyms for American pulp magazines.40

He returned to McGill in 1954 and enrolled in courses in the English and 

Psychology departments. He had a vision of writing a text on a teaching method for pre

school musical children.41 For a course thesis, he developed a test o f musical talent that 

he administered to many children in grade school and high school. He then tested about 

twenty pianists, string and woodwind players at the Conservatoire and compared them to 

the rank — in terms of musical talent —  they were given by the associate director of the 

school. Siskind claimed these two measures correlated with one hundred percent 

accuracy.42 This endeavour was disrupted by an invitation from the Montreal Star to join 

their staff as Theatre Editor in 1957.43

Beginning in the early 1960s, Siskind gave lectures on music for five years in the 

Adult Education Department of a YMCA in Montreal.44 According to Siskind’s notes in 

the archives, he was also asked by Helmut Blume, then chair of the Music Faculty at 

McGill, to join the staff and bring along most of his piano students. Suspecting that this 

was an attempt to increase enrolment size, Siskind declined.45 He also notes in his 

autobiographical statement that he likewise turned down an offer to join the staff of

40 Ibid.; Pulp magazines are part o f  a literary genre in which sensational fiction stories were printed on 
inexpensive pulp paper. It was popular in the first h a lf o f  the twentieth century (Hart and Leininger, 1995). 
Siskind’s pseudonym  remains unknown despite the research conducted for this thesis.
41 Siskind, draft o f  an autobiography, n.d., c.a. 1968, J.S. Collection.
42 Siskind, letter to Susan, n.d., c.a. 2004, J.S. Collection.
43 Siskind, draft o f  an autobiography, n.d., c.a. 1968, J.S. Collection; Siskind, letter to Susan, n.d., c.a. 
2004, J.S. Collection; M ontreal S tar  was an Anglophone newspaper published in Montreal, Quebec. It 
folded in 1979.
44 Siskind, draft o f  an autobiography, n.d., c.a. 1968, J.S. Collection.
45 Ibid.; Siskind, letter to Susan, n.d., c.a. 2004, J.S. Collection.
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American University, Washington, D.C., as an associate professor o f music in 1968.46 

One would be suspicious of the accuracy of this statement; perhaps it reveals more about 

Siskind’s ego or character when he was discussing his own accomplishments. Later in 

life he had the opportunity to teach as a contract instructor at Carleton University and the 

University of Ottawa.

In 1965, Siskind left the Montreal Star to join the Montreal Gazette, as an 

entertainment editor and later as its music critic.47 The Encyclopedia o f  Music in Canada 

notes that in 1971 he was appointed critic of music, drama, and ballet, and after 1974 he

* 48wrote exclusively on music and ballet. In 1967 he covered the International and 

Universal Exposition (Expo ‘67) in Montreal for the Gazette and wrote the program 

booklet on the films screened at the exposition.49

About the same time he joined the Gazette, Siskind began his broadcasting career 

by hosting a Sunday morning series on CBC radio about “keyboard music and its 

interpretations” which, according to Siskind, “was extended into different guises later 

on.”50 In 1966, he served as co-host with Uriel Luft for CTV’s weekly show “Arts and 

Calendar Review.” He often appeared on the local Montreal CBC program “Sights and 

Sounds” and on the national CBC network programs “New Records” and “Arts 

National.” Between 1973 and 1980 Siskind was both writer and commentator for several 

recorded music series and produced shows for the CBC with Frances Wainright (a

46 Siskind, draft o f  an autobiography, n.d., c.a. 1968, J.S. Collection.
47 Unknown, Novem ber 26, 1980, typescript article, J.S. Collection; Campbell-Rich, “Jacob Siskind.” The 
M ontreal G azette  is an Anglophone newspaper published in Montreal, Quebec.
48 Campbell-Rich, “Jacob Siskind.”
49 Siskind, Expo ‘67 Films (Montreal: Tundra Books, 1967).
50 Siskind, letter to Susan, n.d., c.a. 2004, J.S. Collection.
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notable radio producer), which included “Great Keyboard Performances o f the 20th 

Century,” “Musically Speaking,” and “The Art of the Interpreter.” 51

In 1978, Siskind left Montreal to work in Ottawa as the entertainment editor of 

the short-lived newspaper Ottawa Today (1978-79). The exact reasons why Siskind left 

Montreal are unknown. However, a letter preserved in the collection addressed to a Mr. 

Peters (presumably Charles Peters former owner and publisher of the Gazette) suggest 

Siskind was unhappy with political and managerial issues at the Gazette.51

Between 1978 and 1979 Siskind taught a course on reporting for the performing

• • STarts at Carleton University. Following Ottawa Today’s demise, he joined the Ottawa 

Journal newspaper as music, theatre, and dance critic until it also closed in 1980.54 Since 

it took a considerable amount o f energy to move himself, his mother and aunt to Ottawa, 

he did not see moving back to Montreal as a possibility.55 In 1980, he became music and 

dance critic for the Ottawa Citizen newspaper where he worked until his retirement in 

1993.

During this period he continued with his broadcasting career. He prepared and 

hosted a fifteen-part radio series in 1982 on the piano concertos of Mozart with Menahem 

Pressler of the Beaux Arts Trio as his guest.56 In 1988, he was an advisor for an 

independently produced documentary on violinist Ida Haendel titled “Ida Haendel: A

51 Campbell-Rich, “Jacob Siskind;” Frances Wainwright was a notable CBC producer according to EMC, 
s.v. “CBC.”
52 Siskind, letter to Mr. Peters, n.d. c.a. 1977, J.S. Collection. Charles Peters was the last independent owner 
o f  the G azette  before it was bought by Southam news and remained its publisher till 1972 (M ontreal 
Gazette, June 3, 1978).
53 School o f  Journalism and Communication staff member at Carleton University, telephone conversation 
with author, July 21, 2012.
54 Campbell-Rich, “Jacob Siskind;” Unknown, Novem ber 26, 1980, typescript o f  an article about Siskind, 
J.S. Collection; M azey, “ ’A Consummate Pro;”’
55 Siskind, letter to Susan, n.d., c.a. 2004, J.S Collection.
56 Campbell-Rich, “Jacob Siskind.”
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Voyage of Music” which aired on CBC television’s “Adrienne Clarkson’s Summer 

Festival.”57

During Siskind’s retirement years he began cataloguing and trying to find a home 

for his record collection. He also kept an eye on the politics in the Ottawa classical music 

scene. In 2003, he taught a graduate course in the music department at the University of 

Ottawa which was “An Introductory to the Variety o f Style in Interpretation of ‘Classical
CQ

Music’.” In a letter to his friend, he wrote that he had “rarely any time to sit down and 

just do things for [himself] or for [his] own pleasure or satisfaction.”59 Yet he still read 

the Citizen and did not hesitate to express his opinion in letters to the Editor, the manager, 

or the newspaper’s publisher on several occasions. Many o f the archival letters from this 

period pertained to Siskind’s disapproval of the newly appointed music director/principal 

conductor Pinchas Zuckerman and the political conflicts within the National Art Centre 

Orchestra (NACO).60 Others letters were in support or condemnation of his successors at 

the paper.61 He continued to attend performances, but only the ones he admired or whose

fOperformances he would likely enjoy.

Siskind had many stipulations over how his collection was to be taken care of, 

once a university library would obtain it. He wanted a university

57 Ibid.
58 Siskind, M U SS 6991 Course Description, University o f  Ottawa, 2003 , J.S. Collection.
59 Siskind, letter to Sister M adeleine, n.d., ca. 1995-2000, J.S. Collection.
60 National Arts Centre Orchestra is a Canadian-based orchestra that resides at the National Arts Centre in 
Ottawa, Ontario. It is the only orchestra in North America that is entirely state supported {EMC, s.v. 
“National Arts Centre Orchestra”).
61 Siskind, letter to The Editor o f  the O ttaw a Citizen, Novem ber 29, 2002 , J.S. Collection; letter to The 
Editor o f  the O ttaw a Citizen, February 16, 2006, Ibid.; letter to Hamilton Southam, February 16, 2006, 
Ibid.; letter to the general manager o f  the Citizen, March 18, 2004, Ibid.; letter to Russ M ills, Decem ber 6, 
1993, Ibid.
62 Mazey, “Critic Pulled N o Punches.”
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[. . .] interested in exploiting these research resources on the performing 
arts, one with staff interested in and capable of directing such research 
intelligently and, as important, one that [could] house them comfortably,63

Siskind was very protective of his collection —  meeting his standards o f “intelligence”

was difficult to grasp even for the most apt head o f a university department or librarian.

At one point, Siskind began to suspect that some o f the institutions he approached

“[were] anxious to get their hands on the collection merely in order to dispose of it in

parts to interested buyers, thereby raising funds for their cash-starved music schools.”64

He notes that he preferred “to see the collection kept in one location for the use of curious

but intelligent students who might be inspired to insights o f their own while rummaging

through the stuff.”65 In a response to a letter that suggests that the collection be separated,

Siskind insisted the collection remain intact and not spread throughout any institution’s

library collection. To emphasize this he explains in the letter that:

[...] countless professional musicians o f international status have 
recognized [it] to be unique and [j /'c ] has, over the years, provided them 
with information and insights they could not find elsewhere. That service 
to them and to music as a whole is part of the responsibility that goes with 
the collection.66

PHILOSOPHY OF MUSIC CRITICISM

Siskind had a philosophy regarding what music reviewing was, as opposed to

criticism. In 1963, he was interviewed for the McGill Daily newspaper to promote a 

series of ten lectures titled “Musical Depreciation” he was to give at the YWCA in 

Montreal. Even back then he was mentioned for his long years o f service to the 

performing arts and infamous record collection. In this interview, Siskind insisted that he

63 Siskind, letter to Paul Pederson, Dean o f  M usic at the University o f  Toronto, March 5,1995, J.S. 
Collection [italics added].
64 Siskind, letter to Sister M adeleine, n.d., ca. 1995-2000, J.S. Collection.
65 Ibid.
66 Id., letter to Jeffrey L. Stokes, June 14, 1995, J.S. Collection.
67 Herb Aronoff, “Siskind's Ladder to Success: A Survey o f  Siskind,” M cG ill D aily , January 11, 1963.
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was not so much a critic as a reviewer. Littler noted that it was perhaps in this context he 

was referring to his position as Theatre Editor at the Montreal Star. Theatre was not his 

main area o f expertise and this may be why he was so humble in giving himself the title 

of reviewer as opposed to a critic. Nevertheless, it is in this interview and in others later 

in his career that he makes clear distinctions between critics and reviewers.

According to Siskind, critics were a dying breed. In his 1963 interview, Siskind 

states, “There is only one critic left in North America -  Walter Kerr in New York.”68 In 

another interview, he claimed that most people writing for newspapers are reviewers and 

not critics.69 To Siskind, a reviewer has no purpose but to report. He said, “There is no 

objectivity in reviewing. But there are objective standards -  production, technique, etc.”70 

Since there is limited space in most newspapers, after reporting the “who,” “what,” 

“where” and “when,” the writer has limited space to write about what he liked or 

disliked. Siskind deemed critiques as taking a longer view o f the events that pass by 

them. They place an event in a context, one that they have developed over years of 

experience and study. It does not make a critic’s writing any more valid than that of a 

reviewer; however it does “lend it occasional weight.”71 Siskind’s career portfolio, 

consisting of his music training, record collection, and teaching career defined him more 

as a critic than a reviewer. His friends and colleagues all considered him a music critic 

in this context. Jean-Jacques Van Vlasselaer, music critic o f Ottawa’s francophone

68 Ibid.; Walter Francis Kerr (1913-1996) was a famous American writer and Broadway theatre critic at the 
time o f  this interview with Siskind(77ie C am bridge Guide to  Am erican Theatre, s.v. “Kerr, Walter 
(Francis)”).
69 Siskind, “Critic’s Job Requires Speed, Grit, and Flumour,” O ttaw a Citizen, February 1, 1988, A2.
70 Herb Aronoff, “Siskind's Ladder to Success: A Survey o f  Siskind,” M cG ill D aily, January 11, 1963.
71 Siskind, “Critic’s Job Requires Speed, Grit, and Humour,” O ttaw a Citizen, February 1, 1988, A2.
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newspaper Le Droit, regarded him as having been one of the best music critics in North

72America.

The Music Critic as Educator

Siskind also believed that the critic’s purpose is to function in a quasi-educative 

manner and to be able to write for the general reader, the performer and creator where
<7̂

possible. Siskind thought that it was his job to educate the reader. His writings suggest 

he may have found this desire at a younger age. In one letter, Siskind writes o f when his 

mother would make him bring some classmates home to do homework. He said that he 

would usually end up explaining to his friends all the things they did not understand that 

day in class. He wrote that it was then that he discovered the pleasures o f “sharing [his] 

understanding of the world with others.” 74 He also wrote, “Seeing the light of 

recognition appear in the eyes of someone who had been hopelessly befuddled became a 

real turn-on for me.” 75

This “turn-on” was channelled into his career as a critic: guiding and educating 

members of society on the intricacies o f the art o f music became one of the main 

motivations behind his career. Preserved in the archives is a standard reply letter that 

Siskind would send to young people when they inquired about becoming a critic. In it, he 

stressed that the critic o f the performing arts must be enthusiastic and eager to share their 

“special view o f the world.”76 Siskind thought that critics help both artists reach their 

audience and audience members see “the new and the different through other eyes.”77 To

72 Van Vlasselaer, telephone interview with the author, January 20, 2012.
73 Siskind, “Critic’s Job Requires Speed, Grit, and Humour,” O ttaw a C itizen , February 1, 1988, A2.
74 Siskind, letter to Susan, n.d., c.a. 2004, J.S. Collection.
75 Ibid.
76 Siskind, letter com posed as a standard reply to letters from young people asking about the role o f  the 
critic, n.d., J.S. Collection.
77 Ibid.
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him, the critic was a mediator of this perspective and was essential to the creation of a

78“climate in which both artist and audience thrive.”

Siskind’s reviews and columns were primarily written for the general newspaper

reader, not the professional musician or musicologist.79 He wrote to young prospective

critics that one should avoid being too technical in their assessment, as it alienates those it

attempts to reach (i.e., the general reader).80 He noted in one letter that he wanted the

information in his articles to be first accessible to the general reader, and it was only then

that he would consider writing for the specialists or performers whom he hoped were part

of his readership. He thought that most musicians or musicologists were “too snobbish to

81admit that they ever read newspapers.” Siskind emphasized that his “most important 

function was to educate the audience to respond to real artistry and demand the best from 

those who came to perform for [them].”82 Russ Mills, the Citizen publisher from 1986 to 

2002, reiterates this claim, stating that, “[Siskind] tried to [. . .] improve the quality o f the 

audience by educating them about what they had heard.”83 Siskind’s career was based on 

educating the public with his opinion, to make them demand more from the performers, 

and to become an insightful and more attentive audience for the performers.

An Educated Opinion

Although Siskind may have been educating his readership on what they heard, he 

would never admit that his critiques were an objective fact or claim. He even wrote an 

article explaining the difference between impartial and subjective opinion to his readers.

78 Ibid.
79 Siskind, letter to a friend, n.d., ca. 1993-2010, J.S. Collection.
80 Siskind, letter com posed as a standard reply to letters from young people asking about the role o f  the 
critic, n.d., J.S. Collection.
81 Siskind, letter to a friend, n.d., ca. 1993-2010, J.S. Collection.
82 Ibid.
83 M ills, as quoted in Steven M azey and Jay Stone, “Goodbye, Mr. Siskind; One o f  the Toughest, Most 
Knowledgeable Critics o f  His Time Bow s Out,” O ttaw a C itizen , June 26, 1993, B 1 .
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There he states, “It is disconcerting that some writers complain that a review of an event 

is not an impartial report but an expression of opinion.”84 Some people, according to 

Siskind, feel that their point of view is objective while anyone else expressing the 

opposite point o f view was subjective. He clearly points out that reviews are subjective 

by their very nature and that critics are paid to express their opinions.85

But Siskind’s subjective opinions came from a well informed and educated 

background, giving his claims validity and weight. Siskind wrote to aspiring critics that 

knowledge not only in their area of expertise but o f other arts as well and a well-rounded 

view of their society is important when you are a critic. He admits that a critic must be 

open to new ideas and views of the present and past; however one’s educated opinion 

offers more “stimulating, illuminating confrontation” to the new and different.86 

Many musicians and colleagues commented on the depth of Siskind’s

87knowledge. Ida Haendel commented that she especially admired Siskind because he

was recognized as a true musician which she thought was a rare characteristic among

critics. She also noted that his

vast knowledge and understanding [of] what [was] the highest level in 
music, plus that rare gift that enable[d] [him] to assess in a few short
sentences the positive and negative quality in a performance, is what made
[him] so exceptional.88

Although Siskind was well educated and a repository of expert knowledge, he tended not

to over-indulge or place great emphasis on university education. He stressed to

colleagues that critics must stay away from “ivory towers” since the primary purpose of a

84 Siskind, “N o O ne’s Perfect -N o t  Even Readers,” O ttaw a C itizen , March 1, 1989, D 1 1.
85 Ibid.
86 Siskind, letter com posed as a standard reply to letters from young people asking about the role o f  the 
critic, n.d., J.S. Collection.
87 Mary Joliffe, Letter to Siskind, June 18, 1993, J.S. Collection.
88 Haendel, letter to Siskind, June 20, 1993, J.S. Collection.
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• • O Qcritic is to function in the community. That is, a central aspect o f the critic’s role is to

help shape the classical music scene of their community by making music accessible to

the general reader and by supporting and raising the quality o f the performances through

their critique. Hence, the critic’s focus should be primarily on the actions of today,

leaving the past to academic scholars.

Siskind and his Colleagues

Siskind was attentive to the recipients of his criticisms. He held a strangely close

yet distant relationship between himself and those he reviewed. He stated, in one letter,

that his purpose was not to teach artists how to perform but that he “merely tried to hold

up a mirror to them that helped them to assess whether or not they were actually

projecting what it was they wanted to say.”90 He also said that “like the artist, the critic's

mirror is a distorted extension of a lifetime of experience —  of watching, breathing,

living the arts on a daily basis.”91 It is Oscar Thompson of the New York Sun who is often

associated with the mirror metaphor. He wrote in 1934:

[The function of criticism] is to hold up a mirror to what has been 
composed or performed and the performance. The mirror is an 
intensifying one. It reflects the essentials, eliminates the unessentials.92

Siskind placed great importance on maintaining a distance from most performers

he had to review. He wanted to limit the amount of influence any personal likes or

dislikes for them or the music might have had on his reactions to their performances.93 He

discussed this in the 1963 interview in the McGill Daily, stating, “A reviewer must make

89Siskind, letter com posed as a standard reply to letters from young people asking about the role o f  the 
critic, n.d., J.S. Collection.
90 Siskind, letter to a friend, n.d., ca. 1993-2010, J.S. Collection.
91 Siskind, “Critics Must Insist on Lean Ham in Demanding Best from Artists,” O ttaw a Citizen, Novem ber 
15, 1992: D2.
92 Thompson, P ractica l M usic Criticism  (N ew  York: M. Witmark and Sons, 1934), 29, quoted in Schick,
21 and Hager, 90.
93 Siskind, letter to a friend, n.d., ca. 1993-2010, J.S. Collection.
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himself an outcast. Meeting artists personally is particularly bad. I could recount a 

number o f incidents where meeting an actor or singer has resulted in the destroying of 

any image I had held previously.”94 These comments point towards the strength of 

Siskind’s ethics as a journalist. Littler once said that “[Siskind] doesn’t play games or 

worry about trying to be a musician’s friend. He understands that a critic operates as an 

individual and stands alone.”95

Siskind was well respected by other music critics. The critics, along with Siskind, 

had a certain unspoken code by which to conduct themselves. One part of the code entails 

that critics should not critique other critics. Littler spoke o f this unwritten code during his 

interview but stated that Siskind never hesitated to tell you exactly what he thought. 

Siskind would sit alone, usually on the balcony of a theatre and only sit with other critics 

if the performer(s) were amateurs.96 Robert Schick notes that since critics of the 

performing arts generally have good seats —  “often the same ones again and again in the 

chief halls [...]” (i.e. the National Arts Centre’s Southam Hall) — and sometimes they sit 

in the cheaper seats to learn whether the tone which sounds well in the best seats remains 

appealing in the cheaper ones.97 According to Littler, Siskind liked the balcony because 

he wanted to make sure everyone was experiencing the best sound. At intermission, if 

people asked Siskind about the performance he would only discuss the music itself and 

not the performers. This allowed him to have the freedom to have his own unique opinion 

when the review would be published the following day.98

94 Herb Aronoff, “Siskind's Ladder to Success: A Survey o f  Siskind,” M cG ill D aily , January 11, 1963.
95 Littler, quoted in M azey and Stone, “Goodbye, Mr. Siskind.”
96 Van Vlasselaer, telephone interview with the author, January 20, 2012.
97 Schick, C lassica l M usic Criticism , 9; Littler, telephone interview with the author, February 6, 2012.
98 Littler, telephone interview with the author, February 6, 2012.
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When asked if Siskind had any weaknesses, his colleagues brought up two issues. 

First, they thought that he could be biased negatively or positively to certain musicians. 

Van Vlasselaer noted that when musicians knew that he disliked them, they would be 

seen nervously walking on to the stage if they saw Siskind in the audience. When Siskind 

played favourites, he was also not entirely impartial. Second, Siskind did not travel like 

the critics o f Toronto and Montreal. Littler and Van Vlasselaer felt that if he would have 

had the chance to travel, he would have benefited from it greatly. Siskind did travel with 

the NACO on tours, but he was still listening to his home orchestra and never got the 

opportunity to listen to orchestras outside his area." Of course this is not because Siskind 

had any professional beliefs about listening to other orchestras; it was because the right 

circumstances never came into fruition for it to happen. Siskind had obligations 

caretaking for his mother and aunt at one point in his career. As well, the Citizen simply 

did not have a large enough travel budget and later his age and health simply did not 

allow for it to happen. This is unfortunate because, as Littler points out, the critic must 

have the ability to compare one performance to another; the essence of criticism is 

comparison and without it, there is the inability to detect different interpretations. 

According to Littler, critics by their nature are fascinated by interpretation and looking at 

historical performances to compare with current ones.100 All the interviewees point out, 

however, that Siskind had the ability to compare what he reviewed with his years of 

musical experience from growing up in a large music centre (Montreal) and his massive 

record collection. As Littler puts it he was “essentially a student o f his library.”101

99 Ibid.; Van Vlasselaer, telephone interview with the author, January 20 , 2012.
100 Littler, telephone interview with the author, February 6, 2012.
101 Van Vlasselaer, telephone interview with the author, January 20, 2012; Littler, telephone interview with 
the author, February 6, 2012; Dobie-Sarsam, email m essage to author, February 2, 2012.
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Qualities and Standards

A musician wrote to Siskind when his retirement was announced:

You have always been rigorously ethical, so finely tuned in your 
knowledge with a probity which has carried through from your personal 
and professional life. Outside of you, Brooks Atkinson, Nathan Cohen, I 
never developed much trust for critics. [...] but you three stand out as those 
who could never be bought off by threats, blandishments or, most 
dangerous, influence by social or political power. I want you the way you 
are, the way you will always be....ironic, exasperatingly accurate, wry, 
immaculately honest and enormously generous personally [ . . . ] .  102

The quote above proves that although Siskind had a distant relationship with those he

reviewed, he was still both praised and quoted by the very same people.

When Siskind retired in 1993, the Citizen was inundated with letters expressing

gratitude for his work. Siskind kept all these letters in a photo album for safekeeping.

They are now preserved in the Siskind Collection at Carleton University. The collection

contains letters from well-known Canadian art personalities, musicians, conductors, and

other colleagues in the music business.

Karen Kain, Boris Brott, Franco Mannino, and Ida Haendel are the most notable

correspondents represented among the letters sent to Siskind from the collection. Kain

wrote that she would always read Siskind’s comments “with a degree of trepidation but

1 (13with a great deal of respect.” Mannino said, “He [was] a refined musician and writer, 

an extraordinary critic, severe but always a fair man.”104 Brott focused on Siskind’s 

honesty, stating that Siskind “provided a legacy of honest assessment and encouragement

102 Mary, letter to Siskind, April 23, 2005, J.S. Collection. Nothing more is known about the identity o f  this 
correspondent.
103 Kain, letter to Siskind, n.d., ca. 1993, J.S. Collection. Kain, bom in 1951, is an accom plished retired 
ballet dancer in Ontario, Canada. She is now the artistic director o f  the National Ballet o f  Canada.
104 Mannino, facsim ile to Jane Morris, n.d., ca. 1993, J.S. Collection. Mannino (1924-2005) was an Italian 
film composer, pianist, opera director, playwright, and novelist. He conducted the National Arts Centre 
Orchestra between 1982 and 1986.
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as well as kept this profession ‘honest.’”105 These comments would suggest that Siskind

was most revered for his honesty and constructive criticism. His severe but fair reviews

and the ability to cause fear in the most prolific artists while maintaining integrity as an

honest and sincere music critic, is what most people seem to remember about him.

If reviews sometimes seem harsh, it is because the critic cares, is still 
committed after a career as fulfilling or as unsatisfying as that of any 
artist. Artists and critics should want the same thing. More and the best.
Only then does the community at large truly profit {Ottawa Citizen, 
November 15, 1992, Siskind).

Siskind’s professional colleagues also point to his strict and “tough love”

approach as one of his many attributes. Renowned American cellist Bernard Greenhouse

stated in his letter that Siskind had “the highest of musical standards in Canada.” 106 Press

agent Mary Joliffe notes that Siskind’s demand for artistic standards often caused

personal discomfort and cost the critic publicly.

You have been a touchstone of critical acumen, knowledge and 
professionalism. You possess the painful awareness o f excellence which 
has never allowed you to accept anything less than the best or make any 
compromise with your standards no matter how tempting. What not 
everyone in the arts community realizes is that this has not been easy for 
you. Your unremitting refusal to accept mediocrity in performance or 
professional behaviour has cost you popularity and while I know you don't 
give a damn about that, I also know you do not enjoy inflicting the pain 
that is inevitable with discerning critical assessment. 107

Siskind thought the standards o f the community should be well known so the

I O Kcritic can help raise and maintain new ones. He did not have the same standards for all

105 Brott, letter to Siskind, July 2, 1993, J.S. Collection. Brott, bom  in 1941, is an internationally recognized  
Canadian conductor.
106 Greenhouse, letter to Siskind, June 29, 1993, J.S. Collection. Greenhouse (1916-2011) was an American 
cellist and a founding member o f  the Beaux Arts Trio.
107 Mary Joliffe, Letter to Siskind, June 18, 1993, J.S. Collection.
108 Siskind, letter com posed as a standard reply to letters from young people asking about the role o f  the 
critic, n.d., J.S. Collection.
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performances, claiming that one cannot raise or lower standards, but must have different 

ones for varied situations. 109 That is, if one is an amateur or one is a young musician 

starting out, he would have a different set of standards for each of them, but under no 

circumstances would raise or lower his standards for anyone who fell within those 

categories. It was important to Siskind whether or not a performer had been honest and 

“had made every effort to prepare on a professional standard.”110 He had little sympathy 

for amateurs pretending to be professionals or for their teachers and music institutions.

He felt that institutions encouraged mediocrities to continue merely to maintain large 

classes: he said that these people were always “scourged mercilessly.”111 As Dobie- 

Sarsam puts it:

He was not a snob! He was immensely proud o f Canada and 
Canadian musicians and orchestras -  but he didn’t accept 
mediocrity because he knew it was possible to be world class and 
still be living in Ottawa.112

One letter highlights Siskind’s advocacy to maintain the quality of the NAC.

Jacob's voice in support of maintaining the high standards that the 
National Arts Centre was created for has been invaluable at a time 
when cash over quality seems to be the policy.113

Again, Siskind had distaste for dishonesty and superficiality in the arts. People felt that 

he was one in a “select group of musical thinkers” with uninhibited attitudes and one 

“who cherishes the constancy and truth of substance rather than the fleeting appeal of 

style”114

109 Herb Aronoff, “Siskind's Ladder to Success: A Survey o f  Siskind,” M cGill D aily, January 11, 1963.
110 Siskind, letter to a friend, n.d., ca. 1993-2010, J.S. Collection.
111 Ibid.
112 Dobie-Sarsam, email m essage to author, Feb 2, 2012.
113 Tania Daniell, statement letter, n.d., ca. 1993, J.S. Collection
114 Vas Pollakis and Robert McAlear, letter to Siskind, July 1, 1993, J.S. Collection
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Siskind applied the same standards to musicians as he did to himself. Mills was 

quoted as saying that “he wanted everyone to match the standards he set for himself.”115 

Siskind had this impeccable ability to write quickly and to write to the exact space 

required for the newspaper editor. Mills boasted that Siskind was a “consummate 

newspaper pro who would leave a concert half an hour before his deadline and have 600 

well-crafted and thoughtful words filed to the paper with time to spare.” 116

Mills highlights the fact that Siskind was incredibly meticulous. The way Siskind 

maintained a catalogue and created a database of his recordings is evidence of this.

Fifteen months into cataloguing his record collection, Siskind mentions in a letter to Paul 

Pederson, the Dean of Music at the University of Toronto, that he had completed the 

database for his 8,000 compact discs (CDs) —  which consisted of 18,000 entries —  and 

that many of his 20,000 LPs were already catalogued by composer in the 1980s on over 

35,000 index cards, with another 20,000 cards for the beginnings o f a catalogue by

117artist. He also mentions in his letter that he has 4000 “remnants o f what was a
t i n

substantial collection of 78 rpm shellacs and acetates.” Throughout the Siskind 

Collection at Carleton there are handwritten logs that organize his recordings in different 

categories. He kept logs o f his recordings by not only composer and artists, but also by 

instruments (winds, strings), conductors, and specific musicians o f certain instruments 

(e.g. wind players). Six years into the computer project, Siskind was still writing to 

institutions about housing the collection and computer database which he stated had now

115 M ills, as quoted in M azey and Stone, “Goodbye, Mr. Siskind.”
116 Ibid.; Graf writes, “The practice o f  hastily writing criticism immediately after a performance in order 
that they may appear in the follow ing morning’s paper is generally rejected abroad because it is conducive 
neither to thorough consideration nor to the graces o f  style” (Graf, 305).
117 Siskind, letter to Paul Pederson, Dean o f  Music at the University o f  Toronto, March 5, 1995, J.S. 
Collection.
118 Ibid.
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had over 64,000 entries.119 In another letter Siskind wrote, “Progress has been slow. I am 

now limiting myself to three hours every day. I seem to be developing a case of 

tendonitis, [. . .] I am now approaching the 50,000th entry in the database and have 

covered the first 16,500 LPs in the collection.”120 The time and energy he spent with this 

project shows not only how scrupulous he was, but also how dedicated he was to classical 

music and to the preservation of the extraordinary collection.

Negative Feedback

Siskind liked to get a rise out of a reader, and definitely was not loved by 

everyone. In 1988, Siskind wrote an article entitled, “Critic’s Job Requires Speed, Grit

f 0 1and Humour.” In it he mentions that it helps to write abrasively. Since most of what is 

written in newspapers is ignored, he thought that one should write in a way that triggers a 

response, whether positive or negative. During Siskind’s time at the Citizen, he had a 

love/hate relationship with several professional colleagues and readers who would write 

letters of distaste. Siskind always appeared to respond with humility and humour.

One time, an angry letter was written by a professional colleague to Siskind about 

the lack of reference to a pianist as part of a piano and violin recital. In this letter, 

dramatic words were used, calling Siskind’s review inelegant, unfair, and discourteous to 

ignore the participation of the pianist, and that the writer was scandalized by the 

review.122 Siskind replied, stating that he appreciated the letter because Siskind was also 

upset about the missing mention. This gave him ammunition to press his point that 

reviews should be left as they are written. Apparently because of a technical re

119 Id., draft o f  a letter, n.d., and ca. 2001, J.S. Collection.
120 Id., letter to Jeffrey Stokes, Dean o f  M usic at the University o f  Western Ontario, February 3, 1997, J.S.
Collection.
121 Siskind, “Critic’s Job Requires Speed, Grit, and Humour.”
122 Jean-Paul Sevilla, Professor at the University o f  Ottawa, letter to Siskind, March 28, 1983, J.S.
Collection.
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arrangement of the page all mention of the pianist had been removed. This was followed 

however by sarcastic wit expressing disappointment in how the colleague acted.123

In the archives there are other letters from readers expressing disdain over 

Siskind’s work. In 1980, a reader commented on an article Siskind wrote for the Ottawa 

Journal entitled “Let’s discuss what’s going on at the NAC.” 124 In this article, Siskind 

complained that the programming at the NAC was merely self-serving and not appealing 

its own general audience. The reader felt that Siskind’s writing style, using exotic and 

even inappropriate terms such as “delectations, equanimity and oviposition,” alienated 

and isolated the very individuals (the general readers) for whom he expressed concern in 

the article in question. The reader went on to write that he felt that Siskind “abused his 

role and seriously damaged his credibility as a critic in this city,” and that Siskind 

appeared to be obsessed with the use of cliche.125

He also received backlash from some of the people he reviewed. In a column 

about The Winnipeg Symphony Orchestra’s festival of contemporary music in 1989, 

Siskind suggested that the festival’s success might be attributed to the cold weather, in 

which case people attended it merely to huddle and keep warm.126 The Winnipeg 

Symphony took it upon themselves to ask their audience to write a letter to Siskind, 

informing him that that was not the reason why they were attending the concerts. It was 

signed by Bramwell Tovey, the orchestra’s conductor, and about 950 others.127 Siskind

123 Siskind, letter to Jean-Paul Sevilla, n.d., ca. April 1983, J.S. Collection.
124 Id., “Let’s D iscuss What’s Going on at The N A C ,” The O ttaw a Journal, March 13, 1980.
125 W.M. Beauprd, letter to the Editor o f  The O ttaw a Journal, March 14, 1980.
126 Siskind, “Ottawa Can Learn a Thing or Two from W innipeg’s M usical Offerings,” O ttaw a Citizen, 19 
January 1992: F2.
127 Siskind, “Take that, Siskind! W innipeg M usic Lovers Vent their Spleen Against Comments on their 
Cold, Windy City,” O ttaw a Citizen, Feb 02, 1992: D2.
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had no problem responding in his column, claiming that he was appointed as an enemy

by Tovey, in order to draw attention to the Orchestra in the press.128

The noted American pianist John Browning wrote an overtly sarcastic letter

which praises Siskind’s absolute certainty regarding the correct interpretation of the

Prokofiev First and Tchaikovsky Fourth concerto that Browning performed. He went on

to say that even though he went to Moscow to extensively study Prokofiev’s own

working score and discuss Prokofiev’s interpretations of the score with a close relative of

the composer, he wished he had Siskind’s clairvoyance.129

Finally, when Siskind’s retirement was announced, a reader wrote to the editor of

the Citizen, bidding good riddance and gave Siskind the title, “the self-appointed Prince 

i inof Pomp.” This title seems to sum up nicely the characterization of Siskind that was 

given by his adversaries.

Musical Opinions

Siskind’s method of interpreting the music and his views on the trends and 

transformations of classical music in the twentieth century are revealed in the notes 

preserved in the archive. Particularly revealing are his comments on the formation and 

search for a home for his record collection.

Siskind was very passionate about his collection o f recordings. One might say that 

he felt that his records were sacred. He cared a great deal about the history of music and 

what his contribution to it would be. As Siskind was assembling the database for his 

record-sound collection, he wrote to the chairs of music departments and librarians at a 

number of universities across Ontario and Quebec. In these letters he articulated how

128 Ibid.
129 John Browning, letter to Siskind, September 29, c.a. 1965.
130 M azey and Stone, “Goodbye, Mr. Siskind.”
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plans must be made in his lifetime to find a suitable home for the collection.131 At one 

point, Siskind was so frustrated with finding a home for his collection that he put in his 

will that if a suitable home was not found for it, the recordings were to be destroyed. In a 

letter to Rabbi Mendel Marasov, Siskind reveals how important the collection was to 

him.

I have abandoned any thought of donating the recordings and books and 
other material to any institution and have retained instruction in my will to 
have them destroyed after my passing. It seems appropriate enough since 
the material was o f importance to me but, it seems to no [one] [sic] else. I 
shudder to contemplate having the evidence of a half century o f work and 
research turning up in other people’s garbage cans.

To Siskind, there are many ways to examine this collection that would uncover 

historic information on classical music of the twentieth century. He claimed that the 

recordings document the evolution of musical performance from the very early 1900s to 

the early 1990s. As well, he thought that the collection captured interpretations by major 

artists at different points in their careers and changes in orchestral sound quality after the 

Second World War that resulted “from evolving musicological research in such matters

ITTas ’authentic’ instrument practice.” Siskind said that the recordings also document the 

variety of tone quality different conductors have drawn from the same orchestra and the 

enormous changes in recording technique over the same period.134

In a letter to a friend, Siskind said that his recordings opened doors for him to 

gain insights on classical music that was otherwise unavailable in academic circles. The 

collection showed him how musical taste had altered since the turn o f the century and

131 Siskind, letter to Paul Pederson, Dean o f  M usic at the University o f  Toronto, March 5, 1995, J.S. 
Collection.
132 Siskind, letter to Rabbi Mendel Marasov, n.d., ca. 1993-1997, J.S. Collection.
133 Siskind, letter to Paul Pederson, Dean o f  M usic at the University o f  Toronto, March 5, 1995, J.S. 
Collection.
134 Ibid.
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how composition had responded to different schools of thought. To Siskind, the

symphony orchestras in the twentieth century lost their distinctive national character and

began to sound more and more alike by the end of the century.135

The enormous collection begs one to ask why he had gathered so many

recordings. In one letter, Siskind answers this question which defines his philosophical

foundation on musical interpretation:

Why did I have so many? Because they were all different! Even when the 
same artist recorded the work again several years later! People change, 
physically and emotionally and that is chronicled in their interpretations.
What was right for them when they were 25 might have seemed jejune 
when they were 40. Recordings are useful for their diversity, to open up 
many possibilities, not as models to be imitated. 136

Earlier in the same letter, he describes a situation that occurred during a series of 

lectures at the Ecole Vincent D’lndy that further enlightens us about his views on musical 

interpretation:

[. . .] On one occasion [I] played recordings of Schumann's Kinderszenen, 
by Cortot, Yves Nat, Horowitz, Moiseiwitsch and Fannie Davie.
There was a group of nuns sitting at the back of the room taking notes on 
my comments. They were obviously unhappy and were discussing among 
themselves until one put up her had to ask, “Which is the right 
interpretation?”
My reply, perhaps a bit churlish, because they were sincere in their 
puzzlement, was “this is music which is an art, this is not dogma, and so 
there are many right ways as well as thousands of wrong ways to interpret 
the pieces. The important thing is for the player to be completely 
convinced that this is the only right way to perform the work at this 
moment.
I had intended that listening to so many versions would open their eyes to 
many possibilities, not to limit them to merely imitating a single 
established authority. What was right for Cortot was not right for Nat or 
Horowitz. They were all great artists and have very individual views about 
these “simple” pieces. 137

135 Id., letter to Sister M adeleine, n.d., ca. 1995-2000, J.S. Collection.
136 Siskind, letter to a friend, n.d., ca. 1993-2010, J.S. Collection [italics added].
137 Ibid.
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To Siskind, music is relative to time and space but it must sustain a certain level of

standards over time. Siskind thought high artistic standards and heterogeneity (i.e.

orchestras and artists having a unique and distinct sound) were at risk in classical music.

His profession protected these qualities by bringing forth discussion and commenting on

musicians and music businesses on their sophistication and honesty in their work.

Siskind’s death at the Queensway-Carleton Hospital on September 17, 2010,

caused probably more than one fellow music critic to assess his career and influence on

music criticism in twentieth-century North America. In retrospect, his colleagues and

those subject to his writings equally had to recognize how Siskind maintained high

standards. They were undoubtedly difficult for him to live up to, but he tried his hardest

by immersing himself in his work with intensity, passion and dramatic expression. The

following remarks, written toward the end o f his life, sum up his thoughts on his life and

career during his final years.

Over the years, I have enjoyed working with people young and old, 
attempting to share and inspire a love for music if not for its performance, 
and an enthusiasm for exploration, for turning over old stones, for looking 
for substance behind the dross. At 76 I have no complaints. If I am alone, 
physically, I have thousands of memories to keep me warm and few if any 
regrets.138

ARTHUR KAPTAINIS

Unfortunately, insufficient information appears to be available on Arthur 

Kaptainis to produce an in-depth biography. Although quoted several times in various 

articles in the Encyclopedia o f  Music in Canada, he has yet to receive his own entry.139 

Even more cryptic is the fact he is listed as one of the most prominent music critics in the 

“Criticism” entry o f the encyclopedia, but is not listed in the “Music Criticism” entry of

138 Siskind, letter to Susan, n.d., c.a. 2004, J.S. Collection.
139 See EMC, s.vv. “Maria Pellegrini,” “Anton Kuerti.”
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The Canadian Encyclopedia, and is only provided with a link to his online Gazette bio at 

the bottom of the page.140 In addition to the online bio, an entry in the standard reference 

source Canadian Who’s Who is also available.141

The researcher can nevertheless piece together a basic bio for the critic. Kaptainis, 

27 years Siskind’s junior, was bom in Toronto on November 3, 1955.142 He attended the 

University o f Toronto, where he began writing for The Varsity, the student-run 

newspaper. Soon after that he became a freelance writer for the Globe and Mail. He 

began his activity as a music critic in 1986 for the Montreal Gazette. He is not a seriously 

trained pianist as Siskind was, as is suggested by his bio on the Gazette website, which 

states that he is “a fine enough critic to recognize his own piano playing for what it is.”143 

He also writes for Opera Canada and is heard on CBC Radio 2 from time to time. He 

possesses other journalistic interests outside o f music, as he became the author o f the 

general interest IQuiz when the Sunday Gazette launched in 1986, and he also serves on 

the editorial board of the Gazette.144

140 EM C  s.v. “Criticism;” Frederick Hall, “M usic Criticism,” in The Canadian E ncyclopedia, 
http://www.thecanadianencyclopedia.com .
141 Canadian Who's Who, s.v. “Kaptainis, Arthur,” ed. Elizabeth Lumley, vol. 41 (Toronto: University o f  
Toronto Press, 2006), 677.
142 Ibid.
143 “Arthur Kaptainis,” accessed May 15, 2012,
http://www2.canada.com/montrealgazette/columnists/arthur_kaptainis.html
144 Ibid.

http://www.thecanadianencyclopedia.com
http://www2.canada.com/montrealgazette/columnists/arthur_kaptainis.html
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CHAPTER 2: Theoretical and Methodological Approach

Using corpus linguistics to study music criticism is a novel approach, and the 

notion of this research method being applied in musicology is perhaps contentious at this 

point. The current chapter justifies the worth o f a more rigorous and systematic —  or 

what some call empirical musicological — approach to studying music criticism and 

introduces corpus linguistics to the music scholar, outlining the methods used to compare 

Siskind’s evaluative language in his music reviews to that o f  another critic, Arthur 

Kaptainis. A discussion o f the issues regarding how such systematic methods like corpus 

linguistics fits into the negotiation between historical musicology and the new subfield 

known as empirical musicology will be followed by a general description of the 

components of corpus linguistics, a literature review of evaluative language studies and 

of the research conducted on the critical language o f book reviews, and a discussion of 

Olivia Ha’s move structure analysis of record reviews. This chapter concludes with an 

outline of the specific steps that were taken to analyze Jacob Siskind’s critical language.

EMPIRICAL MUSICOLOGY

There is no clear line drawn in the sand between empirical and non-empirical 

musicology, as all musicology to one extent or another can be said to be empirical in 

nature. Presently, there exists a continuum in musicology in which some scholars would 

suggest that one type of research is more “empirical” than other forms, and that one has 

been titled “empirical musicology,”145 To Nicholas Cook and Eric Clarke, editors of the 

book Empirical Musicology, a position on this scale represents “the extent to which a

145 Nicholas Cook and Eric F. Clarke, “Introduction: What is Empirical M usicology?” in E m pirical 
M usicology: Aims, Methods, Prospects, eds. N icholas Cook and Eric F. Clarke (Toronto: Oxford 
University Press, 2004), 1-14.
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musicological discourse is based on empirical observation and conversely the extent to 

which the observation is regulated by the discourse.”146 The focus o f this section is to 

determine where the methodological approach of corpus linguistics fits within the type of 

research in the sub-field o f “empirical musicology.”

Cook and Clarke state that empirical musicology can be thought as “musicology 

that embodies a principled awareness of both the potential to engage with large bodies of 

relevant data, and the appropriate methods for achieving this.”1471 would argue that so- 

called “subjective” and “objective” perspectives can mutually inform each other through 

the critical interpretation of empirically and non-empirically derived information. 

Applying corpus linguistics to analyze music criticism and comparing it to knowledge 

acquired from primary biographical sources situates my research between empirical 

musicology and more traditional historical musicology about music criticism. It should be 

noted that the evidence obtained in the archive collection and the interviews is also 

empirical. However, in the context o f the debate regarding empirical and “non-empirical” 

musicology, it can be said that the application of corpus linguistics makes the project 

more empirical in nature in comparison with traditional musicological studies.

Empirically based knowledge depends not only on recognizing patterns during 

observation and making conclusions based on them, but also on whether the observations

1 48can be replicated. In musicology, it is sometimes impossible to replicate observations, 

because either the purpose of the study is to cast an interpretive, “subjective” lens upon 

the topics of study, for instance in the case of Susan McClary’s feminist work or Marion

Ibid., 3. 
Ibid., 5
Ibid., 5-6.
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Guck’s “thought” experiments, or because the field of study is ostensibly data-poor.149 

Cook and Clarke argue that the problem arises when these speculations enter into the 

history of music as doctrine or when a musicologist denies the possibility o f validating 

their intuitions with the abundance of data available to them when their focus of study is 

in a data-rich field.150 The case study presented in this thesis is in such a field; however it 

was beyond the scope of this project to attempt to replicate observations made in terms of 

comparing Siskind to many other music critics. Nevertheless, the repeated observation of 

the words and phrases found in the selected writings of Jacob Siskind and Arthur 

Kaptainis will be observed in the process of the analysis.

Cook and Clarke’s concept of what constitutes empirical musicology has some 

restrictions. Contemporary empirical musicology can trace its roots back to the 

systematic musicology movement of the nineteenth century and that of the post-war 

positivist approaches.151 Cook and Clarke suggest that the post-war positivist approaches 

of the twentieth century were empirical in appearance rather than substance.152 These 

scholars were focused on the idea of introducing objectivity to “the traditional language 

of musicology which seemed hopelessly compromised by latent subjectivity.”153 Their 

attempt to bring objectivity into musicology was based on implementing existing analytic 

approaches as computer programs, or to express new approaches in the form of symbolic

149 See Susan McClary, Feminine Endings (Minneapolis: University o f  Minnesota Press, 2002), 220; 
Marion A. Guck, “Rehabilitating the Incorrigible,” in Theory, Analysis, an d  M eaning, ed. Anthony Pople, 
(Cambridge, NY: Cambridge University Press, 1994), 57-73.
150 Cook and Clarke, “Introduction,” 4.
151 See, for example, Guido A d ler , Umfang, M ethode u n d Z ie l der M usikwissenschaft (Leipzig: Breitkopf 
und Hartel, 1885).
152 Nicholas Cook and Eric F. Clarke, “Introduction,” 6.
153 Ibid., 5.
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logic, or machine-readable algorithms.154 For example, Fred Hoffstetter took what he felt 

was an “incorrigible” statement from the Cobbett 's Cylopedic Survey o f  Chamber Music 

(“the spirit o f nationalism is felt in all of the best chamber music.”155) and tested it by 

selecting a sample of chamber music from different nationalities and defining their 

stylistic measure based on their relative frequency of different intervals and calculated 

their sums.156 Cook and Clarke believe the important thing in this study was merely to 

demonstrate that informal or subjective statements could be proven or disproven by 

rigorous testing.157 Perhaps on the surface it calls into question whether my thesis 

essentially performs these tasks, confirming informal statements about music criticism 

and proving them through the rigorous testing of corpus linguistics. However, the 

methods used here were not hastily chosen to make informal statements seem more valid, 

but it is essentially a search for how the tools employed in corpus linguistics can 

supplement the research facilitated in historical musicology.

Another flaw in post-war positivist musicology is that it often lacked contextual 

material. That is, they did not build a set of predictions and methods through 

communicating with researchers from other disciplines such as linguistics or 

experimental cognitive psychology, while using their musical intuition to logically 

defend their own testing methods. They were really grabbing experimental methods from

154 See Michael Kassler, “A Trinity O f Essays: Toward a Theory That is the Tw elve-N ote Class System, 
Toward Developm ent o f  a Constructive Tonality Theory Based on Writings by Heinrich Schenker, Toward 
a Simple Programming Language For Musical Information Retrieval” (PhD, Princeton University); 
Benjamin Aaron Boretz, “Meta-Variations: Studies in the Foundations o f  Musical Thought (W ith) ‘Group 
Variations I.’ (Original Com position)” (PhD, Princeton University); A llen Forte, The Structure o f  A tonal 
M usic (N ew  Haven, CT: Yale University Press, 1973).
155 Walter W illson Cobbett, ed., “Folk-Song in Chamber M usic,” in C obbett's C ycloped ic Survey o f  
Chamber M usic (N ew  York: Oxford University Press, 1929), 1: 412.
156 Fred T. Hofstetter, “The Nationalistic Fingerprint in Nineteenth-Century Romantic Chamber M usic,” 
Com puters and the Humanities 13, no. 2 (1979): 105-119.
157 Cook and Clarke, “Introduction,” 6.
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thin air. Cook and Clarke also concede that present disciplines involved with the study of 

music do not communicate directly with each other either. Most experimental 

psychologists interested in music consider themselves entirely detached from

1 S8musicology. Thus to Cook and Clarke, the negotiations —  or lack thereof — between 

experimental cognitive psychologists and music theorists do not embody the “tool- 

oriented” approach to musicology which uses empirical methods to impact “broadly 

musicological enterprises.”159 In this thesis, I attempt to negotiate between two 

disciplines by adapting empirical tools (i.e. corpus linguistic methods) to impact the study 

of music criticism and to study the impact o f music criticism.

So what are some methodological examples that represent Cook and Clarke’s 

concept of “empirical musicology”? Their book represents research from 

ethnomusicology, sociology of music, music performance, music theory and the physics 

of musical sound. In sum, it appears that although some of the research looks at texts, 

they are not subjected to the kind of deep level of analysis that was used for the current 

project. For instance, Tia DeNora’s chapter on sociology in music describes using 

ethnographic methods to study diaries and letters and Clarke’s chapter on studying 

performance describes how some researchers observe commentary about performances 

from a listener and performers perspective.160 But these analyses o f how individuals write 

about music in this book are merely qualitative observations using less rigorous and 

systematic methods than what is involved in the corpus linguistic analysis of newspaper 

music criticism in this current study.

158 Ibid., 8.
159 Ibid., 9.
160 Tia DeNora, “M usical Practice and Social Structure,” in E m pirical M usicology, 57-76; Eric Clarke, 
“Empirical Methods in the Study o f  Performance,” in E m pirical M usicology, 77-102.
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CORPUS LINGUISTICS

Corpus linguistics is the study of naturally occurring examples of language use

(e.g. newspaper articles, speeches, interviews) that are stored in individual electronic 

texts that collectively form what is known as a corpus. For instance, one may have in a 

corpus every play written by Shakespeare or every speech given by a United States 

president. It is essentially the empirical study of “real life” language use with the help of 

computers and electronic corpora.161 Linguists draw on different kinds of corpora to

detect trends in a certain language, genre, register, discourse, style or author through

162  •various types of analytical tools. In most cases, a specifically designed computer

software computes the frequency of words, use of phrases and collocates (words that co

occur) in a corpus so that various qualitative and quantitative observations can be 

made.163 A corpus is also presented in a non-linear fashion so that instead of looking at 

texts each individually one at a time, one can look at many texts at once.

Corpus Styles

There are a number of types of corpora, each designed for a specific purpose. The 

kind of corpus a researcher uses depends on the goal of their investigation. A specialized 

corpus is a given category of texts, such as a corpus compiled of newspaper editorials, 

history textbooks, academic articles on a specific subject, and so forth.164 This is the type

161 Anke Liideling and Merja Kyto, Corpus Linguistics, vol. 1 (N ew  York: Mouton de Gruyter, 2008), v.
162 “Genre” and “register” are used interchangeably in the field o f  linguistics. “Genre” will refer to the type 
o f  language associated with a particular group o f  people associated by cultural or societal contexts (e.g. 
academic vs. non-academ ic), while “register” will be used to describe the type o f  language used in specific 
situational contexts (doctor’s prescriptions, recipe, etc.) (Lee, 2001). “Discourse” refers to different forms 
o f  written and spoken communication and a set o f  meanings in which a group o f  people use to 
communicate about a particular topic (e.g. political, medical, formal, personal, business etc.) (Renkema, 
2 0 0 4 ,6 1 ).
163 Susan Hunston, C orpora in A pp lied  Linguistics (New  York: Cambridge University Press, 2002), 2.
164 Hunston, C orpora in A pp lied  Linguistics, 14.
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of corpus that is being utilised for this project, since the focus is on the language of music 

criticism and specifically that of Jacob Siskind (and Arthur Kaptainis).

A general corpus is a large corpus that encompasses a large sample (spoken or 

written) o f millions of words from an assortment o f texts from a certain population.165 It 

cannot be said to be representative of a particular whole but includes as many texts as 

possible with in the general use of language. This type of corpus, sometimes referred to 

as a reference corpus is also often used as a “baseline” to compare other smaller, 

specialized corpora.166 Some of the well-known general corpora include the British 

National Corpus (BNC) consisting of 100 million words and the Corpus of Contemporary 

America (COCA) consisting of 425 million.167 They are several other corpora styles 

besides general corpora that were not used for this study. For instance, they are corpora 

such as comparable corpora, parallel corpora, and learner corpora that are concerned 

with languages or learners of languages — historical corpora consist o f text from 

different periods of time to examine the developmental aspects of a language and monitor 

corpora track changes in languages over years, months, and days.168 

Corpus Analysis

A corpus analysis is conducted using the various tools that are available within 

database software programs. Mike Scott’s Wordsmith Tools (version 5.0), a well-known 

program within the linguistics community, contains the various tools that will be 

manipulated for this project.169 This program is able to compute word frequency, word

165 Ibid., 15.
166 Ibid.; Paul Baker, Using C orpora in D iscourse Analysis (N ew  York: Continuum, 2006), 30.
167 British National Corpus (BN C ) XM L Edition, 2007, http://www.natcorp.ox.ac.uk; Mark Davies,
Corpus o f  Contemporary America (COCA), 2008, http://www.americancorpus.org.
168 Hunston, C orpora in A pp lied  Linguistics, 14-15; Svenja Adolphs, Introducing E lectronic Text Analysis 
(New  York: Routledge, 2006), 29-32.
169 Mike Scott, WordSmith Tools version 5, Liverpool; Lexical Analysis Software, 2008.

http://www.natcorp.ox.ac.uk
http://www.americancorpus.org
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lists, concordances, collocates, and keyness (keyword lists). I will explain these tools that 

will be used for this study in the following pages.

Word Frequency Lists (Wordlists)

In a wordlist, the words in a corpus are compiled in rank order of frequency or in 

alphabetical order. It provides a general picture o f which words are frequently referenced 

and which are unusual choices for the particular corpus. For instance, a corpus compiled 

of scientific articles might have high frequency lexical words such as electrons, nucleus, 

and protons, and a low frequency of words consisting of musical terms, such as

1 70orchestra, performances, or Mozart. Wordlists are also a good starting point to 

familiarize oneself with the corpus and to figure out which words are worthy of further

171investigation.

In most cases, grammatical words (e.g. the, of, to, and, a and in) are more
I •j'y

frequent than lexical words (e.g. orchestra, performance, and Mozart). One can omit 

most commonly used words, such as grammatical words, by creating what is known as a 

“stop list,” which is a list of the most frequently used words from a larger general corpus. 

This unclutters the wordlists of items that are not o f interest to the particular goal of a 

study. One must also be aware that frequency lists do not account for differences of 

spellings of the same word and the use of contractions {do not vs. don V). As well, a 

frequency list does not account for “homographs,” words that have the same spelling but

I 7 Tdifferent meanings. In the case o f comparing the different wordlists of two different 

corpora, the actual raw frequencies are not useful if  the corpora are o f considerably

170 Hunston, C orpora in A pp lied  Linguistics, 3.
171 Adolphs, Introducing Electronic Text Analysis, 40.
172 Hunston, C orpora in A pp lied  Linguistics, 3.
173 Adolphs, Introducing E lectronic Text Analysis, 41.
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different sizes. Instead, frequencies o f different sized corpora can be compared when 

normalized, that is, expressed in terms of “per thousand” or “per million” words. As well, 

a keyword analysis (see below), can be applied to overcome some aspects of this 

obstacle.174 Wordlists are not an entirely quantitative measure (i.e. demonstrating the 

number of times a word occurs in a corpus) -  as described above, they can tend to 

oversimplify the data. It is up to the human interpreter to further investigate these matters 

to determine whether the wordlist is reflective of the actual corpus itself. This is why the 

wordlists that are generated in the current project serve merely as stepping stones to the 

rest of the analysis.

Keyword Analysis

To detect the significance of words in a corpus or “keyness,” one must compare it

1 7*?to another corpus, using a keyword statistical analysis tool. Keywords are words that 

occur in a corpus significantly higher (positive keywords) or lower (negative keywords) 

in frequency in a “target corpus” of interest, when compared to a larger reference 

corpus.176 Keywords are generated via a chi-square test (y2) or log-likelihood analysis 

(G2), which compares the “observed frequencies” o f words in the target corpus and the 

reference corpus with their expected frequencies according to a random distribution (see 

Appendix 2 for a description of the calculation). The two different types of tests are 

closely related, but corpus linguists recommend the application of the log-likelihood test

174 Hunston, C orpora in A pp lied  Linguistics, 3.
175 Adolphs, Introducing Electronic Text Analysis, 44.
176 Mike Scott, “PC Analysis o f  Key Words-and K ey Key W ords,” System  25, no. 2 (1997): 233-245.
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when comparing word frequencies across corpora because it will yield better results, 

especially if dealing with small samples or when comparing corpora o f different sizes.177 

Concordances

The examination of the phraseology or the use of phrases is done with a 

concordance program. Concordance lines bring together many instances of the use o f a 

word or phrase in question. In each instance, the search term appears in the middle of the 

line and is surrounded by the “co-text,” which is the surrounding text to the left and right 

of the search item in the original document. The concordance lines can then be sorted in 

alphabetical order o f the search item or one of the co-text words. This allows the observer 

to see regularities that sometimes go unnoticed through normal observation (see figure 1 

below).178

They undoubtedly picked the beat of a bad lot. But in a year vhen the pickings ar 
label. The Canadian pxsssing* were an bad then that you may feel you are hearing 

gh at the protagonists and you feel no bad conscience to see the victims gulled.
€0174-I-RC: SS minute* of music). Toe bad mare music by Schubert was not added to 

e extent a specialist, so I don't feel bad that 1 will do very little modern music 
*s male chorus, not like the wind in a bad storm. The pacing is generally good 
ith a variety of accompanists —  good, bad and indifferent. Only then will he be 
generation* gave male ballet dancer* a bad name. But he is so completely ecnvinein 
ets is being spent, maybe that's not a bad idea. It was cnce a link that held the 
ict and the audience loved it. Too bad there was such a small turnout. You

Figure 1. Example of an array of concordance lines from the Siskind corpus. In this 
particular instance, “bad” is the word of interest in the corpus, and the text 
surrounding the word in each line is the co-text o f the respective concordance line.

RESEARCH ON EVALUATIVE LANGUAGE

One of the goals of a critic’s review is to express his or her positive, negative or 

neutral opinion about the music and performers he or she has heard performed. They are

177 Paul Baker, Sociolinguistics and Corpus Linguistics (Edinburgh: Edinburgh University Press, 2010), 62- 
63.Tony McEnery, Richard Xiao and Yukio Tono, C orpus-B ased  Language Studies: An A dvanced  
Resource Book  (New  York: Routledge, 2006), 55-56.
178 Hunston, C orpora in A pp lied  Linguistics, 9
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certain expressions in language which we use to opine about the world. Linguists who 

study the language of opinion draw on various terminology, theories and methodologies. 

For the sake of simplicity, this project references only the term “evaluation” so that the 

reader does not become confused with the many variant terms to describe the language of 

opinion. However, to understand some of main concepts o f evaluation, it is necessary to 

explain some of the terminology referenced in the literature.

In an introductory chapter to their anthology Evaluation in Text: Authorial Stance 

and the Construction o f  Discourse (2003), Geoff Thompson and Susan Hunston outline 

the various terms used by scholars. According to their text, connotation, affect and 

attitude are well established terms in this field of research.179 Connotations focus on the 

opinion of others’ use of language manipulated to describe concepts, ideas, or states of 

affairs while affect and attitude reflect the perspective of the speaker or author. This 

project and the research described by various authors in Thompson and Hunston’s book 

primarily deal with the latter (i.e. affect and attitude), but they reference terms such as 

stance, appraisal, or evaluation rather interchangeably to describe this type of language 

phenomenon.

In addition, words and phrases are categorized according to their degrees of 

expressions (positive, negative, and neutral opinions) and four parameters o f evaluation 

(good-bad, certainty, expectedness, and importance).180 The first type of parameter, 

good-bad, deals with concrete entities and is dependent on a value system (e.g. “The

179 John Lyons, Sem antics (N ew  York: Cambridge University Press, 1977); Niko Besnier, “Reported 
Speech and A ffect on Nukulaelae A toll,” in R esponsibility a n d  E vidence in O ral D iscourse, eds. Jane H.
Hill and Judith T. Irvine (Cambridge, UK: Cambridge University Press, 1993); M. A. K. Halliday, An 
Introduction to  Functional Gram m ar (Baltimore, MD: E. Arnold, 1985).
180 Thompson and Hunston, “Evaluation: An Introduction,” in E valuation in Text, ed. by Susan Hunston 
and G eoff Thompson (Oxford: Oxford University Press, 2003), 25.
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singer on Saturday night was horrid [bad]”), while the second type, called modality refers

to the author’s certainty o f their opinion and relates to the proposition made (e.g. “The

singer on Saturday was without a doubt [certainty] the best [good] I had ever seen”).181

The last two parameters, expectedness and importance, have what Thompson and

Hunston call a “text-oriented” function. That is, they guide the reader/listener to the

intended message. Expectedness appears to situate the speaker or the author’s

assumptions of the claim they are proposing.182 Kaptainis employs words o f expectedness

to express his anticipation of the success o f a young violinist. “Sixteen-year-old

American Rachel Barton is clearly [expected] destined for greater things” (Montreal

1 8̂Gazette, June 8, 1991). Expressions o f importance tend to play a key role in the

organization of texts (i.e. at their beginning or end) and typically point towards the main 

ideas that are to be made in the text (e.g. “It was an important piece in the repertoire at 

last night’s performance”).184 

The Function o f Evaluation

Evaluative words that appear in texts, such as “perfect” or “bad,” are salient 

words expressing the opinion of either the author’s thought or reaction of the person to 

whom he or she is referring. Other words or expressions contain the object to which they 

are discussing, thus being more referential in content, while expressing the opinion of the 

author/speaker. The expression practically deserted is an example of a term that could be 

used to describe an empty parking lot, which could be a good thing if  one were trying to

181 Ibid., 1-6.
182 Ibid., 23.
183 In this case, his assumptions were right. Barton went to m ake a Grammy nominated album in 2003  
entitled Brahms and Joachim Violin Concertos (“R achel’s Story Version 1,” Rachel Barton Pine, accessed  
June 18, 2012, http://industry.rachelbartonpine.com/bios.php).
184 Thompson and Hunston, “Evaluation: An Introduction,” 24.

http://industry.rachelbartonpine.com/bios.php
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find a parking space (or bad if  one is describing a concert hall).185 Siskind exhausted 

referential terms such as a bit cloudy, which could be describing the state o f the weather; 

nonetheless, in this particular case, Siskind was referring to the quality of soprano Jean 

StilwelFs voice in a performance of Handel’s Messiah performed by the NACO and the 

Ottawa Choral Society (Ottawa Citizen, December 21, 1991). As one can see in the two 

examples, context always plays a role in whether the opinion of the author is positive, 

negative or neutral, illustrating how investigating the language of opinion is not a simple 

procedure.

According to Thompson and Hunston, there are three main functions evaluation 

serves in discourse: (1) It expresses the speaker’s or author’s opinion, thus articulating 

the value system of that person or community. In this study, for example, I am interested 

in the value system of Jacob Siskind. (2) “To construct and maintain relations” between 

the author/speaker and reader/listener. This is accomplished through manipulation, 

hedging and politeness. Manipulation is particularly easy to accomplish; it has been 

suggested that whenever a speaker/author states his or her opinion, it is difficult for the 

reader/listener to disagree. Hedging indicates adjusting the tmth-value or certainty of 

an opinion. Such words as “possibly,” “seems,” and “might” indicate that the particular 

statement is subject to possibility. Hedging can be used in being courteous to the 

reader/listener in order to accept their unacknowledged claims. This is especially true in 

academic discourse, when the writer is making a new claim or argument. (3) Evaluation 

helps to organize a discourse. John McHardy Sinclair argues that evaluative language

185 Ibid., 1.
186 Michael Hoey, “Persuasive Rhetoric in Linguistics: A Stylistic Study o f  Some Features o f  the Language 
o f  Noam Chom sky,” in Evaluation in Text, 28-37.



52

tends to occur at certain boundary points in a specific discourse, thus determining its

187organization.

How to Identify Evaluation

Conceptually, evaluation is comparative, subjective and value-laden —  these

three elements must be found by looking for identifying signals of comparison,

188subjectivity and social value. The act of evaluation is essentially contrasting 

something from the norm. An example of this is the use of a negative evaluation that 

compares what something is not with what it normally should be. To describe the lack of 

range singer Victoria de Los Angeles acquired with age, Siskind wrote, “The voice no 

longer had the range it once possessed but this incomparable artist knew both its 

limitations and its possibilities and knew precisely how to take advantage of her self- 

knowledge” (Ottawa Citizen, October 4, 1992). An example of the subjective nature of 

an evaluation is when someone reports his or her own reactions to an event being

1 SQreported. Siskind exercises subjective evaluation in the following passage by using the 

phrase “I am amazed.” “Hearing the quartet again after about 40 years o f neglecting their 

recordings, I am amazed at their sensitivity and musicianship” (Ottawa Citizen, June 7,

1991). To find value-laden evaluative language, Hunston suggests that “what is bad” and 

“what is good” can be considered a goal achievement. Something that is good helps and 

something bad prevents the achievement of a goal.190 For example Siskind wrote the 

following about a Krystian Zimerman recording: “As for the Schubert Impromptus, the

187 John McHardy Sinclair, “Mirror for a Text,” in Journal o f  English an d  Foreign Languages 1 (1988): 15- 
44.
188 Thompson and Hunston, “Evaluation an Introduction,” 13.
189 Ibid.
190 ;A
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physical understatement o f his playing reinforces the transparent sound quality he 

achieves in lyrical sections” (Ottawa Citizen, February 24, 1991).

Searching for lexical items is a less conceptual way o f finding evaluative 

language, for some are clearly evaluative while others are not. For instance, words like 

“awful,” “tragedy,” “happily,” and “win” all have an evaluative meaning to them whereas 

“student” can represent merely a descriptive label or express a positive connotation 

(intelligent, disciplined) or according to Thompson and Hunston, a negative one (lazy, 

broke, and heavy drinking habits).191 In corpus analysis, the researcher can utilize his or 

her intuition about a lexical item and investigate its multiple instances to discover the 

evaluative nature of that particular word by compiling concordance lines from a corpus. 

When looking for evaluation in terms of grammar, modality (certainty and obligation) 

can be found more often than affect (personal feelings o f the writer).192 Therefore affect is 

usually discussed in the literature in terms of lexical items such as nouns and adjectives, 

while modality is discussed in terms of grammar since certainty and obligation needs to 

be observed in the context of the surrounding text. As one could imagine, evaluation 

typically occurs throughout a text (e.g. music review) rather than restricted to a word or 

grammatical feature, and thus that is why my analysis consists of an examination of text 

samples from Siskind and Kaptainis.

A Local Grammar of Evaluation

Hunston and Sinclair provide a method that attempts to find a grammatical system 

and structure specific to the language of evaluation using the concept of local grammar

191 Thompson and Hunston, “Evaluation an Introduction,” 13.
192 Ibid., 18.
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1 qtthat was developed by Maurice Gross in 1993. They determined that identifying a set 

of structures in evaluative language might expose a more comprehensive and systematic 

picture of the local grammar of evaluation.194

Hunston and Sinclair built their framework from a previous study by Geoffrey 

Bambrook and John Sinclair (1995), who claimed that the language of definitions in the 

Collins Birmingham University International Language Database (COBUILD) dictionary 

series constituted a sub-language and described the specific discourse using the concept 

of local grammars.195 They described how a COBUILD definition could be paraphrased 

by a human reader into a virtual equation (see Table 1). To make a computer program 

perform the same “human skill,” they divided the COBUILD definitions types that were 

mapped onto the functional terminology described below (e.g. definiendum) and wrote 

software that would automatically parse each definition. In Table 2, the equation is made 

up of three parts: its “left-hand side” refers to the definiendum (thing defined), the “right- 

hand side” expresses the defmiens (the definition), and what connects the two sides is 

known as a hinge. Table 2 is the example Hunston and Sinclair use to show how the 

definition of “run” is parsed.

193 Hunston and Sinclair, “Local Grammar o f  Evaluation;” Maurice Gross, “Local Grammars and their 
Representation by Finite Automata,” in Data, Description, D iscourse , ed. Michael H oey (London: 
HarperCollins, 1993), 26-38.
194 Hunston and Sinclair, “Local Grammar o f  Evaluation,”75.
195 Bambrook and Sinclair, “Parsing Cobuild Entries,” in The Languages o f  Definition, eds. John Sinclair, 
M. Hoelter and C. Peters (Luxembourg: O ffice for Official Publications o f  the European Communities, 
1995), 13-58.
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Table 1. Definitions as Equations

Word COBUILD definition Equation

Is a large group of orchestra-a large group of
Orchestra musicians who play a musicians who play a

variety of different variety o f different
instruments together. instruments together

* Source: Examples adapted from Hunston and Sinclair (2003). 

Table 2. A Parsed Definition

Hinge Definiendum Definiens

When you Run you move, quickly, leaving the 
ground during each stride.

* Source: Adapted from Bambrook and Sinclair (1995, 179).

Hunston and Sinclair decided to employ similar functional terminology to the 

language of evaluation. Instead of the using the terms definiendum, hinge and definiens, 

Hunston and Sinclair referenced the corresponding terms such as thing evaluated, hinge 

and evaluative category. The thing evaluated is an object (e.g. venue or instrument) or a 

person (e.g. performer, conductor, artistic director) that is being evaluated or critiqued. 

The hinge is made up of verbs (e.g. all forms of to be, to do etc.), conjunctions (e.g. if, 

when), specific adverbs (i.e. something/anything/nothing), and prepositions (e.g. about, 

in) that connect the thing evaluated to an evaluative category which ascribes value to the 

thing evaluated. Words in the evaluative category section are made up of adjectives, 

adverbs and descriptive nouns. Hunston and Sinclair’s study was influential in allowing 

linguists to conceptually observe evaluative language.



56

CORPUS LINGUISTIC STUDIES EXAMINING CRITICAL REVIEWING

The majority of research on evaluative criticism has come from research 

conducted on scholarly book reviews.196 There is however one recent study about 

classical record reviews by Olivia Fong-wa Ha, which presumes there are some 

assumptions to be made using research on academic reviews.197 Ha’s study and the 

present study assumes that all critical reviews are “centrally evaluative,” and since the 

majority o f this type of research has come from academic discourse studies, 

generalizations could perhaps be made from these studies to reflect the findings in a

* • • 198project on newspaper music criticism.

First, however, a description of the research on academic book reviews and Ha’s 

study will be described to outline some concepts to be considered when looking at the 

results of my project. Of the most significant concepts in this literature are strategies of 

evaluation (praise, criticism), scope (global, specific) and mitigation (easing or 

alleviating the delivery of a praise or criticism).

Past Research on Praise and Criticism

Ken Hyland’s study on praise and criticism in academic book reviews outlines 

four essential aspects of the genre: praise, criticism, neutral descriptions, and an

196 For exam ple see Charles Bazerman, “Theoretical Integration in Experimental Reports in Twentieth- 
Century Physics-Spectroscopic Articles in ‘Physical R eview ,’ 1893-1980,” in S haping Written K nowledge  
(Madison, WI: University o f  W isconsin Press, 1988), 153-186; Ken Hyland, “Praise and Criticism,” 
D isciplinary D iscourses (2000, repr., Ann Arbor: University o f  M ichigan Press, 2004), 41-61; Ana I. 
Moreno and Lorena Suarez, “The Rhetorical Structure o f  Academic B ook Reviews o f  Literature,” in 
Contrastive Rhetoric, eds. U lla Connor, Ed Nagelhout and W illiam V. Rozycki (Philadelphia: John 
Benjamins Pub. Co., 2008), 155-168.
197 Ha, “A Diachronic Study o f  Music Criticism.”
198 Hyland, “Praise and Criticism,” 41.



57

elaboration of the reviewer’s views.199 Drawing upon Janet Holmes’s characterization of

compliments to define praise and criticism, Hyland states that

Praise is defined as an act which attributes credit to another for some 
characteristic, attribute or skill etc., which is positively valued by the 
writer [...]. Criticism, on the other hand, is regarded as the expression of 
dissatisfaction or negative comment on the volume.200

Hyland’s study was explicitly aimed at identifying positive and negative judgments in 

academic reviews rather than focusing on the content of debate or description. Thus, 

evaluation had to be distinguished from neutral content, that is, praise had to be separated 

from statements of neutral descriptions and criticism was separated from the reviewer’s 

statements that expressed alternative views than that o f the reviewed writer’s positions.201

Most research on praise and criticism has occurred within a framework based on 

politeness which has examined complimenting behaviour in speech.202 Nevertheless, 

there has also been research on complaints in conversational routines and on 

complimenting and criticism in written genres. In these studies, speakers, particularly 

when giving criticism in professional practices, had a tendency to rely on syntactic 

(sentence structure) and lexical (word choice) strategies when giving compliments. 

Euphemisms and hedging strategies have often been observed as well. Other research 

suggests that writers also have a tendency to operate politeness strategies like maintaining

199 Ibid.
200 Ibid.; Janet Holmes, “Doubt and Certainty in ESL Textbooks,” A p p lied  Linguistics 9, no. 1 (1988): 21- 
44.
201 Hyland, “Praise and Criticism,” 44.
202 Holmes, “Doubt and Certainty in ESL Textbooks;” Robert K. Herbert, “Sex-Based Differences in 
Compliment Behavior,” Language in Society  19, no. 2 (1990): 201-224; Nessa W olfson, P erspectives: 
Sociolinguistics and TESOL (N ew  York: Newbury House Publishers, 1989).
203 Leslie M. Beebe and Tom oko Takahashi, “Sociolinguistic Variation in Face-Threatening Speech,” in 
The Dynam ic Interlanguage, ed. Miriam R. Eisenstein (N ew  York: Plenum Press, 1989), 199-218; Roger 
D. Cherry, “Politeness in Written Persuasion,” Journal o f  Pragm atics  12, no. 1 (1988): 63-81; John Hagge 
and Charles Kostelnick, “Linguistic Politeness in Professional Prose,” Written Com m unication  6, no. 3 
(1989): 312-339.
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rapport and mitigating criticisms.204 These findings are supported by Penelope Brown’s 

and Stephen Levinson’s (1987) model of “face maintenance.”205 The main idea behind 

the model is the concept o f “saving face,” an idiom alluding to the desire to be approved 

of or the act of protecting one’s honour or prestige. Some researchers label any act of 

knowledge claim, criticism and denial of claims as “Face Threatening Acts” (FTA). 

Scholars tend to lean on mitigating strategies during these acts to “save face.”206 Flyland 

rationalizes that this is due to the fact that vicious criticism can seriously undermine an 

author’s credibility; however he also notes that lavish unmitigated praise can be seen as 

superficial and undiscriminating.

Hyland’s study chose 160 published academic book reviews representing the 

humanities, social science, engineering, and science. He analyzed the distribution and 

pattern of both positive (praise) and negative (criticism) cases of evaluation. Over half of 

all evaluations were of praise, functioning to express solidarity, to make a positive 

assessment, and to mitigate criticism. Sixty-eight percent o f all evaluations addressed the 

content of the book with almost an equal distribution of praise and criticism. Praise 

tended to address general aspects (“global praise”), while criticism was left to specific 

details of the reviewed book regardless if concerning the content, worth (quality, price), 

attributes o f the author(s), style, text (e.g. quality o f diagrams) and intended audience.208

Hyland also observed the location where evaluations were most likely to occur.

He found over half o f the academic reviews began with positive comments (most of it

204 Sally Johnson, Jonathan Culpeper and Stephanie Suhr, “From ‘Politically Correct C ouncillors’ to 
‘Blairite N onsense’,” D iscourse & Society  14, no. 1 (2003): 29-47.
205 Brown and Levinson, Politeness (N ew  York: Cambridge University Press, 1987).
206 Ibid.; Myers, “The Pragmatics o f  Politeness in Scientific Articles,” A pplied  Linguistics 10, no. 1 (1989): 
1-35.
207 Hyland, “Praise and Criticism,”45.
208 Ibid., 46-48.
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was global praise), less than twenty percent ended with criticism and only three percent 

began with it. Hyland suggested that beginning a review with praise had the same type of 

interpersonal functions as it did in the research done on complimenting behaviour and 

that it served to establish rapport with the audience and to mitigate criticism. Ending with 

praise generally served to acknowledge the book’s contribution and to give 

recommendations to readers. As well, it helped “re-establish the reviewer’s credentials as 

an honest” scholar and to repair (mitigate) the adverse effects of earlier criticism in the

209review.

All the reviews in Hyland’s study contained at least one mitigated criticism.

Mitigation strategies were usually present in the employment of praise-criticism pairs,

hedging, personal attribution, other attributions, metadiscoursal bracketing and mitigated

praise. Praise-criticism pairs are comments that begin with a praise or criticism which is

then followed by an opposite comment, thus softening the “blow” of the negative

evaluation.210 Here is an example of Kaptainis mitigating a criticism with an example of a

praise-criticism pairing:

Roger Reynolds's 27-minute “Visions” also had some interesting effects, 
although the atonal (sometimes chromatic) onslaught was unrelieved by 
anything resembling a lyric impulse (Montreal Gazette, November 29,
1992).

Hedges accounted for sixty-one percent of all mitigation strategies; although it was 

mentioned previously that hedges serve as a way to express certainty, Hyland’s study 

acknowledges that in book reviews authors mitigate the interpersonal damage of critical 

comments. The following is an example of using this mitigation strategy in a review in 

applied linguistics: “[...] it could plausibly be retorted that what seems attractive about it

209 Ibid., 52-55.
210 Ibid., 55.
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211are just [ . . Personal attribution (i.e. foregrounding commentary as a personal

response) was found to allow the author to adopt a less threatening authorial voice by

acting as an ordinary reader with a less impartial opinion, while at the same time

acknowledging that others may hold different viewpoints. Siskind displays this mitigation

strategy in the following example, commenting on the performance o f the piano

accompaniment to Roger Quilter’s setting of poems by Shakespeare and Shelley:

Catherine Greene was the sensitive accompanist in all of these selections, 
though I wished she had been more assertive in the dramatic sections of 
the larger songs (Ottawa Citizen, September 20, 1991).

Other attributions, the fourth strategy, “attributes critical comment to an abstract reader or 

general audience.” This shifts the source of criticism elsewhere. For example, Hyland 

quotes the following sentence that appeared in a physics book review to describe this type

of mitigation strategy: “His definition of the fmite-element method is much broader than

212most would accent.” Metadiscourse bracketing, the fifth mitigation strategy, is 

suggested to exist in order to soften criticism by “rhetorically announcing [the
■j j - i

author/speaker’s] presence in the text.” Metadiscourse refers to the act of a 

speaker/author referring to aspects of the text or it can also refer to the writer’s stance 

towards the content or the reader. Hyland found it was frequently exploited to signal 

praise and criticism explicitly and to distance the author/speaker from the comment, 

especially when he or she might not entirely agree and also to quietly “introduce 

criticisms almost as an aside.”214 Hyland gives an example o f metadiscourse used in

211 Ibid., 56.
212 Ibid., 58.
213 Ibid., 59.
2 H  I U • .
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academic reviews in the following example: “One small criticism would be tha t ..  ,”215 

Limited praise or rather mitigated praise, the final mitigation strategy mentioned in 

Hyland’s study, is used as a means of conveying criticisms indirectly.216 It weakens the 

negative force of a proposition by saying less than the writer means and leaves it up to 

the reader to discover the implied connotation, as seen in this half-hearted praise by 

Siskind:

The only Italian name in the lot is Ferruccio Furlanetto and the rest are 
from all over the map, but the singing is generally good and the Met 
Orchestra is in great form (Ottawa Citizen, June 26, 1993).

Each type of mitigation strategy can be combined with another. For example, a hedge can 

occur with a praise-criticism pair. Or one could hedge a criticism and follow it up with

7 1 7praise. In sum, reviewers apply mitigation strategies in critical reviews to attenuate

what could become a potentially threatening act o f direct criticism.

Olivia Fong-wa H a’s Diachronic Study o f Music Criticism: The Case o f Record 
Reviews

In this study, Ha investigated the changes in structure as well as the evolution of 

evaluative acts and the use of mitigation strategies since record reviews first appeared in 

the 1920s. She analyzed forty classical music record reviews published in the Musical 

Times, a UK journal, over a range of seventy five years from 1921 to 1995; it was the 

first journal ever to publish record reviews. The corpus was randomly sampled at four 

ten-year intervals. There were ten articles in each period, consisting of those from the 

first review of the first issue of each year for the period: Period 1 (1921 to 1930), Period 

2 (1946 to 1955), Period 3 (1966 to 1975) and Period 4 (1986 to 1995). There was a ten

215 Ibid.
216 Ibid.
217 Ibid., 61.
218 The reason for choosing forty reviews was not explained in the article.
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year gap following each period except between Periods 1 and 2, in order to bypass the era 

of the Second World War. Each review was divided into meaningful units based on 

rhetorical purpose: evaluation, discussion, analysis, and recommendation. I would 

suggest long this study may lack sufficient data upon which to buttress its claims, given 

there was only a small portion from each period examined. As well, there might be some 

problems having each article chosen from the first issue of each year. However, similar to 

the present study, Ha’s was the first of its kind and of course some methodological 

problems will have to be addressed in future studies.

Move Structure Analysis

Ha based her analysis on John Swales’ “Creating a Research Space” (CARS) 

model for the writing of academic article introductions and Lorena Suarez and Ana 

Moreno’s move structure for the analysis o f academic book reviews.219 The methods of 

this research come from the linguistic study o f genres: different genres (academic 

research articles, recipes, a cover letter for an employment application) are expected to 

have certain codes and conventional uses o f text structure, lexis (phrase, word choice) 

and syntax (sentence structures). Systemic functional linguists and applied linguists 

analyze the structure of a text with the assumption that the purpose of the text is to be 

fulfilled through a sequence of stages, also known as moves. Each move has an 

intermediary specific purpose in providing specific content but also serves to prepare the 

reader for the following move. They describe a particular genre as a sequence of moves

219 John Swales, G enre Analysis (New  York: Cambridge University Press, 1990); Ana I. Moreno and 
Lorena Suarez, “A Study o f  Critical Attitude across English and Spanish Academ ic Book R eview s,” 
Journal o f  English f o r  A cadem ic Purposes 1, no. 1 (2008): 15-26.
220 Tony Dudley-Evans, “Genre A nalysis,” in The Linguistics Encyclopedia, 2nd ed., ed. Kirsten Malmkasr 
(New  York: Routledge, 2004), 206.



63

that outline the generic and expected structure.221 The CARS model was first introduced 

by John Swales in 1981 when he examined the introductions to forty-eight research

articles in social and natural science. He found most of the introductions consisted of a

222sequence of four rhetorical moves. He later revised the model in 1990 and reduced it to 

three moves: Establishing a Territory, Establishing a Niche, and Occupying a Niche:

Move 1 Establishing a Territory

Step 1 Claiming Centrality and/or
Step 2 Making Topic Generalization(s) and/or
Step 3 Reviewing Items of Previous Research

Move 2 Establishing a Niche

Step 1A Counter-Claiming or 
Step 1B Indicating a Gap or 
Step 1C Question-Raising or 
Step 1D Continuing a Tradition

Move 3 Occupying the Niche

Step 1A Outlining Purposes or 
Step 1B Announcing Present Research 
Step 2 Announcing Principal Findings 
Step 3 Indicating Research Article Structure

This is considered the first detailed example of a move analysis, an approach to 

text analysis that assigns a function to a passage of text, identifies the function with one 

or more parts or “steps” which signal its presence and seeks to identify if this is a general 

pattern with the particular genre. Ha combined this approach with Suarez and 

Moreno’s methods for move structure analysis on academic book reviews (adapted from 

Desiree Motta-Roth’s 1998 study), to show how move structural analysis could be

221 John Corbett, “Genre and Genre Analysis,” in E ncyclopedia o f  Language & Linguistics, 2nd ed., 
ed. Keith Brown (Oxford: Elsevier, 2006), 26-32.
222 Swales, A spects o f  Article Introductions (1980, repr., Ann Arbor: University o f  M ichigan Press, 2011).
223 Dudley-Evans, “Genre A nalysis,” 206.
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applied to critical record reviews.224 Suarez’ and Moreno’s move structure consisted of

four moves: (1) introducing the book, (2) outlining the book, (3) highlighting parts o f the

book, and (4) providing closing evaluation of the book. From this structure, Ha was able

to formulate a move structure for record reviews as follows:

Move 1 Information

Step 1A Details o f the Record 
Step IB Background Information

Move 2 Evaluation

Step 2A Praise
2Ai Global Praise 
2Aii Specific Praise

2Aiia Composer and Composition 
2Aiib Performer and Performance 
2Aiic Sound and Recording Quality

Step 2B Criticism
2Bi Global Criticism 
2Bii Specific Criticism

2Biia Composer and Composition 
2Biib Performer and Performance 
2Biic Sound and Recording Quality

Move 3 Discussion and Analysis

Step 3 A Composition 
Step 3B Performance Techniques 
Step 3C Performance Versions 
Step 3D Recording Aspects

Move 4 Audience Consideration

Step 4A Recommendation
4Ai General Recommendation 
4Aii Addressing a Specific Audience 

Step 4B Suggestions Related to Aspects of the Record

224 Motta-Roth, “Discourse A nalysis and Academic Book R eview s,” in Genre Studies in English fo r  
Academ ic Purposes, ed. Inmaculada Fortanet and Tony Dudley-Evans (Castelld de la Plana: Publicacions 
de la Universitat Jaume I: 1998), 29-58.
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Move 1, entitled information, consisted of instances where details o f the record 

under review were mentioned. This included the title of the record, name of the record 

company, composer(s), performer(s), etc. As well it referred to biographical information 

about the artist(s) and composers; accounts o f instruments used; the orchestra, opera 

company and/or record company; and so on, all ostensibly objective or factual 

information. Move 2, Evaluation, was categorized into either “praise” or “criticism,” 

each sub-divided further into “global” or “specific” commentaries on the record review. 

Move 3, Discussion and Analysis, was concerned with the specific analysis o f the 

composer, composition, performer(s), performance techniques, recording aspects and 

previous versions of the performance. Move 4, Audience Consideration, consisted of the 

reviewer’s recommendation (or not) of the record and suggestions regarding related 

books, performances or records, or recorded performances for comparison or further 

appreciation of the album.

Ha conducted a frequency analysis: after the moves and steps were identified, the 

occurrences of each move and step in each period were totalled. Following this there was 

an analysis of the evolution of the evaluative strategies. She also counted the number of 

occurrences o f unmitigated or mitigated praise or criticisms. Hedging, personal 

attribution (opinion), interrogative syntax, implication, and praise-criticism pairs were the 

mitigation strategies Ha identified in the record reviews, based on the definitions outlined 

by Hyland’s previously mentioned study.225 Ha refers to interrogative syntax as a 

strategy employed to intensify praise and to make it relative to a writer’s state of 

knowledge as shown in the following example: “Is this play fair? Under these admirable 

auspices, the answer is a straight Yes” {Musical Times, 1972).

225 Ha, “A Diachronic Study o f  Music Criticism,” 348; Hyland, “Praise and Criticism.”
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The study found that throughout the 75 years, the average number o f moves more 

than tripled, indicating the increase in complexity of the discourse over time. Informative 

content declined over time, whereas the evaluative content increased. This ostensibly 

indicates that as the genre evolved, the informative function of record reviews became 

less important and the purpose of praising or criticising recordings took on a more 

substantial role. Move 3, Discussion and Analysis and Move 4, Audience, did not 

sufficiently vary across time and was not explored further in this study. The author 

attributes the neglect of discussion and analysis in record reviews to the fact that, 

according to the New Grove Dictionary o f  Music, authors o f music criticism are not 

obliged to conduct technical analysis and “serious analysis -  mere parsing is useless -  is

99 Agenerally unreadable.” For the lack of audience consideration in record reviews, Ha 

suggested that perhaps the reviewers wanted to give the impression that they were 

unbiased and also to allow readers some autonomy in making their decisions.227

Looking more closely at the trends in the evaluative acts in record reviews, the 

study noted that in the first ten years, evaluation accounted for two-thirds o f the total

998moves. Ha observes that the editors of the Musical Times are not opposed to “frank 

discussion” and they believe that a review that does not distinguish between good and

990bad is essentially useless. When looking at the evolution of praise and criticism over 

the entire seventy-five years, praise significantly outnumbered criticism. Ha also notes 

similar findings to those of Hyland’s research. The reviews often end on a positive note 

and global praise and specific criticism dominate their polar opposites (specific praise

226 Winton Dean, “Criticism,” in The N ew G rove D ictionary o f  M usic an d  M usicians, 2nd ed., ed. Stanley 
Sadie (Washington, D.C.: Macmillan Publishers, 1980), 44.
227 Ha, “A Diachronic Study o f  Music Criticism,” 351-352.
228 Ib id , 353.
229 Discus, “Grammaphone Notes, in M usical times 62, no. 935(1921): 40-41.
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and global criticism). This tendency to be more specific in criticism increased over the 

years examined and concentrated more on either the performer or the performance. The 

author suggests the increase o f specificity is due in part because the improved choice for 

the consumer led to a demand for specific details about each record or that the critic 

became more interested in demonstrating his/her professionalism and establishing a 

reputation in the musicological community. Again, as in Hyland’s study, hedging was 

the favoured mitigating strategy overall, and critics favoured unmitigated praise over 

unmitigated criticism. Ha attributed these trends to the idea Hyland proposes that critics 

appeared to be trying to “save face.” Praise-criticism pairs came in second and the third 

most common strategy was personal attribution, which Ha associates with the importance 

for critics to interact and build a relationship with the reading audience.231 Ha found 

mitigated praise was only used to make comments sound more impartial; however, as 

Hyland opines, this could be thought o f as rephrased criticism, noting a weakness while 

giving a compliment. Ha’s approach was not comparative but rather an attempt to look at 

the structure and evaluative acts in record reviews across time. Essentially she was 

particularly concerned with the genre itself.

PROCEDURE ADOPTED IN THE PRESENT STUDY

My project is interested in an individual critic’s evaluative writing style, hence a

different strategy needed to be implemented. The project draws on two corpora 

containing newspaper articles by Jacob Siskind and Arthur Kaptainis, respectively. Using 

the downloaded text files, wordlists and keyword lists were established. I was then able to 

observe and categorize the words in the keyword lists, look at specific concordances and

230 Ha, “A Diachronic Study o f  Music Criticism,” 355.
231 Ibid., 357.
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select one article from each author for further inspection. Each step o f the procedure is 

described below.

Step 1: Compiling Corpora

The articles were accessed through Proquest’s Canadian Newsstand Complete

' y i ' j

online database and were downloaded as html files. Then they were converted into text 

files using the WordSmith text converter utility. Both corpora consisted of 627 articles. 

The Siskind corpus contained 380,248 words from articles published in the Ottawa 

Citizen between January 2, 1991 and June 27, 1993. The Kaptainis corpus consisted of 

363,423 words from articles published in the Montreal Gazette between May 29, 1990 

and June 8, 1994. Siskind produced more review articles in a smaller time period, hence 

the reason for an extended time period chosen for the Kaptainis corpus.

Step 2: Compilation o f Frequency List

Once the corpora were compiled, two wordlists -  with the top 1000 most frequent 

words of the British National Corpus (BNC) removed -  were computed for both 

authors.233 This step was taken to determine if there were any words of interest to the 

study and to remove common words that usually consist o f grammatical words, in order 

for the list to contain primarily lexical words that might be o f interest.234 As previously 

mentioned, an observation of word frequencies alone is not a sufficient method to 

determine distinct characteristics of Siskind’s evaluative writing style: the study needed 

to find words o f interest that were statistically significant in order to see if  Siskind’s 

writing possessed discriminatory differences.235

232 Canadian Newsstand Complete. Proquest Information and Learning Company. 
http://search.proquest.com.proxy.library.carleton.ca/canadiannews.
233 The British National Corpus is a general corpus consisting o f  100 m illion English-language words.
234 Hunston, C orpora in A pp lied  Linguistics, 3.
235 Adolphi, Introducing E lectronic Text Analysis, 44.

http://search.proquest.com.proxy.library.carleton.ca/canadiannews
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Step 3: Establishment of a Siskind and Kaptainis Corpus Keyword List

Keyword lists for Siskind and Kaptainis were created using WordSmith’s 

keyword list generator. The Kaptainis corpus served as the comparator corpus to the 

Siskind keyword list, and the Siskind corpus served as the comparator for the Kaptainis 

keyword list. The threshold setting for the keyword generator was set to a p value of 

0.00001, meaning positive keywords that were listed had a 0.001 percent chance of not 

occurring in the target corpus than in the corresponding reference corpus.

Step 4: Analysis o f Keyword List

Based on Hunston’s and Sinclair’s approach in their study o f the local grammar of 

evaluation and Hyland’s metadiscoursal taxonomy of words, I organized the keywords 

into four distinct groups: Items Evaluated, Hinges, Hedges and Boosters and Evaluative

236Categories. The Items Evaluated category consisted of keywords that referred to the 

“object” that would be evaluated in a music review. The names of performers, ensembles, 

composers, conductors, organizations, recording labels and music terminology are some 

of the types of keywords that are listed in this category. The Hinges category was 

grouped by functional grammatical words and verbs. As explained earlier, these words 

tend to be used to link the item evaluated to the value ascribed to that item. Keywords 

were also categorized as being either Hedges or Boosters. To reiterate, hedges are words 

that tend to reflect uncertainty of a proposition, whereas boosters reflect certainty and 

emphasize the importance of the claim being made in a proposition. Finally, in the

236 Hunston and Sinclair, “A Local Grammar o f  Evaluation,” 74-101; Hyland, M etadiscourse, 218-224.
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Evaluative Categories section, words that ascribe value to the evaluated items such as 

adjectives, adverbs and descriptive nouns were organized into their respective groups.237 

Step 5: Selected Keywords and Concordance Analysis

Following an observation and interpretation of the categorized keywords, I 

selected a hedge, booster, and positive and negative value keyword from both the Siskind 

and Kaptainis keyword list. For each keyword, five concordances from both keyword 

lists were randomly selected. If, however, the keyword did not appear to be used for an 

evaluation, it was replaced by another randomly selected concordance. This resulted in a 

total of twenty samples o f the use o f the keywords in each corpus. I then conducted a 

frequency analysis of the number o f praise, criticisms, global evaluations, specific 

evaluations, mitigations and unmitigations that occurred in the concordances selected. 

Step 6: Comparisons between a Siskind and Kaptainis Article

In this final step, I selected a review of a Louis Lortie performance from each 

author’s corpus and annotated the rhetorical structure and the evaluative language in each 

article. Subsequently, I made observations in respect to these annotations. An adaptation 

of the moves utilized in Ha’s study was used to outline the rhetorical structure, while 

certain fonts were applied to the annotated articles to highlight certain aspects of the 

evaluative language. I then drew conclusions based on the observations from this process.

237 It should be noted that not all o f  the lists are present in the final copy o f  this thesis due to space 
constraints.
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CHAPTER 3: Analysis and Discussion of Context

This chapter begins with an analysis of the corpora and ends with a narrative of 

Canadian classical music criticism, placing the results within this context. The first 

section describes the analyses of the wordlists and keywords in the Siskind and Kaptainis 

corpora, examines concordances of keywords of interest in both corpora and looks at an 

article from each author’s work. This will help substantiate or enlighten our present 

knowledge of the characteristics of Siskind’s writing from what was discovered through 

the Siskind Collection and the interviews conducted with his friends and colleagues. 

Looking at an article from each author in its entirety will allow us to observe the critical 

language in the natural state in which it occurred. It is important to remember throughout 

the analysis and discussion section that the Kaptainis corpus primarily served as a point 

of comparison and contrast with that of Siskind, and that this is a case study to determine 

whether or not this type of research can be useful to the study of music criticism and 

musicology in general. Therefore, the results cannot be considered conclusive, as there is 

not enough data to substantiate the findings.

WORDLISTS AND KEYWORD LISTS OVERVIEW

My analysis began with the compilation of the wordlists (top 50 words) of the

Siskind and Kaptainis corpora (Appendices 3 and 4). The wordlists were compiled with 

the top thousand most common words in the BNC removed in order to capture words — 

primarily lexical words —  that make the two corpora distinguishable from one another. 

Some of the most frequent words in this list are evidently due to contextual and 

circumstantial factors. For instance, as shown in Table 3, in the Siskind corpus the words 

NAC and CITIZEN respectively represent the acronym for the name of the venue
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(National Arts Centre) where most reviewed performances took place and the name of 

the paper where his articles appeared. The same can be said for the Kaptainis wordlist, 

where the words MONTREAL and GAZETTE respectively represent the city where he 

worked and the paper that employed him. In both wordlists, CREDIT appears merely 

because both authors’ articles end with “Credit: [newspaper’s name].” The words CD 

and DIGITAL in the Siskind wordlist suggest the majority o f the author’s reviews 

consisted of record reviews in comparison to Kaptainis’. However, upon further 

investigation it was discovered that both authors had approximately the same number of 

record and concert reviews. It appears as though when citing a recording, Siskind 

tended to specify whether or not the recording was a “digital CD,” while Kaptainis 

seemed to simply not use the words “digital” or “CD” when he discussed a recording.

Table 3. Most Frequent Words (top 1000 BNC words removed)

_____________Siskind_________________________ Kaptainis__________________
N239 Word_____________ Frequency.240___________ Word Frequency

1 ORCHESTRA 1,068 ORCHESTRA 1,149
2 CD 809 MONTREAL 1,145
3 PERFORMANCES 779 SYMPHONY 1,120
4 PROGRAM 761 GAZETTE 696
5 NAC 756 PIANO 695
6 CITIZEN 719 CREDIT 661
7 OPERA 679 OPERA 576
8 DIGITAL 633 CONCERT 549
9 CREDIT 631 CONDUCTOR 515

10 MUSICAL 584 DUTOIT 509

As previously explained, although it is interesting to compare the wordlists of 

both authors’ corpora, it is necessary to determine if  the differences between the word

238 The Siskind corpus contains 493 concert reviews and 134 record reviews, while the Kaptainis corpus 
consists o f  503 concert reviews and 124 record reviews.
239 Rank o f  the word (i.e. 1 = the most frequent word).
240 Number o f  occurrences in the corpus.
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frequencies of the two are statistically significant. Therefore the keyword lists (top 100 

words) o f the Siskind corpus (Appendix 5) and Kaptainis corpus (Appendix 6) were also 

assembled. While negative keywords for the Siskind corpus offer insight into the words 

that are less likely to appear in the Siskind corpus compared to the Kaptainis corpus, it 

does not provide all the words that appear significantly more frequently in the Kaptainis 

corpus and only shows words that occur at least once in the Siskind corpus and 

statistically less than in the Kaptainis corpus.241 Thus, only the positive keywords in both 

the Siskind and Kaptainis keyword lists were examined.

As before, in the Siskind wordlist, the words related to record reviews, CD and 

DIGITAL, appear in his top ten keywords, but it has been already discovered the reason 

for that, as mentioned earlier in the chapter (see Table 4). The word DANCE appears in 

the Siskind keyword list because he was also the dance critic at the Citizen, while 

Kaptainis did not review dance. Hence, dance-related words appear in the Siskind 

keyword list and due to this fact, the results may have been slightly skewed. In the 

Kaptainis corpus, NOT and NO are interesting keywords as they suggest that Kaptainis 

draws on perhaps more negative vocabulary. It is also interesting that ALTHOUGH is a 

keyword in the Kaptainis corpus since it is suggested to be a marker for praise-criticism 

pair mitigation strategies.242 More analysis of the entire keyword list had to be conducted 

to determine whether or not the above inferences about the two corpora are valid

241 Paul Baker, Using C orpora in D iscourse Analysis, 139-140; M alavasi and M azzi, “History vs. 
Marketing.”
242 It was considered that the word THOUGH -  synonym ous with ALTHOUGH -  might occur just as 
frequently in the Siskind corpus, and thus the appearance o f  ALTHOUGH in the Kaptainis keyword list 
could exist because o f  a stylistic preference. In the Siskind corpus, THOUGH occursl91 times and 
ALTHOUGH 7 times. THOUGH did not appear in the Kaptainis corpus at all. I conducted a log-likelihood  
test treating Siskind’s THOUGH and ALTHOUGH as the sam e word. This produced a keyness score o f  
15.97 and a significance level o f  0.0001. Therefore, even after treating ALTHOUGH or THOUGH as the 
same word, Kaptainis still used the word ALTHOUGH significantly more than Siskind did.
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assumptions. If Kaptainis used more negative vocabulary in this corpus, it could perhaps 

indirectly support the claims made by Littler that critics in smaller cities tend to produce 

fewer negative reviews than critics in larger cities with greater cultural capital and a more 

competitive scene.243 1 should note that in order to claim that the size of the city 

influences the critic’s degree of harshness in his/her reviews, more direct evidence is 

required, because it is undeniable that Siskind and Kaptainis bring their own sets of 

variables to this equation. Hence, if one were to further explore this line of investigation, 

he or she would have to collect a bigger corpus containing reviews from both large and 

small city critics and compare them.

Table 4. Top Ten Keywords

Siskind Keywords  _______Kaptainis Keywords
■244 Word Freq.245 K ey/46 Word Freq. Key.

1 NAC 756 891.8 GAZETTE 696 985.42
2 CITIZEN 719 775.98 DUTOIT 509 620.47
3 MINUTES 1,046 597.48 MONTREAL 1,145 610.22
4 OTTAWA 565 543.77 MSO 426 577.38
5 CD 809 439.96 NIGHT 569 438.31
6 DIGITAL 633 378.14 ALTHOUGH 274 339.53
7 HE 2,462 375.96 SALLE 305 334.48
8 DANCE 512 347.58 SAID 531 332.01
9 THAT 4,442 337.79 NOT 1,971 296.84

10 MUSIC 2,897 891.8 SYMPHONY 1,120 294.59

CATEGORIZED KEYWORDS

In the analysis I categorized the entire keyword list according to those Hunston

and Sinclair outline in their study on the local grammar of evaluation and separated the

243 O f course, this only applies to the time period o f  the selected articles chosen for the corpus.
244 Rank on keyword list.
245 Number o f  occurrences o f  the keyword in the corpus.
246 Score generated statistically comparing each word in the Siskind target against the Kaptainis comparator 
corpus using the log-likelihood test; the higher the score, the stronger the keyness o f  the word.
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metadiscoursal booster and hedge words into individual categories as well (i.e. Item 

Evaluated, Hinges, Hedges and Boosters and Evaluative Categories).

Items Evaluated

Within the Items Evaluated category, I further separated the keywords into several 

groups. A critic can comment on a number o f aspects of a performance or recording such 

as its musical elements, recording elements, performers, directors, composers, 

conductors, ensembles, and so on.

The Siskind keyword list does not list very many composers in comparison with 

Kaptainis’. This is however due to Kaptainis’ stylistic preference to refer to composers in 

conjunction with their works, using an apostrophe “s”, and not to Siskind’s lack of 

interest in composers.247 For instance, MOZART stands twentieth in Siskind’s wordlist 

and nineteenth in Kaptainis’ (see Appendices 3 and 4). The composers in the Kaptainis 

keyword list without the apostrophe “s” consist of Leonard Bernstein, Mauricio Kagel, 

Gilles Tremblay, Erich Wolfgang Komgold, and Richard Wagner. Sergei Rachmaninov 

appears in both keyword lists only because Kaptainis spells the composer’s last name 

RACHMANINOFF, while Siskind publishes it as RACHMANINOV. The inclusion of 

BERNSTEIN, KAGEL, and TREMBLAY as keywords in the Kaptainis corpus perhaps 

indicates that during the time period from which the corpus was taken, Montreal was 

more inclined or able to offer contemporary repertoire than Ottawa. This could be a 

reasonable explanation if the researcher believes that a larger market will have an 

audience with more esoteric tastes. But one also has to consider that the artistic director 

of the major orchestra in either city and his/ her choice of repertoire might have also

247 There is a function in WordSmith 5.0 that allows the user not to count the apostrophe as a character 
within a word. This was brought to m y attention late in the study; however, it only appeared to effect 
keywords containing the names o f  composers.
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played a factor. Trevor Pinnock was the Artistic Director and Principle Conductor of the 

National Arts Centre Orchestra (NACO) from 1991 to 1997, and he was a pioneer in the 

modem revival o f early music o f the seventeenth and eighteenth century.248 From 1977 

to 2002 Charles Dutoit was Artistic Director and Principle Conductor o f the MSO -  he 

was best known for choosing repertoire by French and Russian composers of the 

nineteenth and twentieth century.249

There is less specific music terminology in the Siskind corpus than in Kaptainis’. 

Although the Siskind keyword list includes the words TEMPI, CONCERTI, and 

TIMBRE, technical terms appear less frequently in contrast to the Kaptainis keyword list 

that prominently features such words as ANDANTE, ALLEGRO, PIANISSIMO, etc.

(see Table 5). The more technical Italian terminology referenced by Kaptainis might 

require some level of music theory knowledge in order to comprehend a review 

containing these terms. This finding may support Siskind’s philosophy of music criticism 

as surmised from the material in the archives, which is described in detail in chapter one 

of this thesis: his priority was to educate the general audience who read the newspaper on 

a daily basis.250 This explains the more general terminology in the keywords of the 

Siskind corpus (occurring significantly more than in the Kaptainis corpus) that reference 

musical elements and people’s positions in the performances (see Tables 5 and 6). 

Kaptainis may not have needed to simplify his language for the general Anglophone 

newspaper reading audience in Montreal, and his reviews at the Gazette may have been 

directed to readers of the more educated or elite variety. Not to say that Ottawa does not

248 Trevor Pinnock’s Official W ebsite, accessed July 25, 2012, http://www.trevorpinnock.com .
249 EMC, s.v. “Dutoit, Charles;” Hugh M acDonald, “The Dutoit Record,” in O pera N ew s  70, no. 1 (2005): 
42-45.
250 See page 22 o f  this thesis.

http://www.trevorpinnock.com
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have sophisticated audiences or readers compared with Montreal, but Kaptainis’ writings 

appear to be primarily aimed at a more “sophisticated” readership.

Table 5. Musical Terminology Listed in the Siskind and Kaptainis Keyword Lists

Siskind Keywords 
Word N Freq. Key.
PERFORMANCES 13 779 298.96
PIECE 26 400 204.25
COMPOSED 27 227 204.24
CONCERTI 32 142 179.14
PIECES 43 265 139.35
PERFORMED 67 233 93.66
PLAYING 82 651 77.78
SECTIONS 90 114 72.97
SET 92 261 72.16
WORKS 95 562 70.72
TEMPI 97 64 70.41
PERFORMANCE 114 768 61.49
PERFORMING 126 121 54.16
CHOREOGRAPHY 139 58 49.71
PERIOD 143 158 48.06
READINGS 152 81 46.52
CONDUCTING 166 141 44.45
ERA 171 118 43.36
DANCED 180 36 40.31
PERFORM 187 88 39.07
DANCING
SUNG 206 39 34.78
NOS (Aria Nos.l) 214 99 33.97
TIMBRE 246 65 29.3
SONATAS 250 37 28.94

292 143 24.35

Kaptainis Keywords 
Word N Freq. Key.
MOVEMENT 22 450 129.44
CONCERTOS 29 93 117.09
TEMPOS 30 78 112.23
FINALE 31 204 112.22
RHYTHMS 41 95 95.02
ANDANTE 43 94 89.85
SEQUENCE 84 64 59.14
MIDDLE 92 106 56.24
ADAGIO 95 69 55.51
BEGINNING 101 106 52.53
CYCLE 104 93 50.92
ACT 108 156 49.33
ATONAL 192 31 37.04
PIANISSIMO 233 23 33.09
SCHERZO 257 61 30.43
MODERNIST 262 21 30.21
ALLEGRO 276 46 29.18
PIANO 290 691 28.53
BASS 317 101 27.14
ENTRY 325 37 26.49
FORTISSIMO 343 29 25.82
MOVEMENTS 349 149 25.63
PRELUDE 351 66 25.36
TONE 360 276 24.62
TUNE 394 50 23.39
BARS 427 23 21.82
CHORDS 464 22 20.56
ACCOM PANIM ENT 469 52 20.47
STRINGS 496 193 20.04
TUNES 498 39 19.88
ENTRIES 499 33 19.73
ACTING 500 33 19.73
SONG 501 73 19.7
MINIMALIST 502 24 19.7
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Table 6. Occupations or Positions in Music Related Activities

Siskind Keywords___________________________ Kaptainis Keywords
Word N Freq. Key. Word N Freq. Key.
DANCERS 19 194 247.97 SYMPHONY 10 1,121 294.59
ENSEMBLE 36 542 162.71 SOPRANO 53 283 79.92
CHOREOGRAPHER 75 70 84.4 QUARTET 58 402 74.94
CHOREOGRAPHERS 111 47 62.76 MEZZO 67 148 68.3
INTERPRETERS 127 55 54.14 TENOR 90 201 56.87
SINGERS 164 190 44.77 CHORUS 91 137 56.61
PERFORMERS 177 126 41.08 BARITONE 114 141 48.69
ENSEMBLE’S 178 47 40.47 DIRECTOR 335 285 25.9
PROTAGONISTS 195 28 37.39 CONDUCTOR 384 517 24.01
ENSEMBLES 213 120 33.99 PIANIST'S 414 29 22.69
CAST 242 126 30.11 IMPRESARIOS 420 20 22.07
DANCER 263 38 27.02 FLUTIST 472 27 20.35
PIANISTS 287 115 25.02 STAGEHANDS 162 28 40.29
PARTICIPANTS 317 41 22.64 STAGEHANDS 162 28 40.29
AMATEURS 343 24 20.82 ASSOCIATE 271 35 29.91

As previously stated, recording terminology in the keyword lists suggest that 

Siskind provided more detail for the recordings in the reviews themselves. The recording 

terminology found in both keyword lists are found below in Table 7. Again, from 

counting the number of record reviews produced by each author we know this is not 

because Siskind produced more record reviews.251 It is interesting that the Siskind corpus 

contains various forms of the word REISSUE, suggesting he had an interest in re- 

releases, perhaps transferred from a vinyl recording to a new digital CD format.252 I 

wonder if this represents merely a preference in using the actual word REISSUE or 

Kaptainis was simply not interested in reissued material. I asked Kaptainis why he would 

think this would be likely and he replied:

251 See note 238 above.
252 This is a line o f  research worth further investigation. Another interesting project would be to look at the 
different record labels that are mentioned in the keyword lists, which however extends beyond the focus o f  
this thesis.
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In Jacob's day, the notion of a reissue had meaning. The reissuing would 
probably be done by the company that owned the masters. Now you have 
budget operations buying up archives or simply adopting public-domain 
material. “Historical recording” is often a more appropriate turn of 
phrase.253

Perhaps then the need to include specific details about recordings was a generational 

issue. Siskind had witnessed the evolution o f recordings from monaural to stereo to LP to 

CD, and thus had the habit of specifying these details of the recordings because they 

provided more pertinent information during the span of his career.

Table 7. Recording Related Words

Siskind Keywords Kaptainis Keywords
Word N Freq. Key. Word N Freq. Key.
MINUTES 3 1,046 775.98 MINUTE 23 183 122.71
CD 5 809 543.77 DISC 46 248 85.26
DIGITAL 6 633 439.96 GRAMMOPHON 47 65 84.5
RECORDED 15 465 283.92 DEUTSCHE 56 75 77.18
ALBUM 24 259 223.22 ANALOGUE 283 20 28.78
CDS 29 267 196.13 COMPILATION 338 18 25.9
MONO 33 162 173.19 CHANDOS 413 36 22.94
EMI 38 224 160.68 ANTHOLOGY 437 15 21.58
RECORDINGS 41 433 146.66
COLLECTION 49 170 121.96
REISSUED 54 92 113.23
STEREO 69 210 92.35
RCA 73 204 85.37
ALBUMS 91 66 72.96
SET 92 261 72.16
REISSUE 106 56 66.14
RECORDS 120 113 58.28
BOX (Box set) 141 129 49.34
TAPED 173 46 43.17
SONY 179 237 40.4
MERCURY 182 40 40.21
REISSUES 196 28 37.39
DG (David Geffen) 226 120 31.61

253 Kaptainis, email m essage to author, August 17, 2012.
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Other groups consisting of the names of performers, conductors/directors, 

organizations, and venues were not particularly informative. It should be noted that since 

the Siskind keyword list only produced 367 words while Kaptainis yielded 502, there are 

more instances in each category for Kaptainis’ keywords in certain categories. However, 

there is also the indisputable fact that Montreal is a larger city, and therefore it 

necessarily features more instances o f words representing these particular groups.

Hinges

There are more functional grammar words in the Siskind than in the Kaptainis 

corpus. Furthermore, the Siskind keyword list features more second- and third-person 

pronouns (YOU, ONE, HE, HIS, IT THEM, etc.), demonstratives (THAT, THOSE) and 

quantifiers (EACH, EVERY, ALL, SEVERAL).254 Kaptainis’ keywords contain 

indefinite pronouns (SOMETHING, ANYBODY SOMEBODY) referring to groups of 

people rather than to individuals. Kaptainis tended to use words that serve as transitions 

and subordinators (YET, ALTHOUGH, NONETHELESS, etc.). As suggested earlier 

regarding the use of the keyword ALTHOUGH, the subordinators (or rather linking 

words) in the Kaptainis keyword list (ALTHOUGH, BUT, YET,

NOTWITHSTANDING, etc.) could be indicators o f the use of praise-criticism pair 

mitigation strategies.255 Interestingly, word forms o f the words BE, HAVE, and SEEMS 

are found to occur significantly more frequently in the Siskind corpus than in the 

Kaptainis corpus. These verbs are stative verbs referenced primarily to describe a state or 

situation. In the analysis o f the articles later in this chapter, it will become evident that 

the use of stative verbs were more prominent in the Siskind article as opposed to

254 Douglas Biber, Longman Grammar o f  Spoken an d  Written English (Harlow, England: Longman, 1999), 
272- 328.
255 Biber, Longman G ram m ar o f  Spoken an d  Written English, 85-87. See page 73 o f  this thesis.



Kaptainis’ dynamic verbs — used to describe an action or process (e.g. sounded or 

spoke). As for other words that could possibly act as a hinge — words that connect the 

item evaluated to the evaluated category word — a list of verbs in the keyword list 

appears in Appendix 7. There did not seem to be any outstanding characteristics with 

either author’s verbs in their respective keyword lists.

Hedges and Boosters

It is clear from Tables 8 and 9 below that more hedge and fewer booster words 

occupy the Kaptainis than the Siskind keyword list. The lack of hedge words and the 

preponderance of boosters could be evidence that Siskind offered strong endorsements to 

his critiques. Again, such an observation is in line with the comments by Van Vlasselaer 

and Littler who both mentioned that Siskind did not hold back when he disliked 

something, and when he liked it, he did the same as well.

Table 8. Hedges

Siskind Keywords____________________________ Kaptainis Keywords
Word N Freq. Key. Word N Freq. Key.
KIND (Kind of) 48 235 123.1 SOMETIMES 25 164 121.68
SEEMS 93 242 71.96 MIGHT 75 256 63.55
SEEMED 124 308 56.2 MAINLY 117 39 48.1
BIT (A Bit) 168 130 44.19 PERHAPS 129 229 44.66
PRIMARILY 209 42 34.65 MAYBE 203 37 35.93
SEEM 221 184 32.37 SORT (Sort of) 315 92 27.16
RARELY 249 98 29.16 RATHER 326 273 26.46
OFTEN 261 310 27.41 SUPPOSEDLY 347 26 25.67

REASONABLY 348 26 25.67
TAD (A Tad) 374 25 24.38
SOMEWHAT 397 48 23.22
FAIRLY 429 37 21.8
SCARCELY 491 14 20.14

256 Ron Cowan, The Teacher's Gram m ar o f  English: A Course Book a n d  Reference G uide  (Cambridge; 
N ew  York: Cambridge University Press, 2008), 23.
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Table 9. Boosters

Siskind Keywords Kaptainis Keywords

Word N Freq. Key. Word N Freq. Key.
MOST 37 1,050 161.88 DOUBTLESS 110 34 48.92
EACH 47 294 126.17 NOTABLY 148 50 41.82
EVER 65 223 95.08 KNOWN 185 160 37.96
REALLY 112 214 62.72 THINK 278 134 29.06
FINALLY 121 104 58.08 DOUBT (No doubt) 299 51 28.05
EVERY 128 229 53.53
SEVERAL 136 148 49.86
INCREDIBLY 144 50 48.02
ESPECIALLY 156 143 45.98
ALL 188 1,120 39.03
TOTALLY 234 47 31.17
ACTUALLY 239 82 30.62
NEVER 286 314 25.27
ONLY 325 618 21.93
OBVIOUS 329 79 21.54
ENTIRELY 330 79 21.54

Evaluative Categories

The Kaptainis corpus appears to have more adjectives and adverbs present than 

the Siskind corpus (see Appendices 8 and 9), yet there are more descriptive nouns in 

Siskind corpus than in Kaptainis corpus (see Appendix 10). The Siskind corpus features 

strong positive evaluative words (INCREDIBL[E/LY], EXCEPTIONAL, 

MARVELLOUSLY, etc.) as does the Kaptainis corpus (VIRTUE, MASTERPEICE, 

GRANDEUR, etc.). However, there are also some negative words present in the 

Kaptainis corpus (NO, NOT, NOR, UNREMARKABLE, ODD[LY], etc.) that are 

comparatively lacking in the Siskind corpus. This reaffirms my suspicions that Siskind 

may ultimately have tended to be a more positive critic than Kaptainis, who may have 

been obligated to be a harsher critic given the loftier market and more competitive
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climate of Montreal. Again, this is indirect evidence, inferred from the data, and one has 

to take in consideration the fact that the two are not only in different cities but also are 

two different authors who come with their own tastes and predilections that influence the 

results. For instance, the time period on which I focused on is comprised the last two 

years of Siskind’s career at the Ottawa Citizen. This factor (age and relative experience) 

might have influenced the sharpness o f his tongue.

CONCORDANCES 

Selected Keywords

The second part of the analysis will examine selected keywords. In order to focus 

on the main question at hand, it appeared to be more useful to look for markers of 

mitigation and unmitigation along with keywords that signify praise and criticism, in 

order to see whether my findings support Siskind’s admirers in their assumption that he 

was a “blunt” and “frank” critic in comparison to other critics, but perhaps more 

supportive given he was in a smaller cultural community. Therefore, I have chosen a 

hedge, booster, and a positive and negative value word from each corpus to investigate 

these perceptions further. The keywords that were selected for concordance analysis are 

listed in Table 10.

Table 10. Selected Keywords

_____________Siskind_Keywords_______________ Kaptainis Keywords
Word N Freq. Key. Word N Freq. Key.

Hedge SEEMS 93 242 71.9 SOMETIMES 25 164 121.7
Booster REALLY 112 214 62.7 NOTABLY 148 50 41.8
Positive EXCEPTIONAL 79 83 79.6 GOOD 36 470 102.4
Negative PROBLEMS 266 105 26.9 NOT 9 1970 296.8
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Selecting five concordances for each particular keyword yielded some interesting 

findings (for the complete list see Appendix 11). First of all, the keyword NOTABLY 

had to be removed from further analysis as it appeared that Siskind did not apply the 

word in evaluative sentences. The other booster words in the Kaptainis keyword list did 

not have enough instances in the Siskind corpus in order to conduct a substantial 

comparison, however this is to be expected, given that NOTABLY is a keyword in the 

Kaptainis corpus.257 Below are some of the concordance lines that were selected for the 

study. Sometimes the preceding sentence needed to be presented in italics between square 

brackets [] along with the selected concordance in order to give the reader context. 

Overall Interpretations

The first general scan of the selected concordances revealed some trends within 

each author’s corpora. First of all, Siskind seemed to comment more on the larger or 

rather global aspects and used general terminology to describe the performance/ 

recording:

(1) The voice is exceptional and the performances are satisfying (Ottawa Citizen, June 
29, 1991).

(2) The ensemble was not always precise, but the musical spirit was apparent in every 
phrase (Ottawa Citizen, February 7, 1992).

Kaptainis, on the other hand tended to refer to specific parts of the performance/

recordings using specific music terminology:

(1) Bartoli seems to have none; the sound is open and thrilling well above the staff, yet 
the golden centre of her range is rich in mezzo personality (Montreal Gazette, July 
27, 1991).

(2) If the finale (marked Allegro molto) was revved up to a rather ostentatious presto, this 
movement at least afforded an occasion to marvel at the exceptional mobility of 
Hamoy's bow arm and her easy mastery of passagework {Montreal Gazette, 
November 14, 1990).

257 One option here would have been that, instead o f  selecting a specific word, I could have selected the 
first booster, hedge, positive and negative value words that appeared in the keyword lists.



85

When observed in contrast to Kaptainis, Siskind’s blanket statements focusing on overall 

aspects and using general terms in his critiques agree with the findings from both the 

categorization of the keywords and the colleagues’ descriptions from the interviews and 

letters o f correspondence. They described Siskind as being forthright in his criticism and 

that his intention to write first and foremost for the general reader.

The concordances also reflected how, in contrast to Kaptainis, Siskind tended to 

reference stronger and more extreme descriptive words that yielded strong support for his 

opinions:

(1) The piece is called Romantic but the only really romantic moment in the performance 
Wednesday was the marvellously lush horn melody in the second movement (Ottawa 
Citizen, June 20, 1991).

(2) Melodia records, manufactured in what was the Soviet Union, have also been turning 
up and some of the items are really extraordinary (Ottawa Citizen, January 4, 1992).

However, Kaptainis seemed to be reserved when expressing his opinion, treading 

carefully, using less extreme language, or he would pair a booster or an extreme 

descriptive word with a negation that would hedge the proposition, thus blunting the 

force o f the evaluation:

(1) Even with these obstacles edited out mentally, the interpretation was not really 
satisfactory (Montreal Gazette, January 19, 1991.)

(2) [Coordination with Lopez-Cobos was problematic through the Liszt, the soloist 
arriving at climaxes a shade before his partner. ] Bartok's Concerto for Orchestra did 
not present many such problems, and the string sound was generally warm and 
present (Montreal Gazette,December 8, 1993).

With the Kaptainis corpus, there was no problem finding concordances for the keyword 

GOOD but I could only find five instances of the keyword EXCEPTIONAL. As 

previously indicated, if one looks at the key adjective words, one can see Siskind also 

drew upon extreme words such as INCREDIBLE, ENORMOUS, FASCINATING,
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ASTONISHING, etc., while Kaptainis’ key adjective words RICH, EXPRESSIVE, 

DYNAMIC, STEADY appear somewhat dry and toned down. Kaptainis seemed to be 

inclined to employ reduced praise words. Hyland and Ha claim that limiting praise makes 

evaluations sound more unprejudiced. Perhaps, at the time the corpus was taken, 

Kaptainis did not want to appear biased or subjective. When considering this in contrast 

to Siskind, it is an interesting notion because one of the flaws Siskind’s colleagues noted 

was that he purportedly appeared sometimes biased or played favourites when it came to 

certain artists.259 Such strong words may have contributed to this impression.

Finally, I found that only some of the concordances in the Siskind corpus reflect 

an effort to maintain standards with his sharp tongue. As his colleagues suggest, he was 

generally supportive, but when he did not like something he did not hold back, using his 

pen like a sword. These types o f evaluations did not occur in the corpus frequently 

enough for the researcher to observe in a quantitative analysis. Perhaps these were too 

few and far between to be picked up with a quantitative measure:

(1) It is also strongly, almost obsessively, religious and it has a kind of piety that many 
music lovers find sanctimonious, if not downright unpalatable (Ottawa Citizen, May 
2, 1993).

(2) Singers who cannot sing on pitch, whose voices have little or no color or character, 
who have such basic problems as a vibrato cum tremolo of such proportions that it is 
impossible to identify the note they are proposing, have no business being admitted to 
a national competition (Ottawa Citizen, June 9, 1991).

(3) Only Andrist, who seems to be an exponent o f the well ventilated armpit school of 
piano playing, chose to use exaggerated movement to get her playing across but the 
gestures only added to her basic problems with pulse and rhythm {Ottawa Citizen, 
June 6, 1993).

While not as intense, Kaptainis also demonstrated flair with his pen:

258 Ha, “A Diachronic Study o f  M usic Criticism,” 357; Hyland, “Praise and Criticism,” 60.
259 See page 25 o f  this thesis.
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(1) The Second Cello Sonata o f 1893, solidly constructed and uprightly Brahmsian in 
both feeling and finish, seems to move along nicely; only after about ten minutes does 
the listener become aware that he is bored out o f his mind (Montreal Gazette, January 
9, 1993).

(2) If this very good mezzo merits inclusion in that pantheon, she did not prove it last 
night {Montreal Gazette, September 25, 1990).

(3) [Darasse's Organum II and Organum III explored a wide array o f  colourful flurries 
and disturbances, many apparently borrowed from  electronic music.] Listener- 
friendly they were not {Montreal Gazette, May 6, 1993).

Frequency Analysis

For all of the concordances collected, the number of praise/criticism pairs, 

mitigations/unmitigations and global/specific evaluations was counted. If a sentence 

contained more than one positive or negative semantic item referring to the same aspect 

of the performance, it was counted as one instance of evaluation. When combining both 

corpora together, I obtained findings similar to Ha’s and Hyland’s studies (see Table 11 

and 12). In this case, I did not count each mitigation device (hedge, praise-criticism 

pair, etc.); instead, if the entire evaluation was mitigated, for example, it would only be 

counted as one occurrence of a mitigated evaluation. Table 11 reveals that praise did 

outweigh criticisms, but only slightly (-8:7). Mitigation outnumbered unmitigation 

overall (-19:8), unmitigated praise outnumbered unmitigated criticism (-5:3), and there 

were more mitigated then unmitigated criticisms (-3:1). However, unlike the other two 

studies, mitigated praise outnumbered unmitigated praise approximately 2 to 1.

Therefore, I can only suggest —  given this small sample —  that in this body of criticism 

at the time it was written, critics took care when doling out either praise or criticisms. Of 

course, further investigation would have to be undertaken for this finding to be 

considered conclusive.

260 Ha, “A  Diachronic Study o f  M usic Criticism;” Hyland, “Praise and Criticism.”
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Table 11. Both Corpora: Mitigated/Unmitigated vs. Praise/Criticism

Praise Criticism Total
Mitigated 48 47 95
Unmitigated 25 15 40
Total 73 62 135

From the scope of the evaluations in the concordances, I found there were no 

significant differences in this distribution (see Table 12). There were no outstanding 

differences between global and specific evaluations. Unmitigated specific evaluations 

outnumbered unmitigated global evaluations by a ratio of 3 to 2. Divided further by 

praise and criticism, as shown in Table 13 ,1 find (similar to Ha’s results) that the 

majority of praise is global (-2:1), and the majority o f criticisms are specific (-4:3). A 

log-likelihood result reveals that both these results were statistically significant (p< .05).

Table 12. Both Corpora: Mitigated/Unmitigated vs. Global/Specific

Global Specific Total

Mitigated 45 50 95
Unmitigated 16 24 40
Total 61 74 135

Table 13. Both Corpora: Praise/Criticism vs. Global/Specific

Praise Criticism Total

Global 41 20 61
Specific 32 42 74
Total 73 62 135

After separating the authors into their own respective categories, it appears that Kaptainis 

used slightly more mitigation strategies in the concordances analyzed, as seen in Table 

14. The breakdown into the various types of mitigation strategies reveals that he utilized
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hedge words slightly more often than Siskind did (-4:3), but almost equally drew on

praise-criticism pairing and personal attribution strategies. Both authors provided

approximately the same amount of unmitigated evaluations. Interestingly, upon further

investigation I found that Siskind used unmitigated praise over three times more often

than when he meted out unmitigated criticisms (-9:2; p< .05). Moreover, his unmitigated

praise outnumbered Kaptainis’ by approximately 9:4. An example o f Siskind doling out

an unmitigated praise can be seen in the following:

These are exceptional performances, by far the finest currently available in 
modem sound (Ottawa Citizen, February 1, 1992).

Table 14 also shows that in contrast to these findings, Kaptainis made use of

unmitigated criticisms almost three times as much as Siskind (-3:1), and more often than

when he wrote unmitigated praise (-3:2):

Problems arise in the clattery first movement of the Sonata in D Major D.
850, taken too quickly, and in the con moto second movement, where 
Berkowitz's ungainly phrasing does little to reconcile the listener to one of 
Schubert's least appealing works (.Montreal Gazette, April 24, 1993).

Siskind, however, deployed more boosters to emphasize his evaluations (-3:2):

These are really fine performances _ everything is comme il faut, nary a 
hair is out of place (Ottawa Citizen, August 17, 1991).
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Table 14. Sum of Mitigated and Unmitigated Praise and Criticisms

""" __^>Vuthor 
Evaluation Siskind Kaptainis

Praise Criticism Total Praise Criticism Total
Mitigation 23 22 45 25 25 50
Unmitigation 17 4 21 8 11 19
-hedge 4 18 22 14 18 32
-personal attribution (I, 
my) 1 2 3 0 1 1
-p-c 15 15 30 13 13 24
-booster 11 8 19 5 4 12
-other (you, the viewer) 2 0 2 0 1 0

Looking at the scope (global/specific) among the mitigated and unmitigated praise

and critical comments, there is another interesting difference between the two authors

(see Table 15). As I suspected earlier, Siskind’s observations are more global than those

of Kaptainis (~2:1; p< .05) and furthermore, Siskind’s global unmitigated praise

outnumbers Kaptainis’ by 6:1. Moreover, Siskind’s global unmitigated praise outnumbers

his own mitigated praise by 5:4, while Kaptainis gave more mitigated global praise than

unmitigated by a 6 to 1 ratio. Here are examples o f Siskind making a global unmitigated

praise and Kaptainis using a global mitigated praise:

The voice is exceptional and the performances are satisfying (Ottawa 
Citizen, June 29, 1991, Siskind).

The cast is solid rather than exceptional {Montreal Gazette, October 6,
1993, Kaptainis)

For comments regarding specific details of the performances, Kaptainis outnumbers 

Siskind’s specific evaluations by 12 to 7. Furthermore, there are more specific praises 

(3:2) and more specific criticisms (2:1) by Kaptainis than Siskind. The following is an 

example of a specific evaluation by Kaptainis:
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Sometimes the formulaic cadences and repetitive canons wear on the 
nerves; only the fanatic will listen to the cycle at a sitting {Montreal 
Gazette, February 3, 1993).

Table 15. Sum of Global and Specific Unmitigated and Mitigated Praise and 
Criticisms

Siskind
Praise Criticism

Global Specific Global Specific Total
Mitigated 15 8 11 11 45
Unmitigated 12 5 1 3 21
Total 27 13 12 14 66

Kaptainis
Praise Criticism

Global Specific Global Specific Total
Mitigated 12 13 7 18 50
Unmitigated 2 6 1 10 19
Total 14 19 8 28 69

These results are very interesting and offer clear discriminatory differences 

between the two authors from the time this corpus was taken. Siskind appears to be a 

more blunt and biased critic who doles out general unreserved praise, while Kaptainis 

was a more reserved, harsher, and more detailed critic. This then reinforces the claims 

Littler and Van Vlasselaer made that Siskind was a bold, sometimes biased critic and that 

the context of smaller city led Siskind to give more positive reviews in contrast to 

Kaptainis, whose larger city maintained a more highly competitive market.

ARTICLE COMPARISON

One article by each author was chosen to contrast and compare them. This is the 

final step in the analysis, determining if similarities and differences could be discerned by 

looking contextually at an entire article rather than at isolated samples. It is also an
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opportunity to observe structural patterns within each author’s written work. Several 

articles would need to be examined in this manner in order to make strong, conclusive 

arguments. However, one can still ascertain whether the findings I have obtained from 

the categorization of the keywords and concordance analysis can be found within an 

entire written piece of work.

The articles chosen were Siskind’s “Lortie Takes Audience into New Pianistic 

Territory” published in the Ottawa Citizen on October 1, 1992 and Kaptainis’ “Lortie, 

MSO Let the Music Take Over; Orchestra Displays Fine Form for Guest Conductor 

Valdes,” in the Montreal Gazette, July 24, 1992.1 attempted to find the most comparable 

articles in the corpus, given the difficulty o f finding an ideal pair o f reviews. As the title 

o f Kaptainis’ article indicates, the Chilean conductor Maximiano Valdes was a guest 

conductor for the reviewed performance, while in Siskind’s article the NACO was led by 

its principle conductor, Trevor Pinnock. The two articles chosen for this stage of the 

analysis were both written about a performance of works by popular classical composers 

(Haydn, Mozart, and Beethoven) performed by each authors’ respective local orchestra 

(i.e. NACO and MSO), and they featured the same piano soloist. Louis Lortie is a 

Montreal-born internationally successful pianists, who performs regularly in both 

Montreal and Ottawa. The Siskind review was of Lortie and Helene Mercier as a duo. 

Mercier is not only married to Bernard Arnault (French business magnate o f LVMH, 

Christian Dior, Givenchy Guinness etc.), but is also an internationally renowned 

pianist.261

261 “Une joum ^e avec H ddne Mercier Arnault,” E lle , March 6, 2009, accessed August 10, 2012,
http://www.elle.fr/People/La-vie-des-people/Une-joum ee-avec/Une-joum ee-avec-H elene-M ercier-Am ault-
899857.

http://www.elle.fr/People/La-vie-des-people/Une-joumee-avec/Une-joumee-avec-Helene-Mercier-Amault-
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I annotated the articles in terms of rhetorical structure, evaluative language and

mitigation strategies that are involved in evaluation (see Appendix 12). I then collected

each evaluative sentence in the articles and analyzed their structure using Hunston and

Sinclair’s local grammar of evaluation framework and determined whether they

corroborated with the results obtained thus far. Listed below are descriptions of the

rhetorical structure of each article as well as a presentation of my analysis into the local

grammar of evaluation which was deemed interesting.

Rhetorical Structure:

The articles’ rhetorical structures were annotated using an adopted form of the

moves and steps outlined in Ha’s study. The following is a guideline to the annotation:

Move 1 Information

Step 1A Details o f the Record 
Step 1B Background Information

Move 2 Evaluation

Step 2A Praise
2Ai Global Praise 
2Aii Specific Praise

2Aiia Composer and Composition 
2Aiib Performer and Performance 
2Aiic Sound and Recording Quality

Step 2B Criticism
2Bi Global Criticism 
2Bii Specific Criticism

2Biia Composer and Composition 
2Biib Performer and Performance 
2Biic Sound and Recording Quality

Move 3 Discussion and Analysis

Step 3A Composition 
Step 3B Performance Techniques 
Step 3C Performance Versions 
Step 3D Recording Aspects
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Move 4 Audience Consideration

Step 4A Recommendation
4Ai General Recommendation 
4Aii Addressing a Specific Audience 

Step 4B Suggestions Related to Aspects of the Performance

It appears that both reviews progress from writing about the factual to the critic’s

interpretation. Siskind not only focused on the aspects of the performance and the

performer, but also comments on historical matters and his opinion of the composition,

and he adds thoughts on the composer’s intentions:

The concerto is the marvellously evocative Concerto in E flat for two 
pianos by Mozart, a work he composed for his own use and one in which 
his obvious delight in the possibilities o f a keyboard instrument are 
apparent at every turn. The musical form was more important to the 
composer than the liturgical text and Pinnock made that clear throughout 
the reading (Ottawa Citizen, October 1, 1992).

Kaptainis concentrated solely on the performance and the performer. He only briefly 

delves into information on the composer’s works and not so much in a direct, informative 

way:

Beginning the program was a loud and largely unnuanced performance of 
Mozart's Marriage of Figaro Overture. Valdes's fondness for strong 
rhythms and no nonsense was better suited to the same composer's 
“Jupiter” Symphony (.Montreal Gazette, July 24, 1992).

One could interpret this to suggest that Siskind’s review was intended not only to critique 

the performance but also to educate the reader about the composition and composer, 

while Kaptainis assumes that the reader already possesses this type o f background 

knowledge, focusing more on the performers and the performance alone. It could also be 

the case given Mozart’s Marriage o f  Figaro is a well-known piece, but I do not think the 

average reader would know of this piece. As well, if  the purpose of the review was to 

attract more audiences to this type of music, the assumption that they would know this
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piece is perhaps faulty. However, the results in this chapter corroborates my earlier 

(tentative) conclusion that Kaptainis directed his writing to the more musically educated 

reader.

Siskind’s article consisted of nine moves while Kaptainis’ had seven. Kaptainis’

reviews feature a subtle move from the informative to the analysis section o f the review:

The Beethoven festivities organized by the Montreal Symphony Orchestra 
this month have been largely a spectacle o f pianist Louis Lortie bearing 
the musical world on his shoulders. He was again his magnificent self last 
night at Notre Dame Basilica, in Beethoven's Piano Concerto No. 1, but he 
had some help from the orchestra and, less directly, conductor Maximiano 
Valdes.
Of course, it is possible that the musicians, who had worked continuously 
with Charles Dutoit since before their June tour of Europe, would have felt 
invigorated by the sight of anyone else on the podium. Nonetheless, the 
Buffalo Philharmonic's music director deserves some credit, if only for 
getting out of the way.
This was true even in the concerto, for which most of the principal 

players were absent. Dialogues with the clarinet in the Largo were long 
and loving [...] (Montreal Gazette, July 24, 1992).

Siskind’s article becomes rather more rigid with each move and the piece ends quite

abruptly. The end of the article proceeds from a brief evaluation of the vocal soloist and

cantata singers to a general conclusion that leaves an open-ended interpretation of his

overall impression:

The vocal soloists, Henriette Schellenberg, Catherine Robbin, Mark 
DuBois and Gary Relyea, all seemed to be in excellent voice and the 
Cantata Singers have rarely sung with greater enthusiasm.
The concert opened with a rough-hewn, robust reading of the Haydn 
Symphony No. 48, Maria Theresia that set the tone for much of the second 
half of the evening (Ottawa Citizen, October 1, 1992).

In contrast, Kaptainis leads into the piece’s conclusion naturally from describing the 

positive aspects o f the performance

The Steinway heard last night was said to be the Place des Arts model 
Lortie favours less than the rented instrument he used in his earlier
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appearances. One would never have guessed from the glowing sounds that 
came from it (Montreal Gazette, July 24, 1992).

He then proceeds to criticism and then to a final negative conclusion:

Beginning the program was a loud and largely unnuanced performance of 
Mozart's Marriage of Figaro Overture. Valdes's fondness for strong 
rhythms and no nonsense was better suited to the same composer's 
“Jupiter” Symphony.
It was a performance that succeeded not so much on the strength of 
editorializing as a willingness to let the score speak for itself. The 
musicians seemed to concur with this approach. They were, after all, on 
vacation {Montreal Gazette, July 24, 1992).

Siskind’s article might have fallen victim to the drastic editing that sometimes happens

with newspaper articles. He himself made this a contentious issue in his column:

In the real world, critics are often edited by people who haven't the 
foggiest notion of the importance or relevance of their copy and, as a 
result, find their stuff chopped to slug bait and relegated to small, 
inconspicuous sections of the newspaper {Ottawa Citizen, November 15, 
1992).

Nevertheless, examining the rhetorical structure has given me the opportunity to look at 

both authors’ writing in their “natural state.” Below is the outline o f the move structure 

analysis, which is annotated in detail in Appendix 12.

Siskind Article:
[Move 1: Information] [Step 1A Details of the Performance]
[Move 2: Evaluation] [Step 2Ai: Global Mitigated Praise/Step IB: Background 
Information]
[Move 1] [Step 1 A][Step IB] [Step IB][Step 1A],
[Move 2: Evaluation] [Step 2Aiia: Specific Praise: Composition]
[Move 1] [Step 1A/B]
[Move 2] [Step 2Biib: Specific Criticism: Performer and Performance]
[Move 3: Discussion and Analysis] [Step 3B Performance Techniques] [Step 3A/B: 
Composition and Performance]
[Move 2] [Step 2Aiib].
[Move 4:Conclusion] [Step 4Ai: Negative Ending]

Kaptainis Article

[Move 1: Information] [Step 1A Details of the Performance] [Step IB: Background 
Information]
[Move 2][Step 2Aiib: Specific Praise: Performer and Performance].
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[Move 3] [Step 3B: Performance Techniques]
[Move 2] [Step 2Aiib: Specific Praise: Performer and Performance]
[Move 3] [Step 3D: Performance Aspects]
[Move 2] [Step 2Aiib: Specific Praise: Performer and Performance] [Step 2Biib: Specific 
Criticism: Performer and Performance].
[Move 4: Conclusion] [Step 4Ai: Negative Ending]

Evaluative Language

After annotating evaluative words and mitigation devices, I took the liberty of

listing each of the type of words in their own categories. This turned out to be more of an

exercise to simply discern the benefits and liabilities of the corpus linguistic method than

validating the results outlined above. I examined clearly evaluative items (adjectives,

adverbs, nouns) along with evaluative language that may or may not be clear when

examining a keyword analysis or concordance analysis. Language that is difficult to pick

up with this method include clearly evaluative metaphorical usage, language that is part

of an evaluation but could be missed by looking at a word list out o f context, and

language that may be considered evaluative out of context but which in fact is not in this

particular text, or ambiguous language for which more context is needed. The clearly

evaluative language did not reveal much but there were phrases in both articles that

would have been counted as part of the evaluative language lists when I categorized the

keywords, but a contextualized closer examination did not support that assessment. For

instance, in the Siskind article, “obvious delight” was referring to the Mozart’s perceived

own intention of composing the work performed:

[...] Concerto in E flat for two pianos by Mozart, a work he composed for 
his own use and one in which his obvious delight in the possibilities of a 
keyboard instrument [...] (Ottawa Citizen, October 1, 1992).
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In the Kaptainis article, the term “moderate” on its own in a keyword list would be

considered an evaluative adjective, but in this context it was simply referring to the

tempo of the piece:

Outer movements sounded vigorous and fresh at moderate, unsurprising 
tempos (Montreal Gazette, July 24, 1992).

As for the number of hedges and boosters in the articles, Siskind had four occurrences of

hedging (seem, untruthful to say, seemed, rarely), while Kaptainis only had two (seemed,

it is possible) —  Siskind used three boosters (obvious, simply not, obviously) and

Kaptainis only one, with the word largely appearing twice as a booster. This merely

exemplifies that comparing one text by each author is not enough to make conclusive

decisions about the language of either and that is why using a statistical analysis such as

corpus linguistics is useful.

The only noteworthy aspect picked up by the analysis of the local grammar of

evaluation was that both tended to draw on the stative verbs (be, have, seems) as hinges

to connect the item evaluative with the evaluative category. But interestingly, two of

Kaptainis’ evaluative sentences in the selected article used dynamic verbs:

EVALUATION: Lortie spoke with the same natural, unaffected lyricism that 
distinguished his playing last week and the week before (Montreal Gazette, July 24,
1992). (unmitigated specific praise)

Evaluator Evaluated Hinge Evaluation Evaluating
Context

Kaptainis 
(Self effaced)

Lortie spoke with the same 
natural, 
unaffected 
lyricism that 
distinguished his 
playing

last week and the 
week before
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EVALUATION: Outer movements sounded vigorous and fresh at moderate, 
unsurprising tempos (Montreal Gazette, July 24, 1992). (unmitigated specific praise)

Evaluator Evaluated Hinge Evaluation

Kaptainis 
(Self effaced)

Outer
movements

sounded vigorous and fresh at moderate, 
unsurprising tempos

There was no evidence of Siskind using dynamic verbs in this article. This confirms my 

suspicions during the categorization of the hinge words that Kaptainis tended to lean on 

more action verbs, possibly creating more impact with his statements, while Siskind 

relied on stative verbs that objectified the evaluation. That is to say, he treated the 

performance as an object rather than an action.

In conclusion, the analysis conducted in this thesis ascertained that Siskind was 

bold, supportive, and wrote first and foremost for the general reader. The categorization 

of keywords gave evidence of his unyielding character when it was demonstrated how he 

used fewer hedge words and more boosters in contrast to Kaptainis. The concordance 

analysis confirmed this when it was observed that Siskind applied more global 

evaluations in contrast to Kaptainis. The amount o f unmitigated praise also revealed that 

he tended to be fairly positive and supportive; however in contrast to Kaptainis who 

tended to limit praise and therefore gave an impression of objectivity, Siskind might have 

appeared biased. The lack of music-specific terms employed by Siskind also came out in 

the categorization of the keywords and was later confirmed by the concordance analysis. 

This suggested to me that he wrote for the less musically literate layperson as opposed to 

the sophisticated music connoisseur, which he himself and his colleagues mentioned in 

the unpublished letters in the Carleton collection. These findings exemplify the types of
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valuable insights available through musicological applications of corpus linguistic 

methods.

THE CANADIAN CONTEXT 

Criticism

In order to understand these findings one needs to appreciate music criticism in 

the larger context of the Canadian Classical music community. As stated before, there 

appears to be a consensus between the data shown in this thesis and the comments made 

by Littler about the critic’s inclination to play a more supportive role in smaller musical 

communities. These roots are apparent when one looks at the history of Canadian music 

criticism. In the beginning, Canadian criticism was by and large less critical and 

judgmental, but slowly moved toward professional criticism as practiced by Siskind and 

Kaptainis as time and the population progressed.

Canadian classical music criticism has come a long way in terms of its ability to 

actually criticize. Serious music criticism in Canada did not exist until the nineteenth 

century. Printed opinion on music began to appear around the same time newspapers 

arose in Canada {Halifax Gazette, 1752; La Gazette de Quebec, 1764; La Gazette du 

Commerce et Literature de Montreal, 1778, etc.).262 Before 1867, reportage about 

concerts was rarely judgmental or about the music itself, and thus it primarily commented

'yft'Xon the performer’s dress and facial expression, staging, audience, and refreshments. At 

this time, the Canadian classical music scene was desolate, given the country’s small 

population and distance between affluent cultural arenas. The availability o f classical 

music in Canada created a music connoisseur with appreciation for any music that came

262 EMC, s.v. “Criticism.”
263 Frederick Hall, “Music Criticism.”
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his or her way, even if it would have been considered mediocre in places o f greater 

cultural capital such as New York, Paris, and Vienna.

In the 1870s, this trend started to diminish and a “limited critical awareness” 

began to surface as touring performing companies regularly made circuits throughout 

Canada.264 At that time choral societies and symphony orchestras were formed in major 

cities and criticism was often delegated to local music teachers or amateur musicians — 

most newspaper reporters assigned to the task had little musical knowledge. Hence 

writing for the majority o f the time was still more descriptive then critical. Musicologist 

Frederick Hall notes that there was an exception when it came to the writing from French 

Canadian critics Guilluame Couture (1851-1915; La Minerve, Revue de Montreal, La 

Petrie, and the Montreal Star) and Leo-Pol Morin (1892-1941; La Petrie, La Presse, Le 

Canada) and their English counterparts, Lawrence Mason (1882-1939; The Globe and 

Mail/Saturday Night), Hector Charlesworth (1868-1952; Globe and Mail/Saturday Night) 

and Augustus Bridle (1872-1945;The Toronto Daily Star). All of these critics are said to
- y s  c

have demanded higher performance standards and improvements in repertoire. Just as 

Siskind appears to have been a less stem, more supportive critic than the majority of his 

peers may have believed, Colin Eatock found a dichotomy between the perception and 

reality o f the nature of the work of Lawrence Mason, who served the Globe and Mail 

between 1936 and 1939. Mason’s obituary proclaimed that “He was fearless in his 

criticisms and did not hesitate to express his opinions, whether favourable or 

unfavourable.”266 However, as Eatock highlights, advocacy played a central role for 

Mason and his writings were inclined to be “driven by the spirit of boosterism” for

264 Ibid.
265 Ibid.; EM C, s.v. “Criticism.”
266 “Heart Attack Causes Death o f  Dr. M ason,” G lobe and Mail, Decem ber 11, 1939.
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Toronto, Canada, and the art itself.267 Eatock, moreover, takes note that Mason’s 

successor at the Globe and Mail from 1941 to 1945, Hector Charlesworth, also “firmly 

embraced advocacy” and was reluctant to give “an unfavourable verdict.” Eatock 

establishes that Charlesworth’s positivity to some extent may have been intended to boost 

morale given the wartime context, and it was most likely that “negativism” was 

considered to be in poor taste at that time.

Early in the twentieth century, J.D. Logan claimed that reviews were either non

committal or prone to extreme praise or criticism.268 Logan argued that Canada was too 

young to withstand critical scrutiny. During this era, notable English critics Thomas 

Archer (1899-1971), who was Siskind’s predecessor at the Montreal Gazette, H.P. Bell 

(1872-1961; Montreal Daily Star), S. Roy Maley (1897-1987; Winnipeg Tribune) and 

Stanley Bligh (1883-1975; Vancouver Sun) and French critics Eugene Lapierre (1899- 

1970; La Patrie) and Paul Roussel (1924-77; Le Canada) enjoyed local and national 

prominence, and a steady readership began to emerge.269 Prominent critics after 1960 

include Siskind, Kaptainis, Littler, Robert Everett-Green (Globe and Mail), Marc Samson 

{Le Soleil), Tamara Bernstein {National Post) and Lome Betts {Hamilton Spectator). 

Changes in the newspaper business helped set the stage for the work of Siskind and 

Kaptainis.

In 1994, Robert Everett-Green remarked that the expansion of electronic mass 

media and changes in newspapers had pushed so-called high arts out o f their former

267 Colin Eatock, “Classical Music Criticism at the G lobe and Mail: 1936 -  2000,” Canadian U niversity 
M usic Review/Intersections: Canadian Journal o f  M usic, 24, no. 2 (2004): 8-28.
268 J.D. Logan, A esthetic Criticism  in Canada; Its Aims, M ethods and sta tus  (Toronto: M cClelland, 1917), 
8 .

269 Ibid.
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position of privilege, or at least the discussion about them became restricted.270 Around 

this time the Canadian New Press news service eliminated the position of arts writer and 

reviews of classical music were given to “generic” entertainment reporters.271 The same 

problems plague Canadian music criticism today; critics have to deal with lack of space, 

tightness o f deadlines, lack of resources to cover conflicting events, and obligation to 

take on assignments in other performing arts (ballet, film, or dance, as was the case for 

Siskind at the Ottawa Citizen). Readers, on the other hand, complain about the confusion 

between advance-promotional articles and reviews and the absence o f a detailed 

perspective on larger musical questions and the lack of reviews of books on music.272 

Community

As time has progressed, the Canadian classical music scene has grown 

tremendously, though not evenly throughout the country. Smaller cities not only in 

Canada but all of North America still lack cultural capital in their communities and suffer 

from the same type of longing larger communities once had in Canada’s infancy. Hugh 

Fraser o f the Hamilton Spectator, a smaller community, believed that it was his 

responsibility to “nurture the child, and get people to go hear Valerie Tryon.”273 Toews’ 

thesis notes that critics in smaller cities tend to cover amateur acts as well as professional 

ones, whereas critics in larger cities are often too swamped to report on smaller shows, 

especially in the “fertile musical climate of Toronto.”274 Rick Salutin, critic, columnist 

and playwright o f Les Canadiens, on the other hand, published an article in the Globe 

and Mail commenting on how unfair it was that artists had to succumb to the harsh

270 Robert Everett-Green, “Spectator Changing with the Tempo o f  the Tim es.”
271 Ibid.
272 EM C , s.v. “Criticism.”
273 Ibid.
274 Hugh Fraser, quoted in Marguerite Toew s, “The Contemporary Canadian Newspaper M usic Critic.”
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comments made by critics. In his response, Siskind quoted the following from Salutin’s

article: “a unique power attaches to critics. They've become the indispensable mediators

of success and market value.”275 He followed it with this line of argument:

That may still be true in Toronto, where the Globe is published, but it 
applies nowhere else, certainly not in the civilized world. Most newspaper 
critics these days have a limited impact on their readers, probably even 
less on the artists about whom they write.

They are in disfavour with some of their publishers, who worry about loss 
of advertising revenue if their writings become too strident, especially in 
communities where the loss of such revenues can threaten the paper's 
survival (Ottawa Citizen, November 15, 1992).

Thus, there exists external evidence from the man in question himself claiming that at the 

time this was written, critics of cities with smaller cultural capital suffered from the 

pressure to be softer on the performances they reviewed. It was the pressure from the 

paper that impeded them —  it needed more capital from the advertising of the very 

events, venues (NAC), and organizations (NACO) reviewed in order it to stay afloat. 

Moreover, Schick asked critics whether pressure had ever been exerted upon them which 

threatened their integrity as a critic, and some of them admitted to having experienced 

attempts on their employment or indirect pressure to give favourable reviews for 

advertisers.276 

Ottawa, Ontario

Between 1900 and 1970, Ottawa had many orchestras, opera companies and 

music schools start up under several different guises. Most prominent is the National Arts 

Centre Orchestra, which was founded in 1969 and took a leading role in promoting

275 Rick Salutin, “Rick Salutin Wonders W hy Artists are Prime Targets for Critics’ Arrows,” G lobe and  
M ail, October 30, 1992:C1.
276 Schick, C lassica l M usic Criticism , 54.
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Canadian music: it has commissioned over fifty works by Canadian composers.277 

Siskind was adamant about the orchestra performing new Canadian repertoire, given the
7 7 0

fact that they are a federally funded institution. The orchestra is mandated to appear on 

state occasions and undertake extended tours —  Siskind felt it was “one of the finest

97Qensembles of its kind in the world.” It is unclear how much money was allocated to the 

orchestra annually in the 1990s, but the entire National Arts Centre had an annual budget 

of $21.6 million in 1995.280 It is interesting to note that there was a touring hiatus in the 

1990s that lasted until 1999, the time during which the articles in the corpus appeared.281 

At the time from which the corpus was taken, Trevor Pinnock had just begun his seven 

year directorship with the NACO in 1991, while Franz-Paul Decker, the man who rebuilt 

the Montreal Symphony, became its principal guest conductor. Siskind felt that Pinnock 

was hit with the difficult task of maintaining the orchestra’s shield from commercialism 

and high artistic standards in the face of recession, when the government’s lowest

989possible priority was the arts. In 1991, Siskind lamented that the year was rather boring 

for Ottawa and that “one had to travel elsewhere, Montreal for example, to catch the kind 

of musical excitement that was once common in this city.” 283 That same year, NAC 

budget cuts and lack of revenue began to generate layoffs, reduce programming, and 

increase the frequency of commercial renting of the venue, which culminated in 1993

277 EMC, s.v. “National Symphony Orchestra.”
278 Siskind, “Take That Siskind!” O ttaw a Citizen, February 2, 1992: D2.
279 Siskind, “NAC N eeds Shakeup But N ot Under N C C,” O ttaw a Citizen, March 19, 1986:F13.
280 EMC, s.v. “National Arts Centre.”
281 Siskind, “NAC N eeds Shakeup But N ot Under N C C ,” O ttaw a Citizen, March 19, 1986:F13.
282 Siskind, “Pinnock Begins Tenure as N A CO  Conductor,” O ttaw a Citizen, September 22, 1991 :C2.
283 Id., “ 1991 Gave Audience Few Inspiring Performances,” O ttaw a Citizen, Decem ber 29, 1991 :D4.
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when the government cut the NAC’s budget by 4.8 million dollars over the course of five 

years. This led to the lowest number o f staff at the NAC since its inception in 1969.284

The recession of the 1990s would have impacted the communities with less 

capital more than cities like Montreal. It is interesting, however, that this is reminiscent 

of another period of depression in Canadian history, that o f wartime (albeit the recession 

in the 1990s was not nearly as destructive). Moreover, the corpora were taken from this 

period where I found Siskind to be a more positive critic than one might have believed. 

Just as Mason and Charlesworth were guilty of “boosterism” during the period of war and 

depression, Siskind may have felt it would have been in poor taste to spout an abundance 

of negativity during the economic downturn in the Ottawa music community of the 

1990s.

Montreal, Quebec

Unlike Ottawa, Montreal has a list of contributors to musical journalism who are 

well documented in the The Encyclopedia o f  Music in Canada (i.e. Gustave Smith, A.J. 

Boucher, Guillaume Couture, Gustave Comte, Aristide Filiatreault, Charles Labelle, and 

C.O. Lamontagne). Between 1900 and 1950, the daily press started to publish articles on 

music by well-informed music critics (Thomas Archer, Philip King, and H.P. Bell in the 

English press and Leo-Pol Morin, Henri Letondal, Paul-G. Ouimet, Frederic Pelletier, 

Eugene Lapierre, Marcel Valois, Jean Vallerand, and Dominique Laberge in the French 

press). Between 1950 and today, there has been a number of notable critics who worked 

in Montreal such as Eric McLean (The Montreal Star and later The Gazette), Gilles

284 Michael Groberman, “N AC Cuts Staff, Productions,” O ttaw a C itizen , September 14, 1993.
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Potvin (Le Devoir, La Presse, Le Nouveau Journal), Carol Bergeron (Le Devoir), and of 

course Arthur Kaptainis and Jacob Siskind.

The present Montreal Symphony Orchestra was founded in 1934 and stands 

comparison with any orchestra in Canada for its output and awards. According to one 

newspaper report, the MSO had a fifteen million dollar budget in 1993.286 Charles Dutoit 

was instrumental in their rise to international acclaim with a number of recordings and 

tours abroad. In 1991, the MSO also had its own financial problems with an outstanding 

2.3 million dollar deficit. According to some members o f the orchestra, it toured too 

frequently. Kaptainis commented on Dutoit as a dictator and pointed out the MSO’s

788dependency on Dutoit for its reputation.

A comparison of the MSO and NACO concert repertoires from 1991-92 reveals 

some interesting differences between the two orchestras. For the 1991-92 NACO season, 

the majority of the concerts consisted of works by Mozart (23).289 Even Siskind noticed 

the over-abundance of Mozart that year, granted, however, it was the composer’s 

bicentennial death year.290 What is interesting to note is there were fourteen 

performances of Canadian composer Jacques Hetu’s work. The MSO only performed 

Mozart and Beethoven nine times that year, and their repertoire consisted of sixty 

different composers, most of whom reflected Dutoit’s preference for French and Russian

285 EMC, s.v. “Montreal, Que.”
286 Rod Currie, “Strapped Canadian Orchestras Strike Casual N ote.” Times -  Colonist, Decem ber 13, 1993:
1.
287 Stephen Godfrey, “Cross Current: MSO's Sweet Music Falls on D eaf Ears in its Hom e Town,” M ontreal 
G azette, May 17, 1991: C 1.
288 Kaptainis, “Singing the Blues; Dutoit Stays for N ow  But are M SO Glory Days Fading into Memory?” 
M ontreal G azette, June 02, 1990: H I.
289 National Arts Centre Orchestra, 1991-92 Season Repertoire, N A C  Database.
290 Siskind, “ 1991 Gave Audience Few Inspiring Performances,” O ttaw a Citizen, Decem ber 29, 1991:D4.
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composers o f the nineteenth and twentieth centuries.291 The variety and more recent 

works in the MSO repertoire could have not only been because of the higher cultural 

capital but also because the MSO is a larger orchestra than the NACO.

This brief survey of Canadian classical music criticism and the accompanying 

scene provides a backdrop for all of the information I have gathered for this thesis. The 

findings suggest that not only the size and affluence of the cultural community in Ottawa 

may have played a role in the pronounced “boosterism” I found in Siskind’s reviews, but 

also the period of recession that plagued Ottawa music scene during the early 1990s. 

Canada has worked hard to enhance its cultural capital, but critics in smaller communities 

still carry with them liabilities inherited from the country’s past. Furthermore, musical 

communities are not static; they do fall victim to periods o f drought and it is then that the 

critic may adjust standards or strident remarks in order to support the community through 

such rough times.

291 EMC, s.v. “Dutoit, Charles;” Hugh MacDonald, “The Dutoit Record,” in O pera N ew s  70, no. 1 (2005): 
42-45; Montreal Symphony Orchestra, 1991-92 Season Repertoire Catalogue (M SO, 1991).
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CONCLUSION

The critic is part student, part arbiter, part teacher. There are times to be 
gentle, times to be supportive, times to slash out at incompetence or 
dishonesty (Ottawa Citizen, November 15, 2012, Siskind).

Siskind was a product of his place and times, which includes what and how he wrote 

about music. Bom in the 1920s in Montreal, he witnessed the golden age of newspaper 

music criticism in North America and heard some of the great performers o f the twentieth 

century. Respected by colleagues and feared by recipients o f his critiques he was 

notoriously known for his brash opinions and expectation of high standards. Some go as 

far to say he had “the highest o f musical standards in Canada.” 292 He is remembered by 

friend and foe as being intolerant o f arrogance, insincerity or the ill-prepared performer 

and for respecting those who were humble and open.293 His strong ethical and moral 

values served to champion the general audience and the unappreciated musician. A closer 

look at his reviews from a specific period in his career, contrasted with reviews by 

Montreal critic Arthur Kaptainis of that same time period, reveals a critic who was an 

arbiter of taste, an educator, and a supportive ally amongst his peers.

While Olivia Ha was the first to exploit linguistics in research on music critics, 

this project is the first to employ corpus linguistic methods in a broader study of music 

criticism. My project, however, is more in-depth by incorporating the result of linguistic 

study to biographical primary sources and including a larger cultural context. This survey 

of the archival collection and interviews with Siskind’s colleagues paints a picture of a 

well-educated man who loved to enlighten people, had the intention to write for a general 

audience, and maintained the highest standards in his musical community while

292 Bernard Greenhouse, letter to Siskind, June 29, 1993, J.S. Collection.
293 Dobie-Sarsam, email m essage to author, Feb 2, 2012.
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manifesting wit, charm, flair, and unrestrained opinion. The results o f the keyword and

concordance analyses seem to confirm with these views of Siskind. However, I did find

Siskind to be not as harsh in his criticisms as was suggested by his peers. Once these

results were viewed in a cultural frame, some of the reasons behind them were perhaps

discovered. This study proved that corpus linguistic methods could be useful tools not

only for the study of music discourse, but also for information from large amounts of

historical text about the cultural interpretation of a point in time.

Siskind’s reviews were accessible to everyone, yet they were still intellectually

stimulating to the educated music enthusiast. As Dobie-Sarsam explains it:

Jacob’s reviews were multi-layered. He wrote something for the 
general reader, another layer for the audience member and a third 
layer for the educated reader.294

The words he used to describe the music were not technical or specific. This is assumed 

to have been important to Siskind, because in the collection there were letters that he 

wrote to young aspiring critics in which he explains the importance o f avoiding technical 

terminology in their assessments. Furthermore, when I categorized the keyword lists 

by musical terms, I found he drew upon general words instead of words that required 

some level of music education to be understood, which was more frequently the case in 

the Kaptainis keyword list. This was apparent again when I inspected the concordances, 

where Kaptainis’ concordances included references to “formulaic cadences,” “repetitive 

canons,” and words such as STAFF and PRESTO and tended to focus more on the

295 Siskind, letter com posed as a standard reply to letters from young people asking about the role o f  the 
critic, n.d., J.S. Collection.
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specific aspects o f the performance/recording reviewed. Siskind, on the other hand, 

emphasized the more global aspects of the performance/recording.

Writing for the general public served three purposes for Siskind: education 

accessibility, and fiscal responsibility. Siskind did not want people to feel inferior or less 

educated to enjoy classical music; he wanted music to be accessible to everyone, and he 

did not want to alienate the general reader. He used generally terminology to educate 

people because contributing to the education of the once befuddled music novice was a 

“real tum-on” for him. It was important to Siskind that he enlighten people about the 

beautiful in music, and I think that is why it was so important to him to have his archival 

collection placed at an educational institution of higher learning. Max Graf might have 

been right when he predicted that the second half o f  the twentieth century would be a 

period when the critic’s work would help to make life and art the common property of 

all.297 He also predicted that society would feel responsible for general culture, and that 

critics would assume the attitude of teachers who are responsible for the enlightenment of 

that society.298

Observing the contrast in the application of specific musical terminology and 

references to specific musical devices between the two authors suggests Kaptainis was 

not as inclined to make high art accessible to the layperson as Siskind was during the 

examined time period. Making classical music accessible not only suited Siskind’s 

educational philosophy but also served to attract audiences to Ottawa’s music scene in 

order to feed the employees of this classical music scene with its small cultural capital. 

Once the results are placed within the Canadian context, the need to consider the results

296 Siskind, letter to Susan, n.d., c.a. 2004, J.S. Collection.
297 Graf, C om poser a n d  Critic, 326.
298 Ibid., 325.
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from this study’s corpus linguistic analysis in the context o f the financial downturn of the 

early 1990s in Canada becomes apparent. There must have been some sense of urgency 

to attract audiences to help keep the Ottawa music community afloat, and thus it stands to 

reason that alienating anybody would have been counter-productive.

As previously stated, many of the musicians I encountered and many of Siskind’s 

colleagues provided me with comments that described him as a tough and ruthless critic. 

The results of the concordance analysis found that during the studied time period, Siskind 

was actually generally supportive in his evaluations. From the frequency analysis of the 

concordances, it is clear that Siskind gave more positive comments than negative ones. 

Was this positivity a reflection of the trying times of this period in Canadian history, or 

the lesser cultural capital of Ottawa? The former would liken him to the “boosterish” 

tendencies of Mason and Charlesworth, whose reason for boosterism, as suggested by 

Eatock, was simply to avoid reinforcing negativity during a period of depression and 

might have been perceived as poor taste. The latter, perhaps, would be a reflection of 

Siskind’s versatility in adjusting his criticisms to the context of his locale. Again, this 

may reflect how Ottawa’s lesser cultural capital needed more support than the more 

competitive industry in Montreal. This however is only speculation. Additional research 

would need to contrast Siskind’s work in Montreal to that for Ottawa for this to be 

validated.

Looking back through the interview notes I found that Dobie-Sarsam, forsaking 

black-and-white reasoning, described Siskind’s degree of criticism with the sort of 

nuances that explains the results:

I think that some of his most tough critiques might not have even seemed
tough on the surface or to the audience -  the performer might have got the
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message but Jacob was always trying to get people to stretch their worlds 
-  to listen to other performances -  to be humble and keep trying and 
working for higher levels.299

Perhaps Siskind was ingenious for creating a critique that served to attract audience while

sending a quiet message to the performer. Perhaps his notoriety as a harsh critic may have

only been coming from the perspective of the musician, not the concert-goer or general

newspaper reader. This might also reveal corpus linguistics as only being able to “scratch

the surface,” which Dobie-Sarsam claims might not have appeared as “tough.”

The results also corroborates with Littler’s comments.300 He said that in large

communities you have what they call the “natural bom killers,” who like so little. In

contrast to this, the small community critic is sometimes referred to as a “booster” who

feels compelled to write only favourable comments to keep the community thriving —

however as Littler pointed out, this is not effective. According to Littler, Siskind played

neither role: he was balanced, honest and direct and this maintained the musical standards

of the Ottawa community. Again, Dobie-Sarsam explains it well:

Why should an international artist play a bad concert just because he/she is 
playing in the remote capital o f an insignificant, small western country? If 
the performer was a local or Canadian, he wanted to hear them do his/her 
best and not cop out and settle for second best.... just because they were 
playing in a remote capital city of an insignificant, small western 
country.301

Perhaps musicians unconsciously expected a booster because they were local or because 

they were visiting famous musicians, and what they found instead was a “middle person.” 

Still, Siskind never took the middle ground, linguistically. Even Kaptainis was 

aware of this when he compared Siskind to Harold Schonberg:

299 Dobie-Sarsam, em ail m essage to author, Feb 2, 2012.
300 Littler, telephone interview with author, February 6, 2012.
301 Dobie-Sarsam, em ail m essage to author, Feb 2, 2012.
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[...].There were other points of comparison: the approachable writing 
style, the fearless expression of approval or its opposite, the willingness to 
reach bold conclusions, the calm efficiency on deadline.302

The evaluated category keywords revealed that Siskind preferred the use of strong

positive adjectives and adverbs such as MARVEOUSLY and ASTONISHING, where

Kaptainis tended to reference reserved adjectives like GOOD and STEADY. I found that

this was also apparent in the concordances. Again, this was reinforced through the

discovery of Siskind’s tendency to focus on the global aspects of the

performance/recording. When critics are frank, they tend to evade subtleties and make

blanket statements. I also found that Siskind had more boosters and fewer hedge words

than Kaptainis did, and in the frequency analysis o f the concordances it was discovered

that Siskind’s concordances stood out through the number o f unmitigated praise

evaluations. In contrast, Kaptainis was found to be more cautious when giving praise,

perhaps because his readership was looking for more critical evaluation. In a larger

market, competition gave Kaptainis freedom to render harsher criticisms, but when he felt

a concert or a performance was great, he saw the need to tone down his praise in order to

demonstrate that he was an impartial and unbiased critic. This coincides with Hyland’s

and Ha’s claims that mitigated praise is often used to make comments sound more
• i n i

impartial. Interestingly, when Siskind’s colleagues were interviewed, they said that if 

they had to say anything negative about Siskind’s work, it would be that he could at times 

be biased when it came to his favourite performers, especially Ida Haendel.304 Kaptainis 

has also written about Siskind’s tendency to playing favourites:

302 Kaptainis, “Music Critic Was Fierce Individualist,” The M ontreal G azette , September 23, 2010: C l2.
303 Ha, “A Diachronic Study o f  M usic Criticism,” 357; Hyland, “Praise and Criticism,” 198.
304 Littler, telephone interview with author, February 6, 2012; Van Vlasselaer, in discussion with the author, 
January 20, 2012.
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Siskind had his preferences. Opera he only tolerated, even though he was
an enthusiastic dance critic. No one understood the violinist Ida Haendel

1 AC
more deeply.

Perhaps the amount of unmitigated praise found provides evidence of Siskind showing 

his towards a performer.

It should be noted that this study only compares Siskind to Kaptainis; therefore 

this evidence can only provisionally support these assumptions. As an exploration into 

whether a corpus analysis could be useful in the study of music criticism this study was 

the first of its kind. The evidence can only uncover the characteristics of Siskind’s 

evaluative language in comparison to Kaptainis’. If a more exhaustive study were to be 

undertaken, I would like to include more than one critic’s work as the basis for 

comparison, and to look at Siskind’s work throughout his career, since my study 

represents only a fraction of his written work. The present study is reflective of his last 

two years working at the Citizen, which may have been a point in time when he changed 

his writing, possibly to accommodate the trying times of the early nineties and a classical 

music community in decline.

Nevertheless, the thesis has provided insights into this important critic’s values, 

character, and intentions as a critic. Moreover, it has demonstrated how a corpus-based 

analysis can serve as a useful tool for the field of musicology. Music criticism in the daily 

press has for the most part disappeared, but it provides a wealth of data to facilitate the 

investigation of how we translate musical experiences into language. For instance, 

another study that would be of interest would be to apply the corpus linguistic research 

on metaphorical language to the study of music criticism, since such usage is prevalent in

305 Kaptainis, “Music Critic Was Fierce Individualist,” The M ontreal G azette, September 23, 2010: C12.



116

music discourse. I urge future researchers to continue searching for the underlying 

linguistic and cognitive structures within our minds which give us the ability to express 

our thoughts about music. It would perhaps elucidate some questions left unanswered 

from music-related studies in the sciences and humanities and perhaps allow for 

“empirical” and “non-empirical” scholars to mutually inform one another. Music is a 

universal phenomenon that spans all cultures and languages. It is an ineffable experience 

and our constant struggle to communicate to each other about it linguistically is an 

interesting phenomenon in itself, and one that is well worth exploring further.
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INTRODUCTION TO APPENDICES

Every effort was made to make the following appendices comprehensible to the 

reader through footnotes to describe the headings o f columns in the tables for the first 

appearance of each type of table. That being said, I will describe the structure of 

Appendices 3 through 10 to ensure an understanding of the information that follows. For 

the wordlists, only the top 50 words are listed and for the keyword lists, only the top 100. 

In the Appendix 8, only some of Kaptainis’ key adjective were listed. In both these cases, 

including the entire list would exceed the page limit of this thesis.306 

Wordlists: Appendices 3 and 4 contain the frequency wordlists o f the Siskind corpus and 

Kaptainis corpus respectively. The words are ranked from the most frequent to the least 

frequent word in the corpus under the column N. The number of occurrences of a word in 

the corpus is under the column Freq. The next column W% refers to the percentage of 

the total number of words in the corpus that is comprised by the particular word. Texts 

refers to the total number of texts, in this case newspaper articles that contain the 

particular word. T% refers to the percentage of the total number o f individual texts that 

contain the particular word.

Keyword lists: Appendices 5 and 6 contain the keyword lists of the Siskind (vs. 

Kaptainis) and Kaptainis (vs. Siskind). In other words, both corpora were used as the 

comparator for the other corpus when it was acting as the target. In this list, words are 

ranked under the column N by keyword strength or “keyness.” The Word column is 

where the actual keyword appears. This word occurs significantly more often in the target

306 The full lists can be obtained upon request.
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corpus than in the comparator corpus as determined by the statistical log-likelihood test, 

the score o f which is presented under the last column, Key. (See Appendix 2 for an 

explanation of the statistical calculations used to obtain keyness and level o f significance 

(p-value). The second column, Freq., refers to the number o f occurrences where the 

keyword appears in the target corpus, while CC freq. denotes the number of times it 

occurs in the comparator corpus. The third column (% ) represents the percentage of the 

total target corpus that is comprised of the keyword of that particular row. Similarly the 

fourth column (CC % ) refers to the percentage of the total comparator corpus that is 

composed of the keyword of that particular row.

Categorized Keywords: Appendices 7 to 10 provide the reader with the keywords that 

comprise certain categories that are either too large to print in the main body of the thesis 

or were determined to be not specific to the main purpose o f the thesis. There are two 

tables side by side in these appendices. On the left side are Siskind’s keywords and the 

right side, Kaptainis’.
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APPENDIX I: Interview Questionaires

MUSICIANS

1. What was your professional relationship with Jacob Siskind?
2. How did Mr. Siskind’s reviews impact your attitude towards performing? Your 

career?
3. Did you always agree with Mr. Siskind’s reviews on your performances?
4. Do you know how he prepared himself before attending a concert o f yours?
5. It is often mentioned that Mr. Siskind was rigorously ethical, trustworthy, honest, 

accurate, sincere, and demanding of raising the local artistic standards above 
mediocrity. Do you agree with this assessment o f his ethical stance as a music critic?

6. What do you think influenced him to have these principles?
7. In what way would you say that Mr. Siskind’s writings were unique in comparison to 

other Canadian music critics of his time?
8. What do you feel was Mr. Siskind’s opinion on how he was to conduct himself with 

musicians?
9. Do you believe his expectations of a performance were appropriate for a smaller city 

like Ottawa?
10. What do you think were his strengths and weaknesses as a music critic?

MUSIC CRITICS

1. What was your professional relationship with Jacob Siskind?
2. What do you think was in Mr. Siskind background or training as a musician that 

influenced his direction as a music critic?
3. Are you able to discuss some questions about his working methods at concerts? (If so, 

continue to ask question 4 to 9)
4. Do you know how much he would research the material before attending a concert?
5. How did he attend concerts as critic? For example, where would he sit? Would he use 

a pad of paper to write on? Write on the program? What was his process while 
attending concerts he was to review?

6. Do you know if  he would follow a score during a performance or when listening to a 
recording that was to be reviewed?

7. Do you know how he felt as a critical listener about following a score?
8. Do you know if he attended rehearsals of the concerts he was to review?
9. Did he discuss his opinion at intermission or after a concert?
10. In what way would you say that Mr. Siskind’s writings were unique in comparison to 

other Canadian music critics of his time?
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11. It is often mentioned that Mr. Siskind was rigorously ethical, trustworthy, honest, 
accurate, sincere, and demanding of raising the local artistic standards above 
mediocrity. Do you agree with this assessment o f his ethical stance as a music critic?

12. What was his position on having contact with anyone who would stand to profit from 
his reviewing activity such as musicians, agents, or record company employees?

13. Did Siskind maintain contacts with musicians he reviewed?
14. What was Mr. Siskind’s opinion on receiving albums and concert tickets by the same 

people he would be reviewing?
15. How did he feel about reviewing younger or newer performers?

16. How did Siskind balance his high expectations with his acknowledgement that 

Ottawa was a smaller city compared to Toronto or Montreal?

17. What do you think were his strengths and weaknesses as a music critic?
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APPENDIX II: Log-Likelihood Calculation

Log-likelihood calculation is constructed using a contingency table made up to 

the total of occurrences o f a word in the target corpus and reference corpus and the total 

number of words of the respective corpus These are also known as the observed 

frequencies:

Observed
Frequencies

Target Corpus Reference Corpus Total

Frequency of Word A b a+b
Frequency of Other 

Words C d c+d

Total a+c b+d a+b+c+d (F)

Following this comparison of the observed frequencies with the expected frequencies is 

required. This tells one the distribution they would have expected based on chance. Then 

it must be determined that the observed frequencies are different enough for one to say 

they could have not come about by accident or by errors. To calculate the expected 

frequencies, for each observed frequency, one has to multiply it by its column total by its 

row total, and divide the product by the overall table total:

Expected Frequencies Target Corpus Reference Corpus Total

Frequency of Word (a+c)(a+b)/ F (a+b)(b+d)/F a+b
Frequency of Other 

Words (a+c)(c+d)/F (b+d)(c+d)/F c+d

Total a+c b+d F

Next, the differences between the expected and observed frequencies are calculated in 

order to see whether they are significant enough to know they cannot be due to chance. 

First, one has to square this difference (this stresses major differences and plays down



131

minor differences) and then divide it by the expected frequency, expressing each 

difference in proportion of the expected frequency: (Observed-Expected)2/ Expected.

Finally the log-likelihood value is calculated by simply adding the differences for 

each cell. A distribution is statistically significant if there is a likelihood that it has come 

about by chance. The higher the log-likelihood value, the more significant the difference 

is between the two frequency scores of the word of interest in their respective corpus. It is 

customary that this probability of error is below 5 or 1 percent, depending on the 

preference of the researcher. The probability of error is calculated by determining the 

degrees of freedom ([number of rows-1] [number o f columns-1]) of the table for the 

distribution, then finding whether or not the log-likelihood value is larger than the value 

ascribed for the error of probability selected.
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Word Freq. W% Texts312 T%313
1 ORCHESTRA 1,068 0.28 339 54.07
2 CD 809 0.21 136 21.69
3 PERFORMANCES 779 0.2 340 54.23
4 PROGRAM 761 0.2 347 55.34
5 NAC 756 0.2 258 41.15
6 CITIZEN 719 0.19 617 98.41
7 OPERA 679 0.18 271 43.22
8 DIGITAL 633 0.17 117 18.66
9 CREDIT 631 0.16 614 97.93

10 MUSICAL 584 0.15 344 54.86
11 OTTAWA 564 0.15 259 41.31
12 ENSEMBLE 542 0.14 252 40.19
13 PIANO 536 0.14 232 37
14 DANCE 511 0.13 227 36.2
15 CONCERT 487 0.13 278 44.34
16 SYMPHONY 484 0.13 215 34.29
17 RECORDED 465 0.12 182 29.03
18 RECORDING 458 0.12 172 27.43
19 ARTS 449 0.12 267 42.58
20 MOZART 444 0.12 168 26.79
21 RECORDINGS 433 0.11 166 26.48
22 CONCERTO 418 0.11 173 27.59
23 PIECE 400 0.1 200 31.9
24 CONDUCTOR 393 0.1 200 31.9
25 REPERTOIRE 363 0.09 230 36.68
26 AUDIENCE 352 0.09 227 36.2
27 BALLET 326 0.09 82 13.08
28 CANADIAN 317 0.08 164 26.16
29 OP 300 0.08 146 23.29
30 PLAYERS 298 0.08 166 26.48
31 COMPOSER 288 0.08 197 31.42
32 VIOLIN 286 0.07 129 20.57

307 Stop list removed.
308 Rank o f  the word (i.e. 1 = the most frequent word)
309 Word in frequency list.
310 Number o f  occurrences in the corpus.
311 Percentage o f  the total number o f  words in the corpus that is com posed by the particular word (i.e. 
orchestra com prises 28 % o f  the total words in the corpus).
312 Total number o f  individual texts (newspaper articles) that contain the particular word.
313 Percentage o f  the total number o f  texts in the corpus that contains the particular word.
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34
35
36
37
38
39
40
41
42
43
44
45
46
47
48
49
50

MONTREAL 281 0.07 136
PIANIST 276 0.07 156
CDS 267 0.07 95
SEASON 266 0.07 134
PIECES 265 0.07 180
ALBUM 259 0.07 110
CONCERTS 252 0.07 145
PHOTO 246 0.06 223
AUDIENCES 243 0.06 151
SONY 237 0.06 79
PERFORMED 233 0.06 179
ILLUSTRATION 228 0.06 228
COMPOSED 227 0.06 155
THEATRE 226 0.06 120
EMI 224 0.06 69
CAREER 222 0.06 145
OCCASION 219 0.06 159
REVIEW 217 0.06 199
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APPENDIX IV: Kaptainis Corpus Wordlist (top 50 words)314

N W ord Freq. % Texts %
1 ORCHESTRA 1,151 0.32 424 67.62
2 MONTREAL 1,147 0.32 470 74.96
3 SYMPHONY 1,121 0.31 407 64.91
4 GAZETTE 694 0.19 621 99.04
5 PIANO 691 0.19 263 41.95
6 CREDIT 662 0.18 626 99.84
7 OPERA 577 0.16 190 30.3
8 CONCERT 549 0.15 275 43.86
9 CONDUCTOR 517 0.14 294 46.89

10 DUTOIT 516 0.14 168 26.79
11 CONCERTO 502 0.14 214 34.13
12 PROGRAM 477 0.13 310 49.44
13 MSO 429 0.12 177 28.23
14 QUARTET 402 0.11 114 18.18
15 COMPOSER 384 0.11 243 38.76
16 OP 381 0.1 143 22.81
17 PIANIST 350 0.1 202 32.22
18 VIOLIN 349 0.1 172 27.43
19 MOZART 332 0.09 159 25.36
20 ARTS 327 0.09 176 28.07
21 RECORDING 327 0.09 174 27.75
22 STRING 322 0.09 172 27.43
23 SALLE 306 0.08 183 29.19
24 MUSICAL 304 0.08 207 33.01
25 CHARLES 290 0.08 185 29.51
26 CONCERTS 286 0.08 145 23.13
27 SOPRANO 283 0.08 175 27.91
28 TONE 276 0.08 197 31.42
29 CLASSICAL 271 0.07 160 25.52
30 REPERTOIRE 252 0.07 183 29.19
31 SOUNDED 249 0.07 174 27.75
32 DISC 248 0.07 141 22.49
33 CHAMBER 246 0.07 150 23.92
34 SONATA 242 0.07 94 14.99
35 PHOTO 239 0.07 215 34.29
36 ILLUSTRATION 238 0.07 216 34.45
37 BEETHOVEN 234 0.06 116 18.5

314 Stop list removed.
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40
41
42
43
44
45
46
47
48
49
50

MINOR 229 0.06 133
PERFORMANCES 223 0.06 176
RECITAL 219 0.06 138
PELLETIER 218 0.06 137
WILFRID 214 0.06 133
CANADIAN 213 0.06 135
FESTIVAL 213 0.06 106
PLAYERS 208 0.06 131
DES 207 0.06 143
FINALE 204 0.06 159
QUEBEC 201 0.06 121
SEASON 201 0.06 127
TENOR 201 0.06 119
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3̂15 Key w ord316 Freq.317 % CC. Freq.319 CC. % 320 Key.321
1 NAC 756 0.2 5 957.09
2 CITIZEN 719 0.19 7 891.8
3 MINUTES 1,046 0.27 127 0.03 775.98
4 OTTAWA 564 0.15 22 597.48
5 CD 809 0.21 118 0.03 543.77
6 DIGITAL 633 0.17 87 0.02 439.96
7 HE 2,462 0.64 1,206 0.33 378.14
8 DANCE 511 0.13 63 0.02 375.96
9 THAT 4,442 1.16 2,699 0.74 347.58

10 MUSIC 2,897 0.76 1,568 0.43 337.79
11 HAS 2,279 0.59 1,156 0.32 319.57
12 THERE’S 270 0.07 6 311.41
13 PERFORMANCES 779 0.2 223 0.06 298.96
14 NATIONAL 497 0.13 87 0.02 297.33
15 RECORDED 465 0.12 79 0.02 283.92
16 THE 28,382 7.41 23,434 6.44 270.45
17 HAVE 1,862 0.49 950 0.26 256.81
18 BEEN 1,149 0.3 476 0.13 254.07
19 DANCERS 194 0.05 1 247.97
20 DIFFERENT 375 0.1 62 0.02 233.11
21 JACOB 194 0.05 3 232.33
22 SHE 878 0.23 330 0.09 230.7
23 SISKIND 194 0.05 4 225.69
24 ALBUM 259 0.07 22 223.22
25 AUDIENCES 243 0.06 19 215.55
26 PIECE 400 0.1 86 0.02 204.25
27 COMPOSED 227 0.06 17 204.24
28 REVIEW 217 0.06 15 200.2
29 CDS 267 0.07 33 196.13
30 CONTAINS 154 0.04 2 187.12
31 CITIZENS 136 0.04 0 181.61

315 Rank on keyword list; uses Kaptainis corpus as the comparator corpus.
316 Word in the Siskind corpus that occurs significantly more than in the comparator corpus (Kaptainis 
corpus).
317 Number o f  occurrences o f  the keyword in the corpus.
318 Percentage o f  the total target corpus that is com posed o f  the particular word.
319 Number o f  occurrences o f  the keyword in comparator corpus.
30 Percentage o f  the total comparator corpus that is com posed o f  the particular word.
31 Score generated statistically comparing each word in the Siskind target against the Kaptainis comparator 
corpus using the log-likelihood test; the higher the score, the stronger the keyness o f  the word.
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33
34
35
36
37
38
39
40
41
42
43
44
45
46
47
48
49
50
51
52
53
54
55
56
57
58
59
60
61
62
63
64
65
66
67
68
69
70
71
72
73
74

CONCERTI
MONO
OF
THESE
ENSEMBLE
MOST
EMI
PINNOCK
BALLET
RECORDINGS
THEIR
PIECES
THOSE
HIS
OCCASION
EACH
KIND
COLLECTION
TIME
MEMBERS
HERE
FILLED
REISSUED
THERE
QUALITY
AUDIENCE
WHEN
INCREDIBLE
EVENING
BEING
CRITIC
LATEST
EMOTIONAL
EVER
ONE
PERFORMED
THEY
STEREO
PAST
GALLERY
BECOME
RCA
CENTRE

0.04 1
0.04 6
3.56 11,007
0.22 376
0.14 187
0.27 513
0.06 29
0.05 22
0.09 79
0.11 137
0.27 537
0.07 55
0.13 176
0.67 1,715
0.06 40
0.08 76
0.06 49
0.04 22
0.17 292
0.05 38
0.13 206
0.04 23
0.02 1
0.37 859
0.06 59
0.09 122

0.2 383
0.02 3
0.13 211
0.07 87
0.05 43
0.03 15
0.04 19
0.06 58
0.37 883
0.06 64
0.28 643
0.05 53
0.07 90
0.03 9
0.04 36
0.05 54
0.08 116

142
162

13,629
848
542

1,050
224
202
326
433

1,049
265
491

2,583
219
294
235
170
649
204
506
165
92

1,422
243
352
752
94

493
286
196
129
139
223

1,405
233

1,084
210
278
104
169
204
314
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76
77
78
79
80
81
82
83
84
85
86
87
88
89
90
91
92
93
94
95
96
97
98
99

100

CHOREOGRAPHER 70 0.02 1
SENSITIVITY 90 0.02 6
HER 932 0.24 545 0.15
ALLOW 73 0.02 2
EXCEPTIONAL 83 0.02 5
PRODUCTION 301 0.08 113 0.03
ISN'T 98 0.03 10
PLAYING 651 0.17 349 0.1
TODAY 212 0.06 63 0.02
MUSICAL 584 0.15 304 0.08
VARIETY 187 0.05 51 0.01
IMPORTANT 198 0.05 57 0.02
OTHERS 221 0.06 70 0.02
WINNIPEG 100 0.03 12
TIMES 210 0.05 65 0.02
SECTIONS 114 0.03 18
ALBUMS 66 0.02 2
SET 261 0.07 95 0.03
SEEMS 242 0.06 84 0.02
HAD 841 0.22 500 0.14
WORKS 562 0.15 296 0.08
CLOSED 85 0.02 8
TEMPI 64 0.02 2
ABLE 152 0.04 37 0.01
HE’S 134 0.03 29
WHO 1,160 0.3 753 0.21
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APPENDIX VI: Kaptainis Corpus Keyword List (top 100)

N Keyword Freq. % CC. Freq. CC. % Key.
1 GAZETTE 694 0.18 1 985.42
2 DUTOIT 516 0.13 16 620.47
3 MONTREAL 1,147 0.3 281 0.07 610.22
4 MSO 429 0.11 4 577.38
5 NIGHT 569 0.15 81 0.02 438.31
6 ALTHOUGH 275 0.07 7 339.53
7 SALLE 306 0.08 16 334.48
8 SAID 537 0.14 109 0.03 332.01
9 NOT 1,970 0.51 1,102 0.29 296.84

10 SYMPHONY 1,121 0.29 484 0.13 294.59
11 WILFRID 214 0.06 11 234.78
12 PELLETIER 218 0.06 16 218.34
13 MINOR 229 0.06 22 209.78
14 MCGILL 192 0.05 11 205.44
15 SOUNDED 249 0.07 37 187.39
16 CHARLES 290 0.08 56 0.01 185.72
17 DES 207 0.05 29 160.71
18 YESTERDAY 127 0.03 4 152.3
19 LANAUDIERE 102 0.03 0 146.77
20 MAISONNEUVE 97 0.03 1 129.75
21 DUTOIT'S 90 0.02 0 129.5
22 MOVEMENT 450 0.12 184 0.05 129.44
23 MINUTE 183 0.05 33 122.71
24 NO 1,365 0.36 899 0.23 122.62
25 SOMETIMES 164 0.04 25 121.68
26 HIGH 279 0.07 84 0.02 120.88
27 ST 327 0.09 115 0.03 117.33
28 QUEBEC 201 0.05 44 0.01 117.29
29 CONCERTOS 93 0.02 2 117.09
30 TEMPOS 78 0.02 0 112.23
31 FINALE 204 0.05 48 0.01 112.22
32 BIG 202 0.05 48 0.01 110.2
33 DE 446 0.12 200 0.05 109.35
34 POLLACK 99 0.03 5 109.02
35 LAST 660 0.17 363 0.09 103.69
36 GOOD 470 0.12 224 0.06 102.42
37 TOMORROW 85 0.02 3 100.14
38 BEETHOVEN'S 138 0.04 22 99.81
39 BOOKLET 69 0.02 0 99.28



140

40 EXPRESSIVE 111 0.03 12 97.09
41 RHYTHMS 95 0.02 7 95.02
42 UZAN 64 0.02 0 92.09
43 ANDANTE 94 0.02 8 89.85
44 METROPOLIT AIN 71 0.02 2 86.49
45 TONIGHT 164 0.04 41 0.01 85.55
46 DISC 248 0.06 90 0.02 85.26
47 GRAMMOPHON 65 0.02 1 84.5
48 HALL 372 0.1 175 0.05 83.2
49 MSO'S 64 0.02 1 83.09
50 TCHAIKOVSKY'S 102 0.03 13 82.97
51 BASILICA 101 0.03 13 81.77
52 ORCHESTRE 110 0.03 17 80.98
53 SOPRANO 283 0.07 117 0.03 79.92
54 MONTREAL'S 77 0.02 5 79.81
55 JUILLET 54 0.01 0 77.7
56 DEUTSCHE 75 0.02 5 77.18
57 ALAS 53 0.01 0 76.26
58 QUARTET 402 0.1 206 0.05 74.94
59 RICH 97 0.03 14 74.13
60 GROSSMANN 51 0.01 0 73.38
61 TUROVSKY 61 0.02 2 72.7
62 SURPRISINGLY 89 0.02 12 70.44
63 BROTT 88 0.02 12 69.26
64 PDA 48 0.01 0 69.06
65 LANGUAGE 85 0.02 11 68.64
66 LORTIE 92 0.02 14 68.32
67 MEZZO 148 0.04 42 0.01 68.3
68 NOTRE 101 0.03 18 68.23
69 START 129 0.03 32 67.76
70 ACCOUNT 73 0.02 7 66.91
71 WHETHER 122 0.03 29 66.53
72 AUG 46 0.01 0 66.19
73 MUSICI 62 0.02 4 64.37
74 FRENCH 242 0.06 104 0.03 64.01
75 MIGHT 256 0.07 114 0.03 63.55
76 HARD 139 0.04 41 0.01 61.57
77 OLD 243 0.06 107 0.03 61.57
78 SOFT 81 0.02 12 61.04
79 ENGLISH 191 0.05 73 0.02 60.96
80 SLOW 160 0.04 54 0.01 60.54
81 MONTREALERS 52 0.01 2 60.38
82 NOR 106 0.03 24 60.2
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83 FIFTH 70 0.02 8 59.81
84 SEQUENCE 64 0.02 6 59.14
85 PIERRE 110 0.03 27 58.33
86 DAME 104 0.03 24 58.14
87 WORTH 128 0.03 37 57.94
88 SYMPHONIC 85 0.02 15 57.79
89 ODDLY 40 0.01 0 57.55
90 TENOR 201 0.05 83 0.02 56.87
91 CHORUS 137 0.04 43 0.01 56.61
92 MIDDLE 106 0.03 26 56.24
93 NICELY 72 0.02 10 56.14
94 ODM 39 0.01 0 56.11
95 ADAGIO 69 0.02 9 55.51
96 PRIZE 130 0.03 40 0.01 54.95
97 NOTED 80 0.02 14 54.68
98 FOURTH 63 0.02 7 54.48
99 CHANTAL 43 0.01 1 53.66

100 DYNAMIC 69 0.02 10 52.62
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APPENDIX VII: Verbs

Siskind Keywords Kaptainis Keywords

Word N Freq. Key. Word N Freq. Key.
CONTAINS 30 154 187.12 SAID 8 537 332.01
FILLED 53 165 113.71 SOUNDED 15 249 187.39
ALLOW 78 73 81.91 START 69 129 67.76
COME 102 234 67.35 NOTED 97 80 54.68
ALLOWED 109 59 64.05 REMAINS 103 84 52.01
PRESENT 125 191 54.66 SOUNDING 120 55 47.93
DEAL 133 115 52.4 PRACTICE 127 41 45.48
OPENED 138 106 49.8 SURPRISING 135 59 43.75
GET 147 225 47.87 VIEWED 141 30 43.16
INCLUDES 148 129 47.8 LED 155 124 41.33
DEVELOPED 157 87 45.85 REVIEWED 191 38 37.22
SURPASSED 167 47 44.38 SUPPLIED 218 29 34.29
RECALL 181 36 40.31 INTEGRATED 230 23 33.09
CHANGED 183 63 40.19 CONVEYED 236 28 32.92
TOWARDS 189 29 38.72 MANAGING 241 34 32.1
OFFERED 194 140 37.46 COMPRISING 264 21 30.21
ALLOWS 204 32 35.2 APPLIED 268 49 30.15
CRAM 218 25 33.38 INCLUDING 289 136 28.54
VANISHED 223 24 32.05 DOUBT 299 51 28.05
CONSISTS 227 33 31.61 RINGING 318 30 27.06
FOUNDED 233 39 31.21 STARTING 328 62 26.33
MAKING 244 173 29.51 NOTING 333 23 26.11
CONTAINING 279 28 25.57 SAY 355 169 25.04
COLLECTED 283 19 25.37 ACCOUNTS 358 22 24.76
ENCOUNTERED 306 32 23.37 COLORS 327 55 26.42
ENCOURAGED 308 26 23.18 APPEARS 361 70 24.59
USES 309 48 23.16 SPOKEN 362 33 24.56
PROVIDE 323 55 22.28 FLUTTER 366 17 24.46
ACHIEVE 326 38 21.91 JUDGING 377 25 24.38
GRIPS 333 16 21.36 ARTICULATED 378 25 24.38
CHOSE 346 71 20.66 ASSURED 382 37 24.02
INVITED 349 49 20.45 REGARD 395 27 23.35
GETTING 347 64 20.62 DISGUISE 431 15 21.58
SANDWICHED 356 15 20.03 SUITED 443 61 21.14
ENCOUNTER 360 26 19.74 PAID 448 42 20.98
KEEP 364 86 19.63 COMPROMISE 455 19 20.73
PRESENTING 365 40 19.62 SCORING 456 19 20.73

ENGAGING 465 22 20.56
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STIRRING 467 22 20.56
WRITTEN 468 93 20.55
CONCLUDED 470 27 20.35
DEBATE 503 24 19.7
RECEIVED 504 46 19.68
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APPENDIX VIII: Evaluative Adjectives 

Siskind Keywords______________________Kaptainis Keywords (partial list)322______
Word N Freq. Key. Word N Freq. Key.
DIFFERENT 20 375 233.11 NO 24 1,365 122.62
INCREDIBLE 59 94 103.07 HIGH 26 279 120.88
FILLED 53 165 113.71 BIG 32 202 110.2
LATEST 63 129 97.6 LAST 35 660 103.69
EMOTIONAL 64 139 96.84 GOOD 36 470 102.42
EXCEPTIONAL 79 83 79.63 EXPRESSIVE 40 111 97.09
MUSICAL 84 584 76 RICH 59 97 74.13
IMPORTANT 86 198 75.42 HARD 76 139 61.57
CLOSED 96 85 70.47 OLD 77 243 61.57
ABLE 98 152 69.28 SOFT 78 81 61.04
AVAILABLE 104 205 66.44 SLOW 80 160 60.54
FINEST 115 80 61.47 WORTH 87 128 57.94
DEVOTED 118 91 59.19 SYMPHONIC 88 85 57.79
ENORMOUS 119 69 58.95 NOTED 97 80 54.68
PERSUASIVE 130 61 53.23 DYNAMIC 100 69 52.62
SENSITIVE 137 64 49.81 LATTER 106 131 49.87
DELIGHTFUL 150 70 47.57 HEAVY 112 81 48.82
FASCINATING 160 91 45.57 PLENTY 118 39 48.1
FAMILIAR 162 189 45.17 PLUS 125 72 45.87
ASTONISHING 172 46 43.17 PRO 132 52 44.25
SPECIAL 186 184 39.83 MELANCHOLY 134 36 43.94
MARVELLOUS 197 41 37.16 STEADY 136 43 43.69
GREATER 210 119 34.5 CONVENTIONAL 144 51 43.03
IDEAL 236 73 31.09 FREE 147 128 42
OLDER 265 38 27.02 MODERATE 150 29 41.72
CHALLENGING 267 52 26.91 COMMON 160 49 40.61
UNIQUE 276 73 26.3 FEW 168 358 39.65
ANXIOUS 278 34 25.58 LITTLE 170 316 39.23
EXCELLENT 281 106 25.4 BETTER 172 205 39.08
MORE 289 1,242 24.51 KNOWN 185 160 37.96
NEW 294 785 24.08 LUCID 186 35 37.47
FEATURED 296 59 24.05 FEW 168 358 39.65

322 The Kaptainis corpus consisted o f  108 evaluative adjectives while the Siskind corpus only contained 35.
323 NO can be an adjective, adverb, and a noun. N O  in the two corpora was primarily used as an adjective.
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UNALLOYED 299 18 24.03 LONE 198 25 35.97
ENTITLED 300 55 23.97 SPLENDID 200 25 35.97
ENDLESS 318 22 22.59 OUTER 204 45 35.81
INNUMERABLE 320 22 22.59 POSITIVE 208 42 35.25
INCOMPARABLE 332 16 21.36 VIGOROUS 213 44 34.63
OWN 342 314 20.86 COMPACT 217 93 34.33
ENTIRE 348 49 20.45 GRAND 222 105 33.67
LONGER 350 74 20.37 HEROIC 224 32 33.5
ENJOYABLE 352 20 20.1 INTEGRATED 230 23 33.09

APPENDIX IX: Evaluative Adverbs

Siskind Keywords Kaptainis Keywords

W ord N Freq. Key. W ord N Freq. Key.
CURRENTLY 161 97 45.34 NOT 9 1,970 296.84
SIMPLY 170 115 43.96 NO 24 1,365 122.62
CAREFULLY 190 54 38.7 SURPRISINGLY 62 89 70.44
READILY 220 37 32.41 ODDLY 89 40 57.55
FORTUNATELY 222 24 32.05 NICELY 93 72 56.14
EXTENSIVELY 241 28 30.13 SPLENDIDLY 142 30 43.16
MUSICALLY 247 67 29.3 CURIOUSLY 163 28 40.29
MARVELLOUSLY 257 33 27.73 LATELY 199 25 35.97
COMPARATIVELY 313 17 22.7 RICHLY 228 35 33.37
CONSTANTLY 366 31 19.57 FAINTLY 229 23 33.09
OFF 277 208 25.85 STRICTLY 321 27 26.96

DARKLY 341 18 25.9
FINELY 345 26 25.67
STRONGLY 352 74 25.24
CONSISTENTLY 357 44 24.91
IMPRESSIVELY 398 24 23.1
COURTLY 432 15 21.58
APPROPRIATELY 435 15 21.58
DISTINCTLY 473 27 20.35
NORMALLY 474 43 20.18
VIGOROUSLY 482 14 20.14
PREDICTABLY 488 14 20.14
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APPENDIX X: Evaluative Descriptive Nouns

Siskind Keywords_______________________ Kaptainis Keywords
Word N Freq. Keyness Word N Freq. Keyness
QUALITY 56 243 111.06 AUTHENTICITY 193 31 37.04
SENSITIVITY 76 90 83.92 RATE (Second- 

rate)
195 46 37

VARIETY 85 187 75.76 VIRTUE 234 28 32.92
SENSE 142 229 48.42 MASTERPIECE 250 46 31.56
AUTHORITY 158 78 45.82 EXPRESSION 255 65 30.75
DELIGHT 198 55 36.99 GRANDEUR 261 21 30.21
POSSIBILITIES 215 31 33.93 PATHOS 266 26 30.19
IMPACT 216 104 33.69 AMENDS 285 20 28.78
MIXTURE 224 24 32.05 ABSENCE 288 34 28.69
UNDERSTATEM ENT 231 36 31.23 PRESTIGE 322 27 26.96
CHALLENGE 235 67 31.1 RESPECTS 370 17 24.46
WHOLE 240 118 30.22 APTITUDE 372 17 24.46
CALIBRE 251 34 28.89 TAD 374 25 24.38
PROBLEMS 266 105 26.94 IMAGERY 381 37 24.02
IMAGINATION 293 65 24.31 TITLE 386 105 23.85
ATTENTION 295 144 24.07 REGARD 395 27 23.35
TRIGGER 297 18 24.03 SHADE 399 24 23.1
EFFORTLESSNESS 298 18 24.03 NUANCES 400 24 23.1
IMPORTANCE 304 35 23.78 COMPLAINTS 426 23 21.82
CONTRIBUTIONS 305 73 23.46 POTENTIAL 428 39 21.8
REACTIONS 315 17 22.7 STATUS 430 15 21.58
EMOTIONS 316 41 22.64 DISGUISE 431 15 21.58
GENERATIONS 319 22 22.59 CLASS 462 47 20.6
CHARM 321 70 22.52 MILLION 497 53 19.89
DIFFICULTIES 324 31 22.27
INVOLVEMENT 339 35 21.23
DELIGHTS 357 15 20.03
PAIN 363 23 19.65
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APPENDIX XI: Concordances

HEDGE: Seems

Siskind___________________ Kaptainis
1. The work is dramatic and seems to 

suit both Pinnock and the NACO 
perfectly.

Nakariakov deftly mimics the wailing 
clarinet of the beginning and elsewhere 
exploits a tonal palette that seems to 
encompass everything a concert band, if 
not an orchestra, could offer.

2. On a first hearing, the work seems 
filled with a wealth of melody, much 
of it modal in character, and covers a 
wide range of emotions

Kremer's wiry tone also seems 
mismatched with the sombre lyricism of 
the opening movement: Oistrakh's tender 
strength is irreplaceable here.

3. The rush of melody that courses 
through the three acts seems effortless 
and endless.

[It is common to listen closely to a mezzo's 
top fo r  evidence o f limits.] Bartoli seems to 
have none; the sound is open and thrilling 
well above the staff, yet the golden centre 
of her range is rich in mezzo personality.

4. The recording is his most persuasive 
yet, but the work is alone here, which 
seems a bit thin.

If there is a disappointment it is the great 
waltz of Act I: violins sound thin and 
Dutoit seems uninvolved.

5. [At a first hearing it seems that the 
tempo is ju st too fast, but comparing 
it with the Kraus-Goldberg recording 
o f 1934 (recently reissued by Pearl 
on GEMM CD 9454) you make an 
interesting discovery.] The latter duo 
actually takes a faster tempo yet 
seems more poised, more 
comfortable.

The Second Cello Sonata o f 1893, solidly 
constructed and uprightly Brahmsian in 
both feeling and finish, seems to move 
along nicely; only after about ten minutes 
does the listener become aware that he is 
bored out o f his mind.
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HEDGE: Sometimes

Siskind___________________  Kaptainis
1. These are all inspired, almost inflamed 

performances, sometimes at bit too 
overheated, never, never routine.

Intonation was sometimes worrisome 
among the woodwinds and multiple entries 
were not always simultaneous.

2. Here, too, he is the sometimes overly 
expressive soloist.

By comparison soprano Kiri Te Kanawa is 
bland as Rosalinde; her voice is sometimes 
agile, but sometimes turns dry.

3. In the reverberant acoustic of Tabaret 
Hall, the choir's diction was sometimes 
blurred, but that was often 
compensated for by the sensitive 
shaping of the musical line and the 
sense that every member of the 
ensemble was aware of the meaning of 
the texts being sung.

My ears sometimes longed for a creamier, 
more flexible tone at the top - a bias early- 
music enthusiasts would likely ascribe to 
opera contamination.

4. The orchestra under the sometimes too 
energetic direction of Yves Abel plays 
at times with exceptional sensitivity.

The conductor delivered a 90-minute 
program in about 80 minutes, sometimes 
with elegance, sometimes with fierceness, 
sometimes with neither.

5. It lies instead in the steady pulse of the 
performance, established by the 
director and sustained by the 
conductor, Jane Glover, who keeps 
things moving, sometimes too rapidly, 
but who helps hold the interest of the 
viewer with her punchy performance 
in the pit.

Sometimes the formulaic cadences and 
repetitive canons wear on the nerves; only 
the fanatic will listen to the cycle at a 
sitting.
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BOOSTER: Really

Siskind___________________  Kaptainis
1. These are really fine performances _ 

everything is comme il faut, nary a 
hair is out o f place.

Even with these obstacles edited out 
mentally, the interpretation was not really 
satisfactory.

2. The piece is called Romantic but the 
only really romantic moment in the 
performance Wednesday was the 
marvellously lush horn melody in the 
second movement.

Another American, baritone Robert 
McFarland, made a sturdy and 
professional case for the four villains, 
although only as the satanic Doctor 
Miracle did he really hold the floor.

3. In fact, the performances were so 
touching that I felt I really wanted to 
hear no more music that evening.

All one really heard from the strings was 
the top line, but there was fire in the beat, 
particularly through the finale.

4. Melodia records, manufactured in 
what was the Soviet Union, have also 
been turning up and some of the items 
are really extraordinary.

Nowhere, however, was the playing really 
distinguished, and the brass at the end of 
the second movement sounded froggy.

5. Toronto's Tafelmusik Baroque 
Orchestra is really improving.

Louis Andriessen's 27-minute De Stijl, for 
an ensemble o f about 30, was dressed in 
jazzy drag but really depended on pulsing 
saxophones to keep it alive.
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BOOSTER: Notably

Siskind___________________ Kaptainis
1. Most of the music was composed for 

ballet, or subsequently had ballets set 
on it by the world's greatest 
choreographers, notably George 
Balanchine.

This lovely piece also benefited from good 
string solos, notably by violist Robert 
Verebes.

2. That is already happening in some 
areas, notably English language 
theatre, and to an increasing extent in 
French theatre.

There were many exquisite touches, 
notably in J'ai presque peur, an agitated 
confession of love for someone who 
apparently is less enthusiastic about the 
match.

3. It was in these, notably the opening of 
the first and last movements, that the 
thickness of the piano tone smudged 
the strings almost beyond recognition.

Chicago lands a few more hard punches, 
notably at the fortissimo beginning of 
Uranus.

4. This sonata is rarely performed. It 
requires special pleading and only a 
few of the great violinists of our 
century, among them, notably, Jascha 
Heifetz, had it as a part o f their 
standard repertoire.

The Studio de musique ancienne de 
Montreal concluded its season Sunday at 
the Eglise Notre Dame du Tres Saint 
Sacrement with a convincing program 
including much of Biber's choral music, 
notably a bass cantata and Magnificent 
supposedly unheard since the composer's 
lifetime. It was a colourful and entertaining 
evening.

5. The Trio dates from 1921 and there 
are echoes of some of the music being 
composed at that time, notably that of 
Ernest Bloch.

Not that the playing lacked sympathetic 
romantic curvature, notably in the soaring 
central tune o f the Scherzo, one of Chopin's 
finest.
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POSITIVE: Exceptional

Siskind___________________  Kaptainis
1. The audience turnout was skimpy, 

even for Ottawa, but those who came 
were treated to an exceptional 
evening of the art o f dance and the art 
of creating dance that captures the 
imagination and pulse of even the 
casual viewer.

If the finale (marked Allegro molto) was 
revved up to a rather ostentatious presto, 
this movement at least afforded an 
occasion to marvel at the exceptional 
mobility o f Hamoy's bow arm and her 
easy mastery of passagework.

2. Abbado has soprano Cheryl Studer 
and pianist Yevgeny Kissin as his 
principal soloists and the 
performances are exceptional, given 
the tension of a live recording of a 
specific event.

Long regarded by the organ community as 
an exceptional talent, Tiemersma, who had 
a sex-change operation in 1983, became a 
figure of tragic notoriety on May 25, 1987, 
when she lit a fire in the kitchen adjoining 
the 81 -year-old Church of the Redeemer.

3. The voice is exceptional and the 
performances are satisfying.

The cast is solid rather than exceptional.

4. There is more intense, committed 
playing from Yuri Bashmet, a Soviet 
violist of exceptional quality.

A Swedish mezzo of exceptional range 
and fiery temperament, von Otter manages 
to make a miniature masterpiece out of 
almost every song.

5. These are exceptional performances, 
by far the finest currently available in 
modem sound.

Whether this approach to marketing 
should be classified as exceptional or 
typical is, at the moment, a vexed 
question.
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POSITIVE: GOOD

Siskind________________________________Kaptainis
1. It is good to have this elder statesman 

of the violin so well represented.
His Tchaikovsky was generally good, and 
peppered with enough articulatory and 
dynamic nuances.

2. My only reservation concerns the 
recording quality itself which is not 
as good as that accorded other 
available performances.

Some of the differences between good and 
great were illustrated Friday night by 
Moscow keyboard matriarch Tatiana 
Nikolaeva.

3. The recording, while mono, is still 
good but Karajan's approach is a bit 
too pretty for my taste.

As operetta recitals go, this one is pretty 
good, full in voice and expression and 
reliably musical in contour.

4. The album (Virgin digital CD VC 
91190) (64 minutes of music) also 
contains the composer's Concert 
Fantasy, given a reading of such 
persuasiveness that you may even 
feel it is good music.

It was a good performance, but one in 
which phrasing nevertheless lacked the last 
measure of distinction.

5. The playing is good but the real 
interest here is Sawallish, who gets 
some really great playing from the 
Philadelphians

If this very good  mezzo merits inclusion in 
that pantheon, she did not prove it last 
night.
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NEGATIVE: Problems

Siskind___________________ Kaptainis
1. There were also some problems with 

pitch in the few sections that were 
taken more rapidly — suggesting there 
may be other vocal difficulties as well.

Homist Andrew MacDonald had some 
problems in the opening soliloquy but 
made a beautifully poised case for his final 
solo, played off-stage.

2. Only Andrist, who seems to be an 
exponent of the well ventilated armpit 
school of piano playing, chose to use 
exaggerated movement to get her 
playing across but the gestures only 
added to her basic problems with 
pulse and rhythm.

[The Orfords managed both to 
communicate the music's intensity and to 
delineate its beauties: there was no sense 
o f this performance lacking anything. ] In 
Beethoven and Haydn, a few blending 
problems intervened.

3. This was given a sensitive reading, 
though there were occasional 
problems o f balance within the 
ensemble.

Problems arise in the clattery first 
movement o f the Sonata in D Major D.
850, taken too quickly, and in the Con 
moto second movement, where Berkowitz’s 
ungainly phrasing does little to reconcile 
the listener to one of Schubert's least 
appealing works.

4. Singers who cannot sing on pitch, 
whose voices have little or no color or 
character, who have such basic 
problems as a vibrato cum tremolo of 
such proportions that it is impossible 
to identify the note they are proposing, 
have no business being admitted to a 
national competition.

Nor can it be blithely assumed that the 
problems for which ASOL prescribes silly 
solutions are not problems: the orchestral 
repertoire does need shaking up, 
contemporary music programming is 
lackluster, current school programs are 
inadequate and the shopworn three-piece 
programming form can be modified to 
good effect.

5. There were occasional problems with 
pitch and the various solos seemed to 
have been assigned to particularly 
nervous boys.

[Coordination with Lopez-Cobos was 
problematic through the Liszt, the soloist 
arriving at climaxes a shade before his 
partner. ] Bartok's Concerto for Orchestra 
did not present many such problems, and 
the string sound was generally warm and 
present
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NEGATIVE: Not

Siskind___________________ Kaptainis
1. The playing is charming, definitely 

light weight, and not especially 
inspired or inspiring.

The exposed bassoon duet at the beginning 
of the second movement was rollicking, 
pointed and not at all careful.

2. The ensemble was not always precise, 
but the musical spirit was apparent in 
every phrase.

It was possible as usual to enjoy 
woodwind solos, although horns were not 
well integrated with the pack and strings 
sounded pale

3. In all o f these selections, Teague's 
imaginative registration revealed him 
to be a musician of quality whose 
rhythmic freedom was not always in 
tune with the spirit of the music he 
was performing.

[Darasse's Organum II and Organum III 
explored a wide array of colourful flurries 
and disturbances, many apparently 
borrowed from electronic music.] 
Listener-friendly they were not.

4. Even after all that, the ear was not 
surfeited and the whole made for a 
charming weekend of music.

Vocal soloists were not entirely satisfying: 
soprano Donna Brown spun some pleasant 
high notes in the aforementioned section 
but phrased the music rather awkwardly 
and sang some notes out of tune.

5. It is also strongly, almost obsessively, 
religious and it has a kind of piety 
that many music lovers find 
sanctimonious, if not downright 
unpalatable.

A few up-tempo sequences managed the 
odd trick o f sounding tame and rough at 
the same time; the brass players were not 
at their best.
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APPENDIX XII: Annotated Selected Articles

Legend:

Evaluative Language__________________________________________
L a n g u a g e  th a t  is par t  o f  a n  e v a l u a t i o n  b u t  tha t  c o u l d  be  m i s s e d  by l o o k i n g  a t  a w o r d  list|

Mitigation Strategies__________________________________________________________

Siskind, Jacob. “Lortie Takes Audience into New Pianistic Territory.” The Ottawa 

Citizen, Oct 01,1992: F10

[Move 1: Information] Music review: NAC Orchestra Trevor Pinnock conducting NAC 
Opera, Wednesday and Thursday at 8 p.m. [Step 1A Details of the Performance].
[Move 2: Evaluation] Trevor Pinnock and the members of the National Arts Centre 
Orchestra seem to be ^QQQEDBBISfl this week [Step 2Ai: Global Mitigated 
Praise/Step IB: Background Information (Generalities, contextualization, 
introducing performance)].
[Move l]The program they are presenting consists of music by Haydn and Mozart [Step 
1A], composers with whose music they have been linked for years [Step IB].
The evening has an unusual format [Step IB]
It opens with a symphony, continues with a concerto and closes with a major religious 
work for chorus, vocal soloists and orchestra.
The opening and closing works are by Haydn [Step 1A[.
[Move 2: Evaluation] The concerto is the marvellously evocative Concerto in E flat for 
two pianos by Mozart, (implication) a work he composed for his own use and one in 
which his obvious delight in the possibilities of a keyboard instrument are apparent at 
every turn[Step 2Aiia: Specific Praise: Composition],.
[Move l]The soloists on this occasion were Louis Lortie and Helene Mercier, who have 
been a piano duo for some time now [Step 1A/B].
[Move 2] It would be untruthful to say the two pianists were evenly matched, (p-c 
pair)While Mercier is a clever player, she is simply not in the same league as Lortie at 
this point in his career. [Step 2Biib: Specific Criticism: Performer and Performance] 
[Move 3: Discussion and Analysis] Last week he was the artist chosen to open the new 
Glenn Gould Studio at the CBC headquarters in Toronto.
At that time he gave transcendent performances o f music by Liszt and Beethoven in 
which his relish for the variety of sound liWBBWHgW^BIpni from the piano was 
abundantly apparent.

and wove a bewitching variety of 
tone into a tapestry of sound with which he mesmerized his listeners.
1 le w a s  in a  c o m p a r a b l e  f r a m e  o f  m i n d  o n  th i s  o c c a s i o n
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Lortie is obviously moving into new pianistic territory at this point in his career and the 
results are fascinating [Step 3B: Performance Techniques],
Pinnock was at his most effective in the Haydn Theresienmesse [Step 2Aiib], [Move 3] a 
late work in which the composer found new ways in which to exploit old ideas [Step 3A: 
Composition]
T h e  m u s i c a l  f o rm  w a s  m o r e  im o o r la m  to  th e  c o m p o s e r  t h a n  th e  l i t u ru ie a l  t e x t  a n d

P i n n o c k  m a d e  tha t  c l e a r  t h r c u m h o u t  th e  r e a d i n u [Step 3A/B: Composition and 
Performance]. [Move 2]The vocal soloists, Henriette Schellenberg, Catherine Robbin, 
Mark DuBois and Gary Relyea, all seemed to be in excellent voice and the Cantata 
Singers have rarely sung with greater enthusiasm [Step 2Aiib],
[Move 4: Conclusion] The concert opened with a rough-hewn, robust reading of the 
Haydn Symphony No. 48, Maria Theresia that set the tone for much o f the second half of 
the evening [Step 4Ai: Negative Ending]
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Kaptainis, Arthur. “Lortie, MSO Let the Music Take Over; Orchestra Displays 

Fine Form for Guest Conductor Valdes.” The Gazette, Jul 24,1992: C2.

[Move 1: Information] Montreal Symphony Orchestra, with soloist Louis Lortie, piano, 
conducted by Maximiano Valdes, at Notre Dame Basilica, last night.
Overture to The Marriage of Figaro: Mozart 
Piano Concerto No. 1: Beethoven
Symphony No. 41 “Jupiter”: Mozart [Step 1A Details of the Performance]

The Beethoven festivities organized by the Montreal Symphony Orchestra this month 
have been largely a spectacle of pianist Louis Lortie bearing the musical world on his 
shoulders [Step IB: Background Information]. [Move 2: Evaluation]He was again his 
magnificent self last night at Notre Dame Basilica, in Beethoven's Piano Concerto No. 1,

conductor Maximiano Valdes 
[Step 2Aiib:Specific Praise: Performer and Performance],
[Move 3: Discussion and Analysis] (implication) O f course, it is possible that the 
musicians, who had worked continuously with Charles Dutoit since before their June tour 
of Europe, would have felt invigorated by the sight of anyone else on the podium [Step 
3B: Performance Techniques]. [Move 2]Nonetheless, the Buffalo Philharmonic's music 
director iBWWBMIBBBBml. if only for getting out of the way.
This was true even in the concerto, for which most o f the principal players were absent. 
Dialogues with the clarinet in the Largo were long and  loving; Lortie spoke with the 
same natural, unaffected lyricism that distinguished his playing last week and the week 
before [Step 2Aiib: Performer and Performance].
Outer movements sounded vigorous and fresh at moderate, unsurprising tempos. The 
salient point Lortie made again was that the liveliness implied by the Allegro marking is 
something achieved through expressive highlighting, not velocity alone[Step 2Aiib]. 
[Move 3]The Steinway heard last night was said to be the Place des Arts model Lortie 
favours less than the rented instrument he used in his earlier appearances [Step 3D: 
Performance Aspects]. [Move 2] One would never have guessed from the glowing 
sounds that came from it [Step 2Aiib].
Beginning the program was a loud and largely unnuanced performance of Mozart's 
Marriage of Figaro Overture. Valdes's fondness for strong rhythms and no nonsense was 
better suited to the same composer's “Jupiter” Symphony [Step 2Biib: Specific 
Criticism: Performer and Performance].
[Move 4: Conclusion] It was a performance that succeeded not so much  on the strength 
of editorializing as a willingness QQJEjEEEBuaEsE&la^^^& W tStep 4Ai:Negative 
Ending]. The musicians seemed to concur with this approach. They were, after all, on 
vacation.

hu t  h e  h a d  some h e l p  f r o m  th e  o r c h e s t r a  a n d .  l ess  d i r e c t l y .


