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NOTICE 

Beginning with the Fall isuue, The Juilliard Review will appear in a 
different format, consolidating the two sections of the magazine as 
now published. With this change of policy, greater emphasis will 
be placed on those sections of the magazine dealing with the 
activities of Juilliard alumni, faculty and students. Articles of 
general interest will, however, continue to appear in the magazine, 
and every effort will be made to offer our readers articles com
parable in variety and quality to those published in The Juilliarcl 
Review during its first five years. 



Technique and Inspiration 

by P. Glanville-Hicks 

It is customary to discuss the art of composing as though its 
entire process and product could be expounded in analytical dis
course. Such elements as cannot be subjected to this process are 
considered somewhat esoteric-or at least as unproven, and there
fore unreliable data. 

Yet it is clear that in the arts the problem of content versus 
form precipitates us right into the heart of the battle of tangible 
and intangible forces, so that a dual concept must be faced from 
the outset. 

It has been said of the composer that his materials lie in the 
territory of the physicist, his technique in the territory of the 
mathematician and his message in the category of the Prophet
since only time can establish its validity! Certainly the composer's 
span of awareness embraces two areas : the emerged level of the 
intellect wherein is cultivated the technical skill and mastery, and 
another submerged level from whence springs his inspiration, and 
where an instinctive rather than calculated choice appears to reign. 

The whole is like an iceberg, whose submerged mass provides 
the stability supporting the emerged peaks. From the buried mass 
comes the eternal potency, while above the surface, like a long line 
of ancestors, are the forms and idiomatic patterns in all their 
geographic and historic variety in which this expressive volume 
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Technique and Inspiration 

incarnates. It is a duality of spirit and body, and the quality of 
greatness in art has a lot to do with the degree of poise and bal
ance with which these two halves relate to each other and act 
together. 

The Spanish philosopher Madariaga has defined this duality in his 
book on character analysis, Englishmen, Frenchmen, and Spaniards, • 
-as follows : 

In the work of the spirit, the subconscious provides th.e seed, 
while the conscious cultivates it and makes it fructify. From 
the subconscious comes the creative impulse. The conscious 
utilises it to make it yield its maximum efficiency: the one 
is creative, the other critical. In the conscious talent works; 
from the subconscious genius springs. Genius is not great 
talent, or talent small genius; these are two different types 
of the human spirit which may be distinguished in that talent 
is mostly conscious, methodical- while genius is above all sub
conscious, free from all method, fertile in matters of substance. 

In eras such as our own where the arts are working their way 
through a phase of cataclysmic change, it is illuminating to re-assess 
from time to time the output of contemporary writers in terms of 
these two aspects: expressive content and technical syntax. 

The composer of the present day has inherited as his point in 
time the end stage or final decadence of a huge cycle of musical 
evolution, the cycle of harmonic or vertical thinking which crystal
lised around the tempered scale. 

The turn of the present century witnessed an apparent revo
lution in the materials and moods of music, whose tide carried 
away most of the certitudes in technical and esthetic procedure, 
leaving a chaos of new materials whose ordering is still a matter 
of controversy. Inherent though it was in the musical situation, the 
movement of the Twenties came as a shock, this very shock aspect 
later becoming a cult to haunt more serious and less spectacular 
purpose. 

It was in a sense a twofold revolution, the harmonic aspect 
being a European one, the rhythmic aspect stemming largely from 
this continent and from the impact here of native music of the 
Americas, not the least of which was that specialised but impulsive 
Metropolitan folk art Jazz. 

The harmonic aspect of the explosion erased the bases of form, 
for form in the classic sense of sonata and symphony was evolved 

•New York, Oxford University Press, 1931. 
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around, and depended upon, the relationship of tonic and dominant 
points, of statement, development and return-a design built around 
keys as a Cathedral is built around arches. The advent of dissonance, 
total dissonance to a point where key feeling or tonic-dominant 
axes were obliterated, caused the collapse of this form in the valid 
sense. 

The rhythmic aspect of the revolution restored to the Western 
musical loaf a yeast that bad been missing-or at least under
developed for many hundred years-and the real potential of this 
element bas yet to reshape the conventions of structural concept 
and orchestral layout before it can fully manifest itself. 

What is our point today, and bow did we get there? If one steps 
at random into the line of musical evolution in, say, Wagner's day, 
one sees the consonant textures that bad crystallised around diatonic
ism being already pushed to the limits of aural credence by every 
kind of device; yet the mind, still focussed on past harmonic logic 
retained its anchorage in the origins of these progressions. Presently 
the ear, losing touch with the cause, began to notice the "effect," 
the surface texture, and re-focussed itself to realise the sounds 
apart from any contrapuntal justification. 

Thus the dissonant continuums of Impressionism were born, as 
fioating clusters of prismatic sound suspended by the tension inherent 
in chromaticism and cacaphony; these were arranged in bunches 
almost as it were "visually," like the dots and etched patches in a 
Klee drawing. The harmonic combinations were essentially arrived 
at "by ear," not by any "system," and the "shape" was achieved 
intuitively, a sense of design rather than any architectural principle 
being the guiding factor. 

The works of this little era, because of their high degreee of the 
intuitive, were appealing to audiences, who prefer always a pre
dominance of the spontaneous over the intellectual. The lack of a 
real structural principle however was soon felt, particularly in the 
case of more extended works, and Debussy himself in late pieces 
began to reinstate form in the sense of a ready-made pattern, a 
marked turning-point toward neo-classicism where the earlier classic 
shapes were imposed upon the new sound palette. 

This was a backward step, and the retrograde direction was 
amplified thereafter by Stravinsky's similar default. 

The sources which nourished Debussy and the Impressionists 
in their anti-Wagnerian reaction were also the infiuences of Stravin-
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sky in his early ballets, when the melodic-rhythmic riches of Asian 
Russia burst forth in a new Spring. Had that predestined leader 
turned his brilliance into the charting of the technical and ex
pressive potentials of those vital materials, we might by this mid
century point have sloughed off the chrysalis of harmonic decay 
and have found and mastered the new structural principle that 
lies perhaps in rhythm. 

Stravinsky turned his back on the challenge, and taking the 
rubble from the harmonic explosion retired with it into neo
classicism, an uneasy pastiche where classic forms reappear clothed 
in dissonance, the very dynamite that bad previously exploded them. 
It was as though Frank Lloyd Wright had failed to grasp the sig
nificance of the cantilever and had continued to build with the good 
old arch snappily resurfaced in chromium and glass brick I 

Running about parallel in time to the Impressionism-into-Neo
Classicism history, there was a persisting horizontal concept that 
pressed forward through the clashing chromatic thickets into atonal
ism and the twelve-tone row. 

These contrapuntalists, faced as were their confreres with the 
post-Wagnerian cacaphony, and untouched by the yeast of rhythm, 
concerned themselves with a strict ordering of the parts themselves 
in accordance with theory, disregarding the combined sound since, 
it was decreed, there was nothing the educated ear could not accept. 
Contemporary theorists declared the abolition of distinction between 
consonant and dissonant sounds, conceding a difference of degree 
but not of kind ; and upon this chaotic infringement of acoustical 
law they built the Procrustean method known as Atonalism, a sys
tem recognizing no natural resting place in the scale or octave, 
a communism of tones where all twelve were existing free and 
equal, none to be permitted leadership. 

Thus the vertical focus of Russia and Paris came to a fm·malism, 
the horizontal focus of Vienna arrived at a formula, a counter
point method so highly intellectualised that it could be mastered 
<by anyone with the necessary application. The result, though in 
actuality nothing more than an exercise in most cases, yet sounds 
"modern" because dissonant, and "profound" because incomprehens
ible to the average unspecialised ear which requires spontaneous 
as well as intellectual elements to satisfy it. 

In each of what seemed, twenty years ago, to be opposite direc
tions, the end was the same : an impasse, a cage for the creative 
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musician within which incredible technical ingenuity was cultivated, 
but where the buried half of the iceberg, Madariaga's genius faculty, 
was overwhelmingly restricted by the merged intellectual part. 

These two faiths, Atonalism with its head Church in Vienna 
and Schoenberg as Patron Saint, and Neo-Classicism in Paris under 
the spell of Stravinsky were, from the point of view of advanced 
technique, the choice for the young composer twenty years ago, and 
in the academic sense remain so today. 

To be sure, Vienna and Paris have given way to Los Angeles 
and Cambridge, Massachusetts, while paradoxically, abroad, the 
German-speaking areas have relinquished atonalism somewhat in 
favour of neo-classicism, while France has embraced the twelve
tone row, as though each had exhausted the possibilities of its 
original favourite and had agreed to exchange! 

Both systems were easy to "package" for Academic life on ac
count of the high degree of factors on the tangible, analytical plane 
and the conveniently low percentage on the intuitive level so hard 
to systematise for imparting in classrooms. And as a result, dozens 
of youngsters emerge yearly from the Academies, fluent in these 
languages, imagining that to be thus literate is to be a poet. 

This situation had considerably eased during the war years when, 
cut off from European thinking, the patriotic search for "Americana" 
discovered and performed the wide swath of independent composers 
who had either thrown off or had never entered the European schools 
of thought. Latterly, with the resumption of communication abroad, 
a retrogression bas again set in. 

It is a fact that in countries or individuals, when the inspira
tional quality wanes, the reliance on intellectual formulae waxes. 
The creative fin de siecle-or possibly, exhaustion-of Europe has 
probably had a lot to do with their resorting to systems, particularly 
the most highly intellectualized one, atonalism. That this un
American blight should spread over our own young creators is a 
matter for regret; and there is an added subtlety to the retro
gression. Europe's composers were by and large at a standstill for 
many war years. Their history stopped at the point of dissonant 
experiment, and they re-took it on from there in recent years. The 
Americans during those same years worked their way through maxi
mum dissonance, evolving regional styles of spontaneous individu
ality which the European modernist, unawar e of his own time-lag, 
is apt to deride as "old fashioned." He fails to see that this is the 

I 
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avant garde-in kind, at least, if not in degree-that he himself 
must reach as he exhausts as we did the dissonant frontiers. 

But such is the lack of faith in our own creators here at home, 
and such the seemingly inextinguishable prestige of Europe, that 
the Academy and their progeny take cover in an indiscriminate 
systematised use of dissonance, being assured from afar that it is 
the obligatory condition of both modernism and originality. 

In architecture, because of the change in building materials, 
our era witnessed the first fundamental change in structural principle 
since the discovery of the arch. When bricks and mortar gave way 
to glass, steel and the light metals of tremendous tensile strength, 
the arch quite properly gave way to the cantilever, and a new re
lation of weight, space and gravity was born. Architects were able 
to achieve this because they analysed intensively the nature of their 
new materials, and created directly from that nature. 

Because we study only techniques for handling materials, and 
make no investigation into the nature of those materials, we have 
not changed our forms or charted the psychological effects of our 
new sounds, but continue the journey in a horseless carriage. 

In the art of composition we face not only a problem of ob
jective analysis, but also the deeper problem of synthesis, and 
these require time and a state of mind not readily available to 
today's composer. 

If one were to sum up the state of affairs of present-day music, 
and its cause, one might say: "Lack of leisure, with a resulting 
loss of contact with the slower-work6ng intuitive, ~ubconscious 
processes, and increasing reliance on the faster, more bi'.ldable in
tellectual formulae." 

Synthesis lies at the end of the journey inward, into the creative 
nature of the composer, not further and further outward to the 
periphery of new materials, greater range and dynamic volume. We 
have too much materiaL A generation has spent itself in ingenious 
re-arrangement of what we have, thinking that the brain's ingenuity 
could solve the whole problem of organic form in its own conscious 
realm. Another generation is launched on electronic layers of an 
added technology whose laws, like the laws of any material in the 
hands of an artist, must ultimately come to terms with the sub
conscious process of synthesis, selectivity and integration if art is 
to come forth, and not just another resurfacing gimmick. 
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The road lies inward in the human, not the technological, factor, 
in the knowing and possessing of the submerged half of the ice
berg, in Madariaga's genius category. It is not the road of talent, 
and the brain's arrogant cleverness. 

It is far more difficult to discuss the role played by the sub
conscious in the creative process, since it is an intangible part of 
the operation, discernible only in its results. 

In an extensive review of American compositions by the present 
writer some years ago, a significant fact was observed in that the 
best works of a majority of composers were those written on a 
Fellowship or underwritten leisure. The particular quality that dis
tinguished them was the close fusion of technical and expressive 
factors. They were "born whole" in some way that made them par
ticularly convjncing. 

It is apparent that leisure and silence are absolute prerequisites 
for composers if they are to engage fully the many forms of aware
ne s involved in creative activity. This leisure and silence have be
come the greatest luxuries in the modern world, and composers, less 
than any other group in art or science, are able to command it. 
Herein lies the composer's problem, for while the land abounds in 
opportunity and encouragement for the adolescent, there is no pro
vision for t he period of maturity when the composer, instead of 
producing his deepest and greatest work, is crushed under some 
merciless earning schedule. 

It is interesting to speculate as to what stage modern architec
ture would now have reached if all the architects of the past fifty 
years had had to work from 9:00 to 6:00 as cement mixers or brick
layers, so that only their remnant energy and left-over hours were 
devoted to their designing, the results of which the building industry 
condescended to use only when the architects relinquished most of 
his rights in order to see his design in practise! 

This, fortunately, is not the position of the architect; but it is 
the position of the composer, despite the fact that he is the producer 
of the "raw material," so to speak, of one of the biggest industries 
in the world. And if it continues to be his position too much longer, 
it will kill the goose that Jays the golden eggs that nourish that 
whole industry. 

Composers will not stop writing ; were the result so drastic and 
so immediately visible, the cause would soon be detected and the 
state of affairs righted. 
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Quality, not quantity will •be the victim. The quantity will con
tinue, even increase, for the brain, separated from the slower pro
cesses of integrated activity with the submerged planes, produces 
busily, but the product lacks quality or meaning, and the public 
rightly rejects it. 

To be a composer is a whole way of life, and it is difficult to 
combine it satisfactorily with any other way of life, especially if 
that other is geared to a schedule without room for solitude and 
meditation. 

It is often imagined that part-time occupation can solve this 
problem, that if five hours a day, or three or four days a week, are 
available for composing, that the living can be earned and the art 
practised as well. 

This is not so-at least for the creative process which must lose 
all sense of time it is not. It is possible for journalism, but not for 
literature; it is possible for all kinds of gebmuchsmusik where ex
perience and technique are sufficient. But for individual work where 
a deep point of poise between conscious and subconscious levels must 
be maintained, only a contemplative life can sustain that point 
at the level of art. 

The brain and its functions can be directed, even hurried to 
meet deadlines. Not so the Muse, which must be awaited, placated, 
courted in patience and solitude without deadlines or specifications. 

The whole phenomenon is at once a relaxation and an intense 
concentration, and with habit its many changes can be learned 
and to some extent evoked. One hour of this concentration is more 
exhausting than a whole week of purely brain activity, yet it is 
the composer's business to face this, to know it as he knows his 
technique, and to know in what conditions it will for him occur. 

Given stillness, within and without, and the removal from even 
the possibility of interruption, the sharp focus of the intellect 
relaxes and becomes indefinite. Ideas give way to images as the 
thought descends to a point about halfway between the level of 
conscious control and one of unspecific realisation. 

A vein is tapped, and if the concentration can be sustained a 
mood begins to clothe itself in form, the form proceeding upwards 
to the surface of the mind's territory where it is clothed in specific 
idea and spelled out in notes. 

There is scarcely awareness of the notes going down, so tense 
is the focus on the overall form of which they are merely the 
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terminology. A whole song can go down in an hour, a whole piece 
in a day or two; but it has probably taken several days or many 
weeks of seemingly aimless pondering and time-wasting before the 
submerged focus was reached and the crystallisation begun. 

With extended works interruption is inevitable, and of certain 
kinds does not dispel the poise. Going for a swim, mowing the 
lawn, shopping or even going to a party need not separate the 
composer f rom his contact. Only if the whole mind with the will 
behind it is obliged to apply itself to some other task is the precious 
contact broken, for the brain has created another focus on the sur
face level, separating it from the submerged one. 

When this happens the whole meditative process and emptying 
of the mind has to be gone thr ough again. It may take days or 
weeks to re-establish the contact. Interruptions of this kind are at 
the least delaying- at the worst, irrevocably destructive to the 
wholeness of the work, for the temptation is strong to let the mind 
in its cleverness weld the join rather than await the heat of the 
double concentration that alone makes fusion. 

It is cur ious to observe how the degree of technical mastery 
practised and attained on the purely intellectual level will link up 
with the substance from the subconscious areas, even though it is 
not knowingly applied during the act of writing. 

If a composer is rich in the materials of the subconscious but 
has not built a technical mastery, the ideas will emerge, but will 
show forever and beyond mending the lack of the intellectual dis
ciplines. This is the talented amateur. 

Similarly, if the composer bas built a superb surface equipment 
and has not the rich vein below--or, as sometimes happens, bas 
not learned to tap it- then the work is invention rather than 
creation, the mind taking upon itself the function to create which 
it does not possess. This is the craftsman. 

The real composer-artist who, endowed with the spirit, will 
patiently build the Temple and await the Muse, will find that the 
knowledge he has acquired, distilled into its :final product, wisdom, 
will inhabit the whole warp and woof of his musical ideas so none 
can say which is technique, which heaven-sent material with the 
germs of its own growth and flower ing contained therein. This is 
art, and this alone is what the collectivity of people over a period 
of time always recognise, for this product of true fusion is like an 
act of faith, and cannot be counterfeited. 
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A Beginning 

Report from a Workshop for Composers and Performers in Search 
of a New Mode of Making Music Together 

by Lukas Foss 

Ensemble improvisation is one of the oldest forms of making 
music. Even today, Oriental music is inconceivable without it, and 
so is jazz. But in our serious Western music, ensemble improvisa
tion has been obsolete for generations. A year ago I started, at 
UCLA, a workshop consisting of six performers, some of them com
posers also, in an effort to rediscover the forgotten art of ensemble 
improvisation; or more accurately, to invent a technique that would 
1nake contemporary improvised chamber music possib~e. 

The need for this music is obvious. Our performers, whom we 
turn out by the hundreds in our conservatories, are disillusioned 
at the age of twenty from lack of career, and lack of creative outlet. 
Our composers, buried under a heap of theories and formulae, are 
unwittingly surrendering to a new academicism. The youngest among 
them are the saddest. They wander all over Europe and America 
in helpless isolation. What is it that discourages even the most 
talented, in a time which makes a point of encouraging the creative 
artist with an unprecedented abundance of prizes and fellowships? 
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Partly responsible may be the old German nineteenth century idea 
that there is only great music and worthless music. The composer 
is told that he is either a genius or a nonentity-that music is im
mortal or no good; between the two there is nothing. 

But music that is not meant to be preserved, yet is nevertheless 
a serious and spontaneous expression by talented and skilled musi
cians-that is the missing element in our musical life, desperately 
needed by composer and performer alike. To help bring this about 
is a task which should be of concern to all musicians. It is this 
concern that keeps our workshop alive through seemingly insur
mountable difficulties encountered in our weekly work sessions. 

In the hope of stimulating the interest of the young musician, 
I should like to reveal here some of our problems and the manner 
in which we tackle them. 

Walte·r: "Wie fang ick nack de1· Regel an?" 
Sacks: "l h?' stellt sie selbst und folgt ikr dann." 

Wagner- Die Meistersinger 
Our earliest attempts were built on the idea of skeleton composi

tions (some notes written down, others to be added at the moment 
of performance). This proved to be a failure. In fact, many of our 
earlier premises had to be discarded because they restricted inven
tion, or did not guide invention properly, or would give us a free
dom which we did not know how to use. Our present basis for 
operation (if I may name it so) is something I arrived at through 
much trial and error. It would be beyond the scope of this essay to 
reproduce it here. I shall have to content myself with giving the 
reader glimpses: 

Suppose our piece is going to be for five instruments and in %, 
time. Suppose we assign the 'cellist the area of the first beat, the 
clarinettist the second, the xylophonist the third. Suppose the three 
players have a choice of foUl· notes each, three of which are mutually 
exclusive, and one which they have in common-will the resulting 
melodic design feature the common note so that the latter emerges 
as a kind of tonic or root? Will the other nine notes group them
selves around the statistically-favored note in a way similar to that 
in which the notes of a chord center around the root, or the notes 
of a scale around the tonic? 

Suppose, now, that the violinist or the flutist is called upon to pit 
a melody against the above-mentioned three-instrument counter
point-will the latter ('cello, clarinet and xylophone) serve as a 
background (accompaniment, rhythm section) for the violin or flute 
solo? 
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Would a shrewd plan of preferred and auxiliary notest plus 
the constant awareness of the change of root enable the violin and 
flute to improvise solos simultaneously which clearly relate to the 
background, so that the resulting three-part polyphony "fits,'' so 
that the structure unfolds in a manner that gives the musicians 
the necessary feeling of being together? 

Can our many rules and limitations be absorbed by the musician, 
thus making them automatic, and will these rules succeed in con
trolling the demon of chance while at the same time offering enough 
freedom for spontaneous individual expression? 

In no other art does the battle with chance rage more fiercely 
than in the art of ensemble improvisation. If chance is subdued, 
domesticated (without being stifled), then ensemble improvisation 
is successful. 

Chance per se is interesting to gamblers only. A life haphazardly 
thrown about by the whims of chance is as dull as it is immoral. 
But chance transformed, disciplined 1by the will and governed by 
laws has meaning. And so it is in the arts: the study of the laws 
that transform chance into meaningful events is the creative artist's 
daily preoccupation. 

In ensemble improvisation chance must be guided and controlled 
on the spur of the moment. For this, a set of fixed, prearranged 
rules is required. Ensemble improvisation would be chaos without 
rules, restrictions that keep the players together, ideas of order 
that insure that no undesirable results (results violating the intent 
of the music) will occur through improvised simultaneity. 

Jazz ensemble improvisation is made possible by such an order 
(the blues structure) . Our first hope that we might go on from 
there proved erroneous. The blues pattern serves jazz well, but it 
does not allow for the kind of harmonic, rhythmic and melodic 
interest that lifts music completely out of the realm of popular 
formulae; and this is our aim and purpose. 

Our music must not only be unlike jazz, it must also be unlike 
Schoenberg, Hindemith, Stravinsky, et al. It is obvious that music 
by these masters can best be produced in the way they produced it. 
The kind of music we are developing in this workshop, if successful, 
will <be the kind that is best produced by ow· method. It will never 
have the quality, nor the individuality, nor the inevitability of 
masterworks. It will not yield masterworks. It may possibly supply 

tLack. of space prevents me from elucidating upon the nature of this concept. 
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a much-needed fresh ground for future masterworks, but it will 
never supplant the old proven way of writing music. It is not in
tended to supplant anything, but to add to our present musical 
scene a more informal type of chamber music, offering both the 
composer and the performer a new hunting ground, ultimately, 
possibly, a much-needed new career. 

Our performer will find it refreshing to escape temporarily the 
slavery to the printed note and to attempt a creative task on his 
instrument. Our composer will find that it helps him in his solitary 
work if he takes time out to join others in a spontaneous musical 
ensemble expression that is meant for the moment only. 

I should like to see a new generation of composer-performers 
and performer-composers emerge, who work together and literally 
make their music as they make music. 

A dream? Perhaps. But the barrier between composer and per
former has already been broken down in jazz. The jazz musician 
is a performer-composer. The small jazz combo makes up its own 
music, or at least its own variations. There will be a t ime when 
small groups of classically-trained musicians form trios, quartets 
and quintets of various combinations playing masterworks as well 
as their own, relying at least for part of their program on their 
own spontaneous invention. (They will play the classics better for 
it.) Such a concert may well begin with BartOk or Berg, end with 
Mozart or Beethoven, and in between feature the musicians in 
their own informal chamber music. The existence of this type of 
informal music-making in schools, conservatories and musical homes 
would revitalize our musical life. This would be the gebrauchsmusik 
which would actually be gebraucht. Hence, our project. 

Working on the invention of a theoretical basis that would make 
this new mode of making music possible, I found that aspects of 
the music of Hindemith, Schoenberg and Ives must, of necessity, 
enter into our investigation. Did not Hindemith's effort at creating 
a gebraucksmusik stem from a similar concern about the limitations 
of our present "dressed up" concert life ?2 Did not Schoenberg de
vise a magic rod, a magic row for his purposes of tonal organiza
tion? And Ives' attempt at arriving at a free simultaneity of dif
ferent musics heard at once. . . . These men have worked in di-

:If Hindemith's g eb1·auchsmuttik never came into its own, it is perhaps because 
he tried to give the performer smaller rather than larger tasks. He sought 
to help the unskilled performer. As it turns out, it is the highly skilled 
performer who needs thls music. 
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rections which now seem to me significantly close to my goal in one 
respect or another. The obvious difficulty of the goal calls for a 
good deal of perseverance. If we manage to sustain our interest, it 
is undoubtedly because our investigation is in itself rewarding: from 
the composer's point of view, our investigation is a re-evaluation 
of all the tools of composition, of all that makes notes work togethe1·. 
To the performer it is an invaluable solfege exercise, showing up 
the poverty of present solfege practices. Soon we shall have an 
arsenal of harmony and counterpoint theory complete with practical 
exercises and based on contemporary premises; we will then have 
the manipulation devices, the tricks of the trade, the lack of which 
render the modern composers' work unnecessarily difficult. 

I am confident that as soon as the present ivory tower trend 
(I do not mean to belittle ivory towers; they fulfill an important 
function) yields to a new trend of Musikantentu,m (the two trends 
always alternate), the new improvised chamber music will come 
into existence, counter-balancing the present trend toward elec
tronic music (music designed to replace the performer) and bridg
ing the unhealthy gap between composer and performer. 

16 



New Electronic Media 

by Robe1·t Wm·d 

New sound materials achieved through various electronic media, 
particula1·Iy the R.C.A. Electronic Music ·Synthesizer, were the sub
ject of a lecture, two demonstrations and a panel discussion early 
in December in the Juilliard Concert Hall. 

Professor Otto Luening of Columbia University launched the 
proceedings with a tribute to the men who pioneered the field. One 
was surprised to hear that primitive experiments with electronically
produced sound took place as early as 1876, and that Thaddeus 
Cahill demonstrated his "Dynamophone," a two hundred-ton colossus 
working on principles similar to those employed in the modern 
electric organ, more than fifty years ago. 

By 1920 Theremin, Cowell, Martinot, Trautw{'in and Salas had 
invented other instruments for which music was written by com
posers as diverse as Varese, Grainger, Martinu, Berezowsky, Hon
egger, Milhaud, Messaien, Hindemith, Toch and Strauss, to mention 
but a few. Shortly after World War II a strong new impulse was 
given to the field by the perfection of the tape recorder. The earlier 
instruments had opened vast new possibilities in the area of in
finitesimal gradations of pitch, timbre, dynamics and rhythm. By 
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contrast, the tape recorder could produce no sound itself but, coupled 
with various devices long known to radio sound-effects men, its 
potential for the distortion of pre-recorded sound added exciting 
new avenues for exploration. For the composer the possibility of 
transferring his sound images directly to the listener without the 
performer as his intermediary became certain of realization. Within 
a matter of but a few years numerous centers for the development 
of the new media were established in Europe, Japan and the United 
States. With this incentive composers became busy. Some have 
worked entirely with electronically-produced sound while others have 
used pre-recorded instrumental or natural sounds, in some cases 
coupled with groups of performers playing in the conventional 
manner. 

In closing Mr. Luening stressed the point that 
the total effect of the new media is that music bas gained a 
new dimension. Sounds and harmonies heretofor existing only 
in the imagination can now become reality. Rhythms, too 
complicated for performance by existing groups can be played 
electronically, instrumental melodies can be extended indefin
itely, and the control of loudness and softness is far greater 
than before. 

None of this will displace existing music nor does it at
tempt to. It does however provide new artistic means which 
stand to older music in the same relationship that Movies and 
Television stand to the living stage. A new horizon has been 
reached. What is done with the new means depends on the 
vision and response of artists and audiences. 

This was a grand introduction for Dr. Harry F. Olson, Di!'ector, 
Acoustical and Electromechanical Laboratory, R.C.A. Laboratories, 
and principal designer of R.C.A.'s Synthesizer, the instrument which 
to a great extent combines the potential of all the previously de
veloped electronic instruments. During Dr. Olson's talk, portions of 
the first Synthesizer recording, released several years ago, were 
played, and slides demonstrating the scientific data on the liner 
were shown. Unfortunately most of this was pretty elementary and 
slow-going for an audience keyed to the hope of hearing some 
new and exciting sounds. Having been told of the Synthesizer's 
vast pitch, dynamic and timbre potential, they could scarcely be 
blamed for feeling let down when the high point of Dr. Olson's 
demonstration was an arrangement of a popular tune sounding, as 
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Mr. Kagen later remarked, as though it were played on a calliope. 
When Dr. Olson sat down, the listener was aware that great en
gineering skill and imagination had undoubtedly gone into the con
struction of the Synthesizer but at the same time he was p-ainfully 
aware of the lack of any musical creativity in the experiments per
formed on the instrument. 

It was therefore a great relief when ,Vladimir Ussachevsky 
opened the evening session with a brief survey of the work being 
done at present in the various European, Japanese and American 
studios. So that the panel discussion would not be delayed too long, 
only excerpts of works were played. This was unfortunate since 
this made it impossible to judge how suitable purely electronic 
sound materials might be for more extended compositions. One 
thing was perfectly clear, however. When composers were turned 
loose at the dials, they almost immediately discarded the possible 
use of their electronic mechanisms to imitate the sounds of live 
performance. They have instinctively realized that the great new 
world to conquer is, for the most part, all audible sound beyond 
the capacity of the human voice and conventional instruments to 
produce. With the playing of excerpts by Schaeffer, Malek and 
Henry of Paris, Stockhausen of Cologne, Berio of Milano, and 
Luening and Ussachevsky of Columbia University, the evening 
came alive. 

There were perhaps those who felt that the composers had gone 
too far in discarding anything which veered toward the conventional 
sounds of music, and with only short excerpts on which to base 
a reaction, some in the audience were prone to view the whole 
matter as a kind of ''lost weekend" in a sound-effects studio. Those 
who came in fear, having heard a rumor that "now that electronic 
music was here, live performers would only be needed for a few 
more years," were reassured. 

In short, the kind of fire-works which might have been expected 
at a demonstration of radical new musical means and concepts 
whose sociological as well as musical ramifications have a lready 
been far-reaching, were notably absent. 

A panel discussion by William Bergsma, Sergius Kagen, Otto 
Luening, Harry F . Olson and Vladimir Ussachevsky, ably moderated 
by Jacques Barzun, closed the evening session. In introducing the 
panel, Mr. Barzun mentioned that each of the panelists had a vested 
interest in this new musico-scientific field and that presumably he 
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had :been chosen to moderate the discussion because of his lack 
of any such vested interest. He made it clear, however, that in fact 
he represented what was perhaps the largest vested interest of 
all - that of the lay listener. 

Sergius K.agen was then asked for his comment on the music 
which had been heard in the afternoon and evening session. He 
found the Synthesizer excerpts disappointing and those produced 
on tape very much akin to sounds which were familiar to him 
through television and movie effects. He wondered to what degree 
this kind of composition was susceptible to control. "In the works 
heard," he asked, "was the process involved similar to that of a 
connoisseur collecting interesting specimens of driftwood or was 
this like the work of the sculptor, executed according to a pre
conceived plan?" 

Mr. Luening, who was asked to respond, first complimented 
Mr. Kagen on his memory and informed him that a number of the 
excerpts which had been played were from commercial record ings 
which were frequently used as background music. He continued 
that he felt that it was the responsibility of the professional 
musician to study and become familiar with anything new in the 
area of sound. He felt confident that the new media, in the hands 
of composers and musicians with knowledge, imagination and fore
sight, could produce musical creations of great beauty. On the other 
hand, if these instruments are to be simply gadgets in the hands 
of idiots, then they can have no future unless of course we work 
hard to develop a large audience of idiots. 

Dr. Olson then returned to the sociological aspects and stressed 
again that the Synthesizer was not meant to replace conventional 
instruments. Indeed he felt that just as the development of tele
vision had actually increased the sale of radios, so would the 
Synthesizer ultimately enlarge the audience for music in all other 
forms. He stated that the Synthesizer was simply a small part of 
the rapidly developing new art of communication. Many musicians 
had in fact indicated that they felt frustrated by the limitations 
of ordinary instruments and were very grateful to R.C.A. for the 
Synthesizer. 

Mr. Bergsma disputed a contention that employment of musicians 
had been unaffected by electronic instruments. He estimated that 
by now probably 901o of the music heard today was electronic and 
that musicians' employment possibilities had probably been de-
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creased by 50 to 75% as a direct result of new means of com
munication. Beyond this, concepts of performance and timbre have 
changed as a result of recording. There are even those listeners 
who have become so accustomed to the sound of electronic repro
duction that they find live performance a disappointment. Such 
recent developments as stereophonic sound were indeed fascinating 
but totally unnatural and in no way the same as any sensation 
achieved in a concert hall. "If, in fact," Mr. Bergsma remarked, 
"stereophonic sound is to be regarded as true reproduction, and 
since it requires speakers set some 10 feet apart, it will pre
sumably require listeners with ears 10 feet apart." He felt that 
the Synthesizer should be made available to composers and that 
only through experimentation and trial and error could its musical 
value be fully developed. 

1\fr. Ussachevsky, in turn, spoke of the temptations which had 
been opened by these vast areas of acoustical research and analysis. 
In later remarks he hinted also at the tedious labor which of necessity 
went into the composition of even a brief work employing elect ronic 
instruments. For those working in the field, the new timbres and 
pitches very soon ceased to sound bizarre or even unusual and 
the compulsion to move from experimental efforts to organized 
creation developed very rapidly. At this point the composer began 
to realize very real esthetic satisfaction in the new sounds. 

Generally the evening's proceedings left an adventurous glint 
in the eye--or ear-of some, while provoking others to attitudes of 
hostility or ridicule. It is unlikely that either reaction in retro
spect will seem to have been a very reasonable one. The difficulty 
and heartbreak of any creative effort in the new media ( particu
larly here in the United States where no really adequate labs are 
available) will quickly discourage any but the strongest and most 
patient adventurers. However, the immense potential of electronic 
developments and the deep inroads they have already made in the 
economical, sociological and artistic aspects of musical life today 
are probably but portents of things to come. In this light, the 
jeers of the detractors must be viewed simply as evidence of deep 
uncertainties among musicians today. 

The historian knows from his study of the past that there is but 
one certainty and that is the ebb and flow of ceaseless change. The 
radical departures of Stravinsky, Bart6k, Schoenberg, Ives and 
Varese have up to now been viewed as a rupture of unprecedented 
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violence with tradition. The events signalizing this revolution have 
been in some cases spectacular and ever attended by wide publicity. 
On second thought, however, one must realize that these new 
esthetic concepts have in no way affected or changed our basic 
musical institutions. 

The repercussions of electronic developments, on the contrary, 
have for a generation vastly influenced every aspect of our musical 
life except perhaps the creative. The work demonstrated in these 
two sessions, however, conclusively indicates that composers have 
begun to give very serious consideration to the new media. Im
portant advances have already been made toward the development 
of basic techniques and instruments to provide flexibility, as well 
as ease and speed of manipulation. We may be certain therefore 
that in the future we shall bear more and more music created 
through electronic media. 

Summing up toward the end of the discussion, Mr. Barzun re
minded the audience that in the past virtually everything really 
new in the arts did not at first seem like art at all and that 
man bad ceaselessly resisted the machine only to embrace it happily 
later on when be understood its benefits. 
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The Labyrinth of Chopin Ornamentation 

by Jan H olcman, 

Of all the riddles invented, none are as malicious as those of
fered by composers who leave to our judgment the meaning of their 
embellishments. To become oriented in the uncertainties of orna
mentation, one may do endless research and still have no guarantee 
that any conclusions will lbe trustworthy. An ornament has a 
peculiar independence, expressing itself differently according to 
period and country, or as interpreted by individual composers. 
Furthermore, a composer may apply an identical ornament in 
various manners, depending on the character of a given work, sec
tion or phrase. Pianistic convenience must also be considered. 

Defined by R. Hughes as "musical parasites," ornaments live 
off the preceding or the main note, offering two possibilities of per
formance: by anticipation or on the beat. The essential question 
concerns the choice between these two approaches-a choice not 
always indicated by the composer. We know, for instance, that 
Schubert and his contemporary, Loewe, often applied anticipation 
to their mordents. From the standpoint of evolution it would ap
pear rather strange that Chopin should disregard the increasing 
tendency toward the anticipation. But Chopin left no instructions 
for his grace-system. Nearly every one of his ornaments can be 
understood either way. 
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The ambiguity of Chopin's notation should not appear unusual. 
Musical notation in Chopin's time, and even today, leaves much to 
be desired. We can do more with rhythm at the piano than we can 
on paper. Chopin himself must have felt this inadequacy when he 
occasionally placed his single appoggiatura before the bar to indi
cate anticipation. (Incidentally, this ingenious device was attributed 
to Schumann, who used it more frequently.) Some examples can be 
found in the autographs of the Waltz, Opus 34, No. 1, bar 26; the 
Etude, Opus 25, No. 2, bar 67, etc. Yet, if Chopin wished to indi
cate an anticipatory appoggiatu1·a in the middle of the measure, 
this device was of no help. Other ornaments involve similar diffi
culties. 

The rhythmic ambiguity of Chopin's embellishments is reflected 
in piano performances of immense diversity. Deprived of a better 
solution, the performer relies upon his musical instinct, or follows 
his model-pianist who, incidentally, is just as confused. In view of 
the significant position which the embellishments occupy in Chopin's 
works, however, the matter of choice is far less open than many 
are inclined to believe. Chopin's embellishments represent much more 
than a coloristic frame for "main notes." His ornament appears 
as a rhythmic, dynamic or variational tool to serve a more definite 
musical purpose. The decorative becomes creative, the ornament at 
times constituting an organic part of the melodic and harmonic con
tent, as in the Berceuse, bars 15-18. Here, were we to exclude the 
appoggiatura, the phrase would lose its meaning. Consequently, in 
many instances the correct interpretation of Chopin's embellish
ments may determine the final effect of the performance. 

The Sources 
In the case of Chopin's ornamentation, the sources of information 

are sources of perpetual misunderstanding. There are three books 
devoted to his embellishment-all in mutual disagreement.1 The exist
ing concrete evidence is not at all extensive and, unfortunately, is 
contradictory as well. Chopin's pupil, Karl Mikuli, edited all the 
works of his master, supplying his edition with a foreword which 
includes some valuable data. Nonetheless, when he touched upon 
t his subject, he provided only general information. Thu~ we read: 

1Dunn, J . P. : Chopin's Ornamentation. Novello, 1922. 
Ottich, Dr. Maria: Chopins Klavierornamentik. Germany, 1938. 
Wojcik-Keuprulian, Bronislava: Melodyka Chopina. Lwow, 1930. 
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In the trill, which Chopin usually recommended on the auxili
ary, he required perfect evenness rather than great rapidity, 
the closing turn to be played easily and without haste. 

Where did Chopin allow exceptions? No word. To complete the 
mystery, Mikuli adds: 

For turn (gruppetto) and appoggiatura, Chopin suggested the 
great Italian singers as models. 

Undoubtedly, the pupil of Chopin knew more. Mikuli's fingering, 
however, sometimes indicates his conception of Chopin's ornament. 
For instance, in the Bole?·o, Mikuli's fingering in bar 130 indicates 
that the appoggiatura should be omitted, while in bar 148, the 
presence of two different fingers clearly states, "play it." 

Somewhat more extensive evidence may be found in Beyschlag's 
book, Die ornamentik de?' Musik. The author presents a series of 
interesting examples referring to Chopin's friend, Charles Halle, 
and Chopin's pupil, Georg Mathias. These witnesses seem to be 
in agreement but they do not follow any fixed patterns and their 
choice appears in relationship to the individual demands of the 
work. Unfortunately, Beyschlag does not explain clearly enough 
the circumstances under which this material was acquired. His 
broad description, "personal acquaintance,'' sounds rather equivocal. 

Quite confusing are Mathias' suggestions in regard to appoggia
tums which are identical to the main note of the following trill. 
In the Mazurka, Opus 7, No. 1, bar 50, he omits the appoggiatura, 
yet in the Polonaise, Opus 53, bar 33, he includes the analogous 
appoggiatu?·a in the performance.: 

Naturally, the editors were also in disagreement: Klindworth's 
fingering "omitted" the appoggiatu'ta, while the fingers marked by 
Scholtz indicated repeating it. 

The suggestions of Halle may also raise doubts. In the B erceuse, 
bar 15, he recommended the thematic appoggiatura as anticipatory. 
Neither Paderewski nor Sauer, Rosenthal, \D'Albert, Godowsky, 
Backhaus, Moiseivitch or Friedman agreed with this on their re
cordings. The only pianists who did prefer an anticipation were 
Michalowski and Hofmann. It is also worth noting that Halle sug-

. 
2As far as the recorded pianists are concerned, the Polonaise's appoggiatura was 
omitted by Paderewski (MM 69 = quarter); D'Albert (88); Godowsky (90); 
Lhevinne (92) and Friedmann (88) who, incidentally, recommended in his 
edition the repetition of the appoggiatura in question. Pianists who included 
the appoggiatura: Sirota (88); Da Motta (88); Hoffman (83); Petri (84); 
Gieseking (88) and Horowitz (83). 
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gested an anticipation fo1· the notated mo'tdent in the Nocturne, 
Opus 32, !No. 2, bars 27-8, where Dunn explicitly advised the op
posite manner. 

Tracing further evidence, we can find a few clues in Ganche's 
book, Dans le souveni'r de F. Chopin. The author presents some or
iginal examples from the music which once belonged to a pupil 
of Chopin, Mme Dubois. Marks made by Chopin's pencil show how 
he divided a group of grace notes between the right and left hands. 
These indications stubbornly differ with data given by Mathias, who 
studied with Chopin for five years. Chopin combined the ;first note 
of the ornamental figure with the principal bass note; Mathias in
terpreted the same figure by anticipation. 

Briefly, the reliable sources contradict each other, while the 
specialized books often do not give a single concrete reference and 
at times do not substantiate the reasons for their conclusions. In 
view of this situation, I have decided to use a somewhat different 
method of investigation. I gave primary consideration to Chopin's 
autographs, which permitted me to follow his hand notations be
fore they were surrendered to the editorial windmill. These manu
scripts contain a number of hidden indications in regard to Chopin's 
embellishments and thus the critical analysis of Chopin's auto
graphs may be considered a new starting point for more objective 
research. 

In addition, I am introducing some hitherto unknown evidence: 
ornamentation as executed by eminent virtuosi, and selected from 
an extensive historical record library. Although this evidence will 
not serve for any final conclusions, it is not to be completely dis
regarded. Chopin, himself a distinguished pianist, wrote almost ex
clusively for pianists' fingers, and there is every reason to believe 
that his ornaments were intended to be playable. This point will 
gain full meaning when we realize that certain ways of performing 
ornaments are rpianistically disadvantageous even for excellent 
virtuosi, while some seemingly "impossible" ways are just a matter 
of an adequate technique. 

At this point I wish to emphasize that, by rpresenting the dif
ferent pianists in their various renditions, I am not attempting to 
evaluate their art. My examination has rather a scientific character, 
and the esthetic quality of the performance is here of secondary 
value. To avoid inaccuracies, I have analyzed all recordings by 
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means of a specially built "sonic microscope" which permits minute 
examination in all speeds ranging from 100 rpm to 12 rpm. 

The .first consideration will be given to the artists whose in
terpretation might have been closer to Chopin's tradition. The oldest 
recorded Chopin performer was De Pachmann (born 1848), who 
could easily have heard Mikuli and Mathias while already a mature 
pianist himself. (Theoretically, Mikuli and Mathias could also have 
recorded, since they were still alive a number of years after the 
cylinder and shellacs were in use.) A number of Chopin recordings 
were left by Rosenthal, who once studied with Mikuli. I also gained 
access to a few records made by Michalowski, who also studied with 
Mikuli. Historical discography includes several Liszt pupils whose 
occasional "disagreement" proves that they were as uncertain about 
the ornaments fifty years ago as we are today. The interpreters 
may be divided into four groups : 

1. Li$zt's pupils: Friedheim, Sauer, De Greef, Rosenthal, D' Albert 
Da Motta. 

2. Chopin's editors: Michalowski, Pugno, Paderewsld, Cortot, Fried
man, Kreutzer. 

3. The keyboard f1ta$ters born 1848-188.1,: De Pachmann, Busoni, 
Rachmaninoff, Lhevinne, Hofmann, Petri, Backhaus. 

4. Selected artists born since 1885: Jtubinstein, Moiseivitch, Orloff, 
Novaes, Gieseking, Brailowski, Casadesus, Arrau, Horo
witz, Kentner, Gilels, Lipatti. 

The Ornamental Hiemrchy* 
In a letter to his engraver, Haydn protested against confusing 

his signs for the mordent and the tr. A similar letter could have 
been written by Chopin, whose tr was often mistaken for a mordent 
symbol. These two signs are usually confused, since the mordent 
over a short note in a fast passage becomes a triplet, which is 
equivalent to a short tr. 

In the earlier works, written c. 1826-29, Chopin seldom applied 
the mordent symbol, while tr appeared frequently. This might sug
gest that Chopin's tr had a substitute role when for some reason he 
avoided inserting the mordent. There is another basis for the 
"substitute" theory: Chopin rarely employed the notated mordent, 
the mordent symbol and the tr in a single composition, while combi-

•To avoid confusion, the sign tr stands in Chopin's works for a triplet or 
quintuplet, while the trill stands for a trill of any length. 
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nations of any two of them appear everywhere. Chopin's works 
themselves indicate that by using the tr and the mordent symbol, 
he intended to take the full advantage of their different character
istics. As is known, Chopin seldom repeated a long phrase without 
any modification, unless he used abbreviation marks the second time. 
To color a repetitive passage, Chopin would use all sorts of devices, 
among them his choice means-the embellishment. His delicate tech
nique served here not only to alter but to enrich the repeated 
melodic pattern. Whether instinctively or consciously, Chopin often 
distributed his ornaments in a certain hierarchy. For instance, in 
using a given motive twice, Chopin would present the first version 
unembellished, while on repetition be would decorate one of the 
thematic notes by a short ornament, usually a grace note or a 
mordent, but seldom a tr. This technique may be seen in the Mazurka, 
Opus 63, INo. 2. Bar 1 has no ornament, but the equivalent, bar 9, 
has an appoggiatura. In first statements, Chopin sometimes used a 
trill, which in repetition was enriched by a preceding grace note. 
An example is the !Nocturne, Opus 15, ~o. 2, bar 55 (a short trill} 
and bar 56 (a short trill preceded by a double appoggiatura). The 
same ornamental order may ~be observed in the Nocturne, Opus 55, 
No. 1, in bars 6 and 14. 

!Now, let a number of illustrations emphasize Chopin's preference 
for using the tr as an expansion of the mordent symbol : in the 
Impromptu in A-fiat major, bar 67 has a mordent symbol, replaced 
by a tr in the equivalent bar, 75; the Mazurka, Opus 7, No. 1, 
bars 46 and 50; the Mazurka, Opus 7, No. 3, bars 29 and 31; the 
Mazurka, Opus 67, jN o. 1, bars 30-32 and 38-40 ; the Nocturne, 
Opus 9, No. 1, bars 14 and 76; the Nocturne, Opus 9, No. 2, bars 
5 and 21 ; and many others. 

Since the mordent is the shortest form of a trill, any tr or even 
a triplet may be considered an expansion of the mordent. These 
signs appear in Chopin's works so frequently in a gradual develop
ment that there is no logical reason for not playing them as written, 
i.e., according to their individual characteristics. 

The Two Mordents 
The most confusing problem, however, is that concerning Chopin's 

two favorite ornaments : the mordent written in a graphic symbol 
and the other written in small grace notes. 
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Some of Chopin's editors and biographers believe that these 
mordents are in every respect synonymous. As we have already 
noted, they also supposed that the sign tr often was intended by 
Chopin as a mordent. Since a tr on a short note becomes a triplet 
in a rapid tempo, we could thus equate all four ornaments. Such 
a simplification, however, is not acceptable. Complex circumstances 
indicate that Chopin must have made a clear distinction between 
these embellishments, similar in their origin, yet not identical in 
their characteristics. 

In the opening measures of the Waltz, Opus 70, No. 1, the com
poser used a notated mordent, a tr and a triplet to diversify the 
rhythmic structure. Had Chopin considered the tr and the notated 
mordent equivalent, he would certainly have replaced the latter by 
a tr, shorter in notat ion. Moreover, in the Mazurka, Opus 67, No. 1, 
Chopin used a t1· in bars 42-45; the similar bars, 30-32 ha ve a 
notated mordent, while bar 48 received a triplet in eights. Neither 
can one suppose that be would expend the effort to write out every 
notated mordent if a mordent symbol could take its place. Very 
economical in his notation, Chopin n ever wrote more than was 
necessary. His autographs disclose how frequently he used abbre
viations to avoid unnecessary writing. Let us review the Nocturne, 
Opus 32, No. 2, where Chopin alternated both mordents. On first 
reading, his choice of notation may seem accidental. A closer ex
amination reveals that the distribution of these ornaments seems 
to have a certain plan. In bars 27 and 28, the first note is preceded 
by the notated mordent, while the somewhat different bars 29 and 
30 are graced by the mordent symbol. Now, bar 32, which is s imilar 
to bar 28, again received a notated mordent, while bars 33-34, which 
are equivalent to bars 29-30, have a mordent symbol. 

We may assume from the brief evidence presented here that 
Chopin's mordents were not identical. This still does not answer the 
essential question as to the manner in which they should be executed. 
Before attempting to provide an answer, it is necessary to review 
all manners in which they are executed. I said "all," because the 
general division into "on" and "off" is artificial. Mordents may be 
performed (and are!) in exactly ten different ways. Nearly every 
version may be artistically justified, but no single one may be ap
plied to every situation. The ten performing versions are as follows: 
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1. On the beat, with a short "stop," accenting the first note: f.Lr 
also: W . Of course, the speed would vary, depending on the tempo 
of the work and the val ue of the ornamented note. Chopin's pianistic 
idol and consultant, Kalkbrenner, prescribed this interpretation for 
the noted mordent, the interpretat ion called "misleading" by Dann
r euther. 

2. On the beat, with a short "stop," accenting the last note; also, by 
decreasing the volume so that the mordent is softer than the sur
rounding principal notes. Used by Chopin's contemporary, Hummel, 
for the notated mordent. Seldom performed. This version creates 
a certain old-fashioned flavor. The delayed accent postpones the 
appearance of the main note, creating the impression of non
simultaneous action of the hands. 

3. On the beat, with a short "stop," without an accent. 
4. On the beat, as a triplet,· with the accent on the first note. 
5. On the beat, as a triplet, without accent. 
6. Same as 5. above, but the second and third notes of the triplet are 

played more softly, while the next main note returns to the 
previous dynamic level. This version offers some very subtle ef
fects. Used occasionally by De Pachmann. 

7. Off the beat, with the accent on the last note. 
8. Off the beat, with the accent on the first note. 
9. Off the beat, without accent. 

10. Off the beat, without the accent, but, as in the version 6. above, 
the two notes of the mordent are played at a reduced dynamic 
level. This delicate and difficult version was used occasionally by 
Pugno, Rachmaninoff, Friedheim and Hofmann. 

There is one additional on-the-beat version, colored by a rather unusual 
modification. It was used by a single great pianist of the older generation. He 
was in the habit of striking the second note of the mordent simultaneously 
with the bass note. This happened because he originally intended to play the 
mordent by anticipation. Since he usually preferred to play the right hand 
a bit sooner (and not, as many supposed, that he delayed ~s right hand), 
the mordent was interrupted by the premature entrance of the bass note, thus 
giving the impression of being played on the beat! 

After eliminating the exceptional versions, we are left with 
four fundamental conceptions for Chopin's choice: 

1. Both mordents on the bea~oubtful. 
2. Both mordents off the bea~oubtful. 
3. The notated on the beat, the symbol off the beat--very doubtful. 
4. The notated off the beat, the symbol on the beat-quite convincing. 

The result of my research has led me to believe that the last 
version was that of Chopin. 
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The Notated MO?·dent-Evidence 
In his book on Chopin ornamentation, Dunn flatly stated that 

both mordents should always begin on the beat. But there are several 
reasons for supposing that Chopin interpreted his notated mordent 
by anticipation. The mentioned economy of his notation indicates 
that the mordent written in notes should be read differently than 
the symbol. Besides, Chopin never placed the notated mordent in the 
middle of a fast and difficult passage of consecutive notes, while 
the mordent symbol appears in such passages. (For examples, see 
the Waltz, Opus 64, No. 1, bar 10; Sonata, Opus 4, Finale, bar 104.) 

Here are some concrete examples which "pianistically" speak 
for anticipation. In the Mazurka, Opus 17, No. 1, bar 17, the chord 
A-flat--D- F is !Jreceded by a notated mordent, F -G. The tempo is 
indicated as Vivo e 1·esoluto (MM 160 = quarter). Even the most 
skillful virtuoso will agree that in the prescribed Vivo and {o1·te, this 
mordent cannot be accurately performed except by anticipation. Note 
that in the similar bar, 21, Chopin inserted a mordent symbol, but 
he reduced its chord to a C-F interval which makes it possible to 
play this mordent on the beat. We can also consider bar 5 as ad
ditional evidence f:>r anticipation. The main note after the mordent 
received an accent. Had Chopin intended this mordent on the beat, 
he would probably not have inserted the accent over the main note. 

A final example is the Mazurka, Opus 67, No. 1. Chopin placed 
the notated mordent in bars 30-32, while the equivalent bars, 38-40, 
received t1· (and not the mordent symbol!) to distinguish between 
two similar sections. This is to be expected. Chopin often altered 
accents to diversify similar phrases. Thus, the unaccented t?· in 
bars 38-40 means a triplet which is always "unconsciously" acce{lted 
on the first note, while unaccented notated mordents in bars 30-32 
are anticipatory and the "unconscious accent" falls on the last note, 
which is here the main note. Examples of this type are numerous. 

Mordent Symbol 
The fact that the notated mordent might now be accepted as 

anticipatory still leaves unsolved the enigma of the mordent symbol. 
It is almost certain that Chopin intended this mordent on the beat. 
There is musical as well as pianistic motivation to support this 
theory. To begin with, Chopin's predilection for a rich diversity of 
embellishment would probably lead him to maintain the traditional 
(on the beat) pattern for the mordent symbol. This would offer an 
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excellent contrast between a notated mordent and the symbol. More
over, the traditional version, with the stop, at times offers some 
unusual artistic effects-especially when the mordent is used to 
emphasize piquant dance-qualities. On other occasions, however, the 
attractive "stop" is canceled ~ the speed whilch chaJlges the 
mordent into a triplet. Finally, in a few autographs, Chopin him
self replaced the tr by a mordent symbol and there is no doubt that 
this mordent was intended on the beat. (For example, the first 
autograph of the Waltz, Opus 34, No. 1, bars 68 and 72 have a 
trilJ while the second version received the mordent symbol.) 

The pianistic motivation to support the on-the-beat theory is quite 
extensive and merits minute perusal. 

In the Rondo aUa Mazur (Vivace, MM 132 = quarter), bar 11 
has a symbol over the quarter note, preceded by a sixteenth note 
which leaves too little time for anticipation. A more complex ex
ample is provided by the Waltz, Opus 34, !No. 1, where the accented 
mordent symbol appears over the first quarter note in bar 42. Note 
that the last sixteenth in the previous bar is followed by a rest of 
equal value to permit, or even to induce, the lifting of the band. 
The movement is needed for a fresh attack on the accented rnordent. 
If the Waltz is played in an acceptable speed, the lifted band will 
not return in time for the anticipation. In addition, the anticipation 
would be immensely difficult from a rhythmic standpoint and would 
conflict with our usual rhythmic practices, since the mordent off 
the beat should be accented on its last note. In the similar bar 34, 
however, the mordent is not accented by Chopin, while the rest is 
replaced by a legato slur. 

The recorded performances ar e as follows: Scbwarwenka-on the 
beat, as a triplet, MM 92 = dotted half. Paderewski-<>ff the beat, 
88, but without considering the rest and the accent. Hofmann--on 
the beat, as a triplet, 84. Rubinstein--off the beat, 100 (in this 
section), with the accent falling naturally on the last note. The 
remarkable speed, however, leads him to compensate by unnoticeably 
shortening the third eighth note, D-tlat in the right hand, thus 
making the rest appear a bit sooner for the benefit of the mordent. 
N ovaes--on the ·beat, 86, with an accent on the last note ( l), alla 
Kalkbrenner. And Lipatti-<>n the beat, as a triplet, 96 (in this 
section). In bar 34 and the next, where no rest precedes the mordent, 
he plays it by anticipation. 
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Another eloquent example, which excludes an anticipation, is the 
mordent symbol in bar 27 of the Polonaise, Opus 53. This super
inconvenient mordent (for the fourth and fifth fingers) is played by 
every pianist on the beat. Pianists usually combine it with the 
preceding main note to form four even thirty-second notes. Some 
play it as a triplet. The anticipation would be possible only in a 
moderate tempo (and by releasing the first finger from the pre
ceding note, G). The original metronomic tempo is unfortunately 
unknown; Chopin marked the Polonaise Maestoso. Most pianists 
play it at speeds ranging from MM 84-92 per dotted half note, 
while Paderewski alone chose 69. Yet, a surprise awaits us in 
Halle's book, Life and Lette'rs (1896), where the author recalls 
Chopin's own distaste for the virtuosi who became addicted to ex
cessive speed in this particular piece. The same complaint is echoed 
in an interview by D. Lamond who recalls a lesson with Liszt. In 
the octave section of this Polonaise, Liszt stopped Lamond, saying 
that he was not interested in how fast his student could play 
octaves but was interested in hearing the charge of the Polish 
cavalry. 

The next curious and contradictory case is that of the Nocturne, 
Opus 27, No. 3 ( Zento sostemtto) , where bars 16 and 18 have the 
mordent symbol over a minor third preceded by an identical third 
of thirty-second value. In the prescribed MM 50 = dotted quarter, 
the anticipation would appear impossible. But it should be men
tioned that for technical, as well as esthetic reasons, this Nocturne 
has never been performed at such a fast rate. In fact, whoever first 
inscribed this tempo (Chopin himself?) undoubtedly made a mis
take. He probably meant--and perhaps originally wrote !-MM 50 
= an undotted quarter, which is equal to 33 j l-3 to a dotted qua1'te1'. 
As the metronome has no numbers below 40, the slower tempo 
could have been determined more easily in a quarter value, and thus 
was given 50. Still another possibility was that the dotted quarter 
note was a misprint for a dotted eighth. 

The recorded renqitions of this Nocturne completely confirm this 
theory. Among the older generation of pianists, De Pachmann plays 
the mordent on the beat, striking the bass note shortly before the 
mordent begins. His speed : MM 32 for a dotted quarter (I), o1· 48 
for an undotted one. At this rate, to be sure, anticipation is not too 
difficult either. Rosenthal also plays the mordent on the beat: 36 to 
a dotted quarter, or 561/2 to an undotted one. But he conveniently 
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changes the complex rhythmic figure and plays the mordent as an 
even triplet. Godowsky performs this mordent by anticipation, and 
changes the value of the preceding minor third from a thirty
second to a sixteenth to gain more time for the anticipatory treat 
ment. His speed: 34 to a dotted, or 51 to an undotted, quarter. Hof
mann also applies an anticipation. His speed is exactly that of 
Godowsky's. 

We cannot suppose that each of these pianists was wrong. After 
all, the inscribed speed of 50 to a dotted quarter renders bar 52 
absolutely unplayable. Even among more recent virtuosi, we cannot 
find a single one who took such a chance. Rubinstein uses 40 and 
Novaes 31 to a dotted quarter; both of them play this mordent 
by anticipation. 

Now the last, and the most intriguing case against anticipation. 
In the Waltz, Opus 64, No. 1, bars 10, 12 and 20 received mordent 
symbols. It is difficult to perform them on the beat and correctly 
(without changing into triplets) , but to play them by anticipation 
in unreduced speed is actually impossible. Bar 10 introduces an 
especially great problem since the E-fiat in the right hand has 
to be repeated. Chopin's original tempo is not known to us, the only 
inscription being molto vivace. Since the Waltz, Opus 70, No. 1, 
marked molto vivace, is marked MM 88 = dotted half, we could 
accept this tempo as suitable to the Waltz, Opus 64, No. 1. Naturally, 
played on the beat at 88, these mordents (in the Opus 64 Waltz) 
are usually transformed into triplets, excluding any "stops." Why 
then did Chopin not use the sign tr, which takes as little time to 
write? It seems all the more confusing since bar 93, analogous to 
rbar 20, received a tr instead of a mordent. We do not know whether 
Chopin himself ever played this Waltz at 88, facing the problem 
he rbequeathed to his "faithful pianists" in bars 10, 12 and 20. How 
they faced it-each in his own particular way-may be seen in the 
tables on pages 36-37. 

Chopin's compositions, however, also contain some examples to 
supp01·t an anticipation for the mordent symbol. Since these ex
amples are grounded in musical as well as pianistic motivation, it is 
necessary to discuss them at length. The main objection to playing 
the mordent on the beat would concern these works, where the 
mordent played on the beat would split the musical phrase in half. 
This could happen in the following instances. 
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In the Mazurka, Opus 63, No.3, in bar 16 the unaccented mordent 
symbol appears in the middle of the phrase. The on-the-beat version 
would alter the indicated phrasing, splitting it into two, because the 
traditional version is usually followed by a small accentuation on 
the mordent's first note. Even Paderewski, who often plays mordents 
on the beat, performs this mordent by anticipation. A similar ex
ample is t o be found in the Mazurka, Opus 67, No. 4, in bars 1 
and 3. The unaccented mordent symbol, if played on the beat (with 
a stop), will cause too many accents here, regardless of t he pianist's 
intentions. Consequently, no pianist applied the on-the-beat ~rsion 
here. Still more critical are bars 10, 11 and 12 in the Mazurka, 
Opus 33, No. 4, where the unaccented mordent symbol should be 
played by anticipation to prevent too frequent accentuation which 
would result in a disintegration of the musical phrase. The real 
damage caused by unrecommended accentuation can best be illus
trated in the Waltz, Opus 34, No. 3, bars 50 and 52. The mordent 
starts after a rest and falls on the second beat of the bar. By play
ing it on the beat, we would shift the accent from the first beat 
to the second and create a version the composer certainly never 
intended. Furthermore, if we play this mordent as a triplet (to 
mellow the accentuation), we would alter the rhythmic pattern and 
thus expand the melodic motive. 

It is important to remember that the accentuation in Chopin's 
ornaments is not, or rather should not be, an arbitrary matter. 
The frequently expressed idea that a mordent is also an accent is 
unjustified. In the Waltz, Opus 34, No. 1, bar 32, Chopin inserted 
an accent on the last quarter note, A-flat, graced by a mordent 
symbol. But in bar 34, he omitted the accent on the upper E-flat 
which has the same mordent symbol. Moreover, in the analogous 
bars 40 and 42, Chopin reversed the accent, leaving the A-flat un
accented while adding an accent to the upper E-flat I 

The concluding and perhaps most unusual example to support 
an anticipation combines both the pianistic and the musical motiva
tions. It is the Impromptu in A-flat, where the confusing accented 
mordent symbol greets us in the opening note in the right hand. 
The character of this piece requires a fast tempo, indicated by the 
composer as Allegro a8$ai, quasi Presto (Chopin's metronome mark
ing unknown). The mordent, played at full speed on the beat with 
a short stop, becomes unapproachable. Yet, in his instructive edition 
of the Impromptus, Hans von Bulow insisted on playing the mordent 
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on the beat. His tempo stands for MM 132 = quarter. In the foot-
note he introduced the mordent as a triplet and warned against 
playing it by anticipation. (Incidentally, Kreutzer's footnote in his. 
edition indicates just the opposite-an anticipation.) BUlow explained 
that the anticipatory mordent would lead to an "harmonic in
correctness" in bar 21. But Chopin offers far bolder "harmonic: 
incorrectness" in some of his later works. Besides, the mordent 
played off the beat, quickly, does not run together with the pre· 
ceding dissonance-note, and Chopin was probably much more con· 
cerned with actual sounds than with formalistic harmonic laws. 
Should we accept the Bulow explanation, we could as well dismiss 
all modern pedalling, including that given by Chopin himself in 
the opening bars of the Polonaise Fantasie, where the pedal intro
duces a far stronger harmonic conflict than the innocent off-beat 
mordent in the Impromptu. BUlow is indeed not alone in his con
ception- he finds allies in Mathias and Halle. In a strong belief 
that this mordent should fall on the beat, all three musicians changed 
it into a triplet-the only remaining way to make it pianistically 
performable at the correct speed. 

But accepting a triplet, we are left with a dismal choice: either 
we make an even quintuplet combining the mordent with the two 
next main notes, or we play tbe triplet and these two notes in two 
separate impulses. In either case the original melodic figuration is 
disfigured. The mordent, changed into a triplet, would here auto
matically increase the number of notes in the melodic motive and 
consequently form a different thematic pattern. Unlike a tl·iplet, 
the mordent never serves to expand the melodic function in Chopin's 
music, and there is no reason to suppose that this time Chopin 
made an exception. 

The pianists who still wish to perform this mordent on the beat 
with a stop would have to compromise their tempo to approximately 
MM 120 to the quarter. Possibly Chopin's Alleg1·o, quasi Presto 
was closer to our AUeg1·o than to our P1·esto. Then too, Chopin's 
piano had a far easier action than our modern instruments. Yet 
I know of no pianist who performed the Impromptu at 120. The 
recorded pianists present two approaches to the Impromptu's 
mordent : 

1. On the beat, as a triplet--only De Pachmann, at a speed of 148. 
2. Off the beat, as recommended by Kreutzer, Hofmann and Godowsky. 

Their choice was shared by Cortot (180), Moiseivitch (192!), 
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Orloff (140), Horowitz (166), Kentner (approximately 132) ana 
Arrau, who plays at 166 and makes an exception, preceding the 
mordent by an additional upper F incorporated into the "total" 
ornament. 

As far as the Impromptu mordent is concerned, the only reason
able treatment remains that of anticipation. But somewhat different 
is the case with the Mazurkas, where the mordent played on the 
beat with a stop occasionally causes an undesirable accentuation. 
Theoretically, there are three ways to avoid these accents : 

1. By decreasing the volume of the second and third (main) note-
extremely difficult. 

2. By decreasing the volume of the first and second note and re
turning to the normal volume on the third (main) note. As I have 
a lready said, this version would cr eate a certain old-fashioned flavor. 

3. By playing the mordent at exactly the same volume as the sur
rounding main notes. In many cases this version is difficult too, 
and it would diminish the charming lightness of the ornament, a 
lightness approachable only when the mordent is played softer than 
the main note. 

Naturally, all these problems might have been of minor im
portance in Chopin's time when the pianos bad such a light action 
that it was easy to play mordents on the beat without any accentu
ation. Since our pianos are not adapted to this delicate treatment, 
the anticipation should be acceptable. It is always better to preserve 
the Hstop," which makes the mordent sound more gracious, than 
to change it into an ordinary triplet. As for the contrast so much 
favored by Chopin, his two mordents could be interpreted in a 
different speed instead of in a different rhythm, the notated being 
played a bit slower.• This solution would suit such works as the 

• Although I have explained both mordents in detail, some questions remain 
unanswered. F or instance, why in the Nocturne, Opus 32, No. 2, did Chopin 
employ the notated mordent in bars 27-28, while the following bars received 
symbols? It is possible that here Chopin used the notated mordent to indicate 
that further mordents ( symbols) should also be treated by anticipation . He 
might have used this method to save the effort of writing out every mordent 
in full notation. Therefore, in works like the Mazurka, Opus 67, No. 1, Chopin 
used a tr in bars 38-40 instead of a symbol, to assure the on-the-beat treat
ment. Had he inserted a symbol, we might understand it as an "abbreviation" 
for the preceding notated mordents in bars 30-32. There are a lso a few in
stances where Cbopin used the tr in the beginning of a phrase as a "reminder" 
that all following mordent symbols were to be played on the beat. These ex
ceptions a re the Waltz, Opus 34, No. 1, bar 52 (autograph); the Waltz, 
Opus 34, No. 2, bar 37 (the first editions); or the Rondo alla Mazur, bars 
2 and 4. 
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Waltz, Opus 18, or the Waltz, Opus 34, No. 2, where both mordents 
are presented. In addition, Chopin occasionally offers a mordent 
on the beat with a stop, "disguised" as a t1·. This tr is followed by 
a short rest, thus automatically changing it into a traditional 
mordent, as in the Mazurka, Opus 67, No. 1, bar 38; the Mazurka, 
Opus 67, No. 3, bar 4; and others . 

• • • 
In place of "concluding words," I would rather offer a brief, self

explanatory resume of the choice pianists generally made in per
forming both mordents. 

De Pachrnann uses the on-the-beat version only when he finds 
it suitable. This is not too often. He seems to rely upon his musical 
instinct. Paderewski does not hesitate to perform both mordents 
on the beat in many instances. Backhaus and /Novaes also, in most 
cases, play the two mordents on the beat. But all three artists oc
casionally strike the first note of the mordent with the bass note 
(in fast and difficult passages). Rachmaninoff plays both mordents 
off the beat. Hofmann usually prefers anticipation. Godowsky and 
Friedman choose the anticipation for both mordents. So does C01-tot. 
Moiseivitch usually performs both mordents off the beat. Brailowski 
almost always and Rubinstein without exception play both mordents 
off the beat, no matter what pianistic inconvenience may be involved. 
Incidentally, Rubinstein is the only pianist who chooses the antici
pation for the mordent S.)fiilbOl in bar 124 of the Polonaise, Opus 53. 
Casadesus, An·au and Horowitz seldom play any mordents on the 
beat. Lipatti usually plays the mordents off the beat and in a 
manner somewhat similar to Hofmann's. 

As you can see, if there are a few pianists who play mordents 
only by anticipation, there is not a single one who consistently 
plays them on the beat- and correctly . 

• • • 
The Chopin A utographs Used in this Study 
Complete Autogmphs 

Allegro De Concert 
Ballade in A-fiat 
Ballade in F major 
Barcarolle 
Berceuse (an early sketch) 
Berceuse (the final autograph) 
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Nocturne in C minor (no opus) 
Nocturne, Opus 62, No. 1 
Nocturne in C-sharp minor, 

Opus Posthumous 
Polonaise, Opus 53 
24 Preludes (set) 



Etudes : Opus 10, Nos. 3, 8, 9 
Opus 25, Nos. 1, 2, 5, 7 
Etude in F minor, 

Opus Posthumous 
Impromptu in G-fiat 
Krakowiak 
Largo in C minor (no opus) 
Mazurka, Opus 7, No. 4 
Mazurka, Opus 33, No. 4 
.Mazurka, Opus 56, No. 2 

(an early sketch) 

Fragmentary Autographs 
Impromptu in A-fiat 
Mazurka, Opus 6, No. 2 
.Mazurka, Opus 33, No. 2 
Mazurka in A-fiat, No. 58 in the 

Paderewski edition 
Polonaise, Opus 40, No. 1 

Scherzo in B-fiat minor 
Scherzo in E major 
Sonata in B minor 
Waltz, Opus 69, No. 1 (1835) 
Waltz, Opus 69, No. 1 

(the second version, 1842) 
Waltz, Opus 69, No. 2 
Waltz in A-fiat, Opus Posthumous 
Waltz, Opus 34, No. 1 (unknown 

version, r eproduced in the musical 
quarterly Muzyka, 1949, Poland) 

Polonaise-Fantasie 
Sonata in B-fiat minor 
Variations, Opus 2 
Variations in E major 
Waltz, Opus 34, No. 1 

Where the original manuscript was not acccessible, I relied upon the 
recent Paderewski edition based on Chopin's autographs and first editions. 
I also used the Oxford original edition, the Kalmus edition based on the first 
editions, Mikuli's, Klindworth's, Schultz's and some copies by Pugno, Kullak, 
Debussy, Michalowski, Cortot, Sauer, Friedheim, Joseffy, Rosenthal, Pachmann, 
Friedman, Kreutzer and Casella. 

A Complete Index of Cited Pianists, L isted Chronologically 
De Pachmann, Vladimir b.1848 Landowska, Wanda 1877 
Schwarwenka, Xaver 1850 Cortot, Alfred 1877 
Michalowski, Aleksander 1851 (studied with Chopin's 

(studied with Chopin's pupil, Decombes) 
pupil, Mil..-uli) Hambourg, Mark 1879 

Pugno, Raoul 1852 Petri, Egon 1881 
Grunfeld, Alfred 1852 Friedman, lgnaz 1882 
Carreno, Teresa 1853 Kreutzer, Leonid 1884 

(studied with Chopin's Backhaus, Wilhelm 1884 
pupil, Mathias) Sirota, Leo 1885 

Friedheim, Arthur 1859 Rubinstein, Artur 1886 
Paderewski, Ignace 1860 Moiseivitch, Benno 1890 
Sauer, Emil 1862 Hess, Myra 1890 
De Greef, Arthur 1862 Orloff, Nicolai 1892 
Ansorge, Konrad 1862 Novaes, Guimar 1895 
Reisenauer, Alfred 1862 Gieseking, Walter 1895 
Stavenhagen, Bernard 1862 Brailowski, Alexander 1896 
Rosenthal, Moriz 1862 Barerre, Simon 1896 

(studied with Chopin's Levitzki, Mischa 1898 
pupil, Mikuli) Casadesus, Robert 1899 

D'Albert, Eugen 1864 Arrau, Claudio 1903 
:Busoni, Ferruccio 1866 Horowitz, Vladimir 1904 
Da Motta, Vianna 1868 Kentner, Louis 1905 
Godowsky, Leopold 1870 Gilels, Emil 1916 
Rachmaninoff, Sergei 1873 Lipatti, Dinu 1917 
Lhevinne, Josef 1874 Tamarkina, Rosa 1921 
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Contributors to this Issue 
LUKAS Foss, composer, conductor and pianist, is now Professor 

of Music at the ,University of California in Los Angeles, where he 
succeeded Arnold Schoenberg as teacher of composition in 1953. 

PEGGY GLANVILLE-HICK'S opera, The Transposed Heads, com
missioned by the Louisville Orchestra, received its first New York 
performances on February 10 and 17, 1958. Miss Glanville-Hicks 
bas just completed a ballet commissioned for the Festival of Two 
Worlds in Spoleto, Italy. 

JAN HOLCMAN was born in Lodz, Poland, in 1922, and came to 
the United States in 1947 after his escape from the Soviet "Free 
Polish" Army. He studied at Juilliard, and in 1954 received a grant 
from Brown University to continue an extensive research project 
on pianism. His volume, The Legacy of Chopin, was published by 
the Philosophical Library in 1954. He bas been a regular contributor 
to the Sattt1·day R eview, High Fidelity, Etude and other periodicals, 
and is now working on a book from which his present article is taken. 

RoBERT WARD is completing his Fourth Symphony, commissioned 
by the Advisory Board of the La Jolla Orchestra, Nikolai Sokoloff, 
conductor. He will conduct the Orchestra in ,the premiere perfor
mance on August 3, for the final concert of the La Jolla Festival. He 
is Executive Vice-President and Managing Editor of Galaxy Music 
Corporation. 
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AM NEW PUBLICATIONS FROM EUROPE 

LUIGI DALLAPICCOLA 
Five Songs for Baritone & 8 Instruments (1956) 

Italian tezt. . • • . • . . . . Miniature score 3.25 
Tartiniana Seconda; Divertimento for 

Violin & Orchestra . . • • . . Miniature score 2.50 

WOLFGANG FORTNER 
Serenade for Flute, Oboe & Bassoon (1945) . . Score 2.25 

P. RACINE FRICKER 
Sonata for Cello & Piano, Op. 28 • . • • • • • • 4.25 
The Vision of Judgement for Soprano & 

Tenor Soli, Chorus & Orchestra, Op. 29 Vocal score 7.50 

KARL AMADEUS HARTMANN 
Symphony No. 1 (Versuch eines Requiems) for 

Alto & Orchestra. German tezt. . Miniature score 2.75 

HANS WERNER HENZE 
Five Neapolitan Songs for Medium Voice & 

Chamber Orchestra. Italian te:et. Study score 2.00 

PAUL H INDEM ITH 
Duet for Viola & Cello (1934) • . . • 
Sonata for Bass Tuba & Piano (1943) 

LUIGI NONO 
Varianti; Music for Violin Solo, 

Strings & Woodwinds (1957) 

CARL ORFF 
Die Kluge; The Story of the King & 

1.76 
H.OO 

. Study score 3.00 

the Wise Woman. German tezt. • . Study score 10.00 

MATYAS SEIBER 
Fantasia for Flute, Horn & String Quartet (1945) 

Minature score 2.25 
Three Pieces for Cello & Orchestra • • Cello & piano 5.75 

KARLHEINZ STOCKHAUSEN 
Zeitmasse for 5 Woodwinds, Op. 6 • . • • • • Score 12.00 



Recent Publications of Interest 

irving FINE cmi.DHOOD FABLES FOR GROWNUPS 
for Voice and Plano .............................. ......... ....... $1.75 
(Verses by Gertrude Norman 
Oommlasloned by the JuUllard Scltool of Muslc 

for 118 50th Anniversary 
1. Polaroli (dedicated to Arthur Berger) 
2. Tlgeroo (dedicated to Harold Shapero) 
3. Lenny the Leopard 

(dedicated to Leonard Bernstein) 
4. The Frog and the Snake 

(dedicated to Lukas Foss) 

benjamin LEES SONGS OF THE NIGHT 
for Soprano and Piano ........................................ $2.00 
1. 0 Shade of Evening 
2. A Star Fell in Flames 
3. The Enemies 
4. A Whisper of Rain 
5. Fall to the Night Wind 
6. On Eastern Hills 
(A. chamber accompaniment [1.1.1.1.-1.1.0.0. -

Celesta - Solo Strings] for nos. 1, 2, 5 
& 6 is available on rental only) 

igor STRA WINSKY ILLUMINA NOS 

ben WEBER 

(from Gesualdo's book (1603) of 
"Sacrae Cantione.s") 
for Seven Voices a capella .................... $1.00 

VARIATION d'APOLLON 
from "Apollon Musagete", arranged for 

Violin and Piano by Joseph Szigeti ...... $1.00 

SERENADE FOR STRINGS, Op. 46 
complete $5.00 

Fromm Foundation Award 

for current catalogs write to 

BOOSEY and DA WKES, INC. 
SO WEST 57TH STREET, NEW YORK OITY 19 

Order Dept.: P.O. Box 418, Lynbrook, W.,N.Y. 



LUKAS FOSS 
Distinguished works by an Eminent Contemporary Composer 

The Song of Songs 
Vocal score 0 3661 

Four settings for Soprano or (Mezzo-Soprano) 
and orchestra• or piano 

Biblical solo cantata, 
Text from The Song of Solomon 
Duration: 27 minutes 

Song of Anguish 
Study score Sc 8 

Cantata for Baritone (or Bass) and orchestra• 
Text from Isaiah 
Duration: 19 minutes 

A Parable of Death 
Vocal score 0 3835 

For Narrator, Chorus, Tenor Solo, and orchestra• 
(Ein Maerchen vom Tod) 
Based on a story and on poems by Rainer Maria Rilke 
English version by Anthony Hecht 
Chamber-orchestra and full-orchestra versions 
Duration: 32 minutes 

Psalms 

In three parts, 

Chorus (mixed) 
with 2 pianos• 

Text based on biblical psalms 
Duration: 13 minutes 

0 4034 

Concerto No. 2 for Piano and Orchestra 
Two-piano score•

Duration: 41 minutes 

String Quartet in G* * 

0 3838 

$2.00 

2.50 

2.00 

2.00 

6.00 

Score SP AM 59 2.00 
Parts SP AM 59 3.00 

The Jumping Frog of Calaveras County 
Vocal score• 0 3720 4.00 

Opera in 1 act, libretto by .Jean K.arsavina 
after a story by Mark Twain 

Duration: 45 minutes 

Griffelkin 
Opera in 3 acts••• based on a German fairy tale 
Libretto by Alastair Reid 
Duration: 2 hours 

• Orchestral score and parts on r ental 

(on rental) 

•• Publication of the Society for the Publication of American Music 
••• Orchestral score, vocal scores, and or chestral parts on rental 

CARL FISCHER, INC. 

62 Cooper Square, New York 3 
165 West 57th St., New York 19 

156 Boylston Sl, Boston 16 
306 So. Wabash Ave., Chicago 4 



CHOPIN 
COMPLETE WORKS 

editor 

PADEREWSKI 
This Chopin edition, which bas been prepared with the utmost care, 

represents the Ufelong devotion and scholarship of the master pianist and 
unsurpassed interpreter, Ignace .Jan Paderewsld, to the works of his be
loved countryman. 

While the edition Is primarlly based on Chopin's manuscripts and such 
copies of these as were approved by the composer, first editions have also 
been studied thoroughly. Throughout, an Important fact bas been taken 
Into account: Chopin's manUAC.ripts, even those which have served as the 
basis of an orlgtnal edition, do not always repreeent the JlnaJ version. 
However, It Is nowhere left to the arbitrary judgment of Paderewskl's 
editing 11taft to ret10lve diJference~~ between the original edltlon11 and the 
manWICripts. To meet this problem, a procedure has been employed that 
combines both practicality and sclentUlc accuracy. Whenever diJferent 
readings occur, and where It was Impossible to decide with absolute cer
tainty which of them ls authentic or which truly corresponds with Chopin's 
JlnaJ edltlon, such discrepancies have been scrupulously indicated in full 
detail In the commentary. In a few Instances, two versions of the same 
piece appear. 

All pedal markings, phraslnKS, ornamentations, dynamics, tempo in
dications, etc., are strictly In accordance with the manscripts and first 
editions. 

The music Ls clearly printed on heavy paper. Each volume contains 
as a frontispiece a portrait of Chopin or a picture of some scene per
talninK to hl8 Ufe. At t.he end of each volume there appear extensive com
mentaries on all the compositions, as well as notes on research. 

Edward B. Marks 1\luslc Corporation ls proud to annonn.ce that it bas 
secured exclusive distribution rights for these Important publications for 
the United States, Canada and all the Latin-American countries. 

NOW AVAlLABLE VOLTP.ITF.~ 1-Xm 
I Preludes .................. $2.50 VI Sonatas ........ .......... $!.00 

II Etudes .................... 4o.OO VII Nocturnes 4.00 
m Ba llad.es . ............. .. 2.50 VIII Poionalses 4.00 
IV Impromptus 2.50 IX Waltzes ................ 4.00 
V Scherzos ................ 4 .. 00 X 1\lazurkas (hard cov.) 5.00 

XI Fantasia, Barcarolle, Berceuse ....................... ..... ........................ 2.00 
XII Rondos, Rondo For Two Pianos ................................ ............... . 4.50 

Xlli Concert, AlleKfo, Variations, Bole.ro, Tarantella, 
Ecossalses, Funeral March ............................ ...... ..... .... .. ........... 3.00 

XVIII Various Shorter Works ... ....... .................................................... S.OO 
In Preparation • .. Volumes XIV - XXVI 

EDWARD B. MARKS CORPORATION 
1S6 West 52nd Street New York 19, N. Y. 



A Selection of Significant Contemporary Choral Works 

From the MERI:URY [atalogues 

CARTER, ELLIOTT 
CHAVEZ, CARLOS 

ENCEL, LEHMAN 
FOSS, LUKAS 
CINASTERA, ALBERTO 
CUARNIERI, CAMARCO 

IVES, CHARLES E. 

KORN, PETER JONA 
MILHAUD, DARIUS 
REICHENBACH, HERMAN 

(Editor) 
ROCERS, EARL 
ROREM, NED 
STARER, ROBERT 
THOMSON, VIRCIL 

WARD, ROBERT 

COWELL, HENRY 
DIAMOND, DAVID 
DONOVAN, RICHARD 
COODMAN, JOSEPH 
LOCKWOOD, NORMAND 
MILHAUD, DARIUS 
SANDERS, ROBERT 
THOMSON, VIRCIL 

CARTER, ELLIOTT 

MIXED VOICES 
1\lusicians Wrestle Everywhere. .SO 
Tree of Sorrow. (Arbolucu, te Sequeste), 

Span.-Eng. .20 
Let Us Now Praise Famous Men. .SO 
Behold. I Bulld An House. .S5 
Lamentations of Jeremiah. Latin. .50 
Come to Aloanda. (Vamos Aloanda), 

Port.-Eng. .20 
Egbegi. (Primitive t~xt) .25 
The 1\fajor's Daughter. (Coco de Major), 

Port.-Eng. .25 
Harvest Home. (Alford) .20 
Harvest Home. (BurgeS!I) .20 
Lord of the Harvest. (Gurney) .20 
Psalm XXIV. .25 
Turn Ye, Turn Ye. .20 
Three Scottish Epitaphs. .25 
Deux Poemes (de Louise de Vilmorin), Fr .. 60 
1\lodern Canons. S8 Contempora.ry Canons 

For 2-5 Voices. .ISO 
From the Psalms. .40 
Four Madrigals. .SO 
I Wish I Were. .85 
Salots' Procession (from ''Four Saints 

In Three Acts'') . .SO 
Scenes trom the Holy Infancy. .25 
Concord Hymn. (Emerson) .25 

WOMEN'S VOICES 
American 1\luse. (Benet) 
Yonng Joseph. (Mann) 
How Should I Love 'I' 
Lyrics from the Spanish. 
The Birth of 1\loses. 
Cantata from Prove.rbs. 
An American Psalm. 
Seve.n Choruses from the 

1\ledea of Euripides. 

MEN'S VOICES 
The Defense of Corinth. (Rabelais) 
Emblems 

.25 

.25 

.25 

.SIS 

.85 

.60 

.85 

.85 

.75 

.50 

Mercury Music [orporation 
47 West 63rd Street New York 23, N. Y. 



new 
contemporary 

works 
at THEODORE PRESSER COMPANY 

STAN LEY BATE 

PIANO CONCERTO NO. 3 (on rental) 

ROBERTO GERHARD 

DANCES FROM " DON QUIXOTE" - for orchestra (on rentall 

DANCES FROM " DON QUIXOTE" - for piano solo $2.00 

CANCIONERO - songs for soprano with piano accompaniment $2.00 

GEORGE ROCHBERG 

SONATA-FANTASIA - for piano solo $3.50 

BERNARD ROGERS 

THREE JAPANESE DANCES - for orchestra (study score ) $2.00 

THEODORE PRESSER COMPANY Br y n Mawr , P e nnsylwania 
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THE NEW YORK TIMES REPORT 

U.S. Pianist, 23, Wins Soviet Contest 

Cliburn Is Awarded First Prize by 16 Moscow Jurors 

BY f A . FRA "KEL 

Moscow, Monday, April 14 - Van Cliburn, 
a 23-year-old American, has won the first 
prize in the Soviet Union's international 
Tchaikovsky piano competition. 

Mr. Cliburn, a Southerner who lives in New 
York, triumphed in what had been regarded 
as a contest of extremely high standards over 
three young Soviet pianists and one from 
Communist China. 

The awards were voted late last night 
by a panel of sL-cteen jurors, including six 
leading Soviet musicians. Their choice clearly 
coincided with that of t he Moscow public. 
Muscovites 'vildJy cheered Mr. Cliburn's per
formance in the finals Friday night. 

Daniel Pollack, another 23-year-old Amer
ican from Los Angeles, was awarded eighth 

THE NEW YORK TIMES FEATURE 

place. He actually ranked ninth among the 
nine fina lists because there was a tie fot 
second place. 

Co-winners of the second prize were Liu 
Shih-kung, an 18-year-old student at the 
Chinese Central Conse1·vatory, and Lev Vlas
enko, a 29-year-old native of Tiftis, Georgia, 
in the Soviet Union. 

The final standings will not be formally 
announced until noon today. But they became 
an open secret about 2 A.l\1. when the top 
winners were summoned to the Moscow Con
servatory to make color films of the program. 
There Mr. Cliburn quickly became the center 
of attention and a number of contest officials 
had word of the results. The chairman of 
the jury was Emil Gilels, the Soviet pianist 

Tall at The Keyboard 

Moscow, Monday April 14 - A native of 
the American Deep South who is the son of 
an oil company employe and a beneficiary of 
the RockefeUers; that is who stands as the 
cynosure of Moscow today. 

His name is Van Cliburn, and he now lives 
in New York. In the first days of the Tschai
kovsky International Piano and Violin Festi
val, when he emerged from among forty-nine 
contestants here as the darling of the serious 
listeners and bobby-soxers alike, they called 
him "the American genius." 
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Now that be has won the contest, the 
Russians have dubbed him "~la lchik (little 
boy) from th e South." 

Both titles seem apt. Despite his s lender 
six-foot four-inch frame, Mr. Cliburn, who is 
23 years old, is boyish in appearance. He has 
a small face, with a sharp nose and clear 
blue eyes tucked under a thick head of blond, 
curly hair. 

He was born in Shreveport, La. His speech 
betrays the fact that he has not been away 
too long from his " daddy," who lives in Kil-



who toured the United States last year. Last 
Friday night, after Mr. Cliburn's performance 
of Rachmaninoff's Piano Concerto No. 3, Mr. 
Gilels and others, fi led backstage to embrace 
the young American. 

Also on the jury were Dmitri Kabalevsky, 
Soviet composer, who had written a rondo 
for the final phase, and Syvateslav Richter, a 
well-known Soviet pianist. 

Mr. Clibu1·n, who was born in Louisiana 
and whose family lives in Kilgore, Tex., is 
a tall, lanky, boyish-looking young man. He 
attained his first moments of serenity shortly 
after the results became known. Still playing 
for the cameras at the conservatory at 3 A.M., 
he seemed to have conquered all the dizzying 
excitement that had possessed him through
out the contest. 

All around him were the weary members 
of the Moscow Symphony Orchestra. Since 
Thursday they had played three hours each 
morning to rehearse the contestants and from 
three to four and a half hours in the evenings 
for the actual performances. 

The enthusiasm of performers a nd audience 
this morning was the most dramatic but cer
tainly not the only indication of the stir that 
this competition has caused here. Every news
paper has been billing it for weeks. Mr. 
Cliburn's name has been on tens of thousands 
of lips in the last week and a ticket for his 
F riday performance was taken as a sign of 
standing and influence in the community. 

gore, Tex., where Van spent his early year s. 
If they know, the Russians have not let 

on that Mr. Cliburn's father is a purchasing 
agent for a big United States oil company 
("But mind you, we don't own a drop") or 
t hat the Martha B. Rockefeller Foundation 
financed the young man's trip to this capital 
of communism. 

Mr. Cliburn brought to the stage of the 
Tchaikovsky Conset·vatory a formidable tal
ent, combining great technical skill with a 
robust and crowd-appealing emotional style. 
And that is comparable to bringing a copy 
of Marx to the Kremlin. 
A Frustrated Actor 

Mr. Cliburn, who concedes that he is a 
frustrated actor, says he has to have people 
around to perform at his best. That wish was 
eminently fulfilled here. He has been mobbed 
everywhere by fans, autograph seekers and 
g irls bearing flowers. The audiences responded 

• at once to his playing and his displays of 
rapture at the piano. 
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In the opinion of most observers, now con
firmed by the jury, Mr. Cliburn did not let 
his public down. He played with exacting tech
nique but with great lyricism, especially in 
the Rachmaninoff. Dr. Mark Schubart, Dean 
of the Juilliard School of Music, who was 
here to watch his students in competition, 
rated Mr. Cliburn's Rachmaninoff rendition 
as outstanding. Mr. Pollack a lso is a gradu
ate of Juilliard. 

Mr. Cliburn will receive a gold medal and 
25,000 rubles in cash ($2,500 at the tou1·ist 
exchange rate). The other cash a wards scale 
down to 5,000 rubles for the eighth prize 
for Mr. Pollack. 

Mr. Cliburn also will have to give a solo 
recital on Friday and will perform at two 
concerts with other winners. In addition, he 
has had many offers for recordings and ap
pearances throughout the country. Mr. Pollack 
also will make some recordings. 

Third place was awarded to Nauru Shtark
man of the Soviet Union. The othet· winners 
wet·e: 

Fourth, Eduard Miansarov, Soviet Union; 
fifth, Milena Mollova, Bulgaria; sixth, Nadia 
Gedda-nova of Ft·ance ; seventh, Toioaki Mat
surra of Japan. 

Mr. Pollack had received polite applause. 
He seemed a bit disappointed by his final 
performance. 

"Thank God it's over!" he said backstage. 
" I feel like sleeping for twenty years." 

Some of the six Russian members of the 
contest jury made no secret of their admira
tion for his talent and training. They con
fessed to Mark Schubart, dean of the Juilliard 
School of Music, that they had no idea of 
"your wonderful school." Mr. Cliburn is a 
graduate of Juilliard. 

Still, the Russians could take part credit 
for the winner's training. His teacher at 
Juilliard was Rosina Lhevinne, a graduate of 
the Moscow Conservatory, who left Russia 
before the Communists came to power in 1917. 

There has been only one other teacher 
in Mr. Cliburn's lile. He toddled up to her 
at the age of 3 and demanded that if his 
mother could train a ll t he other children in 
the neighborhood, she should teach her only 
child as well. Rilda O'Brian Cliburn, herself 
a concert pianist, agreed and until he was 17 
she taught him all she had learned. 

At Kilgore High School young Cliburn 
played a clarinet and marched a t football 
games, but Liszt, Chopin, Tschaikovsb:y and 



James Abresch 
Van Cl iburn 

especially Rachmaninoff, among other roman
t ics, were his idols .. Aware of his own talents 
and some weaknesses ("I love to play but 
I despise practicing"), the maturing pianist 
seems also to have developed a dramatic 
public personality. 

At the age of 12 he made his debut with 
the Houston Symphony, playing Tchaikovsky 
Concerto No. 1, which was requir ed of final
ists in the Moscow contest. In 1954, shortly 
after graduation from Juilliard, he again 
played t he Tchaikovsky in his New York debut 
with the Philharmonic under Dimitri Mitrop
oulos. 
Winner of Many Prizes 

He bas won many prizes, including t he 
Edgar N. Leventritt Award in 1954 and a 
Walter Damrosch prize for postgraduate 
studies at Juilliard. But twenty orchesn·al 
dates around the country in 1955 kept him 
from graduate study. 

Mr. Cliburn based himself in New York, 
in an apartment at 205 West F ifty-seventh 
Street, for the long climb into the professi~nal 

ranks. He tow·ed the United States again in 
1956. A year ago he was inducted into the 
Army in Dallas, but was released after two 
days because of a blood condition. 
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Editorial 

If Juilliard is feeling pleased and proud 
these days, it is mor e than understandable. 
For it is not often that three of its gradu
ates, at the same time, distinguish themselves 
as highly as did Van Cliburn, Daniel Pollack 
and Joyce Flissler. Had the three merely 
p laced in the Tchaikovsky competition. i t 
would have been cause for rejoicing. This 
was, after all, one of t he most significant 
and difficult of the international competitions, 
and any entrant who made the final s deserves 
high praise and a large measure of respect. 
Thus, the congratulations of the School and 
its Alumni Association go out to these three 
performers and their teachers, Mme. Rosina 
Lhevinne and M1·. Edouard Dethier. 

But Juilliard has reason to be even more 
proud. Not only did its graduates p lace in the 
finals - Daniel Pollack was awarded eighth 
place in the piano contest. and J oyce Flissler 
received seventh place in the violin contest -
but t he contest was won by one of them. 

When Van Clibw·n carried off the first prize 
in t he piano contest, t he Jew York T imes
judged the news worthy of the front page 
(see page 3). Since then, the news has ap
peared in every newspaper and news maga
zine in t he country, and many, notably L ife 
and Time magazines have published extended 
feature stories on Van. 

Van's success is an admitted artistic tri
umph, and through his artistry he has also
achieved a diplomatic triumph. By winning 
this contest, he has secured himself a place 
in t he first rank of young performers, and 
has a lso proven himself an effective--and ex
tremely likeable--ambassador for the United 
StateL * 

This broke his stride, and serious illness 
in the family led him to spend much of the 
last year in Kilgore, tending to domestic af
fairs and teaching his mother's classes. 

He had scheduled his first European tour 
for next summer when Mme. Lhevinne wrote
urging that he go to Moscow instead. With 
a new goal before him, he was able to dis
cipline himself again, working from six to 
eleven hours a day during two month's prepa
ration. 



Alumni Council Election R esults 
As a r esult of the recent mail-ballot elec

tion, the following have been named to ser ve 
a two-year term ( 1958-59; 1959-60) on t he 
Alumni Council: Margaret Hillis, Leonid 
Hambro, Wallingford Riegger, Invin F1·eund
lich, Lehman Engel, W esley Sontag, Eugene 
Brice and Charles Wadsworth. 

Members of the present Council who will 
be ser ving the second year of their t erms dur
ing the 1958-59 season are: J ohn Ryan, J oan 
Bass, Lucy l s hkania n, Clifford Snyder, 
Theresa Masciarelli Arrigo, Edna Hill Natkin, 
Roy Clifton Matthews, Henry Edison Mc
Daniel, Gordon Gallo and Betty Ann Hirsch
ber g . The Council member ship will be com
pleted with the e lection of two representa
tives from t his year's graduating class. 

Alumni Associatio11 
Honors Graduates 

On Tuesday, May 27, t he Alumni Associa
tion sponsored its annual dinner, concert and 
dance in honor of t he graduating class. As 
in the past, a buffet s upper was served in 
the Cafeteria , members of the graduating 
class being guests of the Association. 

Following the supper, a conce rt was pre
sented in the School's Recital Hall. The pro
gram \Vas dh·ided between J ohn Butt rick, 
pianist, who holds this year's Alumni Scholar
ship, and Samuel Baron and the New Yot·k 
Woodwind Quintet. A dance on the Concert 
Hall stage closed the evening. 

Isidore Cohen Joins 
}uilliard Qua,.tet 

I s idore Cohen, violinist, is JOmmg the 
Juilliard String Quartet t his spring, t·eplacing 
Robert Koff a s second violinist. 

A graduate of Juilliard , Cohen was a 
scholars hip student at t he School, studying 
under I van Galamian. He has had wide ex
perience as a soloist and has appeared fre
quently as a membet· of chamber music groups. 
A former member of the Symphony of the 
Ail:, he has also performed with t he Kell 
Playet·s, the Saidenberg Chamber Players and 
the Collegium Musicum, among others. As a 
member of the Schneider Quartet, he recorded 
the entire set of Haydn Quartets. 

He has served as Concertmastet· with the 
Little Orchestra Society, the Saidenberg L ittle 
Orchestt·a, the American Concert Orchestra 
and at the P eninsula Mus ic Festival and the 
Moravian Music F estival s, appearing a lso as 
a soloist at both F estivals. 

He has al so been a guest artist with the 
B udapest String Quar tet, and last year took 
par t in the F estival Casals in San Juan, 
Puerto Rico. This summe1· he will perform 
'vith the Juilliard Quartet in Europe. As a 
member of the Quartet, he will a lso become 
a member of the School's chamber music 
facu lty. 

Robert Koff, second violinist of the group 
s ince its f ounding ten years ago, is leaving 
the Quat·tet to take up his new duties a 
Director of Performing Mus ical Activities and 
Visiting Lecturer at Brandeis University. 

Dean Schubart Attends Tcltaikov sky Competition 

At t he invita tion of the United States Embassy in Moscow, Dean Mark 
Schubart was present at the In ternational Tchaikovsky Competition, where 
he had t he opportunity of observing t he four Juillia1·d g raduates who par
ticipated. After the Competit ion, Mr. Schubart wen t to Helsinki, Stockholm, 
Oslo. Brussels and London under the I nternational Exchange Program of the 
United States Department of State. Upon his retum home, he a ddressed the 
student body and faculty of the School to r eport on his trip. 

The foregoing material from the New York Times is reprinted by permission. 
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A merican Dance on 

by J ose Limon 

Tour 

~ew York City, N. Y 
January 6, 195 

The only way in which I can let you know about our Europear 
tour is to write one report and make a number of copies, one ol 
which will be sent to you, because I think you would be interested 
both as a friend whom I value and as a dance enthusiast. We havE 
just returned home and I am about to begin classes and reheanal! 
with new ideas clamoring to be tried and worked on. 

The company was very tired after a busy spring with a long 
tour of the United States, television in Canada, a series of concert~ 
in June in public parks and a most arduous summer session at thE 
American Dance Festival at New London, and it was a mo~t wel· 
come thing to find ourselve on the Queen ~iary with nothing to de 
but rest and to prepare ourselves for the rehearsals and the opening 
of the tour in London on Septembet· 2nd. We enjoyed the tt·ip ver) 
much-it was mostly good weather and no one suffered inconvenience 
venience. 

London meant plunging immediately into rehearsals with t hE 
orchestra which had to be selected and signed up for the duratioc 

I. to r.: Jose limon, luco• Hoving ond Betty Jones in The Moor's Povonn< 
(Purcell); Betty Jones ond Ruth Currier in New Donee (Riegger); Jose l imon o nd 



of the tour. This kept Simon Sadoff very busy. 
The works in the repertory numbered some 
18 p ieces, and a ll these had to be learned in 
approximately one week. A number of dances 
had to be recalled, since t hey had not been 
performed for varying lengths of time. A 
child had to be auditioned for Day on Ea1·th. 
We wer e extremely fortunate in finding 
Gwendolyn Looker , a child of thirteen, excep
tionally talented and lovely. She did a supet·b 
job. A speaker had to be procured for the 
Lament jo1· lgnncio anche= .llejins and many 
other preparations kept Doris and t he dancers 
very busy. At the Sadler's Wells a company of 

panish dancers were finish ing an engage
ment, Vat·gas & Ximenez and a fine and 
spi rited company. They were doing very well. 
Incidentally, both Vargas and Ximenez turned 
out to be Mexicans and they told me they had 
seen our company perform in Mexico City at 
t he beginning of this decade. Bob Schnitzer 
of ANT A and his wife Marcella Cisney were 
on hand at the dress r ehearsal, and gave us 
encouragement, f or frankly I was very nervous 
and apprehensive-so much depended on the 
reaction of the London public-and I was 
constantly aware of t he tremendous respon
sibility which was ours. It was not solely for 
a rtistic reasons that I was apprehensive. Our 
visit had other implications. I was anxious as 
to our capacity to fu lfi ll the semi-official por
tion of our task. 

The opening was highly inauspicious. The 
public was small. We were practically un
known. London was depopulated of its usual 
dance-going audience. The Edinburgh F estival 

Jose limon in his dressing room ot the Marigny 
Theatre, Paris. 

was on at the t ime. The audience r esponse 
was polite and reserved. The first press 
critiques were glacial and condescending, 
often scathing. Much was made of the fact 
t hat I was forty-nine years of age. I was not 
really doing badly, some said, for such an 
old boy. Things looked dismal that first week, 
really bad. But we kept on resolutely g iving 
the best performances of whlch we wer e cap
able. I had a feeling tha t the second week 
would see a change. I cannot tell you on what 
I based this intuition, except that I have a 

in Donee Overfure (Creston)- in Berlin. Betty Jones, Che•ter Wolenski 
Currier in Concerto Grosso (Vivaldi) in Poland. 

Editor' s Note: The above o rticle
wo• written by Jo•e Limon upon his 
return from Europe, and sent as a 
letter to his many friend• and a s· 
sociotes who wished to know of 
the experience• he and his Com· 
pony hod while on their ANTA lour' 
lo•t fall. He has very kindly ol• 
lowed us to reprint the letter in 
thi• issue of the Alumni Supplement. 



Jose limon with composer Prioulx Ranier and 
Doris Humphrey. 

big supply of congenital optimism in my na
ture, a strong faith in our art, and what it 
represents, its power, its vitaHty, its validity 
and its since rity as a voice speaking for us 
as AmeTicans of the twentieth century. As 
always, there were those among our audiences 
for whom we were a miracle and a revelation. 
These always found their way back-stage to 
offer warm enthusiasm and encouragement. 
The second week found an upsuTge. The 
Embassy officials, who watched over us, would 
report to me that subsequent programs found 
favor in the eyes of the critics and that they 
considered the general tenor of the pre s 
quite spectacular. Audiences grew somewhat, 
and the miracle happened: They warmed up, 
they applauded with enthusiam and gave us 
many bravos, and in a ll ways behaved in a 
most un-British manner , to my relief and 
delight. 

The company (now composed of some forty
eight persons, minus Lola Huth, who came 
down with appendicitis, including an orchestra 
of twenty-three musicians) flew to Paris on 
Sunday and on the following Monday opened 
at the Theatre 1\Iarigny. His Excellency, Mr. 
Amory H oughton, the American Ambassador, 
under whose auspices we would be appearing, 
honored us 'vith his presence and gave us a 
most distinguished reception in the foyer of 
the theater. There followed what to me seemed 
the nadir of my artistic fortunes. The Parisian 
press disliked us intensely and wrote of us 
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with derision and mockery. This kept the pub
lic away, of course. We played what was es
sentially the same programs as in London, t o 
very small houses. It took courage to do a 
good performance, for example, on a matinee 
when the audience present totalled less than 
the performers, orchestra, and stage crew. I 
must inform you that I am proud of our 
dancet·s: they gave me a superb performance. 
It took much r esolution to continue to do 
good performances for the 1·est of the engage
ment, which lasted two whole dreary weeks. 
It is pleasant to recall that those who came 
to see us were r eceptive and enthusiastic and 
many would find their way to my dressing 
room to tell me that they liked ou r dances 
very much. There was even a change in the 
press. Certain writers took the trouble to ask 
fot· interviews, and wrote with unde rstanding 
and appreciation. After the opening, auditions 
were held for a new child for Day on Earth. 
since our English child was not permitted by 
law to leave England. We found a little French 
girl, Sylvie, who did a fine job. She could not 
have been more different from the little girl 
in London-she was vet·y French, very 
Parisian, very knowing, a very experienced 
child performer who danced impersonations of 
the stock Paris ian females, including Can-Can 
dancers. Doris said , in selecting her, "This is 
a very capable and skillful perfor mer . I be
lieve she will be quite able to give a fine im
personation of an innocent child." 

I for one was happy to leave Paris, which, 
with the exception of a few intensely moved 
and enthusiastic people, seemed to want none 
of us. 

Anatole Heller, our European impressario, 
a man of cultu1·e, a philosopher, a kind, 
urbane man, had proposed certain deletions 
from our repertory. He maintained that Euro
pean audiences, as he knew them, would find 
some of Doris' works and some of mine not 
to their liking. He referred specifically to the 
Lament /01' Ignacio Sanchez Mejias, Day on 
Ea rth and La Malinche. I bad not agreed in 
the ca e of Doris' two works, since to me they 
are both great masterpieces, and the two 
dances which gave me what stature I have as 
a dancer. I insisted t hat t hey should be shown 
in London and Paris, since it was important 
to show these artistic milestones, whether 
they were liked or not. 

After Paris Mr. Heller counselled that we 
were sent to Europe to make friends through 
our art. It was important, since this was our 
first showing, to do works which were not so 
difficult for audiences lacking the background 



of familiarity with the slow development of 
the contemporary dance in the United States. 
To appreciate the Lament and Day on E arth 
took an experience in viewing dance which 
was obviously lacking in European audiences 
in general. We settled for giving the Day on 
Ea1·th one last chance in Berlin , because 
otherwise, \vithout the Lament, this would 
leave Letitia Ide with nothing to do. 

Mr. Heller arranged a magnificent lunch on 
board the chartered BOAC plane to Berlin, 
and our wounds licked somewhat, we arrived, 
went to our hotels, and prepared to open the 
next day as part of t he Berlin F estwochen. 

I can say that Berlin was our first triumph. 
The public made us feel wanted. It was our 
fi rst experience with a fantastic custom of not 
ceasing to applaud at the end of a perform
ance. After many curtain calls in t he conven
t ional manner , we would continue to take 
bows in front of the curtain, because they 
would not stop the applause a nd acclaim. I 
love Berlin. 

M:ary Wigman welcomed us with t hat deep 
warmth which one encounters at rare inter
vals, and which emanates only f r om a great 
human being. She had known Doris before. I 
had never met her , but the instant I greeted 
her I felt that I had known her always. She 
attended many of our performances and we 
spent one fascinating evening at her home. 
It was a rare privilege to know t his great 
generous woman, this rich a ll-encompassing 
maturity, this loving spirit. 

At the end of t he Berlin pedormances I 
felt we had found our audience. 

Poland is an experience which I will not 
fully grasp, I think, for quite some time. The r 
bare facts are simply-17 days of hard 
trouping, four cit ies, Poznan, Wroclaw, 
Katowice and Warsaw. Hard work- per
formances every night p lus a good many 
matinees--mar velous opera houses, packed 
with a warm, perceptive public. But what I 
saw and felt as an artist and as a human 
being is probably the most complex and dev
astating experience of my life. Again~t a 
background of cit ies still lying eviscerated by 
the savagery of war, I met human beings of 
courage, serenity, nobility. Tbere was no 
rancor, no bitterness. Only a tremendou~ reso
lution, a sense of the future. Poland llad to 
be rebuilt. I am in awe of these brave young 
people, of their p assionate love for their 
identity, their tradition: t heir beautiful sur
vival-but above a ll, their unspeakable cour-
age. I am ver y humble and very p roud to 
have performed for them. 
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They were very friendly, very considerate. 
We wer e official g uests. They gave us the best 
they had in accommodations. They were at
tentive, they t ra nsported us everywhere, to see 
t heir museums, t heir r econstructed buildings. 
Their dancers especially were kind. They 
would talk to me f or a long t~rme after the 
performances, and expr essed a strong desire 
to know about our motives and beliefs, and 
a desire to strike out in new directions in the 
dance themselves. 

The American Ambassador in War saw, Mr. 
Jacob Beam, and his \vife, were most gra
cious. They attended performances and visited 
backstage and seemed very pleased and im-

Arrival in Berlin. 

pressed with the response of the Poles to our 
work. They gave us a wonderful reception at 
the E mbassy. An interesting thing which I 
want you to know: One of our younger danc
ers, Chester w ·olenski, who as you can see 
by the name, is of P olish descent, made quite 
a hit with everyone. I was happy to have been 
able to give him my p lace in the Concerto 
G'·osso of Vivaldi, 'vith Betty J ones and Ruth 
Currier, in Berlin, where it was an instant 
favorite, but in Poland it became t remendously 
popular. The Poles were very proud of their 
boy, who did very well indeed ,in the part, and 
improved visibly as he went along. He spoke 
Polish, and held press interviews, made 
friend s, and was in every way a most valu
able asset to the enterprise. 

I will never forget these people .. As audi
ences they were intelligent, perceptive, s~perb. 
As humans t hey wer e gener ous, kind, warm. 
Living as they do, surrounded b~r a night
mare of ruin, they shine in my ey,es. 

cont inued on pg. 25, column 2 



Geo1·ge Zimbel 

"Ariadne on Naxos" 

March 21, 22, 23 - 1958 

Frederic Waldman and Frederic Cohen on 
stage during rehearsal. 

George Z imbel 

Frederic Waldman, Frederic Cohen, Elsa Kohl and Sara Rhodes 
Hageman talking over a problem during a rehearsal break. 

Two scenes from the Opera 
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THE JUILLIARD OPERA THEATER 

Frederic Cohen, di1·ector 

Kate Roosevelt--Impact 
Scene from the Prologue 



Fritz Rikko: 

Baroque Impressario 

It is often said that it takes a busy person 
to get t hings done, and Fritz Rikko, who 
conducts Juilliard's graduate seminar in 
Baroque music, is an outstanding example 
of this truism. F or Rikko is undeniably a 
busy man, but one whose enthusiasm for his 
work remains constant. His Juilliard seminar 
affords him great pleasure, fo r her e he guides 
his students through the intricacies of musico
logical research which lead, in the class, to 
performances of Baroque works otherwise in
access ible. His own enthusiasm for the sub
ject has inspired the students, and it is not 
unusual to find a g roup of them arranging 
for extra practice time in the harpsichord 
room, currying the research libraries in New 
York for manuscript material a nd contempo
rary accounts of performance techniques, and 
attending concerts of Baroque music. 

I n addition to his Juilliard teaching, Rikko 
is a member of the Greenwich House Music 
School faculty, where he has a large class 
of violin students. For another, less energetic 
and dedicated man, :;;uch a teaching p rogram 
would afford f ull-time activity. But Rikko's 
first interest, beyond teaching, performing or 
conducting, is in searching out Baroque music 
and presenting it in concert. To this end he 
founded , in 1951, the Collegium Musicum, a 
chamber orchestra which specializes in the 
performance of Baroque and Rococo music. 

Rikko comes well-equipped to this task. He 
was trained as a violinist and conductor at 
the Musik Hochschule in Cologne, Berlin and 
Leipzig and was a student of Bram Eldering 
and Adolf Busch. He is a former member of 
the Glaser Quartet and the Busch Chamber 
Players, and wa s a member of the Folkwang 

Fritz Rikko conducting the Collegium 
Musicum in Washington Square 
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Studio for Old Music, in Essen, and the 
Kabeler Kammermusik, a group of young 
musicians interested primarily in perform
ing music of the Baroque Era on the original 
instruments. He is also well-known as an 
editor of Baroque music, having prepared per
formance editions of many works available 
only in manuscript. 

The Qlllegium Musicum is made up of per
formers of first-desk calibre, each of whom 
can-and does--perform with the group 
as a soloist. For its first two seasons, the 
group performed in the Circle-in-the-Square, 
a former night club in Greenwich Village. 
Its opening concert was warmly received, the 
New York Times commentinl!" that " ... the 
playing was of e;><:cellent quality and the 
musicians all seemed to share Mr. Rikko's 
genuine affection for the music, which, 
whether grave or lively, brought an under
lying tranquility that most have seemed 
strange to whatever ghosts haunt abandoned 
night clubs." 

Alter two seasons, the group moved up
town to Carl Fischer Hall, where it played 
to full houses in a series of subscription con
certs. 

In 1956, it performed for the first time on 
the summer "Chamber Music in Washington 
Square" series, and last season opened and 
closed the series' programs. The series , which 
is held under the auspices of the Washington 
Square Association with the cooperat ion of 
the New York City Department of Park , 
is a true community enterprise. New York 
University provides the printed programs; 
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New York City's radio station, WNYC, not 
only broadcasts the concerts but installs an 
amplifying system for them in the park; the 
West Side Savings Bank has underwritten 
the entire cost of one program; the shell in 
which the musician~; perform has been donated 
by Miss Harriett Mittelstaedt ; and other in
dividuals and organizations have cooperated 
with rehearsal and s torage space and the loan 
of equipment. Not the least of the contribu
tions has been the generosity of Local 802, 
American Federation of Musicians, which, 
through a grant from the Trust Funds of Re
cording Industries, has helped defray the 
cost s of music and helped pay for the musi
cians' services. 

The success of these concerts in Washing
ton Square has been phenomenal, and has 
more than jus tified the good faith and gen
erosity of the sponsoring organizations. Las t 
summer the musicians played literally to 
s tanding-room-only. Not only were the chairs 
provided for the audience filled to capacity, 
but there was not an empty bench or patch 
of lawn available throughout the park. Over 
3500 persons attended the opening concert, 
and the atmosphere, even at the farthest 
r eaches of the park, was remarkable for the 
quiet attention being given the music. 

This summer Fritz Rikko will be director 
of the series, appearing a s conductor at three 
of the four programs. The series has created 
f or itself a loyal and enthusiastic audience, 
and there is no doubt that its member s, Vil
lagers and non-Villagers alike. will once again 
ensure a sell-out success. 



JUILLIARD SCHOOL OF MUSIC 

Public Concerts, March - May, 1958 

March 14: 
A CONCERT OF CHAMBER MUSIC 

' 'Contrast s" for Violin, Clarinet 
a nd Pianof orte Bela Ba1·t6k 
Edwa1·d S efal'ian, violin 
A 1·thur B loom, clarinet 
Howcwd L ebow, piano 

Sixth Sonata f or Piano, Op. 82 
Se1·ge Prokofieff 

Joseph R ollino 
" Facade," An Entertainment With Poems 

by Edith Sitwell W illiam Walton 
A nn Perillo, Arthur Burrows and 

Lynn Rasmussen, reciters 
Mark A nstendig, conductor 

March 21 , 22, 23 
THE JUILLIARD OPERA THEATER 

Frederic Cohen, d irector 
" Ar iadne on Naxos" 

Opera in One Act ·with a Prologue 
by Hugo von H ofmannsthal 

music by R icha1·d Strauss 
Musical direction F'1·ede1·ic Waldman 
Production and stage direction 

Costumes from designs 
Settings 

in collaboration wit h 
Technical direction and 

March 26: 

F·rederic Cohen 
by L emuel Ayres 
Thomas DeGaetani 

David Hays 
lig hting 
Thomas DeGaetani 

THE JUILLIARD CHORUS AND ORCHESTRA 
Frederick Prausnitz, conductor 

" The Passion According to St. Matthew" 
Johann Sebastian Bach 

Lynn Rasmussen, soprano 
Shi1·ley Ca1·ter, alto 
Clifton S teere, teno1· (Evangelist) 
John Pa1·ella, bass 
Raymond W olin, bass (Jesus) 
T atiana Troyanos, alto; A 1·tkur Williams, 
tenor; W endell H oward, bass; Jem!d 
Lepinski, bass; Estelle Jiavis, soprano; 
Perryne Anke1·, soprano; A nne-l\larie 
Cope, soprano. 
Kenneth K roth, organ 
David Moo1·e, continuo 
Joseph Maggio, flute 
A ndrejs Jansons, oboe 
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April 11 , 12: 
THE JUILLIARD DANCE THEATER 

Doris Humphrey, director 
Jose limon, guest artist 

Partita No. 5 in G Major 
Johann Sebastian Bach 

Choreography Doris H umphrey 
Out of the Chrysalis 

F ou r Episodes f or Piano, Winds 
and Strings Entest Bloch 

Choreography Donald JllcKayle 
(First P erfor mances Anywhere) 

Missa Brevis 
Missa Brevis Zoltan Koddly 
Choreography J ose L imon 

guests artist s : J ose Limon with mem
bers of his Company 

(First P erformances Anywhere ) 
Session '58 

.Music (1948-55) 
Choreography 

(First P erformances 
members of the J uillia1·d 

and 0 1·chestra 

T eo Macero 
Anna Sokolow 

Anywhere) 
Chorus 

F'rede1·ick Prausnitz, conducto1· 
Howard L ebow, piano soloist 

April 25: 
A CONCERT OF CHAMBER MUSIC 

Sonata f or Two Pianos in F Minor , Op. 34b 
Johannes B1·ahms 

Abraham Stokman and B1·uce S teeg 
Sonata da Camera f or Violin a nd 'Cello 

Matyas Seiber 
Paul Be/lam, v iolin 
Ge1·ald Kagan, 'cello 

" Parto, parto, ma tu ben mio" Aria from 
the Opera " La Clemenza di Tito" 

W olfgang A madeus j\1Joza1·t 
Three Songs with clar inet obbliga t o, from 

Op. 103 L udwig Spohr 
A nne Pe1·illo, sop1·ano 
Victor Morosco, clal'inet 
David Stimer, piano 

" Von Himmel hoch da komm ich her" 
( .M:. Lut her) 

" Die mit triinen siien" (P salm 126 :5-6) 
J ohann H e1·man S chein 

Members of the Juilliard Chonts 
John Delflitt, conductor 

continued on pg. 28, column 2 



J uilliard Orchestra to 
Tour Europe 

The Juilliard Orchestra wi ll begin its tour 
this summer in Great Britain with an ap
pearance in The Royal F estival Hall in Lon
don, followed by concerts in other English 
cities. 

After the English tour, the Orchestra 
will appear at t he Brussel Fair, at t he 
Rencontre Internat ionale d'Orchestr es de 
Jeunes Musiciens, and a lso at the American 
Pavilion. I n addition, members of the Juilliard 
Orchestra have been chosen to play in a 
special concert on July 20, at the Brussels 
Fair, under Herman Scherchen. The orches
tra for this concert will be made up of 
musiCians from the participating youth 
orchestras. F or its Brussels appearances, t he 
Orchestra will be conducted by J ean Mor el, 
with his associate, Ft·ederick Prausnitz, 
leading the next to last concert. 

The Orchestra will then travel to Germany 
and Austria where Mr. P rausnitz will con
duct it in appearances in Hamburg and Salz
burg, as well as other cities. Other appear
ances in Austria and Switzerland are now 
under negotiation. 

Mr. Morel will re-join t he Orchestra for 
the final portion of t he tour which will take 
it to Italy. 

Preparatory Division 
Presents Copland's 

"Second Hurricane" 
On Saturday, May 3, t he Parents Associa 

tion of t he Preparatory Division sponsored 
two performances of Aaron Copland's The 
Second Hurricane, a play-opera for high 
school performance. Principal parts were 
taken by Ruth Mesa vage, Mary Ann Scialdo, 
Estelle Shulder, J oseph Sukaskas, Ronald 
Capicotto, Paul Posnak, Gt·egor y Sandow, 
J effrey Sacher , K enneth Hirsch, Douglas 
Lyons, Donald Freed and Francis Gannon, 
students in the Division. The choruses were 
sung by students and parents of the Prepara
tory Division. Leslie Bennett was responsible 
for t he musical direction, Frederic Cohen the 
production and stage direction and Thomas 
DeGaetani the technical direction and light
ing. The two-piano accompaniment was played 
by Camille Budarz and Edith Kilbuck. 
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Ben Mancuso-/ mpact 

Shirley Carter, contralto, and Joseph Schwartz, pia nist, 
winners of this year' s Walter W. Naumburg Musica 
Foundation awards, with their teachers, Marion Freschl 
and Irwin Freundlich. 

Fulbright Awards to ]uilliard 
Fulbright Scholarships for 1958-59 have 

been awarded to the following Juilliard 
students and alumni: 
Jerry Bywate1·s: to study Dance at the Con
servatory of Dramatic Art Paris; Roy Clifton 
Matthews, Jr.: to study Piano at the Music 
Academy, 1\Iunich; T essa lllingarelli: to study 
Piano at the Santa Cecilia Conservatory, 
Rome; Joseph L. Rollino: to study Piano at 
t he Santa Cecilia Con ser vatory, Rome; Paul 
S heftel : t o study P ia no at t he Santa Cecilia 
Conservatory, Rome ; Vincent E . Spe1·andeo: 
to study Piano at the Luig i Cherubini Con
servatory, F lorence; E va Jlt a1·ie Wolff: to 
study Voice in Germany; Ramon Zupko: to 
study Composition at the Academy of Music, 
Vienna. 

Lecture-Recital Presented 
Guido Agosti, Italian pianist, appeared on 

March 10, as the guest of the chool in a 
special lecture-r ecital on the Piano Preludes 
of Claude Debussy. Mr. Agosti, who has 
toured this country with the Quartetto di 
Roma, is head of the Piano and Chamber 
l\Iusic Department at the Accademia di Santa 
Cecilia in Rome, as well as the Accademia 
Musicale Chigiana in Siena. 



OUT OF THE CHRYSALIS 
(first performances anywhere) 

U u sic 

ChnrPO(lrtr/111~· 

Ernest Bloch 
Donald McKayle 

Jack .ll itchell 

PARTITA 
MwJic Johann Sebastian Bach 
Ch o rl!og-rn phy Doris Humphrey 

Jose Limon, guest artist 



1HE JUILLIARD DANCE THEATER 
Doris Humphrey, director 

April 11 & 12, 1958 

SESSION '58 
(liuf perlormonce• anywhere) 

l usic 
Choreograph~ 

Teo Macero 
Anna Sokolow 

B en .llancuso--lm pact 

MISSA BREVIS 
(fint perlormonces onywhere) 

Mu3ic 
Cho reograpl1y 

Zoltan Kodaly 
lose Limon 



Alumni News 

(.Vote: The year gh•en i11 the news items which follow indicates 
the last /~til yeor oj attcnda11ce in the School.) 

1!115: )1:ercury Records have released HOW
ARD HANSON's recording, with the East
man-Rochester Symphony Orchestra and 
Chorus, of his Song of Democracy and Elegy 
in Memory of My F riend, crge K oussct"itzky, 
on disc MG-50150. 
1926: CHARLES KRANE's edition of Bene
detto Marcello's Sonata in G, for 'cello and 
piano, has been published by Shapiro, Bern
stein & Co. 

It is with deep sorrow that we report 
the death of two member of the class 
of 1934. Dudley Marwick, bass, died on 
February 16 of this year. He had long 
been active as a recitalist and had a 
distinguished career in opet·a. 

Samuel Antek, conductor, died on 
January of this year. In his memory, the 
Board of Trustees of the New Jersev 

ymphony Orchestra, which be co~
ducted, have established a Samuel Antek 
Memorial Fund. The Board has stated : 
" We can find no better way to perpetu
ate his memory than by continuing to de
velop the orchestra which he inspired 
and to which he gave so freely of his 
remarkable ability and wisdom." 

1937 : Lt. Col. JEREMY K. SCHLOSS, as
sociate professor of Air Science and Execu
tive Officer of the ROTC Detachment at 
1\lichigan State University, recently received 
his Masters degree in Educational Adminis
tration from the University. 
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19J8: ALEXEI HAIEFF's Ballet in E ha~ 

been recorded by the Louisville Orchestra. 
Robert \Yhitney conducting, on Louisville disc
LOU 58-1. MINUETTA KESSLER has been 
awarded a composition prize by the Brookline 
(Mass.) Public Library for her Trio, which 
was performed at the Library on February 12. 
The New York premiet·e of E LIE SIEG-
1\'IEISTER's one-act comic opera, Mi1·andct 
and the Da1·k l'ozmg .llan, to a libretto by 
Edward Eager, was given on May 24 at 
Hofstra College's first annual Festival of 
Contemporary Music. The work was staged 
and performed by the Opera Workshop of the 
Hartt Foundation (Hartford, Conn.) and con
ducted by Moshe Paranov. The Festival a lso 
included the premiere of Albert Tepper's 
TT'hat is Man ?, performed by the Hofstra 
Symphony conducted by Mr. Siegmeister. 
l.'J/;1: BARRY DRE\VES has been appointed 
Educational Director for G. Schirmer, Inc. 
CARROLL GLENN, violinist, appeared with 
her husband, pianist Eugene List. and the 
National Orchestral Association under Leon 
Barzin at Carnegie Hall on March 18, in a 
program which included three premieres. They 
presented Viotti's Double Concerto in A, Opus 
3, and Strauss' Concerto for Violin in D 
minor, Opus 8, in first New York perform
ances, and the United tates premiere of 
Rosenthal's Acsopi Com•it•ium, for violin and 
piano. 
1942: I\OR:\1A:;..r DELLO JOIO's Ai1· P ower 
- Symphonic Suite, has been recorded by the 



Philadelphia Orchestra under Eugene Orm
andy on Columbia disc ML 5214. WILLIAM 
MASSELOS has been engaged as special 
guest pianist at the Aspen Music School this 
summer. His recording of Griffes' Sonata fat· 
Piano, Rudhyar's Granites and Weber' 
Episodes has been r eleased on M-G-M disc E 
3556. EDYTH WAGNER's article, "Class 
Piano or Individual Piano Lessons?" appear s 
in the April issue of the Musical Cow·ier. 
1948: ESTHER WILLIAMSOr BALLOU's 
P1·clude cmd Allegro, for piano and string 
orchestra, i performed on Composers Record
ings release CRI-115. ARTHUR GOLD and 
ROBERT FIZDALE, duo-pianists, will ap
pear at the ALx-en-Provence Festival this July, 
playing the world premiere of Georges Auric's 
Toccata for Two Pianos which was written 
for and dedicated to them. JEAN MADEIRA 
made her debut at La Scala in Milan in 
April. H er husband, FRANC! MADEIRA, 
conductor of the Rhode Island Philharmonic 
Or·chestra, closed his season on April 10, with 
'I performance of Verdi's Requiem. He con
ducted a concert with the l\1ozarteum Orches
tra in Salzburg on May 2 , and on June 6 
fulfills a return engagement with the Kammer
orchester des Wienerkonzerthausgesellschafts. 
1.944 : Juilliard alumni appearing \vith the 
New York City Center Opera Company in its 
'pring season of American opera included 
CAROL BRICE, GRANT WILLIAMS (1955) , 
WILLIA.M METCALF (1956), PAUL 
UKENA (1950, now faculty), HELEN 

TRINE (1952), OLGA JAMES (1951), 
ANDREW FRIERSON (1950) and SHIR
LEY CARTER (student). ARNOLD GAM-

ON (1952), SAMUEL KRAMCHALNICK 
(1953) and KURT SAFFIR (1952) were 
members of the conducting and music staff. 
1!146: I NEZ BULL's four-part song, I Trill 
Bow and Be imple, will be published by the 
Lorenz Publishing Company in its -eries, "The 
Volunteer Choir." On April 10, she led the 
Glee Club of the North J er sey Training School 
for Girls in a half-hour broadcast over· WNJR. 
She is the Director of Music at the School, 
which is a New Jersey institution for mentally 
retarded girls. VICTOR WOLFRAM will be 
Assistant Professor of l\Jusic at the Univers ity 
of Omaha (Neb.) next year. He will have 
charge of instruction in piano and present 
several recitals at the school. His article, 
" Music in the Junior College," appeared in 
the December issue of the Jtmior College 
Jow·nal. 
191,8: The first New York performances of 
"\\'ILL GAY BOTTJE's Quintet for Flute and 
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Strings was given on Apr il 19, at Car·negie 
Recital Hall, on t he final concert of the Silver 
Jubilee Series of the National Association for 
American Composer s and Conductors. Two 
works of HOWARD BRUCKER, Miniature 

uite, for band, and Elegy, for orchestra, 
were chosen for performance at the ninth an
nual regional Composers' Forum at the Uni
ver ity of Alabama, April 18-20. Mr. Brucker 
is Assistant Professor of Music at Hampton 
Institute (Hampton, Va.). GERALD FRIED 
has recently returned from Munich, Germany, 
where he conducted the Bavaria Symphony 
Orchestra in his score for the Kirk Douglas 
motion pictm·e, Paths of Glory. He is now 
supervising and will conduct an RCA V ictor 
a lbum based on music of the Far East. 
ARl\JA JDO GHITALLA presented a solo 
trumpet recital at Town Hall on Mat·ch 23. 
Assisting him in the program were Paul 
Ulanowsky, pianist, and members of the 
Boston Symphony Orchestra conducted by 
Arthur Fiedler. The program included first 
American performances of Handel's T rumpet 

uite and Hummel's Concerto for Trumpet. 
ROBERT PACE is writjng the. new Key
board column of The lnstmmenta/ist maga
zine. ROBERT PARRIS' Concerto for Five 
Kettle Drums and Orchestra was chosen by 
t he National Symphony Orchestra as the first 
work to be taped under the r ecording guar
antee project recently instituted by the 
American International Music Fund, Inc. 
The work was premiered by the Orchestra 
on l\larch 25, in Washington, D.C. BERL 

ENOFSKY, violinist, will make his debut 
with the. • ew York Philharmonic next season. 
Other Juilliard alumni appearing as soloists 
with the Philharmonic will include VAN 
CLIBURN (1954), WILLIAM MASSELOS 
( 1942) and ROSALYN TURECK ( 1935), 
pianists, and MICHAEL RABIN (1951), 
violinist. MORTON SIEGE L, who has been 
a Teaching Fellow at Juilliard and worked 
under Frederic Cohen as Assistant Stage Di
rector of the Juilliard Opera Theater, will be 
Stage Director of the opera department of 

outhern Methodist Un iversity in Dallas, 
Texas, d1,1ring 1958-59. 
191,9: LOUISE NATALE appeared as so
prano soloist in an a ll-Mozart program with 
the New Jersey Oratorio Society, PETER 
SOZIO (1952) conducting, on April 18. 
1950: MATTHEW KE)JNEDY ha been ap
pointed Director of the Fi k Jubilee Singers. 
H e is completing hi s fourth year as a mem
ber of FLk University's piano faculty. This 
season he has appeared in recital at Clark 



College and St. Paul's College and, on March 
16, gave a recital in Carnegie Recital Hall. 
1951: ELLI OT BORISHANSKY's M I'Bic jor 
Orchesll·a received the George Gershwin 
Memorial F oundation Award t his year. The 
work was perfo1·med by the New York Phil
harmonic under Leonard Bernstein on April 
17, 1 and 20. LENORE GLICKMAN has been 
engaged as leading soprano with the Frank
furt (Germany) Opera House. l\IARGA RICH
TER's The Hermit, Fish·ing Picture and song 
cycle, Tran~mwtation, have been recorded by 
Dorothy Renzi, soprano, and MARO 
AJEMIA (1952), pianist, on l\1-G-M disc 
E 3546. KEITH WALLI NGFORD has been 
named Acting Director of the Music Depart
ment at the University of Oklahoma. 
1 fl52: The Contemporary Chamber Ensemble 
made its debut in Carnegie Recital Hall on 
F ebruary 24, including on its program LOU 
CALABRO's String Quartet No. 1. Members 
of the group include SEYMOUR W AKSCHAL 
(1953) . violinist : GEORGE MESTER (1957), 
violist; EVALYN STEINBOCK (1954}. 
'cellist ; ISRAEL BOROUCHOFF (1957), 
f luti t; RALPH FROELlCH (1957), French 
horn; and NANCY HALL (1957), contralto. 
London Records have t·eleased a GLORIA 
DAVY Recital, on disc 5395. The Xavier 
Symphony Orchestra, under VI NCENT La
SELV A, gave the first performance of 

TANLEY WOLFE's Lincoln Squa1·e Orer
t tlre on March 2, in the Xavier Theater 
(N.Y.C.). "The Harpsichord on the Contempo
rary Scene: Roots f or a Tradition," by TOD
DARD LI NCOLN, appear s in the ACA 
Bulletin, Vol. VII, No. 2. BARBARA 
METROPOLE WASON, mezzo soprano, ap
peared at Carnegie Recital Hall last fa ll in a 
program of arias, lieder and folk song. Her 
accompanist was DAVID STIMER (1938) . 
1.953: A letter from RAMONA DAHLBORG, 
now teaching at Stephens College in Columbia, 
Missouri , reports a busy schedule: " My two 
years at Stephens ha,•e been very eventful 
and rewarding. I teach flute here, play fi r t 
flute in the Bun-all Symphony Orchestra, per
form in many ensemble a nd chamber concerts. 
Taught Music Theory last year, but now teach 
F encing in its place. Soloed last year with 
the Burrall Symphony - played the Mozart 
Flute and Harp Concerto on one of the pro
grams - and gave a recital." Her dual 
car eer, as musician and sportswoman, was 
the subject of a feature article in the Stephens 
Life. SARA RHODES HAGEMAN, soprano, 
bas been named a winner in the American 
Opera Auditions. She will make her debut in 
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I taly this summer. FRANK IOGHA. pianist, 
made his Town Ha ll debut on March 16. 
HARRIET MORIN is organist and director 
of music at the F or t Washington (N.Y. ) 
Presybyterian Chut·ch. JAMES SUT
CLIFFE's Gymnopedie \Vas conducted by 
HOWARD HANSON (1915) at the Eastman 
School American Music F estival, May .J. . ut
cliffe designed, dit·ected and conducted the 
Duquesne Univer sity Opera Workshop's pro
ductions of Mozart's The l rnpressario and 
Purcell's Dido and Aeneas, given on April 
17 and 18 at the University. 
1954: 1\IARY l\IacKENZIE, WILLIAM i\IET
CALF (1956) a nd LYNN RAS!\IU SEK 
(student) have been engaged for t he spring 
season of t he Experimental Opera Theatre 
of America, in New Orleans. 
1954: DA \'ID FREED is a member of the 
newly-formed Utah String Quartet, and 
principa l 'cellist with the Utah Symphony. He 
performed the six Bach Suites on May 28, 
for a Brig ham Young University faculty re
cital , and has had an active season a a re
citalist and performing for TV broadcasts. 
1955: ~ORl\IA AUZIN, violin ist, who re
cently mal'l'ied Ronald Leonard, solo 'cellist 
with the Rochester Philharmonic and Civic 
Orche tras, \viii be playing with both orches
tras next season. SARAH DUBIN has been 
awarded a two-year contract with the Han
over Statsoper. She recently toured German~' 

and Austria. 
1956: ARABELLA H ONG , soprano, was the 
winner of NCAC Management's New Faces 
competition. She r ecently completed a sixteen
week cross-country tour. GEORGE KATZ, 
pianist, recently won the Viotti International 
Piano Contest in Vercell i, Italy. He has been 
s tudying in Paris under a Fulbright grant. 
WILLEl\1 MU ELLER, pianist, is on the 
faculty of Ohio State University. He will 
tour The Netherlands and Belgium this spring 
under the auspices of the Dutch government. 
ELEANOR MANDELL NELSON appeared 
a s soloist in the Rachmaninoff Piano Concerto 
No. 2, on F ebrua-r y 22, with the West Hemp
stead (N.Y.) Symphony Society, Emanuel 
Vardi conducting. BENJAMIN OREN, pian
ist, presented a series of three Carnegie Re
cital Hall chamber music programs this 
spring. Assisting were Charles Treger, violin
ist, and Leslie Chabay, tenor. DONALD 
PAYNE, pianist, gave a piano r ecital on 
1\Iarch 7, for the Acadia (Nova Scotia) Uni
versity F ine Arts Series. He was invited to 
play the 1958 Convocation Recital, on May 

continued on pg. 25, column 2 



Faculty Activities 

HUGH AITKEN's Th1·ee Songs, to poems 
of Rilke, were performed on the ~arch 9 
")lusic in Our Time" program at the ew 
York YMHA by Leyna Gabrielli, soprano ; 
Wallace Shapiro, clarinet; and CHARLES 
McCRACKEN (1950), 'cello. 

MI TCHELL ANDREWS gave the first per
formance of Elizabeth Gyring's Piano Sonata 
• 'o. 2, on February 16, at Carl Fischer Hall, 
as part of radio station "'NYC's American 
Music F estival. On March 4, he appeared in 
recital with Laurel Hurley, soprano, at the 

tate Teachers College in Kutztown, Pa. He 
appeared on radio station WQXR on April 15, 
with Harvey Shapiro, in a performance of 
Rachmaninoff's Sonata for 'Cello and Piano, 
and played a solo broadca t entitled "Key
board Master s" over WNYC on May 11. On 
April 20, he gave a solo recital in Easthamp
ton, N. Y., for the Guild Hall series. of which 
JOAN ROTHMAN BRI LL (1949) is program 
chairman. 

SAMUEL BARON, flutist, plays in a new 
recording of Rossini's Quartets for Wood
winds, Nos. 1, 4, 5 and 6, on Period disc 

PL 737. 
LOUISE BEHREND will teach at Kneisel 

Hall. Blue Rill, Maine, this summer. 
JOSEPH BLOCH, pianist, has recently r e

turned from a four-week European tour dur
ing which he appeared in Spain, Greece, 
Switzerland, Denmark and Finland. He was 
soloist with the Finnish State R adio Orches
tra in the Mozart Concerto in C, K. 4.t5, and 
the Piston Co1zce1·tino. 
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JANE CARLSON appeared as piano soloist 
in the Mozart Concerto, K. 467, with the Tea
neck (N.J. ) Symphony in April. She will 
teach this summer at the Berkeley Summer 
)fusic School in North Bridgeton, Maine. 

JAMES CHAMBERS will perform and 
teach at the Aspen Music School t his summer. 

HELEN CONSTAS will deliver a paper at 
the August meeting of the American Socio
logical Society on ''The oviet Union as a 
Charismatic Bureacracy - Viewed Compara 
tively." 

\'ERN ON de TAR has a busy concert and 
lecture schedule this spring. He appeared in 
recital on April 28 at the Harvard Memorial 
Church, Cambridge, Mass. ; June 15 and 16, 
in New Orleans for the American Guild of 
Organis ts, arranged by RICHARD NELSON 
( 1956), program committee chairman; June 
26, in Houston, Texas, for the National Con
vention of the AGO; July 16 a t the University 
of California in Berkeley; a nd during August 
at the Sante F e, ew Mexico, Museum, 
JOSEPH LEONARD (1948) , Cuntor of 
Music. He attends Church Music Confer ences 
during April, May, June and July at Cin
cinnati , Ohio; Garden City, N. Y. ; Austin, 
Texas ; and Berkeley, California. On May 9, 
10, 16 and 17, he performed a t the annual 
Bach Festival in Bethlehem, Pa. 

LONNY E PSTEI N, pianist, will perform 
works for piano and violin bY NORMAN 
DELLO JOIO (1942) and Geiser over the 
Radio Basel, Switzerla nd, on July 14. In 

eptember she will make tape recordings for 



Radio Nuremberg and serve on the jury for 
the International Music Contest in Munich. 

VITTORIO GIANNINI's opera, The Tam
ing of the Shrew, received its New York 
premiere on April 13, as part of the ew 
York City Center Opera's spring season of 
American opera. In the cast, making their 
debuts with the company, were GRANT 
WILLIAMS (1954) and PAUL UKENA 
(1949, now faculty). 

The second annual Edwin Franko Goldman 
Memorial commission, given by RICHARD 
FRANKO GOLDMAN, conductor of The 
Goldman Band, has been awarded to , -IT
TORIO GIANNINI. His Prelude and Allegro 
will be performed by the Band this summer . 

SASCHA GORODNITSKI has recorded a 
group of solo piano works on Capitol disc 
p 8374. 

MARTHA GRAHAM and her Dance Com
pany presented a two-week season at the 
Adelphi Theatre (N.Y.C.) in April. The pro
grams included premieres of two new works: 
Clytemnestra, a full-evening dance to a score 
by Halim El-Dabh, and E mbattled Garden. 
to Carlos Surinach's music. Performing with 
Miss Graham were YURIKO KIKUCHI, 
ETHEL WINTER, HELEN :\'lcGEHEE, 
LOIS SCHLOSSBERG (1965), GENE Mc
DONALD (1964), PAUL TAYLOR (1962) 
and AKIKO KANDA (student). BETHANY 
BEARDSLEE (1961), soprano, was a vocal 
soloist in Clytemnestra. 

BERNARD GREENHOUSE and Sylvia 
Marlowe gave the first New York perform
ance of ALEXEI HAIEFF's (1938) E colog1•e 
in its new version for 'cello and harp i
chord, in Carnegie Recital Hall on F ebruary 3. 

ANN HUTCHINSON's Primer for Dance, 
Book I , has been published by Witmark and 
Sons. She has written articles on Labanota
tion and Dance Notation for the Encyclopedia 
Brittanica. 

CHARLES JONES appeared as a guest 
composer , speaker and seminar discussion 
chairman at the Dartmouth F estival of 
Mus ic, April 24-26. 

The JUILLIARD STRING QUARTET ap
peared on April 19 at the Library of Con
gress in a program of premiere performances 
for the First Inter-American Music F estival, 
sponsored by the Pan American Union. They 
performed Juan Orrego Salas' Quartet No. 1, 
Alberto Ginastera's Quartet No. 2, and Heitor 
Villa Lobos' Quartet. 

PHYLLI S and KARL (1921) KRAEUTER, 
violin and 'cello duo, assisted by J oseph Wol
man, piano and SAMUEL BARON, flute, ap-
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peared in Carnegie Recital Hall on April 13. 
Their program included the first performance 
of Karl Kraeuter's transcriptions for violin 
and 'cello of BartOk's Hungarian Folk 
Melodies a nd first New York performances of 
Martino's M adrigal Sonata, for flute, violin 
and piano, and Haydn's Dive1·timento for 
flute, violin and 'cello. 

CECILY LAMBERT's Designs jo1· Music 
and Many Melodies will be published by the 
Heritage Music Corporat ion. Her Piano 
Sonata No. 6 was performed by Catherine 
Carver Burton on May 18, at the Griffith 
Auditorium in ! ewark, N. J. On Mar ch 13, 
she was a panel member for a discussion on 
the "Creative Approach in Music" for the 
Music Educaton of New Jersey, and on April 
20, took part in a panel discussion on the 
" Development of Modern Music," at Liv
ingston, N. J . 

PEARL LANG's Cantil'al, to music of 
Car·Ios Sut·inach, will be premiered at the 
University of Colorado in July, where she 
wiii be teaching and performing \vith her 
Company. On May 18, she presented the first 
performance of her Dia1·y of a .Vightmate, 
to mus ic by Ingolf Dahl, at the New York 
YMHA. She will appear as dancer and 
choreographer with her Company at the Con
necticut College American Dance F estival, 
August 15 and 17. 

The Lloyd Chamber Singers, a group 
formed and directed by NORMAN LLOYD, 
made its debut in Carnegie Recital Hall on 
April 24. Members of the group are LYNN 
CLARKE (1956), soprano; JAN RUETZ 
(1954), mezzo-soprano; NANCY HALL 
(1967), alto ; GORDON RICHMOND (stu
dent), t enor; ALAN BAKER (1955) and 
ARTHUR BURROWS (1955), baritones. 

MADELEINE MARSHALL is preparing 
two pamphlets for singers entitled " How to 
Sound Off" and " Voicing for the Voiceless." 
She is continuing her lecturing activities, ap
pearing on May 14 at the National Conven
tion of Catholic Music Educators Association, 
in Pittsburgh, arid in June U a one-week 
workshop for alumni of the School of Sacred 
Music of Union Theological Seminary where 
she is a faculty member. 

PETER MENNIN, a member of the 
Composition and L&M faculties since 1947, 
has accepted the directorship of the Peabody 
Conservatory in Baltimore. He will assume 
his new duties at the end of the current 
school year. His Piano Concer to, commissioned 
by the Cleveland Orchestra for its fortieth an
niversary, was premiered in Cleveland on 



J\'lat·ch 1, and repeated in Carnegie H a ll on 
March 7, with Eunice Podis as soloist. 

JEAN MOREL conducted the N BC-T V 
Opera presenta tion of Rigoletto on F ebruary 
16. The opera was presented in a new E nglish 
version prepared by JOSEPH MACHLIS 
(1928). 

MARGARET PARDEE will teach at the 
1\Ieadowmount School of Music, Westport, 
N. Y., this summer. 

VINCENT PERSICHETTI has r eceived a 
Guggenheim F ellowship. His Se1·enade fo1· 
Flute and H a1·p received its first American 
performance on March 12, in Philadelphia, by 
Kenton Terry, flute, and Edna Phillips, harp. 

JOSEF RAIEFF appeared on the Pequot 
Library (Southport, Conn .. ) recital series on 
February 2, including in his progt·am WIL
LIAl\f SCHUMAN's Voyage. On February 21, 
he appeared at Queens College. 

WILLIAM SCHUMAN 's C1·edendum will 
be one of the Ame rican works featured by 
the Philadelphia Orchestra dul"ing its Euro
pean tour beginning May 12. The tour, 
sponsored by President Eisenhower's cultura l 
program administered by t he American Na
tional Theatre Academy ( ANTA) \vill take 
the orchestra. fo r t he first time, behind the 
I ron Curtain. C1·edendtw~ is scheduled for 
performance in Moscow on May 29, in Lenin
grad on June 4, and in Brussels on July 2, 
at the orchestra's opening Brussels Fair pro
g ram. Mr. Schuman's Sixth Symphony was 
perf ormed by the New York Philharmonic 
under Leonard Bernstein on April 17, 18 
and 20. 

BELLA SHUMIATCHER has opened The 
Westchester Music Studio in Larchmon t, 
N. Y., and The Stamford Music Studio in 
Stamford, Conn., where she teaches piano, 
lectures and conducts Music Workshops. 

ROBERT STARER's Piano Concerto No. 2 
is scheduled for performance by David Bar
Illan with the Israel Philharmonic Orchestra 
under Dimitri Mitropolous on June 29. The 
work will be publis hed by Leeds Music Corp. 

EDWARD STEUERMANN will teach and 
perform this summer at the Mozar teum in 
Salzburg, August 6-23, and at t he Kranich
steiner Musikinstitu t in Darmstadt, Septem
ber 1-14. 

PAUL U KE N A and LOUIS NATALE 
(1949) appeared as soloists, s inging Adam 
and Eve, in Haydn's C1·eation with the New 
York Philharmonic, Robert Shaw conducting, 
on April 3, 4 and 6. 

HUGO WEISGALL is the featured com
poser in t he ACA B ulletin,. Vol. VII. No. 2. 
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Alumni; cont. 
17, in University Ha ll there. Peru has 
awarded the 1957 "Duncker Lavalle" national 
prize in musical composition to POZZI 
ESCOT for her First Symphony. for string 
orchestt·a. She is p resently study ing in Ham
burg with Prof. Phillip Jarnach under a 
German government grant. 
1957: GORDON GALLO, violinist, is teaching 
at P .S. 209, in Queens, N. Y. He is also p lay
ing nightly with Ted Straeter in t he Persian 
Room of New York's P laza Hotel. RICHARD 
KUELLING, bass-baritone, is a winner of 
the National Music League award for 1958. 
HOWARD LEBOW, pianist, was one of ten 
American and Latin American musicians, 
chosen from 250 applicants, who were selected 
to attend the Festival Ca sals in San Juan, 
Puerto Rico, this spring. The award provided 
tt·anspor tation and living expenses, and was 
made available by the State Depart ment of 
Puerto Rico and the Organization of Amer
ican States. GEORGE MESTER conducted 
the ensemble which accompanied Jennie Tourel 
in her performance of Hindemith's De1· J unge 
M agd at her March 5 Town Hall recital. 
ANTHONY STRILKO, who was the winner 
of last year's Bearns P1·ize, awarded by 
Columbia Univer sity for his String Quartet, 
bas been studying in P aris on a Fulbright 
grant. The Pittsburgh New Friends of Music 
r ecently performed his Music for Violoncello 
and Piano at the University of Georgia 
Chamber Music F estival and will repeat it at 
subsequent concerts. He is now completing an 
opera. JOYCE TRISLER choreographed the 
Yale Dramatic Associat ion's musical produc
tion of Cyrano, presented at Yale and again 
in Str aftord, Conn., early in May. 

LimOn, cont. 
It was a pleasure to have a day off on the 

plane to Bonn. Again the arrangements on 
t he plane were beautifully made by Mr. 
Heller. After t he austerities of Poland, it was 
s ta r tling to find another world in West 
Germany. Opulence and prosperity were every
where. Practically a ll signs of the war 's de
struction were eradicated. The cities were a l
most entirely new. Bonn, Dusseldorf, Stutt
gart, Munich and E ssen gave us receptions 
which compared favor ably with those of Berlin 
and Poland. All this took away the sting of 
our catastrophic season in Paris. Here again 
they simply would not stop applauding. The 
houses were full. A puzzling paradox to all 
this were some of the press reviews, which 
were jaundiced, unfriendly, and insisted t hat 
what we had to present was "passe," that it 



had been done years ago by Wigman, Jooss, 
Kreutzberg, etc., and had no validity, since 
at the present time it was being done much 
better by Robbins, deMille, Bejart and the 
Royal Danish Ballet. I am happy to report 
that often, as at Munich, the director of the 
opera house would come back to my dressing 
room after the show and offet· the most grati
fying appreciation, and urge that we return 
at the earliest possible opportunity. 

Again, after a fabulous ride on the train 
up the valley of the Rhine, a new country, 
Belgium. Remembering Paris, [ was more 
than a bit nervous. We made Brussels our 
headquarters, and from there travelled to 
Ghent, Liege, and Antwerp. We did not do 
badly, especially at Brussels and Antwerp, 
which were the high points of our tour of this 
region. The Embassy at Brussels was most 
kind and attentive. We were fortunate in
deed to have as our mentor Mr. John Brown, 
who presided over one of the most interesting 
press conferences of the entire tour, and who 
was in all ways kind and helpful. 

Our local impressario in Holland was to be 
Mme. Johanna de Beek , a most charming and 
imposing lady. As a sort of anticipatory activi
ty, she invited all the dance critics in Holland 
for a press conference in Antwerp. This 
proved a most interesting and challenging 
occasion. These were as intelligent and alert
minded a group of persons a s I have eve!' 
encountered. They had seen everything and 
were well informed on the subject and put 
Doris. Pauline Koner, Lucas Hoving and me 
through a most thorough inquisition. 

Holland charmed all of us. With the ex
ception of a matinee at Utrecht, which was 
badly attended, we bad good audiences, which 
were appreciative and receptive. The Hague 
and Amsterdam were very fine. Holland was 
in the nature of a home-coming for our lead
ing man, Lucas Hoving, who is a native of 
Groningen, and was received with-much Dutch 
gusto everywhere, by family, friends and ad
mirers. He made a great personal hit with 
the public. The programs were naturally ar
ranged to give him the most advantageous 
sho,ving possible, and being a seasoned and 
mature artist, he delivered his assignments 
with more than his customary distinction. The 
Jose Limon American Dance Company, as we 
were billed, was on this occasion more than 
ever for tunate to have as one of its main
stays an artist of the caliber and stature of 
Lucas Hoving. 

After playing two minor dates at Enschede 
and Hilversum we finished in Arnhem, and 
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took the long journey southeast to Yugoslavia. 
On the way we celebrated Thanksgiving-a 
special diner was put on at Salzburg to give 
the company its holiday dinner. rt was a fine 
occasion. 

Yugoslavia was something none of us could 
have possibly imagined. Ljubljana, a lovely 
old Austrian city, was deeply enveloped in 
a thick fog, which gave i t an enigmatic air. 
The usual press conference, only with a dif
ference: These people, unlike the Dutch and 
other ·western Europeans, are outside the 
main currents of 1·ecent developments in the 
dance and their questions were those of intel
ligent persons probing the unknown. Here in 
this city began an extraordinat·ily successful 
series of performances. The entire Yugoslavia 
tour was on a high pitch for us, for every
where, Rijeka, Zagreb, Sarajevo, Subotice, 
Novi Sad and Skoplje, we were received with 
great enthusiasm. As in Poland and Germany, 
there were magnificent ovations, and many 
flowers, both bouquets and baskets and huge 
wreaths, from officials in the government and 
artistic organizations of all sorts, and im
pressive receptions by the mayors of several 
cities, including Sarajevo. Our friends with 
the Embassy and the Consular offices were e..x
ceptional people of high caliber. We at·e for
tunate t o have representing us in this country 
people like Arthur Hopkins, Heath Bowman, 
Francis Mason and Clement Scerbach, besides 
our distinguished Ambassador, Mr. James W. 
Riddleberger. I mention these people because 
never for one instant did they fail to be 'vith 
us, night and day, whether travelling, re
hearsing, performing, or relaxing afterwards, ) 
or assisting at the perpetual and a ll im
portant press conferences, counseling, inform
ing, being helpful and generally indispensable 
This was their project, and they gave it their 
fu ll and most competent attention. I'm happ) 
to say that we became good friends, and that 
we earned a high compliment from them: we / 
had added immeasurably to American prestige, . 
and helped their task in Yugoslavia. 

At a reception after our final concert in 
Belgrade, a Yugoslavian journalist told 1\Ir. 
Bowan, our host , in my presence, that our 
appearances had been a most significant cul
tural event and had been the most important 
piece of U.S. propaganda in recent years. 

On our Yugoslavian tour Anatole Heller, 
who by now had urgent mattets to attend to 
in Moscow in connection with his booking the 
Philadelphia Symphony orchestra there, dele
gated his colleague, Mme Charlotte Flatow, 
to accompany us. We grew very fond of her 



for her many splendid qualities. She is not 
only a good impressario, but a fine and warm 
human being, with a deep understanding of 
her fellowmen and their quirks and foibles. 
She has my greatest affection and admiration. 

Again a most welcome day off on the plane 
from Belgrade to Lisbon, and out· eyes opened 
on an entirely different world-a western 
nation again. It was sunny and wat·m, where 
the Balkan mountains were bitterly cold. There 
were palm trees and orange trees and irises 
in bloom. The gentlemen of the press were 
right in the swim, having seen everything 
und knowing practically all thet·e is to know 
on the subject. One young man asked me de
tails of a dance composed and danced by 
Charles Weidman, his memorable Kinetic 
Pantomime, back in the middle thit·ties. He 
wanted to know why it was called by this 
title, and asked me to describe the movements 
and gestures , which I did as best as I could. 
There were many hours daily devoted to these 
press interviews, for the gentlemen '''ere in
satiable. 

The Teatro de San Car·los, built in 1793, 
is one of the most beautiful theater in which 
I have had the honor of performing. Our four 
performances were beautifully received. There 
were ovations and flower s and the most beauti
f ully dressed audience in Europe. The press 
was enthusiastic. Here something most inter
esting happened: The T1·aito1· had a colossal 
success. In other countries of Europe other 
works had had the outstanding successes. I 
had been under a certain apprehension about 
this work in a Catholic country, dealing as it 
does with the Last Supper. It brought down 
the house, a s they say, and the director of 
the theater, Senhor Duarte Figuereido, rushed 
back and requested the program be changed 
to include a r epeat of this work on all of 
the following programs. He told me he con
sidered it a phenomenal work, dealing most 
succesfully with a most dangerous subject, 
and it was the most powerful piece of theater 
he had seen in his house. 1 was deeply hon
ored to have this praise from so distinguished 
a nd cultured a gentleman. I am deeply hon
ored also to have had the press, often, in 
Poland, Germany, Yugoslavia, afte•· discussing 
our work seriously and at great length, sum 
it up as "high art." I was further highly 
gt·a tified to have the Brussels papers say 
that they found, after seeing our dances, com
pletely baffling the hostile attitude of the 
Parisian press. 

Our last performances were at Oporto, and 
I regret to say that after the g litter of 
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Lisbon they were an anti-climax. We were 
certain we should have ended the tour on 
that exalted moment. We were well received 
-the press was enthusiastic- and we per·
formed better than well-but we are not 
machines-we are only human beings, de-
pite being dancer s and artists. Oporto was 

for us a petering out, after Lisbon. I do 
believe this was largely due to the fact that 
the performances were given in an extremely 
ugly movie house, a place of ungraceful pro
portion and uncouth style-after the San 
Carlos--with its charm, grace and beauty, 
this was difficult. Pauline, my wife, said 
often that she wanted to bring back to 
America two things, from Europe, the bread
and-butter, and the opera houses. We l'e
turned to Lisbon, where I gave t he company 
a farewell dinner, and the musicians returned 
to England, most of the dancers returned to 
New York, Pauline Koner , the Hovings, Mich 
H ollander· and Lucy Venable remained for a 
f ew days. 

I want you to know that I learned many 
thing on this tour. I leamed to admire more 
and more, to respect, to value and to love my 
dancers. Each of them, according to his 
capacity, did very well under very trying and 
demanding circumstances. Pauline Koner con
tinued to be the formidable artist that she is, 
except that she grew in stature and capacity. 
I never saw Pauline give less than a brilliant 
performance, whether at Warsaw, Belgrade, 
London or a small city in some remote prov
ince. I have told you about Lucas H oving. 
Betty Jones is one of the joys of my life. 
This matter-of-fact gi rl from Albany, New 
York, is a superb artist. I am unhappy t hat 
Ruth Currier, one of our great assets, did 
not have the showing worthy of her very 
great and special talents. Day on Ea1·th early 
in the tour had to be abandoned. The E xiles, 
where she is incandescent, was beyond the 
capacity of our orchestra. Lavina Nielsen 
performed most ably a s always and she and 
Luca H oving often saved the day for us by 
supplying our programs \vith comedy, their 
Saty1·os. Michael Hollander and Harland Mc
Callum distinguished themselves in R itmo 
J ondo, Thc1·e is a Time, Empe!'01' Jones and 
The Traitor. Michael especially brought down 
the house on a number of occasions in the 

ch e1·zo, with hi solo, a piece of technical 
and rhythmic virtuosity. I also loved to watch, 
from the wings, Michael's work with Betty 
Jones and Ruth Currier, in Doris' Ruins & 
risions. This is one of my favorite dances of 
all time. Ronald Chase, Vol Quit~ow and 



Kenneth Bartmess gave good account of 
themselves. 

Qfte~·- ou'r Eutopean friends would com
ment on· the fact that we used very little . ~ . 
sc~~Y · and decor, and -'that they did not 
miss it bej<ause bur lighting was, as they 
said,_ so .-tlne,. I give full c redit for this to 
Spo~ord-Bead le, our indispensable man who 
was in command of a ll t he comple.x and diffi
cult arrangements back-stage, with a sure 
hand, with s kill and a calm professionalism 
capable of dealing with all the vicissitudes, 
the human variables and inconstancies and 
incons istencies, and the many national temp
er s and temperaments. He is a fine craftsman 
and an artist . He had able and at times 
spectacular assistance from Edouard Ebbner 
and Giovanni E sposito. 

And now I must tell you about Simon 
Sadoff. He was completely admirable. He had 
an orchestra which had serious shortcomings, 
and an orchestral repertory containing any 
number of difficult scores. He conducted mag
nificently and I am proud to work with him. 
Michael Charry, our assistant conductor, 
proved to be a rare find. He even played the 
oboe when our oboist had his appendix re
moved. 

I must mention Andrew James, our ward
robe master. This young Englishman has 
tou red with Ballet Theater and Porgy and 
Be88 a ll over Europe and the Americas. He 
kept our costumes in order, a by-no-means 
simple task. Everything was in its place at 
the right time, well laundered a nd pressed. 
He was also my dresser and he was always 
the most considerate, obliging a nd gracious 
person. He made a most difficul t and demand
ing assignment much easier to perform. 

We gave 92 pel'formances and visited nine 
nations. I believe that everywhere we made 
a good impression, and added to people 's 
knowledge and appreciation of things Amer-

ican. I am deeply honored by the great dis
tinction conferred on us by ANT A in sending 
us on this mission. It was a grave and awe
some responsibility. That my dancers and my
self accomplished it with success, as artists, 
and with dignity and distinction, as persons, 
is my great desire and hope. 

Concerts, cont. 

May 2: 
THE JUILLIARD ORCHESTRA 

Jean Morel, conductor 
Second E ssay for Orchestra, Op. 17 

Samttel Barber 
Concerto in D Minor for Violoncello and 

Orchestra Edouard Lalo 
Raymond Davis, 'cello 

Symphony for Strings William Schuman 
" Tsar Saltan" Suite, Op. 57 

Nicholas R intsky-Korsakoff 

May 16: 
A MOZART PROGRAM 

Overture from the Opera 
" Don Giovanni," K. 527 

Symphony No. 40 in G Minor, K. 550 
Men~bers of the Juilliard 01·chestra 
Geo1·ge Meste1·, conductm· 

Requiem in D Minor, K. 626 
Members of the Juilliard Chorus 
A braham Kaplan, conductor 

May 29: 
COMMENCEMENT CONCERT 

The Juilliard O rchestra 
Jean Morel, conductor 

" A Roman Carnival" Overture 
Hector Berlio;: 

Symphony in D Minor Cesar Franck 
Concer to in E-flat Major for 

Piano and Orchestra, K. 271 
Wolfang Amadeus Mo=a1·t 

Herbert Chatzky, piano 
S uite from "The Fil·e Bird" 

I go1· trat·insky 

"St. Matthew Pa ssion" 
(for progrom, see pg. 16) 


