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CHAPIER I
QRGANIZATICON OF THE BTUDY

The spectecle presented by a perfectly coordinated two-piane team,
together.with the mectual hearing of the performence, constitutes one of
the most exciting experiences te be found in all chamber music.

The purvose of this study is to make a critical evaluatlon of the
music for two piamncs now available in American publication. The ternm
eritical indicates that en attempt has been made to clessify the music under
observation eccording to difficulty in performance. The degree of diffi-
culty is judged as pertaining to a performer Ef collegiate music school
level., This classification is‘purely arbitrary and 1s subject to
guestion.

In meking the study, it was necessary to obbtain the assistance of
leading publishers in this country who were asked to submit thelr publi-
cations on\two-piano music for examinetion. Beecause of war conditions,
however, and the resultant shortages of materials, it was impossible in
some cases to Interest publishers in sending their complete two-pilano
catalogues. Therefore, a supplementary colleetion of music listed in
the various cabalogues but not aveilable for examination is ineluded in
the Appendix. There are also meny forelgn publications which cannot be
obtained at this time, and some of these are included in the supplement.
For these reasons, the list of music is not necessarily a representative

collection of the most important compositions for two pianos.




nefore this list is presented & brief historical survey of two=-plano
pusic is given. This includes & summary of two-piano music and prominent
composers for that medium, and siort sketehes of outstanding duowpleano
teems. Wext is a chapber on the art of ensemble-playing, that is, the
particuler adventages and problems involved., fThis is folliowed by =2
discussion of arranzements snd transeriptions. As 0 much music has been
arranped for two pisnos, en atbempt is mede to show by the examination
of & typical transeription, what has been done In changing it from the
original medium,

The study of twow-pismo music wag prompted by an active interest in
thet field and & recopnized need for & knowledge of its literature on the
part of the writer, who, for the pest five years, has devoted most of her
time to twoepiano work. After careful investigation it becomes apperent
that no other study similar to this has yet bLeen mads, and it 1s hoped
that it mey be helpful to others with interests in common. Iuch remains
to be done and further study would prove profitable. lfore information
might be gained from inberviews with prominent duo-planiste, s well
as from exsmination of Foreign cataloguss and of rscital progrems given

in Gernegie Hall, Town Hall, and sinilar music centers.




CHAPTER II
AISTORICAL SURVEY OF TWO=PIANG IUSIC

gomposers and Compositions for Two Pianos
The term duet {or the French duo) 1s used to demote "a composition
for two performers, singers or players, with or without accompaniment,
in which the interest of the writing is divided as equally as possible.*
In pisnoforte musie the term is used in two weye: first, for music

e quatre mains (i. e., for two performers on one pisnoc); and, seccnd, for

one performer each at o piamos.l In English usage, fﬁﬁ is sometines
distinguished from duet by applying the former term to a two-part composie
tion for two voices or instruments of different kinds, and the latter to
such & composition for twe veices or instruments of the same kind.2 2
composition for tweo planvos, however, is generally called a duo.
(Etymologicelly, duet means a little cuvo, and the respective length of
such compositions would seem to be the most logical basis of distinction.)s
The beginning of two-piano music is mest uncertain, It is known that

in ‘the orchestras of the first operas of peri, wunder Ionteverde, there were

Fl

lNicholas gomyn Gatty and Franklin Taylor, "Duet," Grove's Dietlonary

of Music and Yusicians, edited by H. C. Colles, Vol. II (1958}

2”ﬁuet,“ pictionary of Jusical Terms, edlited by Theodore pPeker,
253 ed. (1923)% R

3n§ugt,“ Americen History and Encyclopedis of Music, edited by
We L Tubbard, vol. 1 (1810}, S e e




two claviers, on the right end left of the stage. They were used Lo
accompany sole singing, or, bogether with small organs, to fill up the
harmony of the orchestral body.4

The first composition for two keyboard instruments with one performer

st each is probably ¢iles parnaby's Verse for Two Virginals inm the

Fitzwilliam Virginal Book, vol. i, pe 202 (late sixtbeenth century)«

(ther early compesitions were a Fancy by Thomas Tomking (1b73-16586),

seversl sonatas by Pasquini (Deux Sonatas pour 2 clavecins, Paris) and an

-
Allemande by Francols Couperin.” Johann Sebastlan Bach used harpsichords
together mainly in the corcerto-form, bub there ars two fugues in the

e s 8 .
Art of Fupue for harpsichords alone. 1In addition, Oscar Bie makes

mention of four duets for two claviers which appeared in the third part of
# g u--r?r*'?
Fachts "Rlavierbung" in 1757.

The initiative of Bach in writing for two plencs seems to heve
stimulated an interest in his sons to write for this medium. Wilhelm
Friedmenn wrobte & Concerto in § flat as well as two sonataes {in D end F)
for two pianos. Two coucertos, in E flat and F mejor, ceme elso from the

pen of Carl Fhilipp Emanuel, while Johemn Christian (the "London rach")

g lmown to have writben one two-clavier sonate.

—n U VPP USRI RE PR I P -
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Spuet," Harvard P%EE&E?ﬁ?Y'P?.Fyf%Q’ edited by Willi apel (1944).
Gaaﬁty and Teylor, Ope eite, ps 108,
"Bie, op. cit., p. 102.

8gilvio Seionti, "The ¥ascination of Two~Plano Playing," The Etude,
XXAVIT (September, 18989), 802. T




The presenmt-dey repertory begins with Mozart, whose D major sonete
for two plenos stands alope in the skillful end effective blending of the

two instruments. The Concerto in F flat major for two pianos and orchestrs,

PTENS——— e e oAy b B W

composed in 1775, is "endowed with all the most ingratiating characteristics
of & Mozart concerto: a praciousness of melody, a lean and alert
craftsmanship, solo parts which lie thankfully under the fingers, and that
estoundingly casual manner of pulling beautiful little episodes practicelly

out of nowhere."° Another original composition is the ugue in ¢ minor.

L

Wext were Lwo somatas, both in B flat, by Clementi (1752-1882), end

Schumann's Andante snd Variations, Op. 46 (first played in public by

Mendelssohn and Clare SQhumann), rnow considered one ¢f the finest works
ever written for two pianos. MNoscheles (1794-1870), a disciple of Beethovem,
e friend of Mendelsschn, and a powerful influence in his day, left his

tHomage to Handel, which is a good stud sisce for two planos.
g6 e s g ¥y P 3

ghopin no% only devoted himself exclusively to the pianc but he
algo broke with the custom of writing duets for one or two planos. A

single Rondo in G, Ope. 7%, for two plancs {1878) was found emong his

FRE——

writing. (He is said to have been amused at Czerny, who "had composed

enother overture for eight pianos and sixteen persons, and was very happy

10

over it.") rarryts Cheracterisches Duo in E minor should be mentioned,

topether with 8indingts Varistions in E flat minor, and several composlitlons
by Dusoni.
zesides his well~lmown concertos, Liszt also composed a rarely played

Concerto pathebique in E minor for two planos without orchestra (which

b Pt A S,
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gﬁbraham Veinus, The Concerto, p. 7.

10pie, ope cit., pe 258.




Richard Burmeister lebter sought to give wider knowledge through an
arrangement for solc pisno and orchestra)., geveral slements of Beethoven's
style appeared first in the compositions of Dussel, most explicitly in

his concerto for two piancs. Curicusly, the fifth plano concerto of

John Field (1782-1837), The Conflagration during the Storm,used & second

et A

pienc to enhance the effect of thunder emd lightning #since one pianoforte
11
glone viould be too weak to express the shorm."

Among the composers of "national tendencies," Grieg wrote a Northern
& P 3 g

e

Romance end Veriations, Op. 61, and the Russian Arensky, with & marked

sptitude for two-pieno writing, left the Silhouvettes, Op. 23, and the
S'llit@_, 0}?‘- 15 .
Duvernoyts Feu Roulant, (p. 256, is = kind of perpetual motion picce

for two pianos, end there is a Don Juan Fentaisie, Ope 284 (on the Serenade

12

from Mozartt's opera) which used to be & great favorite. Norman Qtljeill

wrote the Varistions end Fugue on an Irish Theme, Op. 17, snd Sydney

nosentloom, the Variations and Fugve for Two Plancs.

"
camille Saint-Saens was especlally fond of two-plano playing and

valued it highly. Eis contributions for that medium include Cermival of

b olbm

the Animels, Veriations on a Theme by Beethoven, (aprice Arabe, Op. 86,

Danss lecabre, snd the Scherzo. Of the BEnglish composers, Arnold BHax wrote

the tome poems May Mell (or "The Heppy Flain"), The Poisoned Fountaln, and

Hardenger. @ther works for two pianos are Edwerd Schutt's Variations, Op. 9,

T e

lartucei's Theme with Variations (performed in this country several times

v 1A A et K ks Al AR A o, T A

Hyeinus, ope cits, De 20L.

lzPres%on Ware Orem, YAbout Pieces for Two Planos," The Htude, XXXVI
(september 1938), 566. '




in 1982), and Bmanuel Chabrierts three Valses Romanbtiques (as well as

Espansa, transceribed from his popular rhapsody for orchest?a).13
Rackhmaninoft is credited with being perhaps the first composer to

reelize the true twowplanoc idiom. Too meny composers treat the various

themes in sn easy conversatiomal style, permitting first one instrument

and then the other to take the lead, with the result that endless

repetition occurs., Delng planisticelly-minded, Raclmeninoff realized

that two-pleno work must not give the impression of & single thing split

in twos that it must be formed as a rich unit of musical thought. Conse-

gquently, he arranged his themstie materiel in the pattern of a well.

orchestrated whole, where treble and bass are not merely accompaniments

for esch other but means of achieving fuller shapes snd deeper colors of

tone.lé His two suites are valuable contributicns to two-piano iLiterature.
0f the numerous arrangencnts for two planos, those mede by the compo -

sers themselves are particularly worth mentlioning hers. Irahms made a

version of his Quintet in F minor, end his Variations on a Theme by Haydn

Amnmenn

are considered by many "the most Inspired and inspiring achievemen®t in

nwlb

two-piano literature. Lusoni arranged the lentasis contrappuntistics,

which wag originelly for plano solo, and other important contributlons

are the srrangemsnts of the organ works by nech.t6

- - e A et 8-

1Bgeionti, ops cits, pe 602,

14 josef and Rosina Lhevinne, "Four Hends that Pley as Two," The Ftude,
L1 (December, 1833}, 809. e m—
gcionti, op. cit., pe 602.

18 N o
"Duet," Harvard Dictionary of lusic.




The increesing popularity of two-planc playing has encouraged
composers of every nationality to write for this medium, and practiocally
all of the present well-lmown duc-pilanists have had such works written
especially for them. In England, Arnold Bex wrote five different works
for partlett and kobertson; Arthur Bliss composed & concerto. William
‘Welton, Cyril Scott and Alexander Tansmen are among other Europeans'to
write smaller works for them. The young American composer, Mischa Portnoff,
created & special concerto which they iantroduced in XHew York in 1958.17
Ernest Hubcheson, Leo Sowerby, Edward Burlingame Hill end Arthur Bliss
wrote concertos for the temm of Jaier and Pattison, while the composers

odowsky, Laniel Gregory Mason and iarion Bauver produced wverious smeller

pleces for their use. Lore Abornts Pugue iﬂkYellow, dedicatsd to Isabel

snd Silvio Scionti, has been favorably resceived, and she alsoc wrote a
. 19

Ehapsody for two planos and orchestra for them.

0f excelient works for two planos by American composers, cne of the
mest recent is Herl leDonsldts brilliant concerto in what he calls a
"Hispanic-imericen" style. (This work has not been published but may be
obbained in photostatic coples of the original manuscript.) Leo Sowerby
has writien a beautiful Ballade for pieno and orchestra.

Obher nodern works are ifilhsud's fcaramouche suite; Castelruevow

oo iy iy

Tedescots The Little §iren and the Dluefish (still unpublished) end his

ALT Weln Bulbe; (asellats humorcus Puppet Pleces and Pox Trot; and

Vb e ———e

Stravinsky's Concertc for Two Planos, without orchestra, a notably brillient

At 1 B et s i A S0 T 1 D 0 B a5 B, W e, W B B R 1 Ol W W B s i

Y Tpavig Ewen, Living iusiclans, p. 38.

18ypig, ,pas.

lgScionti, Ope cit., p. 602.




work. Poulencts {oncsito for Two Pisnos with Qrchestre has been performed
P

several times in this country. (This and the two-plaro concerto of
tarl dcDoneld had their world premilere with the Philadelphia orchestra,
Jearne Rehrend and Alexander Kelberine at the pianos.}zo
The custom of writing second pilanc parts, both teo soleo numbers and
%o ocurrent tesching methods, is not new. Even Czerny (1791-1859) mede such
socompanying parts to his "Velooity Studies," and there are second piano
parte to Kuhlauts "Sonatines.' Henselt, a remarkable planist, wrote
some famous accompaniments to stendard studies; bub probably the most
distinctive of such sccompaniments are those by Grieg to four of Xozard's
sonatas.zl
An examination of catalogues of standard works shows the literature
of original compositions for four hends to be much more extensive than
thet for two pianos. It is o curious fact that certain oubstanding
composers who have writven well for two plancs have not excelled in works
for lour havde abt one keyboard, and the contrary is likewise true, although
there are a feW‘exceptions.zz However, two-piano literature is steadily
growing. Also, & large quantity of orchestral and other music has been
arranged for both forms of plano duets All the best~lnown concertos are
arranged for two planos, and in the case of Chopin, it is said, "the

arrangensnt is at least as effective as The originﬁl."zs

et e s e g e o b A A ey M e Wt o e o b -

ZOIbid,,pﬁl?g 2l Qrem, up. cit., p. 566.
221bid. p.585.

o . .
“Yeatty end Teylor, ope cit., p. 103.
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puo-Planists

1t is doubtful exectly who were the first two=piamo players. A
famous picture of 1762 shows the young lozart and his sister playing
four-hand, but a conbtinuous tradition did not ﬁegin until the late
elghtesnth century.?‘4 (ne of the first twoeplano performances to attract
wide attention was the contest srranged by Emperor Joseph I in Vienns,
1781, between Mozart and (lementl. geated side by side at two pianos,
they improvised alternately upon a melody by Paisiello. While one played
the lesdinz pert, the other improvised & second part at the other piano.25
Mendel ssohn and Moscheles are seid to have played much together at two
pianos, even %o have improvised together.

"

Eose Ilauvra and Obbilie Sutro, frisnds of Brahms, Saint-faens, and
“iechard Strauss, are said to have been the team for whom the term duo-
pienists was created and originally used. In 1893 these remarkable
sisters from Paltimore began giving two-piano recitals first in Europe
and leter in the Tnited &tates. They attracted wide alttention and made
meny widely used two-plano arrangements.zs

parreno and her Tormer husband, Eugen dtilbert, save a few nemorable
ftwo-piano recltels in Furope. Irom accounts of their almost Incessant
domestie battles, this could not have been two-pianc playing at its
perfection bscause of the lack of sympathy and cooperation so necessery
between the participants.

The present widespread revival of interest in two~piano music must

be atiributed to the initiative of the famous duc-planisbs, Guy Meler and

Zé“EUﬂt," narvard Dictionary of Jusic.

25 P2

Sciombi, ope. cit., pe 602, Gcrem, ope cit., pe 588,




1l

Lee Patiison, Their first appearance together was at Jorden Hall,
Roshon, in 1916. gShortly thereafter they appeared at peolian Hall in
New York with such extraordinary success that for fourteen years they
played with leading orchestras in Europe and Americs and gave innumersble
recitals. In 1929-30 they took their final tour as & team, but were
temporarily reunited in 1936 whern they appeared as sololsts with the
pational Orehestral Assccistion in Sowerby's E&i&&ﬂg for two plancs. On
December 30, 1989, lMailer again appeared in a twoepianc recital, this
time with his wife, Lols laler.
Tthel Pertlett and Rae Robertson were the first musicians ever to
atbempt two-piano concerts in England. After achleving a considerable
following there, they came to the Imited §tates in 1528 and were
scclaimed. They have returned regularly te America since then. They
heve done remarkable work in resurrecbing old music for fwo planos, and
have edibed and annotated modern and clasgsical works for two pileancs

entitled the Oxford Two Plano Seriss, published by the gxford imiversity

v s

Fress of London.zg

Another outstanding team are the noted Russians, Vitya Vronsky and
Vietor mebin, who were both pupils of Artur Schnabel. After successful
appearances in leading Eurcpean cities and throughout Fnpland, they ceme
to the United Stétes early in 1887. Their debut in Zaltimore wag followed
by & New York reeital as well as by radio appearances and an extensive
tour of the country. They returned to the United States agein in 1937-38

. - . . 2%
eng wade an even more favorable lmpresslon.

A bl i o b B i DT I R N Tl Rl € S S N0 B .l

P7gwen, ope oit., p. 228, 20Tbid.,p87-38.  29Ibid.,pdT77.
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pierre Luboshutz and Genla Nemenoff also ranlk with the leading
two plano teams. Luboshutsz wag so telentsd a pupll at the Moscow
CGonservetory and was so highly thought of by his professors that when
Fritz Ireisler boured kussis and was in nesd of an accompanist, Pierre
(then fourteen years old) was assigned to this position. After his rirst
Lour of Amerieca in 1928, he turned to accompenying concert srtists such
as Zimbalist, Platigorsky, and FEide Moripa. MHe also had a brilliant career
a5 solo virtuoso, bub his main distinction is the result of his work with
his Wi;e, genie Wemenoff, who w=s & pupll in his mester class at Paris in
1929, Their immediste success establlsned then 2s a permenent team, and
Luhoshuts subordirated his solo carcer %o devote himself exclusively to
these appearances.So

The Austrisn brothers, Heinz and Robert §cholz, have been for years
one of the best lmown two-plano Teams in FBurope. They came to Amerisa
for the first time in 1937, and were featured on & national radic network.

Their delbut &t Town Hall wes on Februvary 22, 1938, and on January 2, 1939,

they performed, for the first time in America, the Bach Art of Fugue.

Roth are composers; Heinz has written some eludes for pilanc as well as
A P H F
many arrvangements for two plancs, and Hobert has composed in larger forms,
prinecipally a concerto and & passacaglis for two plewcs with orchestra.
In 1930, they edited dozartts piano works based upon the original

. e b . e e D
menuscripts at the falzburg luscwis

(m Jenuvery L4, 1932, there wes celebrated in Carnegie Tall the

fortieth anniversary of the two-plano partaership of Josel and Rosina

- e LM AN 01 Rty bk W e N b e B BB B M A et L B e M A A ST L BB W Fern 40 B Ay e P e Mot bats Bk, e

301vid.,pe24-225.  Slrbid,,palT.
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thevinne. They now live in Tew York where they have a plame studio apart
fyom their duties as faculty members of Juilliard School of Music.sz

puring the past nine years, Isabel and Silvio Sclonti have won an
envieble reputetion in twoepiano recitals in major cities of Rurope and
this country. In Town Hall on Decembver &, 1941, the Sclontis gave the
Pivst el)-lach progrem ever to be performed on two planos. For fifteen
vears he was head of the plano department in the American Conservatory
at Ghiesago, end he is now on the School of Husio feculty at NWorth Texas
State Collepe. His swmers are spent in Mexico ¢ity, where he teaches
masher clesses.

mo these names should be sdded those of Harold Bauer and Ossip
cabrilowitsch; the French end Italisn Fray and Zragglotti; the Canadians,
taleom and Codden; the Americens, Cruen snd Hell; Morton Gould and Eert
Shefior, and Al and Lee Reiser; and fimally the duo=harpsichordiste,
¥anuel and Williamson.

The increased popularity of two-plano music has diverged

inko the lizhter style of music and found its way into the

orchestras for popular musical theatrical revues. Theatergoers

are no longer surprised to see two plemos in the orchestra plt

or on the stage. Faul fhiteman and other conductors of popular

encenbles exployed two plancs, snd for years the now well-known

somposer, Ferde Grofe (whe arrangped Gershwin's Fhapsody in Blue)

was one of a two-piano team which contributed much %o Tiniteman' s
3
BUCCE5Se”

A zreat deal of bellet wusic has been erranged for two pisnocs, and
pispo duos ere used extensively by dence troupes on tour throughoult the

AN
v

countrys

P o et

821pid, [+220. “Ogcionti, op. cit., 567.
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The American love for the spectacular and semgatlonal is probably
cne reagon for the popularity of duc=-planistes in this cownbry. There 1s
o certain satisfaction in witnessing the colleboration and coordination

of two players which does not obltaln in e solo performance.




CHAPTER ITT
THE ART OF THO-PTANG PLAYING

The ensemble art of two=plano playing offers distinet and specific
advanbapes. It is this medium which approaches most closely orchestral
effects of sonority snd color, and its tonal possibilities ere almost
veliaited. (In schools or eommunitles that lack adequabe corchestres,
it is guite possible to substitute two planos for similar effects. )
Orehestral richness depends upon the varieby of instruments employed, and
since two pisnos have no difference in timbre these variations of tone
must be achieved entirely by the pilanists! touch. Hence, duo~-piano
partners should possess lmowledge of instrumentation and orchestration,

as well as of tonal coloring on the keyboard.l

It may be nscessary to
gxperiment exbtensively to determine what the tomel ideal should be.
Hrhere 1s en imiense field swalting the composer who can adjust himself
to writing for planos while thinking symphonically.“z

(me of the most impertant rescurces of ﬁwo—piaﬁo playing is the
entiphonal aspect. Like many words of Gresk derivation, entiphonal has
8 wide meaning, not necessarily musicel; two anvile might be beaten
sntiphonally, or even echoes might be comsidered eutiphopal. Two plancs

arc especially susceptible to such effeciss. Ancther most valuable

resource iies in the ability teo double any part, not necessarily in the

PR ——— et e b R e Ko b P s A b -

Ipierre Luboshut? and Genia Nemenoff, “The Art of planc Ensemble,®
The Tbtude, LIx (January, 1941}, 5.

aLhevinne, op« eit., p. 8092,
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octave, sbove or below. TFor instence, ome player mey double in the third
or sixth & melody or ornamental passage played by the other, and the
doubling of a counter-theme ccmes close to the device of double counter-
points The adventage is that alli of these rescurces bring inte being
peesages that, on & single pilano, would either be lmpossible or demsnd a
virtuoso techrics’

Prom the plenistic standpoint, two-planc worle offers opportunitles
for the discipline of enseuble pleying rarely found by the sole pianist,
and not afforded by instruental acoompanying. For this reason it is
advisable for all piano students te have some such experience [lor the
purpose of acguiring training in balance, rhythm, reading, and accumey.4

¥rwowpiasno playing of the higher Type cannot be compared with solo
plaiying. They represent two entirely different arts, with entirely different
objectives."? It is also as different from ordinery duet-playing (four
nends on one keyboard) as it is from solo work. Its beauty lies in the
rich sonority and volume released by the two ingtruments which cen newver
Le dupliceted orn one piano. Furthermore, the players at one pisne sit too
close for complete freedom. And as one pleys the Primo (or importent part)
and the other the Secondo (or obbligeto) throughout, there cen be no real

balarce between the two. Finally, the technical rescurces are limited and

4 . 2 ) : k]
neither player is mester of his own peuallng.€

Lt AR W W BT e b b i o - - il

301‘811’1, Gl e Gitn, e 865 .
41uboshutz and Nemencff, op. cit., pe 5,
BScionti, ope cit., p. 617,

S7uboshutz and Femenoff, op. clte, pe. D.
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gertain importent problems become emphasized In twow~pienc work, end
rhythn is the first of these. [nsemble playing requires the ubtmost
precision. fThe two partners nust begin simultenecusly and hold each note

for exsctly the same length of tiwe. Herce, all tempi must be discussed

in advance. Duo=-plano pedaling is also somewhat different from solo
pedaling. There is greater sonority and thus, more danger of blurring.
Duo-piane pedaling should be a trifle lighter and a great deal more
carefuls’

tne of the most importent aspects of ensemble playing is that done
awey from the keyboards in careful study of the score, weiphing phrases,
belancing statements, setting off themes in contrast to euch other;
discovering the pattern and plan of the whole composition as the composer
wished to present ite. It is the seme problem found in interpreting any
twowhend piece, especially by coumposers like Bach end Zrahms and thelr
uge of elaborate contrepuntal petterns, but the solution becomes more

A

difficult when it nust be decided at the same second by two different

people.8

Fige l.=-Covnterpoint In Dech's Fugue No. © {from the Well-Tempered
glavichord)

et A3 i b A R S e R KL 5 % K Eeokwd b A S om0 R e Roncon b L e PR N

T1uid. pu58.  Slhevinne, op. cits., pe 809,
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And herein lies ome of the greatest advantages of two-planc playing.
That mediuvm is capable of more expressiveness because 1t invelves two
¢iiferent personalities. Ip 2 two-hend composition, the theme and
acconpanying passage nust often be played by different fingers of one
hend, making scme prominent, the other subordinate; wherees, in two-plano
playving, each person can devote his whole attention fo carrying oul elther
the melodic-limé or the accompeniment.

the secret of good duo-playing is that it must sound like = single
performer. A listener with his eyes closed should not be able to distinguish
the two separate parts. There rust be no breaks, no unevenness or separate
sttacks. This, howsver, does nol imply thet two-plenc playing should be
in any way mechanical or monotonous. Combining technical unison and
artistic freedom is not an seasy task, and that 1s why two-plano pleying
seems the most difficult form of ensenble work to master.

When two vieoling are played tegether, the muscular movements of the
sttack serve as an ald to precision. The up-bow and down-bow can be
followsd, and assist the players in keéping together. There is nc such
atback on the piano, nothing to be heard in pressing down & key execept the
resulting sound, snd then it is ftoo late to be remedied, even though the
other player be only & fraction of a second behind. gtili, the varietions
of tempo must not sound caleculeted or mechanical. The problem is how to
agcomplish the desired perfect unison without any visible aids to precision.
1t iz obvious that ons of the players must serve as conductor for the
ensemble, and the slightest movement or even a glance will be sufficient

for precision if the pleyers are'an experiemced duo.
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"pirst of all, pianists who intend to play together over sny length
of time must make certaln they possess thoss spiritual sympathies that
erahle them to think and even to breathe together. They must know each
obher well=-easch otherts thoughts, btastes, habits. And this kmowledpe
rmst lead to an ever increassing personsl songeniality." This does not
necessarily mean thet they must egree on every point, but that they should
beo able to think end feel in comuon. Often a change of hall, even a change
of mood, demsnd sudden alterations which would be impossible to persons who
were not accustomed to "sense® tog@ther.lo "Ensemble pleying, that is,
playing Logether with precision, must be mastered and forgotten, just as
cne masters the technigue of the plano itself. Kot uvntil this ocours can
there be any emotional beauty. 1l

It is alsc important to decide vnen two-plano work shall be begun,
Beginﬂers.can e treined from the start if they sre encowraged to play
short exerciscs and sluple tunes togethers. (therwlise, the student should
not ettenpt ensenble pleying until he has mastered technic and rhythm
enouph to allew him to adjust bo his partuer without fovo much dilficulty.

Tt is then advisable for duvo-plenisis bto practlce together--nct merely to

rehearse when all is in readiness.
The inter-dependence of the two pariners makes the art of duo-piano
playving & unigue one. There are not enough performers to cover up possible

errors and vet there are too many to permit the individualism of the soloist.t?

e mrnsr i b = A A SR T A B R S B b b8 gmeat - W o e b

gLuhoshutz and Yemenof?, op. cit., 58.

e

101hevinne,_gf.wgi@0, pe 809, cionti, op. cit., p. 617,

ot

Lernboshubz and Hemenoff, op. cite, pe 98
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it takes hours, deys, and months of indefatigable labor at the dual
keyboards to conguer the difficulitlies that stand in the ﬁay of beaubiful
coloring, rhythus, and dynamics. The players must listen to each other so
scubely thet, with years, something resembling & kind of mystic musical
telepathy is develop@d.“ls

Among the disadvantepges encountered by duvc-pienists, the most obvious
is that of securing two piancs, sccurately tuned together, in ple ces other

than the best corncert halls.

LS - PO — - o we e W i Rkt B R A b, A bk G ek & 4 % ke e

Yseionts, ope cite, pe 6L7




CHAPTER IV
THE VATTEL OF ARRANCGEMENTS AND TRANGCRIPTTIONE

In the Harvard Dictiomary of Husic, arrangement is defined as Yan

adéptatiom of a composition for instruments other then those for which 1%
wag originelly written (thus, in a way, the nusical counterpart of a
literary transletion). (ne may distinguish between arrangements which
are mace chiefly for sbtudy purposes end others which are for public
performance," In the former, strict adheremece to the original text is
considered the foremost duty of the editor, who is permitted only to
detract from, not to add to, the original. In‘thg second category,
involving the creative partieipation of the arranger, various procedures
wve been followed, at different times. These range from simple transcerip-
tions in which the wmusical substence remsins the seme but 1s trensferred
to o new medium, to the complete reworking of a pisce with additions and
modifiaations.l

Joharn Sebsstian Each wes perhaps the first great musician to take
an achive interest in transeriptions. Abram Chasins stetes in the preface
40 hiz trensecription of the ¢ minor Passacaglis:; "Bach himsel! in many
instences has not alone shown thal he heartily approved of transeriptions,
bubt did not hesitete vo change, cut, and alter when transcribing works for

instruments other thar those lor which they were originelly written.”
o 7

o s K v W <G e g £ et s eyt Mn b, Mt B A A e TR AR Wi bk 31 B B
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l“ﬁuet," Harverd Dictionary of ius
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yeny reasons heve been offercd for Dachts Interest in transcriptions,
but one must remember that Bach was too ﬁomplex énd t00 profound a musiclan
for any single explamation to suffice. The simplest and most Ifrequenily
offered explenstion is that becmuse Bach lacked sufficient time to write
new music, he hurriedly converted what he already had on hand. It has
also been suz.ested that Bach!s transcripitions are wholly an expression of
& personal idiosynerasy. Schweitzer, for exemple, charges that "jach

transeribed the vivaldi and other concertos not to make them more eccessitle

v

to the public at large, nor to learm from them, but simply because this
. . ; 2 .

was his way, and it gave him pleasure."® However, it seems that he had
as 1ittle compunchtion in reworking his own wmusic as in appropriating the
nusic of his conbemporsries for the purpcse. "The cssentlel point is that
pach operated, almest in a literal sense, as a ereative logiclan, uncovering,
realizing, and expanding hither-to unsuspected comclusions from the berest

k] 3 3 !73
of musicel premises.

8ix of the echcerti grossi published by Vivaldl es L'Estro Armonico,

Ope 3 {(jisrmonious Rapbure) were arrenged by Back for other instrumental

corbirations. The third, ninth, and twelfth concertl grossi he arranged

as clavier concerhtos. The tenth concerto grosse was rewritten as a concerto
for four claviers, and the eighth and eleventh transcribed as organ concertos.
In the Pach transcriptions the harmony is fuller and cccasionally the

melodic line altered. perhaps the most revealing difference is Rach's
manner of developing a beautiful inner voilce figuration which Viveldi is

. . 4
conptent to leave in ocutline."

G S Y R S e % Ad—— S B
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anly %hreé of the Bach violin concertos heve come down to us in thelr
orisinal form. Two are solo concertos (the A ninor and E major); the
other is the femous concerté in © miner for two violins. All three were
evertually rewritten by Bach as clavier concertos end it 1z supposed that
ceveral other violon concertos now lost survive in transcriptions for the
clavier.

the concerto for four claviers and orchestra is clearly & transcription
of Vivaldir's concerto for four violins, Op. 3, Ho. 10. 0f the three
concertos for two eclaviers and orchestra, the third in ¢ minor 1s an
srrengement of Bach's concerto in I miner for two violins and orchestra.
The first, alse in ¢ mizor, had been assumed to be a transcriptlon of an
ynkrown violin work bubt has been recomstructed a&s a Jdouble concerte for
violin and oboe. The second concerte in ¢ major is an origimal work, as
are also the two concertos for three elaviers and orchestra.S

Tn his orger concertos, Handel adopbed sometimes freely, sometimes
literally, movements from earlier compositions written for different
instrumentel combinations. Every movement of the ¥ major concerto is
derived from another form; the first from the tric sonata, Qp. §, Fo. 6,
for two viclinsg, or two flutes and bass, the second and third movements
from the ¥ major concerto grosso, Ope 6, Fo. 9, and the final one from the
Cps B, No. 8, trio-somasta second allegro.e

Mozart was thought bo have bveern fond of hls third plano concerto in
P mejor for he composed cadenzas for it and also arrenged it for two plancs.
toscheles was the first master to arrange for the plano an orchestral score

by spother writer {that of Fidelio, by commlssion fyom‘Beﬂthcvenj.7 Schumann

IR
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1bid. b7,  9Ibid.pé3.  [Bie, ope oit., p. 221




24

made a collection of Btudes with & textunl introduetion on motives after
pageninl, but adapted to the piano.8
| sny discussien of transeriptions must necesserily include the name of
Franz Liszt. Bven groater in number than his original pieces &re_tha
srrengements, which ramge Irom veriations %o complete transformations of
themes, from the "Dance of the Dead on the Canbtus of the Dies Iras" to
his peraphrases of Wagner, from the songs and waltzes of Schubert te his
setbings of uUecthoven symyhonies. Here he trapsmitied spiritually and
srtistically %o the public a great deal of material by mezns of the planc.
frigsitle arrengements are né mere trénscriptions; they are poetleal
re~settings, seen through the medium of the pianc. He assimilaﬁés the
composition before him into himsel?, snd reproduced it on the pieno as if
he had conceived it, with all ite special peculisrities, for the pianc alone.
Sueh things seemed often Lo be the very best expression of his genius.“9
vhether or not pieces should be transcribed or arranged for conditions
other than those conceived by thelr composers is a gquestion which frequentdy
ceuses comtroversy. Virgll Thompson points out that "people of refined
teste are iikely to disepprove it in principle but Lo telerate 1t when it
1y carried out with brillience oy with some autheritatlve reforence to the
past « » o To wake the past In contemporsry lenguage or to reconsbitule

s4 4r the closest resemblance we con achleve to what we belleve was its

[0

originel speech is indeed, & triumph of musiclanship. What chiefly bothers

pecple of ieste is ignorance and indiscriminate exploitation of the past

. 10
for commeraial purposcs.tHY

albid.,pzﬁé. 9Ibid.¢u290¢ lOVirgil Thompson, The dusical Scens, p.278.
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An sccount is piven of the extemporizing on o well-imown American
art song by & certain duc-pieno team. 2y the time they had cencluded thelir
Wiorrents of ill-assorted chrometics and other pestilenmtial passage work,"

the theme had completely disappeereds Music is not mede in this MENTLET o

Tor is it made by taking a perfectly yood planc composltion and, in

seran;ing 1t (de-ran Tor two pilenos, changing many comoon

chorés into "added sixbhs" and the liket!

The watter of transcriptions and arrangements becomes nost evident
in fvo-piane musics. Even a glance ab a catalog of music aveilable reveals
how Llimited would be the literature if it were confinmed %o original

-

coppositions. JRny works have been arranged by several different persons,

some of whom ars very scholarly, some quite smateurish. Then it 1s
recessery te exemine the verlous trenmscriptions carefully uvefore sccepibing
or disecarding them.
’

gome of the most succeselul arrengements for two planos have been
made by duc-pianists themselves. It is perhaps to be expected that they
should do ﬁhié, possessing as they do & practical and thorough knowledge
of the twowpisne idlom. Qf These, the nost familiar to the writer are those

by §ilvio fclomtl, who has suocceeded in erhancing rather then ¢istoring

the works he arranges.

R ————— PP SRR T AR SRR G e et
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CHAPTER V

COMPARATIVE ANALYSIS OF PIANO SOLG AND

TRANSCRIPTION FOR TWCG PTANGS

'y

Tn this chepiter, an attempt is made to show, by the comparative
enelveis of & sole cenpesiticrn end the tremseriptiem of It Tfor iwe plencs,
just what has bsen done by the arranger in changing it from the original

mediim. The composition selected for study is Rubenstein's [lomance

in g {lat . 244, Wo. 1, and the two-plano arrangement is by silvic Scilonti.
it wm, ¥ 5 i o

L3

-

hig work was chosen hecsuse 1%, like meny other compositions of the
Romsntic period in wmusic history, lends itsell most readily for adaptntion.
tn the compositiong of the classicel period, with their elaborste contra~
puntal patterms, it seems that the arrangers heve not added greatly Yo the
originel beyond the doubling of melodic lines and the use of a wider range
of dynamics. However, in & composition such as the Romance, with 1ts
well-defined melody, simple harmony, and flowlng eccompaniment, the arrenger
mey creabe orchestral effeets hy the skillful maripulation of the two pieno
parts.

The introduvetory Tigure in the trenseription of the Romance 1s stated

&5 it is in the originel, first by the first plano, then an octeve higher

by the second pisnc. ‘When the theme begins 1n measure three, it is doubled
in the first pieno part, while the sccompeniment by the second pianc is
medified only in wider spacing and fuller harmony. A similar pattern
fontinues to the end of the section (mﬁasure twelve). Ir measure nine,
however, The transeriber adds a figure of iImitatlon met given in the original.

28
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Fige Ze~~Initation added in trenscription

A4t the beginning of the second section (measure 13}, the piano parts
are reversed, the second piano oarrying the melody in octaves while the
first plano plays an accempaniment similar to that first used by the second
planc. A% measure 21 the first pieno part employs octave scale passages
in triplets in motion contrary to the originel bass played by the second
pisno. The first pilanc egein takes the melody in messure 24, and triplets
continve in the accompaniment by both planos.

Pipgs Je--Cctave soale pessapges in triplets played by first plano

7he climactic theme at measure 31 is steted first by the first planc,
then by the second. Yothing ls added here by the erranger excopt meving
socompanying pesseges of the original harmony. The plapos again carry the

melody alternately in measures 3b6-36, and the accompanying pert has an

opposing melodic motif mot found in the solo version.
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Fige 4e-~0pposing melodle motlf in accompaniment

A% the end of the last section proper (measure 39), the two-piano
errapgenent has four messures of code-like material with a restatement of
the opening melody, two octeves apart in the first plauo part. The echoing
of the melody in measure &1, which beging in the original on the first beat
of measure 39, appears at the third beat of measure 42 in the score for
second plano, below the first thems.

‘(ll}‘

i ] — L, . F ) =l—:
— _‘_........r————‘—
==

o -

i

-
Srpe~dTe s 4 T .2 }
W2 28 23 TpadViard Lefd
’ 4 [_EK X1 T Y } |
B 4 PP 1 NPTV [
e e R R e e e
S22 e

Fige He--Bass melody in (1) originel solo and (2) second pienc score
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mhe four closing measures include sequential figures in the first plano
part, in contrary motion to the original upward line, played by the second
wianos The {irst of the last two chords, played by the [irst planc, is
eltered to inelude the intervals of a second, = sixth, and a seventh,

while the concluding chord is pleyed by the second planc as it wes written

in the soclo.

- _ P
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Fige Ge--Final chords {1) in originel, and (2) altered in
Transcrlpbion.

This transcription is typicel of the compositions which have not
been albered markedly, but which have been made more interesting, perheps,
in the arrangement than in the original. This was accomplished by the use
of fuller harmony and thicker texbture, opposing melodie figures, contrasting
eccorpanying rhythms, and a greater varlety of dynemics Than would be
nogsible in the solo version.

Tt is a wellw-balanced arrangemens, &s the two pienos participats

equally and the theme passes from one Lo the other smoothly and easlly.




CHAPTER VI
TWO=-PIANG MUSIC IN AMERICAN PUBLICATION

vany of the best works for two planos may be obtained from publishers
in this country. These are listed on the following pages according to
gifficuity of performance. In judglny the degree of difficulty, the

follovwing factors were notad:
]

1. Length

2+ fpeed

5. Techmicsl difficulties

4. Form

8, Farmonlc ideas

f. Plenc idion

7. Precision of ensamble

1i two editions of the seme coanposition were examined, bhoth editions

are listed. When foreisn publications mey be obtained in this country, the
oy p o 3’

rivels

American publisher 1s also g

TARLE L
QRIGINAL TWO-PIANG IUSIC EASY TO PERFCRM

U — R PR

[ e——

e S SRS 10 SRR
gomposer Title Fublisher

gooke, Weddinglton Playtime Colamn
: (0.7.P.)
Gruen, Rudolph Scherzo AaliePs
Heowell, Dorothy Mazurka Colls
- {QJU.BL)

44 key to the publishers is found in the AppendiX.

30
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TABLE 2

TWO=-PIANG TRANSCHRIPTIONE BABY TO PERVFORL

b

—erb. o,

Bk .

Composer and

M4 L

Arranger Title Publisher
pach, Je S Adagic (from Sixth Brandenburg CoTaks
Wilson, John Concerto) {0.U.P.)
pach, Je Se Pist Du Pie Mr Celle
Lev, ney (1f Thou pBe Near) (QelUePe)
Dach, Je B Four Courtly Dances Sela
Spencer, Ruth . (Minuet I, II, Husette, Hinuwet IV)
‘ , ky . .
Bach, Je 8. sFomm Susger Tod GeRlcordld
Bach, Js Se Minuet and Radinerie Celle
Baynen, Arthur (QeTep)
Rach, Je 8. suite CoFle
Williams, Becket {0sToPe)
Pach, We Te Andante from Concertec in AallaDPe
Dougherty, Celiuve and E=Flat major for harpsichord
Fuzicho, Vincenz end orchestre
Tegthoven, L. v810 gountry Dance in € Cofe
Hembourg, Merk {002
neethoven, L. van |#Contre Tance, Ho. 1 Jale
Sear, Louls Victor
nerlioz-iiszt Danse Des Sylphes Cale
Hamboury, Mark (0.0.R.)
Byahms, Je #Cradle fong JeTw
Eelberine, plexander
fui, Cesar frientale JeFa
Luboghutz, Plerre
Pungan, (live ¥egnolias in Moonlight Calte

Dungan, Olive

(from "frople Wight Suibe")

3
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TADRLE ZesContinued

DV

Composer and
A¥ranger

e e LA s bt

Title

-

Gluck, C. W von
Luboshutz, Flerre

a1

(W

Dougherty, Celius

uclk, C« We von
Tlyinsky, Alsxandsr
Mednikoff, Hicolad
Iozart, We As
ieier, Guy

iozart, We A
Meler, Guy

Mozart, We A
conusg, Le

Schubert, F.
Paynon, Arthur

P b W R B e e e B

A L B R R T I S . ]

Melodie (from "Orpheus an

B e B B Re e e B e o e s oA 1 P o e

s e i 2 A B e .

Publisher

RO T T S T -

*Two coples are reguired for performance.

bl e B b e 8 s 4 PR

{omposer

Beacon, Ermsv
Bate, Stanley
Pate, Stanley

rusonit, Perruacio

J.FO
Burydice™) :
Minuvetto "vienl che poi pereno" AeMePa
from opera femiramicde
Zerceuse, (Op. 13 Calle
Allegro (Guasi Carillon) from Cole
Soratina in B-Flat for pianc and
violin}
Andante and Minuet (from Sonatina Cefta
in P for planc and violin)
xThe Marriage of Figaro Jel'a
(Overture)
cherzo in B flat CeFe
(OQUQPO)
Lo —
wnp ey bo the publishers 1s found in the Appendix.
TARLE 3
ORIGINAL TWO=PIANQ MUSIC MODERATELY EASY T0 PERFORM
Title Fublisher
*The Furr Frolic AelaPakr
Pastorale Aelle e
{eds Ech.)
Frelude AaliaPe
. (ed- Soh-}
Duettine concertante AelaPe

{after iozart)

(Edo B-&H-)
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TARLE 3=-Continued

. e A B B S b s i AT i BT By i R Al NI M A
s b o <.l e o A W B B8 U e Y O A YT bR e 0 e e M B 1 5 B, R O e Bt

Composer Title Publisher

ahmnons; Homer +The Duchess (Passacaglia from JeFe
Ualice in Wonderland® guite}

Simmens, Iomer *The lLobster Quadrille (Reel) +Fe

Simmons, Homer *Scherzino | JeFs

gimmons, Homer *#Tango at Midoight (from guite JaFa
"rartita Americana™)

Turner, Olive Cap and Bells (Humorescue) Cale

(0.U.P.)

*7wo coples are reguired for performance.

*xi key Lo the publishers iz found in the Appendix,.

TABLE 4
THO=PIANG TRANSCRIPTICHS NODERATELY EASY T0 FERFORM

e B W W e A R W e R s sitee T

P s by e b AT B e e b o et

e i et T

-

Ty

Composer and

Bach, Je S Chorale (from Cantata, No. 147) CoFe
Horre, ¥lsie (Jesu, Joy of len's Tesiring) (eds 1)
Bach, Js S xGone is Sorrow, Gone is Sadness Crafle

fcienti, silvie

Bach, Je S« Sigue in C Coele
Ross Cherles (0T
Fach, Je« Se Jesu, Joy of Men's Lesiring Cel's
Hess, E,WZ‘& . (GOUUPO)
Bach, Je Se ¥Yerch in D (from Anns Megdalena CeFe
Ta‘te, Phyllis Book) (OGUIPI)

Sarabande in E Minor {from English
Suite V)  polonamise in ¢ (from
Arna egdalene Hook)
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TABLE 4~=~Continued

i e i A AL

-

Composer and
Arranger

oo i e e R Mo

mitle

Publisher

Each, Je Be
Howe, lary

jB.Ch, Je Be
leler, Guy

Bauver, Harold
Fauer, Harold

heethover, L. van
Lester, Ym.

Bohm, Carl
goionti, Isabel
and gilvio

Brahms, Je
Meier, Guy

ChopineLiszt
Benbow, Rdwin

¢hopin, F.
Bembourg, Mark

Cowell, Eenry
Cowell, Henry

Dungan, Olive
Gould, Korton

Franck, Cesar
Gruen, Rudolph

Gliere, e
¢ruen, Rudolph

Gluck, C. We voR
Chasins, Abram

Handel, F.
rate, Phyllis

A = "y

Schafe Fonnen g£icher Welden
(sheep May Salely Graze)

*Two-Part Inventions (5)
xFlourish
{after an Old French soldierts

song )

wfonete, Cpe 49, Fo. 2

*Calm as the Night

*§ix Weltzes (from the
"liebeslieder" Set I, Op. 52)

Chant poloneise
Velse in Cwfharp ifinor
Celtic Het

(reel, Casine, Hornpipe)

Enchantment (from "Trepic Night
Suite™)

Frelude, Fugue, and Veristions
Russian Sailorst Dence
Melody (Second Ballet from

¥orpheus")

Suite from the Water Muslo

L W

CeFe
(0.7.8.)
JeFe

Gefe

Jele

Gel»

Jel'e
Ca¥e
(0.UP)

CeFe
(0.0.P)

Gafin

AeliePo

Aol

CeFa

CeFe
{0.U.P,)
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TABLE 4=-~Continued

Tt oS e . i iy e mn: s bp. B Sona TR S s a5 e i Sl BT e R

Compoger and Title pubLisher
Huarte, Julian. sifoonlicht in Granada Celin
Longes, Federlco
Vendelesoln, F. . Wings of fong belieFe
Gruen, Rudolph
Moskowskl, . Velse Erilllante in ¥ AeliePs
¢rver, Fudolph
Foussorgslky, e gororetion Lence {(from AellePs
Luboshvtz, Plerre "Boris Godounov")

Mozart, We Ae Minuet (from Sonatina in Cafe
Waier, Guy F for pieno and violin)

Saint-Saens, (e ie Cygne (The Swan) O oFe
Mednikol, Wicolad

Techaikowsky, Pe I. ¥Trepek (Russisn Dance) (oS
Fesselberg, Rdouvard

villa~Lobos, Hector foreninka (The Little Paper Doll) A eleTe
Whittemore, Arthuor, from A Prole do Bibi, Series 1

and Lowe, Jack

Zinbalist, Efrem *Tango Gella
Berkowltz, Relph

*Two coples are required for performance.

w44 ey to the publishers is found in the Appendix.

TABLE ©

ORIGINAL TWO=PIANQ MUSIC MCDERATELY DIFFICULT TO PERFORU

3
#

AL 1 B At e s, b AT 7 R
; i

¥
L}

e Gl - iy L O T R SN T e e ST
Composer and P : 5 o
Arranger Title Publisher
Becon, Ernst and Coal Scuttle Blues BoeMa Pastok

Luening, Obto
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TABLE be-(ontinued

NV

Composer and Title Fublisher
Arranger

Farnaby, CGiles and For Mwo Virpinals OeFe
Gouperin, ¥rencols Allemands (0. U.B,)
Gruen, Rudolph Kumorssque AalaPe
Wilhaud, Darius Scaramouche EeVe
Stravinsky, Igor Sonata for Two Pianos AslePe
Strong, Mark #8ir Roger de Coverley GeSe

xTwo coples are required for performance.

#xf key to the publishers is found in the Appendix.

TABLE €
THQwPIANQ TRANSCRIPTIONS NODERATELY DIFNICULY TO PEHFCRM
Composer and . .
Arrvangey Title publisher

Bach, Je S« sindante (from Third Sonata JeFa
Saar, Louis Victor for violin &olo)
Pach, Js S *Fugue in ¢ Minor (The pittle) GeRo
gelontl, gilvio
rach, Je S Ky Heart Ever Faithful (from CoFe
Mednikoff, Wieclal the "Pentecost Cantate®)
Bach, Je B Wachet suf Ruft Uns Die Stimme Do
Whitteker, W. Cilliis {Sleepers Vake) {Q.U.P.)
Baver, Harold *Ye Sweebt hebreatb Gele
paver, Harold {After VWm. Boyer)
Buxbehude, Diebtrich Frelude and Fugue Gelo

Dougherty, Celius
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TABLE 6--Contiggﬁg

R e T e Ao e, Bt <

omposer and Title bli
Arranger - Publisher
Ohenoweth, Wilbur Plesta GeBoe
Chenoweth, Wilbur
pelalla, Manusl Spanish Panco Nee L from Aellel
Fovacs, Shephen "la Vida Breve"
Frescobaldl, Girelamo Tocoata Aele P
perkowitz, Ralph
(on Gaspsr Cassado
ATT )
Fuleihen, Anis Epithelemivm (Veriations for CoBo
pianc and string orchestra
or second planoc.)

Gershwin, (eorge Short Story AviieDe
Feiser, Al and Lee (ode Scha}
Granados, Dnrique El pelele (jian of Straw) GeSe
Longas, Federlco
Guion, David Sheep and Goat Walkin' to the (eBe
fufon, David Pasture
lenner, Joseph Vindebona AelePs
Dougherty, Celius Introduction and Jaltzes
and RFusicka, Vincenz
Tachowell, K. Polonaise, Op. 46, Fo. 12 AslfeDe
Gruen, Pudolph
lana-Zuccs Yalse Brilliante GeSe
Threr, Maxine H.
voskowskl, ioritz Serenate, Op. 15 Cale
ednikoff, Nicolal
YMoussorgsky, M. Coronation gcens (from GeSe
Petibison, Lee Boris Godovnov)
Worart, We A Allegro (from the Sonatine in CoTe
Neier, Guy ¢ minor for pilanc and violin)
Aubinstein, Anton sRomance In E-flat Major Tele

geionti, Bilvio




et st s W M § Moo er P . W e e W A i W R e B the et 8 Mt S b s

Gomposer and
Arranger
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- TARLE 6~=Continued

s . e i B - . U

e b e S T e 11 e

Title

Mihlisher

ghostekovich, D
Luboshutsz, Pierrs

Straunsg, Johann
Yovees, Stephen

Strauss, Johann
Chasing, Abram
{on gchulbz-prler
arrs)

Stravinsky, Igor
pabin, Victor

Polke (from "pallet ltage dtor")
¥rledermaus! paraphrose

*The Rlue Danube

fireus Polke

Jella

Gele

J.E‘.

AGMOP-
(edo SCho}

#Two coples are required for performance.

*#4 key to the publishers is found in the Appendix.

TABLE 7

ORIGTHAL TWO-PIANG MUSIC DIFFICULT TQ PERFORM

i

gompoger

Arensky, A

Bach, Je Se
perezowsky, Nicolai
prahms, Je

Francalx, Jsan

Fenselt, Adoll

Hindemith, Paul

B e VR

wht

Title

B T =

Fublisher

%;ise
Concerto in ¢ Hincr for Two Planos
Fantasy for Two Planos, Qp. ©
Varistions on & Theme by Haydn

sConcertine for Planc and Qrchestra
{or second piano}

81 Qiseau Jretals

gonata for Two Planos

£ eI et
{002}
TellaCs

LeliePe

Aallee

(ed. B-&H.)
Asiiale

(ed. SOho)

C'F.

(0 U7
AellaPe
(Gdt SCho)
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TARLE 7»-Continued

Jonposer Title Publisher
Josten, Werner Jungle (Symphonic Movement AalfePa
Pinto, (etavio xGcenas Inferbils (Memories of GeSe

Childhood.)
Rubinstein, Beryl Jig GeSu
Seint-Saens, (. decherzo, Qp. 87 Talisls
Schurann, Robert xAndante and Verietions, QOp. 46 GeSe
Tansmen, Alexender Second (oncerto for Flano and AelePa
" (rehestra (or second pieno)
Tippett, Michael Penteasia for Fleno and (rohestra LellePe

(or second pianc) on a Theme of
Handel

IR - B

(ed- SCha)

*Two coples are reguired for performence.

%A key to the publishers is found in the Appendix.

TABLE 8

TWO=PIANG TRANSCRIPIIONS DIFFICULT TO PERFORM

e B

fomposer and

itle iblisher

Abranger 1 Publ
Bach, Je Be sHow Comes the fentle Savior JeFewm
luboshuts, Plerre
fach, Je Se xPagsacaglia {C minor) JeT'e
Chasins, Abram
Pach, Je Be sPrelude and Fugue in ¢ major Gela
fGoiontl, filvie
Fach, J+ S« xRejoice, Reloved Christlens Galie

Selionti, gilvio

N R A
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TAPLE Be-Continued

s

L L Sy ey

Composer and
Lrranger

Title

Bach, J»

Se
Scionti, Eilvio

Chesing, Abram
Chasgins, Abram

Chopin, Fe
Gould, Merton and
Shelter, Rert

Debussy,(leude

u
o

G
Tebussy, Claude

minlou-Seliets
Heifets, Jascha

glinka, e
Luboshubs, Plerre

Handel, Ge Feo
juboshutz, Pisrrs

Hindemith, peul
Willens, Frane
Fowalskl, H.

Jores, Alberto

lendelsschn, Fe
tuboshuis, Plerrs

- T gttt e et -
Moskowski, I

lLCdﬁiCl\r, '5,’?1'11- Je

Hozart, We A
Tusonl, Ferrucclo

Ravel, aurice
wWithrow, wirlsm Fox

Schumenn, VYine
Boehumenn, Y.

i . e e W 4 e

Fublisher

4

¥Tocoata and Fugue in I minor

Kush Hour im Hong Kong

fenteisle Impromptu

trelude to Yrhe affernoon of
a Paun®
Hora Stacoato

#«The Lerk (Romance)

*Possacaglia

x¥Concert iMusic for Plano, Drass
Instrunents, and Two Harps (or

second piano)

lerche Iongroiss

Allegro Brilliant

Caprice Espagnol, Ops 37

Fantasy for a Iusiecal Clock

xJeau d'Eau {The Fountein)

#Coneerte for planc and Small
Orehestra {or second plano)

Galle

Jele

CoFs

Gao

Col's

dela

Jela

Kolinlte
(ed; SC}]‘!)

Cols
JeF
Aelisle
AellaP

(ade Be&H.)

GeZa
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TARLE 8-w{ontinued

e e sl

Composer and " .

! Mtle ™y )
Arranger Title Publisher
stravinsky, Igor Ianses Concertantes Aelal
Dahl, Inzolfd

Yeber, (e ¥e von #Perpetuun oblls Gefa
voveos, Ohephen (ondo from Sonabe, Qpe 24)

Weber, Ce Me von sRondo JeT's
Tuboshutz, Plerre

Weinberger, Jeromir Pollka and Fugue AollaPe
Weinberger, Jaromir from "ghvandal

dipoli, D #Prelude and Gigue Jelle

frndersor, Suell and
Selontl, &ilvio

*Two coples are reguired

xf, ey Lo the publishers

Tor performance.

is found in the Appendix.




APPENDIX

PUBLISEERE IEFERREL TC IN LISTING MUSIC

Publisher

Associated Music publishers, Inca
preitkopf and Hartel
Elken-Vogel Company, Incs
farl Fischer, Inc.

Je Fischer and Bro.
International Rusic 0.
F« Ee 2Brks

fordeoeh, Iurdoch, and (o.
Quford University Press
Theodore Presser (0.

e Biecordl and Cos

e Echirmer and (o, InC.

Ee fohobt and Sous

42

Place

Wew York
Leipzlg
Fhiladelphie
Few York
Hew York
Yew Yerk
Hew York
London
London
Philadelphisa
Wew York

Few Yorlk

leinz, Cermsny

Abbreviation

Us

ad

A « Iie

Be &

e Ve

i

He

Coe

He

Pe




CRIGINAL TWO-PIANO MUSIC LISTED BY PUBLIBEERS BUT

Compoger
Albenis, L.

Arensky, Anton S.

B&Gh, g S .
Each, We Te
Reirstow, Ee Co

Bes, Arneld

Litlre, lathilde

Boyle, George F.

purleigh, Cecil

Bush, Alen
Chabrier, T
chaminade, (ecile
Chopin, I'e

Debussy, T

43

AVAILAPLE FOR EXAMNINATION

Title

gevilla (Sevillenes)

Suite, Ope 1O
{Romence; Valse; Polonaise)
Suite in cancn-form, (p. 65
(Frelude; Aria; Scherszino;
Gavotlte; Hlegle; homance;
Intermezzo; Alla Pollacoa)
valse (from Suite, Qp. 15)

foncerto in ¢ major for Two PFlanos
Sonata
Yariahions on an Original Thenme

Herdanger
Red pubumn
Sonate

the Devil That Tempted §t. Anthony
The Hoiaoned Fountalrn

Two Counbry Sketcles
Tister Robin and Wistresss Robiln
Tillape Dells

Danse Nogre
Hinuvet Anticve

mounbain pletures, Sulte Qp. 42
1. Crags and (ascades

2. Bhepherdts tong
3« Disbant Haze
4y Avalanche

Three Pleces
Valse Romantiques, Noe 2
Andante, QOpe. 59
Rondo, COps 73

In Blane et Tolr

Publisher

E+Bulle

FeBe

TekieUe
Qallela
Q!UQPQ

oy

Eelle

EeVe

Cal'e

ialle
LelleCa
Gale
GeSe

TeliaCoe




MUBIC WOT AVAILABLE FOR EXAMINATION-

Composer

o, SR RS,

Bunhill 5 Te Fa

Durand, Ae

Duvernoy,

TFoss, Hubert J.

Fosg, Lucas

Gliere, H.

tliere, Re

godowsly, L.

Codowsky, Le

Gorie, A
could, e

frainger, P

Guion, David We

Gurlitt, Cornelius

Title

"o Fastorals

{heconne, {p. 62

~Continued

WrO—

Feu Roulant (Rolling ¥Fire)

Weweastle Lanse

L seb of three pleces;

March, Andante, Concertino

tence of ths Russian Soldiers

{vyabletchko)

Le Vent (The Wind}

Ope 41, Six Qrigipal Pleces
(frelude, Valse Triste, (Chenson,
rasso Qstinato, Alr de Dalilet,

Mazurks)

ME=ifein (QLd Vienna)

e cadenzas to Morartts Concerto

in B flat

Contrapuntel paraphrase on Yeberts

invitation to the Dance

verche Triumphale, Op. 91

Fumbelero

fastern Tnbermenzo
Eill gongs, I and 1T

gpoon River (American folk-dence)
Two ¥ousical Helles of Ly lother

Humoresgue Hegre
velse priliiante

The FHermonics Flayer

(from "Alleytunea®; fhree Scenes

from the South)

Bight Melodicus Pleces, QOp. 174

?&blish@g

CellaPe

CoFe

B o_E- elie

O.UIPO

G"SQ

EaDelle

I .T’E-C -

Gale

Cel'e

Gafle

[9w]
-
(23
-




BUSIC WOT AVAILABIE FOR "K&MINATIGN—-Confinued

fomposer

A s e

Gurlitt, Cormelius

Hill, Edward E.
Yorm, Elsis
Howell, Dorothy
Hutcheson, F.

Infarte, e

Keenan, Gerbruds

Lecuona, He

TLewis, Ursula
Llszt, rrenz
Tongas, Fo.

Tvsberg, Che Do

leson, Ds (ie

Merhee, Colin

Wohr, Heim

Hichells, Frederick

45

Fondo, D, Ope 175, o, 1

Londo, § flat, QOpe. 172, Wo. 2
Rondo, E minor, Op. 179, Ho. 3

Jezz Studiss, TFo. 1, 2, &

Theme and Varietions in 4 minor

Recuerdos Precisos, Books I, IT

Yarch

cracia (El Vito)
Ritmo
Sentimento

Gountry Dance

Andalualisn

Ia Comparsa
Gitansrias

Jungle Drums (Cuben
Ialaguens

childrents Suite

gong)

H

4

toncerte Fathebtique, E minor

Arapon

Ia peledine Caprice, Cpe. Dl

gcherzo, Ope. 220

Divertimento, Qp. Z6a

¥o. 1 ¥Brch
Hos 2 Fugue

palinese Ceremonial musgic:

fambangan
Pemsengliah
Tabach Telse

ronde brilliante, A flet miner, Op. 31

Sonata (Homepe to Brahms)

Publishea

Gelo

Gele
Halle

ar
MM

EeBelle
Telle

Cele

GeBe

CoFe

ToUWFe




MUSIC NOT AVAILABLE TOK MIAVIHATICH--Continued

Gompoger

et s o A AL

Wlemann, We

Paganucel, Anthony

Phillipp, Isidor

Firari, Eugenio

Poliock, Muriel

Powell, John

Tachmeninel?, §

Revel, i

e

keineeke, Carl

Baar, Louls Ve

Saint-Saens, C.
Sohvitre, B
Schumann, ke

Spindler, ¥

Thome, e

Thompson, ey

friges, Harold

Turrer, Qlive

Title

Evening in Seville, Qp. 5%, ¥o. 2
firnpirg Pountain, Qpe 30

Valse debonnaire
Caprice
gavotte, Op. 34
Hispana

Tatchez—on~tha-Hill
{Virginien Couwntry Dances, QOp. 30)

Op. 5, Fanbasy (Suite Wo. 1)
(Barcarolle; A Night for Love;
Tears; Iussien Eester)

Opl 17, E}uite Mae P

(Introduction; Waltz; Romance;
tarantelle)

Belero
other Goose Juite

gondeliera, Op. 86, Wo. 1

gavotte Intermezzo (from Thres Love
Episodes, Cpe. 75, No. 2)

Danse Imeabre

Rordo in F, Ope 162, Ho. 1

Andente and Variations, (p. 46

Charge of the Hussars, Op. 140, No. 3
purleske (purlesque)

fimple Aveu, Romanoce san farcles,
Ope 20

Aubade

Ne%ro spiritual "Death aint't yuh
got no shame?" Valse

™wo Cornish &kebches

Publisher

Pt

EeBolle

LeldaCow

HeVe

Cel'e

TaDella
c .FI
Q.U'P.
GeSs

C}.U .Pl




TRANSCRIPTIONS FOR TWQ PIANGS LISTHED BY PUSLISHERS RUT

&7

NOT AVAIIARLE FOR EXAMINATION

Composer and Arrangsr Title

Hach, Jl S -
gest, ®lizabeth

TNach, Je 24
Crairger, Percy
BaCh, de Se
janprish, Vivien

Bach, J« Se
Lee, H. Barkhan

)

Ba‘.}h, Jge
Inenoer,

1

aath

T
e

et

. 1 - )
j&(.’{'}., Je B

Williems, fecket
Beethoven, L. van
Baver, Farold
Beethoven, L. van
Deern, Ce Ce

Teethoven, L. van
Tharﬁ, G .

Bloely, Ernest
Elech, Frnest

Tebussy, U
Revel, ¥

Faure,

b
»

Taydn, Je
Mertle

Feeney, Wendell

e

Jesus bliebet meine Freuds
(from cantata 147)

Blithe pells (Arie "gheep May
safely Graze®” from Cantate 208)

In dir ist Ireude
Ymchet auf

Four perce lLieasures

wour {ourtly Dances
vinuet, ¢; Minwet, § minor;
tusebibe, G Minuet, &F

rumble us by Thy (ocdness
{Canbata 22)

Grosse fugue, Qpe 18& (from
composers! arrs for four hands,

Ope 134)

Sonsta, D, Op. 46 {(from original
four-hand score)

Turkish Marceh (from YThe Ruins of
Abhens'™)

Bvecations (from the symphonic sulte
for orchestra}

Febes (Pestival)
Ope 12, Talliad for pileno and
Crehestra (arr. for second plano)

Concerto in I major

C INouptedn Tune

gearheart, Livingston

Mitlisher

Qellale

OalleFe

an:fc

Oellele

Gele

Teliale
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TRANSCRIPTIONS NOT AVATIABLE FOR EXAMINATION--Continued

Composer and Arranger
L o

JEORTEN-  S SPRPIY S

Kreisler, Frita
Govld, ¥orton

Freisler, Frite
Eiller, G

reicler, Fritz

b

Hozart, We be
Grieg, BEoward

Moussorgsky, i
Fettison, Lee

-

Battison, Lee

poldini, Ed
Fesselbery, Ee

Rimsky~Forgakov, N.
Enders, javey

fcarliatti, L.
Toebher, Je

Sehumann, R.
Lebussy, Ce

Halton, .
surrill, Herbert

Vildor, Chearles-larie

Philipp, L.

itter, Larle . von

[ —

Titl

Ay

goehoen Fosmarin
(reir Rosmarin)

caprice Vienrols
Liebesfreud (Love's Delight)
feconfl FLano Accupaniment for

Pour Bonatas

Coronation Hcene (from
Boris: Godounov)

Arkansas Traveler

Au Chetesu de Jartes

(The House of Cards)
Plight of the Bumblebee
restorale and Capricelo
8ix Studies in canon form

Valse from Pacade

Toccata from the
Fifth gymphony for Organ

Publisher

raetsdmes A e

el

Tellslw

BV




Edited by Carl Deis

- Romance

A. Rubinstein, Op. 44
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" 350N AR &AW T

COMPOSITIONS _
FOR THE PIANO ¥%seasossosses

yum of Favorite Pieces (L 1347) - $2.00 Siciliano from the Variations for Orchestra, Op.
lade in D minor (After the Scotch Ballad “Ed- 56. Arranged by Harold Bauer $ .50

ward”"), Op. 10, No. 1 .35 Sonat_as. Op. 1, 2, 5. Complete (Whiting) (L 1368) 2.50
priccios and Intermezzos, Op. 76. Complete Available separately:

(L 1261) 75 Sonata in C, Op. 1 (L 1360) 1.00

Capriccio, No. 1 40 Sonata in F#, Op. 2 (L 1361) : 1.00
\dle-Song, Op. 49, No. 4. Arranged by Carl Deis .25 Sonata in F minor, Op. 5 (L 1362) 75
«dle-Song, Op. 49, No. 4.  Freely arranged .by Sonata Li,nl SF 1tninor, Op. 5. Edited by Harold Bauer
Percy Grainger .50 Sy 15 ;) 111 in F maj (The Music-L 75
mphony No. in F major. e Music-Lover’s
ntasies, s?pl:mlt:lg'- Complete (L. 1499) 1.00 Symphony Series, No. 5.) ~ Edited by Daniel
Intermezzo in E major, No. 4 .35 regory ¥ason . . 1.00
Intermezzo in E major, No. 6 .25 Vergeil:glgeg Etagg;}:ﬁg é&leyﬁ‘m S(‘;‘t) 4 'Il;;'an; 50
. e owsky. . 84, . .
stliches Wiegenlied (Holy Cradle-Song), Op. 91, y Seop y. P ©

No. 2. Transcribed by Harold Bauer .60 Variat%}oni o(tﬁ ?45%“311;1;)1”’ Paganini, Op. 35. 2 75

OOKS ' ca. .
stilite Sehnsucht (Yearning), Op. 91, No. 1.

Transcribed by Harold Bauer ’ ' .50 Waltz'(;.s;lOp. 39 (L 1.260) 50
ngarian Dances, 2 volumes. (L 256, 431) ea. 1.00 A”&’; atle ;’?"“”1“5“"3’- ;
vatlable separately: attz, o 2

Eungarian gance. ﬁo. g, in }I::# .30 ONE PIANO, FOUR-HANDS

ungarian Dance, No. 5, in F# minor .35 : '

Hungarian Dance, No. 6, in Db - .35 Hun\%:x;rz (Ilanc(els-.lo)Z (V[(‘) i;l ;r;()eg. 1.50
Hungarian Dance, No. 7, in F .25 ' ; )

Intermezzi, Op. 117. (L 1500) 75 Volume I1.  {11-20) (L 439) . 1.00
ree » VP 2 ' Symphonies. Complete (L 258) 3.50
Piano Pieces, Op. 118. (L 1501) .50 Available sepamtely:
vailable separately: | No. 1, C minor. Op. 68 (L 267) 1.50

Intermezzo in A minor, No. 1 .25 N ' 2' D mai ' Op. 73 (L 2 '
Intermezzo in A major, No. 2 35 0. &, J major.  Up. (L 268) , 1.50
Ballade in G minor, No. 3 40 No. 3, F major. Op. 90 (L 269) 1.50
ir Piano Pieces, Op. 119, (L 1502) 50 No. 4, E minor. - Op. 98 (L 270) 2.00
E ; TWO PLANOS, FOUR-HANDS

n » B . N i
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(TWO PIANOS—FOUR HANDS)

Excellent Material for Radio Broadcasting and Piane Recitals
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By Ethelbert Nevin, Op. 25, No, 2
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