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CHAPTER I

ORGANIZATION OF THE STUDY

The spectacle presented by a perfectly coordinated two-piano team,

together vith the actual hearing of the performance, constitutes one of

the most exciting experiences to be found in all chamber music.

The purpose of this study is to make a critical evaluation of the

music for two pianos now available in American publication. The term

crit ical indicates that an attempt has been made to classify the music under

observation according to difficulty in performance. The degree of diffi-

culty is judged as pertaining to a performer of collegiate music school

level. This classification is purely arbitrary and is subject to

question.

In making the study, it vas necessary to obtain the assistance of

leading publishers in this country who were asked to submit their publi-

cations on two-piano music for examination. ecause of war conditions,

however, and the resultant shortages of materials, it was impossible in

some cases to interest publishers in sending their complete two-piano

catalogues. Therefore, a supplementary collection of music listed in

the various catalogues but not available for examination is included in

the Appendix. There are also many foreign 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.
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Before tiis list is precentid a brief historical s yrvey of tvo-piano

music i 2in. This includes a summary of two-piano music end prominent

composers for that medium, and short sketches of outstandin .duo-piano

teams. Next is a chapter on the art of ensemble-playing, that is, the

particular advantages and problems involved. This is followed by a

discussion of arranements and transcriptions. As so much music has been

arrange &for two pianos, an attem i ade to sh hr bythe examination

of a typical transcription, what has been done in changing it from the

original medium.

Th study of twe-pirno mic vas prompted by an active interes t in

that field and a recognized need for a owledge of its literature on the

part of the writer, who, for the past five years, has devoted rost of her

tine to two-piano work. After careful investitation it becomes apparent

that no other study sLmilar to this has yet been made, and 4t iI hoped

that It ybe helpful to others ith interests in comon. much remains

to be done anid further study ;auld prove profitable. zore information

'bigh b rained from interviews with prominent duo-pianists, as well

as frm examination of foreign catalogues and of recital programs given

in (5arneyie Hall, Torn pall, and similar music centers.



CTA PTER II

1IST0RI"AL SURVEY OF TWO-PIANO MUSIC

Composers and Comipositions for Two Pianos

The term duet (or the French duo) is used to denote "a composition

for two perforrers, singers or players, with or without accompaniment,

in vWhich the interest of the writing is divided as equally 9s possible."

in pianoforte kusic the tern is used in twao ways: firs t , for inusic

a quatre mains (i. ., for two performers 0o one piano); anx, second, for

one performer each at two pianos. In English usage, duo is sometimes

distinguished front d uetby applving the former tern to a tMo-part cormposi-

tion for tro voices or instruments of different kinds, aid the later to

such a composition for two voices or instruients of the same kind. A

compostion or to pianos, however, is generally called a duo.

(4tymologically, duet means a little duo, and the respective length of

such compositions would seem to be the most logical basis of distinction.) 3

The beginning of two-piano music is nost uncertain. It is knovvn that

in the orchestras of the first oper-s of Peri, under Mont everde, there were

Nicholas Comyn Gatty and Franklin Taylor, "Duet," Groves Dictionarv

of 1usic and &usicians, edited by H. C. Colles, Vol. I

2 Luet, Dictionary of musical Terms, edited by Theodore Baker,

23d ed. (192)3).

3"Duet.,American History and Encyclopedia of A.usic, edited by

V. L. ,ubbard,Vo.I(TC1 (1 .

3
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two claviers, on the riht and left of the stage. They were used to

accompany solo sinGing, or, together with siall organs, to fill up the

harmony of the orchestral body. 4

The first composition for two keyboard instruments with one performer

at each is probably iles Farnabyts Verse for To Virginals in the

Fitzwilliax Virginal Book, vol. i, p. 202 (late sixteenth century).

Other early compositions were a Fancy by Thomas Tokins (1573-1656),

severa' sonatas by Pasquini (Deux Sonatas pour 2 clavecins, paris) and an

Allemande by Francois Couperin.5 Johann Sebastian Bach used harpsichords

togot$r naintly in the concerto-form, bu there are two fu ues in the

Art of Fugue for harpsichords alone.6 In addition, Oscar Bie makes

mention of four duets for two claviers which appeared in the third part of

Bachs I :"lavierbung" in 1737.

The initiative of Bach in writing for two pianos seems to have

stimulated an interest in his sons to write for this mediui. ilhelm

Friedkann rote a Concert in E flat as well as two sonatas (in D and F)

for two pianos. Twvo concertos, in E flat and F major, cae also from the

pen of Carl fhiIpp Emanuel, while Johann Christian (the "London Bach")

is knovn to have written one bwo-clavier sonata. 8

40scar Bie, A history of the Pianoforte and Pianoforte players, p. 79.

5 "Duet," rarvard Dictionary of Lusic, edited by Willi Apel (1944).

6Gatty and Taylor, op. cit., p. 103.

7Bie, op. cit., P. 102.

8Silvio Scionti, "The Fascination of1 Wo-Piano playing," The Etude,

7XXVII (Septenber, 1939), 602.
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The present-day repertory begins with ozart, whose D major sonata

for uto pianos stands alone in the skillful and effective blending of the

two instruments. The Concerto in E flat major for two pianos and orchestra,

composed in 1779, is "endowed with all the most ingratiating characteristics

of a pozart concerto: a graciousness of melody, a lean and alert

craftsmanship, solo parts which lie than'fully under the fingers, and that

astoundin6 ly casual manner of pulling beautiful little episodes practically

out of nowhere." 9 Another original compoiion is the rugue C minor.

Next were two sonatas, both in B flat, by Clementi (172-1832), and

Schumann's Andante and Variations, On. 46 (first played in public by

iendelssohn and Clara Schumann), now considered one of the finest works

ever written for tio pianos. moscheles (1794-1870), a disciple of Beethoven,

a friend of Mendelssolui, and a powerful influence in his day, left his

lomage to Handel, which is a good study piece for two pianos.

Chopin not only devoted himself exclusively to the piano but he

also broke with the custom of writing duets for one or two pianos. .

single Rdo in C, Op. 73, for two pianos (1876) was found among his

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

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

over it.")10 Parryt Jvhracterisches oin E minor should be mentioned,

together with Sindingts Variations in E flat finor, and several compositions

by Pus oni.

3esies his well-known concertos, Liszt also composed a rarely played

Concerto pathetique in E minor for two pianos without orchestra (Which

9Abraham Veinus, TChConcerto, p. 97.

10Bie, op. cit., p. 258.

WOMMW
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Richard Burmeister later sought to give wider knoialedg e through an

arranement for solo piano and orchestra). Several elements of Beethovents

style appeared first in tihe co1positions of Dussek, most explicitly in

his concerto for two pianos. Curiously, the fifth piano concerto of

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

piano to enhance the effect of thunder aid lightning "since one pianoforte

alone would be too weak to express the storm."1'

0mong the composers of "national tendencies," (rrieg rote a Northern

Romance and Variations, Op. 51, and the Russian Arensky, with a marked

aptitude for two-piano writing, left the Silhouettes, Op. 23, and the

Suite, Op. 15.

Duvernoyts Feu oulant, Op. 256, is a kind of perpetual motion piece

for two pianos, and there is a Don Juan Fantaisie, Op. 284 (on the Serenade

from sozart's opera) vhich used to be a great favorite.12 Torman 01Neill

wrote the Variations and Fu:ue on an Irish Theme, Op. 17, and Sydney

po 0cntloom, the Variations and Fugue for Two pianos.

Canille Saint-Saens was especially fond of two-piano playing and

valued it highly. His contributions for that medium include Carnival of

the Animals, Variations on a Theme by Beethoven, Caprice Arabe, Op. 86,

Danse macabre, and the Scherzo. Of the English composers, Arnold Bax wrote

the tone poems ay11ell (or "The Happy Plain"), The poisoned aount'in, and

Hardan er. Other works for two pianos are Eduard Schutt's Variations, Op. 9,

;artucci' s Theme with Variations (performed i> thi s contry so voral times

lIVeinus, op. cit,, p. 201.

12 PrestonWare Orem, "About Pieces for Two pianos," The Etude, 2OQVI

(September 1938), 566.

- .. ... ..... .. .. ... .. ... . I..... ... .. ...... .... ....... ...... .. . . .....
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in 1932), and Emm-anuel Chabrier's three Valses Romantiques (as well as

Espna, tran-iscribed from his popular rhapsody for orchestra).13

lachmaninoff is credited with being perhaps the first composer to

realize the true tvo-piano idliom. Too ny composers treat the various

theites in an easy conversational style, perrMitting first one instrument

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

repetition occu0s0. Being pianistically-minded, Rachmaninoff realized

that wo-piano work must not give the ipression of a single thin, split

in two; that it -ust be formed as a rich unit of musical thought. Conse-

quently, he arranged his thematic material in the pattern of a well-

orchestrated whole, here treble and bass are not merely accot.paniments

for each other but means of achieving ,fuller shapes and deeper colors of

tone. 1 His two suites are valuable contributions to two-piano literature.

Of the numerous arrangements for two pianos, those made by t he compo -

sers themselves are particularly worth mentioning here. Brahms made a

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

are considered by many "the most inspired and ils'pirin, achievement in

two-wiao literature.15 Xsoni arranged the Fantasia contrappuntistics,

which was originally for piano solo, and other important contributions

are the arrangements of the oryan works by Bach. 1 6

13scionti, op. cit., p. 602.

14josef and Rosina Lhevinne, "Four Hands that play as TWo," The Etude,
LI (December, 1933), 809.

15Scionti, op. cit., p. 602.

16 "Duet," Harvard Dictionary of Music.
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The increasing popularity of two-piano playing has encouraged

composers of every nationality to write for this medium, and practically

all of the present well-known duo-pianists have had such works written

especially for them. In g-land, Arnold Bax wrote five different works

for Bartlett and Robertson; Arthur Bliss composed a concerto. filliam

alton, Cyril Scott and Alexander Tansman are among other Europeans to

wriUe smaller works for them. The yount American composer, ischa portnoff,

created a special concerto which they introduced in New York in 1938.17

Ernest Hutcheson, Leo Sowerby, Edward Burlineaue Hill and Arthur bliss

sJTote concertos for the teau of Maier and pattison, while the composers

Godosky, Daniel Gregory iason and Marion Bauer produced various smaller

pieces for their use. Lora Abornts Fugue in Yellow, dedicated to Isabel

and Silvio $cionti, has been favorably received, and she also wrote a

Phapsody for two pianos and orchestra for them.19

Of excellent works for two pianos by American composers, one of the

most recent is Harl fcDonald'st brilliant concerto in what he calls a

"Hispanic-merican" style. (This work has not been published but may be

otaine in photostatic copies of the original manuscript.) Leo Sowerby

has written a beautiful Ballade for piano and orchestra.

Other modern works are uilhaud scaramouche suite; Castelnuevo-

Tedescots The Little Siren and the Bluefish (still unpublished) and his

Alt oin Suite; Casellao's humorous Puppet Pieces and Fox Trot; and

Stravinskyt s Concerto for Two pianos, without orchestra, a notably brilliant

17David Ewen, Living usicians, p. 38.

IJbid.,p.228.

19Scionti, op. cit., p. 602.
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work, Poulenc's Concerbo for Two pianos with Orchestra has been performed

several times in this country. (This and the two-piano concerto of

Marl McDonald had their world premiere with the philadelphia orchestra,

Jeanne Behrend and Alexander Kelberine at the pianos.) 2 0

The custoa of vriting second piano parts, both to solo numbers and

to current teachin; methods, is not new. Even Czerny (1791-1859) made such

accopanying parts to his "Velocity Studies," and there are second piano

parts to TKuhlauts "Sonatinas." tenselt, a remarkable pianist, wrote

some fctous accompaniments to standard studies; but probably the most

distinctive of such accompaniments are those by Grieg to four of yozarts

sonatas.21

An examination of catalogues of standard works shows the literature

of original compositions for four hands to be much more extensive than

that for two pianos. It is a curious fact that certain outstanding

composers Who have written well for two pianos have not excelled in works

for Jour hands at one keyboard, and the contrary is likewise true, although

there are a few exceptions*22 However, two-piano literature is steadily

growing. Also, a large quantity of orchestral and other music has been

arranied for both forms of piano duet. All the best-Ikown concertos are

arranged for two pian os, and in the case of Chopin, it is said, "the

arrange ent is at least as effective as the original." 2 3

2 0 lbid.,p.k17. 21 Orem, op. cit., p. 566.

2dIoid. p.565.

t r.ty nd Taylor, op.ci., p. 103.



Duo-Pianists

It is doubtful exactl viho were the first two-piano players.A

faous picture of 1762 shows the young !ozart and his sister playing

four-hnd , but a continuous tradition did not begin until the late

eig teenth century. 2 4  One of the first wo-piano performances to attract

wide attention was the contest arranged by Emperor Joseph II in Vienna,

1761, between Mozart and Cleenti. Seated side by side at two pianos,

they iiprovised alternCately upon a melody by Paisiello. 71hile one played

the leading part, the other i provised a second part at the other piano.25

endelssohn and uoscheles are said to have played much together at two

pianos, even to have improvised together.

Rose Laura and Ottilie Sutro, friends of Brahms, Saint-$aens, and

Richard Strauss, are said to have been the team for whom the term duo-

pianits was created and originally used. In 1893 these remarkable

sisters froE Laltimore began giving to-piano recitals first in Europe

and later in the United States. They attracted id attention and made

many widely u-e.d tro-piano arrangements. 2 6

Carreno and her former husband, Eu'en dAlbert, gave a few memorable

two-piano recitals in Europe. Fro-' accounts of their almost incessant

domestic battles, this could not have been two-piano playing at its

perfection because of the lack of sympathy and cooperation so necessary

bet';een the participants.

The present widespread revival of int erest in two-piano music must

be attributed to the initiative of the famous duo-pianrts, Guy Maier and

2 4 "Duet," Harvard Dictionary of ' usic.

25ucionti, op. cit., p. 602. 2 6 0rem, op. cit., p. 566.
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Lee pattison. Their first appearance together was at Jordan Hall,

osion, in 1916. Shortly thereafter they appeared at keolian Hall in

Key york with such extraordinary success that for fourteen years they

played with leading orchestras in Europe and A eria and ave iiinerable

recitals. In 1929-30 they took their final tour as a tean, but were

temporarily reunited in 1936 when they appeared as soloists with the

ational Orchestral Associatior i cowerbyts Ballade for two pianos. or

December 30, 1939, maier again appeared in a two-piano recital, this

tie with his wife, Lois aier27

Ethl B'artlett and Rae Rhobertson were the first musicians ever to

at teMpt two-piano concerts in England. After achieving a considerable

following there, they came to the united States in 1928 and were

acclaimed. They have returned regularly to America since then. They

have done remarkable work in resurrecting old music for two pianos, and

have edited and annotated modern and classical works for two pianos

entitle6 the ox.Lord Tio piano Series, published by the Oxford UHniversity

Press of London.28

Another outstadtin tea-m are the noted iussians, Vitya vronsky and

Victor abin, ho iere both pupils of Artur Schnabel. After successful

appearances in leading European cities and throughout England, they c eo

to the United States ear1y in 1937. Their debut in Laltimore was followed

by a New York recital as well as by radio appearances and an extensive

tour of the country. they returned to the United states ag-in in 1937-38

29
anc mde an even more favorable ipro4

op. cit., p. 228. 28IIi.,n37-3. Ibid.,pZ77.

OMMMOM MUM khAUSTNAM& Qr.WX=
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pierre Luboshutz and Genia Iemenoff also rank wiTh -the le ading

two piano teams. Luboshutz was so talented a pupil at the Mioscow

Conservatory and was so highly thought of by his professors that when

Fritz jreisler toured ussia and was in need of an accompanist, Joerre

(The: {owrteex re old) was aesign<d to thi position. After his first

tour of America in 1926, he turned to accopanin.g concert artists such

as 4zmbalist, piatigorsky, and Eide Forina. ie also had a brilliant career

LS solo vir t uoso, but his main distinction- is the result of hiswork with

hio ife, enia omenoff, ?ho vis a pupJl in tlis master class at paris in

1929. Their imdiate success established tha-i as a permanent team, and

Luboshutz suerdiintdA him selo eareor to devote himself exclusively to

these appearances.30

The Austri'ani brothers, Ti einz and Robert Scholz, have been for years

one of th best knon two-piano teams in Europe. They came to America

for the first time in 1937, and were featured on a national radio network.

Their Put t T I-ifal l as on ebruary 22, 1938, and on January 2, 1939,

they rperford, for the first time in America, the ach Art of 'gue.

Both are composers; einz has written some etudes for wiano as iell as

many arrangements for two pianos, and Iobert has composed in larger forms,

prnicipalya concerto and a sacagl for tao pianos with orchestra.

In 1 30, they edited -ozartt piano works based upon the original

manu' Aripts atte Salzburm KuseumA3 1

an January 14, 1933, there ias celebrated in Carneogie all the

fortieth anniversary of the two-piano partnership of Josef and Rosina

30Ibid.,P.224-225. 3 1lbid,p. 317.
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Uhevizi. Thy-k vhere they have a piano studio apartI~h v.*Lnrn hey rm1IO Ve 'iT V

romt their duties as faculty members of juilliard School of Ts 32

During the p-st nine years, Isabel and Silvio Scionti have won an

enViable reputation in two-piano recitals in major cities of Europe and

this country. In Town a111 on TDeceber 5, 1941, the ciontis pave the

first a-Poh program ever to be performed on to ianos. For titeen

years he ias head of the piano department in the American Qonservatory

at Ci>Ao, and he is now on the school of lusic faculty at lorth Texas

State Collepe. His snmmers are spent in lexico City, where he teaches

maSter cIasses.

To these naies should be added those of Harold nauer and Ossip

Gabrilowitso]h; the French and Italian Fray and ?ramiouti; the Canadians,

11l o> odden; the ericans, Gruen and Hall1 orton Gould and Rert

Sheftor, and Al and Lee Reiser; and finally the duo-harpsichordists,

4 anuel and 1illiamson.

The increased popularity of two-piano music has diverged

into the lip hter style of music and found its tay into the

orchestras for popular usical theatrical revues. Theatergoers

are no longer surptisei to see two pianos in the orchestra pit

or on the staGe. paul Ti t eman and other conductors of popular

ensembles employed two pianos, and for years the now well-kno n

composer, Fir de Grofe (who arranged Gershaint s rhapsody in e)

0as o 0e of a two-piano team waich contributed inun to -hiteants
SUCOSS 33

C rreat deal of ballet nnusic has been arranged for two pianos, and

pino auos are used extenSive t 3bance troupes on tour throughout the

counta-y.

'32bi.,P.220. OSoionti, op. oit., 5.67.
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The American love for the spectacular and sensational is probably

one reason for the popularity of duo-pianizts Icn this couItrV. Thre is

e certain satisfaction i" witnssrng the collaborators and coordination

of to players wich does not obtain in a solo performance.

.WrovA,4
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TiiE ALT 0F TKO-7IANO LYIWG

The ensemsble art of two-iano playing offers distinct and specific

advantages. It is this nediu vthich approaches most closely orchestral

effects of sonority and color, and its tonal possibilities are almost

uniiited. (in schools or corn unities that lack adequa t e orchestras,

it is quito possible to substitute tyo pianos for similar effects.)

Orchestral richness depends upon the variety of instruments employed, and

since two pianos have no difference in timbre these variations of tone

must be achieved entirely by the pianists, touch. Hence, duo-piano

partners should possess knowledge of instrumentation and orchestration,

as well as of tonal coloring on the keyboard. It may be necessary to

expto:erint extensiAsely to determine what the tonal ideal should be.

there is an. iense field awaiting the composer who can adjust himself

to writing forpianos while thinking syphonically." 2

One of the nost importan t resour ces of two-piano plyin is the

antiphonal aspect. Like many words of Creek derivatior, ant4pLend has

a wide meanint, not necessarily musical; two anvils might be beaten

antipontlhy, or even echoes might be considered antiphonal. wo pianos

are pcialLy susceptible to such effects. Another fost valuable

resource lies in the bility to double any part, not necessarily in the

pierre LuboshutZ and Genia Nenenoff, "The hrt of piano Ensomble,"
The tde, L:. (January, 1941), 0.

Lhevinne, op. cit., p. 809.

15
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octave, above or below. For instance, one player may double in the third

or sixth a ielody or ornamental passage played by the other, and the

doublinG of a counter-theme comes close to the device of double counter-

point r. The advantage is that all of these resources bring into Teing

pasge that, on a single piano, uould either be possible or dead a

virtoso technic. 3

From- the pianistic standpoint, two-piano work offers opportunities

for the discipline of enserible playing rarely found by the solo pianist,

and not afforded by instruental accop-panyingv. For this reason it is

advisable for all piano students to have some such experience for the

purpose of acquiring training in balance, rhytm, reading, and accuracy*.

"Two-piano playing; of the higher type cannot be compared with solo

playing. They represent two entirely different arts, with entirely different

ob ecjtivets It i s also as different fro ordinary duet-playing (four

hands on one kybooard) as it is Prom solo work. Its beauty lies in the

rich sonority and volume released by the two instruments which. can never

Le duplicated on one piano, Furthermore, the players at one piano sit too

cloce for complete freedom. And as one plays the primo (or important part)

and the other the Secondo (or obblicato) throughout, there can be no real

balance between the two. Finally, the technical resources are liraited and

eiter player is master of his on ped ing.6

30rem, op. cit., p. 565.

4Luboshutz and Leenoff, op. cit., P. 5.

1,cionti, op. cit., p. 617,

%Luboshutz and jNemenoff, . ci, p. 5.
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Certain important problems become emphasized in two-piano work, and

h -rt s the first of these. Ensemble playing requires the utmost

precision. The two partners must begin siviultaneously and hold each note

for exactly the same lonah of t . ence, all tempi :must be discussed

in advance. Duo-piano pedaling is also somewhat different from solo

pedaling. There is greater sonority and thus, more danger of blurry ing.

Luo-piano pedaling should be a trifle lighter and a great deal nore

caref..

One of the most important aspects of ensemble playing is that donc

away from the keyboards in careful sudy of the Score, feihing phrases,

balancing statements, setting off themes in contrast to each other,

discovering the pattern and plan of the whole composition as the canposer

to present it. it the 2are problem found in interpreting any

- Vhan Ii , espeially by- cor:psers like iach and Bramis and tIheir

use 0 .elaborate contraputal pa tte rns, Lut the solution becomes more

dif iul w1Then it must be decided at the same second br two different

IFI

Fig. I.-Countcrpoint in PachtsFugue 17o. 5 (from the Well-Tempered

Slavi chord)

kbid.,p.58. 8jevinno, op. cit., p. 809.
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And herein lies one of the greatest advantages of two-piano playing.

That medium s capable of more expressiveness because it imvolves two

Cifcrnt ;rsonalitiI. In a two-hand composition, the theme and

accompanying passage must often be played by different fingers of one

hand, mklig soxe pr orinent, the other subordinate; whereas, in two-piano

-lrying, each person can devote his h attention to carrying out either

the melodic line or the accomanixert.

The secret of good duo-playing is that it iust sound like a single

performer, A listener with his eyes closed should not be able to distinguish

the two separate parts. There must be no breaks, no unevenness or separate

attacks. This, however, does not iply that two-piano playing should be

in an,y ;a mechanical or monotonous. yombiing technical unison and

artistic freedom is not an easy task, and t hat is why two-piano playing

seems the ost difficult form of ensemble work to master.

Whe t violins are played together, the muscularr 4ovements of the

attack serve as an aid to precision. The up-bow and doni-bow can be

follo ed, and assist the players in keeping together. There is no such

attack on the piano, nothing atobe heard in pressing doxv a key except the

resulinM.sowuni and then it is'oo late to be remedied, even though the

other player be only a fraction of a second behind. Otill, the variations

of tempo must not sound calculated or mechan tical. The problem is how to

accos:plish the desired perfect uSizon without any visible aids to precision.

It is obvious that one of the players must serve as conductor for the

ensemble, and the slightest movement or even a glance will be sufficient

for )recision if the players are'an experienced duo.

*440WU 4- - -- laBb0wow--
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"First of all, piansts who intend to play together over any length

of time must make certain they possess those spiritual sympathies that

enable them to think and even to bre-athe together. They must kow each

other well--each others thoughts, tastes, habits. And this knowledge

must lz-ad to an ever increasing personal congeniality.9 This does not

necessarily mean that they must agree on every point, but that they should

be able to thikand> nfeel in common. Often a chage of hall, even a change

of mood, demand sudden alterations ahich vould be impossible to persons who

were not accustomed to "sense" togoether. m1 "nsemble playing, that is,

p#yi; t ogether with precision, must be mastered and forgotten, just as

one masters the technique of the piano itself. Not until this occurs can

there be any emotional beauty."11

It is also iaportant to decide hen two-piano work shall be begun.

Begir anr oe trained fron the start if The; are encourar cCto play

short eiercises :w sile tuxaes together. Otherwise, the student should

not atteKipt ensemrble plaving until he hass mastered chnic and rhyt i

enough to allow him- to adjust to his partner without too much difficulty.

It is then advisable for duo-pianists to practice together--not merely to

rehearse when all is in readiness.

The inter-dependence of the two partners makes the art of duo-piano

plain; a unique one. There are not enough perforiers to cover up Possible

errors and yet there are too many to permit the individualism of the soloist. 1 2

9 Tuboshutz and' emenoff, op. cit., 58.

10 Levimo, og.<it., p. 809. 1 1Scionti, op. cit., p. 617.

1 2 Luboshutz and ioemenoff, .op. cit., p. *8.
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"It takes hours, days, arcndonths of indefatigable labor at the dual

keyboards to conquer the difficulties that stand in the way of beautiful

coloring, rhyhms, and dynAcs. e p layers must listen to each other so

acutely that, ith years, something resemblinE; a kind of raystic Musical

telepathy is developed. I13

Ayon g the disodntage encountered by duo-pianists, ie most obvious

Is vhat of securin ,two pianos, accurately tuned together, in p ces other

than he best concert halls.

1 3 C&onti, op. cit., p. 17
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1 LITTER OF AR9ANJEELTh AM) ITRAN>0 1I}PTOit

In the arvard Dictionary of Music, arrangeent is defined as Ian

adoption of a cormposition for instruments other than those for which it

was oriinally written (thus, in a way, th1e musical counterpart of a

literary translate on). &xe n ;distin uish between arrangements which

are made ciefly for study purposes end others which are for public

performance," In the former, strict adherence to the ori final text is

considered the forest duty of the editor, vho is permitted only to

detract fron, not to add to, the original. In the second category,

involving the creative participation of the arranger, various procedures

have been followed, at different times. These range from simple transcrip-

tions in wThich the musical subsance remains the same but is transferred

to a new medium, to the complete re orking of a piece vith additions and

modification.

Johann Sebastian Bach w.s perhaps the first great musician to take

an active interest in transcriptions. Abram Chasins states in the preface

to his transcription of the Cminor lassacaglia: "Bach himself in many

instances has not alone sho n that he heartily approved of transcriptions,

but did not hesitate to change, cut, and alter when transcribing works for

instruments other than those for which they were originally written."

'"Duet, r hr ard Dict i nary o f

21
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lany reasons have been o f fed xor Each's interet in transriptions,

but one must remember that Bach was too complex and too profound a musician

for any single explanat ion to suffice. The simplest and most frequently

offered explanation is that because Each lacked sufficient ti to write

ne tusio, he hurriedly converted what he already had on hand. It has

also been sugjsted that Bach,'s transcriptions are wholly an expression of

a personal idiosyncrasy. Schweitzer, for exaple, charges that "3ach

transcribed the Vivaldi and other concertos not to make them more accessible

to the nublie at large, nor to learn front them, but simply because this

was his way, and it gave him pleasure. 2 however, it seems that he had

as little compunction in revorking his ownmusic as in appropriating the

music of his contemporaries for the purpose. "The essential point is that

Bach operated, almost in a literal sense, as a creative logician, uncovering,

realizing, and expanding; hither-to umuspected conclusions from the barest

of munion r rmise

Six of the concert. rossi published by Vivaldi a LTEstro Armonico,

op. 3 (Harmonious capture) were arranged by Bach for other instrumental

comibinatioans. The third, ninth, and twelfth concerti grossi he arranged

as clavier concertos. T7he tenth concerto grosso was rewritten as a concerto

for four claviers, and, the eighth and eleventh transcribed as organ concertos.

In the ach transcriptions the harmon 5is fuller and occasionallv the

melodic line altered. "perhaps the most revealing difference is Bachts

manner of developing a beautiful inner voice figuration which Vivaldi is

content to leave in outline." 4

Vesnus, op. cit., p. 58. 3lbid.,p39. Ibid..,r.23.
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Gily three of the Bach violin concertos have come doa to us in their

OriLinal form. Two are solo concertos (the JA inor and E major); the

oter is 'the famous concerto in D rinor for two violins. All three were

eventually rEitten by Bach as clavier concertos axd it is supposed that

several other violon concertos now lost survive in transcriptions for the

clavier.

The concerto for four claviers and orchestra is clearly a transcription

of Vivaldit concerto for for violins, op. 3, No. 10. Of the three

concertos for two claviers and orchestra, the third in C minor is an

arrangement of Bach s concerto in D minor for two violins and orchestra.

The first, aso in C inor, had been assumed to be a transcription of an

unknown violin work but has been reconstructed as a oible concerto for

violin and oboe. The second Concerto in C major is an original work, as

are also the two concertos for three claviers and orchestra.

in hIs onja: coner , Hndel doptecd sometimes freely, sometimes

nieraly, o novemnts Pam earlier compositions written for different

instrumental coabinations. Every movement of the p major concerto is

derive& frog another form: the firstt from the trio sonata, op. , . 6

for two violins, or two flutes and bass, the secod and third movements

from the F major concerto rosso, Op. 6, jjo. 9, and the final one from the

op. 5, to. 6, trio-sonata second allegro.6

liozart was thought to have been fond of his third piano concerto in

F major for the composed cadenzas for it and also arramged it for two pianos.

1oscheles was the first master to arrnwe for the piano an aidestral ecort

by aotherriter (that of Fidelio, by commission from Beetoven). Schumann

aIbid.,p.57. 6 lbid.,p.63. Bie, op. cit., p. 221
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made a collection of Etudes with a textual introduction on motives after

Faganini, but adapted to the piano. 8

Ainy discussion of transcriptions must necessarily include the name of

Frnz Liszt. Eve grater in number than his original pieces are the

arrangeuents, which rante from variations to complete transformations of

themes, from the "Dance of the Dead on the Cantus of the Dies Irae to

his paraphrases of iAgner, from the songs and waltzes of Schubert to 1is

set-in & of je tnovc i hOks. * Here he transmitteda spiritually and

artistically to the public a great deal of material by ians of the piano.

2Liszt c arsn:n $ are no iere trans criptions; they are poetical

re-settings, seen through the medium of the piano. He assimilates the

composition before hzi 1nto himself, a.d reproduced it on the piaro as if

me had conceived It, with all its special peculiarities, for the piano alone.

Such things seemed often to be the very best expres sJon of his genius."

iIer or not pe should be transcribed or arranged for conditions

other than those conceived by their corposers is a question which frequently y

causes controvers-y. Virgil Thoipson points out that "- people of refined

taste a xlikelk to disapprovei in WriLtd.ebut to tolerate it he:n it

is carrit. out with brilliance or ;ith sone authoritative reference to the

past . . . To wake the past in contemporary language or to reconstitute

it In thelosest rs-vblnoeo w can achieve to what me believe was its

oriinal spech is Indeed, a trimph of musicianship. What chiefly bothers

people of taste igoranc a Indic Ina ofthe past

10r iimmercl ptirpos ."

8 :bid.,n234. Ibid.,p.290. 1 0 Virgil Thompson, The Iusical Scene, p.275.
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jan account is vn of the xtenporizikgon a well-Ino fnerican

art sont y a certain duo-piano tom. y the tine they h concluded Their

"torrents of ill-assorted chr'otatjcS and other pestilential passage work,"

the thtme had copletely adisppeared. Susic is not iade in tils 0ahner

hor i2 it min.de by taking a peerf e y 6 ood piano composition an>

arr" I-t (d--a-tnr j it, ea2ll) for te panr, ch'anirr .ay co mon

1-I
hor IS into "ad t ced sixths" and the like.

The matTer of transcriptions and arranements becomes ost evident

i0 tP-ino muSic. T Jven a .aice at a cataIog of music avcilatie reveals

how iitd A oul be hIe *iterature if it were coilnec to original

on0 0s.tivn. hany wnrks iae been arraJnd y oosevral different nersons

of om are very .v schiolaniy, ooe quite aateurlsh. ein it is

necessary to examine the various transcrintions carefulLy beforee accepting

o discardi tiem.

Soe of -the most successful arrangemuents for two pianos have beien

a U uy luo-ianists thenselves. 1 iL perhaps to be expected that they

should do this, posSessig as the do a practical and thorough knowledge

of the to-piano idiOM. of these, th most familiar to the writer are thcse

bV tIlio gionti, 0ho has succeeded n13 <nancing iatler than di tiring

The works 1e arranges.

Orem , o. cit., p. 56%
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o &PAPT All 1'ALY$I01) PIMN 0 OL0 1K'
C T0'1" 11 48 h11)t. 1 1 -,F(1 SOLO0 A17,1'

T'rTA;CRIPTION FOR 9-T WE() A'S

In thiS chapter, an atteMpt is made to show, by the coiparative

aa i 3 of a olo ooipoition and the transcription of it for two pianos,

just what has been done by the arranger in changing it fro the original

.Miu1m. 1Th coraposition selected for study is Rubenstein' s Lonance

ii 7 fat, Op. 4-, To. 1, Iand the two-piano arrangements is by Silvio Scionti.

Thrpis wSrk was chse becau> j, Jioe mI C mother compositions of the

Eonantic period in music history, lends itself most readily for adaptation.

In 'he composition of 'he classical period, with their elaborate contra-

pntal patterns, it seems that the arrangers have not added greatly to the

oriLinal beyond the doubling of melodic lines and the use of a wider range

of dynamics. However, in a composition such as the Romance, with its

well-defined melody, simple harmony, and flowing accompaniment, the arranger

may create orchestral effects by the skillful manipulation of the two piano

parts.

The introductory figure in the transcription of the Romance is stated

as it is in the original, first by the first piano, then an octave higher

by the second piano. 1When the theme begins in measure three, it is doubled

in the first piano part, while the accompaniment by the econ piano is

modified onl, in wider spacing and fuller hariony. A similar pattern

continues to the end of wthesection measuree twelve). In measure nine,

however, ohe transcriber adds a figure of initation not given in the original.

26
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FiG. 2.--Iitation added in transcription

A t the beginninG of the second section (iieasure 13'), the piano parts

are reversed, the second piano carrying the melody in octaves while the

first piano plays an accorpaninent similar to that first used by the second

piano. At measure 21 the first piano part employs octave scale passages

in triplets in motion contrary to thne original bass played by the second

piano. Te first piano ain takes the elody ia measure 2L, and s

continue in the accoMparLimIent by both pianos.

Fi. .-- Octave scale passag6es in triplets played by first piano

The climactic theme at measure 31 i state. firt by the first piano,

thlen b-the second.1 othing is dd-d here by the arranger except oving

accompanying passages Of th e origial harmony. The pianos again carry the

elody alternwtel> in measures 35-36, and the accompaxnying part has an

opposin melodic motif not found in the solo version.

11L JA -P A. - -# 0 0
I a 4 a IL
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Fig. 4.-pposin5 melodic motif 'i accompaniiment

At the end of the last section proper measuree 39) the two-piianio

arrang~eent ha four measure e o2 ooda-like mater ial with a restatement of

the opening melody, two octaves part in the first pino pa rt. The echoing

of the relody in aeasu e 31, iwhioh begini ir the original on the first beat

of measurx c9, appears at 'the third 1'eat of measures 42 i the score for

ecord pia1O, belo- the first theme.

(1*4

4--V

Jim

Am -- A A@

+ 4. 7H

I

Fig. .--13ass elody in (1) original solo and (2) second pino score
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The four closing measures include sequential figures in the first piano

part, in contrary motion to the original upward line, pla-yed by the second

piXO. The first of the last wo chords, played by the first piano, is

altered to include thLe intervals of a second', a sixth, anc! a seventh,

while the concludinr choro played by the second piano as it as written

i1 the solo.

Fig. 6.---Final chords (1) iI original, and (2) altered in

transcription.

This transcription is typical of the comp)ositions which have not

been altered markedly, but wh'cih have been ade more interestinE;, perhaps,

in the arran-gement than in the original. This w.as accoonAished by the use

of fuller harony and thicker texture, opposing: melodic figures, contrasting

accompanying rhythma, and a grater vari ety Of dyia-ics than would be

os iLe in the solo version.

It is a well-balanced arrangement, s the two pianos participate

equally and tle theme passes from one to the other smoothlv and easily.



CHAPTER VI

TW0-?IATO niuSI I EIQVAN IUtC ATTIO0T

Nan of the best works for two pianos may be obtained from publishers

in this country. These are listed on the followinG paces according to

difficulty of performance. In judirg the degree of difficulty, the

following factors were noted:

1. Length

2. Speed

3. Technical diffiOulties

4. Form

5. Hamonic ideas

6. piano idiom

7. Precision of ensemble

If two editions of the same cowposition were examined, both editions

are listed. Ihen foreign publications may be obtained in this country, the

American pulisher isalso unLcn.

T137
TABLE,

ORIGINAL W-PIANO SIC ESY TO PERFORM

Composer Title Publs her

Cooke, addington playtime a.F.**
(o.U.P.)

Gruen, hudolph Scherzo A. .P.

well, )orothy zazurka .F.
(o.U.P.)

**A key to the publishers is found in the Appendix.
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TA 3LE 2

TWO-PIANO TRNSCRITP T IvNS EASY TO PERFORM

Composer and Title
Arran(.rer

Bac th JT r Ada -in (fro t r andenburo, J
UVIls on, John

Ladh, J. S.
Lev, j.

Bach, J. S.o
Spencer, R.uth .

Bach, J. C.S
'Howe, ary

Bach, J. *S.
Laynon, Arthur

Bach, J.is
UiiM S, ecket

ach, . ,#
DohC'erty, Celius and
Tuziho, Vincenz

beethoven, L. va.n
jarbourg, ,ark

Beet'hoven, . van
,aar, Louis Victor

Berlioz-Liszt
''mbour, ark

rahm S, j.

K ber i'C, Alexander

Cui, Cesar
Luboshutz, Pierre

Dunian, Olive
Dutnan, live

Cioncoerto)

Bist Du ie ir
(If Thou Be Near)

our Courtly Dances
(Minuet I, II, Rusette, kinuet IV)

*Korm Susser Tod

kinuet and Badinerie

Suite

Andante from Concerto in
E-Flat major for harpsichord
and orchestra

Country Dance in C

*Contre Dance, No. 1

ianse Des Sylphes

*Cradle Son {

ori entale

agnolias in' Moonlight
(rom "Tropic Light Suite")

Publisher

C.F**
(o *uu'.P)

G F 1 c rdp

(o.U.P.)

G.S.

G .Ric ordi

C.P.
(o.U.r.)o * p.

(0.U.P.)

0.F
(0. 1.P.)J.F.

(J~.F.)

J. F.

je.F.

jC0 .



TABLE 2--Continued

composer arn
Arranger Title Publisher

Cluek, /. *. ron
Luboshutz, Lierre

Clcki, a. V. von
Doughecrty, Colius

Ilyinsky, Alexander
-. 3 ,icoiaiMdnikoff, 1NiTcli

Fozart, . .
kaier, Guy

Cosar , ;. A.O
uaier, Quy

Mozart, W. A.
(0nu ,L.

elodie (from "Orpheus and
Euryrdicett)

ninuetto "I'ieni che poi per&no"
from opera Semiraide

Berceuse, Op. 10"

llegro (Quasi Carillon) ron
)onatina in B-Flat for piano and
violin)

Andante and Minuet (froa Sonatina
in F for piano and violin)

*The 'arriao of Figaro
(Overture)

Schubert, 7. Sherzo in B flat

*Two copies are required for performance.

**A ker to the publishers is found in the Appendix.

TABLE 3

CRI1GIAL TT-PIAQO UIC l EATEL EL ASYT TO P EFOR1

jr * A2.AJ.F. i'

c *P.

C.F.

c o, #

C.F.
J.F..

Omp ser e

Baeon, Erns,

Bate, Staniley

Eate, Stanley

tusoni, Ferruccio

J. Ile lisubisher

Thne nurr Frolic

pastorale

prelude

Duet- no concer-Itante

(after mozart)

A.i. P. **

(e'. Sch.)
*A. .P.

(ed. sch.)

(ed. B.&H)
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TABLE 3--Continued

Composer Title publisher

Simions, Honer *The Duchess (Passa'caglia from J.p.
"Alice in Wonderlandt" Suite)

Jinons, lomer *The Lobster Quadrille (Reel) J.p.

Simmons, Homer *Scherzino J.p.

Bimons, Homer *Tango at midnight (fro-. Suite J.F.

"partita Auericana")

Turner, olive Cap and Btells (uxmoresque) OF.
(o.U .P.)

*Two copies are required for performance.

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

TABL 4

TO-P?1O TANSCRDPTI PMITDERATELY ESY TO PERFORM

Composer and TitlePublisher
Arranger

Bach, J. S. Chorale (from Cantata, Yo. 147) C.F.
orn, lsie (Jesu, Joy of Lant s desiring) (ed. cas)

Bach, J. S. *Gone is Sorrow, Gone is Sadness G.R.
scionti, Silvio

acL, J. ,S. Gigue in C C.F.
ross Charles (0.U.P.)

Bach, J. S. Jesu, Joy of Rants Desiring C.P.

Hess, jyra (O.U.P.)

Bach, J. $. March in D (from Anna La'gdalena C.F.

Tate, Phyllis Book) (O.U.P.)
Sarabande in E Minor (from English
Suite V) polonaise in G (from
Anna nagdalena Book)
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TABLE 4--Continued

Composer and Title Publisher
Arranger

B"ach, J. S.
Howe, 4mary

Bach, J. S.

Kai r, Guy

Bauer, arold
Eauer, ,arold

Beethoven, L. van
Lester, V.

Bohm, Carl
Scionti, Isabel

and Silvio

Brahms, J.
maier, Guy

Chopin-Liszt
Benbow, Edwin

Chopin, F.
Hambourg, Jark

Cowell, Eenry
Cowe1l, Henry

Dungan, Olive
Gould, morton

Frank, Cesar
Gruen, Rudolph

Gliere, .
Cruen, Rudolph

Gluck, C. W von
Chasins, Abram

Handel, F.
Tate, Phyllis

chafe Konnen Eicher vieiden
(Sheep ,iay Safely Graze)

*Two-part Inventions (5)

*Flouiris
(After an Old French soldiertrs
songc)

*Son1ata, Op. 9, io, 21

*Calrm as the Night

*Six waltzes (from the
"Liebeslieder" Set I, Op. 52)

Chant Polonaise

Valse in C-Sharp Kior

Celtic Set
(IReel, Casino, Forrpipe)

Enchantment (froi "Tr opic I.Tight

prelude, Fugue, and Variations

Russian Sailor s' rLance

Melody (Second Ballet from
*Orpheus")

Suite from the ater Music

C.F.

CJ.F.

(O.U.P.)

C.F.
(o.U.P.)

*.

A.>.P.

C.F.

o .F.
(O.U.P.)
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TABLE 4--Continued

Composer and
r raager

Huarte, Julian.

Lor.{as, ederico

endelL ohn, F.
Gruen, Rudolph

Moskowski, U.
Cruen, Rudolph

Ioussorgsk<, F.
Luboshutz, Pierre

Mozart, *. A.
aier, Guy

Saint-Saen , C.
:ednrikoff, piclal

Tschpikowsky, P. I.
lee elberu, Edouar(

Villa-Lobos, Rector
;:hittenore, Arthur,
and Lowe, J

Zim *lis t, .f rem
Berkoitz, Ralph

Title

*toondlight in Gratada

Cr rns of STh

Valse Brilliante in E

Coronatior ])ancc (Pram
"Eoris Godounov")

inuet (from Sonatina in
f or pino and violin)

Le Cygne (The Swan)

*Trepak (Russian fDance)

Morenink (The Little
from A Prole do Bibi,

Paper Doll)
Series 1

*Two copies are required for performance.

**A key to the publihers is I-ound in the Appendix.

TABLE 5

0RIGIAL TiQ-PINO 11USIC0 MDEJATELJ DIFICULT TO PERYF R'

t]poser and TiIe Publisher
Arxranger

Bacon, Ernst and coal Scuttle Blues A*.M..**
Luening, Otto

.. P.

C.F.

0.F.

A .'.'P.

G.S.



TABLE 5--Continued

Copo"r and Title publisher
mArranger

Farnabr, Giles and For To Vidrinals C.E.

Couperin, Francois Allemande (..)

Gruen, Ludolph A Pumores no

tilhaud, Darius Scaramouche E.V,

-in ky, Igor Sonata for Two Pianos

Strong, mark *Sir Roredr e Coverley :.

*Tro copies are required for performance.

**A ey to the publishers is found in the Appendix

TABLE 6

TWO-I)N TBITSCRIPTIONS 1IODEATE DIFFICULT TO ?ERFORV

Composer &fl Title publisher
Arranger

Bach, J. S. *Andante (from Third Sonata J.F.

Saar, Louis Victor for violin Solo)

bach, J S. *Fugue in C finor (The Little) G..
Sciorti, Silvio

fBach, J. S. :j Heart Ever faithful (from o.F.
Vjedanikoif, yicolai the "Pentecost Cantata")

Bach, J. s. Wachet Auf Ruft Uns Die Stimne CF.

Cinittaker, 1. Gillis (Sleepers 7aike) (o.U.p.)

Nauer, Harold *ye $weet Retreat G.S.
7auer, Harold (After 'K. Boyer)

Buxtehude, Dietrich Prelide and Fogue G*.S.
Douchertyl, Celius



37

TABLE 6--Continued

oposer and Title publisher

Chenoweth, Wilbur Fiesta G. .
Chenoweth, Y ilbur

Deralla, Manuel
Kova s, Stephen

prescobaldi, Girelamo
Berkowitz, talph
(on Gaspar cassado
arr,)

Fuleflha, Anis

Qershvin, Georcge
.4is.,11 andi.Lee

(,ran&dos', Enir2iue

LongaS, Federico

Guion, pavid

Guion, David

Planner, Joseph
Dougherty, Celius
and -uzicka, Vincenz

fiacDowell, E.
Crue, Eudo>lh

In-Zucca

Ihrer, "axine H.

poskowskI, oritz
jeii'koff, Iicolai

Loussorgsky, Il.
patti13n, Lee

eOzart, V. A.
IMair, Guy

Rubinstein, Anton
CiO nti, Silvio

Spanish Dance o. 1 from
"ttLa Via reve"

Toccata

rpithalamium (Variations for

piano and string or chestra
or second p io.)

Short Story

Ea pelele (Jan of Straw)

Sheep and
Pasture

Goat valkin' to t he

Vindebona
Introduction and Waltzes

polonaise, Op. 6, ITo. 12

Valse Brilliante

SerenaLa, Op. 15

Coronation Scene
Boris Godouzov)

(from

1 ilegro (fro. the Sonatina in

C Minor for piano and violin)

*bomace! In E-f!at Major

A.M.P.

0..

A..
(ed- Sch.)

G.T.Is,

A0.1 p.

u. *

C.F.
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TABlE 6--Continued

composer ad Title Publisher

trrangcT

Shostakovich, D. polka (from "Ballet Page dtor") J.p.
Luboshutz, Pierre

Straus s, Johann "Fledearmus" %araphr ase GS
Kov C, Stephen

Strauss, Johann *The Blue Danube J.F.

Chasing, Abran

(on s chultz-JEvler
arr.3

Stravinsky, Igor Circus polka .P.ooA
Babin, Victor (edo Sch.)

*Twno copies are required for performance.

-*A key to the publishers is found in the Appendix.

TABLE 7

OTGINALTQO-PIANO IUSIC DlFFICULT TO PERFRk

co mposer Titc

Arensky, A. Valse

Bach, T, * Concerto in C .-Tinor for Two fPianos

Berezowsky, ficolai Fantasy for Two Pianos, Op. 9

Prhs, J. Variations on a Theme by Haydn

Franoad.c, Jean *Concertino for Plano and orchestra

7enselt, Adolf

inderith, Paul

(or second piano)

Si Qiseau J'ectais

s onata for Tro Pianos

Publisher

0.F.**
(o.U.P.)

If C

A.J.

A.MP

A o II.I

(ed. o.h.)
CoMP.

( 0.U0.p.)

(ed. Sch.)
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TABLE 7--Cont inued

TABLE 8

TVTO- -PIA4O TL&NSCRIPTlOiN S DIFFICULT TO PERFORM

composerr and
arranger

Bach, J. S.
Luoshutz, Pierre

<oh, T. '.

Chains, Abram

ah, J. ).

&orta, Culvio

h' xh, JT 2.
2cionti, &ivio

Title

*No; Cones the Gentle Savior

*Passacalia (a minor)

*Prelude and Fugue in G rajor

* :ejoice, Beloved christiansa

Publisher

J.F.

J*,

G.R.

Publisher

*A..P.

G .s.

G.S.

I .

(ed. Sch.)

Composer Title

Josten, terner Jungle (Symphonic :ovement)

Pinto, Octavio *Scenas Infartis (Memories of
Childhood.)

rtbinstein, Beryl Jig

Sainto-Saens, C. Scherzo, Op. 87

Schmann, hobert *Andante and Variations, Op. 46

Tansn, Alexander Second ( oncerto for Piano and
Orchestra (or second piano)

Tippett, Tichael Fantasia for JIano and Orchestra
(or second piano) on a Theme of
Handel

*T ro copies are required for perform nrmce.

Skey to the publishers is found in the Appendix.
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TLE 8--Contiued

Composer and Title Publisher
ArrcasgorI

M 4|I~ 1 -. 41AI~ll.W E Li i||'giinl e _ _ _ _ _ _ _ _ _ Iegga " 11|15 '6 - -JI A Ike- I~r3E I - "'- '" - --e---u - '- o ,9 .a d3 2 'M "II R 4

Bach, J.
scionti, silvio

Chasins, Abrwam

0hasin Abram

ehplin, F.e
0011d,yorton and

Debu<ss,0laude
D ebu s s -y,1a u d o.

Diniu-ef e tz

Heifetz, Jascha

Glinka, M.e

Luboshtz, pierre

IIandel, G. F.
Luboshutz, pierre

indemitl, Paul
ViIle ns, Franz

Jonas, Alberto

rendelssohn, F.
Luboshutz,:Pierre

yozkovski, 1.
pod lick, $Jm. J.

rlozart, V. A.
Busoni, Ferruccio

a1vel, aurice
ir o, K ir ij Fox

im, \J.
'schumann, it.

*Toccata an( "Fuue in D minor

Rush Hour .in Monj K1:,

Fantcaisie Improptu

.rlude to "The troon of
a Faun'

Hora Staccato

*The Lark (Roxance)

*Passacalia

*Concert Puse for Piano, Brass
Jrst r; ents, and Two Harps (or
second p1ano)

jarche orroise

Allegro Brilliant

Caprice Espagnol, Op. 37

pantasv for a musical Clock

*J'eau dcEau (The Fountain)

*Concerto for piano and Small
Orchestra (or second piano)

(.R.

J.F.

C.a

J.F.

A.P.

(oe 0 ch.)

C*F., je 'W

A. reP.

(ode.4M.
(ed. e.h.)

A .'v".
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Composer and

st rav Ink, gr
DahlTn-ol f

ober, . . voni
0 ,VaE , tphc n

;b er, . f. von
u boshut, ierre

Wenbergncr, Jaromtir
Weinbeg er, jar onir

ZI oiU, . i
Andr, Etc 1 and

K' iyn'i, Sivio

TABLE 8--Contlued

It1e Publ*1snr

anses oncertao-n A.n.L.

*Perpotuu 'obilc
(Rondo from Sonata, Op. 24)

*Rondo

polka and Fugue
from "Shvand a"

*Prelude and Gigue

J.*A.e.P.

*vr o Cp ies are rPquiredC forerfonance.

** key to the pUlishers is found in the AppendiLx.

I lil 6.I'P'Is' J ! I
ir



APPENDIX

PUBL.ISER REFEPJED TO III LISCrThG CSIC

Publisher

Associated lui. uA. ushers, Inc.

Breitkopfand .lartel

Ekn-Vol Company, Inc.

Carl Fischer, Inc.

J. Fischer and Bro.

International 2 music Co.

E. e. jarks

Murcoch, lurcdoolh, and Co.

Oxford Universitv Press

The odore Ircszer Co.

C. p.cordi and Co.

. Zciurrer rnd Co., Inic.

B. ehot and Sons

Lei p zigL'

Philadelphia

New York

Yew York

Jew ork

New York

London

Londofl

Philadephi"

ew York

New York

Ida iz, (ermany

Abbreviat ion Used

A. TJ. B.

B. F.

E. V.

c. F.

J. F.

I. T. C.

0to *

C. U. P.

G. K.

GS.

6ch
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OJIGIPJL T-tIATO 1111 LISTED BY UBLISrS BUT NOT

AVAILLALE FOR EXIATI11

00mw )o Cr

iibcniz, .

1rensk, Anton S.,

Bach , J. .

Bach, . F.

Bairstow, E*. C.

Lax, nol d

Bilbro, tidee

Boyle, George F.

EPrlei q, cecii

Bush, Alan

Chabrier, E.

Chaminade, Cecile

Chopin, F.

Debuss0y, C.

Title

Sevilla (Sevillanas)

suite, Op. 15
(iRomance; Valse; polonaise)
Suite in canon-for , Up. 65
(prelude; Aria; Kcherzino;
Gavotte; E1egi; Romance;
it ermezzo; Alla pollacca)
ValSC (froM wUite, Op. 15)

Concerto in C major for Twoo Pianos

Sonata

Variations on an Original Theme

Far danger
Led Autumn
$o nata
The Devil T hat Tempted Ct. Anthony
the ois oned outa in

Two Country ket ches
,ister Robin and distress $obin

Danse Negre
Mi nuet -1nIle

mountain Pictures, Suite Op. 42
1. Crags and Cascades
2. Shepherd's ons

3. Distant Haze

4. Avalanche

Three Pieces

valse Lomantiques, 1o. 2

Adante, Op. 59

Rondo, Op. 73

En Blanc et Noir

IP ubl ishe'r

G .S.

I C:.,

0.U11.

0.U.

G.B.

C * F.

n.M.

I.14.0.

G.2.

0. S.

1I...

43
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ITSIC NOT AVA ILBLt FA E TIt,--Contirued

Co poser

Dunhi11, T. F.

Turand, A.

Foss, liubert J.

F: 0, Lucas

Gliere, R.

Glie , I.

od skw, L

Qodo sky, L.

Go .

Cou , .0

Gr uzt, Dionr

Guion, David W.

Gurlitt, Cornelius

Title

T'IO Pastorals

Chaconne, Op. 62

Feu Roulant (Ro1Iin Fire)

Newcastle Danse

set of t hree pieces:
--arch, Andante, Concerino

Donce of the russian Soldiers
(Yablot chko)
Le Vent (The ind)

op. 41, six ri pieces
(prelude, valse Triste, Chanson,
Basso Ostinato, Air de Ballet,
qtazurka)

Alt-'ein (old Viena)

Two cadenzas to ozartts Concerto
in E flat
contrapuntal paraphrase on Veberts

In itation to the Dance

r die Triumphale, Op. 91

Rum.,balero

Eastern nrmzo

BilI songs, I and II
Spoon FRiver (Anerican folk-dance)
Two musical elics ofT other

Lumortxquo aegro
pv 0lse rilliate

The HarmonicaI Player
(fro "llj eyt0n": n Throe Scenes

from the South)

Eight telodious Pieces, Op. 17

Publisher

E o Y

oC. B.*

0.UP

1.F1.0

G

C *.B.

0.M..

p.S

0.F.

(.F.

C s



USIC1 LOT AVAILABLE FOR EABIAIATIC--Continued

composer

Gurlitt, Cornelius

Hill, EdWard .

orn, Elsie

Howell, Dorothy

Hutcheson, E.

In fante,1".

Keenan, Gertrude

Lecuona, E.

Le'Vis, -Ur sula

Lcv's, F. u~

Lycerg, > e. he

]Vason, D. .

Mc~hee, 0olii

tohr, tarn

Nicholls, Frederick

Title Publisher

FRondo, D, Op. 175, No. 1 GS

Rondo, E flat, Op. 175, No. 2
Rondo, E minor, Op. 175, No. 3

Jazz Stuoies, No. 1, 2, 3, 4 G.S

Theme aand Variations in ;,minor M.1.

Recuerdos Precisos, Books I, II .M.

itarch C.F.

Gracia (El Vito)E..
Ritmo
Sentimento

C3Ountry Dance C.F.

. d.alucia E...
La Colparsa
itanerias

Jungle Druas (Cuban Song)
.al ag uena

Childr en s suit e E

Concerto Pathetique, E minor

~raPon E .h..

La tt.dine Qaprice, O'p. 51 0.F.

Scherzo, Op. 22bco .

Divertirento, Op. 26a
Lo. I 1Iarch
Lo. 2 Fugue

Balinese Ceremonial music: G.S
cambangan

pemsengkah

Tabach Telse

Rondo brilliante, A flat minor, Op. 31 C.F.

conata (JToag a)0 to Bramus) 0.U.P.
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T or - nuedCf So ltIL C rl 1 LJIB U li

m)o s e r

emann, W.

1PaGanucoi, nthony

phillipp, Isidor

pirani, Egonio

pcock, uiol

Powell, John

Rachmaninoff,

Ravel, i.

1eixcck:, Carl

ar, Loui2 V.

Saint-$aens, C.

o hulPze, E.

Schuimann, .

p;tdlCr, , .

.Strauss, h.o

Tho>e, .

T howpson, 1ay

Trnigs, Harold

Titli. -

EDening in seville, Op. 55, Ho. 2
Sinlrci Fountain, Op. 30

Valse debornaire

Caprice

Gavotte,o p. 34

lispana

I\atchoz-ofn.t-ill I
(Virginian Country Dances, Op. 30)

O. 5, Fantasy (Suite No. 1)
(arcarolle; A ight for Love;
Tears; u'sian rEaster)

Op. 17, Suite No. 2
introductionn ; Valtz; Ronance;

'Pamratell e)

polero
other Goose Suite

Godoliera, Op. 86, TNo.I

rLavotte Intermezzo (from Three Love
Episodes, Op. 75, o. 2)

Danse acabro

Rondo i F, Op. 162, -No. 2.

Andante and Variafiorn, Op. 46

Charge of the ussars, 01. 140, No. 3

purlok ( urlecue)

inple Aveu, Romance san -aroles,
~p . 25

ubade

Ne ro spiritual "Death aintt yuh
uo no shame?" Valse

Two Cornish SIketches

Publisher

C F.

:i Co

'O9

..

-G.r i.

I.M.*

E.1.

Oo.F*

E.E. 0

COP,

C.UP.

0.Ui.P.
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TPT( CitIPi T7I'S R TWO PO& LISTE bY PUBLIEB F UT

NOT AVAIa. IFOR fEALINATION

Com poser and irran

Bach, J.
Gest, ELizabeth

aC,0$ J 8.
Cirrpe r, Iey v

Bach, J. s.
LangrIsh, ivian

Lee, 34. 9ar am

Ba Ih, J. 2.
Spence, Puth .

2a$, J. . <

S Iis, Packet

Beethoven, t. van
Bauer, iiArold

Beethoven, L van
D ee, . .

E eetioven, t van

Thern, '.

BlocT, Ernest
B ch, Erest

Deusy C,

Rh".l, K

a ure, G.

1aydn, J.
ertke

lecnay, endl I
Cearheart, Livinston

Title

Jesus blaebe t meine Freude
(from cantata 147)

plithe BelS (Aria "sheep Kay
safely Girze" from Cantata 208)

In dir ist -Freud e
achet 1u2f

Four Uanca jjottures

Four Courtvly Dances
(Ainuet, ; in uet, Iminr;
-xuS 01 e,1;; in'G, e

;:ui. leI us~ by Thy Qoodness
((antata 22)

Grosse f gue, Op. 133 (from
composers arr. for four hands,

Op . 134)

Sonata, D, Op. 46 (fro. original
four-hand score)

Turkish Harch (frm "The Ruins of
Athens")

Evocations (ro. the symphonic suite
for orchestra)

Fetes (FeTia)

Op. 29, BEalId for fiano and

orchestra (wir. for second piaro)

Oonccrto in' P majcr

Kmmuta in TuYe

Publisher

Coo

0.U..

G.S

I.

I.T '.C

T

C .S.

g e r
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TR2N1,RIT2 1112 TC AVAILLE dFOR EXA1ITATION--Continued

Composer and Arranger Title Publisher

reisler, Pritz choe xRosmarin C.F

yorld, iorton (Fair Rosmarin)

reslr, Fritz cpriAemr.erlalois C.F.
Miller, Ge

Kreisler, Fritz Lieefr eud (Love s Delight) C.F.
R itter, Lrarie 2. von

ozart, z . k. Second Piano COeopaniment for ..
GrIe , darrd Four sonatas

Ous soregsky, . Coronation $cene (from (4..
lattison, Lee Eoris odounov)

.-. rknsas mraveler . .
Pt tin Lee

o e, d *U Chateau ae 0artes COF

Prs flbeng, . (ITe 7 ouse of Cards)

iski-orsaoy, K. Flight of A the BQublebee G.S
Enderv, Favey

c]nratti, ,. Pastorale and CapriccioI.M.C
Loebber, J.

Schimann, P. Six Studies in canon form E.V.
Jebussy, C.

alto, Ew. Valso rom Facade 0.U.?.
urri1 l, Lerbert

idor, Charles-Tarie Toccat>a fron theC1.S
ilipp, I. Fifth Symphony for Organ



Romance

Edited by Carl Deis
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COMPOSITIONSx
FOR THE PIANO ewmmmi

)um of Favorite Pieces (L 1347)

[lade in D minor (After the Scotch Ballad "Ed-
ward"), Op. 10, No. 1

priccios and Intermezzos, Op. 76. Complete
(L 1261)

Capriccio, No. 1
idle-Song, Op. 49, No. 4. Arranged by Carl Deis

idle-Song, Op. 49, No. 4. Freely arranged by
Percy Grainger

itasies, Op. 116, Complete (L 1499)
Available separately:

Intermezzo in E major, No. 4
Intermezzo in E major, No. 6

istliches Wiegenlied (Holy Cradle-Song), Op. 91,
No. 2. Transcribed by Harold Bauer

5tillte Sehnsucht (Yearning), Op. 91, No. 1.
Transcribed by Harold Bauer

ngarian Dances, 2 volumes. (L 256, 431) ea.

vailable separately:
Hungarian Dance, No. 3, in F
Hungarian Dance, No. 5, in F# minor
Hungarian Dance, No. 6, in D
Hungarian Dance, No. 7, in F

ree Intermezzi, Op. 117. (L 1500)
Piano Pieces, Op. 118. (L 1501)
Available separately:
Intermezzo in A minor, No. 1
Intermezzo in A major, No. 2
Ballade in G minor, No. 3

ir Piano Pieces, Op. 119. (L 1502)
vailable separately:
Intermezzo in C major, No. 3
Rhapsodie in Eb major, No. 4

apsodies, Op. 79, Nos. 1, 2. (L 1080)
vailable separately:
Rhapsody in B minor, No. 1
Rhapsody in G minor, No. 2

$2.00

.35

.75

.40

.25

.50
1.00

.35

.25

.60

.50
1.00

.30

.35

.35

.25

.75

.50

.25

.35

.40

.50

.30
.50

1.00

.65

.50

Siciliano from the Variations for Orchestra, Op.
56. Arranged by Harold Bauer

Sonatas. Op. 1, 2, 5. Complete (Whiting) (L 1368)
Available separately:

Sonata in C, Op. 1 (L 1360)
Sonata in F#, Op. 2 (L 1361)
Sonata in F minor, Op. 5 (L 1362)

Sonata in F minor, Op. 5. Edited by Harold Bauer
(L 1561)

Symphony No. III in F major. (The Music.Lover's
Symphony Series, No. 5.) Edited by Daniel
Gregory Mason

Vergebliches Standchen (The Vain Suit). Tran-
scribed by Leopold Godowsky. Op. 84, No. 4

Variations on a theme by Paganini, Op. 35. 2
books (L 1450, 1451) ea.

Waltzes, Op. 39 (L 1260)
Available separately:

Waltz, No. 15

ONE PIANO, FOUR-HANDS
Hungarian dances. 2 volumes.

Volume I. (1-10) (L 257),
Volume II. (11-20) (L 439)

Symphonies. Complete (L 258)
Available separately:

No. 1, C minor. Op. 68 (L 267)
No. 2, D major. Op. 73 (L 268)
No. 3, F major. Op. 90 (L 269)
No. 4, E minor. Op. 98 (L 270)

TWO PIANOS, FOUR-HANDS
*Concerto, D minoi, Op. 15 [Hughes] (L 1429)
*Concerto, No. 2, in Bb' major, Op. 83 [Hughes]

(L 1465)

*Variations on a theme by Haydn. [Hughes] (L 1496)
*Waltzes, Op. 39. [Hughes] (L 1530)

(*Two copies, each at the listed price, needed for performance)

(The letter L followed by numerals indicates the number of the volume in Schirmer's Library of Musical Classics)

(Prices apply to U. S. A.)

G. SCHIRMER, Inc.
NEW YORK

$ .50
2.50

1.00
1.00

.75

.75

1.00

.50

.75

.50

.25

1.50
1.00
3.50

1.50
1.50
1.50
2.00

3.00

3.00
1.00

.75
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KAMENNOI-OSTROW (Hesselberg) . . . A. Rubinstein

HUNGARY, Rhapsody Mignonne (Hesselberg) C. Koelling
+24960

+24961

+24967
+24982

+24992

25226
+25255
+25256
+25257

+25258
+25259
+25326

+25327
+25328

+26349

26352

26353
26488

26614

26630
26708

+26968
+27053

per +27314 ROMANCE, in E Flat Major

E, Op. 129 . L. V. Saar

.. .. .... .....E. Hesselberg

.. .. .. ........ J. F. Cooke

4E (Renaud) . . . G. Bizet

. . .. ..... E. MacDowell

iston) . . . E. MacDowell

miston) . . E. MacDowell

. . . . . . E. MacDowell

and Humiston) E. MacDowell

.... . . . . . E. Ketterer

....... ... ...... E. Ketterer

E. Ketterer

... .. ..... . . .C. Burleigh

..... .... .... . . . E. Grieg

......... ........ I. Albeniz

M. L. Preston

. . .. .. ..... C. Kohlmann

(Gest) . . . . . F. Chopin

DS (Orem) . . . . F. Keats

IDY . . . . . E. Lehman

4NETONKA (Stoughton)
T. Lieurance

(Scionti) . . A. Rubinstein

THEODORE PRESSER CO.
1712, CHESTNUT STREET

+PHILADELPHIA+

P
FE

MUSIC FOR

WO PIANE
)UR HANI

.1 \~

N. .1

J '-

A MERRY WEDDING TUN

RUSSIAN RHAPSODY . .

SEA GARDENS (Hesselberg)
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+No. 27314 Romance
(In E Flat Major)

ANTON RUBINSTEIN
Freely transcribed by Silvio Scionti

Moderato M.M.J=69

p

4

II zm~-

ModeratoM M. =69

Pp una corda

ppmo

2A 3
5

I A

A - '4
4 =5 4

wA W- ----
A-

Copyright 1943 by Theodore Presser Co. 8
British Copyright secured

PIANO I

311

lp

Ad

PIANO II

-

-L

I I

.I i --I . i i-I-
I

Printed inUS.A



I.)

_w~w w I W" W".
:3 2 r

* a A

111911CO

1- m
I ---- I
LAW

2.1

2 2 24

8 8

tre core
rnp ,,gI

~~~~~~>4~

11U w- 4-w___--_4_._s

___AA A A A

a tempo I

Poe /s jmo0o0 R. Hpoco rit oty- --

12 PP
---. ME2

I5
2

S

' 4~

poco rit

A A

,1 eigg

C) Pi
u

pTdolciss--
ua ord

A A,

Alo

Iw /

A

tre -______.__

# cordeepeso

A r5

27314-8 ____________

9

I

w 16 1 IL --

-k

n0al coo r d a

4
2



&lp

A A \ )

5

23

Aft

A AAA A A

tre
cordon

ita temo ~0

poco nt

4 1 12 k W. - W1!11AW

40

SA A A A A

S a tempo__ _ _ _

unacop

pp le ero)
I / I I

A AA4A

y it

sIn I m

-7jj)

8
i .& ~a

z -- molto riZ,
una corda a

r 4

L r

A I

motto rt.

tre corde --

I

I I &E

PV ....

-4-40-a-mm " 0 rp F, 1 --" -

poco rit

I'llp III a-

5



533 4t, I 4 311

A pr

A A
.O. 0)*

A A

,
a tempo

AWA

4 4

A

tre corde ____

AA A A

g44
J4 M LA m ll. il

TI IpI - - ; ;; -l

_I~~2I

2) 3)r 5
AA A A A A AA

if espress&vo

At

-VT w,

A A

Adk

--- I

II *1

espr.

A.. A A

A". Im

40)

v

A

rn

-4 t-- I _

It_________ It -

_______________________________________________________I'-

F-

I

'Ask-

---

ZmZ7



.6 .....

crese ed incalzando -

AA 
A

allargando A8-----8 8 A-----

mp subito ma cresc. molto A A A

allargando

p subito a cre motto

3 4? 8 --
A A

a tempo A A

A appassionato A
mel

** 0 A A

a tempoA

k,7 4 I

nouna orda
26 hold back

iiioldu'ack

I Awl

V% y w AI

A 4 K 3

una corda
e ben
egato hold back

* 2

do ~-0

-11 1



21

pp a tempo

A
L

g4

k 

temp 

iI

AwA

3 5

-FtIIM

'V
tre corde

poco rit

A A 2

tre corde

-I*1

A
I-

poeo nit

4.

A

0 1

A

Ossia
--- --------

legger

leggero

r17

I,

2L

I

AA AA

7-I

9)

4'

AWleggero

------
5.. . . . e . .

I No, - -

__

I

4
4.Mob, oa

r-

low.

low

I

E

p

legger



-- ------------------------
4

I j

Unaco a

4

una cord
PP pocorIt.

AA

a tempo

canit. una corda

a te7o
L 4 7

IF

zil U; a
4A 1

J 1- - I r l

2 2TT

a tempo

p-pp tnccorde
mcantando-

A IA AAdAak

tre corde
pPcome sognando-~~

0

27314-8

f_2
L 

______

i ______________



hold back

2 2 8 1 2

066

> LA

hold back

8-------------------------------------------
33

3W I

P/Puna corda

empo
:---------------- --------------------------------- u

3.

ppp una corda

I,

5

-A-

5
A

a tempo
4

~~
pk' poco accel.

A A A A

Ossia
A L 1-

_ _ _ _ __ _ _ _t

i 2 '. -4

fILk

nit.

A

Pp

4 ~:- -
I -

A

ua

-- NE Ua corda H P

A L

0- V

V

IL

N

I

I

N

I

I



i
GONDOLIERI (Gondoliers)

From "A Day in Venice" Suite

By Ethelbert Nevin, Op. 25, No. 2
Arranged for Two Pianos by Ottilie Sutro

Catalog No. 30289 Grade 5 Price $1.50

aCC. senpre staccato

acc sempre staccato

40-

The O"her Numbers in This Suite Are:
Cat. No Grade Price
30288 Alba (Dawn) -.--- -----. .... ............... 4 $1.00
30290 Canzone Amorosa (Vonetian Love Song)........ 4 1.00
30291 Buona Notte (Good Night) .................... 4 1.25

COASTING
By Cecil Burleigh, Op. 9

Arranged for Two Pianos by George Anson
Catalog No. 26349 Grade 6 Price, 80c

Piano I p detached

Piano II p detached

iKtreade i26349

LOVE SONG
From the "Second Suite" (Indian)

By Edward MacDowell
Arranged by Wm. Henry Humiston and Offille Sutro

Catalog No. 25256 Grade 6 Price, 90c

PIANO 
I

t

PIANO l p ip - p -- --

limpidly poco _it a temo -

with tender simplicity ~ a empo ten,

poco ?it 25256.

The Ofher Numbers in This Suite Are:
Cat. No Grade Price
25255 Legend ....- ........ 8 $2.50
25257 In War-Time..--. -...- ........................ 7 2.50
25258 Dirge-.................-- - - - ............... 5 .90
25259 Village Festival .............................. 8 2.50

MINUET A L'ANTICO
By W. C. E. Seeboeck

Arranged for Two Pianos by Louis Victor Saar
Catalog No. 30049 Grade 6 Price, $1.00

Piano I

Poco allegro .

7

Piano 17

30049

Music Publishers~Z54~eo~ore '.?tessr Co +1712 Chestnut ST. "'PL

(TWO PIANOS-FOUR HANDS)
Excellent Material for Radio Broadcasting and Piano Recitals
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