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For our third issue we are planning a group of articles discussing 
the work of some of t he younger American composers, each of which 
will deal with the compositional attitudes and ideas embodied in a 
particul~ composition. Tne composers we are inviting to (i):Utribute 
·~o tn1s series are oerng asked to participate as both subjects and 
reviewers of one another's music; this, in ~act, is a condition of 
participation. For obvious reasons, no two people will be reviewing 
each other's pieces. 

The main purpQse of the series is to make known the interesting work 
and thinking seing done today, as well as to call attention to 
specific compositions and composers. Thus we are not interested in 
primarily evaluative reviews (here or elsewhere in PERSPECTIVES), 
but in serious factual and cirtical examinations of individual works, 
along with ~onsiderations of the more general poiu~s-~f view they 

_reveal. , It seems to us that the most fruitful approach would be for 
a revlewer to contribute the kind of discussion he would like his 
own work to receive. 

If, as we very much hope, you are interested in participating in 
this project, please let me know immediately upon receipt of this 
letter (by air mail or collect telegr am). Compensation for your 
article will be five cents a word, and it should run to between 
2000-2500 words (plus a reasonable number of musical illustrations), 
more or less. To make our April lst deadline pos sible, we have to 
have your score a n d tape very s oon. 
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BB/lm 
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Dear Miss Oliveros: 

Thank you for sending your corrected proofs. 
In answer to your question, PERSPECTIVES OF 
NEW MUSICt like every other journal of 
which we are aware, pays for articles upon 
publication, not on receipt . 

As far as the word change in your article 
is concerned, it was a question of grammar, 
not vocabulary; but if the ungrammatical 
locution was intentional, it will be left 
that way according to your wishes. 

Yours, 
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Concerto mutabile for piano and orchestra or chamber ensemble 

KARL KOHN 

INSTRUMENTATION -

flute, oboe, clarinet in Bb, horn in F, bassoon, 2 trumpets, 
3 trombones, string quintet OR string orchestra 

NOTES -

1. This composition may be performed in eleven different "orders" 
or versions. The choice of a particular version for performance 
may be made from the TABLE OF ORDERS a) by the conductor as the 
performance proceeds - since the players need to know what is to 
be played whenever alternatives appear in the PLAYERS'PUU~ printed 
at the top of their parts, the conductor informs them of his se
lection by signals or with lettered cards - b) by the soloist 
and/or the conductor before the performance - the players may be 
informed of the chosen order beforehand and/or the conductor may 
use signals or lettered cards as above to insure against misunder
standings. 

2. The conductor has before him the scored segments W I, B I, S I 
and W II, B II, S II, the Obligati X and Y, and the TABLE OF ORDERS. 
The piano score is at his left as a cue book. 

3. Before the piano soloist and the orchestra rehearse together, 
the orchestra shall have prepared the Tuttis I and II, W I - S II, 
and S I - B II, the horn solo with Obligatm Y, and Obligati X. 

4. In sections without barlines, the quarternote beat should be 
regarded as a regulating guide, not as a relentless pulse. 

5. The various sizes of fermate (t:\ ~ 1.\ t • 1 J are intended to 
suggest rests of corresponding durations. 

6. The figure fr.11 implies a retardation from } ,: s to f '~ speed. 
+ 

7. In the piano part, ~signifies quasi pizzicato, a "plucked" accent. 

8. In the orchestra score and parts accidentals are applied in the 
traditional manner. In the piano part, with the exception of re
peated notes, an accidental alters only the immediately following 
note. 
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in the PIJAYF!iS' PLAN ·orint('!d ~:tt the top of their 

pa.rts
9 

the conductor informs them of his selectlon 

by signals or t-rith lettered carcls - b) by the so

loist and/or the conductor befor~ ~he n.~r .. f.ru:~..J:.!i -

the players may be informed of the ohosen order 

beforehand. and/or tht.~ c·ondu.ctor may use· signals 

or lettered cards a.s a.JOve to insure agf:linst rJiS• 

:t O)'l,f!\4- ' , ... r"''etl'f. U I unc~e ... ~ ~..ai1C .. ~J;.),~~ · f the choice of a vel,.sion is tn.ade 
a 
as the perf'ol~mance proceeds then the conductor has 

the a.dditio!.al complication of look.ing at the table 

of orders and possibly looking for the proper sig .. 

nal eardo Also the obligatj. ~~he; nx, ~3:{ , Sy and By 

and the bassoon solo appear on t 1rae other separr-;.te 

pa.ges nnd. nn.u~t be 5.nse:rted at the proper time; vlhich 

is certainly unn·ecc-essary as the.se segments al,.1e.ys 

occu.r at the sa .. m~ place 110 ma.tt~::r 1>rhich v0rsion j_s 

alternatives) for each entrance of orc ~estra seg-

ments. The piano part vrhlch :ts not ind.icated in the 

plan has no al terne.ti res 01~ rear ran ;em.ents ther0-

fore to tl\toid confusion wt y no) print ~ erything 

on one score? Unless the soloist ar ·~he condl).ctor 

can re~d the score, on 1·thaL basis c .n he malre his 

select::.o... of a version. It is neither a chanc49 order 

of predictable events nor n pr·-dicta·_e ordAr of 

chance events . 



The titlf~, Concc~rto Hutabile l,~~ds one to ex-

pect a pl:i.a.ble or changeable form . An exa.minat:ton 

1.1nc 1&.ngeable., l. The piano part as a ~thole, 2 ~ the 

c.trticuls.i:iO!l Of the f!'t:U19W01 .. ~ in.to t'\>10 ra.rts by 

thfS orchestra c1.~.tti 1 a.nd 11, placen1ent of the 

obli r::a ~ . and soJ.os , ~ h, and th.z~ entrances of ~:;ingle 

contalns ~ fl., Bl, and 81 and tutt:i. 11 conta.:i.ns ';:Ill 

1311 and Sllo TT;ach of theses segments eonsists of 
2 

t 1irty - mea.sures and the orchestre. :i.s almost ex~ 

elusively limited to s~et:on.al usa.ge . At least 

one of these S0C!fh\3!1t s ts repec.ted three times d1.n."-

ing th8 course of any ver~~ion singl,.t '4' .th the piano 

p&. t 9 combtned 't?i th another segrr~.:ent anrt he pts.no 

pa.tr and. in one of the tuttis . The 11 segments 

ti _l ·:1Li.c .. is the final ~. o: th.> compositj_one Re-

petitions or tutti 1 so~~nts are the ent1re t 11r-

~y measures . Repetitions of both 1 and l_ ~~gments 

a~ occur in different ·: c';lncs but J,.u ·,ti 1 ~1nd. :.1 

a e both 1nnrd nt th slovtest tenpo (M. i<. lrf3<) 

't·Thich contriuuJ:os to t~ eir (l:r-ticule> .. tion -runction. 

J.'he al tcrnatives '\·rhich make thF~ di.7.'fere · o. ders 

poss:tble are actua.lly re""_t>ro.r2gements of he occ Jr-

ence of tt~ < segrr1ents . 



,:Jhat is the purposG o:r t 1e diff __.rent orders? 

Is the co1n Jlnati()n of tone.::~ and rh~rthy:w.s less im ... 

""O"i"t 4
- ... nt t 1""n t"··~ ..,.~..,.,ia· 1""..;! 1-~ · ., .. o·1'. + '1~. ! s·:··.ru .. ct'll·pe. J·.11 _):J J. l.<J, . -0./o.. •!.!.\...> y .. :~ ,iJJ. J.. .;/ - t.f... . ... ~ -

ono r~:t ... ~h~ choose brass color instead oL' wlnd col-

the tr::.ble 

of ord~~ s "tr>T ile eonduc t:l.ng • 

•• 



'i.,he s.egment -.vt.z. 1.s the f:trst orchestr"' entro_nce 6 

The notat~on is free (there are no barlines, some 

incomplete quarter note units and. rests of j.ndef

:i.ni te lengthc) until the last three beats which 

n;ust be preciseo The composer notes~ "IJ.'ovJard the 
t,.. 

end of Hx the conductor begins to beat t;.IJ. Dy thP 

fourth beat the players arrive at the sign o" The 

sign is the first of the last three b~atso The dur-

atio.n given fol"- this SP,Ctj.on is twentyfi>Je to thir-

ty seeonds with M.~~ 60~ The staggered entrances 

of each wind part ~re indicated in the following 
---------------------------manner: Fl i» Bsno Ob. Cl . yet each 

part is nctat&~d as if to begin at th~ same potnt o 

Although this segment ea.n apparently be .notated 

only e.p roximately rhythymtcally and the resultin~ 

0ffect is a kind. of rh.ythyraic scramble, t.ffiy not 

at least notate th~ entrance of each nart more 

precisely? Finally, wh._y after the s epara.te scores 

for piano, orchestra and the obligati does the 

horn solo (indicated in tie plan 0 appear in the 

piano score?! 

tfuat is th~ relationship of the soloist to the 

orchestra? Are the orchestra segments mechanist-

ically repeat .d, rearran -·~ ed and arbitrarily jux

taposed against the piano part or is a. composed 

harmonic inte~ration and direction supposed to 

result from each ersion o~ t e co~~osition? If 

the former is t .~e ktnd of operation us~d t en a 

mea.ntngful order WO'tlld only result by chance Q In 

the latter the con.poser 'ou1d have had to considt3r 

the follo,ving~ Th:-: segments BII and SII mu.st fun.c-

5. 



t ion independantly \,.rf th the pia.no part o Next BII 

orSII mus t combine 141 th ~,!II and the p:lano part 

which is different at this point. After tutti! ei:her 

'!II, BII or SII must combine inoepentfiantly vJith a 

sti.ll d:l.fferent pis.no p.a.rt . Th~n SII mus t combine 

-vri th ·1r or BII vTi th SI and a different piano part 9 

and finally 1~rii ,BII and SII must combine as Tutti 

II '\rith the piano's final sta.tement o The segments 

would also he:rte to :relat~ bacl..- e.n.d forth to pre

ceding and following events or the f:i.xed segments 

of the composi tion.o ~·;!I 9 SI, an.d B! HOUld have to 

rece1ve the sa.xne kind. of consideration obviously 

although these segments are not used as extensive

ly as the tutti II segments. Though the piano part 

quite frequently reduces to a single line the orch

estra. segments do not o The compositional task then 

appears q1li te involved and one quf:::stion.s the plaus

ibility of its solution ,.,ithout arbitrary means. 

If arbitrary· means have been used are the segments 

to gaJ.n relationsh:lp in th .· whole structur~ and 

to the piano part by their repetition? It is hard. 

o believe that the segments vtould not have an 

harmonic m~aning demanding considerable handling 

undsr the circumstancr:;s. Since the orders are pre

dictable ( ,_,,.._th a re~dable score ) 1t!hy £h.ould. the 

6 . 



co.llpOSt"~r risk a. poor res ~1 ~_. un:..r::ss ··he str·uc.t. 1re 

eallod for juxtaposition of ha:rTttonically unrelated. 

e·v-ents in an un.predictabl ~. F~tua:tion? 

The composer apparent~ :'l has consic ered the 

before mentioned relat:lonsh1p O.l.. tt e Se 01!lte.nts to 

the structure as color gro·u.~ s ¥rhich eliminated 

"!hat might have been other .. 1ossible orde s. Hone 

of the segments is allovrc·d to repeat before some 

other s~g1~1ent has appt:~arod nor does the sane serr

men.t in a double comb:lnation r epeat immediately 

after _t' s appearance as a. single group. Is this 

t 1e ~:tson d 'etr~ for th~ different orders and 

the orchestral usage? 

The orchestral instrumentation by section :i.s: 

flute, o oe, clarinet~ horn and bas>:;)oon, t-vro crum-

~ . ets and. ·three trombones, an.d a ful:... string section 

or string qu:tnt(::t . \1lhon. a string quint-et ~1.1ay be 

substituted for a string orchestra and there is 

no provision for alter inp dynamic l cnrels a. balance 

-problem mir!ht arise o A s1x1llar problem occurs when 

d::r:rerent cor1b:tnations of segments are USPd with 

the piano par"'" o In the e:-tru::.ple from tutti II (Fi :J • 

2 o) th~ piano vJl .... l not be 1eard even if ~ 1c dynam

:lc level J~ raised a1 d '"J:.ill have no ftmet ion at 

this point . One questions the use or t e flute in 

it 1 s lo1." register vThen it is expected to balance 

ln chords and figurations with ins ru..men·cs of ~re .... t

er dynamic po"~ .. rer e The four note· chord (from t .tti I) 

sho-vm. in figure 3. -will certc inly not balance ac

cord:i.ng to the g·.ven dynamic.::. end t 1 inc.,:i cated 



effect of tho repeated chord with a s ifted instru-

men ation will not be heard as such especiall 

~tnen e..ll t .. o instrtU"'nents e.rA mark('ld crescendo from 

P to SFZ ann the flute . s expecta~4ed to crescendo 

on lovl D as much as the ot 1er instruments in their 

stronger 1~eg1. sters. The ef·f"ect vYill be covered 

e .. ven r:1ore '\:Then it is eornb:i ned t>Ti {~h the b ass play-

ing a d1 f.feren ~ ehord 11i h the two trumpets sound;,., 

ing :in a h _ :,her octa."V'e and the three .rombon.es w . th 

lo~v ~ is no ma~e for the forte of t ·. (:l brass and 

t e : .orn 1 s .oH i? is not liJ:ely to rna tch t 1e doub._-

ings in the .~ass alt1ough it .. as a bettcx chan.co 

in i . 1 s position as the lowest tone in the e ~o~d 

sou1ding than~ 1e flute . 

B"'"' "'i·1A ., a·"-::rA t"(o r--. ·.::. r to "r-L,,fc·", "t.>.· '"'--1~ .. 1 ..::~~""> '~. ~ no·~ .. ~ c. ~ ... f.j. ~ - 6 ... ~ •,./ o#o J. """" • • .. J. ~ _. .. -iJ J: . . ' t '" ;:J ... \. pro-



Both -piano and. or·che~trr?. n?rts are const~~u~t 

~d motj:~ricall3r a,nd all t 1e motiv:i.c ma.+erta.l is 

contained in the op~ning piano statetent (Fig. 5. ) 

vm ... eh b~gins the compositlon. 

T-:e strongest 1notion in t e f.j.1~s.: "hr~:se sho·wn. 

in the di.ag .. : .. ama.t:i.e scheme (Fig. 6.) 1.s D ttrbole 

st~p do~"rn to C which :ls held b~ the pedal~ T 11.s 

· otion 1s para11ed above by the C tvho e ste . .J do~m 

to Bo The F ( second uhrese ) in the repoatcd 

figuration n(J-xt holds on.e • s n. tten1~ :ton and. s pro

longed th.rouRh the ph'f'ase un:i1 it ' s ralf step 

:r.esolut:lon to F The C, G nn~ B "n + .d!J ig ::~r:ti.cn 

stren:;then th~ resolution t('; F. The 'P reaJ.ly func

tion~. as a G ~.nd ant:l cipe.tes the G A 'Vr ~CJJ e s ~..ep 

:r1otton t-rbich oceurs in tb~ n.ext phre.se . bo e the F 

one hears B G. The resolv ion . to~ p .rall~ls 

the ? to Ti' as in the open:Ln.g 'Ptl:tr8.llel 'f~~rhole steps ~ 

The A B C sho'\'m :tn parenthes::ts sho-vr the ~.rl1.olc 

step mot ton to C t.J"hieh also strang hens the F re

solution The D is a dom nant to G though it's 

ult1.mate motion :ls half step up to E it The C _n 

pe.renthes:ls and the C form a ma.jor-. inor t"'ird 

relation to A. The final ehor . of the ph~ase con

tains a transposed inv~rsion of ·he r:rs three 

strong notes in 1e dia.grnm ( sho'\·m :.n i;!hole note:s ) 

The 1'lhole step :ls displaced by an oct .~. e or becomes 

a ~ajor nin "ho 
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other k1nds of repetitions ~ the -epeti~i~n o~ sing

le t D<~S Hitt.., aiffet~ent tin:e raluos , t h t~ r-epr:~ti t1.on 

of eb.ords , the repet~.tion of f.:gu.~,-;ations and t:lO

ti~:- .es fl rtd if it ls not too far fetched, the rP.:.pM!P 

ettt:1.on c~f orchestra segments . Next the r~. 1ythy1 

r,rt'Jc~} not~ rollow~;d by a dotted bel:':' note :i.s oft~n 

MAnt or an angcrusis . The in t ervallie mat~rial 

~Y from t10 tones of stroneest L~tion outlined 

systr~r..1 or sor:to l:ind i[! pro1:Jt::J.biy :L ... oper·a. - ion. 

of str·ong motion (fl. C C) iH tl-:e tn:irc :?hr·,se tlbi(;h 

begins ·Hith an ~.nac:~uf'is (:rig. 8.) ··o ·(he long

she'!'" rl".oti·ve and 1·· 's in "'e~"al is n Lajor 1inth 

Ae ant..c:--us 3..s e: Libi ts 

whoJ.~ step construction ::lth the G no ing down 

to A. .*n the r.1oti 7e 1 t 1... 1 p -t:o G, nnd -:. 16 D do"Wn 
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t a long em be~ l.1.shm~nt o:P C-:3 ,rla l'!. Tl' Tr'ig o 

long-shoTt rhyth:nnic mot1.'7c ,,1.th an <'L be. J..ishn nnt e 

For exa.mple the flute ~r.r~eJ'S fi:r .. ,t" (F .. r, "'0 ) l'f't-e ~·- Cl l ·~ 

ana.crusir; to B amnjor ninth do't,ll1 to A :~s a pare.l-

lel imi ta.tion of tbe pj_~no t s B do,,m to A • !J:h('~ 

bassoon enter~ r ext e.nd _nter ··pts th -. f 1-Ut0 \!i th 

th:i.s ~otive w .th and 1rl thout embellishment & All 

ano v s ernbellishment of the C-B o Thf.; clax·inet s+~.y~ 

a.rou.nd A F C Q (Ftge~ll") The n~"ssoon TG in Fi .;~ 

has a. dominant function to the A G) 

,.., 
...... . -. 

Gene·rally tutti ha.s more 9.ccompa __ .:ment char-

acter than tu ti Ile ThA phrases are ~.ort 3nd in

cl1)d.e repeated chords int~rspe:r.se 1 1-.: t _ t E> lo 1g-

sb.ort and s ort-long rhythym." c tl.oti res and +- 1~ .~ 

r . .-petition. 'P'o . an exa :1ple se!?. fia o -3 ( In r:aas-

ure 10 the :lnconsistAnc~. of t e .. _a.st t ·:ro siJ: H ~.1 th 

n()tes 1.n the oboA pa.rt must be a :-rt:l.s-print . ) In 

tutti II the otives arB u ed. r1ore melodica.l1y and 

there is some,.,rhat .Jore rhythymic a.cti;ri ty in the 
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form of embellishments but the use of re1per.tea 

chorets and the long- short motj.ve prevails in tbis 

section too . The obligati Sy ~tnd By are entirely 

etceompaniment and are composed wi. th the sane long-

short motive. 
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PAULINE OLIVERos: Trio 
MORTON SUBOTNICK 

P AuL IN E 0 LI v ER o s ' TRIo for flute , piano, and page turner 
( 1961 ) unfolds, without pretension, as a dramatic and unrestrained 
gesture through simple materials that are handled in such a manner that 
even the work's most complex events are clearly comprehensible. The 
flute and piano are treated with great care for their unique qualities, 
while the page turner's integral role is to prepare sounds for the pianist. 
Although the instrumental materials are for the most part "character
istic," there is at times an interrelation that projects a new sound; for 
example, the piano occasionally acts as an attack for the flute tone, and 
elsewhere, the flute emerges from the harmonics or prepared piano 
sounds, creating an effect of continuum. Similarly, quarter tones are 
utilized not in a structural manner but as an intensification of individual 
pitches. 
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On the other hand, the work presents certain difficulties in the way the 
materials of the expositional sections are developed almost as soon as 
they are stated, which makes later growth difficult to achieve: the early 
development is, in faGot, just as complex as later developments. But it 
seems to me that part of the tension and suspense of a work depends on the 
ability to perceive developmental growth and to be led constantly to 
expect "more," both quantitatively and qualitatively. In spite of this 
work's relative complexity-and interest-of texture, the largest growth
event comes only in the progressive lengthening and strengthening of the 
basic three-note "flute motive" first presented in the first measure of the 
Trio as part of a harmonic complex completed in the piano and retained 
throughout in its characteristic presentational shape of long note values 
(see Ex. la). The basic "piano motive" is first presented as a flourish of 
fast notes in both instruments (Ex. 1 b); constantly variant in shape and 
presenting a progressively more chaotic aspect of short-note gestures as 
the work progresses, it seems incapable of manifesting any such real 
growth. 
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1 
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~ 
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~ ,-5 ---, 

mf~====- I 
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a-r r-1 r.,---
~ > 8->:, 

f/'Zb.l_ 

~.,----

7 to-rS~ 

[ ] J 

mp -,1-_T-..:.____-rt.__.-.t = ~.ff 2 3 f~ 

Ex. la Ex. lb 

Nonetheless, the work does establish a basis for creating expectancy, 
with an organizing principle outside of any concept of motivic develop
ment. Thus, the gestures of the work are projected in phrases, and the 
particular aspect presented by the motivic material at any point is 
determined by the particular quality of the overall phrase at that point. 
These phrases do not constitute a composite of smaller musical details; 
rather, the details exist only in order to support the properties of the larger 
musical unit. They are like blocks of expression, some jagged and 
dramatic, some deliberately obtuse and provocative, others poetic and 
introverted. And the larger relationships among these gestures mirror 
those among the smaller phrases which, in turn, result from the initial 
contrast of the two basic motivic units utilized in the work. 
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The paths of these units through the work are unmistakably the 

essential constructive idea. After the opening statement, the duality is 

expanded by a simultaneous restatement of both contrasting motivic 

units in mm. 5-8 (Ex. 2) which ends in a cadence to the entire phrase on 

the .flute's D, relating as "full cadence" to the "half" cadence of the initial 

sub-phrase on the low D in the piano (m. 2 of Ex. la). Then the small

scale duality established within the first phrase is extended by the duality 

between the entire first phrase and the next, which opposes to the 

balanced symmetry of the opening four-plus-four-measure structure a 

jagged asymmetry, made of the two basic elements but no longer 

expositional. 

II 
~· 

' -------- r-1: 3----, 

t) '> - -

II ~ 

~ 'mf <:::::::::: ~ mp 

~ r-3----, r-1:3--, 

~: L!;~ > 

m.f 

t) .. 
measure 

7 

Ex. 2 

Here the materials are projected into a single gesture whose internal 

phrasing is ambiguous, as is its cadence; for even as the gesture seems to 

halt on a sustained A and B in the piano, another sudden burst of notes 

interrupts. This ends as abruptly as it began and is followed by a long 

pause in which the uncertainty of the previous phrasing is compounded. 

This relation between the duality of the two large phrases and that of 

the two motives which both contain extends not only to their contrasting 

nature, but to their actual individual qualities and to the order in which 

they appear. Thus, the elements are balanced in the first statement, but 

the "piano" motive, the "chaotic" element, predominates in the second 

phrase. The third, although it reveals the basically asymmetrical tensions 

of the second, resolves into several clear reiterations of the flute material, 

and its cadence resembles that of the first in its completeness. This, there

fore, becomes in effect the single cadence for both second and third phrase 

units, which thus heard as a single unit form an asymmetric relation to the 

symmetric first. The cadence note A of the third unit also relates to the D 

of the first by virtue of the "tonal" emphasis in the third; the melodic 

movement is from D to A and Bb, the latter strengthened by a quarter

tone emphasis (Ex. 3); this proceeds through G and again to D, ending 

on the A emphasized by its quarter-tone displacement. The long pause 
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that follows marks the articulation of these three phrases as the first major 
formal unit of the work. 

(flute) 

~ ¥ j pr m m r 
'-- 3---' 3 3 

measure 
53 

Ex. 3 

The second large section begins with three embellished versions of the 
flute motive (played solo), the first of which is clearly oriented on the 
basic three-note version, but the other two are centered on the four-note 
extension suggested in the double attack on the initial note in m. 1 (Ex. 
la). The symmetry of this solo balances that of the opening. The solo is 
also followed by a longer, less stable, unit which is here made not from 
the piano motive but from a transformation of the original flute material. 
Here again, the second unit ends abruptly (with a very short pause here: 
the idea was clearly established earlier) and is completed by the third 
unit, which complements the second unit of the first large section in 
juxtaposing both basic motives, with the "flute" material stated as an 
exact retrograde of its original three-note appearance, and the "piano" 
material continuing alone. The final unit provides a kind of resolving 
coda, with clearly articulated statements of materials from each of the 
five preceding sections, beginning with a retrograde of the opening piano
solo version of the second unit of the first section, then a reminiscence of 
the four-note motive of unit two of the second section, and one of the 
3-note opening of unit one of the second section. As far as the third unit 
of section one is concerned, its local structure and function are mirrored 
on the largest scale in the structure and function of this "coda." 

It is interesting to note that although the relationship of the second unit 
to the first is similar in each part, the corresponding units in different 
sections (unit one of section one to unit one of section two, unit two of 
section one to unit two of section two, etc.) are qualitatively contrasting. 
It is as though after having expressed one mode of relationship among 
the elements, the composer chose to turn them "inside out" and present 
them from a wholly different point of view, so that the effect is of hearing 
similarity and difference simultaneously throughout the work. This, how
ever, is not the same as a transformation of a "first subject" into a "second 
subject," but is more like a variations procedure in which a constant is 
subjected to change. The focus in listening is on the gesture and the 
realization that a "dramatic," jagged gesture has been formed from the 
same materials as a preceding "poetic" one. Further, one is aware that 
these two basic qualities have been present from the beginning, side by 
side, so that phrases do not grow out of each other as much as simply 
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stand next to each other; the "necessity" of the successions is the 

necessity to complete the range of the gestural qualities implicit in the 

relationship between the contrasting motives of the opening. Thus, the 

work demands intensive concentration on the part of listeners and 

performers and offers in return an imaginative relation of gestures 

resulting in a complex, multiply significant, totality. 

DoNALD MARTINO: Trio (1959) 

HENRY WEINBERG 

THE MET AM oR PH o sIs of the classical attitude manifests itself in 

post-Schoenbergian music through perceptual clarity in derivation of set 

forms, congruence of set-form articulation and phrase structure, internal 

repetition of intervallic structure within the set (that is, partition into 

subgroups of equal intervallic content), and often enough, as in some 

works of Webern or in Donald Martino's Trio, the definition of registral 

subgroups of a particular pitch class (octave relationships) with the 

characteristic reductive criterion. This surface clarity and tendency 

toward a finite group structure, which generates its macroform through a 

complete cycle of possible permutations, is in contradistinction to another 

class of recent compositions of more equivocal appearance, which differ 

not necessarily in the qualitative realm, sharing definitive hierarchal 

association of the elements of various important dimensions, but then 

choosing from a system of larger dimensions selected instances from which 

one could infer the existence of that system, compositions which in effect 

portray a rather different preference in formal approach. This latter 

class of works would tend to elide local articulations or push them into 

background dimensions and to incorporate the largest number of elements 

into each dimension. The reductive criterion, however, is clearly at work 

in the Trio for violin, clarinet, and piano written in 1959 by Donald 

Martino; in addition to the properties mentioned above, it determines 

the set structure itself, the generation of larger formal design by large

scale transformation of the important sections through the operations of 

the twelve-tone system, completing all four such transformations; and in 

conjunction with pitch associations, creates the basis for variation of 

register, mode of attack, and dynamics. The explicit symmetry which is 

often associated with this approach is at work in at least the background 

of the rhythmic organization. 

The set: C~-D-C Ab-F~-G Bb-F-B D~-A-E is partitioned into 
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KARL KaHN: Concerto Mutabile 

PAULINE OLIVEROS 

I. Do REARRANGEMENTS PRODUCE MUTATIONS? 

NoRM ALL v, one expects (if there are no chance elements in the con
struction of a composition) to be able to read a score. Concerto Mutabile 

for Piano and Orchestra or Chamber Ensemble by Karl Kohn has 
eleven possible orders, all of which are entirely predictable, but the 
separate piano and orchestra scores are impractical for reading the 
orders with the piano part or the composition as a whole. The composer 
indicates in his instructions that, "The conductor has before him the 
scored segments WI, BI, SI and WII, BII, SII, the Obbligati X and Y, 
and the TABLE OF ORDERS. The piano score is at his left as a cue 
book." Since all the entrance cues for the orchestra are in the piano score, 
it is necessary to look back and forth from one score to another without 
being able to line up the piano and orchestra parts. Further, the com
poser notes that, "this composition may be performed in eleven different 
"orders" or versions. The choice of a particular version for performance 
may be made from the TABLE OF ORDERS a) by the conductor as the per-

formance proceeds-since the players need to know what is to be played 
whenever alternatives appear in the PLAYERS' PLAN printed at the top of 
their parts, the conductor informs them of his selection by signals or with 
lettered cards-b) by the soloist and/ or the conductor before the perform

ance-the players may be informed of the chosen order beforehand 
and/ or the conductor may use signals or lettered cards as above to 
insure against misunderstandings." If the choice of a version is made as 
the performance proceeds, then the conductor has the additional com
plication of looking at the TABLE OF ORDERS and, possibly, looking for 
the proper signal card. Also, the obbligati Wx, Sx, Bx, Sy, By, and the 
bassoon solo appear on three other separate pages and must be inserted 
at the proper time, which is certainly unnecessary as these segments 
always occur at the same place no matter which version is chosen. 

According to the composer's plan (Ex. 1. ), there are only two alterna
tives (in one case three alternatives) for each entrance of orchestra seg
ments. The piano part, which is not indicated in the plan, has no 
alternatives or rearrangements; therefore, to avoid confusion, why not 
print everything on one score? Unless the soloist or the conductor can 
read the score, on what basis can he make his selection of a version? .This 
is neither a chance order of predictable events nor a predictable order 
of chance events. 
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PLAN 

sx 

BX 

BX 

sx 

Doubles ll Tutti I 

WII-BII 
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WII SII 

RAISE 
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TABLE OF ORDERS 
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3
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5
) 
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Ex. 1 

sv 

BY 

sY 

sY 

By 

Tutti li 

lwn-sn-snl 
IB:ti'f.,l 

~ ' 
Cadenza 

~B 

The title Concerto Mutabile leads one to expect a pliable or changeable 
form. An examination of the plan reveals a framework with the follow
ing items unchangeable: the piano part as a whole; the articulation of 
the framework into two parts by the orchestra Tutti I and II; placement 
of the obbligati and solos; and the entrances of single or double orchestra 
segments. The letters W, B, and Sin the plan and the TABLE OF ORDERS 
refer to winds, brass and strings. Tutti I contains WI, BI, and SI, and 
Tutti II contains WII BII and SII. Each of these segments consists of 
thirty 2/4 measures, and the orchestra is almost exclusively limited 
to sectional usage. At least one of these segments is repeated three times 
during the course of any version: (1) with the piano part, (2) combined 
with another segment and the piano part and (3) in one of the tuttis. 
The II segments always stop at measure 22 or 24 except during Tutti II, 
which is the finale of the composition. Repetitions of Tutti I segments are 
the entire thirty measures. Repetitions of both I and II segments occur 
in different tempos, but Tutti I and II are both heard at the slowest 
tempo (M.M.J = 48), which contributes to their articulation function. 
The alternatives which make the different orders possible are actually 
rearrangements of the occurrence of the segments. 

What is the purpose of the different orders? Is the combination of tones 
and rhythms less important than the pliability of the structure in which 
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they move? Generally speaking, the segments could be called color 
groups, and at the given time, one might choose brass color instead of 
wind color, or the combination of wind and string color instead of brass 
and string color. The selection of a particular order compares well to a 
room with built-in and movable furniture which one wishes to rearrange. 
Obviously, the space of the room cannot be changed but only the rela
tionship of the objects within the space. One then keeps shifting the 
furniture until the best possible arrangement is obtained. However, if the 
moveable furniture consists of six chairs all the same size, and of only 
three different colors, the possible new relationships are further limited. 
Why does the composer leave the choice of arrangement to the performer? 
One must assume that any order is equally as good as another; otherwise, 
the different orders have no purpose other than to fit a prescribed com
positional idea. Also, what is the musical logic for choosing an order 
during the course of the performance? If no difference can be discerned 
between a prechosen course and one chosen during the performance then 
a prechosen course is more practical since it would eliminate the TABLE 
OF ORDERS while conducting. 

The segment Wx is the first orchestra entrance. The notation is free 
(there are no bar lines, some incomplete quarter-note units and rests of 
indefinite length)1 until the last three beats which must be precise. The 
composer states: "Toward the end of Wx the conductor begins to beat 
!· By the fourth beat the players arrive at the sign §. "The sign is the 
first of the last three beats. The duration given for this section is twenty
five to thirty seconds with M.M.J = 60. 2 The staggered entrances of each 
wind part are indicated in the following manner: 

yet each part is notated as if to begin at the same point. Although this 
segment can apparently be notated only approximately rhythmically, 
and the resulting effect is a kind of rhythmic scramble, why not at least 
notate the entrance of each part more precisely? Finally, why, after the 
separate scores for piano, orchestra and the obbligati, does the horn solo 
(indicated in the plan) appear in the piano score? 

What is the relationship of the soloist to the orchestra? Are the orches
tra segments mechanically repeated, rearranged and arbitrarily juxta
posed against the piano part, or is a composed harmonic integration and 
direction supposed to result from each version of the composition? If the 

1 The composer notes, " The various sizes ofjermate (,.,._ 17\ (.\, l.l) are intended to suggest 
rests of corresponding durations." . 

2 The composer notes, " In sections without bar lines the quarter note beat should be 
regarded as a regulating guide not as a relentless pulse. " 
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former is the kind of operation used, then a meaningful order would only 
result fortuitously. If the latter, the composer would have had to consider 
the following: The segments BII and SII must function independently 
of the piano part. Next, BII or SII must combine with WII and the 
piano part, which is different at this point. After Tutti I, either WII, 
BII, or SII must combine independently with a still different piano 
part. Then SII must combine with WI or BII with SI and a different 
piano part, and finally WII, BII and SII must combine as Tutti II with 
the piano's final statement. The segments would also have to relate back 
and forth to preceding and following events, or the fixed segments of the 
composition. Obviously, WI, SI and BI would have to receive the same 
kind of consideration, although these segments are not used as extensively 
as the Tutti II segments. Though the piano part quite frequently reduces 
to a single line, the orchestra segments do not. The compositional task, 
then, appears quite involved and one questions the plausibility of its 
solution without arbitrary means. If arbitrary means have been used, are 
the segments to gain relationship to the whole structure and to the 
piano part by their repetition? It is hard to believe that the segments 
would not have a harmonic meaning, demanding considerable handling 
under the circumstances. Since the orders are predictable (with a read
able score), why should the composer risk a poor result unless the struc
ture called for juxtaposition of harmonically unrelated events in an 
unpredictable situation? 

The composer apparently has considered the before-mentioned rela
tionship of the segments to the structure as color groups which eliminated 
what might have been other possible orders. None of the segments is 
allowed to repeat before some other segment has appeared, nor does the 
same segment in a double combination repeat immediately after its 
appearance as a single group. Is this the raison d'etre for the different 
orders and the orchestral usage? 

The orchestral instrumentation by section is: flute, oboe, clarinet, 
horn and bassoon; two trumpets and three trombones: and a full string 
section or string quintet. When a string quintet may be substituted for 
a string orchestra, and there is no provision for altering dynamic levels,3 
a balance problem might arise. A similar problem occurs when different 
combinations of segments are used with the piano part. In the example 
from Tutti II (Ex. 2), the piano will not be heard, even if the dynamic 
level is raised, and will have no function at this point. One questions the 
use of the flute in its low register when it is expected to balance in chords 
and figurations with instruments of greater dynamic power. The four-

3 There is also no provision for altered dynamics when segments from Tutti I are combined 
with segments from Tutti II. The one dynamic alteration indicated in the plan (Ex. 1) applies 
to single alternative segments. The statement is, " Raise soft dynamics. " Raise them to what? 
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note chord (from Tutti I) shown in Ex. 3 will certainly not balance 
according to the given dynamics, and the indicated effect of the repeated 
chord with a shifted instrumentation will not be heard as such, especially 
when all the instruments are marked crescendo from p to sjz, and the 
flute is expected to crescendo on low D as much as the other instruments 
in their stronger registers. The effect will be covered even more when it 
is combined with the brass playing a different chord, with the two 
trumpets sounding in a higher octave, and with the three trombones 
which have a much heavier quality. In Ex. 4, the flute's low Eb is no 
match for the forte of the brass, and the horn's low F is not likely to 
match the doublings in the brass, although its position as the lowest tone 
in the chord gives it a better chance than the flute of sounding. 

By and large, Concerto Mutabile does not produce formal mutations with 
its different orders. Mutable form is a striking idea, but the achievement 
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of such an idea would involve a more plastic way of combining tones 
and rhythms, and less demanding tonal implications. 

n. PITCH-RHYTHMIC CoNsTRUCTION 

Both piano and orchestra parts are constructed motivically, and all 
the motivic material is contained in the opening piano statement (Ex. 5) 
which begins the composition. 

The strongest motion in the first phrase shown in the diagrammatic 
scheme (Ex. 6) is the whole step from D to C, which is held by the pedal. 
This motion is paralleled above by the C~ whole step down to B. The F~ 
(second phrase) in the repeated figuration next holds one's attention and 
is prolonged through the phrase until its half-step resolution to Fq. The 
C, G and Bb in the figuration strengthen the resolution to F. The F~ 
anticipates the Gb-Ab whole-step motion which occurs in the next phrase. 
Above the F~ one hears Bq, Ab, G. The resolution, Ab toG, parallels the 
F~ to F as in the opening parallel whole steps. The Ab, Bb, C shown in 
parenthesis show the whole-step motion to C which also strengthens the 
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F resolution. The D is a dominant to G, though its ultimate motion is 
up a half step to Eb. The C in parenthesis and the C~ form a major
minor third relation to A. The final chord of the phrase contains a 
transposed inversion of the first three strong notes in the diagram (shown 
in whole notes). The whole step is displaced by an octave, or becomes a 
major ninth. 

0 
(b:!:) -(~) --------~ (~~). 

~~--~----:.~ ... 
- -

Ex. 6 

The first motive at the beginning of the piece (Ex. 7) provides many 
ideas. The D quarter note followed by the D grace note anticipates 
several other kinds of repetitions; the repetition of single tones with 
different time values, the repetition of chords, the repetition of figurations 
and motives and, if it is not too farfetched, the repetition of orchestra 
segments. Next, the rhythm of a grace note followed by a dotted half 
note is often used motivically with the longer note value expanded 
or contracted. The rhythm of the whole motive is shifted and produces 
a grace note followed by a dotted half and quarter note. This derived 
rhythmic motive is most often heard in diminution, and with the grace 
note replaced by an embellishment or an anacrusis. The intervallic 
material for these rhythmic motives comes most frequently from the tones 
of strongest motion outlined in the diagram. (See whole notes in Ex. 6.) 
With the frequent occurrence of interval groups, coupled with motivic 
organization, a combinatorial system of some kind is probably in 
operation. 

Ex. 7 

The pattern of a whole step coupled with a diminished fifth is heard 
next, outlined by the tones of strong motion (Ab, Gb, C) in the third 
phrase which begins with an anacrusis (Ex. 8) to the long-short motive 
whose interval is a major ninth, or a displaced whole step. The anacrusis 
exhibits whole-step construction with the Gb moving down to Ab in the 
motive, the F up toG, and the D down to C. 
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Ex. 8 

After the 16th note in the motive, Wx enters. While Wx is going on, the 
piano arrives at a long embellishment of C-Bb via Ab-F~ (Ex. 9), which 
continues after Wx stops and until the entrance of BII or SII. 
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The twenty-five to thirty seconds of Wx are principally constructed 
with the long-short rhythmic motive with an embellishment. For exam
ple, the flute enters first (Ex. 1 0). 
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The anacrusis to B, a major ninth down to A, is a parallel imitation of 
the piano's Bb down to Ab. The bassoon enters next and interrupts the 
flute with an anacrusis of its own, leading to the same rhythmic motive; 
but its interval is a minor third. Each part in Wx has at least two state
ments of this motive with and without embellishment. All ofWx seems to 
act as a reinforcement of the piano's embellishment of the C-Bb. The 
clarinet stays around Ab, F~, C (Ex. 11 ) . The Bassoon Eb in Ex. 12 has 
a dominant function to the Ab. 

Ex. 11 

' B;·d}>~•JTJ ~ ~ 
& bfp. '--== f 

Ex. 12 

Generally, Tutti I has more accompaniment character than Tutti II. 
The phrases are short and include repeated chords interspersed with the 
long-short and short-long rhythmic motives and their repetition. For an 
instance of this, see Ex. 13. (In M. 10 the inconsistency of the last two 16th 
notes in the oboe part must result from a misprint.) In Tutti II the 
motives are used more melodically, and there is somewhat more rhyth
mic activity in the form of embellishments, but the use of repeated 
chords and the long-short motive prevails in this section, too. The 
obbligati Sy and By are entirely accompaniment and are composed 
with the same long-short motive . 
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MoRTON SuBOTNICK: Serenade No. I 
JOHN M. PERKINS 

STRING QUARTETS APART, most new chamber scores call for 
unique instrumental combinations. Composers generally select their 
combinations very carefully, taking into consideration the variety and 
balance of colors, the characteristic sonority of the group as a whole, and, 
above all, the richness of contrapuntal possibilities; the question of prac
ticability on a mixed program is at most secondary. In a new sense, the 
choice of instruments has itself become an integral part of these works: 
composers seldom write for the same group twice and seldom adopt 
each other's combinations unmodified. Perhaps the term "chamber 
music" is obsolete; the real home of these works is not the rare, poorly 
attended, and very special concert for which alone they are suited, but 
the private tape or public disk recording. 

Morton Subotnick's Serenade No. I is a case in point. An eight-minute 
work, it requires six performers: flute, clarinet in Bb, vibraphone, man
dolin, cello, and piano. An air reed, a single reed, a tuned percussion 
instrument, a plucked string, a bowed string, and a struck string
certainly a vivid and transparent collection, at once problematic and 
musically suggestive. The mandolin part is comparatively easy: there are 
no multiple stops or fast passages, and any violinist who can learn to 
make an even tremolo should be able to play it. The other parts have a 
few awkward places, but a high level of virtuosity is not essential; what 
is essential is a high level of togetherness, a tight ensemble. 

The Serenade is in three movements. This division is indicated in the 
score and agrees with the results of simple analysis, but it is unlikely that 
the exact duration or even the number of movements would be correctly 
heard in a single listening. The movements are not sharply contrasted in 
tempo or musical character. There are four basic tempo levels in the 
piece, but all four are exposed in the first movement. The second and 
third movements present new musical materials, but in both cases, pas
sages drawn literally from the first movement are also included; and the 
new materials do not go far enough outside the rather wide range of 
musical characters presented in the first movement to be heard as fresh 
beginnings. A pause marked "long" follows the second movement, but 
its effectiveness in isolating the last movement as a comparatively inde
pendent unit is weakened by the presence of fifteen other silences (long, 
short, measured, and unmeasured) throughout the work. 

The structural unit of most immediate importance to the listener is 
not, then, the movement, but the "episode" -that is, the phrase or 
section which is clearly set apart from its immediate neighbors by silences 
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---, Tradition in Perspective, If 
I :27 
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LEINSDORF, ERICH, Advice to 
Young Composers, Ilj2: q6 

LEVY, EDWARD, Stefan Wolpe: 
(for his sixtieth birthday), Ilj1 :51 

LEWIN, DAVID, Arnold Elston, 
Quartet; Seymour Shifrin, Quartet 
No. 2, Ilj 2:169 

---,A Theory of Segmental Asso
ciation in Twelve-Tone Music, 
I j 1 :89 

LINKE, NORBERT, The Younger 
German Composers, Ilj 2: 163 

MARTINO, DONALD, Claudio 
Spies, Tempi, Ilj 2: 112 

MITCHELL, WILLIAM J ., Com
munication, I j 2:210 

MODERN MUSIC: Some Repre
sentative Passages: 
VIRGIL THOMSON: Aaron Copland, 

Ilj 2:21 
AARON COPLAND: The Composer 

and his Critic, Ilj2: 22 

ARTHUR V. BERGER: Rosenfeld's "Ex
perience and Criticism," Il j 2:23 

MARC BLITZSTEIN: Weill Scores for 
Johnny Johnson, Ilj 2:25 

GEORGE ANTHEIL: On the Hollywood 
Front, Ilj 2:26 

ELLIOTT CARTER: The Case of Mr. 
Ives, Ilj 2:27 

ISRAEL CITKOWITZ: And Now, Basic 
Music, Ilj 2:29 

AARON COPLAND, PAUL ROSENFELD, & 

LEONARD BERNSTEIN: Neglected 
Works, A Symposium, Ilj 2:31 

NOVACK, SAUL, Recent Approaches 
to the Study of Harmony, Il j 2: 150 

OLIVEROS, PAULINE, Karl Kohn, 
Concerto Mutabile, Ilj2:87 

PERKINS, JOHN, Dallapiccola's Art 
of Canon, I j 2:95 

---, Morton Subotnick, Serenade 
No. I, Ilj 2: 100 

PERLE, GEORGE, Babbitt, Lewin, 
and Schoenberg: A Critique, II/ 1: 
120 

---, A Note of Act III of Lulu, 
IIj 2:8 

PHILIPPOT, MICHEL, Ansermet's 
Phenomenological Metamorphoses, 
IIj2:129 

POWELL, MEL, In Memoriam: Paul 
Hindemith, IIj 2: 1 

---,A Note on Rigor, I j 2:121 
RANDALL, J. K., Godfrey Winham, 

Composition for Orchestra, II/ 
1:102 

REPORTS 

BERKELEY: Arnold Elston, Quartet; 
Seymour Shifrin, Quartet No. 2, 

IIj 2:169 
DARMSTADT: New Directions, IIj 

2:166 
The Younger German Com
posers, IIj2:163 

ITALY: New Music at Palermo, II/ 

2:159 
LETTER FROM EUROPE, Ij2:195 
LETTER FROM ITALY, Ij1: 192 
LETTER FROM URBANA, II/ 1:137 
NEW MUSIC ON MONDAYS, II I 1 : 142 
NEW YORK: The New Virtuosity, 

I j 2:174 
TANGLEWOOD: Advice to Young 

Composers, IIj 2: 176 

REVIEWS OF BOOKS 

Ansermet, Ernest: L es fondements 
de la musique dans la conscience 
humaine, IIj 2: 129 

Cage, John: Silence, I j 2: 137 
Collaer, Paul: History of Modern 

Music, I j 2: 148 
Forte, Allen: Tonal Harmony in 

Concept and Practice, IIj2:150 
Golea, Antoine: R encontres avec 

Pierre Boulez, I j 2: 148 
Hansen, Peter S.: An Introduction 

to Twentieth Century Music, 
I j 2:142 

H anson, Howard: Harmonic Ma-
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terials of Modern Music: Re
sources of the Tempered Scale, 
I j 2:I42 

Hodeir, Andre: Since Debussy, 
I j 2:I48 

Lowinsky, Edward E.: Tonality 
and Atonality in Sixteenth Cen
tury lv!usic, Ilji:I33 

Machlis, Joseph: Introduction to 
Contemporary Music, I j 2: I42 

Perle, George: Serial Composition 
and Atonality, Ij 2: I25 

Persichetti, Vincent: Twentieth 
Century Harmony: Creative 
Aspects and Practice, Ij2:I42 

Piston, Walter: Harmony, Ilj 2: I 50 
Ratner, Leonard: Harmony: Struc

ture and Style, Ilj 2:I50 
Die Reihe, Nos. I-IV, Iji: I6o 
Vlad, Roman: Stravinsky, I j 2: q8 

REVIEW OF RECORDS 
Music of Alban Berg, I j 2: I70 

ROCHBERG, GEORGE, The New 
Image of Music, II/ I: I 

ROSEN, CHARLES, The Proper 
Study of Music, I j i :So 

--, [Reply to Joseph Kerman], 
Ilj i:I59 

ROSEN, JEROME, A Note on Mil
haud, II/I: 115 

SALZMAN, ERIC: Aaron Copland's 
Nonet, Iji:I72 

---, Modern Music in Retrospect, 
Ilj2:I4 

---, New York Report: The New 
Virtuosity, I j 2:I74 , 

SCHULLER, GUNTHER, American 
Performance and New Music, I j 2:I 

SHIFRIN, SEYMOUR, A Note from 
the Underground, Iji: I 52 

SOME YOUNGER AMERICAN 
COMPOSERS, II/I :66; Ilj 2:77 

SPIES, CLAUDIO, John M. Perkins, 
Quintet Variations, II/I :67 

STEIN, LEONARD, New Music on 
Mondays, II/ I: I42 

---, The Performer's Point of 
View, I j 2:62 

STEINBERG, MICHAEL, Some Ob
servations on the Harpsichord in 
Twentieth Century Music, I j 2: I8g 

---, Tradition and Responsibility, 
I j l:I54 

STOCKHAUSEN, KARLHEINZ, 
The Concept of Unity in Electronic 
Music, I j 1 :39 

STONE, KURT, Problems and 
Methods of Notation, Ij2:g 

STRAVINSKY, IGOR, A Quintet of 
Dialogues, I j i:7 

SUBOTNICK, MORTON, Pauline 
Oliveros, Trio, Ilj i :77 

SWIFT, RICHARD, The Demonstra
tions of J. K. Randall, Ilj 2:77 

WEINBERG, HENRY, Donald Mar
tino, Trio, Ilj i :82 

---, Letter from Italy, I j i:Ig2 
WESTERGAARD, PETER, Some 

Problems in Rhythmic Theory and 
Analysis, I j i:I8o 

---, Webern and "Total Organi
zation": An Analysis of the Second 
Movement of the Piano Variations, 
Op. 27, I j 2:I07 

WINHAM, GODFREY, Henry Wein
berg, Three Songs, Ilj 2: 106 

---, Recent Books, I j 2: I42 
WUORINEN, CHARLES, The Out

look for Young Composers, I j 2:54 
ZUPKO, RAMON, Darmstadt: New 

Directions, Ilj 2: I66 
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Abendroth, Walter, l j 2: I89n 
Adler, Guido, II/ I: I 54 
Adorno, Theodor W., l j 2:64; Ilj 2: I4, 

161 
Ameller, Andre-Charles, l j 2: 189n 
Amy, Gilbert, ljt: I94 
Andrus, Donald, Ilj 1: 139 
Angerer, Paul, l j 2: 189n 
Antheil, George, Ilj 2: 14, 16, 18 
Artusi, Giovanni Maria, 1/ I :30 
Ashley, Robert, Complete with Heat, 

Ilj i:138 
Auden, Wystan Hugh, l j 1:12; II/ 

2:40, 127 

Babbitt, Milton, l j 1 :9on, 96n, 114n, 
152n, 193; l j 2:46, 68, 1I2n, 128n, 
129£, 135, 148, 186, 189n, 194; 
Ilj1: I20-27, 159; Composition for 
four instruments, l j 2: I07n; Com
position for tenor and six instru
ments, l j 2:193f; Du, l j 1:96n; Par
titions for Piano, l j 2: 176; Sounds 
and Words, l j 2:176; Three Com
positions for Piano, l j 2:127, 130; 
Vis ion and Prayer, I j 2: 17 4, 17 5, 
176£; II/ 1:140 

Bach, Johann Sebastian, lj1 :31, 33, 
86, 154; l j 2: 193£, 199; Ilj1: 157; 
Ilj 2:3, 36, 43, 151; Brandenburg 
Concerto No. 5, l j t:19; Goldberg 
Variations, Ilj 1:68; Inventions (2-
part ), lj1 :7; Mass in B minor, II/ 
I: I 57; St. Matthew Passion, If 
1: 157; 1/ 2:51 

Badings, Henk, lj2: 12 
Bailey, James, Ilj 1: 141 
Baird, Tadeusz, l j 2:189n; Etiuda, 

1/ 2: I99 
Baker, Israel, l j 2: 170, 172 
Balanchine, George, 1/ 1: 10, 12 
Baldwin, Bertram, 1/ I: 196 
Barbour, J. Murray, Ilj 2:6o 

Barraque, Jean, l/2:148-51; Sequence, 
l j 2: 150{ 

Barron, David, Ilj 1:139 
Bartand, l j 2:189n 
Bartok, Bela, l j 1:I54, 155, I8o; l j 2:1, 

I27, I43· I51, 153· 203; Ilj1:1; 
Ilj 2:4, I4f, I8, 20, 126, 161, 173; 
Cantata Pmfana, Ilj1:141; Music 
for Strings, Percussion, and Celesta, 
l j 2:15I 

Bartolino da Padua, Ilj 1: 157 
Bartolozzi, Bruno, l j 2: 189n 
Baur, Jorg, l j 2: 189n 
Beardslee, Bethany, lj2:46, 170, 173 
Beck, Conrad, l j 2:189n 
Becker, Gunther, Diaglyphen, Ilj 

2:166 
Beethoven, Ludwig van, 1/ I :84, 86, 

154· 155; 1/2:46, 107, I37; Iljt:156, 
I57; Ilj 2:I4, 131, 151, I62; Battle 
Symphony, If I :86; Grosse Fuge, 
lj2:49; Piano Sonata in C minor, 
Op. Io, No. I, Il j 2: 152; Piano So
nata in E major, op. Iog, Ilj 2: 110; 
Piano Sonata in B-flat major, Op. 
Io6, lj2:49; Quartet No. I4 in C
sharp minor, 0p. IJI, l j 1:159; 
Symphony No.3, l j 1:I53; Il j i:13o; 
II/ 2: I75· Symphony No.5, l j 2:209; 
Symphony No.8, If I :86; Symphony 
No. g, lj1:155 

Bellaigue, Camille, II/ 2: 131 
Ben-Haim, Paul, lj2:189n 
Bennett, Robert Russell, 1/ I: I4 
Berberian, Cathy, lj2:46; Ilj2:16.3, 

I67 
Berg, Alban, lji:184n; lj2:I25-36, 

I70-73; Ilj1:I24, 157; Ilj2:4, 8-I3, 
qf, I26f; Chamber Concerto, lj2: 
17If; Lieder, Op. 2, lj2:I73; Lyric 
Suite-Three Movements (arr. for 
string orch .), l j 2:I72; Ilj2:167; Lu
lu, lj2:I28; Ilj1:10o, 125n; Il j 2: 

. 7 • 
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8-13; Lulu Symphony, If 2: 170£; 
Seven Early Songs, I/ 2: 172f; String 
Quartet, Ij2:23; Der Wein, Ij2: 
173; Wozzeck-Symphony Frag
ments, Ij2:170 

Berger, Arthur, Ij2:189n; IIj2:14; 
String Quartet, I/ 2: 185£ 

Bergson, Henri, II I 2: s6n 
Berio, Luciano, Ij2:46; IIj2:168; Cir

cles, IIj 2: 168; Sequenza, If 1: 196; 
Ij2:22; Tempi concertati, Ij2:27, 
28, 52; IIj2:167 

Bernard, I j 2: 189n 
Bernstein, Leonard, I/ 2 :46; II/ 2: 14 
Bialas, Gunther, Ij2:19on 
Biel, Michael von, String Quartet No. 

2, IIj2:163f 
Birtwhistle, Harrison, Refrains and 

Choruses, IIj 1:140 
Blacher, Boris, A bstrakte Oper No. 

I, IIj I: 138 
Blackmur, Richard P., II/ 1:156 
Blackwood, Easley, I j 2: 190n 
Blitzstein, Marc, IIj2:6£, 14, 18; The 

Cradle Will Rock, II/ 2:6; No for 
an Answer, IIj2:6; Regina, IIj2:6 

Blom, Eric, II/ 2: 17 
Blumer, Theodor, Ij2:190n 
Bohmer, Konrad, Zeitliiufte, II j 2: 

165, 166 
Borries, Siegfried, I j 2: 190n 
Boucourechliev, Andre, I j 1: 194 
Boulanger, Nadia, Ij1:37; Ij2:203; 

II/2:6 
Boulez, Pierre, If 1:153, 169£, 18on, 

184n, 194; Ij2:46, 1o7n, 148-s1, 
153£, 194; II/ 1:3, 137, 142£, 157; 
IIj2:2, 20, 128, 162, 168£; Improvi
sations sur M allarme, I j 2: 13, 16, 
27, 29; II/ 1: I42f, 150; Le Marleau 
sans Maitre, Ij2:49, 69; IIj1:140; 
Piano Sonata No. I, II j 1: 138; Piano 
Sonata No.2, Ij2:6-5; Piano Sonata 
No.3, Ij2:24f, 37-44, 65, 7of; IIj1: 
143; Pli selon pli, Ij2:65, 69; IIj1: 
143; Polyphonie X, Ij2:65n; Sona-

tina for flute, I/ 2: 153£; Structures, 
Ij1:1s8, 170, 18on, 193; Ij2:65, 
109n, 113n; IIj1:97, 142£, 145; IIj2: 
167 

Bowles, Paul, IIj2:14, 18 
Brahms, Johannes, I/ 1:33, 154; If 2: 

172; II/ 1: 157; Symphony No. 4, 
IIj2:147 

Braithwaite, Sam Hartley, Ij2:190n 
Brandstetter, I j 2: 190n 
Brecht, Bertolt, IIj2:6 
Brigham, Sylvia, IIj2;163 
Britten, . Benjamin, II/ 2: 14 
Brogue, If 2: 190n 
Brown, Earl, Ij2:21; IIj2:167; Avail

able Forms II, Ij1:195; Hodo
graph I, Ij2:14, 28, 71; IIj1:142, 
145; Music for Cello and Piano, 
Ij2:14 

Brunswick, Mark, I/ 1 : 14 7n 
Bukofzer, Manfred, I/ 1 :86; II/ 1:157 
Burkhard, Willy, Ij2:190n 
Burney, Charles, I/ 1:84 
Busoni, Ferruccio, I/ 1 :33; I/ 2: 190n, 

199; Entwurf einer neuen Aesthetik, 
Ij2:62; Sonatina pro clavicembalo, 
Ij 2:189 

Bussotti, Sylvano, Ij2:71, 199; IIj2: 
162£; Due Voci, Ij1:195; Fragmen
tations pour un joueur de harpes, 
IIj2:162; Phrase, IIj2:16:2; Pour cla
vier, IIj2:162; Torso, IIj2:162 

Byrd, William, II/ 1:157 

Cage, John, Iji:1s8, 196; Ij2:46, 53, 
54, 6o, 64, 71, 137-41, 150, 197, 199; 
IIj 1:3, 6; IIj 2:14, 19£, 131, 164; Car
tridge Music, IIj1:139; Imaginary 
Landscape No. 4, Ij2:138£, 141, 
158; Music for Carillon I, If 2: 14; 
Music of Changes, Ij2:21; Solo for 
Voice 2, IIj1:139; Variations, IIj2: 
162 

Campbell, James, IIj1:139 
Cardew, Cornelius, Octet '6I for jas

per johns, IIj1:138£ 

0 8 0 



I 
1 

INDEX OF NAMES AND WORKS 

Carpenter, John Alden, IIj2:17 
Carter, Elliott, Ij1:126, 127; Ij2:14, 

50, 58£, 98, 148£, 183, 190n, 194; 
IIj2:14, 17, 75n, 125-28; Cello So
nata, II j 2:127; Double Concerto, 
I/1:1 95; I/2:23£, 25, 174, 175, 177-
81, 192-94; Eight Etudes and a Fan
tasy, I j 2:203; Piano Sonata, II j 2: 
127; Sonata for Flute, Oboe, Cello 
and Harpsichord, Ij2:192; String 
Quartet No. I, Ij2:23; IIj2:125ff; 
String Quartet No.2, Ij2:18-2o, 23, 
177, 192; IIj1:141; Variations for 
Orchestra, Ij2:15; Voyage, IIj2: 

127 
Casadesus, Henri, If 2: 19on; Preludes 

for Viola d'Amore, Ij2:190 
Casella, Alfredo, II/ 2: 14 
Castelnuovo-Tedesco, Mario, Ij2: 

190n 
Castiglioni, N iccolo, II f 2: 162; A pres-

tudes, Ij2:203; Tropi, Ij2:16 
Caturla, Alejandro Garcia, II/ 2: 17 
Cerha, Friedrich, I/ 2: 190n 
Chanler, Theodore, II/ 2:14 
Chavez, Carlos, IIj2:17 
Childs, Barney, IIj1:137; Welcome to 

Whipperginny, IIj1:139 
Chopin, Frederic, Mazurka, Op. 56, 

No. ;, IIj2:152; Piano Sonata No. 

2, I/1:83 
Chou Wen-Chung, Metaphors, II/ 1: 

140 
Ci tkowi tz, Israel, II/ 2: 14 
Claudel, Paul, If 1: ll 
Clementi, Aldo, II/ 2: 16o; Informels, 

II/ 2:160 
Cohn, Arthur, Ij2:19on; IIj2:14; 

Quotations, II/ 1:142 
Coleman, If 2: 190n 
Collaer, Paul, I/ 2: 148, 151-53 
Cone, Edward T., Ij1:126, 147n, 181, 

184, 186, 191; IIj1:39, 137 
Cook, John, Flourish and Fugue, II/ 1: 

141 

Coolidge, Mrs. Elizabeth Sprague, 
If 1:8 

Cooper, Grosvenor, I/ 1: 181-84, 184n 
Copland, Aaron, I/ 1 : 2; I/ 2: 15 1, 2 11 ; 

II/2:14, 16ff, 126£, 141-49· 176; Ap
palachian Spring, II/ 2: 146; Conno
tations, IIj2:141-49; Nonet, Ij1: 
172-79; IIj2:141, 149; Piano Fan
tasy, Ij1:173; IIj2:126, 141£, 145, 
149; Piano Quartet, Ij1:179; IIj2: 
141, 143; Piano Sonata, If 1: 178; 
Piano Variations, Ij1:178; IIj2:126, 
141, 145; Sextet, Ij1:173; Short 
Symphony, II/ 2: 145; Symphonic 
Ode, IIj2:141 

Cordier, Baude, II/ 2:43 
Cortese, Luigi, Ij2:190n 
Couperin, Frant;;ois, I j 2: 191 
Cowell, Henry, Ij1:18on; Ij2:28, 

19on, 196, 203; IIj1:95£; IIj2: 
14, 16£, 19; Fabric, Ij2:17 

Craft, Robert, Ij2:170-72 
Crawford, Ruth, II f 2: 16; Quartet 

(I9JI), II/2:125 
cummings, e. e., IIj2:77, 168 
Curandeau, If 2: 190n 

Dahl, Ingolf, If 1:14 
Dallapiccola, Luigi, Ij2:95-106; 151; 

IIj2:14, 17, 20, 141; Cinque canti, 
I j2 :95, 99n; Concerto per la notte 
di Natale dell' anna I956, Ij2:95, 
97-101; Dialoghi, I j 2:g7n, 99n, 10If; 
Quaderno musicale di Annalibera, 
Ij2:99n; Requiescant, Ij2:97n, 102-
o6; Variazioni per orchestra, Ij2:95, 
99n; IIj1:141 

Danielou, Alain, II / 2 :63n 
Dart, Thurston, II / 1:157 
Davies, Henry Walford, I j2 : 1gon 
Day, Alfred, IIj2:158 
Dean, Winton, II/ I: 157 
Debussy, Claude, Ij1:32, 33, 125, 157, 

192; Ij2:10, 148, 151, 196; IIj1:48, 
142; IIj2:131, 163; Clair de lune, 

. 9. 



PERSPECTIVES OF NEW MUSIC 

Ij1:10; Sonata No.2, Ij2:191; Ilj2: 
167 

Dechario, Joseph, II / 1: 139 
Decker, Harold, II/ 1:141 
Decruck, Fernande, If 2: 190n 
Degen, Helmut, Ij2:19on 
Delannoy, Marcel, If 2: 190n 
Delibes, Leo, I 1 1: 10 
Deli us, Frederick, If 2: 190n 
Demuth, Norman, Ij2:190n 
Dent, Edward J., II/ 1:157 
Des Marais, Paul, Ij2:19on; Capric-

cio, II/ 1:142 
Diaghilev, Sergei, If 1:8£ 
Diamond, David, II/ 2:18 
Dietrich, Fritz, II f 2: 190n 
Distler, Hugo, If 2: 19on 
Dohl, Friedheim, Oculapsis, IIj2:165 
Dolin, Anton, If 1:13£ 
Dolphy, Eric, II/ 1:137, 139, 140 
Donatoni, Franco, Ij2:19on; IIj2: 

161£; Movimento, Ij2:191; Per Or
chestra, IIj2:161; Quartet No. 4, 
IIj2:161 

Dorati, Antal, Ij2:17of 
Dorian Wind Quintet, Ij2:203 
Dowland, John, II/ 1:136 
Driessler, Johannes, If 2: 190n 
Dufay, Guillaume, If 1: 183n; II/ 1: 134, 

1 57 
Duhamel, Antoine, If 2: 19on 
Duke, Vernon, Ij2:190n 

Eder, Helmut, If 2: 19on 
Eimert, Herbert, If 1:160, 162£ 
Einstein, Alfred, II/ 2: 14, 19 
Eisler, Hanns, If 1:155 
Eliot, Thomas Stearns, If 1:156, 158, 

192 
Eloy, Jean-Claude, II/ 2:167 
Elston, Arnold, If 1: 18on; Quartet 

(Ig6I), II/2:169-72 
Erb, Donald, If 2: 190n 
Erickson, Robert, IIj1:137; IIj2:56n, 

61n; Piano Concerto, IIj1:139; Ra
mus-Toccata, IIj1:138 

Escher, Rudolf, If 2: 190n 
Evangelisti, Franco, Ij1:194; IIj2: 

16o; Proiezioni sonore, If 2:24£, 29; 
Random or not random, IIj2:16o 

Falla, Manuel de, If 2: 19on; Harpsi
chord Concerto, Ij2:190, 191; El 
Retablo de Maese Pedro, If 2:189, 
191 

Farnaby, Giles, Ij2:194 
Fawcett, Rodney, Ij2:10 
Feldman, Morton, If 1: 196; If 2:47; 

II/ 1 :3; De Kooning, II/ 2: 16If 
Fine, Irving, I j 1 :6; IIj2: 14; The 

Hour Glass, II/ 1:142 
Finney, Ross Lee, Fantasy, II/ 1:141 
Fiorillo, Dante, If 2: 190n 
Fitelberg, J erzy, II/ 2: 17 
Fletcher, Stanley, II/ 1:141 
Fokker, Adriaan D., Ij2:12 
Foote, Bruce, IIj1:141 
Forte, AJlen, If 1: 18on, 183, 184n; 

IIj2:150-58 
Fortner, Wolfgang, If 2: 19on; II/ 2: 

163 
Fortuna, Ij2:199 
Foss, Lukas, Ij2:175, 183ff; Echoi, Ij2: 

50, 184; Time Cycle, Ij2:184f 
Fran~aix, Jean, If 2: 190n 
Frazzi, Vito, If 2: 190n 
Frescobaldi, Girolamo, If 2: 191 
Fromm Music Foundation, Ij1:1; Ij2: 

1 7 4' 2 1 1 ; II I 1 : 142 
Fukushima, Kazuo, If 1: 195; II/ 2:167 
Fuller, Donald, II/ 2:4 
Fux, Johann Joseph, Ij1:3o; IIj2:2 

Gabrieli, Giovanni, I/ 1: 194 
Galilei, Vincenzo, I/ 1:156 
Garvey, John, II/ 1:139 
Gazzeloni, Severino, Ij1:196; Ij2:46 
Gener, If 2: 190n 
Gerhard, Roberto, Nonet, IIj1:142, 

148 
Gershwin, George, II f 2: 18 
Gesualdo, Carlo, If 1 :3of; II/ 1:135 
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I35, I57; Missa "Da Pacem," If~: 

I 59 

Kagel, Mauricio, Iji:I94; Ij2:46; 
IIji:95f; IIj2:I59, I67; Sexteto de 
cuerdas, Ij2:I2; Sur Scene, IIj2:I69 

Kaiser, Hermann-Josef, Sonata for 
solo flute, II j 2:I65 

Kallman, Chester, II j 2:4o 
Kalmus, Alfred, IIj2:8f 
Kaminski, Heinrich, I j 2: I9on 
Karkoschka, Erhard, I j 2: 10 

Karp, Howard, II/ I : I40 
Kassler, Michael, I j 2:I30 
Kauffmann, Leo Justinus, Ij2:I9on 
Kaufman, Pearl, I j 2:I7o, I72 
Kayn, Roland, I j 2:I94; Schwingung-

en, IIj 2:I6o; Vectors I, II j 2:I6o 
Kelemen, Milko, If I: I95 
Keller, Hans, If I: I9In; If 2:207, 208 
Kestenberg, Leo, If 2:73 
Kilar, Wojciech, Riff, ((62", Ij2:203 
Kirchner, Leon, Concerto for Violin, 

Cello, Ten Winds and Percussion, 
I j 2:26, I74, I75, I8I-83; Sonata 
Concertante, IIj I: I40; String Quar
tet No. 2, Ij2:23 

Kirkpatrick, Ralph, Ij2:I93n, I94; 
IIji:I57 

Klebe, Giselher, I j 2:I9on 
Klouzner, Boris, I/ 2:203 
Klussmann, Ernst Gernot, IIj2:I63 
Knab, Armin, I f 2: I9on 
Knorr, Ernst Lothar von, If 2: I9on 
Kodaly, Zoltan, Iji:I92; Ij2:I5I; 

IIj2:I4; Symphony, Iji:I92 
Koenig, Gottfried Michael, I j I: I70 
Kahn, Karl, Capriccios, IIj I: I42, ISO; 

Concerto Mutabile, II f 2 :87-99; Ser
enade, IIj I: I42, I 50 

Kontarsky, Aloys, IIj2:I67 
Kotonsky, Wladimir, Iji:I95; I j 2:203 
Kraehenbuehl, David, I j 2: I9on 
Krenek, Ernst, Iji:II7, II8, I20, I58f; 

I j 2:I9on; IIji:142; IIj2:I4f, I9; 
Alpbach Wind Quintet, IIji:I45; 

Flute Piece in Nine Phases, IIf I: 
145; Quaestio temporis, Ij2:68; 
IIji:I45-48; Sechs Vermessene, Ij2: 
68; Sestina, Ij2:68; Ueber neue Mu
sik, If I: I20 

Krenz, Jan, Ij2:203 
Kupferman, Meyer, IIJ I: I 52 

La Salle Quartet, I / 2:203 
Lachenmann, Helmut, I f I: I94 
Ladmirault, Paul-Emile, I j 2:I90n 
Laks, Simon, I j 2: I90n 
Lamb, Hubert, Ij2:I9on 
Landini, Francesco, I f I :28 
Landowska, Wanda, I j 2: I89 
Langer, Suzanne, II j 2:58n 
Langlais, Jean, I j 2: I9on 
Lasso, Orlando de, II/ I: I35 
Layton, Billy Jim, Ij2:I9on; IIj2: 

I27; Five Studies for Violin and Pi
ano, IIj2:I25; Septet, IIj2:I27; 
String Quartet, II j 2: I27 

Lazaro£, Henri, Inventions, IIJ I: I42, 
I48f 

Leclere (Tristan Klingsor), I j 2: I9on 
Lederman, Minna, II j 2: I4 
Leibowitz, Rene, I j 2:II4n, I44, I9on; 

II / 2: I6o 
Leigh, Walter, I j 2: I9on 
Leinsdorf, Erich, I j I : 2; I j 2: 2 I I 
Lenox Quartet, II j 2: I69 
Lessard, John, I j 2: I9on 
Levin, Walter, IIj2:I64 
Levy, Ernst, Ij2:190n 
Lewin, David, I f I: I52n, I88n; I f 2: 

1I4n, 134n; II j 1:I20-32, I59 
Lifar, Serge, I j 1: I o 
Ligeti, Gyorgy, I j 1: I7o, 18on; I j 2: 

49, 65, 7I, II3n, 2oi; IIj1: 97; Ap
paritions, II j 2:I6o; Atmospheres, 
II / 2: I6o 

Linke, Nor bert, Konkretionen, II j 2: 
166 

Lockwood, Normand, Quiet Design. 
IIji:I4I 

Lowinsky, Edward E., II / I: 133-36 
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Luening, Otto, I/ 2: 190n 
Lutoslawski, Witold, ]eux V enitiens, 

If 2:199 

Machaut, Guillaume de, If 1:28 
Machlis, Joseph, I/ 2: 142-45 
Maderna, Bruno, IIj2:167; Roney

reves, If 1:196 
Mahler, Gustav, Ij1:27; Ij2:172; IIj1: 

47£; Symphony No.7, Ij2:151 
Malcolm, George, Ij2:190n 
Malec, Ivo, Ij1:195 
Maler, Wilhelm, Ij2:190n 
Malipiero, Gian Francesco, If 1: 192; 

Ij2:19on; Pause del Silenzio, Ij1: 
192; Rappresentazione e Festa, If 1: 
192; Serenissima, I/ 1: 192 

Manzoni, Giacomo, If 1:194 
Marcello, Alessandro, Oboe Concerto, 

IIj2:153 
Marenzio, Luca, I/ 1:85 
Markevitch, Igor, II/ 2:17 
Markova, Alicia, I/ 1: 13£ 
Martin, Frank, Ij2:19on; IIj2:141 
Martino, Donald, Ij1:96n; Ij2:99n; 

Cinque Frammenti, II/ 1:139, 142, 
148; Trio, II/ 1:82-90 

Martinu, Bohuslav, Ij2:190n 
Martirano, Salvatore, Cocktail Music, 

IIj1:138 
Marx, Josef, II/ 1: 139 
Marx, Joseph, I/ 2: 190n 
Mascagni, Pietro, If 1 :84; II/ 1:156 
Mason, Marilyn, II/ 1:141 
Matsudaira, Yoritsune, If 1:195 
Mayuzumi, Toshiro, II/ 1:137£ 
McBride, Robert, I/ 2: 190n 
McDowell, John, I/ 2: 190n 
McKenzie, Jack, IIj1:139 
McPhee, Colin, Ij2:19on; IIj2:14, 19 
Mellers, Wilfred, Ij2:190n 
Mendel, Arthur, IIj2:14 
Mendelssohn, Felix, I/ 1 :86; Hebrides 

Overture, II/ 2:152 
Menotti, Gian-Carlo, II/ 1:152, 160 
Messiaen, Olivier, Ij1:18on; Ij2:65, 

194; IIj1:2on; IIj2:17, 20; Modes 
de valeur et d'intensites, If 2:65; 
Oiseaux exotiques, IIj1:14I 

Metzger, Hans-Klaus, IIj2:162 
Meyer, Leonard, If 1:181-84, 184n 
Meyer-Eppler, Werner, Ij1:17I 
Micheelsen, Hans Friedrich, If 2: 19on 
Mieg, Peter, Ij2:19on 
Migot, Georges, I/ 2: 190n 
Milhaud, Darius, Ij2:19on; IIj1:115-

19; IIj2:14, 19; Agamemnon, IIj1: 
116; Choephores, II/ 1: 116; Cock
tail aux clarinettes, IIj1:115f, 119; 
Etude poetique, II/ I: 117; Eume
nides, IIj1:115; L'homme et son 
desir, IIj1:116; Neige sur le fleuve, 
II/ 1: 117; Suite de quatrains, II f 1: 
118£ 

Mills, Charles, IIj2:14 
Mitchell, William, IIj2:154f 
Monfred, Avenir de, Ij2:190n 
Monteverdi, Claudio, If 1 :3of, 84, 156; 

IIj1:1 56; IIj2:127 
Morthenson, Jan W., Coloratura III, 

II/ 2:166 
Moser, Rudolf, Ij2:190n 
Mozart, Wolfgang Amadeus, If 1:1, 

33, 154, 181, 186, 191; I/2:152; II/I: 
28n, 152; IIj2:3, 14, 151; Don Gio
vanni, Ij2:98; Musikalisches Wur
felspiel, If 2: 199; Piano Quartet, 
K. 478, I j 1: 191; I j 2:2o6-11; Piano 
Sonata, K. 331, Ij2:2o8 

Murrill, Herbert Henry John, If 2: 
190n 

Mursell, James L., Ij1:181, 182n 
Mussorgsky, Modest, If 1:33 

N aginski, Charles, If 2: 190n 
Nancarrow, Conlon, II/ 1:141 
Nathan, Hans, Ij2:95n 
Nevin, Ethelbert, Ij2:137 
Nicolov, Lazar, I/ 2:203 
Nilsson, Bo, I/ 1: 169£; Quantitiiten, 

If 2: q; Zwanzig Gruppen, II f 1: 138, 
140 
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Nono, Luigi, Iji:193, I94· 196; Ij2: 
68, 107n; Canto sospeso, Ij2:2oi; 
Cora di Didone, Ij I: 194; Ha Veni
do, lji:194; IIji:I42, 148 

North, Alex, I/ 2: I9on 
Nottebohm, Gustav, II/ I: 157 
Nussio, Othmar, lj2:19on 

Oboussier, Robert, Ij2:I9on 
Obrecht, Jacob, Missa Sub Tuum Pre

sidium, Ij2:2In 
Ockeghem, Johannes, I j I: 85; II/ I: 

I33f; II/ 2: I69; Missa Caput, II/ 1: 
I34 

Ogdon, Wilbur, Ij2:u9n 
Oliveros, Pauline, Trio, II/ I :77-82 
Or bon, Julian, I j 2: 19on 
Orff, Carl, I j 2: I90n 
Ornstein, Leo, II/ 2: I6 
Oustvolska, Halina, Ij2:203 

Palestrina, Giovanni Pierluigi da, I j I: 
29£; IIji:I52 

Paris, Daniele, IIj2:I63 
Parris, Robert, I/ 2: 190n 
Parsons, William, II/ 1:139 
Partch, Harry, Ij2:I2; IIj2:6In, 74n 
Passani, Emile, I j 2: I9on 
Peeters, Flor, I j 2: 190n 
Peltzer, Dwight, II/ 1: I37-40 
Penderecki, Krzysztof, I/ 2:46, 200, 

203; II/ 2: I67; Anaklasis, Ij 2:67; 
Strofy, IIji:142ff; Threnos, Ij2: 
29, 201 

Pepping, Ernst, I I 2: 190n 
Perkins, John M., Quintet Variations, 

II/ 1:67-76 
Perle, George, Iji:98; Il2:125-36 
Persichetti, Vincent, I/ 2: I42, I45f, 

190n 
Petrassi, Goffredo, I I 2: 19on, 194; Ser

enata, I I 2: 191; Sonata da camera, 
I l 2:191 

Petzold, Friedrich, I j 1: 18on 
Phillips, Burrill, Perspectives in a 

Labyrinth, IIj I: I4I 

Picasso, Pablo, I j I: 18 
Pilarczyk, Helga, Ij2:I70 
Pinkham, Daniel, I j 2: I9on; C oncer-

tante No. 3, IIj I: I4I 
Pirro, Andre, I / 1:85 
Pisk, Paul, IIj2:14 
Piston, Walter, I/ 2: 19on; II/ 2: I6, 

150-58 
Pleasants, Henry, IIji:I5I 
Polignac, Arman de de, I j 2: I90n 
Ponce, Juan, II/ I: 134£ 
Porter, Cole, I/ 1:14 
Porter, Quincy, I/ 2: I9on; Duo for 

violin and harp (or harpsichord), 
Ij 2:190£ 

Poulenc, Francis, I j 2: I9on 
Pousseur, Henri, Iji:163f; Ij2:46, 

65n, 69; IIj2:I68; Caracteres, Ij2: 
69£; II/ 1: I42, 143£; Exercises pour 
piano, lj2:69; Repons pour sept 
musiciens, IIj2:I67; Symphonies for 
fifteen soloists, I/ 2:25 

Powell, Mel, I j 2: I90n 
Prokofiev, Sergei, I j 2: 1; IIj2: I5 
Purcell, Henry, Dido and Aeneas, 

IIj1:I57 

Raasted, Niels Otto, I j 2: I90n 
Rachmaninoff, Sergei, I/ 1 :83; lj 2:8 
Rameau, Jean-Philippe, IIj2:I58 
Ramo us, Gianni, Orfeo Anno Domi-

ni MCMXLVII, IIji:138 
Randall, J. K., Demonstrations, II j 2: 

77-86 
Ranki, Gyorgy, Ij2:19on 
Ratner, Leonard, IIj2:I50-58 
Ravel, Maurice, Iji:156; IIj1:142 
Read, Gardner, I j 2: I9on 
Redlich, Hans F., IIj2:10, 12, I3n 
Reese, Gustave, I/ I :85 
Reger, Max, IIj2:3 
Reich, Willi, II j 2: II 
Reuter, Fritz, I j 2: I9on 
Reuter, S., Ij2:190n 
Riegger, Wallingford, I/ 2:203; II/ 2: 

I6f 
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Riemann, Hugo, If 1: 181n, 182n; 
II/2:1 58 

Rieti, Vittorio, If 2: 19on; Sonata all' 
antica, Ij2:191 

Robertson, Durant, II/ 1:139 
Robison, Tobias, Ij2:116n 
Rochberg, George, Ij1:96n; Ij2:63, 

64; La bocca della veritd, II/ 1:140 
Roesgen-Champion, Marguerite, Ij2: 

190n 
Rolland, Paul, II/ 1:140 
Rosbaud, Hans, If 2:205 
Rose, Billy, If 1: 13f 
Rosen, Charles, IIj1:15Iff 
Rosenfeld, Paul, II/ 2: 14 
Roslavetz, Nicolai, If 2:127 
Roussel, Albert, II/ 2:14 
Ruggles, Carl, If 2: 203; II/ 2: 16f 
Rush, Loren, Mandala Music, IIf 1: 

1 39 
Rzewski, Frederick, If 1 : 196; II/ 2: 16 3 

Sachs, Curt, If 1 : 18on 
Sahl, Michael, If 1: 196 
Saint-Saens, Camille, If 1:11 
Salzer, Felix, IIj2:154 
Saminsky, Lazare, II/ 2: I4 
Sanborn, Pitts, II/ 2: 14, 17 
Satie, Erik, Ij2:139 
Sato, Keijiro, Calligraphie, Ij2:66f 
Sa uguet, Henri, If 2: 19on; La Char-

treuse de Parme, Ij2:151 
Scalero, Rosario, IIj2:6 
Scarlatti, Domenico, II/ 1:157 
Schaefer, If 2: 190n 
Schaffer, Boguslaw, Ij2:203 
Schenker, Heinrich, If 1: 117, 118, 12 5, 

180, 182, 183; IIj1:152; IIj2:2, 36, 
I53ff 

Schillinger, Joseph, If 1: 168; If 2: 196 
Schleicher, Jane, II/ 1:140 
Schloezer, Boris de, II f 2: 14 
Schmitt, Flo rent, If 2: 190n 
Schmitz, Arnold, II/ 1: 15 7 
Schnabel, Artur, Ij1:46, 84; IIj1:152, 

156 

Schnebel, Dieter, Ij2:197 
Schonbach, Dieter, Lyrische Gesiinge, 

Ij2:203 
Schoenberg, Arnold, If 1:32£, 34, 37, 

6o, 84, 89, 94, 95n, 118f, 125, 136, 
152f, 154f, 172, 180, 184n, 191n, 
196; I/2=45, 46, 48, 64, 72f, 125-
36, 143, 147, 148, 149, 151-53, 194, 
203, 207f, 210; II/ 1: I, 2, 5' 47, 88, 
120-32, 154; IIj2:2ff, 6, 10, 14ff, 
18ff, 36, 43, 45, 47ff, 75, 77, 105, 
106, 110, I26f, 131, 141, 161, 163, 
165 

Music: Begleitungsmusik, II/ 2: 
49; De Profundis, If 1: 196; Erwart
ung, Ij1:157; Ij2: 132£, 134; Genesis 
Prelude, Ij1:196; Kammersympho
nie, op. g, Ij2:I7I; Klavierstucke, 
Op. II, Ij2:I33; Klavierstucke, op. 
23, Ij2:64, 127, 131f, 133f, 152; Kla
vierstilck, Op. 33a, Ij2:127; Kleine 
Klavierstucke, Op. Ig, Ij2:73-82; 
.Moses und Aron, IIj1:127; Orches
terlieder, Op. 22, Ij2:64; Orchester
stucke, Op. I6, Ij2:64, 171; IIj1:7; 
Phantasy for violin and piano, If 1: 

91f, 97n; lj 2: 134n; Piano Concerto, 
Ij2:134; IIj1:10o; Pierrot Lunaire, 
Ij2:3o; IIj1:10o, 128; Quartet No. 
J, II/ 2: 110; Quartet No.4, If 1 :9on, 
92; Ij2:9If, 135, 154; Serenade, Op. 
24, IIj2:167; String Trio, Ij:114n; 
Ij2:154; IIj1:137; Suite for piano, 
Op. 25, Ij1:93f; Variations for Or
chestra, If 2: 144; Variations on a re
citative, IIj1:14I; Verkliirte Nacht, 
II/ 1: 126; Violin Concerto, If 1 :89f, 
97n, 103-16; Ij2:134n; IIj1:120-
32; Der Wunsch des Liebhabers, 
Op. 27, No. 4, II/ 1:76 

Other writings: Harmonielehre, 
Ij2:12; National Music, Ij1:154f 

Schubert, Franz Peter, Ij2:46, 152; 
IIj2:151; Symphony No. 8, Ij2: 
I42f 

Schutz, Heinrich, II/ 2:43 
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Schuller, Gunther, Ij2:183, 190n 
Schuman, William, IIj2:18, 125 
Schumann, Robert, I/ 2:172 
Scriabin, Alexander, I/ 1:125 
Searle, Humphrey, II/ 2:14 
Sender, Raymond, Thrones, IIj 1:138 
Sermisy, Claudin de, Tant que vi-

vray, II/ 1:134 
Serocki, Casimir, Ij2:203; Serce Nocy, 

II/ 1:142 
Sessions, Roger, Ij1:117-47; Ij2:151, 

203; IIj1:4, 152f; IIj2:14-17, 19, 
127; Duo for violin and piano, IIj2: 
125; From my Diary, Ij1:117; Har· 
monic Practice, IIj2:153; The Mu
sical Experience, II/ 1: 153; Quartet 
No. I, Ij1:117; Quartet No.2, Ij1: 
126; Quintet, If 1: 136-46; Symphony 
No. I, Iji:117; Symphony No. 2, 
Iji:117; Symphony No. J, Iji:11o; 
Violin Concerto, Ij1:117, 126, I27-
36, I42, 144 

Shapero, Harold, Ij2:I9on 
Shapey, Ralph, Ij1:193; Ij2:3o, I87; 

Discourse, Ij2:187f 
Shaw, George Bernard, Ij2:I89 
Shifrin, Seymour, IIji:I20; IIj2:I27; 

Quartet No.2, II j 2:172-75 
Shostakovitch, Dmitri, IIji:I57; IIj2: 

I4, I6f, I9; Symphony No. 8, Ij2: 
203 

Simon, Netty, Facets 2, IIj1:142 
Smit, Leo, Academic Graffiti, IIj I: 142 
Smith, Russell, Palatine Songs, II/ I: 

I40 
Smith, William 0., If I: I96 
Smyth, Ethel, I j 2: 190n 
Sorabji, Kaikhosru, Ij2:I90n 
Soulage, Marcelle, I j 2: 190n 
Spies, Claudio, Tempi, IIj2:I12-124 
Staal en berg, I j 2: 19on 
Stein, Erwin, II j 2: 8 
Stevens, S. S., IIj2:57f, 6on 
Stockhausen, Karlheinz, I ji :153, I6o, 

164-69; Ij2:68, 107n, I48, I50, 194; 
IIji:3; IIj2:13I, I59, 161, 164£, 

I68; Carre, Iji:193; Gruppen, Ij2: 
so; IIji:116; IIj2:I64; Klavier
stiicke, Ij2:65, 68; Klavierstiick I, 
Ij2:66f; Klavierstiick X, IIj2:I67; 
Klavierstiick XI, Iji:157; Ij2:7o, 
I99; Kontakte, If I :40, 44-48; II/ 1: 
68; IIj2:I68; Kontra-Punkte, IIj2: 
159; Refrain, IIji:I39; Studie II, 
If I: 165; Zeitmasse, If 2: q, 2I, 69 

Strauss, Johann, K iinstlerleben, II j 1: 
100; Schatzwalzer, IIj I: 100 

Stravinsky, Igor, Iji:7-I7, 18-26, 33, 
I25, I36, I54, 155, I80, I92f; I j 2: 
45, I27, I43' I48, I49' I51, I53' 
I9on, I92n, 203; II/ I: I, 2, I1-42, 
I33; IIj2:2f, I5f, I8f, 35-55, I26.f, 
I4I, I65 

Music: Agon, II/ 1: I4-16; II/ 2: 
39, 49; Anthem: The dove descend
ing breaks the air, Iji:I92f; IIj2: 
54; A poll on M usagetes, I j I: 8-11; 
Bach Chorale-Variations, IIj2:49; 
Cantata, Ij2:I66; Ilj1:25n; Ilj2: 
39-45, 47; Canticum sacrum, If I: 25; 
Ilj2:39, 45, 47ff; Cinq doigts, IIj2: 
49; Concertina, I j 2: 153 

Concertos: Piano and winds, IIj2: 
36; Sixteen instruments ("Dum
barton Oaks"), II/ I: 16£, 29; Two 
pianos, Ij2:I65; Il j i:37; Ilj2:35f 

Firebird, I j i:IO; Ij2:I; Flood, 
Iji:16; Ilj2:35, 48, 50, 53, 55; His
loire du Soldat, If I :7; II / I :39; In 
Memoriam Dylan Thomas, II j2 :45, 
47; japanese Lyrics, Il j 1:142; feu 
de Cartes, I j2 :I51 , 208 

Mass, If 2: 166; Miniatures for Or
chestra, IIj2:49; Movements, Iji: 
25£; I j2: Iss-66, 169; II /2 :35, 48, 
so-ss; Nightingale, If I: IO; Noces, 
Iji:17, I8; Ilj1:I8-22, 24n, 26, 31, 
68n; Norwegian Moods, Ilj2:5; 
Octet, If I :7£, 33; II/ I :30-32, 35; 
Oedipus R ex, I f I :9, 10; Orpheus, 
Iji:IO; IIj1:32 

Persephone, I j i: 11-I3, 68n; Pe-
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trouchka, Ij1:125; Ij2:156; IIj1: 
12ff, 15£, 22-26, 28£, 36£; IIj2:36; 
Pulcinella, If 1: 10; Rake's Progress, 
I I 1 : 10; I I 2: 191; II I 1 :40; II I 2:40; 
Sacre du Printemps, Ij1:18, 33, 125, 
156£, 18on; Ij2:148, 202; IIj1:27-
30, 38, 42; IIj2:35ff, 125, 127; Scenes 
de Ballet, Ij1:13-15; IIj2-5; Scherzo 
Fantastique, Ij1:10; Septet, IIj2: 
43£, 47; Serenade in A, If 1:20, 23; 
IIj1:17, 30; Sermon) Narrative) and 
Prayer, Ij1:17, 192; Ij2:166-69; 
II/ 2:35, 48ff 

Sonatas: Piano (I904), II/ 2 :35; 
Piano (I922), If 1:8 

Songs from William Shakespeare, 
IIj2:44f, 47; Symphonies of Wind 
Instruments, Ij1:18-22; IIj1:39f; 
Symphony inC, IIj2:37; Symphony 
in Three Movements, If 1:25, 18on; 
Ij2:165; IIj1:4o; Symphony of 
Psalms, If 1:15-17, 20, 23-25, 159, 
172, 177; Ij2:166; IIj1:32-41; IIj2: 
35, 37£, 43; Threni, Ij1:25, Ij2:166, 
167; II/2:39· so£ 

Other writings: Poetics of Music, 
Ij1:155, 156; IIj1:25; IIj2:36 

Stravinsky, Vera (de Bosset), If 1:8, 13 
Stroe, Aurel, If 2:203 
Stuckenschmidt, H. H., IIj2:14 
Subotnick, Morton, Serenade No. I, 

II I 2: 100-05 
Surinach, Carlos, If 2: 19on; Tientos, 

If 2:190 
Suvtchinsky, Pierre, If 1:11 
Swift, Richard, Concerto) Op. 26, 

II/ 1:90-102 
Szymanowski, Karol, I/ 2:204 

Tansman, Alexander, If 2: 190n 
Tartini, Giuseppe, If 2: 12 
Tchaikovsky, Peter Ilitch, Ij1:10; Ij2: 

8 
Tchelichev, Pavel, If 1:12 
Thomas, Kurt, I/ 2: 19on 

Thomson, Virgil, If 2: 190n; II/ 2: 14· 
16, 18 

Tigrini, Orazio, II/ 1: 134 
Tinctoris, Johannes, I/ 1 : 2 8£, 30; II/ 1: 

34 
Togni, Camillo, Rondeaux of Charles 

d'Orleans, II/ 2:161 
Tovey, Donald Francis, Ij2:137; IIj1: 

152, 154 
Travis, Roy, Ijc18on 
Trimble, Lester, If 2: 19on; Four Frag

ments from the Canterbury Tales, 
Ij2:191 

Tromboncino, Bartolomeo, II/ 1: 136 
Tudor, David, If 1: 157; If 2:46, 199 
Turetzky, Bertram, II/ 1:137, 138£ 
Turetzky, Nancy, II/ 1:138 
Tzara, Tristan, Ij2:137 

Vallombrosa, Amedee de, Ij2:19on 
Van Crevel, M., Ij2:21n 
Varese, Edgar, Ij2:2, 139, 196; IIj1:1, 

3, 5, 7; II/ 2:2, 16£, 19£, 16of; Ar
canes, If 2:203; Ecuatorial, IIf 2: 
16o; Hyperprism, II/ 2: 160; Inte
grales, II/ 1 :7£; II/ 2:160 

Vaughan Williams, Ralph, If 2: 190n 
Verdi, Giuseppe, Forza del Destino, 

Ij1:12; Trovatore-Miserere, Ij1: 
10 

Veretti, Antonio, If 2: 190n 
Vicentino, Nicolo, If 1 :3o; II/ 1:135 
Vivaldi, Antonio, If 1:87 
Vlad, Roman, Ij2:148, 153; IIj1:2on 
Von Oertzen, Rudolf, If 2: 190n 
Vuillermoz, Emile, II/ 2: 14 

Wagner, Richard, If 1:32, 33, 154, 155, 
157; Ij2:45, 172, 205; IIj1:73n; 
Gotterdammerung, IIj2:151; Parsi
fal, IIj2:169; Siegfried, IIj2:169; 
Tristan und Isolde, Ij1:157, 182n; 
II/ 2:127, 151, 169; Walkure, II/ 2: 
155, 169 

Wagner-Regency, Rudolf, If 2: 19on; 
Spinettmusik, If 2: 190 
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PERSPECTIVES OF NEW MUSIC 

Walden Quartet, II/ 1:137 
Waltershausen, Wolfgang von, Ij2: 

19on 
Weber, Ben, Ij2:19on 
Weber, Carl Maria von, Ij1:155 
Webern, Anton von, Ij1:57, 94n, 122, 

153, 184n, 192; Ij2:9, 54, 64, 96, 
125-36, 144· 148, 149· 151, 155· 166, 
167, 169, 201, 203, 206; IIf1: 2L 
5, 7, 47, 82, 88; II/ 2:2f, 15, 17, 20, 
42, 44· 77· 106, 127, 165, 168, 177; 
Concerto) Op. 24, If 1 :96n; II/ 1: 
142; IIj2:167; Lieder) Op. I4, 
II / 2:169; Lieder) op. I9, IIf1: 
76; Orchesterstilcke) Op. 6, If 1: 
196; Quartet) op. 28, If 1: 196; II/ 1: 
137; Siitze) Op. 5, IIj1:137f; Sym
phony) Op. 2I, Ij2:127, 128; Varia
tions) op. 2J, If1:95n, 184-90; Ij2: 
107-20, 151; II/1:7, 138, 149 

Wedekind, Frank, II f 2: 9£ 
Weill, Kurt, IIj2:6, 15L 18f; Drei

groschenoper, Ilj2:6 
Weinberg, Henry, Three Songs, IIj2: 

106-11 
Weiss, A dol ph, II f 2: 16f 
Weisse, Hans, If 2: 19on 
Wellesz, Egon, If 1:16 
Westergaard, Peter, Ij2:2o6, 211 
Westphal, Rudolph, I/ 1: 182n 
vVhithorne, Emerson, II/ 2:17 
Whittenberg, Charles, Electronic 

Study II, IIj1:138 
Wieck, Grace, II/ 1:139 

Wiehmayer, Theodor, Ij1:182n, 183n 
Wigglesworth, Frank, I/ 2: 19on 
Willaert, Adrian, IIj1:133, 135 
Winckel, Fritz, II/ 2: 135 
vVinham, Godfrey, Composition for 

Orchestra, II/ 1:102-13 
Wolff, Christian, If 1: 196; For five or 

ten players, IIj2:16If 
Wolpe, Stefan, Ij2:59, 186f; IIj1:51-

65; Form for piano, IIj1:52, 57-61; 
In Two Parts (for flute and piano), 
If 2: 186f; In Two Parts (for six 
players), Ij2:186; Passacaglia, IIj1: 
56; Piece for two instrumental u
nits, II/ 1:54, 61-64; Suite im H exa
chord, II/ 1: 139; Violin Sonata, 

II/ 1 =57 
Woodhouse, Mrs. Violet Gordon, Ij2: 

189 
Wuorinen, Charles, Concert for dou-

ble bass alone, II/ 1: 139 
Wyner, Yehudi, IIj2:127; Concert 

Duo, II/ 2: 127; Serenade, II/ 2:127 

Xenakis, Yannis, Ij2:2oof; IIj2:167; 
Pithopracta, Ij2:2oo; Version for 
string quartet, II/ 2:164 

Yasser, Joseph, Ij2:12 
Young, LaMonte, IIj1:152 

Zarlino, Gioseffo, Ij1:3o; IIj1:134 
Zirner, Ludwig, II/ 1:137 
Zorina, Vera, If 1:12 
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