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CHAPTER T

Introduction

Every planist at one time or another hopes to study and
perform at least one plane concerto. In additlon to the
pleasure which will be derived from the study and performance,
the student's musical growth will be greatly enhanced. In
this survey and study of the general development of the -
piane solo concerte, the goal is to breaden the understand-
ing of what the concerto ls and what it mesns.

Scholes saya:

‘The Piano Conecerto remains today one of the most
popular concertos of the world, as it is one of the
most personal and nTtional in expresslon of the whole
concerto repsrtory.

Development of the Concerto
The term "econcerto™ i1s derived from the Latin word
"ooncertare,” which means "to fight slde by side," "to com-~
ﬁ@te as brmtﬁers~in-arms."2 It was first used tomdésignate
vocal compositlions which were gupperted by an instrumental
accompaniment, in order to distinguish them from the then |

current style of unaccompanled a-cappella musie. The actual

1Percy Scholea, The (xford Companion bo Musle, p. 385.

2Willi Apel, “Concerto," Harvard Dictlonary of mMusic,
p. 171, : }
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collaboration between volces or between voices and ingtu-
ments was by no means a sgeventeenth century discovery, how-
ever; it dates back te primitive music. In Sumerian and
Egyptian music are found the oldeat records of organlzed and
systematized muslc.® The texts (written in the third
millenium B.C.) were freguently llturgical, and such early
instruments as the harp, oboe, flute, zither, drum, and cymbal
were used. The early Greeks were also musical. Their musiec
was centered around the drams and tragedy, and instrumental
accompaniment was furnished by the piper, the lyre, and the
double oboe.

About the ninth century wayfarers or wandering minstrels
began to appear. In France they were known as "jongleurs"
and in Germany as "gasukler" or "fahrende Sanger;“ More often
than not these jongleurs and gaukler were poor vagabonds who
merely sang songs that others wrote. They were seldom com-
posers, but they were very popular and very much in demand.
On the other hand, thse troubadours and trouverses were muslclans
and poets as well. The troubadours came from Provence, which
becams in 1487’the southeasgtern part of the kingdom of France.
The trouveres were thelr counterparts in the northsern part
of France. The troubadours and trouveres (lourished fer some

two hundred years, from the end of the eleventh century to

SCurt Saehs, The Rise of Music 1n the Anclent World,
Bast and West, p. 58.




the end of the thirtaénth, and they were generally not wander-
erd but neblemen and, occaslonally, ladles of a high class.
Much of the n@téti@n of thils music was for voices alona, but
there waa some use of instrumental aeaompaniment.4

The fourteenth, fifteenth, and sixteenth centurlies are
often referred to as the "a cappella period."™ It was not
until the sixteenth century thet mompcsitiwns began to appear

occasionally bearing the name "concerto" or some recognizable

derivative of it. Some early compositions of note were the

Coneertl Eeccleslastici by Andrea and Glovannl Geabrieli (1587),
Banchierli (1595), Viadana (1602), and Naldi (1807). "
In the seventeenth century the conearﬁo.relaﬁienship

was basically cheracterized by a differentiation of tonal
bodles or tone color. The addlition, therefore, of a single
instrument or of single Instruments to the voices in a ma8s
or motet was enough to include the term "eoncerto" in the

title of a composition. Viadana, in his Concerti Feclesi-

asticl (1602), centributed one of the first importeant steps
toward improving the meaning of the contirast between tonal
bodles. He narrowed the concerto prineiple down to one, two,

three, or four volces singing to an instrument, usually the

4Gustave Reese, Music in the Middle Ages, p. 203.

Spaul Henry L.ang, Musle in Western Givilizati@n, p. 196.




organ.® He explained that he wrote these concertos by vary-
ing the combinations of vocalists and the thorough bass, since
a full complement of vocalists was not always avallable. It
was not necessary, therefore, for a full quota of singers to
be present; the keyboard instrument could make up for any
deflciency in the vocal parts.7

This princlple led to a monodic rather than polyphonie
astyle, and it introduced the posslbility of employing a solo
voice rather than a messed chorus against an instrumental

tutti.® This use of the naeme concerto continued throughout

the Baroque pericd, e.g., in Sehutz's Kleine Geistliche

Concerten of 1636, and in several cantatas bj Bach whlch he
called "Concerti."

In the field'ofrpurely instrumental muisic the jolnt per-
formance by lanstrumental bodfes which were unequal in size
became the significant characteristic of the term. A solo
concerto, therefore, was one in which a single instrument
playsd against or in contrast with a group of instruments.®

In 1752 Quantz (1697-1773) made this distinctien:

There are also two types of concerto with one con-
certed instrument, or so-called chamber cencerto. Some
demand a strong accompaniment, like the concerto grosso,

but others a light accompaniment. I this is not
obaserved, nelther one will create the desired effect.

SAbraham Velnus, The Concerto, pp. l-3.

7Ruth Halle Rowen, Early Chamber Music, p. 19.

SVBiI‘lU.S, '?_E. Git‘, Pp. 5"470 gﬂpal, _,?,B.. Gitu, po 173-




From the first ritornelle one can see what kind of a
concerto it is. That whiech is composed serleusly,
majestieally, and more harmonically than melodleally,

and also 1s interspersed with many unisons, where the

harmony does not change by eights or quarters but halfl

or whole measures, must have a strong accompaniment.

But that whiech consists of an eslusive, humorous, gay

or cantablle melody, and has sudden changes of harmony,

has a better effect with a small number of instruments

in the accompaniment.l9

The type of concerto chosen and the tempo at which
it wag_performed actually depended upon the size of the
reom. )

The concerteo grosso, which dates from about 1670 te 1780,
was the first instrumental form te embody the principles of
concerto writing on a large scale,l? The use of a small
groap of solo instruments against the tuttl or full orchestra
characterized the concerto grosso, and this was considered
to be the c¢lassleal type of concerto iIn tha Baroque period.

In fact, the Baroque concerto was more of & style than a

form, a setting and manner of writing applied to the contem~
porary pieces (called sonatas, generally), which had developed
from the canzonas. The canzonas (1620 to 1670) were generally
pieces in one movement written in a number of short contrasted
sections with solo passages {generally for the vielin).1®

The sole instrumental concerto is based upon the prin-

ciple of drawing one single element, namely, one lnstrument

out of the orchestra and making 1t the objeet of sustained

10Rowen, op. cit., p. 122. 1l1p1d., p. 8.

12veinus, op. cit., p. 13, 134pel, op. eit., p. 118.




and concentrated sttentlon. Muslical Interest is centered on
the opposltion betwsen one Instrument and many. The fact
that thé solo concerto appeared later (1700) than the con-
corbo gregso (1670} dld not mean that the aénaerto grogso
was dead. The two forms existed side by side over a peried
of years.l4

The Baroque concerto reached its peak from 1670 to
1750, The sectlonal canzona was expanded into the sonata,
having three or more movements, with the upper parts receiv-
ing greater melodlc emphasls, and there was a fuller and more
homophonic style in general. There were three maln types of

the concerte in this period: (1) the concerte-sinfonia, which

used contrasting techniques of virtuoso figuratien rather
than contrasiing lnstrumental bodies--as in the vielin con-
certos of Gulseppe Torslli (4. 1708)--and contributed o
the development of a virtuoso style for the vielin: (2) the

concerto grosso, which used small groups of solo players

againat the full orchestra, such as the opus 8 of Arcangelo
Corelli (1653~1713) and the PBrandenburg Cencertos of J. 3.

RBach (1685-1750); and (3) the solo concerto, of which J., 8.

Bach's arrangements of Vivaldi's concertos opus 3, numbsers

8 and 10 are examples.

_ l4Nanfred F. Bukofzer, Music in the Baroque Era,
pp. 219-239. ,




Italy furnished the first significant impetus toward
the creation of the modern solo concerto.ld Barly examples
of solo techniques applied to the form of the Baroque sonats
are found in the works of Itallan Tomasso Albinoni (1674~
1745). These concertos were usually in three movements,
containing short soleo passages. Alessandro Scarlatti (1659«
1728) also contributed to the selo concerte by gilving the
golo Instrument equal importance with the erchesstra, as did
Antonle Vivaldl (1680-~1743). Vivaldl emphasized 8 new style
of rhythmic precisien as well as exploitation of the solo
Instrument. HReference is directed to his vielin concerte
number 6 In A minor (opus 3}, and hls concerte number 8 in
A minor for two violins (eopus 3).

The {transition from the Baroque conecerto te the classi-
cal concerto took place betwsen 1750 and 1785. German com-
posers took the initlative, particularly J. S. Bach's sons.
In this development was characterized the adoption of the
classical "sonata form" (firstmmbvamant form) in the
concerto.

The development of the classical and modern concerto
generally follows that of the sonata form frem which i%
borrowed 1lts chief features of form and style. Three sec-
tlens, the exposition, development, and recaplituletien,

generally characterized the sonata form; snd a coda usually

15veinus, ep. cit., pp. 34-37.




followed the recapitulation. The exposition contained a
number of themes and connecting passages which fall into

two large groups called first and second subject. The first
subject was usually dramatic while the second was lyrical.
The second subject was usually in the key of the dominant 1f
the tonle was major and in the relative key if the tonlc was
minor, and a "closing" theme, a part of the second subjech,
was often placed near the end. In practically all of the
earlier sonatas the expositlien was repsated. The coﬁposera
frequently wrote two different endings for the exposition,
indicating that they wished the section to be repeated. AABA
was the complete expression of the form of the first move-
ment.

In the development or central section the composer
differed his style from that of the expbsitlon and employed
guch techniques as rapid harmonic modulation, contrapuntal
imitatlion, use of themes in inversion and diminution, and
melodic segmentation. New themes were rarely used in thisa
sectlon.

The recaplitulation generally contained all or most of
the material of the expesitlon, slthough the bridge passages
wore modified so that the second theme appeared in the tonic
and not In the dominant. Thus the entire movement ended in
the tonic key. In some instances the coda was short, whéreas

in eothers it was very lengthy, as in the first movement of




Beethoven's piane secnata in € minor, opus 111, This codas
is twelve bara long.

In the concerto, however, there laz a difference in the
sbyle of writing due to the contrasted gections for solelst
and orchestra. The sonata form of the First movement under-
goes a general revlision. The concerto ususlly consists of
only three movements. For some reasen, the minuet or scherze
1s excluded. Almost all of the classical concertos, especlally
those of Mozart, begin wlth an opening tuttl in the orchestra
in whlch the principal themes of both subjects are announced.
This first tuttl always ends in the original key, rather
than in the dominant or relative major (if the key is minor)
as it would in a sonata. The true or sole exposition then
begins with the solo plano, sometimes entering Immedliately
with the main theme, as In Mozart's D major concerto (K..537),
end sometimes with a sort of virtuoso intreductory passage, ”
as in Beethoven's "Bmperor" concerto in E-flat, opus 73.

The second subject is Introduced In its related key as
it is In the sonata, and the first soleo usually ends in the
key of the dominant or relative major, as the case may be.

A shorter tutti leads te the second passage for sele and
orchestra, corresponding to the development section of the
sonata; and a return to the original key is effected through

a series of medulations. The principal subject is brlefly
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Introduced by the orchestra, and 1t ls centinued by the
soleoiat, correspending iIn this respect to the recapitula-
tion of a sonata. The movement 1s brought to a close by a
short flnal {tutti; and, especially in the older concertoes,

8 pause is generally made near the end of thls tuttl on the
6-4 chord on the dominant. At thils point the soloist intro~
duces the cadenza. The cadenza may be written out or lmpreo-
vised, and the general custom is to end the cadenza with a
long trill on the dominant geventh chord, reselving the 8-4
chord on whicn the cadenza beginas. The orchestra conecludes
wlth a short tutti passage, in whieh the soloist sometimes
accompanles.

The second movement of the concerto 1s similar to the
second movement of the sonata. The tempo is slow, such as
andante or adagio, and the selo 1s frequently very florid
and ornamental, The form is often binary or ternary. There
was cccaslonal use of the variatlon form, ss in the B-flat
concertos of Mozart (K. 450 and 458).

The last movement of the conecerto l1s generally in ronde

form, though agaln Mezart used the varlation form in his G

ma jor concerte (K. 453). s8Short cadenzas are frequently intro-

duced in this movement, as in the E-flat cencerte of Mozart

(Ko 271) and the ¢ minor concerto of Beetheven (opus 37).
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At least two-thirds of the works in classlical concertoe
form were contributed by Mozart .16 It was a form which he
cultivated throughout his entlire creative life. Mozart's
earlliest efforts in the concerto form were arrangements of
works by other cemposers, among whom were J, C. and C. P, H.
Bach. The progress which is registered Ifrom one group ef
concertos te the next serves as a sort of Index to the develop-
ment of the man and artist. Dr. Ludwig Koschel (1800-1877)
painstakingly compiled a list of Mozart's works in his Chroneo-

loglsch-thematisches Verzelichnls, and an appendix of lost and

doubtful compositions was included. Einsteln has prepared a
revision of this list.l7

| Mozart's cencerto art constantly progressed. He gave
detalled attentlon to the Iindividual qualiiies ef each instru-~
ment 1n the orchestra and balanced the avpllicatioen of these
gualities by an intensive exploration of the sonorities of
the solo plano. Mozart felt that the selo and orchestra must
balance each other, and as he expanded one he expanded the
other likewise. [His concertos became more difficult techni-
cally, and he seemed to try constantly to expand hils techni-
cal limlits. Noteble examples are Mozart's conecertos in D

(K. 537) and B-{iat (K. 585).

The artistic high peint of the entire concerte literature

16g1r Donslid Francis Tovey, Essays in Muslcal Analysis,
Vol. IITI, p. 3.

17p1fred HEinstein, Wolfgang Amadeus Mozart.
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was reached by Beethoven in the early nlneteenth century with
his five piano concertoes in G, B-flat, C minor, G, end E-flat.
Besthoven's first two plano concertos {(opus 15 and 19) belong
to his so-called first pericd. The first orchestral ritornello,
or tutti, in the ¢ major concerto {opus 15) establishes a
much wider framework with regard te the harmonie structure
than is apt to be found in the opening ritornelios in Mozart's
coneertos.

Ferdinand Ries (1784~1838) says of the third piano con-
certo (€ minor, opus 37):

Beethoven had given me hls beautiful Concerto in

C Minor (Op. 87) 1n manuscript zo that I might make

my first publlc appearance as his pupil with 1t; and

I am the only eone who ever appeared as such while

Besthoven was alive.... Beethoven himself conducted....

The pianoforte part...was never completely written out

in the seore; Beethoven wrote it down on separate

sheets of paper expressly for me.l8

By using his art of inventing themes which pass contin-
ually through several keys, Beethoven was able to give the
opening tuttl of his fourth concerto (G major, opus 58) a
variety of tonality wilthout losing its unity as & ritornello
or bscoming symphenlc. The solc was introduced before the
riternello, and & part of the theme was presented. Mozart,

similarly, in his E-flat concerto (K 271) had introduced the

golo in the second bar fer twoe andwﬂne—half bars and agailn

18p1lexander Wheelock Thayer, The Life of Ludwig van
Besthoven, p. 30.
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in the fif th bar for two and one-halfl bars then dropped 1t
entirely until the beginning of the solo expesition in the
fifty~-slxth bar.
In his fifth or "Emperor" concerto (E-flat major, opus
73) Beethoven also introduced the solo before the ritornello.
The opening figures of the solo are ar@eggiated In form, in
the nature of a cadenza. He also added a glgantic coda out
of a new recapltulation of the later themes of his ritornello.
His preoblem was to create a contrast to two movementa of
herolc power (the flrst and third movements), and he aveilds
monotony by & complete change of mood in the slow movement.
In both the feurth and fifth econcertos Beethoven felt no need
for & pause between the second and thlird movements.
Besethoven's plano style was founded upon the essen-
tially explosive nature of the instrument, and if in the
lagt analysis he found it unsatisfactory, it was because
the pianc was less explogive and less dynamic than him-
self. The demands he made upon the instrument were the
foundations of later technique.l9
Beethoven played his concertos from a set of mnemonic
devices rather than from the written scors; but when he finally
put the selo part down on paper it was 1n completed form.=20
After Beethoven, there was a general tendency te either
relax or disregard the conventional c¢lassieal concertoc form.

Louis Spohr (1784-1859) wrote a concerto for violin with

crcnestra in the style of an operatic scena which he called

19Veinus, op. cit., p. 149,

20Thayer, op. ¢lt., p. 7.
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"Yeena Cantante for Vielin with Orchestra.” The influence

of the romantic literature was so strong that“eomposers of the
aarly ninetesnth century began to favor characteristic detall,
gentiment, Imagination, and effeéect te the formalism of classi-
elsm. The orchestral tuttl was shortened or omitted in faver
of a single expositlon with sololst, and there was use of a
gort of free or fantasia form such as Felix Mendelssohn used
In his G minor concerto (1832) in whieh the only characteris-
tics of a concerto were the virtuosec element and the use of
sgqual and unequal Instruments. PFranz Liszt's concerte in A
major (first performed in 1857) is anether example. Robert
Schumann Iintroduced the solo plano after only one tutti chord
in his A minor concerte, opus 54 (first performed in 1845),
although this concerto was originally written as a fantasy.

In spite of various modiflecations, the concertos genaerally
followed the principles used by Beethoven, nemely, greater
prominence glven to the orchestra; no pause between the secend
and third movements; no long tuttl introduction and early
entrance of the solo (in the ¢ major concerto thes plano begins
alone and at the second bar in the E-flat concerto). Works
still sppeared occaslonally in the older form, hewever. For
instance, in Johsnnes Brahms! coencerto in D minor (first

performed in 1859 with the cmmposér as soloist (thé 2olo
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plane does not enter untll the ninety-first bar follewlng a
long expesitlon In which the first and second sublects are
introduced. Another innovation which appeared was a quicken-
ing of tempo at the end of the flirst movement (Schumann, opus
543 Grieg, opus 16). The cadenzas were written out.

In the latter part of the ninetesnth century the siruggle
of' subject peoples for national liberation began to flourish
and spread. The concerto of the romantic perlod becsme too
much of a concert-hall display piece to satisfy this power-
ful nationalistic influence. Antenin Dvorak (1841-1904) was
one of the most natienalistic composers, as was Peter Ilyich
Tchalkowsky (1840-1893); but Dvorak, despite hils very Slavic
nationallsm im hls concerto in G minor, opus 33, seemed unwil-
ling to let go the hand of Beethoven.2l The concerto in R~
flat minor, opus 23, an eoriginal plece of broad design, is
Tchalkowsky'!s most important piano composition. A glance at
the key signaturs, however, might be misleading. After a
ghort tuttl introduction (five bars) beginning in the key of
B-flat minor, the solc plane enters in the relative major
key. The Tirst movement as well as the last movement ends
in the key of B-flat major. The subjects are lyrical and
individual; and the entlire plece is origlinal, delicate, and

rich in dramatic appeal.

2lplex Robertson, Dvorak, pp. 111~112.
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Bdvard Grileg was also natlonalistic in hils music, much
more sophisticated than Dverak. His concerte in A minor
(1868) is especially noted for its warmth of melody and its
feeling for harmonic color. The first movement with 1ts
cadenza whlch builds up to such & magnificent climax 1is the
most familiar; but the haunting meledy of the secend movement
and the lively rhythm of the last movement are not lacking in
their appeal.

In the twentieth century the concerto began te take on a
bold, free style, reversing the conﬁantional techniques of
the nineteenth century. The composers began Lo by—ﬁass the
sole concerto as the major idiom of symphonlc expression. The
complexlties of modsrn life, together with the inventive minds
of the composers, produced a multiplielty of form, styles and
techniques in the twentleth century concerto. The tendency
was to break away from the conception of the sololist's para-
mount position. Consequently, the piano is often absorbed
into the modern orchestra as part of a multicolored fabrie
instead of being reserved solely for solo parts. Notable
examples of this are the third and fifth concertes (C, opus
26 and (¢, opus 55, composed in 1921 and 1932, respectively)
of Sergel Frokofieff; Dmlitrl Shostakovitch's opus 35 concerto
(1933)}; and the D minor concerto (1937) of Francls Poulenc.
Waurice Ravel, howsever, still held %o the nineteenth century

conception that the purpose of a concerto was to afford the

..
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virtuosoe an opportunity for publlic display. His concerto in
& (1931} is the evidence. Ravelts concerto for the left hand
alone was a completely new ilnnovatlon.

The twentleth century concertos have replaced the linger-
ing pedal technique and the thick sonorities wlth a sharp,
percussive treatment. Clashing sonerities and bhold disso-
nanecas charascterize Igor Stravinsky's concerto for two solo
planos (1924) and the [irst and second pianc concertos of
Bela Bartok, composged in 1927 and 1933, respectively.

In America, the concerto 1s not restrieted to any pre-
concelved formulas. It seems to be a compound of such ldioms
as Negro, Indian, Spanish, Hebrew, jazz, and many others.
#dward MacDowell's concerto in D mineor, opus 23 (1891), George
Gershwin's concerto in # (1925), and Aaron Copland's concerto
(1926) are typical of the concerto in America. MacDowell did
not place a cadenza at the end of the first movement, but he
placed several short solo passages in bthe nature of cadenzas
within the movemsnt. Gershwin, in his first orchestral intro-
duction, took a dance like the Charleston and gave 1t stately
dignity with a mixture of jJjazz. He added definite touches of
the blues to the "andante con moto" and "poco meno scherzando."
Copland's coneerto ls an experiment with symphonic jazz. It
is rhythmic, independent of mood, and full of sharp, clashing

gonorlties.
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gince the turn of the century the concerto, througn
all of its evolutions, has remained an integral part of
the music of our time, sharing the stylistic vielssi-
tudes and motlvated by the same imBulses evident 1In the
general body of present-day music. 2

22Veinus, ep. cit., p. 259.
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CHAPTER 1T

A LIST OF PUBLISHED CONCERTOS

Title, Key, Opus

B-flat miner
Concerto

B wminor, Op. 2
B, Op. 12

A minor, Op. 10
G-sharp

C=-sharp

P=sharp minor

Concerto
Concerto
Concerto (for 3

planos)

F, Op. 2

minor
minor

minor
minor

ompmudaa

Concerto No. 1
Concerto No. 2
Concerto No. 3

*See Appendix for key to publishers.

Publishef*

E‘l

Ma

X

X

L-Sch-T

e

Ia
Al~E-1~-Sch=-=T
AM~-E-M-SM-T
AM-E=M~T
AM-Br-E«}~Ma-T
AM=E -1 ~T

B
BH
BE




Composer

Bauver, Marion

1867~

Beach, #Mrs., H, d. A.

1867 -1941

Becker, Jean

1833-188l

Beethoven, Ludwig van
1770-1627

Bennett, W, Sterndale
1816-1875

Bliss, Arthur
1891~

Berowski, Felix

1872-

Bortkiewicz, Sergel
1877 -
poyle, George £,

1886-19.8

Brahms, Johannes

1833-1897

Braunfels, Walter

1862~

Britten, Benjamin

1893~

Busoni, Feruccio

1866-192L

Castro, Josge

1895-

Castro, laria
1892~

20

Title, Key, Opus

Concerto

Concerto No. 1
Concerto NHo. 2

Concerto Arabesque

c, Op. 15

B-flat, Op. 19

C minor, Op. 37

G, Op. 58

E-flat, Op. 73

# minor, Op. 19
oncerto for 2 planos
D minor

B-flat minor

U minor

D minor, Op. 15
B-flat, Op. 83
Concerto, Op. 21
D, Op. 13

C, Op. 39

Concerto

Concerto-

Publisher

Sch

X

X

Ar =N}
All-Au-Br-l-Sch-T
AM~tu~-Br-K-Sch~T
AM=Al~Br~N~-Sch~T
AM=Au -Br-M=Sch-T
AM=-Au-RBr-M-Sch-T

Au=-Br-if
B=NC

P

AM=-r~-Sch=-T
Al -Au-Br-i-Sch-T
I

BH

Sch
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Catoire, George L.
1861-1926

Chasins, Abram
1203~

Chausson, Hrnest

1855~1699

Chavez, Carlos

1899

Chopin, IFrederic
18101849

Copland, Aaron
1900~

Gowell, Henry E.
1897~

Cramer, Johann B.
1771-1858

Cras, Jean I, P,

1879-1932

Delius, Frederick

1863~1934

Dohnanyi, Zrnst von

1877-

Drangosch, frnesto
1882-1925

Dubols, Theodore

1837~192L

Dukelski, Viadimir

1903~

Tuncan-Rubbra, Edmund

1201 -

Dupont, Auguste
1827-1890
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Title, Key, Opus

Concerto, Op. 22
Concerto, Op. 31

Filrst Concerto
Sacond Conecerto

Concerto

Concerto

E minor,

' minor,

Concsarto

Concerto

Concerto

Concerto

¢ minor

ey
ik

minor,

Concerto

Op. 11
Op. 21

Op. 5

Second Concerto

Concerto
Concerto

¥ minor,

No. 1
No. 2

op. L9

Publlsher

T
I

T
9

e

T

Sch
AV-M-Sch-T-W
AM-M-Sch-"=-W

Ar-BH

X

Sa,

BiH-M=-Sch

W

X

MB

e




Composer

Dussek, Jan L.
1761-1812

Dvorak, Antonin
18L1-150L

Ksposito, Arnaldo 4!
1897~

Falla, HMarnuel de

1876-1946

feinberg, Samuel
1890~

Fernandez, Oscar L.

1897~

Field, Jehn
1762-1837

Foss, Lukas
1922~

francalx, Jean
1912~

ulelhan, Anis
1901 =

¢Galindo, Blas
1699 -

Ganz, Hudolf
1677

Gershwin, George

18945-1937
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Title, Key, Opus

i-flat, O0p. 3
F, Op. 1
E-flat, Op. 15
B~flat, Op. 22
E-flat, Op. 26
¢, Op. 30
B-flat, Op. LO
¢ minor, Op. 50
p-flat, Op. 63
(for 2 planos)
¥, Op.
L-flat, Op. 70

& minor, Op. 33
Concerto

Concerto

Concerto, Op. 20

Concerto, Op. 36

Concerio

A-flat
“=lat
C

Concerto
Concerio
Concerto No. 1
foncerte No. 2
Concerto

E-flat, Op. 32
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Composer

Glezounov, Alexander

1865-1936

Gnattali, Radames
1906~

Godard, Benjamin

18L5-1895

Gradsteln, #lfred
190l.-

Grieg, odvard
5

1844.3-1907

Grunewald, Gottfried

1673-1739

Guarnieri, Camargo

1907~

Hahn, Reynalido
1870~

Handel, George i'.

1685-1759

Harrlis, Roy

1896~

Haydn, Joseph

1732-1809

Heermann, Hugo

18l4-1935

Henselt, Adolph von
1811.-1889

Hill, Edward B.
1872~

Hlller, Ferdinand von
1811-1888%

Hindemith, Paul

1895~
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Title, Key, Opus

i minor, Op. 92
B mineor

First Concerto
Secgond Concerto

A minor, Op. 31
Concerto, 0p. 49
Concerto, Op. 145
Concerto No. 1

A minor, Cp. 16
Concerto

Joncerto

Concerto

Concerto

D, Op. 21
Goneerto

F minor, Op. 16

Concerto
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Hinton, Arthur
1869 -

lionegger, Arthur

1892~

Howells, Herbert

1892~

Hommel, Johann N.

1778-1837

Huss, Henry H.
1662~

mtcheson, ¥rnest
16871~

ireland, John

1879~

Jacob, Gordon

1695~

Jacobl, irederick
1891 -

Jaell -Prautmann, Marie
1662-1925

Kabalevsky, Dmitri
190l -

Kaminsky, Heinrich
1856~

faun, Hugo

1663-1932

Khachaturian, Aram

1903~

Krensek, FErnst
1900~

24

Title, Key, QOpus

D minor, Op. 24
Concerto
Concarto

A minor, Op. 69
G-

A minor, Gp. 85
8 minor, Op. 8%
B

E, Op. 110
A-flat, Op. 113
B

Concerto for 2 planos
B-flat

Gonecerto
Concerto

¢ minor

G minor, QOp. 23
Concerto
Concerto, Op. 50

Conecerto

Concerto, Op. 18
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Composer

Lalo, Hdouard
1823-1892

Lambert, Constant
1705~

lazar, ©iiip

1891-1936

Lagzarus, Daniel

1898-

Lecuona, Juan

1898~

Liapounov, Sergei

1859-192];

Lima, Emirto de

1692~

Liszt, Frans
1811-1886

Litolff, Henry C.
1818-1891

MacDowell, Hdward
1861 -13908

Hackenna, Carmela

1879~

Mackenzie, Alexander

18:7-1935

Major, Julius J.
1859~1925

Maliplero, Francesco

1882-

Markevitsch, Igor
1912~
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Title, Key, Opus

Concerto
Concerto
Concerto HNo. 2
Concerto
Concerto
Concerto, O0p. L
Concerto, Op. 38
Concerto

G=flat
A

il

B minor )Pathetique)
First Concerto
Second Concerto
Third Concerto
Fourth Concerto
Fifth Concerto

A minor, Op. 15
L minor, Op. 23

Concerto

Scoteh concerto
Conecerto

Concerto, Op. 12

Concerto

Goncerto
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Composer

Martuccl, Gulseppe

1856-1909

Iarx, Karl

1697~

Miassenet, Jules
1821012

iecPhee, Colin
1901~

Wedtner, Nikolal

1880~

Mendelssohn, Pellx
1809-18L7

#ilhaud, Darius
1892~

Mooy, HEmanuel
1862-1931

Morillo, R. Garcia
121] -

Morris, Harold
1860~

Moscheles, Ignaz

179l.-1870

Moakowskl, Moritsz

185L-1925

Mozart, Wolfgang A.

1756-1791

26

Title, Key, Opus

Concerto
Concerto, Op. 9
Concerto
Concerto

Concerto, Op. 33
Concerto, 0Op. 50

G minor, Op. 25
D minor, Op. LO

Concerto
B, Op. 45
Concerto
Goncerto

I:ii

c

B minor

C minor

¢ minor, Op. &0

w, 0p. 59

¥ (K 242) (3 planos)

a-flat (K 271)
(K 272)

= fl&t (K365)(2 pianos)

D (K 362)
: G
B-flat (KLho)-
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Composer

Mozart {econtinued)

Napravnik, Hdward

1839-1915

Hiemann, Walter

1876

Niklsch, Mitja
1899-1936

Oldberg, Arne
1874~

Ormstein, Leo

1895~

Pabst, Paul
1850-1897

Paderewskl, Ignace J.
1860-1941

Palmgren, Selim
1878 -

Pfitzner, Hans

1869~

Plerne, Gabriel
1863-1937

PijJper, Willem
189~

27

Title, Key, Opus

B-flat (K 450)
D (K 451)

G (K L53)
B-flat (K L56)
F (K L59)

D minor (K L66)
C (K L67)
E-flat (K LB2)
A (K L4B8)

¢ minor (X L91)
C (K 503)

D (K 537)

D (X 541)
B-flat (K 595)

A minor, Op. 27
¢, Op. 153
Concerto
Concerto, Op. 17
Concerto, Op. Ll
E-flat, Op. 82

4 minor, Op. 17
Concerto

E-flat, Op. 31

¢ minor, Op. 12

Concerto
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fomposer

Ponce, Manuel

1886-

Poulenc, Francols

1899

Prokofieff, Sergel
1891-

Rechmanineff, Sergel
1873-1943

Raff, Joachim
1822-1882

Rameau, Jean P.

1683-1764

Ravel, iaurice

1875-1937

Rawsthorne, Alan

1905~

Reger, Max

1873-1916

Reinicke, Carl
1820-1910

Rieti, Vittorlo
1898~

Rimsky-Korsakov, Nikolay
1844.-1508

Roger-Ducasse, Jean J.

1873~

Rolon, Jose

1883«
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Title, Key, Opus

Concerto

D minor

Concerto

p-flat,

(1949)

Op. 10

G minor, Op. 16
¢, Op. 26
G, Op. 55

f-sharp minor, Op. 1

¢ minor,
D minor,
G minor,

Concerto,

Concerioc
Concerto
Conecerto
Concerto
Concerto

G
Concerto

Concerto

¥ minor,

Oop. 18
Op. ﬁp
Op. 40
Op. 185

No,
No.
No.
Ho.
NO .

RS s W VER S 3 S

for Left Hand

Oop. 11l

F-Sharp minor, COp. 72

E minor

Concerto

C=gharp minor, Op. 30

Concerto

% minor
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Composer
Roussel, Albert

1662-1937
Rowley, Alec
1692 -

Ttozycki, Ludomir
1883~

Rubinsgtein, Anton
1861-1906

Rubinsteln, Beryl

1898~

Saint-Saens, Camille
1835-1921

Sauver, Hmil
1862-19,2

Sauguet, Henri
1901~

Scharwenka; Xaver
1850-1920

Schoenberg, Arnold
1870~

Schuman, William
1910~

Schumann obert

R
1810-1656

schytte, Ludvig
1848-1909
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Title, Key, Opus

Concerto

o, Op. h9
Concerto

H-minor, Op. 25
P, Cp. 35

G, Op. 45

D wminor, 0Op. 70
E-flat

Concerto

G minor, Op. 22
B-flat, Op. QEh
¢ minor, Op.
Concerto, Op. 103

D minor

I minor
¢ minor

A mincr

B-flat minor, Cp. 32
¢ minor, Op. 56
¥ minor, Op. 82

Goncerto, Op. 42
Concsarto
A minor, Op. 5L

& minor, Op. 28
7 minor, Op. 47
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Compoger

Secott, Cyril
1879 -

Scriabine, Alsxander
1872-1915

Sgambatl, Glovanni
1841 -191l;

Shostakoviteh, Dmitril
1506~

Sinding, Christian
1856-1918

Singer, Otto
1%33-189&

Soro, IEnriqgue
180l -

Sowsriby, Lec
1895 -

Stojowski, Siglsmond
1670-1506

Stravinsky, Igor
1882-

Szymanowskl, Karol

1883-1937

Tailleferrs, Germaine
1892~

Tansman, Alexander

1897~
Tchailkowsky, Peter I.
184,0-1893

Tcherepnin, Alexander

1899~

30

Title, Key, Opus

Concerto

F~sharp minor, Op. 20

¢ minor, Op. 15

Concerto, Op. 35

D=-flat

Concerto, Op. 8

Conecerto

Concerto

F-sharp, Op. 3

Concerto for 2
golo pilanos
Concerto, "Dumbarton
Daks™®

Concerto, Op. 60
Concerto

Concerto He. 1
Concerto No. 2
B-flat minor, Op. 23
G, Op. J—I-J-l—

B=fliat

Concerto
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Composer

Teherepnin, Nicolal

1873-

Toech, Ernst
1867 -

Trapp, Max

1887~

Jribe~dolguln, Gulllermo

1880~

Vasquez, Jose

1695+

Vaughn-williams, Ralph
1872~

Wagner, Jacob
1772-1882

Weber, Carl Maria von

1786-1826

Wessel, wdark

1891 -

Widor, Charles

18Li/1-1937

Williams, John

1888~

Wood, Henry J.

1869~

Ysaye, Theophile
1665-1918

Zanella, Amilcare

1673~

51

Title, Key, Opus

¥, Op. 30
Concerto, 0Op. 30
Conecerto, Op. 3l
Concerto

Concerto No. 1
Concerto No. 2
Concerte No. f
Concerto No. 4

Concerto
G minor

¢, Op. 11

E=-flat

Concerto
Concerto, Op. 39
Concerto, O0p. 79

Concerto No. 1,

Concerto No. 2, A minor

Concerto fo. 3,
Goncerto No. U,
D miner

E-rlat

Goncerto

C

7
C
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