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PREFACE TO THE REVISED AND
ENLARGED EDITION

In the few years that have passed since publication of The Book of
World-Famous Music, important information has been volunteered by
readers and librarians and otherwise obtained, variant editions distin-
guished, errors noted, new books written and unique copies of music
printings located.

Particularly interesting discoveries relate to a number of Bach, Beetho-
ven and Mozart works, Aloha Oe, America the Beautiful, Dixie, For He's a
Jolly Good Fellow, Glory Hallelujah, Happy Birthday to You, Old Hundred,
Old MacDonald Had a Farm, The Star Spangled Banner and When the
Saints Go Marching In.

In addition, almost 100 new compositions have been included; little
historical information exists regarding many of these compositions. Among
the new compositions are: Careless Love, Red China’s The East Is Red,
Fiddler on the Roof, The Flying Dutchman, Goldberg Variations, Guys and
Dolls, Irene, The King and I, The Last Time | Saw Paris, Lili Marleen,
Mexican Hat Dance, the Beatles’ Michelle, Never on Sunday, Parsifal, A
Pretty Girl Is Like a Melody, Rumanian Rhapsody, The Sound of Music,
St. Anthony Chorale, Tosca, La Traviata, We Gather Together, We Three
Kings of Orient Are, and Burt Bacharach’s What's New Pussycat?

For the first time, plate number information has been published re-
garding the Jurgenson publishing firm in Moscow, and the Ricordi pub-
lishing firm in Milan. And other new musicological information has been
included in the Introduction. Information appears for the first time through-
out the text regarding orchestral parts of well-known operas. All music ex-
cerpts are now in the original key.

Acknowledgments in connection with the new edition are owing again
to many who were thanked at the time of the original edition, particularly
Harold Barlow, New York City, William Lichtenwanger, Library of Con-
gress, and Jean-Marie Martin, Hollogne-aux-Pierres, Belgium. The author
would also like to thank Joseph C. Hickerson, Library of Congress, Howard
Keresey, The New York Philharmonic-Symphony Society, Richard Mac-
nutt, Tunbridge Wells, Kent, Great Britain, and Gordon Mapes, The
Curtis Institute of Music, for their help in regard to the new edition.

The author is particularly grateful to Herbert Michelman of Crown
Publishers for his advice and encouragement in connection with all aspects
of this work.






FOREWORD

jnto a world flooded (despite what unfulfilled authors may think) with
books about music, flooded even with “bibliographies” ‘to chart them and
“reference books” to summarize and organize their content, Mr. Fuld has
brought forth what a biologist of the book world could only call a “sport”
—a magnificent sport. His book is at once a bibliography, a manual on the
detection of first editions or first issues or first states, a guide to the
primeval forms of some of the most widely loved music in Western culture,
and—to me most interesting of all—a compendium of carefully winnowed
data on the origins of the music and its creators. Do you wonder about the
claims of the current campus minstrels that “Johnny I hardly knew ye” is
an “old Irish folk song?” So does Mr. Fuld, and with very good grounds
for doubt. Have you a set of Clementi orchestral parts for Beethoven’s
“Emperor”” Concerto that you would like to date in comparison with the
first German edition? Consider the story that watermarks have to tell. Are
you aware of the public marriage between Bach’s prelude and Gounod'’s
superimposed melody that took place years before any words (let alone
“Ave Maria”) issued from the union? If you are old enough to remember
the stirring days when Timoshenko moved ahead, you no doubt also re-
member “Meadowlands” and can identify the Soviet symphony of which
it is a part; can you also determine which elements of “Two Guitars” are
Russian, and why Adeste Fideles is sung to a “Portuguese Hymn”? One
‘might guess that the Baby to whom one can’t give anything but love would
have a certain history, but to find that history neatly set down in one book
alongside the histories of Central European folk songs, Anglican hymns,
Italian operas, Latin-American dance tunes, and much, much else—that, I
believe, is a new and refreshing experience in music book exploration.
Such few airy pickings can hardly suggest the extraordinary range of
Mr. Fuld’s interests. Even less can they indicate the care and extent of his
research or the richness of the information he provides. As a collector of
early editions, Mr. Fuld is concerned first of all with the processes by
which such editions of music—notoriously more difficult to date than
books—can be distinguished. Wisely, he does not allow his collector’s zeal
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xii FOREWORD

to push him beyond the bounds of evidence into wishful supposition. In
search of evidence he has made use of those who have published before
him, in fields as diverse as Beethoven research and the American civil
rights movement. He has obtained help from librarians and from special
researchers in many countries and many areas of investigation. Unlike most
armchair bibliographers, he has himself pursued evidence from the United
States to the Volga. Personal communications as well as printed sources,
local currencies and postal zones as well as copyright practices, all have
been studied—and both their principles and their specific testimony are
herein disclosed. Some of his disclosures may seem superfluous or even
naive to a professional scholar of music; but then Mr. Fuld is writing for
those who have few reference sources at hand as well as for those who have
many. Even the most learned professionals will find in this book countless
statements and findings of fact—or of inconclusive evidence—in a spectrum
of learning so broad that no one dares call himself a professional.

So much learning, so many imponderables, so many more facts may
mistakenly suggest a style no more “readable” than a telephone directory;
and [ suspect that the author’s wit is so poker-faced that it may pass over
the head of the casual or unsubtle reader. The wit is there, however, as
when in discussing research procedures the author lays down Four Rules of
Interlingual Correspondence (and very good rules they are), or when he
turns, straight-faced, from a resounding account of “Glory Hallelujah” and
“The Battle Hymn of the Republic” to consider evidence for the first ap-
pearance of “John Brown’s baby has a cold upon its chest” (with gestures).
I must confess, in that connection, that I feel a slight disappointment be-
cause Mr. Fuld did not see fit to give equal space to my own favorite parody
on the “John Brown” song, a parody that begins “I wear my pink pajamas
in the summer when it’s hot.”

It is curious that author and publisher studiously avoid the word
“bibliography”” in describing this book, since it is an excellent example of
what the word meant when it first came into use over a century and a half
ago: the detailed description of a select group of books (or, in this instance,
publications in another form). Perhaps, as Mr. Cecil Hopkinson implies in
his admirable discourse on bibliography (The Journal of Documentation,
September 1955, pp. 119-129), the word has been debased by its more
recent and eventually more common application to a mere list or catalog
of publications. It is interesting, also, to judge the book by the criteria laid
down by the late Richard S. Hill in his celebrated review of Mr. Hopkin-
son’s Berlioz bibliography (Journal of the American Musicological Society,
Spring 1953, pp. 177-184). Mr. Hill saw bibliographies as falling into three
categories: the collector’s bibliography, the musician’s bibliography, and
the historian’s (or sociologist’s) bibliography. Being first of all a collector,
Mr. Fuld not surprisingly has emphasized the collector’s interests. But he
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has by no means neglected the other two approaches. His book is filled with
historical and other interesting data about the musical works themselves
as well as about their early editions in print. If, in his descriptions, he seems
to pay less attention to musical variants and musical content generally, it
must not be overlooked that the descriptions are preceded by musical in-
cipits and that the whole purpose of the book and the basis for selection of
the works described in it are fundamentally musical. Unfettered by the
traditional but often dubious lines of demarcation by which specialists try
to separate ““art” music from “popular” and “popular” from “folk,” Mr.
Fuld cuts across conventional boundaries and deals simply with music. He
has selected hundreds of musical works in many categories, works that he
feels have achieved a special status not because of “greatness” (and I for
one deplore that nebulous term as applied to music) but because their
melodies are “widely known today.” He admits that the selection is to some
extent bound to be subjective, and from his list of titles alone one can sus-
pect that the author is particularly susceptible to Broadway show tunes of
the past several decades. But subjectivity in such circumstances is inevi-
table, and I am happy to accept his selection because in general it seems
to me both musically and sociologically justified.

There is one further criterion that, with bibliography as with scholar-
ship in general, appears to me to be fading farther and farther from sight
—-certainly in the community of scholars with whom I have contact.
Nowadays there is much discussion in musicological circles as to the “pur-
pose” of scholarship, as though every scholarly endeavor has to justify
itself by serving a “useful” function such as inventing a bomb or creating
a better mousetrap or helping man understand himself or telling the public
what music to listen to. Nonsense! “Pure science” is still revered by the
natural scientists, and it should be even more revered by the humanists,
envious though they are. Mr. Fuld’s book certainly will be highly useful
to everyone who has an interest in well-known music, and not only to
librarians or collectors of musical first editions. That fact no doubt is what
led a trade book publisher to publish it, but it is not really why Mr. Fuld

. has written it. Curiosity, the itch to enjoy a musical work even more by
filling in its non-musical dimensions, the sport of mind that seeks to match
receptivity to music with a complementary knowledge about it, the joy of
finding out and sharing such secrets with others: it is in motives like these
that this book had its origin, and in them it has its finest justification. I
wish, in this day of music books jerry-built to “fill a need,” that the same
thing could be said more often.

William Lichtenwanger
Music Division, Library of Congress
July 1965






INTRODUCTION

S URPRISINGLY LITTLE BASIC HISTORICAL information is known about many
of the melodies we hum or whistle—world-famous folk, classical or
popular music—or about their composers and lyricists.

Virtually no historical information is available on such folk songs as
La Cucaracha, Frére Jacques, Goodnight Ladies, Mary Had a Little Lamb,
Song of the Volga Boatmen, or When the Saints Go Marching In.

There is hardly any satisfactory information about the first printings
of Mendelssohn, Tchaikovsky, Wagner or most of the other classical
masters.

Little or no reference information exists regarding such popular pieces
as Love’s Old Sweet Song, 'O Sole Mio, Santa Lucia, Taps or Three Little
Maids from School.

And many composers, librettists and lyricists have almost as little
biographic information written about them as about their works.

Such basic reference information as exists is often in little-known
magazine articles or antiquarian music sellers’ catalogues, or in the minds
of music specialists around the world.

This book assembles this information for the first time. It is a compre-
hensive reference book of many hundreds of the world’s best-known
musical compositions, from over twenty-five countries and covering five
hundred years of music.

An important source of this information is the first known printing of
each of these compositions. Musically, a first printing frequently shows

"best the spontaneous musical intent of the composer. Historically, first
printings mention important dedications, original singers and other interest-
ing associations and contemporary information.

Finally, first printings of important music have an appeal similar to the
first folio of Shakespeare. For it is through these rare editions, fresh from
the printer, that one sees the newborn musical work as it hesitatingly came
into the world.

Today we see attempts to re-create the past as vividly as possible—by
reproducing the programs of first performances, by assembling contempo-
rary music reviews, and by publishing the letters, documents and photo-
graphs relating to the masters. This is a retrospective period in history

1



2 THE BOOK OF WORLD-FAMOUS MUSIC

which seeks spiritual nourishment from the lasting artistic creations of
earlier ages. First printings form part of the zoal to learn more about
enduring music.

A great amount of interesting historical information of all kinds has
been discovered: The sources of We Shall Overcome, for example, were
found. Gounod’s Ave Maria was discovered to have been first composed
and published as an instrumental composition for piano, violin and organ
entitled Méditation, then with other words added to an orchestral arrange-
ment having the same title, and finally with the present words for piano
and voice as Ave Maria. Massenet’s Elégie was discovered to have been
initially composed and published as a piano work entitled Mélodie, then
used as orchestral background to the tragedy Les Erinnyes, then arranged
for violoncello and piano as Mélodie, and finally set to words as Elégie-
Meélodie. The words of Battle Hymn of the Republic have been found in a
printing earlier than the one previously considered the first printing.

The various historical data included in the book, it is hoped, will be of
use to different readers according to their particular interests. For example,
while changes in the music from one edition to another are at times noted
in this book, the emphasis has been on the priority of printing. The task of
the person desiring to compare the original musical text with its subsequent
development will be facilitated by having a starting point, the first print-
ing, which he can then use together with the original manuscript if avail-
able. First printings are commonly used as a basis for authentic editions of
the masters.

This book attempts to trace each of the well-known melodies back to
its original printed source. The search for this and related historical refer-
ence information has been made systematically in the libraries and private
collections in the leading countries of the world; and this book contains
information accumulated by the author over a period of more than thirty
years. In the case of a few composers and scattered compositions, such
studies had already been made by others. But about 90 percent of the many
hundreds of world-famous compositions in this book have never before
been so studied.

The fascination of original printings has long attracted distinguished
men. Aristotle is credited by Will Durant, in The Life of Greece, with
having assembled the first extensive private collection of books. Aristotle
is said to have paid the equivalent of $18,000 for only part of his library.
Durant adds, “The ambition to possess old books became so widespread
that men arose who specialized in dyeing and spoiling new manuscripts to
sell them as antiquities to collectors of first editions.” The systematic col-
lecting of printed music began about 1600.

This book was conceived and developed as a basic reference book for
all who are fascinated with well-known music and curious as to its origins.




INTRODUCTION 3

DETERMINING WHEN, AND BY WHOM, A MUSICAL
WORK WAS FIRST PUBLISHED

Ascertaining the first printing of a musical work is frequently a diffi-
cult challenge,’ and the most logical place to begin is to determine when,
and by whom, the work was first published. This date of first publication
should be carefully distinguished from the date of the particular copy being
examined. In the next section we shall consider how to establish the date
of a particular copy, thereby enabling one to compare its date with the
date of first publication.

We are now concerned, however, with determining when, and by
whom, a work was first published, and this information is also necessary
for other reasons: where several publishers issued the same composition
at about the same time, perhaps in different countries, fixing the precise
date of the first publication by each publisher is vital. Where only one
publisher is involved, but he published a composition in different arrange-
ments (e.g., for piano, two pianos, piano-vocal, orchestra), it is necessary
to establish which arrangement he published first.

In a few instances, an “official” publication date is available. The
entries at Stationers’ Hall commencing July 1, 1842, include the date of
first publication and the name of the publisher. These records are now
at the Public Record Office, London.

In the United States since July 1, 1909, the date of first publication
must be included in the application for copyright, and the applicant is
ordinarily the publisher. This information is available at the Library of
Congress, Washington, and has also been included in its published copy-
right catalogues.

These English and American entries also record many foreign publica-
tions. The date of publication is generally the date of first publication any-
where in the world, rather than the date of publication in the particular
. country.

In none of the other principal countries is the formal date of first
publication available, and other techniques are necessary to determine the
date of initial publication. The most common such technique is probably
a contemporary listing, advertisement or review. Such a notice, however,
cannot be relied upon blindly. Many times a work is noted in different
publications at considerably different times; one of them may accurately
indicate the first publication—the other or others must be wrong. In ex-
ceptional instances, all may be wrong! The notice may be of a forthcoming

1See, generally, Deutsch, Music Bibliography; Deutsch, Brahms; Hill, Bibliography;
Hopkinson, Bibliography; and Oldman, First Editions.
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publication, and actual publication may have been, and frequently was,
delayed for a number of reasons. The notice may also appear weeks, months
or more than a year after initial publication and still claim, tongue-in-
cheek, ”’Just Published.”

Much depends, of course, upon the particular periodical. It is this
author’s belief that the Hofmeister Monatsbericht, issued ordinarily
monthly from 1829 to date, is generally reliable as to German and Austrian
publications.” The Allgemeine Musikalische Zeitung, issued by Breitkopf
& Hirtel, should be accurate for its own publications, and the same should
be true as to “"house organs’ issued by other publishing firms. Le Ménestrel
is particularly eloquent as to its promised dates of Heugel’s publications, the
breaches of its promises accompanied by new promised dates (also some-
times subsequently broken), followed at last by a triumphant notice that
the work has in fact been published. On the other hand, La Bibliographie
de la France at times includes, in a particular weekly issue, items depending
upon their category, their alphabetical order and available space in that
weekly issue. The same is true of other periodicals during certain periods.

Since much depends upon what advertisement or advertisements one
happens to find, it is believed that the safest bibliographic procedure is to
identify the periodical or periodicals and give their dates. An advertise-
ment is particularly helpful as it not only furnishes a date and the pub-
lisher, but also gives information as to price, arrangement and sometimes
other facts.

Entries at Stationers’ Hall before July 1, 1842, registration of titles
in the United States before July 1, 1909, and the Dép6t Légal entries in
France and similar entries in Italy were generally made soon after publica-
tion; these are considered at length below. The same is true as to the dates
of receipt of copyright deposit copies in various libraries.

Another source of information regarding the date of original publica-
tion is the publisher, who must have in his files such data concerning works
still covered by copyright. Some publishers will disclose this information;
others seem afraid that the true purpose of the inquiry is to invalidate
their copyrights, and they consequently claim that the information is not
available. At times, information given by publishers is demonstrably
wrong; at times, no doubt, it is intended to be self-serving. Unfortunately,
wars have destroyed the records of many publishers—particularly those
in Leipzig, Berlin, Milan and London.

Publishers’ catalogues for particular years are useful in determining
when a publisher issued a particular work, or a particular arrangement of
the work. (A compilation of music publishers’ catalogues in libraries around
the world would be a most useful bibliographic project.)

Files of plate numbers of many music publishers have been compiled.

2 Although criticized at times. See, e.g., Deutsch, Brahms, p. 126. An article on

the Hofmeister publications by Neil Ratliff, New York City, is expected to appear in
1971.
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While one cannot rely blindly on these lists, they are extremely helpful in
indicating when the work, or the particular arrangement, was first printed.
It is hoped that over the years the plate numbers of more publishers in
more countries will be analyzed, and the gaps in plate numbers narrowed.

A dated letter from a composer stating that he has this date received
the first copy of his new work from the publisher would be ideal, par-
ticularly if accompanied by a confirming letter from the publisher. In a few
cases, something close to this has been found. Some composers inscribe
copies of their works, and their inscriptions, if dated, can be helpful. An
owner sometimes indicates on his copy the date of its acquisition.

Many Russian compositions during the Czarist period had to be ap-
proved by the censor, and the date of the censor’s approval is stated on the
music. Publication presumably followed shortly afterward. A similar
approval appears in many Soviet Union publications since 1917. Soviet
Union music published since 1931 is listed quarterly in AML.

A copy of the printed music itself, if its date can be determined, estab-
lishes that the work was at least published by that date; but, of course,
another edition of the work may have been published earlier.

Biographies of composers sometimes contain information as to dates
of publication. Also helpful, although not determinative, are the dates of
composition and the dates and places of first performance. Both are there-
fore given in this book, where known; this information was obtained from
standard reference works. '

At times, one can establish with reasonable certainty that a particular
copy is a first edition without determining the date of first publication,
or even the date of the particular copy. However, it is natural that the more
precise the information regarding both the date and details of first publica-
tion and the date of the particular copy, the more certain will be the con-
clusion.

DETERMINING THE DATE OF A PARTICULAR COPY

GENERAL

Determining the date of a particular copy is a many-sided study
which requires two broad approaches, the one positive and the other nega-
tive. On the positive side, one examines the copy to see whether it con-
forms to the information obtained from a contemporary copyright entry,
advertisement or other reliable source. On the negative side, one makes
sure that there is no telltale evidence which indicates that the particular
copy had to be printed at a later date. Sometimes the criterion may have a
positive or negative implication. Both approaches vary according to coun-
try, period, type of music, publisher, and a great many other factors
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Ideally, a copy of the first printing of a particular work should be dated
and identified as a first printing by the publisher before many worthy wit-
nesses and placed in an accessible, bombproof vault; this does not happen.

There are on the positive side a number of helpful guides. As described
below, American copyright procedure since 1790 generally calls for the
claimant to deposit one or two copies of the work virtually at the time
of publication. The Library of Congress (or prior recipient) has been
noting the exact dates of receipt on the copyright deposit copies. The date
of publication has been stated in catalogues since July 1, 1909, and the date
of receipt of copies was so stated from July 6, 1891, to Feb. 29, 1932. In the
many cases where the copyright deposit copies can be located, the first
editions of American music since 1790 are the easiest group to date and
identify as first printings. (Punctual filing is the general custom in this
country; the few exceptions of a significant interval between the two dates
as to compositions studied in this book are so indicated.)

English, French and Italian copyright laws, described below, also call
for the deposit of copyright copies. The British Museum, from 1837 to
date,! indicates the exact date of receipt, as does sometimes the Conserva-
toire in Paris and the S. Cecilia in Rome; in general, the Bibliotheque
Nationale in Paris merely stamps the year of receipt. The German, Austrian
and Russian copyright procedures do not provide for the deposit of copies,
nor do most of the international copyright procedures.

Another positive identification in a few cases is a copy bearing a
manually signed date, usually a presentation copy inscribed by the com-
poser. Sometimes the date of the particular printing will appear. For ex-
ample, for many years C. F. Peters editions have usually indicated the year
of printing in the lower left-hand or right-hand corner of the back cover.
Ricordi inserted an engraved date in many operatic arias about 1850. And

1In 1833 and 1834 the year, and sometimes the month, were noted; in 1835 and
1836 the month always appears; and from 1837 onward, the exact day. English Plate
Numbers, p. 13.

The dates are noted in different colors: a blue stamp signifies a copyright deposit
copy; a red stamp means that the copy was purchased; a green stamp signifies that
the copy was donated; a black stamp is for colonial copyright deposit; and a yellow
stamp was used for donations, but was frequently almost illegible and was replaced
by the green stamp.

The year of receipt is usually shown by the last two numbers only, recently re-
sulting in ambiguity as to the century; e.g., 37" may be either 1837 or 1937. If the
date of receipt is handwritten, or is printed but without the words “British Museum”
within the same circle, the year is 1870 or earlier. If the date of receipt is printed with
the words “British Museum” within the same circle, and the month is given in two
letters, the year is 1870 to 1912 (or in some cases, to 1925). “MA” is May. “JU” is
June. Letters from British Museum.
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Ricordi, Chappell and a few other publishers frequently impressed a date
by a hand seal or “blind stamp” on music about the last quarter of the nine-
teenth century. Soviet Union publications state on the final page the date
the work was set in type, and the date the printing was completed.

The exact names and addresses of many publishers have been studied
from city directories, trade directories and advertisements, and the years of
their use listed; this “imprint” of the publisher in the particular copy must
be correct for the copy to be a first edition—that is, the name or address
should not be a later name or address. Sometimes, a publisher had a specific
trade name and address for only a few months. At other times, however,
a publisher may have had the same name and address for too many years
for its imprint to be helpful in determining the date of a particular copy. A
number of music publishers had branches in Leipzig before World War 1I,
but not afterward.

The price of the particular copy must be in the then prevailing cur-
rency for the copy to be a first edition, e.g., Thaler before 1874 and Marks
thereafter. This is discussed at greater length below. If the exact price of the
first printing is known from a contemporary notice, the particular copy
should have that price.

Depending upon the type of music, the country and the publisher,
music was generally published from engraved plates during the eighteenth
and part of the nineteenth centuries. These copies are easily identified by
the impression of the plate around the outer portion of the page, and also
by its sharper and deeper printing appearance. Reprints were frequently
made later by means of a transfer or lithographic or photographic process
which gives a flatter appearance. This is also discussed further below at
greater length.

If a copy is a first edition, it should not refer to anything occurring
after the date of publication. If the work was published in 1825, a first edi-
tion should not refer to anything occurring after 1825.2 This is the gen-
erality, and endless disqualifying examples could be mentioned. Obviously,
the copy should not say that it is a revised, or new, or corrected, or second

“or simplified edition. Frequently the particular copy refers to arrangements
of the same composition for other instruments, which arrangements were
published at a later date. The first printing of a work originally composed
for piano would not ordinarily list a dozen other arrangements including
one for zither and Turkish band! In general, the fewer arrangements listed,
the earlier the particular copy will be.

Many publishers, particularly during the past century, used the back
cover or the verso of the front cover or the wrappers to advertise their other

2 At times, however, a publisher may list forthcoming works as if they were al-
ready available.



8 THE BOOK OF WORLD-FAMOUS MUSIC

publications. Obviously, the date of the particular copy cannot be earlier
than the date of the latest other composition advertised. For example, most
of Jurgenson’s publications of Tchaikovsky’s works list on the wrapper or
elsewhere other Tchaikovsky works; thus, the first printing of op. 11 could
not refer to op. 71. In the same way, separate printings of arias from
operas, or songs from shows, usually list other arias or songs that have
been printed. The fewer the number of arias or songs listed, the earlier
the date a particular copy will usually be.

Watermarks, discussed further below, sometimes indicate the year in
which the particular paper was manufactured. While the watermark does
not indicate when the paper was subsequently used for printing, the water-
mark cannot be of a year later than the first publication of the composition.

The presence of postal districts, discussed later, may indicate a later
printing. The type of paper used may be important. The particular punches
and other engravers’ tools used may be helpful in a few instances.® Finger-
ing on piano compositions usually indicates a later edition, as may the
presence of metronome numbers. In operatic and vocal works, the text
being in more than one language usually, but not always, indicates a later
printing.

French Royal Privileges, or Licenses (“Avec Privilege du Roi” or
“A.P.D.R.”) continued to 1790 when they were abolished with the advent
of the Revolution. The Revolutionary government levied a tax or Timbre
Fiscal in 1797 which continued until about 1840; the different stamps used
during this period have been analyzed and their dates of use approximated.*

The presence or absence of copublishers or agents is difficult to
assess, as it is logical for the principal publisher over the years both to add
and to discontinue one or more copublishers and agents. However, the im-
prints of the copublishers and agents should be correct for the date in-
volved. Equally difficult to judge is the presence of prices in more than one
currency; it is not clear whether a Russian edition with prices in rubles is
earlier than one with prices in rubles and francs, or whether the former
is intended merely for the domestic market and the latter for the foreign
market.” Nor is the comparative length of a composition a definite clue;
sometimes a first printing is shortened in later editions, sometimes it is
expanded. Nor is the presence of a misprint necessarily decisive: the first

3 See Donald W. Krummel, “Graphic Analysis—Its Application to Early American
Engraved Music,” in Notes, March, 1959, p. 213.

4 Hopkinson, Parisian, p. x. Elisabeth Lebeau, “Le Timbre Fiscal de la Musique en
Feuilles de 1797 a 1840,” in Revue de Musicologie, Paris, nos. 73—-74, Nouvelle Série,
XXVII¢ Année, 1¢™-2¢ Trimestre, 1945; NYPL.

5In general, the copies of Russian publications examined by the author in Soviet
Union libraries have the same covers and title pages as copies in other parts of the
world.
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printing may be correct, but a plate may have worn out or be cracked,
and the new plate may contain the misprint; or the demand for copies
may be so great that two or more presses or printers may be necessary and
the misprint may occur in the later printing.

The size of the copy is generally not significant except in the case of
music printed during or shortly after World War [. Prior to that war, popu-
lar music in the Western world was usually printed in folio or large size,
about 11” by 14”. To conserve paper during the war, octavo or small-size
paper was used, about 7” by 10”. At the end of the war, the use of folio-
size paper was resumed for about a year, after which the present quarto or
medium-size paper, about 9” by 12”, was used.

Internal study of the music, and in particular the comparison, bar by
bar, of the music of one edition with that of another edition would no
doubt aid in identifying the earlier edition. This has been done by others to
the works of a few composers and, desirable as it would have been, it has
seldom been undertaken by this author.

There is no doubt that an excellent, and perhaps the best, way to de-
termine which of two copies is the earlier is to place them side by side and
consider the differences, one by one. It will be rare (though it can happen)
that one cannot thereby establish with reasonable certainty which is the
earlier. Particularly where dates cannot be determined, this method is
extremely important. Moreover, placing two copies next to each other
reveals differences in kind, size and arrangement of type, etc., in such a
way as one’s own summaries would rarely disclose. For this reason, the
author has assembled hundreds of photocopies of early printings of the
compositions studied in this book; these copies are of the pages most sensi-
tive to change, namely, the front and back covers, the title page and the
first page of music.

The earlier of two engraved copies can frequently be determined
by seeing which has the clearer or darker engraving.

A convenient way of determining which of two copies is earlier may
be called the “A B C Rule.” Assume that there are two copies, A and B,
. which are similar except that copy B has point X, but point X does not indi-
cate which copy is the earlier. If a third copy, C, which is provably later,
also has point X, it is likely that copy B is a transitional copy and that copy
A is the earlier.

Lists of the plate numbers at the bottom of music pages are available
for a number of publishers, and indicate the general numerical area in
which the plate number of the first edition should ordinarily fall; however,
as the same plate number is frequently used for up to a hundred years, a
plate number cannot help fix the date of the particular copy being examined.

Priority of edition can sometimes be established by the publisher’s
numbering of copies from 1 up. Schott, for example, frequently gave con-
secutive numbers to the earliest printed orchestral scores of Wagner's
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operas, and the lower numbered copies are sometimes of a different edition
than the higher numbered copies.

Over the years, differently worded legal and copyright claims and
warnings have appeared on music printed in various countries. Presumably,
these changes reflect, at least in part, new laws and court decisions. A
study of the differently worded language should be of use in determining
the date of a particular copy.

ENGRAVED VERSUS FLAT PRINTING

Printing from engraved plates was the general practice in the musical
world from about 1775 to about 1850. Other methods, such as typesetting,
were used, but not as frequently as printing from engraved plates.®

In the second quarter of the nineteenth century, flatter processes
began to be used, such as lithographic, offset, photographic or similar
techniques. Printing from engraved plates, however, continued for more or
less another half century, depending upon the country, the publisher, the
kind of music, etc. Sometimes the title page would be printed by a flat
process, perhaps to permit illustrations, and the music pages would be
engraved.

Of particular interest is the fact that frequently, during the second
and third quarters of the nineteenth century, the first edition, especially
of classical music, was printed from engraved plates, whereas subsequent
editions were printed from an offset or other flat process. The reason was
commercial: engraved plates will yield only so many copies before the
plates become worn or cracked; if a musical work became popular, justify-
ing many copies, a flat process is more satisfactory since it permits mass
printing.

An engraved edition and an offset edition are frequently identical,
the only difference being the method of printing. The two different methods
are fortunately easy to distinguish: in the engraved edition, the printing
is more sharply defined and appears “deeper,”” and one can actually see
the ridges of the engraved plate as it was pressed into the outer margins
of the page. By contrast, lithographic, offset or photographic printing is
less sharp, gives a flatter appearance, and lacks the all-important ridges
on the outer margins of the page.

Today, almost all printing, music or otherwise, including this book,
is from one or another flat process.

CURRENCIES AND PRICES
One of the most helpful ways of determining whether a particular

copy may be a first edition is its price. Price is important in several re-

6 See, generally, A. Hyatt King, Four Hundred Years of Music Printing (London,
1964); BM.
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spects: first, where the kind of currency has changed, the currency men-
tioned on the copy must be the kind used at the time of original publication
(for example, if a work was published in 1870 in Germany when Thaler
were the currency, a first edition would be priced in Thaler—not in Marks
which were used commencing in 1874); and secondly, where the price is
known from a contemporary advertisement, the copy should bear that
price.

Finally, price is an important clue even where there is no contemporary
advertisement, as inflation has been an established international fact for
several centuries—particularly in Europe; while there are exceptions, the
general rule is that the lower the price, the earlier the edition.** In
early nineteenth-century French music, there is a difference between
“prix” and “prix net,” the former usually being higher and earlier. In
nineteenth- and early twentieth-century American sheet music, price is
often shown by, for example, a 3 in a star or circle, meaning 30 cents. (It
is interesting to note, in passing, that the cost of music has increased but
little in comparison to the general inflation during the past 150 years.
While general costs have risen many, many times during that period, a
sheet of music costing a shilling or 25 cents about 1800 now costs only
about two to three times this price.) Sometimes the original printed price
on a particular copy has been erased; this is not helpful in determining the
priority of the particular copy. The printed price may have been the earlier,
lower price and the publisher may have erased it when he fixed a higher
price. On the other hand, the printed price may have been the later, higher
price but this harmful fact may have been erased by a mischievous col-
lector or antiquarian music dealer. (For similar reasons, an imprint is some-
times erased.) An erasure followed by a pen and ink price is likewise
inconclusive.

The price on a particular copy may also have been originally blank (as
distinguished from originally printed and then erased). No conclusion can
be inferred from this in establishing the priority of the particular copy. The
publisher may have been uncertain as to price when he printed the first
copies, in which case the particular copy would be a first edition. On the
other hand, the first copies may have had a printed price, but then inflation
set in and the publisher determined that in the next printing the price
would be left blank to allow for greater flexibility in future pricing.

Following is a brief summary of currencies and prices in the principal
countries as they affect this study.

64 One general exception resulted from the breaking in 1887 by Russia of an
agreement of the publishers made in 1861 with France and Belgium; this led to Rus-
sian publishers reducing their prices after 1887. Letter from SSL. V. Bessel and Co.’s
Catalogue published in 1888, at SSL, confirms these price reductions.
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United States. Dollars and cents have been used in the United States since
independence.®®

Great Britain. Pounds, shillings and pence have been used in Great Britain
during all periods covered in this study. On Feb. 15, 1971, the pound was
decimalized into 100 pence.

France. Until April 9, 1795, the unit of currency in France was a livre

tournois, which equaled 20 sols.” Commencing at that date, francs and
centimes came into use (at the rate of 81 livres tournois to 80 francs)
and have continued since.

Germany. Before the unification of Germany in 1871, the currency in the
South German states followed that of Austria, described below.

In the North German states, before the unification of Germany, the
unit of currency was the Thaler (Thlr.), at times known as the Reichs-
thaler (Rthlr.).® In Leipzig, then the center of the German music publish-
ing world, a Thaler was equal to 30 Groschen (Gr.), a Groschen being
equal to 10 Pfennig.” Groschen changed to Neugroschen (Ngr.) on Jan. 1,
1841." This change, which affects Breitkopf & Hartel and the other
publishers in Leipzig, is of the greatest help in this field.

In Prussia and the smaller states, the Thaler equaled 30 Silber-
groschen (Sgr.), the latter being equal to 12 Pfennig.

The Mark was first authorized in Germany on Dec. 4, 1871, on the
basis of three Marks being equal to one Thaler, but the continued use of
the Thaler was expressly authorized. The adoption of Marks was en-
couraged (but not required) by a law dated July 9, 1873, and it seems
quite clear that as to printed music the Thaler changed to the Mark on
Jan. 1, 1874.1!

The replacement of the Thaler by the Mark in the beginning of 1874
is of the greatest assistance in determining whether a particular copy was
published before or after 1874. The Mark has continued in Germany to
date, with one Mark being equal to 100 Pfennig. Tremendous inflation

6B An examination of Sonneck-Upton and Wolfe shows that shillings and pence
were occasionally used on American sheet music to 1825. The agreement forming the
Board of Music Trade in June, 1855, provided that prices of American music should
thereafter be in “federal money”; letter from Dena ]. Epstein, Chicago.

7 Hopkinson, Parisian, p. xi.

8 There does not seem to be any period or periods in which the term “Reichsthaler”
was consistently used.

Y Deutsch, Brahms, p. 132.

10 In the AMZ through Dec., 1840, prices are in Groschen; commencing Jan., 1841,
they are in Neugroschen.

11 Letter from DS. In the Hofmeister Monatsbericht, all prices in Nov., 1873, are
in the old currency; in Dec., 1873, most are in the old, a few in the new; in Jan., 1874,
all are in the new, a few also indicating the equivalent old.
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occurred in Germany after World War I, and about 1923 the term Renten
Mark (R.M. or stabilized Mark) was used for a short period.

There are a number of cities which are near the borders of two
countries which both countries have claimed as their own. As a result,
the city sometimes ““changed hands” from time to time. Or a city may
have been occupied by a foreign power.

The only city of major importance from a music publishing stand-
point affected by the foregoing is Bonn, where Simrock was located from
about 1790 to about 1865. In this period, from 1795 to 1814, the French
occupied Bonn, and as a result prices were given in francs during the
time of the French military occupation.

Austria. Toward the end of the eighteenth century, the principal currency
in Austria was the Gulden, also referred to as a Florin (Fl.); a Gulden
was equal to 60 Kreuzer (Kr., x or xr.). Up to 1811, the only currency was
the Conventions-Miinze (Assimilated Currency established by treaties or
conventions with other countries, e.g., the 1753 Convention between
Austria and Bavaria). On March 15, 1811, a second currency was ordered
into use, the Wiener Wihrung (Viennese currency), because of the infla-
tion resulting in part from French occupation. Both currencies used
Florins and Kreuzers, with 100 Florins C.M. being equal to 250 Florins
W.W. Prior to 1811 it was not necessary to distinguish the particular
currency, so that the designation of either C.M. or W.W. indicates a
date of 1811 or later. The double currency arrangement continued in-
formally for many years.!?

The Kreuzer was replaced by the Neukreuzer (Nkr.) at the time the
Osterreichische Wihrung (O.W.) was introduced Jan. 24, 1857.7% At the
time of the replacement, 100 Neukreuzers equaled one Gulden. In the
middle 1860’s the Neukreuzers came to be known again merely as
Kreuzers.!* The Gulden and Kreuzer continued until 1892, when Austria
adopted gold currency, and Kronenwihrung replaced the O.W. The new
currency was the Krone which was subdivided into 100 Heller. On Dec.
20, 1924, the present Schilling replaced the Krone, each Schilling being
divided into 100 Groschen.

Italy. The lira was in circulation in several Italian states and duchies in the
eighteenth century. During the Napoleonic period it was at par with the

12 Gee, generally, Dr. Josef Schey, Allgemeines Biirgerliche Gesetzbuch, 22nd ed.
(Vienna, 1930), Appendix Il A and D, at NYPL; and Deutsch, Brahms, p. 132.

13 The effect may have been slightly delayed. See Meyers, vol. 8, col. 1186; GB,
vol. 13, p. 308; and Weinmann, Strauss, p. 85.

141864 (cf. Weinmann, Strauss, p. 91); 1862 or 1868 (Meyers, vol. 8, col. 1186).
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French franc, but with the end of the Napoleonic domination the equal
valuation was discontinued.

Following the unification of Italy in 1861, the lira became the official
currency of the Kingdom of Italy on Aug. 24, 1862. Par value with the
French, Belgian and Swiss franc was established in 1866, and habit in-
duced the general public in Italy to call the official lira the “franco.”*®

Ricordi, following custom and also with a view of simplifying its
international transactions in Europe, in most instances indicated the price
of its music publications in francs up to 1914 when the practice was dis-
continued.’® Some publishers quoted prices in lire, others in francs.

U.S5.5.R. The ruble and the kopeck have been in use in Russia and the
Soviet Union throughout the period covered by this study.

Spain. The peseta, divided into 100 centimos, was introduced in its modern
form in Spain by a law adopted Oct. 19, 1868,'" and the peseta and the
centimo have remained the units of currency to date. In the nineteenth
and early twentieth centuries, the currency ““reales” was used, four reales
equaling one peseta.

WATERMARKS

Music printed before 1825 should be examined to see if there is a ‘
watermark in the paper indicating the year when the paper was manu-
factured. Of course, paper manufactured in one year may not have been
used until a later year. However, such a watermark indicates a year before
which the particular copy being examined could not have been printed.

From 1794-1811, there was a tax refund in England if exported Eng-
lish paper was watermarked as to date.'® As a result, most English paper
suitable for music printing was watermarked during this period. While the
tax refund was eliminated in 1811, the practice continued in England for
some years.

Watermarks in the form of distinctive designs or letters are probably
more common and widespread than watermark dates. While research has
been undertaken in this area by several persons in the musical field,® the

15 Letter from Consulate General of Italy.

16 Ricordi’s 1875 Catalogue, Milan, states: “The prices are marked in Francs which
correspond to the Italian Lire” (verso of title page); MIC.

17 Encyclopaedia Britannica (London, 1957), vol. 17, p. 632.

18 Oldman, Watermark, p. 70 (34 George 111, chap. 20, 1794; and 51 George III,
chap. 95, 1811; both at Bar Assn., New York, N.Y.).

19 Robbins Landon, pp. 612-614; LaRue, Watermarks (summarizing in a general
way the use of watermarks and including a bibliography of the subject).
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author has not been able to utilize their research in this book. Much useful
information should be derivable from watermarks after further studies are
made and reported.

POSTAL DISTRICTS

One means of determining whether a particular copy was printed after
a certain date is to notice whether a postal district appears as part of the
address. As far as is known, no one has previously studied this approach.
While the absence of a postal district is indicative, but not conclusive,
that the particular copy was printed before postal districts were established
for the particular city, it is certain that the indication of a postal district
proves that the particular copy was printed after that date.

United States. Postal zone numbers (e.g., New York 22, N.Y.) came into
use in the United States on May 1, 1943.%° Zip code numbers (e.g., New
York, N.Y. 10022) came into use on July 1, 1963.

London. London was divided into postal districts (e.g.,, W.C.) in 1856. In

1917 each postal district was further divided and the divisions given
numbers (e.g., W.C.2).2

Paris. In an “Avis au Public” in 1900, the direction was first made to indi-
cate the number of the arrondissement after the word “Paris” (e.g.,
Paris VIII®).22

Berlin. Postal districts in Berlin (e.g., Berlin C) were first established on
Sept. 1, 1873.%3

Vienna. Vienna was divided into six general postal districts (e.g., Wien I)
on Aug. 18, 1830,* into nine districts in 1850, into 19 districts in 1892
and finally into 24 postal districts.

NAMES OF CITIES

There have been changes in name of a few cities in which music pub-
lishers or copublishers have been active.
Buda and Pest were separate cities until they joined in 1872 to become
Budapest.

20 Letter from United States Post Office.

21 Letter from BM.

22 Letter from Musée Postal, Paris, which also owns a specimen notice. A request
to use numbers was probably made two years earlier but without success. Id.

23 Letter from German Democratic Republic.

24 Letters from Bibliothek der Usterr. Post-u. Telegr. Verwaltung, Vienna, and the
late Dr. Otto Erich Deutsch.
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Christiania (or Kristiania) was the name of Oslo from 1624 to 1925.
St. Petersburg became Petrograd in 1914 and Leningrad in 1924.

COPYRIGHT LAWS

As explained above at page 3, the necessity or advisability of taking
action under certain of the copyright laws has made it easier in many
instances to determine who first published a work, the date first published,
and also to find a first printing.

Following are summaries of the most important copyright laws of the
principal countries and international copyright conventions as they relate to
the dates and locations of first editions, namely: (a) the registration of
titles; (b) the deposit of copies; and (c) as to American music, and foreign
music protected by American copyright, the inclusion of the year of publi-
cation in the copyright notice in printed copies of the music.

UNITED STATES

Twelve of the thirteen original states passed copyright laws begin-
ning in 1783, and on May 31, 1790, the first federal copyright law
was enacted.’ While “music” was not specifically mentioned until the
Act of Feb. 3, 1831, musical compositions were copyrighted beginning in
1790.

One feature of American copyright laws, effective from Jan. 1, 1803,
to date, which differs from the copyright laws of all other countries con-
sidered here, is the requirement that the copyright year be shown on
printed works, an obvious aid.?

From 1790 to June 30, 1909, American copyright laws required, as a
condition to copyright, that the title and a copy of the work be deposited;
in actual practice, the legal requirements were usually, but far from al-
ways, observed. Under the 1790 law, the title had to be deposited before
publication with the local District Court and a copy of the work delivered
to the Secretary of State within six months after publication. Under the
1831 law, the copy was to be delivered within three months after publi-
cation to the District Court, and commencing 1846 copies had to be
deposited with the Smithsonian Institution and the Library of Congress.
In 1859 all deposits and records were transferred to the Department of

1 Martin A. Roberts, Records in the Copyright Office . . . 1790-1870 (Washington,
1939), p. 6; LC.

2 Act of April 29, 1802, sec. 1; Act of Feb. 3, 1831, sec. 5; Act of July 8, 1870, sec.
97; and Act of March 4, 1909, sec. 18. All cited American legal authorities are at the
Bar Assn., New York, N.Y.
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the Interior (with additional deposits in the Library of Congress required
commencing 1865). Deposits in the District Courts continued until
1870. In that year, almost all surviving copyright deposits and records
were transferred to the Library of Congress.

In 1870, again a condition to copyright, the title had to be deposited
with the Library of Congress “before publication,” and two copies de-
posited with the Library of Congress “within ten days from the publica-
tion.” By Act of March 3, 1891, the title had to be deposited “on or
before the date of publication” and copies deposited “not later than the
day of the publication.”

The date of “copyright,” as used herein for American music before
July 1, 1909, means the earlier of the date of deposit of the title or the
date of deposit of the work; the exact date of publication of the work is
not determinable for American works of this period.

From July 1, 1909, to date, “After copyright has been secured by
publication with the notice of copyright . . . , there shall be promptly de-
posited . . . (with) the Register of Copyrights, Washington, District of
Columbia, two complete copies of the best edition thereof then published
....” Although it was finally held (after thirty years of uncertainty) that
mere delay in depositing copies of the copyrighted work under the 1909
Act does not destroy the right to sue for copyright infringement, it is
understood that publishers, to eliminate any doubt and for their own
protection, generally had been and still are depositing copies promptly
upon publication. This is generally borne out by copyright records, as
mentioned on page 6.

Separate deposit of the title was eliminated in the 1909 Act.

GREAT BRITAIN

The 1710 copyright law (8 Anne, chap. 19) provided that nine copies
of the copyrighted work ““shall be” delivered to the warehouse keeper
of the Company of Stationers, before publication, for the use of the

" Royal Library, Oxford University, Cambridge University, “‘the four

Universities in Scotland,”® Sion College in London and the Faculty
of Advocates in Edinburgh,* and forwarded by the warehouse keeper to
the respective libraries on their demand.? It also provided for entry of the
title, before publication, in the register book of the Company “in such
manner as hath been usual.” The 1801 copyright law (41 Geo. III, chap.

* The University Libraries at Edinburgh, Glasgow and St. Andrews, and the Library

of the King’s and Marischal Colleges, Aberdeen. Partridge, p. 34.

# Became the National Library of Scotland in 1925.
5 All the English statutes mentioned are at the Bar Assn., New York, N. Y.
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107) added copies for Trinity College and the Society of the King’s Inns,
both in Dublin.

In 1814 the copyright laws were amended (54 Geo. III, chap. 156) to
provide: (a) one copy must be delivered to the British Museum within
one month after publication in London; (b) the title must be entered at
the Company of Stationers within one month after publication in“
London; and (c) eleven copies are to be delivered “on demand” of the
warehouse keeper or the libraries indicated above (substituting the
British Museum for the Royal Library) within twelve months after
publication—the copies may be delivered to the Company of Stationers
or to the respective libraries.® In 1836 the privilege was withdrawn from
the four Universities in Scotland (6 and 7 Will. IV, chap. 110).

Under the comprehensive revision of the English copyright laws en-
acted July 1, 1842 (5 and 6 Vict., chap. 45): (a) one copy must be deliv-
ered to the British Museum within one month after publication in
London; (b) the title is to be entered at the Company of Stationers, but
no time period was specified within which the title must be entered;
and (c) four copies are to be delivered “on demand” to the Bodleian
Library, Oxford, the Public Library, Cambridge, the Library of the
Faculty of Advocates, Edinburgh, and Trinity College, Dublin, under the
procedure described above.

Compulsory entry of the title at Stationers’ Hall, to obtain the bene-
fits of copyright, was eliminated by the Copyright Act adopted Dec. 16,
1911, effective July 1, 1912;7 voluntary registration of the title continued
until Dec. 31, 1923.% However, a copy of each work had to be delivered to
the British Museum within one month after publication, and upon de-
mand to the Bodleian Library, Oxford, the University Library, Cam-
bridge, the Library of the Faculty of Advocates, Edinburgh, Trinit
College, Dublin, and, under certain conditions, to the National Library
of Wales. The 1956 Copyright Act left these provisions unchanged.

Scottish and Irish publications were also generally subject to the
above provisions.

Where, then, are all the lovely one to eleven copyright deposit copies
mentioned in the English statutes? The answer is that many works were
not copyrighted by the publishers under these Acts, that many of the
copies which were deposited have since been lost or mislaid, and that
copies of many works were not specifically requested by various libraries.

It is also clear that copies which were deposited in Great Britain
were frequently not deposited promptly, as in the United States, and

6 See, generally, Tyson, Appendix I.

71 & 2 Geo. 5, chap. 46, sec. 15.

8 Letter from Public Record Office, London, which now has all the Stationers’ Hall
title entries from 1842-1923.
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therefore may not be first printings. In many instances (for example, the
Gilbert and Sullivan works), neither the scores nor the individual songs
were deposited until months after the operetta was produced in London.
In some cases, because of the different copyright consequences, a copy of
an English work was deposited at the Library of Congress months before
a later edition was deposited at the British Museum. .|

Stationers’ Hall. A question is sometimes raised whether the entry at
Stationers’ Hall means that the work has been published or merely indi-
cates an intention to publish. A. Hyatt King, the Keeper of the Music
Room at the British Museum, and Alan Tyson, London, have stated the
former.®? It seems clear from the copyright laws and from the actual
Stationers’” Hall records, that, at least until 1841, an entry at the Com-
pany of Stationers meant that the work had actually been published.
Every such entry until 1841 states “No. of Copies”; for example, the
entry of the English edition of Beethoven’s Concerto no. 5 specifically
refers to ‘11 copies.”"*°

From 1814 to 1841 the entry of the title at Stationers’ Hall was to be
within one month after publication. After 1841, however, a substantial
delay between first publication and entry at Stationers’ Hall was not un-
usual, and a number of such delays are mentioned in this book. For
example, Sir Arthur Sullivan’s The Lost Chord was published on Feb. 1,
1877, but not entered at Stationers” Hall until seven years later.

Unlike American law, registration at Stationers’ Hall was necessary,
not to secure copyright, but as a condition precedent to the right to sue
for infringement. Such registration at Stationers” Hall could be effected
any time after publication.!?

FRANCE

Under a law adopted July 19, 1793, two copies of every work had
to be deposited at the Bibliothéque Nationale or at the Stamp Office of
the Republic.’® An ordinance of Oct. 24, 1814, required five copies to
be deposited: one for “notre bibliothéque’’; one for the Chancellor of

~ France; one for the Secretary of State at the Department of the Interior;
one for the Director General of the Library; and one “pour le censeur.”

9 MacArdle, First Editions, p. 228. Tyson, p. 139.

10 And these eleven copies were for the eleven libraries designated by statute. See
p- 17, above.

11 The propriety of delayed registration probably accounts for the large number of
instances in which a work states that it was entered at Stationers’ Hall, but there is no
record of such an entry. Apparently the publisher planned to register the work later,
or if necessary to enjoin an infringement, but never in fact did so.

12 Lois et Actes du Gouvernement (Paris, 1807), vol. VII (1807), p. 211. All the
French statutes mentioned are at the Bar Assn., New York, N.Y.

13 Bulletin des Lois (Paris, 1814), no. 48, Ordinance no. 403.
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By an ordinance adopted Jan. 9, 1828,'* the five copies were reduced to
two: one for “notre bibliothéque” and the other for “la bibliothéque du
ministére de lintérieur.”” Under a law adopted July 29, 1881, three
copies of music must be deposited at the Minister of Interior in Paris or
elsewhere.'”

All that can be said about these requirements is that many copyright
deposit copies of musical compositions are at the Bibliotheque Nationale
and/or Conservatoire, Paris—and many are not.'® There was no French
requirement for separate registration of titles.

The number of copies in the first printing is stated in many of the
Dépot Légal entries commencing in the latter part of the nineteenth
century.

As to the basic original records,!™ the Registers of the Royal
Privileges from 1653 to 1790 are now in the Manuscript Department of
the Bibliothéque Nationale, and show the exact date the privilege was
granted (but not the date of publication).!® It should be noted, however,
that a large number of musical compositions appeared clandestinely
without royal privilege; and, on the other hand, privileges were sought
for works which in fact were not subsequently printed. Records during
the Revolution and up to 1810 do not exist.

The underlying records from 1811-1828 and from 1842-1912 are
at the Archives Nationales, Paris, and show the exact date of the “Dépot
Légal”; the records from 1829-1841 are lost. Since 1912, the records are
at the Bibliothéque Nationale—to 1925 at the Département des Imprimés
and since 1925 at the Département de la Musique.

The author is apparently the first musicologist to have examined the
Dépot Légal records for the purpose of determining publication dates of
French works.

14 Bulletin des Lois, 1828, no. 209, Ordinance no. 7807. An unused receipt for de-
posit of music in 1852 refers to “trois exemplaires” (Archives, F 18 * VIII [15], p. 23).
The Archives cannot explain this.

15 Bulletin des Lois de la République Frangaise (Paris, 1882), Ordinance no. 637.

16 They are not at the Library of the Ministry of the Interior. With a twinkle, the
latter wrote the author the Library was required to receive, but not to keep, copyright
deposit copies!

A third copy was also delivered at times to the Beaux-Arts. At the beginning of the
volume at the Archives, F 18 * VIII (59), Oct. 7, 1880-March 26, 1881, appear signed
receipts for the three copies deposited, one signed by the Bibliothéque Nationale, one
by the Conservatoire, and the third states “Recu pour les Beaux-Arts.” These third
copies were later delivered to the Bibliotheque Nationale, Paris; Letter from Ministére
d’Etat, Affaires Culturelles, Direction Générale des Arts et des Lettres.

17 This paragraph was summarized from a letter from Mme Elisabeth Lebeau, BN.

18 Michel Brenet, ”La Librairie Musicale en France de 1653 a 1790, in Sammel-
binde der Internationalen Musikgesellschaft, Leipzig, 1906-7, p. 401; BN. See also
Robert Estivals, Le Dépét Légal sous L’Ancien Régime de 1537 a 1791 (Paris, 1961);
NYPL.
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GERMANY

Until the unification of Germany in 1871, there was no central
copyright law, and none of the separate German states is believed to have
had any copyright laws requiring registration or deposit.

Because of the absence of copyright laws in Germany and also in
Austria, and because of the high quality of the music published in those
countries (much of which was pirated), a voluntary association of music
publishers was formed May 23, 1828, called "“Verein Deutscher Musik-
alienhindler.”?®** Austrian music publishers soon joined the association,
and the association acquired increasing powers. Issues of Hofmeister
Monatsbericht commencing Jan.—Feb., 1831, and continuing until April,
1838, showed the registration number of the “Grosse Inscriptionsbuch
der Vereinigten Musikalienhindler,” number 1 appearing in 1831, and
number 5140 in 1838, an average of over 700 registrations a year. There-
after, much central European music contained the notice: “Eingetragen
in das Vereins-Archiv.” The valuable records of this association, which
continued until World War II, were maintained at Leipzig, but are
said to have been destroyed during that war.’®

Under the laws of June 11, 1870, and June 19, 1901, the Stadtrath in
Leipzig was to keep a register of works copyrighted,?® but these registers
cannot now be located. No deposit of copies was required.

AUSTRIA

There was no law in Austria in the eighteenth or nineteenth cen-
turies requiring either the registration of titles or deposit of copies.

ITALY

Prior to the unification of Italy in 1861, some of the separate states
had their own copyright laws;?! however, from 1815 to 1859 the im-

184 Max Schumann, Zur Geschichte des Deutschen Musikalien-Handels (Leipzig,
1929), and Tradition und Gegenwart (Leipzig, 1957), particularly, p. 14—both at NYPL.
Dr. Heinrich M. Schuster, Das Urheberrecht der Tonkunst (Munich, 1891), p. 41, at
BM, LC and YU; and Adolf Hiittl, “Die Geschichtliche Entwicklung des Musikalischen
Urheberrechts” in Archiv fiir Urheber—Film—und Theaterrecht (Baden-Baden, 1955),
vol. 20, p. 305, at BSM, LC and UW.

19 Letter, Borsenverein der Deutschen Buchhindler zu Leipzig.

20 Statute in Copinger, Copyright, p. 683.

21 Copinger, Copyright, p. 755. G. B. & G. Fumagalli, Manuele del Bibliotecario
(Milan, 1894); BM and LC. It is said that in Italy in the first half of the nineteenth
century it was the custom for a composer to sell an opera to a manager for two years,
with exclusive right of representation, after which the opera became public property.
Grove’s, vol. 7, p. 249.
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portant music publishing city of Milan was part of Austria, which lacked
copyright laws. At least two works published by G. Ricordi in Milan
about 1831-1832 mention on the tjtle page ““Edizione Privila. da
Governa. Risole. N. 36347-4789;” the resolution was adopted on Dec.
18, 1830, but it has not been possible to locate its text.?* And at least
one other work published by Ricordi about 1844 states on the title page
“Reg. nell” Arch. dell’ Unione”;** it is not known what union is referred
to—possibly the Verein Deutscher Musikalienhindler referred to under
“Germany”’ above (Austrian publishers were also members of this union,
and Milan was then part of Austria). Another work published by Ricordi
about 1853 refers to section 8 of ‘“Sovrana Patente 19 Ottobre 1846,”%\¢
but this section of the sovereign patent, at UW, refers primarily to per-
formance rights. . .

The Papal States also granted privileges for the publication of musi-
cal compositions,?® but the present location of the records is unknown.
The records are not now at the Vatican Archives, the Italian copyright
office mentioned two paragraphs below, or Biblioteca S. Cecilia (Con-
servatorio), Rome.

Under copyright laws adopted by the Italian government on June 25,
1865, Aug. 10, 1875, and May 18, 1882, up to three copies were to be
deposited with the Prefect of the Province,?® and many of these copy-
right deposit copies have been found at the Biblioteca S. Cecilia (Con-
servatorio), Rome, and Biblioteca Nazionale Centrale, Florence. Between
1865 and 1882 the deposits were to be made by the following June or
December; after 1882 the deposits were to be made within three months
after publication or performance.

The Italian copyright records from June 25, 1865, on are located at
the Ufficio della Proprieta Letteraria Artistica e Scientifica, Presidenza del

21A The piano-vocal scores of Bellini’'s Norma (p.ns. 5900-5911) and Donizetti’s
L’Elisire d’Amore (p.ns. 6400-6427); both at JF. The resolution is dated and referred
to in the Gazzetta Privilegiate di Milano, Feb. 4, 1832, no. 35, p. 140; Biblioteca
Nazionale Braidense, Milan.

21B The piano-vocal score of Verdi’s Ernani (p.ns. 16221-16241); JF.

21€ The orchestral score of Verdi’s La Traviata (p.ns. 21366-21376); see page 203,
below.

22 See, for example, The Barber of Seville—Overture, below, footnote 1B.

23 Raccolta Ufficiale delle Leggi e dei Decreti del Regno d’ltalia, Law no. 2337,
June 25, 1865; Law no. 2652, Series 2, Aug. 10, 1875; Law no. 756, Series 3, May 18,
1882 (and Royal Decree no. 1012, Series 3, Sept. 19, 1882); at Bar Assn., New York,
N.Y.

Operatic scores were to be deposited with the Conservatory of Music in Naples
and the Brera Library in Milan. Id., Law no. 2587, Oct. 19, 1865. The latter library
wrote this author that, according to ministerial decree, the scores were assigned to
MIC.
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Consiglio dei Ministri, 15 Via Boncompagni, Rome. These records have
apparently not been examined before for the purpose of determining
publication dates of Italian musical compositions.

U.S.S.R.

Under the Russian 1832 copyright law, registration was required
as part of the copyright procedure, but deposit of copies was not pro-
vided for.?* This procedure continued up to the Revolution. Soviet Union
music librarians do not know the present whereabouts of these registra-
tion records.

Since the Revolution, Soviet Union music librarians say that copies
of music compositions have been deposited with the principal music
libraries;*** while this seems to be so, there are no identifying marks on
the deposit copies. The systematic registration of musical works has been
in effect since 1931 and reported quarterly in AML.

SPAIN

According to the copyright law dated June 10, 1847,% two copies
of the work were to be deposited, one at the National Library and one at
the Ministry of Public Instruction. The copyright law dated Jan. 10,
1879,%° as amended, states that a general register is to be maintained at
the Ministry of Fomento, and copies are to be deposited there and at the
National Library.

A few of the copyright deposit copies are now at the National
Library, Madrid. The copyright records are in the same building, care of
Registro General de la Propiedad Intelectual, 20 Avenida de Calvo Sotelo,
Madrid 1.%7

24 Statute in Copinger, Copyright, p. 786.

24A Twenty-two copies of musical works are to be deposited with libraries before
the printer releases the printing. Le Dépét Légal—Son Organization et son Functionne-

- ment dans les Divers Pays (Paris, 1938), pp. 27, 44 and 60; NYPL. It has not been pos-

sible to obtain from the Soviet Union or elsewhere copies of the following four laws
cited in the above work: Ordonnance du Comité central exécutif et du Conseil des
Commissaires du Peuple, concernant la remise de tous les imprimés parus sur le
territoire de 'URSS, aux bibliothéques les plus importantes, du 13 septembre 1933;
Ordonnance (numero 1156) du Conseil des Commissaires du Peuple, concernant les
imprimés soumis au dépét, du 20 novembre 1933; Réglement du Conseil de Commis-
saires du Peuple sur I'ordre d’édition des imprimés, du 10 aofit 1931; and Instruction
du Commissaire du Peuple pour I'Instruction publique, du 7 janvier 1934.

25 Legislacién de la Propiedad Literaria en Espaita (Madrid, 1863); NYPL (*IL).

26 Copyright Laws and Treaties of the World (Washington, 1956), Spain, item 2,
art. 34; Bar Assn., New York, N.Y.

27 Dean Arthur Custer, Kingston, R.I,, has been helpful in enabling the author to
obtain this information.
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INTERNATIONAL PROVISIONS

According to the Paris Convention, dated Nov. 3, 1851, a work first
published in France would be protected in England if registered at the
Hall of the Company of Stationers in London.”® If the work was first
published in England, it would be protected in France if registered at the
Bureau de la Librairie of the Minister of the Interior, Paris, and copies
deposited at the British Museum and the Bibliothéque Nationale. As far
as can be determined, this Convention was not greatly utilized.?®*

Many other countries have also had bilateral copyright treaties.?
For example, a relatively important Convention Littéraire was signed by
France and Belgium on Aug. 22, 1852, providing for one copy of each
work to be deposited for copyright.?8*

The Berne Convention of 1886, to which most Western nations (other
than the United States and Russia) adhered, provided neither for registra-
tion nor copyright deposit copies. As pointed out below at p. 32, Rus-
sian publishers obtained the benefits of the Berne Convention by devious
means.

Until 1891 no foreign composer or author could obtain copyright
protection in the United States unless he was a resident of the United
States. Commencing that year, in accordance with the Copyright Act of
1891, presidential proclamations extended copyright protection in the
United States to the citizens of particular countries, for example, France
(1891), Great Britain, Germany and Italy (1892), Austria (1907), Hun-
gary (1912), Czechoslovakia (1927), and Finland (1928).%° Russian citizens
have never been included. Under this procedure, copies of the foreign
publications are to be deposited at the Library of Congress, in the same
manner as American publications, in order to obtain copyright protection
in the United States.

As a result, the Library of Congress has a large number of copyright
deposit copies of foreign music from 1891 to date, together with informa-
tion as to the day, month and year of first publication. And to satisfy an-
other American copyright requirement, copies of foreign music began to
include the year of publication in the copyright notice.

28 Chappell, Copyright, p. 143. As to the first half of the nineteenth century, see
Tyson, Appendix II.

284 The copies deposited in France under the British and Belgian Conventions are
listed separately in BF. See, for example, Feb. 3, and June 16, 1855, pp. 95 and 426. A
Beethoven work with the stamp of the French-Belgian Convention is at JF.

29 See, e.g., Copinger, Copyright, p. 767.

30 Howell, Copyright, p. 290.
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RESEARCH PROCEDURE USED

The main base of operations has been the New York Public Library.
The center for the study of German and Austrian classical and popular
music was Vienna, the principal work there being undertaken by Miss
Louisa Cagwin, kindly recommended by Dr. Leopold Nowak. Miss Cagwin
also visited the principal libraries at Munich, Salzburg, Bonn and else-
where; her contribution to this work is most substantial. The copyright
deposit copies and the broad holdings of the British Museum were ex-
amined initially by Mr. Ernest Warburton, recommended by Sir Jack A.
Westrup. Some work was done at the Bibliotheque Nationale and the Con-
servatoire in Paris by Monsieur O. d’Estrade-Guerra.

In Europe, the author has himself done research in London, Paris,
Vienna, Munich, Rome, Milan, Moscow, Leningrad and elsewhere. In the
United States, the author examined the copyright deposit copies, broad
holdings and copyright records at the Library of Congress and visited the
principal music libraries in Boston, Cambridge, Philadelphia, New Haven,
New York, Rochester and elsewhere. Miss Cagwin checked the principal
libraries in Chicago, and Stanford, California.

The National Union Catalogue at the Library of Congress lists many
of the principal holdings of many important libraries in the United States.
The Catalog Collectif, Bibliothéque Nationale Suisse, Berne, the Union
Catalogue, Openbare Muziekbibliotheek, ’s-Gravenhage, and the Union
Catalogue, National Library, Ottawa, are similar national catalogues for
Swiss, Dutch and Canadian libraries. These central index files, apparently
not duplicated in other countries,! led to the location of many items not
otherwise found. The printed British Union Catalogue was, of course, help-
ful for works published prior to 1800. Printed catalogues of libraries, such
as that of the Roya! College of Music, were examined.

The entries at Stationers’ Hall were searched for all English works, and
for those continental works which state they were entered at Stationers’
Hall, from 1787 to 1912 when compulsory entry was discontinued. The
French Dépét Légal records were also searched during the periods they are
available, namely from 1811-1828 and 1842-1912.% The Italian and Spanish

I The Zentralkatalog der Wissenschaftlichen Bibliotheken des Landes Nordrhein-
Westfalen, Cologne, does not contain music. Deutsche Staatsbibliothek, East Berlin, has
a central index of music published before 1800 at libraries in East Germany.

2 See p. 20, above.
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copyright records were likewise examined for the period they have been
in existence, namely, since 1865 and 1847, respectively.?

Musicologists in Europe and America furnished many helpful leads.
Special libraries or institutes devoted exclusively to one composer were also
contacted, e.g., Bach, Chopin, Foster, Grieg, Liszt, Mozart, Schumann,
Tchaikovsky and Wagner. Bibliographic notes in collected editions were
helpful in a few instances, e.g., Bach and Chopin.

Published letters of composers and publishers were studied. Phono-
graph records which were released considerably earlier than printed edi-
tions were important in several instances.

Correspondence was undertaken with publishers and successor pub-
lishers and also with a few living composers and lyricists. This approach
proved fruitful in only a few instances.

Folk-song research was supplemented by studies at the folk-song
centers of many countries (see Relationship to Folk-Song Research and
Phonograph Records below).

Every private collection of printed music known to this author—both
general and specialized—in Europe and in the United States was contacted.
The former private collection of Dr. Werner Wolffheim was studied by
means of the sale catalogue, annotated with names of purchasers; NYPL.

Libraries in Australia, Canada, Czechoslovakia, Denmark, Finland,
Hungary, Ireland, Poland and Rumania have, by correspondence, been most
helpful with regard to their respective music. On the other hand, corre-
spondence to Mexico, Cuba (before and after Castro) and South American
countries has been mostly unanswered.

When all of the foregoing was completed, and other special leads ex-
hausted, a list of about a hundred unlocated first editions was compiled and
sent to about six hundred libraries around the world which were listed in
the International Inventory of Musical Sources, Grove’s, or otherwise rec-
ommended and not previously searched. Every library mentioned in the
International Inventory of Musical Sources in England, France, Germany,
Switzerland and the United States was written to, plus a great many in
Austria, Italy and other countries. Librarians in these countries kindly spent
many hours checking the list of missing items, and in this way a great many
were found.* Over 70 percent of the libraries replied that they had searched
their holdings, and many favorably. There is also reason to believe that
many others checked their holdings but, not finding any missing item,
did not reply.

First editions of orchestral parts of symphonies, operas and ballets
were particularly difficult to find (see Special Message to Music Librarians,

3 See pp. 21 and 23, above.
4 The Four Rules of Interlingual Correspondence: short sentences; simple words;
no idioms; and try to use words with Latin roots.
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below). In addition to searching at the above-mentioned sources, this
author also examined the holdings of a number of the world’s leading
symphony orchestras and opera houses; however, it has not been practical
to cover this possibly fertile, but difficult, source systematically. Finally, the
author examined the holdings of Alfred J. Mapleson Music Library, New
York City, the world’s largest renter of orchestral parts and scores to per-
forming societies around the world, which has been in existence for over
100 years. This important area of orchestral parts is sometimes overlooked
in musicological research, particularly in the case of operas.

Perhaps, as to this pioneering book, the author should have taken the
advice of the late Dr. Otto Erich Deutsch: “Never . . . bring out a first edi-
tion at all, but . . . circulate your book privately and wait for the corrections
to come in.””®
Location of Copies Described. No attempt has been made to compile a
worldwide census of the copies described in this book. To the contrary—
the attempt was to find anywhere one copy which seemed to be entirely
satisfactory as a first edition, meeting all known positive requirements
with no negative, disqualifying features. There is much to be said for
examining every available copy throughout the world—unquestionably,
variants and differences would be noted. However, such exhaustive exami-
nation was not realistic for this author any more than it has been for others.

As a practical matter, in the great majority of cases, a huge number
of copies of a particular work had to be examined before a completely
satisfactory one was located. In addition to examining copies in libraries
and private collections, the author has for twenty years been cutting out of
dealers’ catalogues all listings of editions of the titles studied in this book.
An attempt was made to receive every dealer’s catalogue during this period
as these catalogues contain a great amount of helpful bibliographic in-
formation.

Except as mentioned in this paragraph, no inference should be drawn
that a particular library or collector does not have a particular edition be-
cause it or he is not shown as an owner. The British Museum was searched
for copies, particularly copyright deposit copies, of all English works, as
were the Bibliothéque Nationale for all French works, the Biblioteca S.
Cecilia (Conservatorio) for all Italian works, and the Library of Congress
for all American works. Thus, in the absence of human error, first editions
of English, French, Italian and American works not shown as being at such
respective library are probably not there.

At times more than one owner is indicated. While no systematic at-
tempt was made to examine all known copies, curiosity inevitably led to
examining and comparing additional available copies of a great many works

% The New York Times, Oct. 8, 1961, sec. 2, p. 13.
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even after a satisfactory copy had been found. Where an additional correct
copy was found, this is so indicated—since the new location may be
geographically more convenient for someone who may want to examine it.

RELATIONSHIP TO FOLK-SONG RESEARCH AND
PHONOGRAPH RECORDS

FOLK-SONG RESEARCH

As many of the songs considered are folk songs, i.e., songs without
any known author, usually of a simple nature and generally accepted, it is
necessary to clarify the relationship of this study with folk-song research.

Our present concern is with the earliest appearance in print of familiar
melodies. Folk-song research is primarily confined to the oral tradition,
particularly oral variants of the melody or words. Folk-song researchers
and revivalists frequently do not seem to make the same effort to find early
printed versions as they do to find later oral variants; this author believes
that better coordination of the two lines of research would be mutually
beneficial.

As to each folk song studied here, all known folk-song reference
books have been examined. Reliable evidence is cited. However, a vague
recollection of an aged person, without musical ability, that his grandfather,
also without musical ability, had said he had heard the melody in his youth
is not deemed worthy evidence. Nor is the too-frequent, general, unsub-
stantiated statement that the folk song is “extremely old, having been
known for centuries.”* As folk songs have been printed as such in so many
countries since the sixteenth century, it may be meaningful that a well-
known folk song did not appear in print until recently; in fact, it is be-
lieved by this author that some folk songs, e.g., How Dry I Am and Old
MacDonald Had a Farm in their present forms, are recent in origin. Early
field, special and commercial recordings of many folk songs have been
made, and after considerable searching the author has been able to find
several such recordings which preceded the printed versions mentioned in
this book; these earlier recordings are noted. Player-piano rolls were also
searched. In a few cases, a letter or diary entry containing a reference to
the folk song has preceded the earliest known printed version. These have
also been mentioned.

1]t is not known why some folk-song writers attempt to vilify Stephen C. Foster.
The most unfair—because completely unauthenticated—accusations are made about the
originality of many of his songs. See, for example, (De) Camptown Races, Jeanie with
the Light Brown Hair, Oh! Susanna, and Old Folks at Home, below. See, also in gen-
eral, George Pullen Jackson, “Stephen Foster’s Debt to American Folk-Song” in MQ,
1936, p. 54. That Foster (and Anton Dvorak and George Gershwin) was familiar with
Negro and/or minstrel music is clear. But there is not one single piece of evidence that
Foster’s songs were not original with him.

. DY RN €
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The author has studied or had special studies made at the folk-song
centers at: Library of Congress, Washington; Folklore Institute, Blooming-
ton, Indiana; Cecil Sharp English Folk Song Society, London; School of
Scottish Studies, and National Library, Edinburgh; Institute of Russian
Literature, Leningrad; Deutsches Volksliedarchiv, Freiburg; Phonotheque
Nationale, and Bibliothéque Nationale, Paris; Department of Irish Folk
Music, University College, Dublin; and Svenskt Visarkiv, Stockholm. In
each case, the information there known about the folk songs of the
particular country has been incorporated into this book.

PHONOGRAPH RECORDS

While the focus of this book is on the original printing of each compo-
sition, there are several instances in which a phonograph record of a com-
position was released considerably before the publication of the music. For
example, Star Dust was recorded by a small phonograph company in the
Midwest more than a year before the sheet music edition was published.
Similarly, the “Hold That Tiger” chorus in Tiger Rag was on phonograph
records 15 years before it was included in the sheet music edition. Rhap-
sody in Blue was recorded six months before it was published. In the folk
music field, We Shall Overcome and When the Saints Go Marching In
were recorded before they were published.

These instances are mentioned in this book, as well as a number of
others where the phonograph recording was historically particularly sig-
nificant. For example, the original recording of Lili Marleen played a
unique role in the success of the song.

In addition to field, special and commercial recordings, player-piano
rolls were also searched for by the author for instances of special signifi-
cance. More bibliographic information in these areas would be welcome.

DESCRIPTIONS OF FIRST APPEARANCES IN PRINT

GENERAL

Since it is impractical to reproduce the covers, title page, music pages
and other pages of each work, it is necessary to select certain sensitive
points which experience indicates are likely to change from edition to edi-
tion. These points differ depending upon the date and kind of music
described.

In general, the following information is furnished as to the first print-
ings: the title and opus number, composer, lyricist and name and address
of publisher, ordinarily as shown on the title page or front cover; the year
of publication; the colors and ornamentation of the covers or wrappers, if
there are any, and of the title page; the price; the name of the opera or
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musical production; the arrangement of the edition, and whether the work
is stated to be available in other arrangements or keys; usually, the names
and addresses or number of copublishers or agents; the pages on which the
music appears; miscellaneous other pages containing, for example, a list
of subscribers, index, or cast; any dedication;! any dated watermark; the
plate number at the bottom of the music page;® and any references to other
musical compositions appearing on the particular copy. Additional special
information is given where necessary.

If known, a “point of issue,” distinguishing a first edition from later
editions, has been set in boldface for rapid checking.

Pages printed from engraved plates are so indicated. The shape is up-
right, unless oblong is stated. Folio, quarto or octavo size is usually not
mentioned except for music published during and at the end of World War I
(see page 9) and in a few other cases. The copyright owner is the pub-
lisher unless otherwise stated. Geographical names have usually been
Anglicized and addresses given in the American form. Legal notices are
seldom mentioned unless they occupy an entire page (the absence or
presence of legal and copyright warnings and claims, and their exact word-
ing, would be a fertile area for study).

It may well develop in the future that two or more different editions
of a particular work will meet the description contained in this book. Such
information would be welcomed, and an attempt will be made with the in-
formant to determine priority between the two editions.

Advertisements on a page are described as follows:

adv. Nocturne. means that the one musical work advertised is
Nocturne.
adv. Conte.. means that the one musical work advertised

starts with the word Conte.

adv. Conte.. and Huit.. means that two musical works are advertised,
one starting with the word Conte and the other
starting with the word Huit.

adv. Conte.. - Huit.. means that more than two musical works are
advertised, the first work starting with the
word Conte and the last work starting with the
word Huit.

1In some languages the dedicatee’s name may unfortunately be given in the
dative.

2 If there is a different publisher’s number on the title page, this is also indicated.
The plate number has been omitted in the descriptions of many recent popular songs
because experience indicates it is of little or no use in establishing first printings in
this period.
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In a few cases, the advertisement is described by mentioning its most
prominent word, first prominent word, or general subject.

The owner of each described copy is also given. The library’s shelf
number is usually omitted unless the library is known to have two or more
similar editions.

Where the words were printed before the music, the prior printing
of the words is also described.?

TERMINOLOGY

In this book, the phrase “first edition”” means the first regular printing
prior to any change of any kind in any part of the work. To many, the
phrase “first edition” means the first “general” printing, with minor
changes in the covers or title page or text being referred to as the “’second
issue” or the “second state” of the first edition. To some, it is immaterial
that there are changes in the wrappers or advertisements or imprint or
price, or that an edition is engraved or offset, if the music pages remain
unchanged.* To this author and in this book, the phrase “first edition”
means the first state of the first issue of the first edition. Any change makes
the next printing the “second edition.” Where there are two or more edi-
tions, identical except as indicated, and it cannot be established which is the
earlier, the word “variant” is used.’

A known change in the title page merely in, say, the price of the work
or the address of the publisher is admittedly relatively minor, even if
it occurred provably many years after the original printing, provided one
has checked all the music pages of the two printings, note for note, and
found that the music pages of the later printing remain unchanged in every
respect.”** However, the important point is that, unless one is willing to
make this painstaking musical check, is not an unnecessary risk being taken
if one considers both printings as the first printing when at least the title
page of one printing is known to be earlier than the title page of the second
printing? Of course, changes are sometimes made in the music pages with-

.out any change in, say, the title page. But experience has shown that the

title page is, for many reasons, frequently changed. It is unquestionably
desirable, but usually not practical, to check every musical note of the two
printings. But, unless a note-by-note musical comparison has been made, if

3 Except librettos of operas, which require a study of their own. Printed librettos
were available on opening night of, at least, most Gilbert and Sullivan operas; Allen,
Gilbert, p. xviii.

4 This is a big “if”” unless one has checked all the music, note for note.

9 For many other views as to what is an “edition,” see Unity Sherrington and Guy
Oldham, Music, Libraries and Instruments (London, 1961), p. 147, at BM, and generally,
John Carter, ABC for Book-Collectors (London, 1952), p. 85, at NYPL.

54 For example, by means of a Hinman Collator.
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the title page of one printing is provably earlier than the title page of
another printing, there is an unnecessary and increased risk of more im-
portant changes having been made in the musical text during the inter-
vening time. For these reasons, to this author, the phrase “first edition”
means the first printing prior to any change of any kind in any part of the
work.

The first “regular” edition (i.e., the trade edition issued to the public)
has been selected as the first edition rather than any professional edition
(although a contrary argument can be made), because the regular edition
is on public sale and is on paper intended to last, whereas the professional
edition is a private printing issued free to persons in the music industry
and is usually on cheap, brittle wood-pulp paper. Similarly, a song copy-
righted in this country as an “unpublished” composition has not been con-
sidered as the first edition. In a few cases, the orchestral score of an opera
has been called a first edition where copies were printed primarily for
rental, and perhaps not sold.

The first known appearance of the melody in print has been described,
whether it is in the form of sheet music, or included in a score, book or
magazine. The first edition is not necessarily an authorized edition. It is
immaterial in this book whether the first printing of a work occurs during
the composer’s lifetime or after his death.

The term “first edition” is reserved for an edition which not only meets
any positive requirements and avoids all negative disqualifications, but
also is confirmed by a contemporary dating, usually by reason of a copy-
right deposit stamp. ““Probable first edition” means an edition which meets
any positive requirements and avoids all negative factors, and, subjectively,
has the “feel” of a first edition. ““Possible first edition” means an edition
which meets any positive requirements and avoids all negative factors, and
could have been printed at the time the composition was first published.
“Early edition” means an edition which has at least one negative or dis-
qualifying factor.

Intended simultaneous publication of a composition in two or more
countries is a most difficult problem since experience has shown that, while
simultaneous publication may have been intended, it is frequently not
achieved. If the evidence shows that a particular composition was pub-
lished at or about the same time in two or more countries, both or all edi-
tions are described. If, however, in spite of the intent, one edition preceded
the other or others by a substantial time, only the first to appear is con-
sidered the first edition, the others being mentioned briefly.

A special problem exists as to many Russian works published after
1886. Russia did not join the Berne International Copyright Convention.
Nonetheless, Russian publishers frequently obtained its benefits by having
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the work published in Germany a day or two before publication in Russia,’
since compliance with the Berne Convention depended upon the place of
first publication, rather than upon the nationality of the author. This
“German’’ edition usually had all the music pages printed in Russia, plus a
German title page. For the purpose of this book, the Russian edition is
nonetheless considered the first edition, although the German edition is
noted where located.

ARRANGEMENTS CONSIDERED

If a composer wrote a work for orchestra, but it was first printed in a
piano arrangement, is the “first edition” the first printing of the earlier
piano arrangement or the first printing of the later orchestral arrangement?
It can be argued that the first printing of the melody in any form is the
first edition of that melody; it is the melody that the man in the street hums.
It can also be argued that where the work was first composed for orchestra,
anything less” than a full orchestral arrangement is an “incomplete” edition,
and that the first edition should be a complete edition of what the composer
wrote.

The above example is typical of many different situations; these have
been generally resolved in this book as set forth below. The basic principle
is: the first arrangement to appear is described; and if originally composed
for more instruments than are included in the first arrangement or as part
of a larger work, the complete arrangement and larger work are also
described.

Where the work was first published in the same arrangement as
originally composed, this is the only arrangement considered.

Where the work was originally composed for orchestra, and publica-
tion of the orchestral score and parts took place at about the same time,
both seem equally important and are considered. If the publication of one
preceded the other by a substantial time, only the earlier is described.

If the work was originally composed for orchestra, and publication of

the orchestral score (or parts) took place at about the same time as a piano
arrangement, only the orchestral arrangement is considered.

If the work was originally composed for orchestra, and publication of
a piano arrangement preceded the orchestral version by a substantial
interval, both arrangements are described. However, where the interval is,
say, twenty-five or more years—as is the case of some operas and light
operas—the orchestral version is mentioned only briefly.

6 H. W. Heinsheimer, Fanfare for 2 Pigeons (New York, N.Y., 1952), p. 96; NYPL.
Letter from Anton J. Benjamin, G.m.b.H., Hamburg.
7 Particularly if arranged by someone other than the composer.
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Where operas, light operas or shows are concerned, and the single
aria or song, or the overture, was published well before the piano-vocal
or orchestral score, both the separate number and such score are considered.
Where the separate number and the score were published at about the same
time, only the more complete score is described. (Whereas today separate
numbers usually precede the score by months, this was frequently not the
case in the eighteenth and nineteenth centuries.)

Where operas or light operas are concerned, and a piano-vocal score
appeared prior to, or at about the same time as, the piano solo arrangement
(without words), only the more complete piano-vocal score is described.
If the piano arrangement clearly preceded the piano-vocal score, both are
considered.

LIST OF ABBREVIATIONS

- Following is a list of abbreviations and special terms used in this book.
The list also serves as a bibliography of the principal works studied in
connection with this book, and shows the libraries and private collectors
who have cooperated in this project.

* (Asterisk)

Incomplete or defective.

AAB W. J. Burke and Will D. Howe, American Authors
and Books (New York, N.Y., 1943); NYPL.

AAS American Antiquarian Society, Worcester, Mass.

ABH Arthur Billings Hunt, Wantagh, N.Y.

AH Arthur Hedley, London.

AKM Staatlich Genehmigte Gesellschaft der Autoren,

Allen, Gilbert

Komponisten und Musikverleger, Vienna.

Reginald Allen, The First Night Gilbert and Sullivan
(New York, N.Y., 1958); BM.

Allibone S. Austin Allibone, A Critical Dictionary of English
Literature (Philadelphia, 1871); NYPL.
Altmann Wilhelm Altmann, Richard Wagners Briefwechsel

American War Songs

AML

AMZ

AMZ [nt-Bl

mit Seinen Verlegern (Leipzig, 1911); NYPL.
American War Songs (Philadelphia, 1925); NYPL.

(Annals of Musical Literature) Jleronucs My3biKanbHOH
auteparypst (Moscow, 1931-); SSL (many issues at
LC and NYPL). Apparently entitled Notnaya Letopis’
(Musical Annals) from 1931 to 1938 and Bibliografiya
Myzykal’'noi Literatury about 1939-1940.

Allgemeine Musikalische Zeitung (Leipzig, 1798-
1848); NYPL.

Same, Intelligenz-Blatt insert.
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Emily Anderson, The Letters of Beethoven (London,
1961); NYPL.

Archives Nationales, 60 Rue Francs Bourgeois, Paris.

Adaptation for other instruments—for example, an
arrangement of an orchestral work for piano or
piano four hands. Generally, the more arrangements
that are listed, the later the edition will be.

American Society of Composers, Authors and Pub-
lishers, New York, N.Y.

The ASCAP Biographical Dictionary of Composers,
Authors, and Publishers, edited by Daniel 1. Mc-
Namara (2nd ed., New York, N.Y., 1952); NYPL.
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Alan Tyson, London.

Bibliothéque Anthony van Hoboken, Ascona, Switz-
erland.

Alexander Weinmann, Vienna.

Beethoven-Archiv, Bonn.

Johann Sebastian Bach’s Werke (Bach Gesellschaft zu
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by Nicolas Slonimsky (5th ed.,, New York, N.Y.,
1958); NYPL.

Association of the Bar of the City of New York, New
York, N.Y.

Breitkopf & Hirtel, Leipzig.

S. Baring-Gould, English Minstrelsie (Edinburgh,
1895-[1897]); NYPL.

British Broadcasting Company, London.
Biblioteca Centrald de Stat, Bucharest.

Buffalo and Erie County Public Library, Grosvenor
Reference Division, Buffalo, N.Y.

Henry Marvin Belden, Ballads and Songs Collected
by the Missouri Folk-Lore Society (Columbia, Mo.,
1940); NYPL.

Leonard Bernstein, The Joy of Music (New York,
N.Y., 1959); NYPL.
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BMA
BMF

BMI
BML
BMM
BN
BNA
BNF

BNM
BOA

BOB
BOD

Bohme

BOL
BOP

THE BOOK OF WORLD-FAMOUS MUSIC

Sergei Bertensson and Jay Leyda, Sergei Rachmani-
noff—a Lifetime in Music (New York, N.Y., 1956);
NYPL.

Bibliographie de la France (Paris, 1811-1856); ULS,
p. 444,

Bibliographie Musicale (Paris, 1872 -1874); ULS, p.
447.

Bibliothek der Internationalen Stiftung Mozarteum,
Salzburg.

Biographic Directory of the USSR (New York, N.Y.,
1958); NYPL.

Jacob Blanck, Bibliography of American Literature
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British Museum, London.

W. Barclay Squire, Catalogue of Printed Music Pub-
lished between 1487 and 1800 Now in the British
Museum (London, 1912); BM.

Catalogue of Printed Music in the British Museum
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(London, 1951); BM.
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Bath Municipal Library, Bath, England.
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Biblioteka Narodowa, Warsaw.
Biblioteca Nazionale Centrale, Florence.

Biblioteca Nacional, Madrid.

Boston Athenaeum, Boston.
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Bodleian Library, Oxford.

Franz Magnus Bohme, Volksthiimliche Lieder der
Deutschen im 18. und 19. Jahrhundert (Leipzig,
1895); NYPL.

Civico Museo Bibliografico Musicale, Bologna.

Bibliothéque de I'Opéra, Paris.
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Brown, Corrections
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Robert Bory, La Vie de Frédéric Chopin (Paris
[1951]); NYPL.

B. A. Botkin, A Treasury of American Folklore (New
York, N.Y., 1944); NYPL.

B. A. Botkin and Alvin F. Harlow, A Treasury of
Railroad Folklore (New York, N.Y., 1953); NYPL.

Boston Public Library, Boston.
Brown University, Providence, R.I.

Brackets denote that information between the brack-
ets does not appear in print, but has been obtained
elsewhere.

Wilhelm Altmann, Johannes Brahms im Briefwechsel
mit Breitkopf & Hirtel et al. (Berlin, 1920); NYPL.

Johannes Brahms wund Fritz Simrock (Hamburg,
1961); NYPL.

René Brancour, Massenet (Paris, 1922); NYPL.
Bibliotheque Royale de Belgique, Brussels.

Clarence S. Brigham, History and Bibliography of
American Newspapers 1690-1820 (Worcester, Mass.,
1947); NYPL.

James D. Brown and Stephen S. Stratton, British
Musical Biography (Birmingham, 1897); NYPL.

Maurice J. E. Brown, Chopin (London, 1960); BM.

Maurice J. E. Brown, “The Chopin Index—Correc-
tions . . .” in MT, Jan. 1965, p. 28.

C. A. Browne, The Story of Our National Ballads
(New York, N.Y., 1960); NYPL.

Boyd Stutler, Charleston, W. Va.
Bayerische Staatsbibliothek, Munich.
Bibliothéque Saint-Sulpice, Montreal.

The British Union-Catalogue of Early Music, edited
by Edith B. Schnapper (London, 1957); BM.

Frank T. Bullen and W. F. Arnold, Songs of Sea
Labour (London, 1914); NYPL.

Jarmil Burghauser, Antonin Dvordk, Thematic Cata-
log (Prague, 1960); NYPL.

Jack Burton, The Blue Book of Tin Pan Alley (Wat-
kins Glen, N.Y., 1950); NYPL.
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Canadian Copyright
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CH
chap.
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Chappell, Copyright

Chavez Catalog
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La Bibliothéque de la Ville de Montréal, Montreal.

Bryn Mawr College, Bryn Mawr, Pa.

Copyrighted.

Public Library, Cardiff, Wales.

Circa.

Cambrian Minstrelsie (Edinburgh, 1893); NYPL.

Complete List of Canadian Copyright Musical Com-
positions, 1868-]Jan. 19, 1889 (n.p., n.d.); TPL.

Claudio Sartori, Casa Ricordi ([Milan], 1958); NYPL.
Cary Bok, Camden, Me.
Canadian Broadcasting Corporation, Toronto.

Copyright deposit copy. The actual copy of a work
deposited for copyright at the Library of Congress,
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Charles Gaynor, New York, N.Y.
Cecil Hopkinson, London.
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W. Chappell, Popular Music of the Olden Times
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The Curtis Institute of Music, Philadelphia.

Kenneth S. Clark, Stories of America’s Songs (New
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Charleston Library Society, Charleston, S.C.
Conservatoire de Musique, Geneva.

Commonwealth National Library, Canberra, Aus-
tralia.
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Deutsch, Plate Numbers

Deutsch, Schubert

DGB

DIB

Dichter-Shapiro

Dict. Am. Biog.

Dict. Nat. Biog.

DKB
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Doerflinger

Dombayev

Dorffel

Double pagination

Downes-Siegmeister

PP
DR
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zig, Dec., 1931, p. 135; ULS, p. 3026.

Otto Erich Deutsch, Musikverlags Nummern (Berlin,
1961); LC.

Otto Erich Deutsch, Schubert. Thematic Cata-
logue . . . (New York, N.Y. [1946]); NYPL.

Dezobry and Bachelet, Dictionnaire Général de Biog-
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Detroit Public Library, Detroit, Mich.
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N.Y., 1950); NYPL.

David Ewen, The Lighter Classics in Music (New
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Literary Works of Hector Berlioz (Edinburgh, 1951);
LC.

Cecil Hopkinson, “The Fundamentals of Music Bib-
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Herbert A. Howell, The Copyright Law (Washington,
1952); NYPL.

Howard-Tilton Memorial Library of Tulane Uni-
versity, New Orleans, La.

Harvard University, Cambridge, Mass.

Stan Hugill, Shanties from the Seven Seas (London,
1961); NYPL.

Charles Humphries and William C. Smith, Music
Publishing in the British Isles (London, 1954); NYPL.

Henry Watson Music Library, Manchester Public
Libraries, Manchester.

Name and address (of the publisher); also, the date
if shown.

Max Arnim, Internationale Personalbibliographie
(Leipzig, 1944); NYPL.
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1U

Jackson

JAF

JAFE Index

Jahns

JB
JE
JFD

JESS

JLH
M

JMM
JNL

Johansson

Jones, Handbook

Ju

Julian

KA

Kane

Kastner

KC
KCPL
KH
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Indiana University, Bloomington, Ind.

George Pullen Jackson, Spiritual Folk-Songs of Early
America (New York, N.Y., 1937); NYPL.

Journal of American Folklore (Boston, New York,
N.Y., and Lancaster, Pa., 1888—); ULS, p. 1435.

Tristram P. Coffin, An Analytical Index to the Jour-
nal of American Folklore (Philadelphia, 1958); LC.

Friedr. Wilh. Jiahns, Carl Maria von Weber in Seinen
Werken (Berlin, 1871); NYPL.

Jacob Blanck, Chestnut Hill, Mass.
James J. Fuld, New York, N.Y.

J. Francis Driscoll Estate, c/o J. Francis Driscoll, Jr.,
Flossmoor, 111

Journal of the Folk-Song Society (London, 1899—
1931); ULS, p. 1032.

Josephine L. Hughes, Charleston, S.C.

Jacob Michael, New York, N.Y. Collection now at
JNL.

Jean-Marie Martin, Hollogne-aux-Pierres, Belgium.

The Jewish National and University Library, Jeru-
salem.

Cari Johansson, French Music Publishers’ Catalogues
of the Second Half of the Eighteenth Century (Stock-
holm, 1955); HU.

F. O. Jones, A Handbook of American Music and
Musicians (New ed., Buffalo, N.Y., 1887); NYPL.

Juilliard School of Music, New York, N.Y.

John Julian, A Dictionary of Hymnology (London
and New York, N.Y., 1892); NYPL.

Badische Landesbibliothek, Karlsruhe, Germany.

Henry Kane, How to Write a Song (New York, N.Y.,
1962); NYPL.

Emerich Kastner, Wagner-Catalog (Offenbach a. M.,
1878); NYPL.

King’s College, Cambridge.
Kansas City Public Library, Kansas City, Mo.

Konzerthausgesellschaft, Vienna.
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Kidson, Minstrelsy of England

King, Collectors

Kinsky-Halm

Kinsky, Opern

Kéchel

KRS

KSHS
KT
KU

Larpusse XX

LaRue, Watermarks

Laws

LBH
LC
LCP

Legman

Lengfeld

Liepmannssohn, Katalog 233

LIHS

Liszt Verzeichnis

LL
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Alfred Moffat and Frank Kidson, The Minstrelsy of
England (London, 1901); NYPL.

A. Hyatt King, Some British Collectors of Music
(Cambridge, 1963); BM.

Georg Kinsky and Hans Halm, Das Werk Beethovens
(Munich, 1955); NYPL.

Georg Kinsky, “Berithmte Opern, IThre Handschriften
und Erstdriicke” in Philobiblon, Vienna, 1935, p. 363;
ULS, p. 2196.

Dr. Ludwig Ritter von Kdchel, Chronologischthema-
tisches Verzeichnis Sdmtlicher Tonwerke Wolfgang
Amadé Mozarts (6th ed., edited by Franz Giegling,
Alexander Weinmann and Gerd Sievers, Wiesbaden,
1964); LC. '

Mrs. K. Ray Spencer Estate, /o K. Ray Spencer,
Helotes, Texas. Collection now at Baylor University
Library, Waco, Texas.

Kansas State Historical Society, Topeka, Kansas.
Kirov Theater, Leningrad.

Universitats- und Stadtbibliothek, Cologne.

Larousse du XX® Siécle (Paris [1953-1955]); NYPL.

Jan LaRue, “"Watermarks and Musicology” in Acta
Musicologica, Basel, 1961/11-1V, p. [120]; ULS, p. 35.

G. Malcolm Laws, Jr.,, Native American Balladry
(Philadelphia, 1964); NYPL.

Bibliothek der Hansestadt, Liibeck, Germany.
Library of Congress, Washington.
Library Company of Philadelphia, Philadelphia.

G. Legman, The Horn Book (New Hyde Park, N.Y.,
1964); LC.

M. Lengfeld’sche Buchhandlung, Catalogue 37 (Co-
logne, 1930); NYPL.

Leo Liepmannssohn, Katalog 233 (Berlin, n.d.), 2.
Teil; LC and JF.

Long Island Historical Society, Brooklyn, N.Y.

Thematisches Verzeichnis der Werke von F. Liszt
(Leipzig, 1855); NYPL.

Lester S. Levy, Pikesville, Md.
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LLD

LLM
LML
LMU

Loewenberg

Lomax, North America

LPL
ES
CTE
LUC

m.

MA

MacArdle, First Editions

Macmillan Encyclopedia

MAP
Mattfeld

Mayer-Serra

MBC
MBM
MC
MCNY
MCO

MED
Le Ménestrel

Mercure de France
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Lippische Landesbibliothek, Detmold, Germany.
Lenin Library, Moscow.

Music Library, Central Libra_ry, Leeds, England.
Lincoln Memorial University, Harrogate, Tenn.

Alfred Loewenberg, Annals of Opera (Geneva, 1955);
NYPL.

Alan Lomax, The Folk Songs of North America (New
York, N.Y., 1960); NYPL.

Leningrad Philharmonic Library, Leningrad.
Landesbibliothek, Schwerin, Germany.
Lunacharsky Theatrical Library, Leningrad.

Library, Union of Soviet Composers, Moscow.

Music.

Musical America (New York, N.Y. 1898—); ULS,
p. 1841.

Donald W. MacArdle, “First Editions of Beethoven
Published in England” in The Monthly Musical
Record, London, Nov.-Dec. 1960, p. 228; ULS, p.
1806.

Albert E. Weir, editor, The Macmillan Encyclopedia
of Music and Musicians (New York, N.Y. 1938);
NYPL.

Alfred Mapleson & Son, New York, N.Y.

Julius Mattfeld, Variety Music Cavalcade (New York,
N.Y., 1952); NYPL.

Otto Mayer-Serra, Musica y Musicos de Latino-amé-
rica (Mexico, 1947); NYPL.

Biblioteca del Conservatorio, Madrid.
Biblioteca Municipal, Madrid.
Moscow Conservatory, Moscow.
Museum of the City of New York.

Musical Courier (Philadelphia, New York, N.Y., and
Evanston, 1880-1962); ULS, p. 1842.

Morris E. Dry, New York, N.Y.
Le Ménestrel (Paris, 1833-1940); ULS, p. 1709.

Mercure de France—title varies (Paris, 1692-1820);
ULS, p. 1713.
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MET
Metcalf

Meyers

Meysel

MG
MGG

MHS
MIC
MIT

MLS
MM
MO

Moffat, Minstrelsy of Ireland

Moffat, Minstrelsy of Scotland

Mott

MQ

MSs
MSU

MT

Mueller von Asow

Muir

Miiller-Reuter
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Metropolitan Opera, New York, N.Y.

Frank Metcalf, Stories of Hymn Tunes (New York,
N.Y., 1928); NYPL.

Meyers Lexikon (8th ed., Leipzig 1936-1942); NYPL.

[Karl Friedrich Whistling,] Handbuch der Musi-
kalischen Literatur (Anton Meysel, Leipzig, 1817);
NYPL.

McGill University, Montreal.

Die Musik in Geschichte und Gegenwart (Kassel and
Basel, 1949—); NYPL.

Maryland Historical Society, Baltimore.
Biblioteca del Conservatorio Giuseppe Verdi, Milan.

Massachusetts Institute of Technology, Cambridge,
Mass.

Mitchell Library, Glasgow.
Mitchell Library, Sydney, Australia.
Musica e Musicisti (Milan, 1903-1905); ULS, p. 331.

Musical Opinion & Music Trade Review—title varies
(London, 1877—); ULS, p. 1843.

Alfred Moffat, The Minstrelsy of Ireland (London,
1897); NYPL.

Alfred Moffat, The Minstrelsy of Scotland (2nd ed.,
London, 1896); NYPL.

Margaret M. Mott, “A Bibliography of Song Sheets;
Sports and Recreations in American Popular Songs,”
Part II, in Notes, Sept., 1950, p. 522.

The Musical Quarterly (New York, N.Y., 1915—);
ULS, p. 1843.

Museum Steyr, Steyr, Austria.

Musikwissenschaftliches Seminar der Universitit,
Heidelberg.

The Musical Times (London, 1844—); ULS, p. 1844.

Erich H. Mueller von Asow, Richard Strauss, Thema-
tisches Verzeichnis (Vienna, 1959—); NYPL.

Percy H. Muir, “Thomas Moore’s Irish Melodies
1808-1834" in The Colophon, Part XV (New York,
N.Y., 1933), no page number; ULS, p. 726.

Theodor Miiller-Reuter, Lexikon der Deutschen Kon-
zertliteratur (Leipzig, 1909); NYPL.
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MW

NC
NCL
el
NEC
NEDL

Nestyev

Nettel

Nettl, National Anthems

Newell

New York Herald Tribune

The New York Times

New York Tribune

Nicoll

NIE

Niecks

NLI
NLO
NLS
NLW

NMC
NML

NMP
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The Musical World (London, 1836-1891); ULS, p.
1844.

Music and words.

Newberry Library, Chicago.

National Central Library, London.

No date.

New England Conservatory of Music, Boston.
New England Deposit Library, Allston, Mass.

Israel V. Nestyev, Prokofiev (Stanford, Cal., 1960);
NYPL.

Reginald Nettel, Seven Centuries of Popular Song
(London, 1956); NYPL.

Paul Nettl, National Anthems (New York, N.Y.,,
1952); NYPL.

William Wells Newell, Games and Songs of Ameri-
can Children (New York, N.Y., 1883); LC.

New York Herald Tribune (New York, N.Y., 1924—);
NYPL.

The New York Times—title varies (New York, N.Y.,
1851—).

New York Tribune (New York, 1841-1924); New
York Herald Tribune, New York, N.Y.

Allardyce Nicoll, A History of English Drama 1660—
1900 (Cambridge, 1952-1959); NYPL.

The New International Encyclopaedia (2nd ed., New
York, N.Y., 1925); NYPL.

Frederick Niecks, Frederick Chopin (London, 3rd ed.
11902]); NYPL.

National Library of Ireland, Dublin.
National Library, Ottawa.
National Library of Scotland, Edinburgh.

National Library of Wales, Aberystwyth, Cardigan-
shire.

National Museum of Canada, Ottawa.

Nanki Music Library, c/o Kyubei Oki, Odawara,
Japan.

National Museum, Prague.




INTRODUCTION

NOPL
North Carolina F.

Notes

n.p.
N.S.

NU
NwW
NYDM

NYHS
NYPL
NYPS

OBC
OBL

OoCM

Odell

Oldman, First Editions

Oldman, Watermark

OM

ONB

O'Neill, Irish Dance

O’Neill, Irish Folk

O’Neill, Waifs
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New Orleans Public Library, New Orleans, La.

The Frank C. Brown Collection of North Carolina
Folklore (Durham, N.C. [1952]-1962); NYPL.

(Music Library Association) Notes (Washington,
1934—); ULS, p. 1840.

No place.

New Style, as fixed by the Gregorian calendar. See
@IS,

Norwich University, Northfield, Vt.
Northwestern University, Evanston, Ill.

New York Dramatic Mirror (New York, N.Y., 1889—
1917); ULS, p. 886.

New-York Historical Society, New York, N.Y.
New York Public Library, New York, N.Y.

The New York Philharmonic-Symphony Society.

Oxford Book of Carols (London, 1928); NYPL.

Osterreichisches Biographisches Lexikon 1815-1950
(Graz, 1957—); NYPL.

Percy A. Scholes, The Oxford Companion to Music
(9th ed., London, 1955).

George C. D. Odell, Annals of the New York Stage
(New York, N.Y., 1927-1949); NYPL.

Cecil B. Oldman, “Collecting Musical First Editions”
in New Paths in Book Collecting, edited by John
Carter (London, 1934), p. 95; YU.

Cecil B. Oldman, “Watermark Dates in English
Paper” in The Library, London, June-Sept., 1944, p.
70; ULS, p. 1576.

Openbare Muziekbibliotheek, ‘s-Gravenhage, Hol-
land.

Osterreichische Nationalbibliothek, Vienna.

Capt. Francis O’Neill, The Dance Music of Ireland
(Chicago, 1907); NYPL.

Francis O’Neill, Irish Folk Music (Chicago, 1910);
NYPL.

Capt. Francis O’Neill, Waifs and Strays of Gaelic
Melody (Chicago, 1922); HU.
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O'Neill’s Music

op.
Opera or operetta cover

Opie

Orchestral parts

Orchestral score

(O7C},

OSK

O’Sullivan, Songs of the Irish

Ozark

P-

Parker

Parry

Partridge

PAU
Pazdirek

PBA

Perrow

PHS

Piano score
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O'Neill’s Music of Ireland, collected by Capt. Francis
O’Neill (Chicago, 1903); NYPL.

Opus.
See, Show cover.

Iona and Peter Opie, The Oxford Dictionary of
Nursery Rhymes (Oxford, 1951); NYPL.

Orchesterstimmen—DParties d’Orchestre—Parti Stac-
cate.

Partitur—Partition d’Orchestre—Partitura.

Old Style, before the adoption of the Gregorian
calendar.*

Orszagos Széchényi Kényvtar, Budapest.

Donal O’Sullivan, Songs of the Irish (Dublin, 1960);
NYPL.

Vance Randolph, Ozark Folksongs (Columbia, Mo.,
1946-1950); NYPL.

Page.

John Parker, Who's Who in the Theatre (6th and
13th eds., New York, N.Y., 1916 and 1961); NYPL.

K. L. Parry, Companion to Congregational Praise
(London, 1953); NYPL.

R. C. B. Partridge, The History of the Legal Deposit
of Books Throughout the British Empire (London,
1938); ML.

Pan American Union, Washington.

Franz Pazdirek, Universal-Handbuch der Musikliter-
atur Aller Zeiten und Vélker (Vienna [1904-1910]);
NYPL.

Prague Broadcasting Archives, Prague.

E. C. Perrow, “Songs and Rhymes from the South”
in JAF, April-June, 1915, p. 178.

Historical Society of Pennsylvania, Philadelphia.

Klavierauszug—Partition piano—Spartito per piano-
forte solo. Even in the case of an opera or musical
play, words are not included.

* As Russia did not adopt the Gregorian calendar until 1918, nineteenth-century
Russian dates by the old Julian calendar were twelve days behind the dates by the

Gregorian calendar.

I
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Piano score with underlying text Klavierauszug mit unterlegtem (or beigefiigtem) Text.

Piano-vocal score

PM
PML
PMU

p.n.

p.ns.

PP-

Professional edition

Prokofiev, Autobiography

PRS
PUL

Pulling

PUS

RA

Raabe

" Radiciotti

RAM
RBW

RCM
RCS

RE
Reddall

RG

A piano score in which the piano always plays the
melody. Usually German or Austrian. Words are also
included.

Klavierauszug mit Text (frequently, Klavierauszug)
—Partition chant et piano—Spartito per canto e
pianoforte.

Peabody Institute, Baltimore, Md.
Pierpont Morgan Library, New York, N.Y.
Percy Muir, Bishop’s Stortford, Herts, England.

Plate number (at the bottom of the music pages)—
Plattennummer—Cotage (Nombre de planche)—
Numero di lastra.

Plate numbers.
Pages.

A private edition usually issued on cheap paper free
to persons in the music industry.

S. Prokofiev, Autobiography, Articles and Reminis-
cences (Moscow [195—]); NYPL.

The Performing Right Society, Limited, London.
Princeton University, Princeton, N.J.

Christopher Pulling, They Were Singing (London,
1952); NYPL.

Pushkin House, U.5.5.R. Academy of Sciences, Insti-
tute of Russian Literature. T.eningrad.

Reginald Allen, New York, N.Y. His collection is now
largely at PML.

Peter Raabe, Franz Liszt (Stuttgart and Berlin, 1931);
NYPL.

Giuseppe Radiciotti, Gioacchino Rossini (Tivoli, 1927-
1929); NYPL.

Royal Academy of Music, London.

Emilie & Karl Riemenschneider Memorial Bach Li-
brary, Baldwin-Wallace College, Berea, Ohio.

Royal College of Music, London.
Mrs. Ruth C. Steinkraus Cohen, Westport, Conn.
Rudolf Elvers, West Berlin.

Henry Frederic Reddall, Songs That Never Die (Phila-
delphia, 1892); LC.

Registro General de la Propiedad Intelectual, 20 Av
enida de Calvo Sotelo, Madrid 1.
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RGM

RIA

Riemann

Riemenschneider

Rimsky-Korsakov, My Musical
Life
RISM

RM
RMG

RML
Robbins Landon

Robbins Landon, Supplement

Rogers

ROH

Rosenthal

Routley

RU

Rubinstein Catalogue

Rudin

SA
Saboly

SAC
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Revue et Gazette Musicale (Paris, 1835-1880); ULS,
p. 2400.

Royal Irish Academy, Dublin.

Riemann Musik Lexikon, edited by Wilibald Gurlitt
(Mainz, 1959-1961); NYPL.

Sylvia W. Kenney, Catalog of the Emilie and Karl
Riemenschneider Bach Library (New York, N.Y.,
1960); NYPL.

N. A. Rimsky-Korsakoff, My Musical Life (New York,
N.Y., 1923); NYPL.

Répertoire International des Sources Musicales, vol. I
(Munich, 1960); NYPL.

Revue Musicale (Paris, 1827-1835); ULS, p. 2408.

(Russian Musical Gazette) Pycckas My3sikaasnas
T'asera (St. Petersburg, 1894-1916); NYPL.

Royal Music Library, British Museum, London.

H. C. Robbins Landon, The Symphonies of Joseph
Haydn (London, 1955); NYPL.

H. C. Robbins Landon, Supplement to the Sym-
phonies of Joseph Haydn (New York, N.Y., 1961);
NYPL.

Charles Rogers, The Modern Scottish Minstrel (Edin-
burgh, 1855); NLS and LC.

Royal Opera House, London.

Albi Rosenthal, “The ‘Music Antiquarian’” in
Fontes Artis Musicae, Paris, 1958, vol. 2, p. 80; NYPL.

Erik Routley, The English Carol (London, 1958);
NYPL.

Rutgers University, New Brunswick, N.J.

Catalog der im Druck Erschienenen Compositionen
von Anton Rubinstein (Leipzig, 1868); NYPL.

Cecilia Margaret Rudin, Stories of Hymns We Love
(Chicago, 1934); NYPL.

Musical show.
Benedictine monastery, Seitenstetten, Lower Austria.

Nicolas Saboly, Recueil de Noéls Provengaux (new
ed., Avignon, 1824); NYPL.

Statni Archiv éesk)’r, Krumlov, Czechoslovakia.
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SACEM

SADAIC

Saint-Saéns Catalogue

Sandburg

Sandved

Sartori

SB

SBB
SBW

SC

Scarborough

SCH

Schmieder

Schneider

SCR

Searle

sec.
SF
SGAE
SH

Sharp, English Folk-Carols
Sharp, English Folk-Chanteys

Sharp, Nursery Songs
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Société des Auteurs, Compositeurs et Editeurs de
Musique, Paris.

Sociedad Argentina de Autores y Compositores de
Misica, Buenos Aires.

Catalogue Générale et Thématique des Oeuvres de C.
Saint-Saéns (Paris, 1897); NYPL.

Carl Sandburg, The American Songbag (New York,
N.Y., 1927); NYPL.

K. B. Sandved, The World of Music (London, 1954);
NYPL.

Claudio Sartori, Dizionario degli Editori Musicali
Italiani (Florence, 1958); NYPL.

Stadtbibliothek, Vienna.
Staatsbibliothek, Bremen.
Staatsbibliothek, West Berlin.
Stanford University, Stanford, Cal.

Dorothy Scarborough, On the Trail of Negro Folk-
Songs (Cambridge, Mass., 1925); LC.

Landesbibliothek, Schwerin, Germany.

Wolfgang Schmieder, Thematisch-Systematisches
Verzeichnis der Musikalischen Werke von Johann
Sebastian Bach (Leipzig, 1950); NYPL.

Max Schneider, Verzeichnis der bis zum Jahre 1851
Gedruckten . . . Werke von Johann Sebastian Bach
in Bach-Jahrbuch (Berlin, 1906), p. [84]; NYPL.

Biblioteca S. Cecilia (Conservatorio), Rome.

Humphrey Searle, The Music of Liszt (London,
1954); NYPL.

Section.

San Francisco Public Library, San Francisco.
Sociedad General de Autores de Espafia, Madrid.
Robert-Schumann-Haus, Zwickau, Germany.

Cecil ]J. Sharp, English Folk-Carols (London, 1911);
NYPL.

Cecil J. Sharp, English Folk-Chanteys (London, 1914);
NYPL.

Cecil J. Sharp, Nursery Songs from the Appalachian
Mountains (London, 1921); NYPL.
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Sharp, Southern Appalachians

Show cover

Sibelius Catalogue

Signale

Silber

Simpson

Simpson, British Ballad

Sie

SLD

SLPL

SM

Smith, Handel

Smith, Music of the Waters

SMP
SN

SNM

Songs of the Gilded Age
Sonneck, Dramatic Music
Sonneck, Orchestral Music

Sonneck, Report

Sonneck-Upton
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Cecil J. Sharp, English Folk Songs from the Southern
Appalachians (2nd ed., London, 1932); NYPL.

A show cover has a uniform front cover for all titles
from the musical show; it features the show and lists
the individual titles from the show then published or
to be published.

Lauri Solanterd, The Works of Jean Sibelius (Hel-
sinki, 1955); NYPL.

Die Signale fiir die Musikalische Welt (Leipzig,
1843-1941); ULS, p. 2545.

Irwin Silber, Songs of the Civil War (New York,
N.Y., 1960); NYPL.

Harold Simpson, A Century of Ballads (London,
1910); NYPL.

Claude M. Simpson, The British Broadside Ballad
(New Brunswick, N.J., 1966); NYPL.

Schweizerische Landesbibliothek, Berne.

Siachsische Landesbibliothek, Dresden.

St. Louis Public Library, St. Louis, Mo.

St. Michael’s College, Tenbury Wells, Worcestershire.

William C. Smith, Handel, A Descriptive Catalogue
of the Early Editions (London, 1960); NYPL.

Laura Alexandrine Smith, The Music of the Waters
(London, 1888); NYPL.

Smetana Museum, Prague.

Statni Nakladatelstvi Krdsné Literatury, Hudby a
Umeni, Prague.

Schiller-Nationalmuseum, Marbach am Neckar, Ger-
many.

Margaret Bradford, Songs of the Gilded Age (New
York, N.Y., 1960); NYPL.

Oscar George Theodore Sonneck, Dramatic Music
(Washington, 1908); LC.

Oscar George Theodore Sonneck, Orchestral Music
Catalogue (Washington, 1912); LC.

Oscar George Theodore Sonneck, Report on “The
Star-Spangled Banner,” “Hail Columbia,” ~’America”
[and] "“Yankee Doodle” (Washington, 1909); LC.

Oscar George Theodore Sonneck and William Treat
Upton, A Bibliography of Early Secular American
Music (Washington, 1945); LC.
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Sourek
Spaeth
Sparling

SS

SSL
Steger-Howe

Stenhouse

Stevenson

STR

Strecker

SuU
SUB
SUH

Sullivan-Flower

Supp.
SV
SW
RSY

Sydow

i C

Tchaikovsky Catalogue

Tchaikovsky Letters

Teige
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Otakar gourek, Dvorak’s Werke (Berlin, 1917);
NYPL.

Sigmund Spaeth, A History of Popular Music in
America (New York, N.Y., 1948); NYPL.

H. Halliday Sparling, Irish Minstrelsy (3rd ed. re-
vised, London [18937]); NYPL.

Saul Starr Estate, Eastchester, N.Y. Collection now
at IU.

M. E. Saltykov-Shchedrin State Public Library, Lenin-
grad.

Hellmuth Steger and Karl Howe, Operettenfiihrer
(Frankfurt, 1958); LC.

William Stenhouse, Illustrations of the Lyric Poetry
and Music of Scotland (Edinburgh, 1853); NYPL.

Robert Stevenson, Music in Mexico (New York, N.Y.,
1952); NYPL.

Bibliotheque Nationale et Universitaire, Strasbourg.

Ludwig Strecker, Richard Wagner als Verlags-
gefdhrte (Mainz, 1951); NYPL.

Sutro Library, California State Library, San Francisco.
Stadt- und Universitiatsbibliothek, Frankfurt.
Staats- und Universitidtsbibliothek, Hamburg.

Herbert Sullivan and Newman Flower, Sir Arthur
Sullivan (New York, N.Y. 1927); NYPL.

Supplement.

Svenskt Visarkiv, Stockholm.

Stadtbibliothek, Winterthur, Switzerland.
Syracuse University, Syracuse, N.Y.

Bronislaw Edward Sydow, Bibliografia de F. F.
Chopina (Warsaw, 1949); NYPL.

Trinity College, Dublin.

Catalogue Thématique des Oeuvres de P. Tschaikow-
sky, edited by B. Jurgenson (Moscow, 1897); LC. The
dates stated are the dates of composition (p. [2]).

Modeste Tchaikovsky, The Life & Letters of Peter
Ilich Tchaikovsky (London, 1906); NYPL.

K. Teige, Skladby Smetanovy (Prague, 1893); LC.
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Thompson

031,
TLW
™

Tozer

TPL
TU
TWS

Tyson

ucC
UCH
ubDr

UEB
UI
UIB
UL
ULH

ULK

ULO
ULs
UM
UMA
UMI
UNC
upP
UsMcC
uT
UTS
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Oscar Thompson, The International Cyclopedia of
Music and Musicians, edited by Nicolas Slonimsky
(7th ed., New York, N.Y., 1956); NYPL.

Tulane University, New Orleans, La.
Thiiringische Landesbibliothek, Weimar.
Tchaikovsky Museum, Klin, near Moscow.

Ferris Tozer and Frederick J. Davis, Sailors’ Songs,
or “Chanties” (3rd ed., London, n.d.); LC,

Toronto Public Library, Toronto.
Texas University, Austin, Tex.
Thomas W. Streeter, Morristown, N.J.

Alan Tyson, The Authentic English Editions of Bee-
thoven (London, 1963); BM.

University of California, Berkeley, Cal.
University of Chicago, Chicago.

Ufficio della Proprieta Letteraria Artistica e Scien-
tifica, Presidenza del Consiglio dei Ministri, 15 Via
Boncompagni, Rome.

Universitiatsbibliothek, East Berlin.
University of Illinois, Urbana, Ill.
University of Illinois Bands, Urbana, Ill.
University Library, Helsinki.

Universitits- und Landesbibliothek Sachsen-Anhalt,
Halle, Saale, Germany.

University of Louisville, Louisville, Ky.
University of London, London.

Union List of Serials (New York, N.Y., 1943).
University of Michigan, Ann Arbor, Mich.
University of Maine, Orono, Me.

University of Minnesota, Minneapolis, Minn.
University of North Carolina, Chapel Hill, N.C.
University of Pennsylvania, Philadelphia.

United States Marine Corps, Washington.
University of Toronto, Toronto.

Union Theological Seminary, New York, N.Y.
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Universitit Wien, Vienna.

Léon Vallas, Claude Debussy: His Life and Works
(London, 1933); NYPL.

Variety (New York, N.Y., 1905—); ULS, p. 2854.

Verso blank (i.e., the reverse of the previously men-
tioned page is blank).

Volume.

Letters of Richard Wagner, edited by Wilhelm Alt-
mann (London, 1927); NYPL.

Edward N. Waters, Victor Herbert (New York, N.Y.,
1955); LC.

William C. Smith, Chislehurst, England.

Westdeutsche Bibliothek (Staatsbibliothek), Mar-
burg/Lahn, Germany.

Arthur W. Weil, American Copyright Law (Chicago,
1917); NYPL.

Alexander Weinmann, Verzeichnis Sédmtlicher Werke
von Johann Strauss Vater und Sohn (Vienna [1956]);
NYPL.

J. A. Westrup and F. Ll. Harrison, Collins Music En-
cyclopedia (London and Glasgow, 1959); NYPL.

The White House, Washington.

W. B. Whall, Ships, Sea Songs and Shanties (Glas-
gow, 1910); NYPL.

C. F. Whistling, Handbuch der Musikalischen Lite-
ratur (Leipzig, 1828); NYPL.

F. Whistling, Musikalischer Monatsanzeiger, Leipzig.
The complete years of publication are not known,
but 1840 is at ONB and 1841-1844 are at SBW.

William Carter White, A History of Military Music
in America (New York, N.Y., 1944); NYPL.

Rev. E. A. White and Margaret Dean-Smith, An In-
dex of English Songs . . . (London, 1951); NYPL.

Walter R. Whittlesey and O. G. Sonneck, Catalogue
of First Editions of Stephen C. Foster (Washington,
1915); LC.

Wisconsin Historical Society, Madison, Wis.

E. M. Wickes, True Stories of Famous Songs (New
York, N.Y. [1930]); BE.
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WLS Wiirttembergische Landesbibliothek, Stuttgart.
WNH W. N. H. Harding, Chicago.
Wolfe Richard J. Wolfe, Secular Music in America 1801~

1825; A Bibliography (New York, N.Y., 1964); NYPL.

Wolffheim Versteigerung der Musikbibliothek des Herrn Dr.
Werner Wolffheim (Berlin, 1928-1929); NYPL. This
copy indicates the purchaser and price of each item.

WP Wiener Philharmoniker Verein, Vienna.
WU Wesleyan University, Middletown, Conn.
YU Yale University, New Haven, Conn.

/A Zentralbibliothek, Zurich.

SELECTION OF TITLES

Tremendous effort has been made to find out, as objectively as pos-
sible, what melodies are widely known today. Songbooks published
throughout the world, record catalogues, concert and light concert pro-
grams and published lists were studied, and persons from many different
countries were questioned.

However, one’s background and personal preferences inevitably play
an important role, and the final selection will, of course, be largely sub-
jective.! No list will please everyone, and the omission of many titles will
be regretted. It is easy to think of other well-known melodies. Nonetheless,
it is hoped that the melodies which have been included will be generally
recognized as a fair sampling of well-known melodies—melodies which are
frequently hummed or whistled.

The list of titles should be balanced and representative—classical,
popular and folk music of all kinds and from a great many countries should
be included. Many different composers must be represented, and their rela-
tive importance substantially maintained; an attempt has been made to
avoid favoritism toward American music. More old than recent composi-
tions have been included—as Brahms said, “A piece of music that is still
alive after fifty years is'immortal.”?

1 Every encyclopedia or reference book—from the Britannica to Grove’s—must be
subjective in large part as to what items to include.
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WELL-KNOWN MUSIC BY WOMEN COMPOSERS

In the light of the Women’s Liberation Movement, it is interesting to
note that, although there has been no major feminine classical composer to
date,! the following well-known lighter music in this book was composed
by women:

Lady John Scott, Annie Laurie
Euphemia Allen, Chopsticks
Charlotte Barnard, Come Back to Erin
Mildred J. Hill, Happy Birthday to You
Carrie Jacobs-Bond, [ Love You Truly and
A Perfect Day

Annie Fortescue Harrison, In the Gloaming
Amy Woodforde-Finden, Kashmiri Song
Cecile Chaminade, Scarf Dance
Nora Bayes-Norworth, Shine On, Harvest Moon
Maude Nugent, Sweet Rosie O’Grady
Marie Cowan (maybe), Waltzing Matilda
Lady Caroline Nairne

or Elizabeth Rainforth, Wi’ a Hundred Pipers

WELL-KNOWN MUSIC FROM SMALLER COUNTRIES

Although most of the music included in this book is understandably
from the “music-producing” countries, much well-known music is from
other smaller countries, as the following list shows:

Argentina Several, e.g., El Choclo

Australia Waltzing Matilda

Canada Alouette

China (Red) The East Is Red

Cuba Several, e.g., Andalucia

Czechoslovakia  Several, e.g., The Bartered Bride-Overture
Denmark Jealousy

Finland Several, e.g., Finlandia

Greece Never on Sunday

Hawaii (before Aloha Oe
becoming part
of the United
States)

1 Pauline Oliveros, “And Don‘t Call Them ‘Lady’ Composers,” in The New York
Times, Sept. 13, 1970, sec. 2, p. 23.
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Holland [We Gather Together]
Hungary Several, e.g., Rakoczy March
Mexico Several, e.g., La Cucaracha
Norway Several, e.g., Peer Gynt
Portugal April in Portugal

Rumania Rumanian Rhapsody

Spain Several, e.g., La Paloma
Sweden [Good King Wenceslas]
Switzerland Several, e.g., Yodel Call
West Indies Rum and Coca-Cola

WIDE DISPERSAL OF MUSIC PUBLISHING
IN THE UNITED STATES

In Great Britain, most music publishers have been in London.! In
France, most music publishers have been in Paris. In Austria, most music
publishers have been in Vienna. In Italy and Russia, music publishing was
generally concentrated in a few cities. In Germany, which was not unified
until 1871, important music publishing was distributed among a somewhat
larger number of cities.

By way of contrast, music publishing in the United States has been
widely dispersed, a fact apparently not previously noted. Whatever may
have been the reasons, the tendency was strong even before 1800 and has
increased since then.? One would expect to find music publishers active in
Baltimore, Boston, Chicago, New York City and Philadelphia. However, it
is interesting to note that the following important American compositions
studied in this book were first published in the following additional cities:

Albion, Mich. The Sweetheart of Sigma Chi
Austin, Texas The Eyes of Texas
Beverly Hills Around the World
Buffalo Arkansas Traveler

Cambridge, Mass. The Dutch Company; My Bonnie Lies over the
Ocean; Polly-Wolly-Doodle; There Is a Tavern

in the Town.

1 Humphries-Smith, p. 347. Hopkinson, Parisian, p. 129. Sartori, Hopkinson, Rus-
sian, and Deutsch, Plate Numbers, passim.
2 Sonneck-Upton, p. 588; Wolfe, p. 1133; and Dichter-Shapiro, p. 165.
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Charlestown, Mass.
Cincinnati

Cleveland
Detroit

Fort Worth
Hollywood
Honolulu
Indianapolis
Los Angeles
Louisville

Memphis
Milwaukee
Nashville

New Orleans
Newark
Newburyport, Mass.
Pittsburgh

St. Louis

San Francisco
Savannah

Utica, N.Y.
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John Brown (Glory Hallelujah)

Anchors Aweigh; Aura Lea (Love Me Tender);
Say, Brothers, Will You Meet Us? (Glory Halle-
lujah); I'll Take You Home Again, Kathleen;
Mighty Lak’ a Rose; On the Road to Mandalay;
When the Saints Go Marching In.

Nola; Oh, Bury Me Not on the Lone Prairie

Oh, You Beautiful Doll; Till We Meet Again
12th Street Rag

Deep in the Heart of Texas

Aloha Oe

When You and | Were Young, Maggie

Casey Jones; Trees

Arkansas Traveller; Oh! Susanna (authorized
edition)

St. Louis Blues

After the Ball; A Hot Time in the Old Town
Swing Low, Sweet Chariot

Dixie; Three O’Clock in the Morning

I've Been Working on the Railroad

Annie Lisle (Far Above Cayuga’s Waters)

The Old Grey Mare

An Arizona Home (Home on the Range)

Sweet Betsey from Pike; Whispering

Assembly; First Call

Rock of Ages

NOTES ON CERTAIN COMPOSERS AND PUBLISHERS

The following bibliographic information has been obtained regarding
.a few composers and publishers which is believed not to be generally
known and which may prove to be useful in other contexts.

V. BESSEL & CO.

This firm opened its Moscow branch in 1888."
The firm’s printing plant was at 26 Troitski Alley, St. Petersburg,
until 1889. Thereafter, the plant was at 24 Troitski Alley.”

1 Brief Sketches about the Activities of the Music Publishing Firm V. Bessel & Co.

(1894), p. 4; SSL.

2 Letter from John H. Hind, Berkeley, Cal.
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BOTE & BOCK

The address of this Berlin firm from 1838 to 1849 was 42 Jigerstr.
From 1847 the firm had a branch at Breslau, since 1849 at Stettin, and since
the 1850’s at Posen. The main Berlin office from 1849 to Sept., 1873, was
27 Unter den Linden. From Oct., 1873, to 1943 its Berlin address was 37
Leipziger Str.?

CHOPIN

Maurice J. E. Brown’s Chopin is a competent index of Chopin’s
French,* German and English editions. Although its descriptions of publica-
tions were not intended to describe first editions, they have led some
dealers, and perhaps libraries and collectors, to describe their Chopin
copies incorrectly. Brown mentions under “Publication” only the name of
the publisher and the plate number (the year is also cited, but this does
not appear on the printed music). Not mentioned are such critical informa-
tion for the description of Chopin first editions as: distinguishing between
the original music plates and changed music plates where both plates have
the same plate number; stating whether the publication in that year was
engraved or offset; stating the price in that year, the price frequently
changing later; and, as to the English editions, stating the address of the
publisher, and whether the publication in that year mentioned on the front
cover only the particular work itself, or whether it had a collective title
cover listing many works of Chopin, and if so, the latest work so listed.

GILBERT AND SULLIVAN

The dating of Gilbert and Sullivan piano-vocal scores is difficult solely
on the basis of the imprint of their principal publisher, Chappell & Co.,
because it altered its name only once (adding “Ltd.” on Dec. 7, 1896), and
remained at one address, 50 New Bond Street, since 1856.**Among other
information useful in dating a particular copy is the fact that Chappell &

3 Letter from Bote & Bock.

4 Unfortunately, however, no examination was made by him of the basic Dép6t
Légal records at the Archives in Paris, even in connection with Brown, Corrections. See
also Brown’s “Chopin and His English Publishers” in Music & Letters (London), Oct.,
1958, p. 363; NYPL.

4#ASee also the date significance of the presence of London Postal Districts, p. 15
above.
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Co. used a printer which conveniently changed its firm name and address
frequently, and the following list is furnished primarily through the
courtesy of William Reeves, London:

Name Address Year
Henderson, Rait & Fenton 23 Berners St. 1869
Henderson, Rait & Fenton 69 Marylebone 1874-1875
Henderson, Rait & Fenton 73, 74 Marylebone 1878-1880
Henderson, Rait & Fenton 3, 5 Marylebone 1880
Henderson & Rait 3, 5 Marylebone 1881
Henderson, Rait & Spalding 3, 5 Marylebone 1882-1888
Henderson & Spalding 3, 5 Marylebone 1888-1890
Henderson & Spalding, Ltd. 3, 5 Marylebone 1893
Henderson & Spalding 3, 5 Marylebone 1893-1894
Henderson & Spalding 1, 3, 5 Marylebone 1894-1912

GRIEG—PETERS

Dan Fog of Copenhagen, who has made a study of Grieg first editions,
advises that most of Grieg’s early works from 1864-1880 were first pub-
lished in Copenhagen by various publishers such as Chr. E. Horneman,
C. C. Lose, and Horneman & Erslev; that these Copenhagen publishers
were taken over by Wilhelm Hansen in 1875-1879; that later C. F. Peters
began publishing Grieg’s works; and that Hansen in 1889 sold Peters im-
portant rights to many of Grieg’s works.

Determining the first edition of any Peters edition is an extremely
difficult task as Peters uses to this day the same general format of front
cover, title page, music pages and plate number as were used in the first
printing. Even the publisher itself has been unable to advise how to dis-
tinguish early printings from later ones. The easiest case is when the copy
being examined has its original pink back cover. Peters’ back covers usually
have, in the lower left-hand or right-hand corner, two numbers in very
small type; these indicate the year the back cover was printed. Thus, “88"
indicates 1888, 02" indicates 1902, etc., and the year ‘of the copy being
‘examined can then be compared with the year of original publication. New
back covers were printed from time to time. These back covers also list
other Peters Editions; the highest Peters Edition number so listed should
not be much higher than the Peters Edition number of the particular work
being examined, if the copy being examined is to be a first edition. (Inci-
dentally, Peters Edition numbers should not be confused with plate num-
bers.) At times, the original pink back cover is blank; this is unfortunate.

Without the original pink back cover, the problem of dating a Peters
Edition is more difficult. The following internal evidence has been dis-
covered in copies that do have the original covers, and has been confirmed
by the Bergen Offentlige Bibliotek, Bergen, Norway:



66 THE BOOK OF WORLD-FAMOUS MUSIC

(a) C. F. Peters is shown at Berlin and Leipzig in the 1870’s—at Leip-
zig only beginning March 31, 1880.%

(b) The colors of the title page were brown, black and white in the
1870’s and 1880°s; the brown changed to brownish-red in the 1890’s, and
to red in the 1900’s.

(c) A footnote on the first music page to the engraver or lithographer,
Réder, indicates the 1870’s or 1880’s. Footnote references on music pages
to Peters Editions begin about 1890.

(d) Sometimes, examination of two different copies reveals other in-
ternal differences which may be helpful—fingering of piano pieces or
metronome markings may have been added, for example.

JURGENSON

A bibliographic study of P. I. Jurgenson, Moscow, is needed. Hopkin-
son has written valuable notes on this publisher’*and a brief history of the
publisher is in RMG," but it does not shed light on the problems considered
here. Catalogues for a number of years have been found;” and no doubt
others exist. Jurgenson began publishing in 1867.

The following information may be helpful in addition to that men-
tioned in Hopkinson: Jurgenson omitted his middle initial about 1871. From
1883-1894 his address was 10 Neglinnaya, Moscow; from 1898-1908 he
was at 14 Neglinnaya. He usually did not show a street address before
about 1900. He had a branch at 19 Thalstrasse, Leipzig, from 1898° to 1908.
Sometime between 1895 and 1897 he began using the crown emblem, and
the 1896 and 1900 prizes and dates are indicated on the title pages of many
of his later printings. His most common French agent underwent a number
of changes in the title of the firm which are helpful, namely, F. Mackar
to 1889, F. Mackar & Noél from 1889-1895, and A. Noél after 1895. His
Warsaw agent, G. Sennewald, was active to 1903, and his successor War-
saw agent, E. Wende & Co., was active 1905-1911; Idzikovski opened a
branch office in Warsaw in 1911.° Jurgenson had two German agents,
sometimes using one, sometimes the other: Rahter who was in Hamburg
from 1879-1891 and who was in Leipzig commencing 1893%* and Robert
Forberg who was active in Leipzig from 1862-1948;® when Forberg’s
address is 19 Thalstrasse, the printing is probably after 1900.

» Letter from VEB Edition Peters, Leipzig.

3+Hopkinson, Russian, p. 6.

61904, p. [385].

71883 and 1900 at MB; and 1889, 1897, 1902 and 1905 at NYPL.
8 Letter, Deutsche Bucherei, Leipzig.

9 Letters from BNA.

94 Rahter Catalogues; NYPL.
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Following is plate number information regarding Jurgenson furnished
for the first time. The information has been derived from Jurgenson cata-
logues, the Dombayev bibliography of Tchaikovsky (the exact title of
which appears on page 40 above), a study from the Glinka Library, Mos-
cow, plate number files at several libraries and other sources. It should be
noted that the dates stated in the Catalogue Thématique des Oeuvres de
P. Tschaikowsky (Moscow, 1897), at LC, are the dates of composition, not
the dates of publication (page [2]).

Jurgenson’s plate numbers apparently were assigned on a reasonably
regular ascending basis. In each case below, the highest plate number
known for the year is given. The reason for the strange leap or gap in plate
numbers in 1886 is not known.

Highest Known Highest Known
Year Plate Number Year Plate Number
1867 339 1892 17774
1868 602 1893 19010
1870 691 1894 19720
1871 1690 1896 20261
1872 1900 1897 20964
1873 2218 1898 22054
1874 2320 1899 24813
1875 2748 1900 25419
1876 2986 1901 26374
1878 3376 1902 27072
1879 3905 1903 28871
1880 4056 1904 30521
1881 4432 1905 31192
1882 5324 1906 31905
1883 5681 1907 32529
1884 6243 1908 33223
1885 6644 1910 34920
1886 6762 and 13379 1911 35911
1887 13639 1912 36586
1888 14128 1913 37289
1889 14676 1914 37949
1890 16054 1915 38840
1891 17437 1916 38911

PETERS—See GRIEG, above, at p. 65.

RICORDI

This firm commenced its publishing business in 1808 at 1108 Contrada
S. Margherita; in 1809, it moved to 4068 Contrada di Pescaria Vecchia; in
1812, it moved to 1065 Contrada S. Margherita; in 1816, it moved to 1118
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Contrada S. Margherita; in 1821, it moved to 1148 Contrada S. Margherita;
in 1828, it moved to 1635 Via Ciovasso; from 1838 to at least 1860, it was
at 1720 Contrada degli Omenoni; in 1867, it was at 1 Via Omenoni; in
1875, it was at 27, 29, 31 Galleria Vittorio Emanuele (and apparently also
at 1 Via Omenoni) and was at the former address until Dec., 1888; it is
also said that in 1884 it moved to 21 Viale di Porta Vittoria; in Jan., 1889,
it moved to 9 S. Margherita; in 1910, it moved to Viale Campania; and in
the same year it moved to 2 Via Berchet, its present address.'’
The name of the firm changed over the years and was usually:

Gio. (or G. or Giovanni) Ricordi 1808—mid-1853"!
Tito di Gio. Ricordi (rarely, Tito Ricordi) mid-1853—1859
Apparently, either Tito di Gio. Ricordi, or

R. Stabilimento Ricordi 1860—mid-1888!4
R. Stabilimento Tito di Gio. Ricordi

e Francesco Lucca di G. Ricordi & C. mid-1888—1897
G. Ricordi & C. 1898—

Its affiliates in Florence were in 1824, Ricordi e Grua, and the same
year Ricordi, Pozzi e C.; in 1828, Ricordi e Compagno; 1840-1860, G.
Ricordi e S. Jouhaud; and 1865-1871, Succursale Ricordi. In London, 1824—
1828, were Grua e Ricordi, and in Naples, 1860, Ricordi e Clausetti.

Branch offices were opened in Naples in 1864, Rome in 1871, London
in 1875,'° Palermo and Paris in 1888, Lipsia (Leipzig) 1901, Buenos Aires
1904,'2 New York, N.Y., 1911, Sio Paulo 1927, Lérrach (a suburb of Basel)
1949, Genoa 1953, Toronto 1954, Sydney 1956 and Mexico City in 1958.

Following is plate number information regarding Ricordi furnished
for the first time. The information has been derived from dated Ricordi

10 Casa Ricordi, pages 16 et seq. and a supplement therein without page number,
augmented, and at times superseded, by information in Ricordi Catalogues, GMM, a
Milan directory, and a letter from the Archivio di Stato, Milan (summarizing A.S.M.
Atti di Governo-Commercio p.m. cart. 337).

From 1803-1808, Giovanni Ricordi was a music copyist and dealer in printed music
and instruments; petition for License to Imperial Royal Government, dated Jan. 28,
1818, at Archivio di Stato, Milan.

11 Giovanni Ricordi died March 15, 1853. The imprint is “Giovanni Ricordi” in the
Ricordi Supplement, Milan, Jan.—April, 1853, and “Tito di Gio. Ricordi” in the May—
July, 1853, issue; NYPL.

114 Ricordi bought the Lucca business on May 30, 1888; Sartori, p. 130. Tito
Ricordi died on Sept. 7, 1888. See, generally, Hopkinson, Puccini.

12 On title page of Madama Butterfly deposited at LC(CDC) on May 9, 1904, and
thereafter. Casa Ricordi, supplement without page number, says that Ricordi had an
agency in Buenos Aires until 1924, and opened a branch there only in that year, but
this is incorrect. See, e.g., the piano-vocal scores described in Hopkinson, Puccini,
pp. 26 et seq.
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Catalogues and Supplements, La Gazzetta Musicale di Milano (title changes
in later years) published by Ricordi from 1842-1902, plate number files at
Cecil Hopkinson, London, Richard Macnutt, Tunbridge Wells, Kent, and
several libraries, data from the Frank V. de Bellis Collection at the San
Francisco State College, and other sources. In addition, Don White and
Patric Schmid, London, have had access to the Ricordi archives in Milan.
These archives do not reveal publication dates, but do show engraving
dates. Messrs. White and Schmid have generously furnished this author
with the highest plate numbers engraved in certain early years; though the
highest engraved number for a year is, of course, slightly higher than the
highest known plate number published during the year, the list of highest
engraved plate numbers has served as a general confirmation of the list of
the highest known published plate numbers.

Ricordi’s plate numbers were assigned on a generally ascending basis,
but the Catalogues and Supplements show many and wide exceptions. In
each case below the highest known plate number published during the year
is given. The reason for the strange leap or gap in plate numbers commenc-
ing in late 1890 is not known.

Highest Known Highest Known Highest Known
Year Plate Number Year Plate Number Year Plate Number
1808 1 1842 14309 1877 45640
1811 100 1843 15902 1878 46089
1812 131 1844 16973 1879 46755
1813 150 1845 17957 1880 47140
1814 176 1846 19371 1881 47816
1815 200 1847 20235 1882 48477
1816 247 1848 21146 1883 49036
1817 300 1849 22271 1870 42157
1818 436 1850 23053 1871 42477
1819 652 1851 24012 1872 42861
1821 1116 1852 24880 1873 43628
1822 1418 1853 26131 1874 44104
1823 1802 1854 27780 1875 44274
1824 2138 1855 28568 1876 44864
1825 2347 1856 29234 1884 49554
1826 2777 1857 30180 1885 50361
1827 3310 1858 30833 1886 51072
1828 3987 1859 31287 1887 52297
1829 4055 1860 32826 1888 53376
1833 7331 1861 33822 1889 54178
1834 7865 1862 34843 1890 54989 and 94200
1835 9009 1864 36831 1891 94972
1836 9754 1865 39479 1892 95257
1837 10094 1866 40478 1893 96357
1838 10621 1867 40874 1894 97560
1839 11839 1868 41258 1895 98302

1840 12848 1869 41743 1896 100312
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Highest Known Highest Known Highest Known

Year Plate Number Year Plate Number Year Plate Number
1897 100855 1904 110000 1911 114218
1898 102268 1905 111016 1912 114516
1899 103521 1906 111358 1913 114897
1900 103590 1907 112178 1914 115060
1901 104717 1908 112412 1915 115489
1902 107880 1909 113160 1916 116866
1903 108878 1910 113398

Many operatic arias published by Ricordi about 1850 contain a date
at the bottom of the first page of the aria; many do not. As Giovanni
Ricordi died on March 15, 1853, and Tito Ricordi assumed direction of the
firm thereafter, and as the separate arias of Il Trovatore and La Traviata
were published in part before Giovanni’s death and in part after his death,
this has given an opportunity to study whether there is a priority of dated
versus undated arias. Unfortunately, there was no pattern of priority. Both
operas contain arias published before Giovanni’s death that were dated
and undated, and both operas contain arias published after his death that
were dated and undated.

RODER

C. G. Réder, Leipzig, changed its name to C. G. Réder G.m.b.H. in
late 1904.12*

SIBELIUS

Sibelius” works seem to have been generally published in Finland and
Germany without any consistent pattern as to simultaneous publication or
priority. The copyright deposit copies in the Library of Congress and the
British Museum are sometimes Finnish editions and sometimes German
editions. The copyright deposit copies of different arrangements of the
same work were occasionally published in different countries. The pub-
lishers themselves are not always clear on the point. The Sibelius Catalogue
is useful, but in this respect not complete, and it did not concern itself
with priority.

Sibelius” compositions had no opus numbers before 1904; and music
published by Helsingfors Nya Musikhandel (Fazer & Westerlund) had no
plate numbers before 1904.'® The latter firm commenced publishing in
1898, became K. G. Fazer in 1904 and AB Fazers Musikhandel in 1919.1*

124 Letter from present firm.

13 Letter from UL.
14 Nordisk Leksikon for Bogvaesen (Copenhagen, 1962), vol. 2, part 9, p. 109; UL.
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SIMROCK

N. Simrock, Berlin, changed its name to N. Simrock, G.m.b.H., in
1901.%°

TCHAIKOVSKY

The dates of Tchaikovsky’s works stated in B. Jurgenson’s Tchaikov-
sky Catalogue are the dates of composition, not the dates of publication

(p. [2]).

MISCELLANEOUS

Limited imprint information regarding (a) Gade & Warny-Musik-
forlag, Copenhagen, appears below under Jealousy, (b) A. Iohansen, St.
Petersburg, appears below under Prelude in C Sharp Minor, (c) G. Sen-
newald and E. Wende & Co., Warsaw, appears above under ““Jurgenson,”
(d) Union Musical Espafiola, Madrid, appears below under El Relicario, and
(e) A. Wagner y Levien, Mexico City, appears below under Sobre las Olas.

NOTE ON THE MUSICAL EXCERPTS

The music considered in this book is generally known, but the titles
in many instances may not be familiar. This seems particularly true in the
case of music by classical composers; persons who do not believe they
know “any”’ classical music are constantly surprised when they learn that
the music they immediately recognize is by Bach, Beethoven, Handel,
Haydn, Liszt, Mendelssohn, Tchaikovsky, Wagner, etc.

The purpose of including the music is merely to suggest the main
melody. It has been arranged as clearly as possible, on one staff. While the
arrangements are believed sound, various slight liberties have been taken
" at times to make the arrangement as simple as possible to accomplish its
limited objective.

It is not clear whether such a limited presentation of music, for this
purpose, is subject to copyright laws. “Incipits” and excerpts of copyrighted
music have been printed for years in this and other countries without copy-
right notice. Nonetheless, to avoid any question, permission has been re-
quested from the copyright owners where the music is still protected by
copyright in the United States. Appreciation is gratefully offered to the 65
publishers who granted permission; three did not consent.

15 Letter from publisher.
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SPECIAL MESSAGE TO MUSIC LIBRARIANS

The sad moral of this book is that it is frequently harder to locate first
printings of important music from the eighteenth, nineteenth and twentieth
centuries than of music from the sixteenth and seventeenth centuries.!

The earlier material has been given special attention, carefully cata-
logued, listed in reference books, proudly exhibited, lovingly repaired and
carefully placed on reserve shelves or in a rare book room. By way of con-
trast, first printings of the romantic masters, sometimes the only known
copies, can frequently be borrowed from the library. The copies described
in this book are scarce—they may well be the only existing copies. It is
hoped that the libraries that own them, and other libraries discovering that
they own copies of any of them, will take good care of them.

For example, the British Museum does not own a copy of the first
printing of God Save the King. The Bibliothéque Nationale, Paris, does not
own a copy of the first printing of La Marseillaise. The Library of Congress
does not own a copy of the first printing of Dixie. And there is no known
copy of the first edition of Beethoven’s Symphony no. 5 or Moonlight
Sonata in Germany or Austria.

It seems astonishing, but it is believed true, that there is apparently
nowhere in the world any known first printing of any of the major works
listed below. This is indeed sad. If this book accomplishes nothing more,
it will have been worth its effort if it helps persuade libraries to be on the
alert for, and to preserve, first printings of the masters and the familiar
music of the world.

Another unfortunate conclusion resulting from this search is that, as
far as is known, there is no library anywhere in the world which has a large
holding of first printings of orchestral parts of symphonies or operas since
1750 except, to some extent, the Royal Academy of Music, London (sym-
phonies), and The Curtis Institute of Music, Philadelphia (symphonies and
operas).

Until the early nineteenth century, orchestral parts of an instrumental
work were published many years before the orchestral score. Until the
early nineteenth century, there was no separate conductor of a symphony
orchestra requiring an orchestral score;? the orchestra was led jointly by
the first violinist and the performer at the keyboard, one of whom was,

1See Hermann Baron, “The Music Antiquarian of Today” in Brio, London,
Autumn, 1964, p. 4; BM.

2 Harold C. Schonberg, The Great Conductors (New York, N.Y. 1967), p. 31;
NYPL.
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fortunately, frequently the composer. As orchestras grew larger, and the
music more complicated, a separate conductor became necessary and or-
chestral scores were required. Thus, after a period of uncertain pattern,
commencing with about the middle of the nineteenth century, the orches-
tral parts and score of an instrumental work were generally published at
about the same time.

The situation regarding the publication of orchestral scores and parts
of operas and other choral music is different. Orchestral scores were gen-
erally published promptly. Occasionally, orchestral parts were published
promptly. But in most cases manuscript orchestral parts were used for
many decades; thus, no eighteenth-century printing of the orchestral parts
of Handel’s Messiah has been found although there were many early edi-
tions of the orchestral score.

As orchestral parts frequently either preceded the orchestral score,
or were published at the same time as the score, the orchestral parts are of
great musical interest and bibliographic value. Orchestral parts are under-
standably more difficult to handle and preserve than the orchestral score.?
Nonetheless, to this outsider, the great musical libraries of the world should
be willing to assume the responsibility of obtaining and preserving impor-
tant editions of the orchestral parts of the classics of the masters.

Symphony orchestras, opera houses and ballet companies (and the
Fleisher Collection at the Free Library of Philadelphia) have large holdings
of orchestral parts. But, as far as is known, their attempt is mostly to have
modern, frequently merely photocopied, editions; and these performing
societies do not carefully preserve their holdings, or index them or make
them generally available. It has also been a frequent practice for many
years for performing societies illicitly to copy or photocopy orchestral
parts. Orchestral parts of many works have apparently never been pub-
lished and were available only in manuscript. Finally, the long-standing
practice of publishers’ renting, rather than selling, orchestral parts of many
works has made it more difficult for libraries to acquire sets of orchestral
parts.

Following are the principal works of which there is no known copy of
the first printing. It would be appreciated if any music librarian, collector or
dealer finding any of these would communicate with the author.

3 Orchestral parts are also difficult to keep together before they are sold. About
1800, to keep the parts together, two small cuts seem to have been generally made
near the left margin of each part, and string was inserted and tied. Most orchestral
parts from this period reveal these two small cuts. A mint set of the first printing of
the orchestral parts of Beethoven’s Symphony no. I at the Library of Congress, Wash-
ington, D.C., apparently has the original string keeping the set together.
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Composer Title Publisher
CLASSICAL MUSIC
J. S. Bach Sinfonie in D Sieber
Brahms Concerto for Piano no. 1 Rieter-Biedermann
Chopin Nocturne, op. 9, no. 2 Wessel, 6 Frith St.
Chopin Sonata, op. 35 Wessel, 67 Frith St.
Chopin Sonate, op. 35 Troupenas
Chopin Oeuvres Posthumes, op. 66-73 Schlesinger
Dvorak Slavische Ténze, op. 46—Zweite Simrock
Sammlung
Fudik Einzug der Gladiatoren Hoffmann’s Wwe.
Massenet Manon G. Hartmann
Mozart Le Nozze di Figaro, or Die Hoch- Imbault
zeit des Figaro—K 492
Nicolai Die Lustigen Weiber von Windsor- Bote & Bock
Ouverture
Rubinstein Deux Mélodies, op. 3 Bernard, Cranz or
Schreiber
Wagner Lohengrin Breitkopf & Hartel
Waldteufel Les Patineurs Durand Schoenewerk
& Cie.
Weber Der Freischiitz—Quuverture Schlesinger
Weber Oberon—OQuverture Schlesinger
POPULAR AND FOLK MUSIC, AND MISCELLANEOUS
E. Boatner Spirituals Triumphant Old and

Johann Brandl
De Geyter

Thomas Dorsey

(Ferdinand) Haas
(Haase)

Léon Jessel

New
Du Alter Stefansturm

L’'Internationale

When All the Saints Come March-
ing In

Marsch aus Petersburg von Reg.
Preobragensky

Die Parade der Zinnsoldaten

Cranz
Boldoduc

Chicago Music Pub.
Co:

Schlesinger

Heinrichshofen
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Composer

Dvorak

Franck
Grieg

Rimsky-
Korsakov

Sibelius

J. Strauss

J. Strauss

J. Strauss

Suppé

Tchaikovsky
Tchaikovsky
Waldteufel
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Title

Slavische Tinze, op. 46—
Zweite Sammlung

Symphony in D Minor
Concerto for Piano

Capriccio Espagnol

Finlandia

Du und Du

Geschichten aus dem
Wienerwald

Tausend und Eine Nacht

Leichte Cavallerie—
Ouverture

Concerto for Piano no. 1
Marche Slave

Les Patineurs

Publisher

Simrock

Hamelle
Fritzsch

Belaieff

Helsingfors NYA

Musikhandel
Schreiber

Spina

Spina

Siegel

Jurgenson
Jurgenson

Durand,
Schoenewerk
& Cie.

Title in This Book

Tales from the
Vienna Woods

A Thousand and
One Nights

Light Cavalry—
Owverture

The Skaters

Finally, as indicated above, the orchestral parts of so many operas and
ballets have not been found in first edition, or in some cases the facts are
sufficiently uncertain, that a list of unlocated first editions of orchestral
parts of operas and ballets is not appropriate.
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GENERAL NOTE TO THE READER

FOOTNOTES

The reader will note that the footnotes for each composition are num-
bered in order, starting with number 1. When more than one musical
composition is discussed on a single page, the footnotes for the second
work also start with number 1. Where there is more than one set of foot-
notes on a page, they are separated from each other by a thin rule.

INDEX

Every attempt has been made to have the index as complete as pos-
sible. Alternative titles have been included whenever known. Titles are
listed both in the original language and in their English translation (except
that titles in Russian have not been indexed as such).

There is one large index rather than a number of small ones.

The index, as well as the main contents, follow the order used by the
Library of Congress, i.e., alphabetically by words, rather than by letters.
Thus, | Dreamt That I Dwelt in Marble Halls precedes Ich Liebe Dich.
Definite and indefinite articles in all languages, which are at the beginning
of a title, are ignored, as are apostrophes, accents, cedillas, umlauts, and
similar marks.

BIOGRAPHIC AND OTHER INFORMATION

It is surprising how many composers, librettists and lyricists of world-
famous music are omitted from the standard biographic treatises, music
and otherwise. As a result, an effort has been made to obtain basic bio-
graphic information regarding the composer, librettist and lyricist of every
musical work considered in this book.

The following sources have been searched: musical biographies; gen-
eral and national biographies and “Who’s Who’s”; individual biographies;
obituary, biography and clipping files maintained at various libraries; news-
paper indices; ASCAP files; theater-collection files; musical and theatrical
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magazines; libraries in various countries; university alumni associations;
and other leads followed. Letters were also sent to the societies of authors
and composers in other countries; to the publishers of the particular works
and successor publishers; and to the composers and lyricists, if alive.

There are many composers and lyricists, however, for whom no
biographic information has been found, or in some cases only incomplete
information has been obtained. Any missing biographical facts would be
appreciated regarding the following composers and authors:

NAME TITLE IN THIS BOOK
Harry Birch Reuben and Rachel
J. M. Cavanass By the Waters of Minnetonka
Lena Guilbert Ford Keep the Home Fires Burning
William Gooch Reuben and Rachel
Ed. Haley or Healy While Strolling Through the Park One Day
J. K. The Yellow Rose of Texas
J. de Lau Lusignan Estudiantina
Ferdinand (de) Lemaire Bacchanale—Samson and Delilah
Frank W. Meacham American Patrol’
Percy Montrose Clementine
Eddie Munson Ida
Eddie Newton Casey Jones
Michael Nolin Little Annie Rooney
Meta Orred In the Gloaming
John F. Palmer The Band Played On
Geo. R. Poulton Aura Lea—(Love Me Tender)
F. W. Riese (W. Friedrich) Ah! So Pure—Martha
M. H. Rosenfeld (F. Belasco) Johnny Get Your Gun
Giacomo Rossi Lascia Ch’io Pianga—Handel
T. Lawrence Seibert Casey Jones
H. S. Thompson Annie Lisle—(Far Above Cayuga’s Waters) and

Clementine
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NAME TITLE IN THIS BOOK
Carlo Tiochet Ciribiribin
Henry Tucker Sweet Genevieve
G. Turco Funiculi—Funicula
J. Warner The Old Grey Mare—(Get Out of the Wilderness)
Joseph E. Winner (Eastburn) Little Brown Jug

Only the basic biographic data have been included, i.e., year and place
of birth; principal occupation; and year and place of death, or, if the person
is alive in mid-1971, his present place of residence. Reference is also made
to the source of the information (as this frequently contains additional
data), except in the case of the best-known composers and lyricists for
whom there is, of course, abundant information. Where the source is not
stated, information as to current place of residence has often been obtained
informally, e.g., files at ASCAP.

No systematic attempt has been made in this book to mention the
background and circumstances in which the particular musical work was
written. For the major works, this information is readily available in the
standard reference books. However, for the lesser works, where interesting
information has been noted in widely scattered sources, it was thought
worthwhile to assemble and briefly mention it.
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Guerra, Paris; Vladimir Fédorov, Bibliothéque du Conservatoire, Paris;
Robert P. Giddings, then at Boston Public Library; the late Dr. H. Halm
and Dr. Kurt Dorfmiiller, Bayerische Staatsbibliothek, Munich; R. J. Hayes,
National Library of Ireland, Dublin; Anthony van Hoboken, Ascona, Switz-
erland; the late Richard S. Hill, William Lichtenwanger (whose encourage-
ment was particularly appreciated), Irving Lowens and James Boxley,
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W. Neighbour, British Museum, London; Dr. Karl-Heinz K&hler, Deutsche
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Nationale, Paris; Marion P. Linton, National Library of Scotland, Edin-
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sired and whose replies to questions are little articles by themselves; Dr.
Hedwig Mitringer, Gesellschaft der Musikfreunde, Vienna; Kurtz Myers,
Detroit Public Library; Dr. Leopold Nowak, Osterreichische Nationalbiblio-
thek, Vienna; Madame L. N. Pavlova-Sil’vansky, M. E. Saltykov-Shchedrin
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author met in the Soviet Union; Dr. Fritz Racek, Stadtbibliothek, Vienna;
Dr. Wolfgang Schmieder, Stadt- und Universititsbibliothek, Frankfurt; Dr.
Erich Seemann, Deutsches Volksliedarchiv, Freiburg; Brooks Shepard, Jr.,
Yale University, New Haven; Mrs. A. P. Vlasto, King’s College, Cam-
bridge, England; Alexander Weinmann, Vienna; and Prof. Emilia Zanetti,
Biblioteca S. Cecilia (Conservatorio), Rome.

Dr. Otto Erich Deutsch, Vienna; Cecil Hopkinson, London; William
Lichtenwanger, Washington; and Alan Tyson, London, kindly read portions
of the manuscript and made many useful suggestions. Jean-Marie Martin,
Hollogne-aux-Pierres, Belgium, did likewise with respect to portions of the
manuscript relating to operas.

Perhaps the one person who has been most responsible for the com-
pletion of this book is Miss Louisa Cagwin, now at Mill Valley, Cal., but
who was a student in Vienna recommended to the author by Dr. Nowak,
and who, with the vast wealth of German and Austrian music available to
her in Vienna, most ably studied the music from these important countries.

Thanks are given to the author’s American friends and fellow collec-
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tors, Reginald Allen, Harry Dichter, Mrs. Josephine L. Hughes, W. Lloyd
Keepers, Lester S. Levy, Eric Mandell, the late Elliott Shapiro, the late
Sigmund Spaeth, the late Dr. Saul Starr and Dr. Edmund G. Wilson.
Thanks are also offered to Harold Barlow, Josiah Q. Bennett, Dena ]J.
Epstein, Dr. Alfred E. Fischer, W. N. H. Harding, Prof. Jan LaRue, Mrs.
Ch. Pupko, Richard A. Reuss, Kenneth Roman, Jr., Eugene A. Sekulow,
Nicolas Slonimsky, Julius J. Teller and Richard J. Wolfe.

Frederick Freedman also read portions of the manuscript and offered
encouragement and numerous helpful suggestions. Irving Weill, of ASCAP,
ably arranged most of the musical excerpts.

The author is particularly indebted to the staff at the New York Public
Library where the bulk of the research was performed. Sydney Beck and
Mrs. John Katchie, especially, were most encouraging and helpful, and the
pages cheerfully responded to the seemingly endless number of call slips.
As in the case of other libraries, there was a spirit of interest and coopera-
tion that has helped to make this large task an ever-challenging and inter-
esting one.

Special gratitude is given to my wife, not only for her understanding,
tolerance and encouragement, but also for specific chores, of which there
were many, and important contributions in the area of biographies. Even
our three children were pressed into service at various times.

Needless to say, in spite of all the counsel and assistance from those
mentioned above, all responsibility for errors of omission and commission
is strictly the author’s.

For the illustrations, thanks are offered to the following owners who
granted permission to reproduce a few of their most valuable musical pos-
sessions: Bayerische Staatsbibliothek, Munich; Bibliotheque Nationale,
Paris; the Trustees of the British Museum, Loridon; Gesellschaft der Musik-
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" Allen Collection), New York, N.Y.; New York Public Library, New York,
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N.Y., and Alan Tyson, London. Alexander’s Ragtime Band was copyrighted
1911 by Irving Berlin, the copyright was renewed, and the reproduction of
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Abdulla Bulbul Ameer
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The sons of the proph - et are brave men and bold

mw. Percy French. This song was composed for a smoking concert at Trinity
College, Dublin, in 1877.! The song was first published by the author and
Archie West, a college friend, in Dublin in 1877 under the above title, but
no trace of this edition has been found. The song was not copyrighted by
French. The earliest located edition was pirated and published by John
Blockley, 3 Argyll Street, Regent Street, London W., on Feb. 18, 1886,
under the title Abdul, the Bulbul Ameer, “Composed and Arranged by Ali
Baba,” with no reference to French.? Another edition, perhaps earlier, with-
out title, author, covers or imprint, and with slightly different music and
words, spells the title Abdallah Bulbul Ameer; copy at Ethie Percy-French,
Monks Eleigh, Ipswich, Suffolk, England. The song is at p. 162 of The
Scottish Students’” Song Book (Glasgow and London [1892]), beginning
with the engraved “new and revised edition,” “by special permission of
Mr. John Blockley,” also without reference to French;* ML. In a later song
by French, he is described as the author of Abdallah Bulbul Ameer.®

There are other variants of the title, including “Ivan Skivitsky Skivar.”
“Biilbiill Amir” means in Turkish “nightingale chieftain.” Because of the
lack of an authorized, copyrighted edition, the music and words have
changed somewhat over the years. No evidence is at hand supporting the
suggestion® that the song dates back to the Crimean War (1854-56).

French was born in Clooneyquin, Ireland, in 1854, was an artist and
entertainer, and died in 1920 in Formby, near Liverpool.”

1 Information regarding this song and its author has been in part obtained from
his daughter, Ethie Percy-French, Monks Eleigh, Ipswich, Suffolk, England, from a
distant relative, R. B. D. French, Trinity College, Dublin, from an article by the latter
“Percy French,” in Trinity, Dublin, no. 6, Michaelmas, 1954, p. 22, at TC, and from
James N. Healy, Percy French and His Songs (Cork, 1966), p. 5, at NYPL.

2 This is the date of first publication in the entry at Stationers’ Hall, the entry,
however, being made almost two years later, on Jan. 6, 1888.

3 Copy at Ascherberg, Hopwood & Crew, London, the present copyright owner
and successor to John Blockley. The present copyright owner paid royalties to Percy
French’s widow.

4 Not in the 1891 edition; NLS.

5 The Darlin’ Girl from Clare (London, 1906); LC (CDC).

6 Spaeth, p. 471.

7John S. Crone, A Concise Dictionary of Irish Biography (Dublin, 1937), p. 73;
NYPL.

84
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Abide with Me
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A - bide with me! Fast falls the e - ven - tide

The first printing of the words by Henry Francis Lyte is said to have been
in a leaflet printed at Berry Head, Brixham, Devonshire, in Sept., 1847, but
otherwise not described;' no copy has been found. An early printing of the
words is in the Remains of the Late Rev. H. F. Lyte, M.A. (London, 1850),
at p. 119; BM and JF. The poem is there said to be derived from “’Abide
with us” (St. Luke xxiv. 29) and at the foot reads: ““Berry Head, September,
1847.” Tradition has it that Lyte wrote the words after preaching his last
sermon to his congregation at Brixham on Sept. 4, 1847. This is clearly
wrong as a letter dated Aug. 25, 1847, includes the hymn, his “latest effu-
sion,” and it seems likely that it was written during his last visit to Berry
Head a month or two earlier.?

The music by William Henry Monk was first printed in his Hymns
Ancient and Modern (London, Preface dated Lent, 1861), as Hymn 14,
together with the words, under the title “Evening.” In this edition, pub-
lished March 20, 1861, there are 273 hymns; the pages are not numbered.?
It is not known which of the following two variants is the above edition:
one, at BM, has a handwritten date of 1866 and the Contents page does not
refer to a “larger edition”; the other, at JF, has a Contents page which does
make such a reference. There are other minor differences in the two
variants.

Lyte was born at Ednam, near Kelso, Scotland, in 1793, was ordained
in 1815 and held a number of ecclesiastical posts, and died at Nice on
Nov. 20, 1847.* Monk was born in Brompton in 1823, became an organist
and Professor of Music, and died in 1889 in London.®

1 Julian, p. 7.

2 Parry, p. 272.

3 Grove’s, vol. 4, p. 433. MT, April 1, 1861, p. 28.

4 Dict. Nat. Biog., vol. XII, p. 365. Henry James Garland, Henry Francis Lyte and
The Story of ”Abide with Me” (Manchester, n.d.); NYPL. Garland says on p. 53 that
the hymn was soon published in The Torquay Times; this is an error, as the news-
paper did not begin publication until 1865; letter from the Borough Librarian, Torquay,
Devonshire.

5 Dict. Nat. Biog., vol. XIII, p. 623.
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Adeste Fideles
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An excellent recent pamphlet contains important new discoveries regarding
this hymn.' The music and Latin words appear to have been written by
John Francis Wade; at least, the three earliest known manuscripts dating
from about 1750 are in his handwriting and signed by him.

The first printing of the words is in The Evening Office of the Church,
in Latin and English ([London?] 1760); UTS. (Earlier editions of this work
do not contain this hymn.) The words of Adeste Fideles in Latin and Eng-
lish are on the thirteenth unnumbered page in the ““Proses” section, after p.
322. The English translation starts: “Draw near ye faithful Christians, With
Joy to Bethlehem come.” No indication of authorship.

The music first appeared in An Essay on the Church Plain Chant
edited by Samuel Webbe (London, 1782) at p. xiii, together with the Latin
words; BM. The standard English translation commencing “O come all
ye faithful,” was made by Frederick Oakeley in 1852 and first appeared
in print in A Hymnal for Use of the English Church (London, 1852) on p.
26; BM. He had made a previous translation in 1841.

The hymn is frequently known as the ““Portuguese Hymn,” perhaps
because Wade had made a copy for the use of the English College at Lisbon.
The Latin words have sometimes been ascribed to St. Bonaventura in the
thirteenth century or to an unnamed German or French poet in the seven-
teenth century. The music has also been ascribed to a Portuguese composer,
Marcus Portogallo, and even to King John IV of Portugal. There is little
evidence to support any of these claims. However, Vincent Novello said
that John Reading, an Englishman, composed the melody in 1780 and this
possibility cannot be ruled out.

Wade was born about 1710 and became a copier of plainchant and
other music at Douay College, France, a great Catholic center; he died in
1786 at the age of seventy-five. Oakeley was born in London in 1802, was
ordained priest in the Church of England and then received into the:Roman
Church and made Canon of Westminster where he remained until his death
in 1880.%

1 Dom John Stephan, The "Adeste Fideles” (South Devon, 1947); BM, HWMS
and JF.
2 Parry, p. 477.
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After the Ball

Af - ter the  ball is

mw. Chas. K. Harris. Copyrighted Nov. 12, 1892, by Chas. K. Harris &
Co., Milwaukee, Wis. First edition: Front cover has a drawing of sunbursts
and leaves and is purple, red and white. p. [2] adv. Sleep.. m. on pp. [3]-
[6]. p. [7] adv. Only.. Back cover adv. Hello.. - School.. LC(CDC). No
photograph on the front cover, which is completely different from subse-
quent covers; the front cover of the first edition is illustrated in Fuld,
American, p. [31].

Historical information regarding the song appears in Spaeth, p. 260,
and Charles K. Harris, After the Ball (New York, N.Y., 1926), p. 50, NYPL.
The melody was interpolated by Jerome Kern in Show Boat in 1927. Harris
was born in Poughkeepsie, N.Y., in 1867, became a banjo player, composer,
and lyricist, and died in New York City in 1930.2

Ah! So Pure—Martha
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Ah! So pure, ah,_ so_—_ bright
Ach! So fromm, ach,_ so.__ traut

m. F. von Flotow. w. W. Friedrich. The piano-vocal score of Martha oder:
Der Markt zu Richmond, was published about Jan. 4, 1848,' by H. F.
Miiller, 1147 Kohlmarkt, Vienna. Three variants of a possible first edi-
tion have been found, with priority uncertain. In each, the title page lists
three copublishers and indicates the piano arrangement is by the composer.
- vb. Index. vb. m. on pp. 1-266. p.n. 280. Ach! So Fromm (Ah! So Pure) is
on p. 192. Index and music pages engraved. In one variant at GM, the
price is blank and a 12-page libretto is included; in the second variant at JF,
the price is 15 Fl. as in the notices, and the libretto is not included; and in
the third variant at JMM, both the price and the libretto are present.

The separate sheet music of the song was published about April,
1848, and a possible first edition is at SB: front cover lists 26 titles and

1 Copyright records; LC.
2 ASCAP, p. 217.

1 Wiener Zeitung, Jan. 4, 1848, p. 12; UMI. Hofmeister Monatsbericht, March,
1848, p. 48. Both mention the price of 15 Fl.
2 Hofmeister Monatsbericht, April, 1848, p. 63,
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arrangements; m. on pp. 1-3 and 192-194 (double pagination); p.n. 280(15);
music pages engraved; back cover blank.

The orchestral score of the opera was first printed about 18973 with
French text by Choudens, 30 Bould. des Capucines, Paris; a “Nouvelle
Edition,” folio, without price, it has plate number A.C. 10,613 for the
Overture on pages 1-35, and a lithographing of a manuscript score without
plate number on pages 37-454. J]MM and NYPL. The orchestral score with
German text was not published until 1940 by Breitkopf & Hirtel, Leipzig;
BM.

Orchestral parts of the opera, published probably by August Cranz,
with plate number 13007 for the Overture, the balance a different printing,
of uncertain date but not earlier than 1876 (when Cranz commenced busi-
ness), lithographed and without covers, are at CI. Martha was composed in
1847 and performed on Nov. 25, 1847, in Vienna.

The source of Martha was a ballet produced at Paris in 1844 entitled
Lady Harriette, of which Flotow wrote the first act, and two others wrote
the balance.* The music of the entire ballet has apparently not been pub-
lished; two excerpts at BN and another at BM do not include the melody
of this aria.

Flotow, a composer of light opera, was born in 1812 at Teutendorf,
Mecklenburg; he died in 1883 at Darmstadt. W. Friedrich is believed to be
a pseudonym for F. W. Riese, but no other biographic information has
been located.

Ah! Sweet Mystery of Life

Ah! Sweet mys - ter-y of life, atlast I've found thee

© 1910 M. Witmark & Sons. Copyright renewed. Used by permission.

m. Victor Herbert. w. Rida Johnson Young. The music only of this song
first appeared in print in the piano-vocal score of the show Naughty
Marietta, in the Overture and Entr’acte, published Nov. 7, 1910, by M.
Witmark & Sons, New York, N.Y., and four other cities. In the first edition
of the piano-vocal score, the front cover has a photograph of Emma
Trentini and is brown, green and tan, and the score includes an Entr’acte

3 The cast page of the Choudens score mentions the 1897 Artistes. Cf. Kinsky,
Opern, p. 379.

4 Edward J. Dent, ”A Best-Seller in Opera” in Music & Letters, London, April, 1941,
p. 139; NYPL. Friedrich von Flotow’s Leben by [Rose Rosine von Flotow] (Leipzig,
1892), p. [102]; NYPL. Grove’s refers to the ballet as Lady Henriette; vol. 3, p. 162.

1 Copyright records; LC.
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which was eliminated in the second edition. LC(CDC) and JF. The music
only, separately printed as sheet music, was published on Nov. 21, 1910,
under the title Dream Melody (Intermezzo); LC(CDC) and JF.

The song, with words, under the title Ah! Sweet Mystery of Life (The
Dream Melody), was also published on Nov. 21, 1910.! First edition: Front
cover has a photograph of Emma Trentini and is green, brown and white.
s. Naughty Marietta—16 titles listed. m. on pp. 2-4. p.ns. 5263; 11702~3.
p. [5] blank. Back cover lists the shows Ameer.. - Wonderland. LC(CDC)
and JF. The show opened in New York City on Nov. 7, 1910.

The composition at all times included words, and was sung from the
very beginning of the operetta’s career.? Herbert was born in Dublin, Ire-
land, in 1859, played the cello in Germany, and came to the United States
in 1886 where he became a composer of operettas; one of the nine founders
of ASCAP in 1914, he died in New York City in 1924. Young, an author,
librettist and actress, was born in Baltimore in 1869 and died in Stamford,
Conn., in 1926.

Ain’t Misbehavin’
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No one to talk with, all by my-self, no one to walk with, but I'mhap-py on__ the shelf
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© Copyright 1929 Mills Music Inc. Copyright renewed 1947 by Mills Music Inc. Copyright renewed
1956 by Thomas W. Waller, Jr. and assigned to Joy Music, Inc. Renewal copyright assigned to Anne-
Rachel Music Corporation. Used by permission.

m. Thomas Waller and Harry Brooks. w. Andy Razaf. Published July 8,
1929,' by Mills Music Inc., 148-150 West 46th Street, New York, N.Y.
First edition: Front cover refers to the revue Connie’s Hot Chocolates, has
a drawing of dancers and a musician, is red, pink and blue and lists 10
titles; no prices. p. [2] adv. Sentimental.. and I've.. m. on pp. 3-5. No plate

number. Center fold adv. Learn.. p. 3 mentions British and Australian
~ agents. p. 4 adv. Dizzy.. p. 5 adv. Flapperette. Back cover adv. Let's.—
Futuristic.. LC(CDC) and JF. Connie’s Hot Chocolates opened in New York
City on June 20, 1929.

Waller, a pianist and composer, was born in New York City in 1904
and died in Kansas City, Mo., in 1943.% Brooks, a pianist and composer,
was born in Homestead, Pa., in 1895 and died in Teaneck, N.J. in 1970.
Razaf, a lyricist, was born in Washington, D.C., in 1895.%

2 Waters, Herbert, p. 360.
3 ASCAP, p. 551.

1 Copyright records; LC.
2 ASCAP, pp. 520, 55 and 400, and ASCAP files.
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Air for the G String—Bach

m. Johann Sebastian Bach. The first printing of this melody, Schmieder, no.
1068 (now commonly known as the Orchestral Suite no. 3, or Overture, in
D), may have been published by Sieber, Paris, probably in parts at 4 Fr.,
20 cent., in 1817 or earlier.! No copy has been located. It is listed in Meysel,
1817, p. 2, but not in BF, 1811-1817.

Dr. Alfred Diirr, Johann-Sebastian-Bach Institut, Gottingen, and
Prof. F. Blume, Schliichtern, West Germany, have written the author that
they are not certain whether the above-mentioned Sieber edition ever was
in fact published, and if it was, whether it was the Owverfure in D,
Schmieder, no. 1068, or the Ouverture in D, Schmieder, no. 1069. If there
was no Sieber edition, or there was one but it was Schmieder, no. 1069,
then the first printing of this work was about Aug., 1854, by Au Bureau
de Musique de C. F. Peters, Leipzig, under the title Ouverture ou Suite en
Ré Majeur for orchestral score (p.n. 3556) and orchestral parts (p.n. 3557)
“publieé [sic] pour la premiére fois”” by S. W. Dehn, no. 3; BSM and JF*
(with prices and agents) and ZZ (without prices or agents)—priority not
known.

The famous arrangement by A. Wilhelmj was published about May,
1871.3 Probable first edition: AIR von Joh. Seb. Bach fiir Violine mit Beglei-
tung von Streichinstrumenten oder Pianoforte oder Orgel, arranged by
August Wilhelmj. Published by Gustav Lewy, Vienna. Price: 81 Kr./15 Sgr.
Front cover is black and white. vb. m. on pp. 3-5. p.n. 6(?). Back cover
blank. Separate leaves or parts for violin solo, violin and viola, and cello
and bass. PM. At the same time arrangements were also published by
Lewy for violin and piano, and violin and organ. Other publishers’ editions
examined show the price in Marks, i.e., 1874 or later.

Wilhelmj placed Bach’s melody a 9th lower than originally written,

1 Schneider, p. 106. MGG, vol. 1, p. 1038. See, also, Schmieder, no. 1068, and Bach
Gesellschaft [vol. 31 (1)], p. xv.

2 Hofmeister Monatsbericht, Aug., 1854, p. [586].

3 Hofmeister Monatsbericht, May, 1871, p. 82.
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as above, and utilized the G string, the lowest string of a violin having a
particularly rich tone. Bach was born at Eisenach in 1685 and died at
Leipzig in 1750. Wilhelmj, a German violinist and composer, was born in
Usingen, duchy of Nassauy, in 1845; he died in London in 1908.

Alexander’s Ragtime Band
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Cowme on and hear,__ come on and hear _ Al-ex - an-der's rag-time band

Copyright 1911 Irving Berlin. Copyright renewed. Used by permission of Irving Berlin Music
Corporation.

mw. Irving Berlin. Published March 18, 1911,' by Ted Snyder & Co., 112
West 38 St., New York, N.Y. Probable first edition: Large photograph on
the front cover of Emma Carus. Front cover has a drawing of a ragtime
band and is red, pink, green and white. (See Plate I.) m. on pp. 2-5. Back
cover adv. When it Rains.. SS and JF. Although the advertised song was
published April 29, 1911,* the edition with Emma Carus’ photograph is
logically the first edition as she successfully introduced the song (so stated
on each of the known 65 or more early editions, each with the name and
small photograph of a different singer or “plugger”), and her photograph
is the only one yet found on an early edition without an identifying name.
The copyright of That Peculiar Rag, advertised in a variant edition, at JF,
was assigned to Ted Snyder Co. on June 23, 1911.* There is also an edition
with a small photograph and repeated name of Emma Carus on the front
cover; WNH.

Berlin is also said to have introduced the song “without success” at
the 1911 Annual Friars Club show,? and Eddie Miller and Helen Vincent
are claimed to have been the first to sing the song in public.> The “Alex-
“ander” in the title is reportedly Jack Alexander, a cornet-playing bandleader
who died in 1958.* It has been frequently pointed out that the song is not
real ragtime. Berlin was born in Temun, Russia, in 1888, and now resides
in New York City.

1 Copyright records; LC. The first publication may have been in a professional
edition.

2 Ewen, Berlin, p. 50.

3 Ray Walker, Variety, Oct. 20, 1954, p. 50.

4 Obituary, New York World-Telegram, July 3, 1958; NYPL.
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All the Things You Are

You are the prom-ised kiss of spring-time

© 1939 and 1940 by T. B. Harms Company. By consent.

m. Jerome Kern. w. Oscar Hammerstein, 2nd. Published by Chappell & Co.,
Inc., RKO Building, Rockefeller Center, New York City. The first copyright
deposit copy, in professional edition, was published Oct. 11, 1939, in a
duet arrangement; it has not been published in a regular edition as a duet.
The song was republished early in November for one voice (at a time) and
piano, and the following is probably the first regular edition: Front cover
is tan and black. s. Very Warm for May—=é6 titles listed. p. [2] adv. I.. m.
on pp. 3-7. p.n. 981-5. Back cover adv. Heaven.. - In..* The show opened
in New York City on Nov. 17, 1939. No piano-vocal score for the show
has been published.

Kern was born in New York, N.Y., in 1885 and died there in 1945.
Hammerstein was born in New York, N.Y., in 1895 and died in Doylestown,
Pa., in 1960.

All Through the Night
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Fain would some with vows per-suade me, all through  the night

K T | e ]
b T I W |

e

N
b
H

[ 188

T
]
1
1

The authorship of the melody and words is unknown. The first known
printing of the melody, with Welsh words and an English translation, was
in 1784 in Edward Jones, Musical and Poetical Relicks [sic] of the Welsh
Bards: “preserved by tradition and authentic manuscripts from remote
antiquity; never before published . . .” (London, 1784); at BM and JF. This
song appears on p. 56 under the title Ar Hyd Y Nos.

The English translation included by Jones does not mention the phrase

1 Copyright records; LC.

2 Copy at JF autographed by the composer in Boston during the tryout before New
York City; this arrangement was not copyrighted at the time. After the show closed in
New York City on Jan. 5, 1940, the arrangement for one voice and piano was copy-
righted; the latter states near the top of p. 2, “Simplified edition by Albert Sirmay.”
LC (CDC) and JF. Albert Sirmay, New York City, states the procedure was adopted
for copyright reasons.
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all through the night.” There have been many subsequent translations
of the poem into English; while none has become standard, most use this

phrase and title. The 1794 edition of Jones’s work! has the English subtitle
The Live-long Night for this song.

Almost Like Being in Love
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What a day this has been! What a rare mood I'm

Copyright 1947 by Alan Jay Lerner and Frederick Loewe. World rights assigned to Sam Fox Pub-
lishing Company, Inc., New York, N.Y. By permission.

m. Frederick Loewe. w. Alan Jay Lerner. Published March 13, 1947,' by
Sam Fox Publishing Company, New York, N.Y., but copyrighted by the
authors. First edition: Front cover has a drawing of two Scottish dancers
and is green, red, brown and white. s. Brigadoon—11 titles listed. p. [2]
adv. Waitin’.. - I'll.. m. on pp. 3-5. Back cover adv. The Heather.. - Down..
LC(CDC) and JF (autographed). The show opened in New York City on
March 13, 1947. The piano-vocal score of Brigadoon was published June
25, 1948%; LC(CDC).

Loewe was <ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>