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INTRODUCTIOll 

The graduate recital provided an opportunity to reach a new 

level of performance, a deeper understanding and appreciation of 

the arts, and a wider knowledge of all aspects affecting one's 

proficiency as a musician and teacher, 

The literature was selected to be representative of the various 

styles and periods and to feature the special characteristics of the 

solo instrument, The program for this recital was chosen and ap­

proved according to the established tradition of the department of 

music, 

The study and preparation necessary for the performance of 

these works provided a valuable learning experience that constitutes 

the most important part of this project, The understanding that any 

challenge in performance ultimately leads back to a basic mechanical 

problem has developed an awareness of the importance of fundamentals, 

Hopefully, the results of this deeper insight will be seen in both 

teaching and performance, 

To more fully understand the musical content of the works per­

formed it was important to review the circumstances and the genius 

that produced these works, and to consider their place in music lit­

erature. and history, 

The Concerto 

The concerto, as a concert piece for solo instrument, has been 

used by almost every important composer of instrumental music, It 

1 
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developed out of the original church concerto dating back to the 

sixteenth century, This initial type of composition was one in 

which several performers made a group effort to entertain an aud-

ience, The trio sonata was a further step in the development of 

the form and expanded the structure to a three part composition, 

usually played by three solo instruments and harpsichord, Before 

the trio sonata changed into the classical trio, two types had be-

come established; the church sonata (sonata da chiesa), which led 

to the development of the sonata, and the chamber sonata (sonata de 

camera ), under which name the suite was cultivated,1 By the end 

of the seventeenth century the term "concerto" was used by Torelli 

and other Italian writers to describe the type of composition that 

f eatured a small group of solo strings in conversation with a full 

complement of strings plus harpsichord, The concertina, or solo 

group, of this early concerto grosse usually consisted of the same 

ensemble which made up the trio sonata. 2 The concerto for a single 

soloist was the latest style to be developed, the first examples 

appearing at the very beginning of the eighteenth century, 

Just as the sonata has grown out of the suite, so the concerto 

develope~ from the sonata, uith the movements becoming larger in 

form and more complex. When the sonata and the symphony had 

lw1111 A pel, Harvard Dictionary of l'usic and llusicians 
(Boston, ?-:assachusetts: :!arvard University Press, 1958) , p, 76), 

2
Ibid.' 175. 
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acquired their standard form, touard the end of the ei~hteenth can-

tury, the concerto adopted the same general plan of a serious first 

movement in sonata form, a slower lyrical middle movement, and a 

lively last m~vement in rondo form, J At the same time it became 

traditional to alternate passages between the solo instrument ac-

companied and the orchestra alone, The concerto, as we kno" it 

today, follows this general pattern, However, through further de -

velopment the orchestral part has taken on greater importance, of-

tentimes equal to that of the solo instruroent. 

The Suite 

Music written originally for dance but performed in concert is 

properly called a suite. These elementary dance forms, which had 

earlier accompanied t.lw actual performances of dancers, were taken 

by composers of learnL~g and genius and developed to a level far 

beyond the point of their origin and then arranged with best effect 

to provide pleasing contrasts of tempo and time,4 

The various dances that make the suite come from different 

parts of the world and from different levels of society, The four 

basic dances are the Allemande, which is a German dance with a flow-

ing yet rhythmic motion; the Courante, which is of two types-· 

either Italian, in ·quick triple time with continuous running figures, 

JPercy A. Scholes, The Oxford Companion to Music (New Yorks 
Oxford University Press, 1943), p, 214, 

4EJ.i Siegmeister, The :·cusic Lover's Handbook (Neu Yorks 
William J.!orrow and Company, r94J'),p; ~ 
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or the French, a reserved style that often shifts meters from ~ to ~~ 
the grave Sarabande, which is an old Spanish dance; and the Gigue, 

a lively British dance, commonly with a long-short rhythm that adds 

contrast to the movements that have gone before,5 These dance move-

ments are in binary form, either symmetrical (of equal length) or 

asymmetrical (with the second section expanded), 

The standard scheme of a Baroque suite is A C S 0 G (Allemande , 

Courante, Sarabande, optional, Gigue) with the optional dance being 

chosen from a.'l!ong the Einuet, Bourree, Gavotte, Passapied, Polonaise, 

Rigaudon, Anglaise, and the Air, These five contrasting movements am 

typically preceded by a Prelude, which is written in a free style 

without repeats, Stylistically, the optional dance forms a marked 

contrast to the others, usually being simpler in musical content and 

style and retaining the character of actual dance music, The reason 

for this is ~~t the Allemande , Courante, Sarabande, and Gigue are 

much older types and at the time they became the accepted basic ele­

ments of the suite, in about 1650, they had already lost their dance 

connotation and had become idealized types, weaker in rhythm and more 

elaborate in texture and style,6 

The di\rergence of the suite from the sonata form was gradual, 

with the sonata movements constantly increasing in complexity and 

the movements of the suite remaining almost stationary, In the 

5Ibid. 
6 
Apel, P• 716, 
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suite the subject does not stand out but is a simple presentation 

of the characteristic motion and rhythm of the movement, There is 

no contrasting subject and no recapitulation, the only repetition 

being that of complete sections,7 

Composers of the twentieth century have used the suite in a 

modified form not closely related to the Baroque suite, They have 

grouped pieces together 1) according to the principle of musical 

affinity or contrast; 2) to meet a descriptive, personal preference; 

or 3) as old music arranged or orchestrated for modern use,
8 

The 

widespread modern use of the term "suite" allows freedom not possible 

in the sonata or symphony, yet indicates more definiteness than the 

design of the symphonic poem, 

7Eric Blom (ed,), Grove's Dictionary of Music and Musician~ 
VIII (New Yorks St, .t-!.artin's Press, 1955), p, fb7-,-- --

8 
~.,I, 171. 
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PROGRAl·: NOTES 

George Frederich Handel 

(1685-1759) 

Handel \ias recognized by his contemporaries not only as a 

great musician, but also as a great personality, The achievements 

of his life were divided among his business enterprises, his con-

flicts with the aristocracy, and his music, <tJhen we consider that 

most of his great music ~ras written at the same time he was deeply 

involved in these other interests it become s apparent why he is 

often thought of as one of the most outstanding personalities in 

music history, 9 

It took a tranquil spirit for Handel to separate himself from 

a hectic life and create with inspiration when apparently his entire 

world had just crumbled, which it did again and again, But each 

time he returned to re.claim his position and rebuild it more strong­

ly than before.10 It took courage for him to become a musician in 

the first place, for his was not a musical family and he was eighteen 

before he could pursue music without interference, 

Even though Handel far surpassed many of his contemporaries, 

according to Ewen, he made no effort to advance the art. He simPly 

9Rupert Hughes (ed, ), ;'!usic Lover's Encyclopedia (New York: 
Doubleday, Doran and Company, Inc,, 19~ 475. 

10Hil ton Cross and David Ewen, The i~il ton Cross New Ency­
clopedia of the Great Conposers and Their l(usic, I (New York: 
Doubleday and Company, Inc,, 1969)." p. 42J, . 

7 
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took the forms he found and added to them all the beauty and solidity 

he could produce, His aim was to attract his own public with the 

best possible art he could give them within the bounds of the methods 

-and formulas already existing, 

Handel's greatness and historical significance lie in two 

achievements: his contribution to late Baroque literature, and his 

anticipation of the elements of t he new style of the mi d-eighteenth 

century. He >ras a master, not only in choral music, but in all 

fields of the basic principle of contrast, and his emphasis on melody 

and harmony links him >ri th the progressive movements of his time •11 

Ewen suggests that the boldness characteristic of Handel's life 

>ras also evident in his work, but >That was coarse in his nature "'as 

held in check by a spiritual sL~plicity. No one has any suspicion 

of the nervous tension or superhQ~n determination which he must 

have needed in order to sustain · this tranqQility, 

For many years, probably since it was first published in 1924, 

there has been much controversey as to the origin of the Concerto in 

B Minor, According to research done by Liohtenwanger at the Library 

of Congress, "the verdict is clear even though it cannot be docu-

mented1 the concerto is not by Handel and almost certainly is the 

work of Henri Casadesus, "12 Presumably, Casadesus discovered the mel­

ody and a sk~tchy figured bass and prepared the work as part of a series 

to be published under the name of his Societe des instruments anciens, 

11Donald Jay Grout, ! ~ory of ;·/estern Husic (New York1 
Norton and Company, Inc,, 1 ), p, 281, 

12see Appendix, 
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Concerto in ~ "~nor 

The first movement, ~rked Allegro Moderato, begins with a 

six bar introduction (B minor) repeated exactly by the viola when 

it enters in a strong, aggressive manner, This statement is an­

swered by a quiet, light phrase which is soon returned to the in­

itial mood, but somewhat subdued, A series of modulating arpeggios 

and scale passages carries the key center to the dominant (~ ~Jnor) 

where the second theme is announced and developed, A six bar inter­

lude sets the style as in the beginning, but in the relative ma j or 

(D major), for a brief development before the opening theme is a­

bruptly returned and the first twenty-eight bars are restated, The 

coda, which is a repetition of the second theme, this time in the 

tonic (B minor) . and an exac-t repeat of the opening theme by both the 

viola accompanied and the piano alone, returns the mood to the orig­

inal bold style and end with a feeling of having made a profound 

and significant statement, 

'The slow, lyrical second movement, marked Andante ma non troppo, 

is also in B minor and is a pleasant contrast to balance the lively 

mood of the other two movements, It begins with a six bar phrase 

and is extended by another nine bars before the first idea is re­

peated, A ~e bar interlude allows the reflective mood of the first 

section to carry over while it prepares for the second theme in the 

dominant (~minor), This fifteen bar section builds steadily to a 

climax in the high register and then continues to modulate to the 

sub-dominant (E minor) and within ~\e next ten bars the tension is 
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released, The repetition of the previous nine bar interlude, this 

time in E minor, sets the mood for the return of the original theme 

in B minor and a quiet, meditative close. 

The third movement, Allegro Molto, is in the typical rondo 

style with .a lively triple meter, However, the form is similar to 

the first movement with two principle themes and their brief devel-

opments going through a modulation to the dominant and a return to 

B minor before the first ninety-two bars are restated, with minor 

variations. The coda begins very quietly and builds rapidly in the 

final eight bars to a solid, quick climax, 

Johann Sebastian Bach 

(1685-1750) 

While Bach invented no new forms and created no new styles, his 

contribution to the traditional forms and styles is defined by Ewen 

as an emotional expressiveness, a noble and majestic concept, and a 

sense of spaciousness, all of which were unique, For the most part 

his demeanor was one of great dignity, which was at once generous in 

warmth and vitality and reserved in sentiment, The wide range of 

his creative moods dispels the idea, still somewhat prevalent, that 

he was a personality of cold, mathematical precision, 

Bach brought to consummation all the forms of the late Baroque 

era, except the opera, which was too superficial to appeal to his 

deep and true artistic nature, His distinctive achievement was to 

present the final shape of polyphony, which he demonstrated in its 
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perfection in the cantata, oratorio and motet,13 However, he was 

working with an artistic idiom already passing out of date, Being 

spiritually and artistically rooted in tradition was his great 

source of strength and it was also decisive in determining his 

place in relation to contemporary music, By the time Bach has 

reached the peak of Baroque composition a new generation was seek-

ing a different sound, more simple, graceful, natural, He made no 

attempt to bridge the gap between the old and new concepts, though 

he showed his ability to master the new language,14 He chose to 

isolate himself with his self-imposed tasks and it was for this 

reason that nearly a century passed before another generation was 

more ready to understand and appreciate him, 

To estimate Bach's true magnitude it is necessary to look at 

his influence on composers of the nineteent h century, Every sig-

nificant composer since l·;endelssohn has studied Bach, not as a ped-

antic teacher, but as one who impels him to reach for the truest 

and clearest expression and to achieve an impressiveness, not by 

the variety of techniques employed, but by the message in his 

music,15 Grout suggests that the central position Bach has in the 

history of music will be better understood if we realize 1) that he 

13mom, I, 167. 

1~arl Geiringer, The Bach Family (New York: Oxford Univ­
ersity Press, 1954), p. 297, 

15 Albert Schweitzer, :I.!_~ Bach, I (New York: Nacmillan 
Company, 1950), p, 261, 
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absorbed into his music the multiplicity of styles and forms cur-

rent in the early eignteenth century and developed in each one pre-

viously unsuspected potential, a~d 2) that in his music the opposing 

principles of harmony and counterpoint, melody and polyphony are 

maintained in a tense, but satisfYing balance found in the work of 

no other composer. 

"The continuing vitality of his music is not, of course, 
due to its historical significance as a summation of 
the late Baroque, but to the qualities of the music it­
self! the concentrated and individual themes, the cop­
ious musical invention, the balance between harmonic 
and contrapuntal forces, the strength of rhythm, the 
clarity of form, the grandeur of proportion, the imag­
initive use of pictorial and symbolic figures, the in­
tensity of expression always controlled by a ruling 
architectural igea, and the technical perfection of 
every detail. nl 

In a general way the style of organ music greatly influenced 

Bach's whole life work, as did the Italian violin music. The 

style that makes Bach unique was actually a fusion of the Italian 

and German characteristics. From studying the old Italian masters 

Bach learned the value of a concise theme, to clarify and tighten 

the harmonic scheme, and to develop his subjects with a continuous 

rhythmic flow. These qualities, added to his traditional German 

background in organ music and combined with his prolific imagin-

ation and profound mastery of contrapuntal techniquq produced the 

style we typically ascribe to Bach.17 

16 Grout, P• 225. 

l7Ibid., 262. 
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In his o1m appraisal of the success of his life Bach said 

simply, "I work hard, ,lB This evaluation 1~as his modest percep­

tion of himself, He never considered that he was anything more 

than an industrious artisan doing his best, 'dhat he learned l<as 

not by professional guidance but by hearing , absorbing, copying , 

transcribing , imitating and continually experimenting, His hun-

. gar to learn was insatiable, ''!hen we see this unequaled !llUsical 

ability set a gainst a limited cultural background we realize how 

little we know of !llusical genius and how it is developed,l9 

Schweitzer was i l'lpressed with the modesty apparent in Bach's 

attitude and in his relationship With his contemporaries, He 

fought for his everyday life, but not for the recognition of his 

art or his works, In this respect he was quite different from 

what we usually understand of an artist, For him art was religion, 

and so he had no concern With the world or with worldly success, 

Suite No, ~ in Q Minor for Viola 

The different historical origins of the various dances led to 

the existence of contrasting styles of the same dance form, Like 

other composers of the time, Bach was concerned with giving the 

dances ever new rhythmic life, thereby demonstrating what could still 

be achieved 1;it.IU.n the bounds of accepted tradition, 

18cross and EWen, p, 16, 

19Ibid, 
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At the time Bach wrote the Six Suites, usually played on the 

'cello, the variety in sizes of string instruments was almost un-

limited, One of these, the viola pomposa, was invented by Bach 

himself in 1720 especially for the last in the set of suites, 20 His 

motivation for this instrument was his interest in writing passages 

that would lie in the higher register of the 'cello, and the lack 

of skilled 'cellists, The instrument is believed to be of the 

viola rather than the 'cello family, since the manuscript known 

(there is no original autograph) is written in the C clet,21 

Although the polyphonic treatment of violin music had been 

used in Italy and Germany before Bach's time no other works had 

challenged the writer or performer as his did, The solo instrument 

is used not so much as a melody instrument, but as a carrier of the 

harmonic and polyphonic expression, Bach took on the almost impos-

sible task of writing four part figures and complicated harmonic 

successions for a single, unaccompanied string instrument with all 

its technical limitations, 22 He did this by making great demands 

on the ability of the player and at the same time taxing the imag-

ination and perception of the listener, Although the performer 

could never play more than two notes simultaneously, Bach expected 

(Londonr 

20
J, S, Fuller ¥Altland, The Oxford History of Music, IV 

Oxford University Press, 1931r;-p:--123, - --

21J, S, Bach, Six Suites, ed, by Diran Alexanian (Paris: 
Francis Salaber~l922), p, XXXX, Editions 

22
Geiringer, p, 279, 
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an arpeggio or a succession of notes to be understood as a harmon­

ic unit, 23 Schweitzer notes that, basically, Bach conceived every-

thing for an ideal instrument that had all the keyboard instrument's 

possibilities of polyphonic playing and all the bowed instrument's 

characteristics for phrasing, This is how he was able to write 

polyphonically for a single unaccompanied instrument, 

· Chord Playing in the unaccompanied violin works i s used to a 

greater extent than in the 'cello suites. This is explained by the 

fact that the Germans played t he "big violin" with a non-relaxable 

bow.24 The deep register, the large dimensions and the thickness of 

the strings were undoubtedly additional factors in the style used in 

the 'cello works, The style of music presented in the 'cello suites 

was abandoned after Bach's death, and since it was a form not fully 

developed before his time L~ere are no comparable works of other 

composers for solo string instruments,25 

The Second Suite is in D minor and gives the impression of a 

personal, ·reflective nature, The Prelude is melodic in character 

as the free pattern builds steadily to a climax on the dominant, 

then digresses to a dL~nished chord and comes to a broad conclu-

23 . 
Ibid,, 280, 

24schweitzer, p, 393. 

2~uis C, Elson (ed.), Famous Composers and Their 1forks, 
I, (Boston, ~~ssachusetts: J. B. ~~let Company, 1900);-p:-1~ 
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sion, There is emphasis on the second beat of the bar, sometimes 

achieved by a longer note, sometimes made the peak of a melodic 

line. The Allemande has the customary division in t;ro sections and 

continues the same note of calm but slightly animated reflection, 

Chords, used . spari~gly, create the feeling of several voices by 

passing the theme from one voice to another. The Courante, in a 

smooth floWing Italian style, demonstrates Bach's imaginative 

power in creating a great variety of figures which combine to form 

a 'cons tant flow of the melodic line, The general direction of the 

second half is the s~~ as the first, but hardly a single figure is 

repeated exactly, The Sarabande is the emotional center on which 

the more active movements are balanced, There is a delightful use 

of melody as it is intermixed With broken chords, sugges ting the 

harmonic support, which in fact is not there, The Menuetto I has a 

more elegant style than mos t minuets, relating it to the court 

dances. However, it is consistent With the generally dark color of 

the whole suite . !lenuetto II is the only section of the whole suite 

written in a major key, The gentle leaps and scale passages in D 

major provide a welcome contrast, The Gigue, with characteristic 

articulation and phrasing, is a more powerful movement than the 

original dance form, With some interesting shifts in key center and 

some two part writing. 
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Ernest Bloch 

(1880-1959) 

Bloch is recognized as one of our most distinguished American 

composers, although he was born and educated abroad and many of his 

most important works were written before he carne to this country. It 

was while he was in America that he became internationally known and 

it was here that he chose to become a citizen. 

Bloch developed his personal style through a conscious response 

to his heritage. In his 0'-m ~rords, 

"It is the Jewish soul that interests me, the conplex 
gl~<ing agitated soul that I feel vibrating throughout 
the Bible; the freshness and ingenuousness of the Pat­
riarchs, the violence of the books of the Prophets, the 
Je1<'s savage love of justice, the despair of Eccles­
iastes, the sorrow and immensit~ of the Book of Job, the 
sensuality of the Song of Songs. It is all this that I 
strive to hear in myself and to translate in my music-­
~~e sacred2gmotion of the race that slunbers deep in 
our soul," 

As a nationalist composer Bloch faced a special problem be-

cause there was nothing he could use as source material, since the 

folk music of ~~e Jews was permeated with the idioms of the countries 

where they had lived. The one au~~entic image was the cantellation 

of the synagogue and it was this monophonic chant which had re-

mained free from the influence of the wanderings of the Jews that 

gave Bloch the point of departure he sought. His goal was to 

create a convincing poetic image, musically, rather than to quote 

26 Joseph !1achlis, Introduction to ContemPOrary Husic (Kew 
York1 H. 'If . Norton and Conpany, 1961), p. 262. 
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from actual folk melodies, 27 He rejec.ted the obvious use of nat-

ional elements and preferred the kind of nationalism that comes 

from the artist's unconscious coloring of his whole outlook on 

life as it binds him to his spiritual heritage, 

Bloch's works stand as a bridge between the nineteenth century 

romanticism of Lizst and Strauss and the modern music of Stravinsky, 

Schoenberg and Bartok, His music is in essence simple and straight­

forward in spite of its seeming complexity and it is this simplicity 

that makes it stand out among the works of present day composers, 

Suite Hebrai gue 

Bloch's chamber music has great significance in the music of 

today, His originality is such that his style seems to have little 

relationship to t.~e era just before his or to that of other contem-

porar,r composers, It is characterized by a conscious Hebraic quality 

closely tied to a bold directness and passion, This is the language 

of his . race and very different from the assumed Orientalism so often 

found in modern music, In his passion and boldness can be traced 

the influence of his intimate study of Beethoven, Even as Beetho-

van's strong individuality and intense feeling repelled some of his 

listeners, so does the challenging quality of some of Bloch's music 

have an alienating effect, at first, on some people, though they 

often find eventually that they cannot remain indifferent to its 

21 64 Ibid,, 2 • 
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unique characteristics ,28 

The strongest impression his music makes is one of sincerity, 

His effects, though dramatic and original, never give the impression 

of having been made for their own sake, but are always essential to 

the deeply felt meaning of his ideas, 29 The moods he creates vary 

widely to match his subject matters passion, intensity, sensiti-

vity, melancholy, serenity , agitation, turbulence, conflict, re-

pose, peace, anguis;h, despair, or reflection, 

This suite for viola and orchestra, one of his last works , was 

written in 1951. It has the distinction, so rare in viola literature, 

of having been transcribed for violin, The titles of the movements 

are descriptive of the mood in each sections Rapsodie, Processional, 

Affirmation, 

moch was not restricted by the traditional systems of harmony 

or rhythm , He was concerned with what he wanted his music to ex­

press, not wi~~ any . preconceived notions of how a composer should 

write ,3° Thus, his music is difficult to analyze in the formal 

pattern used in more conventional works, The characteristic elements 

of his style ares rhapsodic passages, rhythmic irregularity, orna-

mental recitative, improvisation, repetition and fragmenting of 

2 vlalter 1tlillson Cobbett (ed,), Cobbett's Cyclope:lic Sur­
!!!Z of Chamber Nusic (Londons Oxford University Press, 1964), p, 129, 

29
Ibid. 

:;omom, I, 765. 
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themes, modal scales, cutting dissonances, rich harmonic structure, 

and emotional lyricism, 

ffioch's music challenges the usual analysis, but it reveals 

one characteristic weakness of the present generation-- the diffi-

culty which personal emotion finds in expressing itself, the ir­

reconcilable difference between being and doing)
1 

3oth his "Jewish" 

music and his "absolute" music must be listened to for the underlying 

message inspired by his dedication to his race, 

31Guido Pannain, Hodern Co:n sers (New Yorks E, P, 
Dutton and Company, Inc,, 19J:JT,"P, 216? 
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The value of any project that spans several years and various 

phases of personal development is difficult to define because of 

the tendency to absorb and internalize each new skill or attitude 

in a gradually expanding philosophy. 

From the many hours spent in preparation, the importance of 

self discipline has taken on new meaning-- not so much the physical 

aspects, though these too, z~quire discipline, but the mental pro­

cesses that determine the success of any project, 

The mastery of technique, which is a constant goal , has become 

more meaningful as the only means of communicating the feelings and 

emotions of the performer and the message inherent in certain styles 

of music, 

Perhaps the most valuable concept to be gained from the pre­

paration and performance of a recital is that there are many accept­

able ~rays to play a passage, a composition, or an instrument, Var­

ious interpretations can be correct, With proper consideration for 

style and tradition, depending on the unique qualities brought by 

an individual to the performance, In fact, it is in the personal 

style of a performance that we seek the real personality of the 

performer and his contribution to the music; and if his presenta­

tion is sincere and convincing the total effect will be right, 

Because the musical experience can be so deeply personal, one 

of its greatest values lies in the personal relationships that are 

2l 
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formed through participation in such activity. The sharing of any 

knowledge or understanding, musical or otherwise, is more impressive 

and more meaningful if the persons involved have established a two­

way bond of communication, 

The overall effect of this deeper understanding of discipline, 

of technique related to expressiveness, of a convincing personal inter­

pretation, and of an open, honest communication, which uas gained 

through ~~s recital project can be far-reaching in personal and 

professional relationships, 
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THE LIBRARY OF CONGRESS 

REFERENCE D EPARTMENT 

Musrc DIVISION 

Dear Miss Gailey: 

WASHINGTON, D. C. 20.$40 

July 23, 1970 

It has been some 32 years since I first became aware of 
the problem of the "Handel" viola concerto. In that time I have 
talked about it with such Handel experts as the late Dr . J. M. 
Coopersmith and Dr . Frederick Hudson of Newcastle; also Charles 
Cudworth of Pendlebury College , Cambridge University , a renowned 
authority on " spuriosities ." The verdict is clear even though it 
cannot be documented: the concerto is certainly not by Handel and 
almost certainly is the work of Henri Casadesus. 

A member of the Music Library Association over thirty 
years ago tried to pin Casadesus down on where the work came from; 
he was evasive , but said nothing to discredit the belief that he 
was the composer. I believe it to be in the same category with 
other "spuriosities" (an e lision of "spurious" and "curiosity") of 
the same period such as the alleged "Frescobaldi Toccata" which is 
very probably by the man who introduced and "edited" it, Gaspar 
Cassado. The B minor concerto was first published by Max Eschig 
in Paris in 1924, as one in a series of works prepared by Casadesus 
under the name ·of his Soc1ete des instrumens anciens. I know of 
nothing substantial on the work in print . 

Miss Judith Lynn Gailey 
581 East 6th North 
Logan, Utah 84321 
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Sincerely yours, 

11Ak!JL/JI;tri<~~~ . ~~~liam L1chtenwanger 
Head, Reference Sec 1on 
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