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ABSTRACT OF THE DISSERTATION
The Life and Work of Anthony Louis Scarmolin:
New Jersey Composer
by HELEN WHEATON BENHAM
Dissertation Director:

Professor Floyd Grave

Composer Anthony Louis Scarmolin (1890-1969) was born in Italy and lived in New
Jersey from about 1899 on. Comprehensive study of his career and accomplishment sheds
light on the reasons for his eclectic development and provides insight into what it was like
to be a composer in New Jersey in the first half of the twentieth century.

Surviving archival materials indicate that Scarmolin was active in a variety of
spheres. It has been determined that his early works include some virtually unprecedented
experiment. Research shows, moreover, that he received his formal musical education
entirely in the United States, was to a considerable extent self-taught, and based his
professional activity almost exclusively in New Jersey. Important areas for which
documentation survives include Scarmolin’s emigration and childhood, his relationship with
the New York German Conservatory of Music, his efforts to break into the publishing field,
his professional life as a director of music in the Union City public school system, his
ongoing separate career as a composer and performer, and his retirement.

Of the more than 1100 works by Scarmolin, those intended for the concert stage may
be divided into three periods. The first period from approximately 1904 to 1909 was the

most fertile in terms of stylistic innovation. The second period, extending from 1910 to

i
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approximately 1936, is characterized by preoccupation with choral and pedagogical music
and conformity with traditional nineteenth-century harmony. In his third period, beginning
with his Symphony in E Minor (1937), he recaptures some of the more adventurous tonal
colors of his youth but does so within a framework that underscores his inherently
conservative musical orientation. A further dichotomy in Scarmolin’s style may be observed
in a simultaneous second stream of stylistically constant works written throughout his life

for salon, band, entertainment, and pedagogical use.
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INTRODUCTION

This account of the life of Anthony Louis Scarmolin (1890-1969) has been pieced
together from a wealth of original material housed at the A. Louis Scarmolin Trust in
Watchung, New Jersey. Inaddition, external research has produced relevant information that
amplifies and modifies the portrayal of Scarmolin as a unique and original composer.
Through biographical data and an examination of some representative works, this study
addresses the following questions:

Why did Scarmolin not consistently write in the dramatic and forward-looking style
established, for instance, by Una lotta col Destino (1907)?

What elements of his education or professional environment might have been
responsible for Scarmolin’s writing, on the other hand, salon pieces for voice or

keyboard or vocal pieces with problematical texts?

How did Scarmolin justify the dichotomy between a boldly experimental style and
a far more accessible, conservative approach to composition?

Why did Scarmolin virtually drop out of sight for some years in order not to be
influenced by other composers, only to return to the musical scene writing in an even

more derivative fashion?

To what extent did Scarmolin succeed in his attempt to “recapture the spark™ during
the retirement years toward the end of his life?

The attempt to answer these questions requires a thorough overview of Scarmolin’s
work. By calling attention to those compositions which seem especially unusual or
rewarding, [ hope to arouse enough interest in Scarmolin’s more worthwhile works so that
they will eventually become known to a wider audience.

Of the over 1100 works by Scarmolin, those intended for concert use may

conveniently be divided into three periods. The first period from approximately 1904 to
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1909, in particular the Conservatory years, were the most stylistically innovative. An
Irresistible Thought (composed in 1904), Pagina d’album (composed in 1906), and Una
lotta col Destino (composed in 1907) are outstanding examples of early works that combine
a technically challenging, quasi-improvisational style with a harmonic texture that stretches
the bonds of tonality. Scarmolin’s experiments during these years were contemporaneous
with those of Charles Ives.

During his second period, which extended from 1910 to approximately 1936,
Scarmolin was preoccupied with choral and pedagogical music. He conformed to traditional
nineteenth-century harmony to a large extent during those years. Works such as Jairus’
Daughter (1928), The Temptation on the Mount (published 1929), and The Bells (1932)
come to mind as examples of choral works composed with an intent to appeal to a general
audience.

In his third period, which began with his Symphony in E Minor (1937), Scarmolin
again became more adventurous harmonically yet generally stayed within the boundaries of
conservative tradition. During this period Scarmolin wrote one of his most successful
operas, The Caliph (1948), as well as two additional symphonies and a number of other
orchestral works.

Throughout the three periods Scarmolin continued to write accessible works for
salon, band, entertainment, and pedagogical use. Scarmolin apparently saw no artistic
conflict in the dichotomy between this second stream of works and those more demanding
compositions intended for the concert stage.

Among the variety of styles and genres represented in Scarmolin’s extensive output,

there are many works suitable for performance by both professional and amateur musicians.
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They provide a valuable glimpse into the work of a New Jersey composer and educator who

was exceptionally prolific throughout the first half of the twentieth century and beyond.
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CHAPTER

THE BEGINNINGS: EMIGRATION AND CHILDHOOD

Anthony Louis Scarmolin was born Antonio Luigi Scarmolin in Schio, Italy, on July
30, 1890, to Angelo and Pasqua (Lais) Scarmolin.! An article in the October 1949 issue of
New Jersey Music explains that Scarmolin's father, Angelo, was employed in a large textile
mill in Schio until he became involved in politics while still a young man. Because of
political difficulties that resulted from his youthful enthusiasm, the father found it necessary
to take his family to Brazil for several years, before Scarmolin was ten years old. When
Angelo became homesick, the family returned to Schio. However, in going back to Schio,
Angelo found everything there much changed. As a result, Angelo Scarmolin resolved to
bring his family to the United States.? This account is supported by writings of Margery
Stomne Selden, confirming that en route to the United States the Scarmolins sojourned for

some time in Brazil as did many other Italians from the Schio area.’

'"Scarmolin, A. (Anthony) Louis," The International Who is Who in Music, edited by
J.T.H. Mize, fifth edition (Chicago: Sterling Publishing Company, 1951), 366. The article
provides the following description of Scarmolin, which was undoubtedly submitted in later
life by Scarmolin himself: "A. Louis Scarmolin has brown eyes, black hair, weighs 138, and
is 5' 4" in height."

2*Scarmolin Signature,” New Jersey Music 5, no. 2 (October 1949): 24. The journal,
edited by A. Philbrook Smith, is described on its last page, 24, as the "Official Publication
of the New Jersey Federation of Music Clubs, Music Educator's Association of N.J., and
Eastern Conservatory of Music and Arts.” It contains numerous unsigned articles about
musical activities and personalities in New Jersey at the time. Much of the information
relating to Scarmolin was very likely supplied by the composer himself.

’Margery Stomne Selden, "In Search of the Real Antonio Luigi Scarmolin, Part 1," /talian
News Tribune, 27 August 1992, 5. The ltalian News Tribune is published every Thursday
by Ace Alagna Publications, 427 Bloomfield Avenue, Newark, New Jersey, 07107. Copies
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The most detailed and descriptive written account of Scarmolin's emigration to the
United States is provided by a 1957 article in [/ giornale di Vicenza (The newspaper of
Vicenza), entitled, "Scledensi benemeriti all'estero: I musicista Louis Scarmolin
compositore e direttore d'orchestra" (Worthy natives of Schio abroad: The musician Louis
Scarmolin, composer and orchestra director).* It describes the departure of the young boy

by train from Schio in the middle of December 1900 [probably 1899 is meant].’ It relates

dating from 1974 to the present may be found at the Newark Public Library, South
Washington Street, Newark, New Jersey 07101. According to Selden's account the Schio-
born parents of Scarmolin's future wife, Aida, were among those immigrants from that area
of Italy who came to the United States via Brazil. Margery Stomne Selden met Aida
Scarmolin after the composer had died and gleaned considerable information directly from
her.

4'Scledensi benemeriti all’estero," Il giornale di Vicenza, Thursday, 19 September 1957,
Diamond Scrapbook, 20, A. Louis Scarmolin Trust. The article, written in Italian and
signed, "S.M.," explains that Scarmolin, who was then sixty-seven years old, had returned
to Schio some days before for a brief period of vacation. Those responsible for the article
had met him "in the company of an old schoolmate of his, with whom he was recalling the
first years of his childhood remembering, as if it were yesterday, the concerts in the town
square of the city band when, crouched among the wooden balustrades, he followed with
ecstatic reverence the gestures of the maestro, whose magic wand drew in the air the thread
of the musical conversation." ("Giomi fa Louis Scarmolin & ritornato nella nostra citta per
un breve periodo di vacanze, noi lo abbiamo incontrato in compagnia di un suo vecchio
compagno di scuola con il quale rievocava i primi anni della sua infanzia ricordando, come
se fosse ieri, i concerti in piazza della banda cittadina quando, rannicchiato fra le balaustre
di legno, seguiva con estatica venerazione i gesti del maestro, la cui bacchetta magica
disegnava nell'aria il filo del discorso musicale.")

Ibid. The date December 1900 is inconsistent with the statement in the same article that
the boy was not yet ten years old. Furthermore, a brief 1949 biography of Scarmolin states
that he came to the United States in 1899 and was naturalized in 1911. See "Scarmolin, A.
Louis," Monthly Supplement and International Who's Who, ser. 10, no. 3 (Chicago: A.N.
Marquis, March 1949), 80, Diamond Scrapbook, 1, A. Louis Scarmolin Trust. This latter
article was written prior to the one cited at the beginning of this chapter, and it contains
different information. It is not contradictory but provides the names of other works that
Scarmolin has written and gives also the date of his marriage to Aida R. Balasso, 7 April
1926.
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that he and his mother were going to join his father, who with a large number of others like
himself had emigrated to distant America. His father had been employed for some time in
a textile mill in the United States, an occupation that had permitted him to save enough
money in time to bring over his family, which consisted of his wife and Louis.® It should be
noted here that in later life Scarmolin used his middle name "Louis" in preference to his
given name "Anthony." The imaginative, but poignant, story tells how early one grey
December morning the boy and his mother waited for a train at the beginning of their long
journey. It describes "the sleepy-eyed little boy, not yet ten years old, bundled up in an ample
cloak, waiting the arrival of the train that would take him far away. His mother from time
to time was passing him roasted chestnuts, which she had in a bag among the pleats of her
winter coat. Then, with an affectionate but somewhat preoccupied gesture she pushed away
from his forehead some rebellious curls that escaped from under his cap, falling on the nape
of his neck. A few minutes later, standing close to the window of the train, with his arms
crossed above his chin, Louis gave his last farewell to Schio, not knowing if he would ever
see it again, certainly a little moved." I have paraphrased the article. ("Di primo mattino in

una giornata che si preannunciava sempre piu grigia, a meta dicembre, il piccolo Luigi

*Ibid. It should be noted that the word used by the article to describe the father's initial
workplace is "lanificio," which means literally "woolen mill." Angelo Scarmolin's
employment in America was, therefore, consistent with the occupation of many of his
countrymen in Schio. This thriving city, located in the Vicenza area of northern Italy, is at
the center of a rich textile industry. One may see in Schio today the city's own historic
"lanificio," called "Lanificio Rossi," dating back to the nineteenth century.

The article is written in an imaginative manner that may have permitted some mild
distortion of facts. For example, although the writer states that the factory in which Angelo
Scarmolin worked was in New York City, it is clear that the family settled on the New Jersey
side of the Hudson. The journalist of the Vicenza newspaper may well have taken the
environs as a whole to be "New York," much as one might now describe "the New York
metropolitan area.”
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Scarmolin non ancora decenne, infagottato in un'ampia casacca che lo conteneva
abbondantemente, aspettava con gli occhi un poco insonnoliti I'arrivo del treno che lo
avrebbe portato lontano, molto lontano. La madre di tanto in tanto gli passava delle castagne
abbrustolite che aveva in un cartoccio fra le pieghe del palto, poi, con gesto affettuoso ma
anche un poco preoccupato gli scostava dalla fronte dei ricciolini ribelli che gli sfuggivano
di sotto il berretto ben calato sulla nuca. Pochi minuti dopo, in piedi, vicino al fenestrino del
treno, con le braccia incrociate sul mento, Luigi dava il suo ultimo saluto a Schio non
sapendo se la avrebbe ancora rivista, di certo un poco commosso.")’

The Scarmolin family settled in Stirling, New Jersey, where the father, Angelo, who
was employed with a Union City textile company located there, taught violin and woodwinds
in his home in the evenings. Angelo was constantly busy with his day work, as well as with
his music students who came in the evening, so that he had little time to teach his own son.
He did, however, give young Louis violin lessons. When Angelo purchased a piano in order
to provide accompaniment for informal instrumental sessions arranged by pupils and
neighbors, the child learned by himself to pick out notes on the instrument as well as he
could.

Anthony Louis Scarmolin's desire to compose was first awakened when a group of
amateur entertainers in Stirling left behind a copy of a book; young Louis realized that he

wanted to write a book, providing it with music, to become an opera.? It is possible that the

"Ibid. The article, based on Scarmolin's own account to the reporter, paints a remarkably
clear picture of the departure scene.

8"Scarmolin Signature," New Jersey Music, 24. The article misspells the name of the
town as "Sterling." The article does not specify what kind of a book Scarmolin had found.
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book Scarmolin found was a book of plays. His idea of opera could well have been derived
from childhood experience. Certainly the description of what transpired implies that Louis
knew what opera was and may well have already seen and heard operas.

Anthony Louis Scarmolin’s first contact with his new environment in the United
States was a shock. Everything was very large and confusing for him. He was not able to
play with the other children because of the difference in language. Being by nature a bit shy,
Louis became increasingly introverted and dedicated himself to studying. He felt nostalgia
for the outdoor band concerts that used to take place in Schio every Sunday evening, and he
remembered how much they had pleased him. Band concerts often include an operatic
overture or possibly even an aria, and these experiences might well have contributed to his
early interest in writing operas. Soon he began to express to his parents the desire to study
music and to become a musician.” When his father realized how important music was for
the young boy, he arranged for his employers to transfer him to Union City, then known as
West Hoboken, where teachers would be available. There Anthony grew up with his three
sisters in a comfortable, cultivated home.'® Thus supported by the industriousness and
encouragement of his family, Scarmolin was fortunate in having opportunities to develop his

musical talents.

"Scledensi benemeriti all’estero" Il giornale di Vicenza, Thursday, 19 September 1957.

'%Selden, "In Search of the Real Antonio Luigi Scarmolin, Part 1," 5.
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CHAPTER I

THE CONSERVATORY AMBIENCE

While some aspects of Anthony Louis Scarmolin's formal education remain obscure,
itis possible to piece together the broad outlines from evidence that is now available. As this
chapter will show, direct information about Scarmolin and his activities in those years is very
slim. Nonetheless, I have endeavored to tap as many sources as possible to explain what
courses Scarmolin might have taken and who his teachers might have been. Thus a picture
has emerged of what it was like for him to have studied music in New York when he was a
youth at the beginning of the twentieth century.

It is both fortunate and relevant that the era during which Scarmolin entered his
musical career was a special one, inhabited by dedicated and inspired artists and teachers
who made substantial contributions to the development of American music. The comings
and goings of these performers and pedagogues inevitably helped to shape the direction of
musical arts in twentieth-century America. This period of time was unique, yet fleeting, and
many aspects of it are all but forgotten. An exploration of Scarmolin's educational
background will not only shed light on the composer's own development but will recapture
some of the details of a brief but remarkable episode in the musical history of this country.

As described above, Scarmolin began his musical education early, initially under the

guidance of his father, Angelo, who was himself an accomplished amateur musician.'

"A. Louis Scarmolin," The Etude Music Magazine (Philadelphia: Theodore Presser,
November 1919), 702, Wooden Chest of Drawers, F, A. Louis Scarmolin Trust. The
unsigned biography, which was most likely submitted by Scarmolin himself, states that his
musical education under the guidance of his father began at the age of ten. Scarmolin's

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



10

According to his own account, Anthony was enrolled in the New York College of Music,
from which he was graduated in 1907.2 It will be shown below, however, that in reality he
graduated not from the New York College of Music but rather from the New York German
Conservatory of Music and continued for two more years there as a post-graduate student.
At the time of his graduation he would have been only sixteen.’ There remain today no

actual records or transcripts of Scarmolin’s course of study.* Nonetheless, it will be clear

biography appeared along with a number of other brief biographical articles on such
prominent musicians as Dvotak, Czerny, Paderewski, and Rachmaninoff, indicating the
importance of Scarmolin to the musical community in 1919.

2 A. Louis Scarmolin," The International Who is Who in Music, edited by J.T.H. Mize,
fifth edition (Chicago: Sterling Publishing Company, 1951), 366.

3Scarmolin would have been eighteen years old in the beginning of 1909, around the time
of his departure from the Conservatory. Ifhe had been studying with Bertha Cahn, his piano
teacher for at least four years (introduced below), and there is no reason to doubt her claim
that he had, then he must have begun his professional studies in music at the age of about
fourteen, around the time that many young students in fact enter high school. This aspect
of Scarmolin's early education remains a mystery. Did he ever attend a general high school
and where? Did the Conservatory serve for him as a surrogate high school? There is no
indication in its catalog that academic subjects were offered. Is it possible that Scarmolin
attended another high school in New Jersey or in New York City simultaneously to secure
abasic education? Did he finish his academic high school career very young, or did he never
attend such a school? Since public high schools were less common in those days, it is
possible that Scarmolin did not go to a secondary school at all.

“I have been in close communication on the matter of records with officials at New York
University. The New York German Conservatory was absorbed by the New York College
of Music in 1920, and the latter by New York University in 1968. Therefore, by law, at the
time of the merger, all extant student records held by the New York College of Music would
have been transferred to New York University.

Subsequent to the merger, Dr. Jerrold Ross, who was then the President of the New
York College of Music, became Dean of the School of Education of New York University.
During the late winter of 1995, I was fortunate in being able to communicate directly with
Dean Ross, requesting a complete search of both the archives in the Library of New York
University as well as the records held by the Office of the University Registrar. University
officials were gracious and helpful in their efforts to locate information relating to Scarmolin.
However, according to a telephone conversation I had with Dean Ross, 1 February 1995,
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from the contents of this chapter that Anthony did indeed study piano and related subjects
at the German Conservatory. Therefore, in the absence of transcripts of Scarmolin's work
at the Conservatory, I engaged in some research designed to provide insight into the unique
educational milieu in which Scarmolin received his musical training at the beginning of the

twentieth century.’

there were no transcripts as early as 1907. Student records held by New York University as
far back as 1907 are either found entered informally in log books or are entirely missing.
Any still extant material in those books would be retained nowadays on microfilm. A
thorough search of the archives determined that in the case of Scarmolin no records could
be found relating him to either the New York College of Music or the New York German
Conservatory of Music.

In further correspondence, Ross to the writer, 23 February 1995, Dean Ross
confirmed the merger of the New York German Conservatory of Music with the New York
College of Music. He writes: "The German Conservatory did merge with the New York
College of Music. Apparently, Alexander Lambert was succeeded at the New York College
of Music by Carl Hein and August Fraemcke who were co-directors of the German
Conservatory and later of the New York College of Music. My collection of original
brochures also listed David Mannes as a young student (in what we would now call the
preparatory division) so I know that the College produced lists of students each year. . . not
just graduating students, either, since some names were students still attending the College.
.. .1 am also quite sure that none of the records of the German Conservatory made it to
NYU when the New York College of Music was incorporated into the Division of Music
Education in 1968." Unrortunately the collection of original brochures mentioned by Dr.
Ross disappeared when his office was moved several years ago. Nonetheless, I have found
verification of the mergers from catalogs and clippings held in the archives of the Music
Research Library in the Music Division of the New York Public Library for the Performing
Arts.

5It should be further noted that before abandoning the effort at New York University to
unearth transcripts of Scarmolin's student work at the German Conservatory, I did try to
approach the situation "backwards" by contacting the Board of Education in Union City.
Hopefully, Scarmolin would have supplied his New York German Conservatory transcripts
in support of his application around 1919 to teach in the Union City public school system.
Ifany record of Scarmolin's credentials still existed, the Superintendent's Office of the Board
of Education would clearly be the repository for them. The Emerson High School at 318
18th Street in Union City, where Scarmolin actually taught for many years, had no such
records and, in fact, it was through the Emerson High School that I was referred to the Board

of Education.
After several attempts both to telephone the appropriate people and to go to the Board
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Why did Anthony Louis Scarmolin cite the New York College of Music ?

There are five primary historical and practical considerations that could explain why
in later life Scarmolin often cited the currently active New York College of Music, rather
than the New York German Conservatory, which he primarily attended. In discussing this
question, I am not attempting to say whether or not Scarmolin himself consciously weighed
these matters. In fact, it seems probable that Scarmolin quite simply instinctively mentioned

the most currently recognizable of the two institutions when he was asked for information

of Education building, I made contact with the Superintendent's Office through the assistance
of Ms. Adriana Bimne, the Parent-Community Liaison for the Board of Education. Ms. Birne,
who is responsible for all public relations, worked for a number of days on making the
contact. After some time had elapsed, Ms. Bime told me that the Superintendent's Office had
no records of any teachers that went as far back as Scarmolin's time. She said that only
records of administrators had been retained. (Ms. Birne, telephone conversation with the
author, 15 June 1995.)

During this period of inquiry with the Union City Board of Education, I was also
referred to Dr. Inez Bull, a faculty member of the Robert Waters School, which is part of the
Union City school system. Dr. Bull is currently writing a history of Union City. As aresult,
she is in frequent contact with the Union City Board of Education. Related to Ole Bull and
Edvard Grieg, she has a keen interest in music and art; she is associated with the Ole Bull
Museum, open in July and August, and she sponsors the annual Ole Bull Music Festival in
October in Carter Camp, Pennsylvania. Although she was unable to shed light on the matter
of the transcripts, she made a number of useful comments. One of her most striking
observations concerned the difficulty of acquiring work in the public schools encountered
by many persons who have been highly educated within the private sector. Citing herself as
an example, she pointed out that people with advanced degrees are frequently obliged to
undergo substantial additional educational programs to render their credentials acceptable
for public school teaching. She was aware that several other faculty members connected
with the school system had the same experience. (Dr. Inez Bull, personal interview, Robert
Waters School, 3400 Summit Avenue, Union City, New Jersey, Monday, 12 June 1995.)

In the absence of a record of his applications, it remains a matter of conjecture as to
the credentials Scarmolin would have had to provide or as to what his official status might
have been. One of Scarmolin’s former students, Mr. Robert Pastore, says that Scarmolin was
indeed Director of Music in the Union City school system, and he believes he was full-time.
(Mr. Robert Pastore, personal interview, Union City, New Jersey, 5 July 1995.)
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about his background. The point here is not to make an argument about the veracity of
Scarmolin's statements. Rather, in the process of explaining the five possible reasons for his
response, I will compare and contrast the two institutions. This approach will hopefully be
useful in acquainting the reader with the conservatory ambience in New York, where

Scarmolin's talents were nurtured just after the turn of the century.

First point: The New York College of Music absorbed the New York German Conservatory.

The most obvious reason for Scarmolin to have cited the New York College of Music
rather than the German Conservatory of Music is that the College absorbed the German
Conservatory in 1920.° To be sure, the German Conservatory had a colorful and brilliant
history. Founded in 1876 and located at 23 West 42™ Street, it enjoyed an outstanding
reputation in its day. However, by the second quarter of the twentieth century, when
Scarmolin was submitting his biographies, it was all but forgotten. To avoid having to
proffer a description of the formerly excellent but by now defunct music school, Scarmolin

evidently chose the path of least resistance, listing as his alma mater the New York College

of Music.

Second point: The German Conservatory and the New York College of Music had similar
historical backgrounds and general characteristics.

However one might view Scarmolin's choice in terms of current protocol, his decision

®Irving Kolodin and Frances D. Perkins, rev. Susan Thiemann Sommer and Zdravko
Blazekovi¢, with J. Shepard and N. Davis-Millis, "New York, Education," The New Grove
Dictionary of Music and Musicians, 2™ ed., ed. Stanley Sadie and John Tyrrell, 29 vols.
(London: Macmillan, 2001), 17: 836-7.
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to use the New York College of Music in his biographical excerpts has an inner logic of its
own. The New York German Conservatory and the New York College of Music were
remarkably similar and closely related institutions. A brief comparison of the two music
schools is entirely relevant, not only to highlight ways in which the schools resembled or
differed from each other, but also as an entrée into the special environment in which
Scarmolin found himself in those early years.

The New York German Conservatory and the New York College of Music shared
strikingly similar backgrounds both historically and in terms of their general characteristics.
They were for a long time closely affiliated through the common directorship of Carl Hein
and August Fraemcke. Furthermore, in many respects, they espoused common artistic and
intellectual goals. In view of the intertwined nature of both their educational philosophies
and of their activities, some latter-day confusion between them might be understandable.

The New York German Conservatory of Music, founded in 1876, was only two years
older than the New York College of Music. According to its catalog for the 1908-1909
season, its purpose was "to foster and develop musical talent based on the study of the classic
masters, and whatever is good in modern art."” The German Conservatory sought to achieve
its goals by means of excellence in its instruction of artists and teachers as well as amateurs.

It also provided regular opportunities for concert attendance. The only available catalog of

"Catalog of the New York German Conservatory of Music for the Season 1908-1909 was
found at the Music Research Library in the Music Division of the New York Public Library
for the Performing Arts. Itis a fortunate bit of happenstance that the 1908-1909 catalog was
prepared while Scarmolin was still a student of the Conservatory. It therefore provides a
reliable description of the milieu in which Scarmolin functioned while he was a student
there. Since the catalog is the only detailed source of information about the Conservatory
currently available to me, all of the information provided in this chapter concerning the
Conservatory is drawn from this catalog, unless otherwise noted.
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the German Conservatory cites the advantages of Conservatory over private instruction,
pointing out that at a music school a teacher’s time is not occupied with business
arrangements and that all departments are carefully supervised by the directors. In addition,
it emphasizes that the work of the private teachers is supported by studies in essential related
branches, such as harmony and music history.

According to its own brochure, the German Conservatory in its time enjoyed an
international reputation. The 1908-1909 catalog lists Carl Hein and August Fraemcke as the
directors. While it states that the New York German Conservatory of Music was established
in the year 1876, it does not explain who the founders were. The catalog states that Hein and
Fraemcke assumed the directorship of the Conservatory in 1902; again, there is no further
information in the catalog about the previous directorship.

We take pleasure in re-presenting the thirty-third annual catalog of the New
York German Conservatory of Music. Since its incorporation the Conservatory has
rapidly pushed itself to the front rank of musical institutions of the metropolis, and
has been so prominently successful in creating and cultivating the musical talent of
its pupils that it proudly proclaims itself the peer of the foremost Conservatories of
Music in Europe.

The students of the Conservatory are now numbered by thousands. Some of
them have become distinguished artists and teachers, while those who entered into
society or business carry with them the knowledge and skill procured at the
Conservatory, thus adding to their own pleasure as well as delighting others of their
circle with their musical attainments of voice or instrument.

In 1876 this institution was a small school, but to-day it is one of the vigorous
educational forces of New York, enjoying international reputation, calling upon the
United States and Europe for professors and teachers of the highest class, and
summoning its pupils from every part of America.

The address for the New York German Conservatory of Music as stated in the 1908-
1909 catalog was "23 West Forty-second Street, bet. Fifth and Sixth Aves., New York." This

location was considered advantageous because it was central within the city. Page 13 of the
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catalog states:
The Conservatory has the advantage of being located in the heart of the city,
its institution being directly opposite the New York Public Library; is convenient to

New York Central, Harlem and New Haven Railroad, and readily accessible to

elevated and surface cars for all directions.

Thus it is clear that the Conservatory considered its central location a compelling asset for
its students.

The history and premises of the original New York College of Music run remarkably
parallel to those of the New York German Conservatory. Described in its Catalog for the
1967-1968 Season (its final year before absorption by New York University) as the oldest
" music school in the City," the New York College of Music was founded and incorporated
by Herman Alexander in 1878.8 Alexander Lambert became the director in 1889; under his
capable leadership the faculty grew to forty or more, including many distinguished
musicians, among them Rafael Joseffy, Leopold Godowsky, August Fraemcke and Theodore
Thomas. In 1904 Carl Hein and August Fraemcke, already directors of the German
Conservatory, became the directors of the New York College of Music, making further
additions to the faculty and curriculum. By all accounts Hein and Fraemcke were astute

artists and administrators, whose innovations contributed greatly to the prestige of the

College. The faculty was expanded to include the names of many eminent musicians and

8Catalog of the New York College of Music for the Season of 1967-1968, 12. It should
be noted that it was in fact founded two years after the German Conservatory.

Catalogs for the New York College of Music may be found at the Music Research
Library in the Music Division of the New York Public Library for the Performing Arts. The
Music Research Collection at Lincoln Center possesses under the call number *MBA
catalogs of the New York College of Music for the following academic years: 1888-1889,
1890-1891, 1899-1900, 1922-1923, 1927-1928, 1931-1932, 1934-1935, 1936-1937, 1938-
1939, 1940-1941, 1942-1943, 1951-1952, 1960-1961, 1961-1962, 1962-1963, 1963-1964,
1964-1965, 1965-1966, 1966-1967, and 1967-1968.
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teachers. Rubin Goldmark, for example, became the director of the Department of Theory.
During this early period the College was located in the building at 128-130 East 58th Street.
In its comfortable old hall were given many concerts, operatic performances and receptions
for distinguished visiting artists, who included Mischa Elman, Max Fiedler, Leopold
Godowsky, Josef Hofmann, Ignace Paderewski, Xaver Scharwenka, Felix Weingirtner, Otto
Neitzel, Marcella Sembrich, and others.?

In 1920, around the time it absorbed the New York German Conservatory, the
College moved from its historic building on 58th Street to a new address, 114-116 East 85%
Street.'” In 1923 the American Conservatory of Music (not to be confused with the National
Conservatory of Music in America that Dvofak directed from 1892 to 1895) was in turn
consolidated with the New York College. As a result, the faculty continued to grow and the
material equipment held by the College increased.'!

The New York College of Music, by now the product of several mergers, continued

to have an illustrious presence on the New York music scene for many years. The directors

9Catalog of the New York College of Music for the Season 1934-1935, 5.

'The building at that location is currently occupied by the York Preparatory School. It
is a large, reddish-colored, duplex structure with two components labeled "114" and "116"
respectively. It is clearly intended to house a school.

N Catalog of the New York College of Music for the Season 19 34-1935,6. See also Irving
Kolodin and Francis D. Perkins, rev. Susan Thiemann Sommer and Zdravko Blazekovié,
with J. Shepard and N. Davis-Millis, "New York, Education,” The New Grove Dictionary
of Music and Musicians, 2™ ed., ed. Stanley Sadie and John Tyrrell, 29 vols. (London:
Macmillan, 2001), 17: 836-7. The following information is provided: "Music schools
offering professional training became important in New York in the second half of the 19th
century. One of the longest lived was the New York College of Music, founded in 1878.
Having absorbed the German Conservatory in 1920 and the American Conservatory in 1923,
it was itself incorporated into New York University in 1968."
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of the New York German Conservatory and the New York College of Music, Carl Hein and
August Fraemcke, remained in charge of the consolidated operation. After August Fraemcke
died in 1933, Dr. Hein remained as director until he died at the age of eighty-one in 1945.'2
He in turn was succeeded by Dr. Arved Kurtz, an active concert violinist and composer, who
had been assistant director since 1944." In 1951 Dr. Kurtz became also the President of the
New York College, serving as both President and Director until 1965, when he became
President Emeritus, ceding the presidency to Dr. Jerrold Ross.!* By 1965, the New York
College of Music as an independent school was approaching its final days. Dr. Ross, a noted
author, music educator, and consultant to various educational agencies, worked with Dr.
Kurtz, who remained the Director until the New York College of Music was finally absorbed
by New York University in 1968.!° Subsequently, Dr. Ross became the Dean of the School

of Education at New York University, a capacity in which he serves today.'¢

12See obituaries "Carl Hein Dies, Directed Music College 41 Years," New York Herald
Tribune, Wednesday, 28 February 1945, 16, and "Carl Hein, Headed College of Music," The
New York Times, Wednesday, 28 February 1945, 23. The Times article states that he died
"yesterday" moming in Lenox Hill Hospital, hence, 27 February 1945. In correspondence
to the writer, 23 February 1995, Dean Ross of the School of Education at New York
University writes: "By the way, I am not sure I told you about the story given to me by Yrsa
Hein, Carl Hein's daughter, some years ago before she retired and then passed away. She
contended, and I have every reason to believe her, that Mr. Juilliard offered his support to
the New York College of Music but Carl Hein refused it for fear of losing control of the
school!"

BCatalog of the New York College of Music for the Season 1951-1952, 5.
“Catalog of the New York College of Music for the Season 1967-1968, 12.
BIbid.

'] am most grateful to Dr. Ross for his assistance in providing background information
that has shed light on the history of the New York College of Music.
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The description in the Catalog of the New York College of Music for the 1934-1935
Season reads very much like the earlier one for the German Conservatory:
The New York College of Music is located in its own building at 114-116
East 85th Street, New York City. The directors keeping in mind that the building
itself should serve as an aid in developing the student, have selected a thoroughly
modern and comfortable one. Located in the heart of a fine residential section, the
College is away from the noise and confusion of the usual city street and is, at the
same time, ideally accessible. The Lexington Avenue Subway (express station at
86th Street), the Third Avenue Elevated train, and the Madison Avenue, Lexington
Avenue, Third Avenue and 86th Street Crosstown surface car lines and several bus
lines are available for transportation.
Like the New York German Conservatory, the New York College of Music emphasized its
location in a particularly accessible part of the city that was especially attractive. Besides

convenience, such an ambiance afforded an element of upper-class appeal that was surely not

lost on its prospective clientele.

Third point: The German Conservatory and the New York College of Music were run by the
same directors and were closely affiliated.

There was a third, related, reason why it is understandable that the New York German
Conservatory and the New York College of Music might have been named interchangeably
by Scarmolin. Between 1904 and 1920 the two schools were, in fact, run simultaneously by
the same two directors. Carl Hein and August Fraemcke were two remarkably talented
German immigrants, who were accomplished performers and musicians. They both came
to the United States in the late nineteenth century, soon thereafter becoming co-directors of
the New York German Conservatory (in 1902) and the New York College of Music (in
1904). Since Scarmolin graduated very young from the German Conservatory (he was not

yet seventeen), he must have begun his studies there when he was barely in his teens. Hein
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and Fraemcke were extremely influential during the time they co-directed the German
Conservatory, and Scarmolin would, of course, have known and possibly studied with them.
It is more than likely that he not only respected them for their position but admired both of
them for their character and accomplishments. They were certainly responsible for the
unique attributes of the institutions they directed, and all the available information on their
tenure there indicates that they knew their students well and took their mentoring role
seriously.

Carl Hein, who was the longest-lived, was born in Rendsburg, Germany, near the
Danish border. He studied at the Hamburg Conservatory and was a member of the Hamburg
Philharmonic Society from 1885 to 1890. He played as first cellist with the Hamburg
Philharmonic under the baton of Tchaikovsky and Rubinstein. After coming to New York
in 1890, he became active as a teacher and directed various German singing societies,
including the Schubert M#nnerchor, the Mozart Verein, the Harmonie of Newark, Concordia
of Brooklyn, and Einigheit of Staten Island.'” Not only did his choral groups flourish in New
York City, in Newark, and Elizabeth, but he also organized as many as five thousand singers
together for great song festivals at the old Madison Square Garden in 1894 and in 1909.'8

As shown above, Carl Hein and August Fraemcke together became directors of the

'7See obituary, "Carl Hein, Headed College of Music," The New York Times, Wednesday,
28 February 1945, 23. The newspaper article provides the spelling Einigheit, but the German
word may very likely have been Einigkeit.

'80Obituary, "Carl Hein Dies, Directed Music College 41 Years," New York Herald
Tribune, Wednesday, 28 February 1945, 16. This article states that Hein came to the United
States in 1891, not 1890. For a description of the 1909 German singing festivals in the old
Madison Square Garden under the directorship of Carl Hein, see "Thousands Attend Great
Singerfest," Musical America 10, no. 7 (Saturday, 26 June 1909): 1.
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New York German Conservatory of Music at the beginning of the season of 1902. When
two years later, in 1904, they assumed the directorship of the New York College of Music
as well, they continued to collaborate in musical undertakings of great merit and
distinction."” Dr. Hein organized an annual award for the New York College of Music to
give to the world's most outstanding musician; he presented it to the first recipient, Richard
Strauss, in 1932.2° Hein was a man of broad vision. Already in 1939 before the beginning
of World War II, he went out of his way to hire refugee music teachers at his school even
though there were a multitude of applications for the few available music positions.?! Later
in 1944 before the end of World War II, at the age of eighty, Hein expressed the hope that
many refugee artists would return to Germany after the war to help restore its culture.??

Active as director of the New York College until his death, he responded when asked if he

"®Catalogue of the New York College of Music for the Season 1931-1932, 8. Note that
there are frequent minor discrepancies in dates given. For instance, the obituary in The New
York Times, Wednesday, 28 February 1945, 23, states that Carl Hein, with August Fraemcke
as co-director, assumed charge of the New York College of Music, succeeding the late
Alexander Lambert, in 1906. Doubtless the catalog is a more reliable source of information.

2Qbituary, "Carl Hein Dies, Directed Music College 41 Years," New York Herald
Tribune, Wednesday, 28 February 1945, 16.

2"Hein, 75, Says Nazis Kill Music By Persecution," New York Herald Tribune,
Wednesday, 1 February 1939, 4. The article continues on to describe how Hein explained
that he had been trying for two years to bring out of Germany the bronze statue of
Mendelssohn that had formerly stood in front of the Gewandhaus concert hall in Leipzig.
According to the report of the interview with Hein, the venerable musician had offered the
Biirgermeister of Leipzig "its weight and half again as much" in bronze, but despite all of
Hein's efforts, the Biirgermeister had refused to surrender the statue. It is worth noting that
this article, written the day before Hein's birthday, indicates that he was born on 2 February
1864. His obituaries establish his date of death as 27 February 1945.

2'Carl Hein, 80, Urges Severity With Reich to Save Its Culture," New York Herald
Tribune, Wednesday, 2 February 1944, 17.
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planned to retire:

I feel like I am still fifty years old. I take care of myself, and I am never sick
aday. When it snows I take off my shoes and stockings and walk barefoot--it is what
you call the Knelp Cure. It is fine for keeping you well.?

The career of August Fraemcke was no less renowned than that of his colleague,
Hein. Fraemcke was the son of a musician, born at Hamburg. He studied at the Hamburg
Conservatory of Music under Professors von Bernuth, Armbrust, and Amold Krug, and the
renowned theorist and scholar, Dr. Hugo Riemann, with whom he took courses in theory and
composition. He was twice a recipient of the Gossler Scholarship and continued to study at
the Vienna Conservatory, where he worked with Professor Anton Door in piano and with

Professors Robert and Johann Nepomuk Fuchs in composition.?* After being honored with

the Beethoven prize, and, at graduation, with the medal of the Geselischaft der

BIn view of these remarks, it is perhaps more than a coincidence that his obituary, "Carl
Hein Dies, Directed Music College 41 Years,"New York Herald Tribune, 28 February 1945,
16, provides the following cause of death: "Carl Hein, for forty-one years director of the
New York College of Music, 114 East Eighty-fifth Street, died yesterday at the Lenox Hill
Hospital, Park Avenue and Seventy-sixth Street, of injuries when he slipped on ice while
walking two weeks ago. He was eighty-one years old. His home was at Woodcliff Lake,
N.J." It will be noted from this quote that Hein made his home in New Jersey. Therefore,
it is more than likely that he was commuting to or from his work at the New York College
when the accident occurred. The article is unsigned.

23Gee R.J. Pascall, "Fuchs, Johann Nepomuk," and "Fuchs, Robert," The New Grove
Dictionary of Music and Musicians, 2™ ed., ed. Stanley Sadie and John Tyrrell, 29 vols.
(London: Macmillan, 2001), 9: 310-12. These two eminent Austrian musicians were
brothers. Johann Nepomuk Fuchs was a conductor, who became professor of composition
at the Vienna Counservatory in 1888 and succeeded Hellmesberger as its director in 1893.
He edited the dramatic works and some of the orchestral music in preparing the Schubert
Gesamtausgabe, as well as operas by Handel, Gluck and Mozart; he also wrote songs and
piano pieces. Robert, his youngest brother, was a composer of note, who taught harmony,
theory, and counterpoint at the Conservatory. Robert Fuchs was encouraged by Brahms,
who admired his work, and he taught a generation of musicians that included Mahler,
Sibelius, Wolf, and Zemlinsky.
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Musikfreunde, Fraemcke undertook a highly successful tour through Russia and to many
Western European countries, including Denmark, where he played for the king.

Fraemcke was not only highly ranked as an artist but also enjoyed a great reputation
as a teacher. A 1912 issue of the Musical Courier described his accomplishments in the
following manner:

During his stay in this country Mr. Fraemcke has been ranked not alone among the

best artists on his instrument, but also as one of the most successful teachers, which

qualifies him exceptionally well to be at the head of an institution such as the New

York College of Music. Last season he appeared as pianist at the Philharmonic

concerts with the Marum String Quartet, etc., always winning warm praise for his

beautifully balanced and brilliant piano playing. For once, the press of the
metropolis were in agreement, too.?
Fraemcke managed to maintain a high profile throughout his career as both a teacher and
performer. He was listed in the Catalog of the New York German Conservatory of Music for
the Season 1908-1909, along with Carl Hein, as a member of the piano faculty and as an
instructor of ensemble playing.

Altogether the artistic, pedagogical, and administrative alliance of Hein and
Fraemcke was formidable. During their long association the newspapers were full of
accounts of the work of these talented and energetic men. In November 1911 The Musical
Courier described their performances at an annual faculty concert:

Carl Hein and August Fraemcke must have been proud men while looking
upon the vast throng facing the stage in Carnegie Hall last Sunday evening. In
numbers the audience was comparable to a Boston Symphony gathering, and as to
enthusiasm the People's Symphony auditors are not more stirred by the appeal of
music. That such an audience comes annually to listen to the offerings of the

teachers of the staff of the two allied High Schools of Music, the New York College
of Music and the New York German Conservatory of Music, is a guarantee of the

»Marc A. Blumenberg, ed., "Hein and Fraemcke's Commencements," The Musical
Courier 64, no. 25 (Wednesday, 19 June 1912): 39.
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lively interest taken in these institutions, as well as of the faithfulness of the students
and alumni.

This season brings to a close thirty-two years of usefulness in the musical
world of this country such as perhaps no other institutions can boast; the
achievements of this long career cannot well be recorded in limited space. Some of
the pupils have attained to eminence in the artistic world, occupying enviable
positions foremost in the ranks of the profession, and this is a source of pride to the
students as well as to the directors. The institutions are generous in the matter of free
and partial scholarships, these being awarded talented and deserving pupils who are
unable to pay regular tuition rates. In this respect much good has been done, and to
further the cause the proceeds of the annual faculty concert goes toward the fund
reserved for this purpose.

The evening began with a sonorous performance of Liszt's "Preludes," Carl
Hein conducting throughout the concert (sixty capable men in the orchestra). Alois
Trnka performed Wieniawski's popular concerto in D minor, the beautiful romanze
being especially well played, Mr. Tmka bringing forth nobility of tone, large and
expressive. The fireworks of the finale caught the general ear, and at the close there
was prolonged applause. August Fraemcke followed with Liszt's E flat concerto, the
second performance of the work that day, Harold Bauer having played it at the
Century Theater in the afternoon. Fraemcke's playing was full of virility and it
seemed as if no further climax was possible, but the pianist heaped one on top of
another until the close became a veritable whirlwind, bringing him five recalls. The
last time he dragged the modest Mr. Hein to the platform with him, the two sharing
the enthusiastic plaudits of the thousands who heard the performance. . . .

The entire evening was marked by dignity, by the close attention of all
concerned, by the attitude of true music makers and music lovers; there was evident
affectionate interest in the doings of all the soloists, themselves teachers at these
allied institutions, which leads to the reflection that few teachers are themselves such
first class executants.?®

Because Hein and Fraemcke co-directed the New York German Conservatory of

Music and the New York College of Music concurrently from 1904 until the merger of the

%Marc A. Blumenberg, ed., "Hein and Fraemcke Institutions Give Annual Faculty
Concert. Thirty-two Years of Artistic Effort in Music," The Musical Courier 63, no. 18
(Wednesday, 1 November 1911): 47. The article is accompanied by photographs of the
participants: Carl Hein, conductor and director; August Fraemcke, pianist and director; Alois
Trnka, violinist; and William Ebann, who was soloist playing his own variations in D minor
for cello that evening. According to the article, moreover, Louise B. Voight, "who is heard
much too seldom, because she so wills, sang ‘Isolden's Liebestod’ with beautiful voice,
brilliant, clear; like an operatic prima donna she has repose and adequate vocal equipment.
At the close heaps of flowers were showered upon her, an aide having to help her carry them
of‘f'll
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two schools took place in 1920, the two schools were closely affiliated during this time and
held many activities in common. It should be noted that in its animated article of November
1, 1911, The Musical Courier describes the "annual faculty concert” of the "Hein and
Fraemcke institutions.” It is perhaps most significant that the journal refers to them as "two
allied High Schools of Music," thus stressing the close connection of the two schools.?”
Another example of the relationship is witnessed in the news item of The Musical Courier,
mentioning the commencements of the two institutions and describing the schools in the
same essay.?® An additional news item dated June 24, 1914, names Carl Hein (with August
Fraemcke) as director of the New York German Conservatory of Music, "as well as of the
affiliated institution, the New York College of Music, and the Bronx branch of the latter."?

Hein and Fraemcke were, moreover, such towering figures on the educational and
artistic scene in New York City during their joint directorship that they always figured
prominently in articles about the institutions they directed and coordinated. They appear to

have been ubiquitous and with their multifaceted talents both inspired and, as mentors,

?"The term "High Schools of Music" could have been borrowed from the German
counterpart, "Hochschule," which may mean "college," "university," or "conservatory," as
in "Hochschule flir Musik."

Marc A. Blumenberg, ed, "Hein and Fraemcke Institutions' Commencements," The
Musical Courier 64, no. 25 (Wednesday, 19 June 1912): 39.

»Leonard Liebling, ed., "Carl Hein of the New York German Conservatory and College
of Music," The Musical Courier 68, no. 25 (Wednesday, 24 June 1914): 35. The use of the
word "college" here is not quite clear. From the content of both the title and the article itself,
it could refer to either the New York College of Music or to the German Conservatory, which
is primarily described. A listing of the faculty of the German Conservatory is included,
among which the name of Bertha Cahn, Scarmolin’s piano teacher, appears. To add to the
confusion, no further description of a Bronx branch occurs anywhere else in the article; the
reference to such an extension appears out of nowhere and is completely unexplained.
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influenced the faculty, students, and public. As strong, energetic personalities, it can be
surmised that their constant presence and activity had a substantial impact in both
professional and personal ways, shaping the lives of the students they knew and served,
among them Anthony Louis Scarmolin. It is even possible that one or both could have been
among Scarmolin's teachers. Since Fraemke studied theory and composition, he may have

taught those subjects as well.

Fourth point: The two music schools had similar programs and philosophies.
A fourth aspect of the relationship between the New York College of Music and the

New York German Conservatory of Music that serves to muddy the waters is the great
similarity between the schools in their courses of study, objectives, and philosophies. A
comparison of catalogs and brochures issued in the early twentieth century by the two sister
conservatories is revealing. The closest comparisons available are between the catalog of
the New York German Conservatory of Music for the 1908-1909 season and the catalogs of
the New York College of Music for the seasons of 1899-1900 and 1922-1923. (It is not
possible to compare directly catalogs for the same years or to make any closer comparisons
because only the 1508-1909 catalog of the German Conservatory exists, and there is
. unfortunately a gap of over twenty years between the New York College of Music catalogs
on cither side of it. While it is disappointing that no other German Conservatory catalog can
be found, nor is there a New York College of Music catalog for exactly the same year, during
the period of time between 1900 and 1922 there do not appear to have been any substantial

changes in the overall education and philosophy of the New York College of Music. One
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observes, rather than abrupt change, a strengthening of its various departments.)

Even with the wide discrepancies in time frame one can immediately see that the
respective offerings are almost identical. Although the three catalogs bear three separate
addresses, each is centrally located and easily accessible. Each of the three catalogs contains
the following exact same statement: "The course is divided into eight grades, grouped under
four general divisions, viz.: Elementary, preparatory, intermediate and advanced." All three
catalogs offer diplomas as an outcome of study. All accept beginners as well as advanced
students. Even the length of school terms and hours of opening are almost perfectly
synchronized.*

The most pronounced changes, which represent adjustments rather than reversals of
policy, occur in the Catalog of the New York College of Music for the Season 1922-1923.
Here certain strengths of the newly absorbed New York German Conservatory of Music have
been adopted by the New York College, among them the categories of "Post Graduate
Course" and "Artists' Class," which led to the degrees Bachelor of Music and Master of
Music respectively, and the degree "Doctor of Music."*! These levels, which could have
been taken directly from the German Conservatory curriculum, clearly suggest that the New
York College was becoming stronger in performance than it had been in the past.’? In

addition, a Department of Theory and Composition was now given its own identity, with an

*®Catalog of the German Conservatory of Music for the Season 1908-1909; Catalog of
the New York College of Music for the Season 1899-1900; and Catalog of the New York
College of Music for the Season 1922-1923.

3'Catalog of the New York College of Music for the Season 1922-1923, 14.

2For comparison, see Catalog of the New York German Conservatory of Music for the
Season 1908-1909, 18.
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entire paragraph dedicated to the importance of these disciplines in developing the whole
musician.® A Department of Harmony, Counterpoint, Composition, and Instrumentation

had, indeed, already existed in the German Conservatory.

Fifth point: A fter absorbing the New York German Conservatory of Music in 1920, the New
York College of Music expanded its pedagogical program.

There is one especially significant respect in which the catalog of the emerging New

York College of Music after 1920 was beginning to take on an identity of its own, separate

from that of the old German Conservatory. This important difference might indeed have

provided a fifth and especially cogent reason why Scarmolin later felt compelled to cite the

New York College of Music rather than the German Conservatory. Namely, by the early

1920s, the New York College of Music could not only boast of its high quality training in

performance and related musicianship skills, but it also offered an increased emphasis on

pedagogical studies. By this time it was possible, for example, to obtain a Teacher's

Certificate there.3* One cculd also take certain special courses in teachers' training, described
in the Catalog of the New York College of Music for the Season 1922-1923 as follows:

Course for Supervisors of Music in the Public Schools

Instruction in this course is calculated to equip school music supervisors for

the requirements of their positions and to prepare candidates for the supervisor's

certificate granted by the Regents of the State of New York. A special pamphlet,

fully explaining the course will be furnished on application.

Promotion License for Music in Public Schools

BCatalog of the New York College of Music for the Season 1922-1923, 18.

*Ibid., 14.
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The efficiency of teaching music in the schools depends on the ability of the
teachers. There is need of and demand for well trained teachers of music and the
tendency of the times is toward giving the music into the charge of music teachers.
That this view meets the approval of school authorities is evidenced by the fact that
they have placed music among the subjects for promotion license. This course will
be eminently practical in its adaptation to school conditions.

Special Training Course for Teachers

Advanced students taking this course will have opportunity to teach in the
elementary class under supervision of the regular professors.’

It will be seen in a later chapter that beginning in 1919 Scarmolin was employed for
many years as a successful director of music in the Union City public school system. In
order to establish and maintain his position in public school teaching, it would have been
valuable for him to demonstrate credentials not only as a pianist and composer but as an
educator too. Since public school systems have education requirements for their teachers,
having the New York College of Music in his background would have done Scarmolin no
harm.

Thus, the catalogs of the New York German Conservatory of Music and the New
York College of Music indicate that both schools were closely related and sought to foster
musical talent through the study of what was considered the finest in classical music. All of
these catalogs show that supplementary classes and concerts were regularly given and that
students were encouraged to attend them. Furthermore, both institutions, in quite a similar
fashion, endeavored to provide the finest musical instruction, not only for performing artists
and teachers, but for amateurs as well. A comparison of the roster of faculty on the New

York German Conservatory of 1908-1909 and that of the New York College of Music in

3Ibid., 11-2.
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1922-1923 shows that a number of faculty from the German Conservatory had been retained
after the merger.*® Finally, its 1922-1923 catalog indicates that the New York College of
Music had a particular interest in producing capable teachers and was about to create a
Department of Public School Music. The engagement of an instructor for that area was, in
fact, already pending.’’

In sum, the aspirations and accomplishments of the New York German Conservatory
and the New York College of Music were significant not only for Scarmolin but for the
American musical world. Indeed, one could see in these two institutions models for the
tradition in music conservatory training that was subsequently carried on in many other
American music schools, The Juilliard School, The Mannes College of Music, and
Manhattan School of Music among them. Although in many ways the two schools were
remarkably similar, they had some distinctive characteristics. Both the similarities and
differences between the two schools could have motivated Scarmolin to refer at times to the
New York College of Music in his biographical data, rather than to the New York German

Conservatory where he did most of his studying.

Scarmolin and the New York German Conservatory of Music

Despite the limited amount of direct information pertaining to Scarmolin’s activities
as a music student in New York, it is clear that his primary association was with the New

York German Conservatory of Music. It is also certain that in his early years Scarmolin was

*Compare Catalog of the New York German Conservatory of Music for the Season 1908-
1909, 8-9, with Catalog of the New York College of Music for the Season 1922-1923, 4-5.

3Catalog of the New York College of Music for the Season 1922-1923, 4.
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endeavoring to become a first-rate pianist and that his piano teacher was Bertha Cahn. Her
name appears among members of the Piano Department in the catalog of the German
Conservatory for its thirty-third season, 1908-1909, the academic year in which Scarmolin
finished his studies at the Conservatory. It not to be found, however, among the faculty
members of the New York College of Music in any of the catalogs for that institution that
are currently available.?

There can be no doubt that in her special, privileged status as Scarmolin's private
piano teacher Bertha Cahn must have had a profound influence on her talented young
protégé, both artistically and personally. An intermittent but warm correspondence between
the two over a period of many years indicates that Cahn thought highly of Scarmolin's work
and that during his period of study at the New York German Conservatory of Music,
Scarmolin became a fine pianist with a substantial keyboard technique.*® According to his
own account, Scarmolin was so industrious that he often practiced as much as twelve hours
a day.®

It has already been noted that, although the search for records of Scarmolin's actual
classes or teachers at the New York German Conservatory of Music has failed, the overall

teaching approach and philosophy of the school where Scarmolin was trained are well

3¥] have been unable to find any further information about Bertha Cahn either in standard
reference works or in clippings files at the Music Research Library in the Music Division of
the New York Public Library for the Performing Arts; nor does there appear to have been
an obituary in The New York Times.

¥The letters of A. Louis Scarmolin and Bertha Cahn are currently housed in the offices
of the A. Louis Scarmolin Trust, 475 Watchung Avenue, Watchung, New Jersey 07060.
They provide the best information we have about this teacher-student relationship.

4"Scarmolin Signature," New Jersey Music 5, no. 2 (October 1949): 24.
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documented in its 1908-1909 catalog. The catalog clearly lists the subjects that were taught
there in the early 1900s and provides a feeling for the school's approach to music study and
for the atmosphere in which Scarmolin, as a talented and impressionable youth, found
himself. A more detailed examination of the catalog will yield further insights into the inner
workings of the Conservatory.

The catalog of the New York German Conservatory of Music for the thirty-third
season, 1908-1909, states that the German Conservatory now occupies the front rank of all
musical institutions:

No better recommendation is needed than a diploma from the New York
German Conservatory of Music to those who desire to distinguish themselves in the
musical world.

The New York German Conservatory enters upon its thirty-third year with
the largest and most brilliant faculty ever brought together in a Conservatory of
Music, and with a curriculum that includes every department of music and all
branches connected.

On subsequent pages the reader is informed that beginners, who are not impeded by
"unlearning” bad habits are especially welcome and that amateurs may take lessons in any
department. Except for the previously mentioned eight grades grouped into Elementary,
Preparatory, Intermediate, and Advanced divisions, no attempt to set forth a clear-cut or
immutable program of studies is made. The catalog instead states that no list of studies will
be strictly followed because materials used must be suited to the individual needs of the
student. The following observation of the 1908-1909 catalog clearly bears the stamp of Hein
and Fraemcke: "Moreover, new works are constantly being published. These are carefully

examined by the Musical Directors, and those of value are used in the College course."*!

M Catalog of the German Conservatory of Music for the Season 1908-1909, 15.
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The 1908-1909 catalog of the New York German Conservatory of Music carefully
describes the diplomas, degrees and awards, for which its students, including Scarmolin,
could strive. It states that the laws of the State of New York empower the Conservatory to
confer teachers' certificates, diplomas, and degrees. Diplomas and degrees are awarded at
the end of the school year only upon students who have "completed the necessary course of
study and passed a successful examination." The degrees include "Bachelor of Music,"
"Master of Music," and "Doctor of Music." The examinations, which are privately
conducted and not compulsory, are given in the latter part of May or early June. The Gold
Medal is to be awarded annually to a pupil who has already received his or her diploma, and
whom the Board of Examiners deem most worthy.

The latter part of the catalog for 1908-1909 provides some information that gives
added insight into the specific nature of the certificates and diplomas issued by the German
Conservatory:

The Certificate will be conferred only upon students over 16 years of age,
who have been in the Conservatory at least one year (four terms, two lessons a week),
and have pursued the regular course of studies and passed a successful examination.

The Diploma will be conferred only upon students over 17 years of age that
have been in the Conservatory at least two years (eight terms, two lessons a week),
and have passed the necessary examination, and have received the certificate at [the]
former examination.

These qualifications are followed by a list of the names of students who in the 1907-1908
season had been awarded Diplomas and Certificates, respectively.

Under the heading of "Special Courses," the 1908-1909 catalog describes various

degree programs in considerable detail. They were available for students who had satisfied

the necessary requirements. There was, first of all, the "Post Graduating Class," for which
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a special course was designed. Students who were successful in passing the final
examinations would receive the Post Graduate Diploma and the degree "Bachelor of Music."
There was a standing requirement that pupils taking this course would also have to study
counterpoint and composition.*?

The next course of study described by the 1908-1909 catalog is the " Artist Class,"
which, if successfully completed, would culminate in the degree "Master of Music." Inorder
to join this special class a student of the Conservatory would have to be recommended by
the entire Board of Examiners to become a member. Students from outside the German
Conservatory would have to pass an examination before the same Board. Theory and
composition were required studies for members of this class.

The degree of "Doctor of Music" is described as a final option. Under the heading
"Degree ‘Doctor of Music,’” are written two explanatory sentences: "The candidate for this
degree must present a composition for Solo, Chorus and Orchestra occupying in performance
at least twenty minutes. Also a String Quartet or Sinfonia, fully orchestrated."”

The 1908-1909 catalog of the German Conservatory strongly advises all students to
supplement studies on their applied instruments with a thorough grounding of musicianship.
One could surmise that the following paragraph might have had special import for Scarmolin
and that he would have been encouraged to avail himself of additional courses offered in

various areas of musicianship:

21t is possible that Scarmolin, having received the Diploma of the German Conservatory
in 1907, continued on for a while in this category. It should be noted as well that years later,
his wife, Aida, said that by 1907 Anthony Louis Scarmolin was working on a graduation
recital. Margery Stomne Selden, "In Search of the Real Antonio Luigi Scarmolin, Part 1,"
Italian News Tribune, 27 August 1992, 5.
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Free Advantages
To the student who not merely wants to become a performer, dependent upon
the instruction of a master, but an independent musician, able to understand any work
which he undertakes to study, there is nothing more necessary than a thorough
knowledge of the laws of Harmony and Composition, especially for those who intend

to make music their profession, and for this reason the Conservatory has formed a

Harmony class, to which all students have free admission, and advises an exhaustive

study of this indispensable requisite.

Besides the Harmony class, the pupils have also free admission to the
following classes: Sightreading, ensemble playing, lectures, orchestra class, etc.*

A skilled faculty, organized into various departments or "branches” of instruction,
was available to support the programs offered. Scarmolin could have studied with a number
of the instructors present at that time.

The following summary will provide a glimpse of the structure of the New York
German Conservatory and the departments other than piano with which Scarmolin might
have come in contact. The largest of all the departments, by far, was the Piano Department.
In addition to Cahn and the ubiquitous Directors Hein and Fraemcke, the Piano Department
offered instruction by fifteen faculty members and an unspecified number of " Assistants."
The Vocal Department, which was much smaller, came next; it consisted of five faculty
members and "Assistants."

In addition to piano study, instrumental instruction was offered as well in a number
of additional areas, including violin, cello, miscellaneous other string instruments, organ, and

harp. According to the catalog, the Violin Department comprised three members and the

'Cello Department one. The Organ Department was composed of four faculty members

43 Scarmolin probably participated regularly in such supplementary courses, especially
as he would have had to prepare himself thoroughly for examinations in order to receive a
diploma. Again, it is unfortunate that concrete records of exactly what he took and with
whom he studied are not to be found.

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



36

while one faculty member taught "Harp.” Instruction on several less common instruments
was offered under the rubric of "String Instruments," including concert mandolin, mandolin,
banjo, and zither.

Yet another of the "branches of instruction" at the New York German Conservatory
was "Orchestral Instruments," the study of which could be undertaken with members of the
"Philharmonic Orchestra."* Although one cannot be sure, Scarmolin, with his known gift
for playing a variety of instruments, could have availed himself of lessons with one or more
of the orchestra members on the organ, violin, or clarinet, in addition to the piano, while he
was attending the Conservatory. He might even have joined one of the classes in "Ensemble
Playing" that were offered by the Directors Hein and Fraemcke.

Perhaps more important for Scarmolin than the possible instruction in secondary

instruments would have been the musicianship courses that the German Conservatory

*“The term "Philharmonic Orchestra" referred to the orchestra now known as the New
York Philharmonic, the oldest orchestra which has continuously existed in the United States.
The Philharmonic Symphony Society was founded in 1842. Its initial organizational
meeting, called by the conductor, U.C. Hill, took place on April 2, 1842, and its first concert
was held on December 7, 1842. At that time an orchestra of sixty-three players, the
Philharmonic performed Beethoven's Fifth Symphony under Hill. Around the turn of the
century, when Scarmolin appeared on the New York scene, its conductors included Paur
(1898-1902), Walter Damrosch (1902-3), various guests (1903-6), Vasily IlI'ich Safonov
(1906-9), Mahler (1909-11), and Josef Stransky (1911-23). Throughout the nineteenth
century the Philharmonic tended to program almost exclusively works by European
composers. Its conductors were European-trained, with heavy emphasis on the Germanic
school. This character would have made its association with the New York German
Conservatory of Music especially compatible. During the nineteenth century it was often
partly obscured by other orchestras which provided more adventurous programming. For
further information about the state of the orchestras in New York at the beginning of the
twentieth century, see Irving Kolodin and Francis D. Perkins, rev. Susan Thiemann Sommer
and Zdravko Blazekovi¢, "New York, Orchestras and Bands," The New Grove Dictionary
of Music and Musicians, 2™ ed., ed. Stanley Sadie and John Tyrrell, 29 vols. (London:
Macmillan, 2001), 17: 827-9.
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emphasized. During the 1908-1909 academic year, "Harmony, Counterpoint, Composition,
and Instrumentation” also were taught by the four faculty members of the Organ Department.
A single faculty member trained students in "Sight-reading,” and two instructors gave
"Lectures on History of Music.” It is probable that Scarmolin would have taken some of
these courses.

Staged productions clearly received pedagogical attention as well. There were also
listed an Opera Department and a Coaching Department for Italian, French, German, and
English Opera. Since they were marked "Engagement Pending,” it is unlikely that they
would have had much relevance for Scarmolin during his student years. Finally, there were
courses in "Elocution, Dramatic Reading, and Action,” which clearly related to areas of
speech and drama and were taught by one faculty member.*

The 1908-1909 catalog describes supplementary activities, making it clear that the
New York German Conservatory regularly presented high quality programs that would be
of substantial artistic and educational value for its students. The catalog promises that the
1908-1909 season will offer an array of "Pupils' and Faculty Concerts":

Each year a number of concerts are given by the Conservatory, and the
present season will be an especially bright one. The members of the Faculty and
advanced students will furnish programs of the choicest music. Acts of operas and
plays will be given by the advanced pupils of the Singing, Acting, and Elocution
Departments. In addition to this, there will be pupils' soirees devoted to high-class

music, ensemble playing, for the purpose of affording the advanced players the
necessary experience in public playing. It is generally conceded that no other

%Grove’s Dictionary of Music and Musicians, American Supplement, ed. Waldo Selden
Pratt and Charles N. Boyd (New York: Macmillan, 1928) has entries for August Fraemcke
(p- 92), Julius Lorenz (p. 60), Karl Hein (p.71), Smith Newell Penfield (p. 324), and Karl
Fiqué (p. 56; note that the name is spelled Carl Fique in the German Conservatory catalog).
It is interesting to observe that the American Supplement cites 1906 rather than 1904 as the
year Hein and Fraemcke assumed the directorship of the New York College of Music.
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institution offers its pupils such favorable opportunities for public appearance.*
In addition, the Directors of the German Conservatory planned to introduce in the upcoming
season a number of "lecture-recitals,” in which a short biography of the great masters in
music would be given, along with a synopsis of their works. Each lecture was to be followed
by performance of a number of their best and most significant compositions, including those
intended for student and pedagogical use.

The 1908-1909 catalog of the New York German Conservatory of Music also
provides a number of additional facts more mundane in nature. The reader learns that the
regular school year is made up of four terms, each of which is ten weeks long. Students may
enter at any time. The usual members of the faculty also will be in attendance at a summer
session from the end of June until September, designed for those who cannot study during
the regular season or who wish to continue throughout the summer. Daily hours of
instruction are from 9 A. M. to 6 P.M. and on Mondays and Thursdays from 9 A.M. to 9 P.M.
While no residence halls are connected with the Conservatory, students may obtain from the
Conservatory lists of families where they may secure room and board at moderate cost.

Tuition costs are stated early in the New York German Conservatory of Music
Catalog for the Season 1908-1909. Price listings are for a term of ten weeks, payable in
advance. Students had a choice of taking one or two lessons a week, at two different costs.
A piano student who was taking two lessons a week would pay $10 to $40 per term; a
student taking lessons once a week would be charged $7.50 to $20. All students were

entitled to free class lessons in harmony, counterpoint, vocal sight-reading, and ensemble

%Catalog of the German Conservatory of Music for the Season 1908-1909, 19.
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playing, as well as lectures and concerts.

According to its own public advertisements, moreover, the German Conservatory
offered the highest quality of education, yet at the most reasonable cost of any school of
music. In the fall of 1908 the Conservatory had a prominent spot on a page of
advertisements in the Sunday issue of The New York Times. Had Scarmolin and his family
been limited to a modest budget in those days, the following advertisement would have been

appealing:

NEW YORK
German Conservatory
OF MUSIC
23 WEST 42D St., NEAR 5STH AV.
Directors: CARL HEIN, AUGUST FRAEMCKE
Founded 1876, 30th season Incorporated 1884.
LEADING SCHOOL OF MUSIC
AT LOWEST RATES
Instruction in
PIANO, VIOLIN, ORGAN, HARMONY,
COUNTERPOINT, COMPOSITION,
ELOCUTION, and all Orchestral Instruments.
Terms $10 Per Quarter.
Open daily until 6 P.M. Mondays and
1 Thursdays until 9 P.M. Send for Catalogue.*’

The catalog further informs us that scholarships were regularly available at the New

York German Conservatory. In the 1908-1909 season ten free and twenty partial

“This advertisement of the New York German Conservatory of Music appeared in The
New York Times, Sunday, 8 November 1908, 14. The Conservatory notice is displayed along
with other announcements by diverse concerns, such as day schools, apartment rentals, boat
lines, voice teachers, and pianos for sale. One item of more than routine interest is an
adjacent advertisement by a "New York Conservatory of Music," located at 181 Lenox
Avenue, Corner 119th Street, at the time in its forty-fourth school year, L.G. Parma, director.
The New York Conservatory of Music was, of course, quite separate from the New York
College of Music.
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scholarships were reserved for students. Scholarships were available for studies in piano,
violin, cello, voice, and theory. Students who were able to pay for their own instruction were
asked not to apply for scholarship assistance. A letter ofrecommendation from somereliable
person was requested, confirming that the applicant was unable to pay tuition and was
deserving of being a scholarship student at the Conservatory. Finally, the scholarships were
to be awarded by examination.*®

The catalog of the New York German Conservatory of Music concludes with two
portions that are clearly intended for student consumption, some paragraphs of "Advice to
Students” and several pages titled, "Dictionary of Italian, French, German, English, and other
Musical Terms." The "Advice to Students” is of particular interest because it includes a few
admonitions which proved portentous for Scarmolin. Among various other procedural and
technical caveats, are found the following:

Do not practice until tired. If the hand feels tired, let it rest, otherwise you
may not be able to use your hand for weeks or months. . . .
Do not practice longer than an hour or an hour and a half at a time, and never

more than four to five hours a day. Otherwise your fingers will lose their strength.

Very few are able to practice more than five hours without injury to the hand.
With a combination of carefully designed opportunities and paternal solicitude the German
Conservatory thus sought to educate and train its students. The Conservatory clearly held
out the most ambitious artistic goals while at the same time endeavoring to provide the

individual attention and concern necessary for a pupil's all-around musical growth and

general well-being.

430ne wonders whether Scarmolin himself might have been a scholarship recipient. In
the earlier part of the twentieth century scholarships were often looked upon in terms of
charity as much as merit, so that recipients might have been less inclined to discuss them.
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That Scarmolin in fact graduated from the New York German Conservatory of Music
is established beyond doubt by an article that appeared in the Wednesday, June 26, 1907,
issue of The Musical Courier. This periodical reported with great thoroughness current
musical happenings not only in New York City but in various music centers throughout the
United States and Europe. The article, which is most significant for Scarmolin, reads:
German Conservatory Commencement Concert

The annual commencement concert and presentation of gold medals,
certificates and diplomas of the New York German Conservatory of Music, Carl
Hein and August Fraemcke directors, at Mendelssohn Hall, June 19, found the place
filled to overflowing, testifying to the popularity of the institution and the great
interest on the part of the general public.

A program of a dozen numbers was performed, quite in professional style.
The opening trio, played by Blanche Outwater, Otto F. Stahl and Louis Kneppler,
went well, followed by Guido Hocke, pianist, who played the G minor ballade with
clean touch and good taste. Katherine Kerr, who has a high soprano voice of crystal-
like clearness, sang Godard's "Berceuse” well. Moses Seligson, pianist, played
pieces by MacDowell and Heller with virtuosolike style, and Charlotte Moore,
violinist, showed special aptitude, expression and good memory in a movement from
a Vieuxtemps concerto. Her teacher, H. von Dameck, conducted a small but good
orchestra in the accompaniment.

The prelude to the third act of "Lohengrin" was next played by Henry Hager,
Lillie Furmann, Lulu Bodani and Cristina Tracy, on two pianos, eight hands, with
brilliance and unity. "Elsa's Dream" was sung by Adele Wimmer creditably. The
march from Tschaikowsky's "Pathetic Symphony"” was next performed (arranged for
two pianos, eight hands) by the Misses Turner, Welton, Weber and Bennett, bringing
rousing applause. Pretty Henrietta Kahler sang an aria from "The Daughter of the
Regiment," winning bursts of applause ere the aria was finished. Mrs. Grace M.
Schad displayed musical feeling and touch in a movement from the Schumann piano
concerto. Two short pieces by Bizet were played by the orchestra class, directed by
Mr. von Dameck, the clear and well defined beat of the leader helping the players to
a very good performance. B. Russell Throckmorton made the presentation speech,
as for some years past, and the awards mentioned below. Then the women's chorus
sang Gelbke's "Ave Maria," Miss A. Sievers singing the solo part nicely, and the very
enjoyable concert was over.

A gold medal, certificates and diplomas were awarded the following students:

Gold Medal--Grace M. Schad.
Certificates--Mary Kenyon, Katharine Murphy, Edna de N. Annes, Edith
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Welton, Mary Carroll, Lillie Furmann, Edna Minard, Sister De Chantal, Lizzie

Golsner, Elizabeth Walsh, Eleanore Happ, Julia Callahan, Mary Mileo, Edith

Campbell, Frances Carroll, Mabel Cayan, Emily Green, Mabel D. Minor, May E.

Kane, Edith Mehrhof, Lillian Vera Keyes, Louis Madsen, Henry Hager, Harold

Humphrey, Elizabeth Schwartze.

Diplomas--Katharine Kerr, Henrietta Kahler, Cristina Tracy, Guido Hocke,

Moses Seligson, Ella M. Bennett, Adelaide L. Weber, Blanche E. Qutwater, Lulu

Bodani, Anthony Scarmolin.*’

There is much to be learned from the foregoing article. First, it confirms beyond
doubt that Scarmolin in fact did graduate in 1907; his name appears at the end of the list of
Diploma recipients. The institution from which he graduated was clearly the New York
German Conservatory of Music, not the New York College of Music. Scarmolin would have
been not quite seventeen years old at the time, a bit younger than the minimum age
requirement of seventeen for Diploma recipients. A goodly number of students from the
German Conservatory performed at the recital, among them several of the graduates
themselves, specifically Blanche Outwater, Guido Hocke, Katharine Kerr, Moses Seligson,
Henry Hager, Lillie Furmann, Lulu Bodani, Cristina Tracy, Edith Welton, Adelaide Weber,
Ella Bennett, and Gold Medal recipient Mrs. Grace M. Schad. Scarmolin must have sat
through the long graduation ceremony, but he did not play on that occasion.

Apparently, around the time of Scarmolin's graduation, officials at the German
Conservatory decided he was ready to give a graduation recital. Carnegie Hall was booked

for the occasion, with the Grieg Concerto billed as the central offering. Scarmolin prepared

diligently for the event, practicing for ten to thirteen hours a day, so intensively that he

““Marc A. Blumenberg, ed., "German Conservatory Commencement Concert," The
Musical Courier 54, no. 26 (Wednesday, 26 June 1907): 26.
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damaged the tendons ef his hands and could no longer play.
There is ample evidence that Scarmolin's piano studies at the German Conservatory
did indeed come to an abrupt end in the winter of 1909. A letter dated Jan. 14th 1909 reads:

Mr. A. Scarmolin
Dear Sir:
Mr. Fraemcke wishes me to advise you to go to the doctor, the
address enclosed and give the envelope to him and it will cost you nothing,
Jjust mention that Mr. Fraemcke sent you.

We remain,
Yours truly,
New York German Conservatory of Music
25 West 42nd Street, N.Y.
per M. King
Secretary.!

Over amonth later there followed a letter of recommendation from Scarmolin's piano teacher
dated, "Feb. 24th 1909." It indicates that whatever cures had been attempted by Fraemcke's
physician had failed:

To whom it may concern,

This is to certify that Anthony Scarmolin has studied piano with me for a
period of about 4 years or over, during which time I have always found him to be a
conscientious, painstaking pupil, and one of the most gifted and talented I have ever
had the pleasure to teach.

I regretted exceedingly his inability to continue his studies, as his excessive
practice brought on the unfortunate condition of his hand, which I trust will some day
be so far cured, to allow him to continue his studies, and to become a brilliant pianist.

As a teacher I can highly recommend him, as his work has always been
thorough, and I am positive that he will exact the same of any of his pupils.

Respectfully

%Selden, "In Search of the Real Antonio Luigi Scarmolin, Part 1," 5. Margery Stomne
Selden reports the tragedy, stating that the information was supplied by Scarmolin's widow,
Aida. Itis likely that the officials who had made the decision that Scarmolin was ready to
prepare a Camegie Hall appearance were Hein and Fraemcke.

5INew York German Conservatory of Music to Scarmolin, 14 January 1909, Wooden
Chest of Drawers, F, in possession of the A. Louis Scarmolin Trust. The fact that Scarmolin
received free medical treatment suggests that he may well have been a scholarship student.
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Bertha Cahn
Teacher of Piano at the New York German Conservatory>2

Cahn’s letter surely reflects some of the immediate disappointment and sense of loss
that Scarmolin, his teachers, and his family must have felt at such an untoward turm of
events. It indicates that after four or more years of hard work and sacrifice at the
Conservatory, Scarmolin's intent to become a career concert pianist had been short-circuited
by his own excessive exertions.

At the same time, the letter reveals in its final paragraph that whatever Scarmolin's
feelings about the apparent tragedy might have been, he was already considering a realistic
future for himself. Addressed "To whom it may concern,” the letter reads easily as a
recommendation of Scarmolin for teaching, as well as an explanation of why he himself
currently is not able to play. It was undoubtedily requested by Scarmolin from his teacher,
who clearly was taken aback by what had transpired. It indicates that she recognized
Scarmolin's abilities and that she supported the desire of her young protégé to devote his
professional life, at least temporarily, to another form of musical endeavor. It confirms,
moreover, that Cahn saw in Scarmolin the potential for becoming a gifted teacher because
"his work has always been thorough, and I am positive that he will exact the same of any of
his pupils." Coming from his private teacher at the German Conservatory, this letter could
have been an important asset to Scarmolin in helping him commence the career in teaching

that occupied him throughout much of his lifetime.

2Bertha Cahn to "To Whom It May Concern," 24 February 1909, Wooden Chest of
Drawers, F, in possession of the A. Louis Scarmolin Trust.

31 have made every effort to find out more about the identity of Bertha Cahn, who seems
to have been proud of Scarmolin’s work and appears to have encouraged him. However, an
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Another letter of recommendation is interesting because it provides some background
on Scarmolin’s other courses of study. It emanates from S. Reid Spencer, who taught in the
Organ Department of the New York German Conservatory and was also responsible for
instruction in harmony, counterpoint, composition, and instrumentation:

To whom it may concern:

This is to certify that Antonio Scarmolin was my pupil in theory for a number
of years, and that he took a complete course in harmony, strict and free counterpoint,
double counterpoint and fugue, and finished all most creditably. I recommend his
work throughout as excellent.

S. Reid Spencer™

Although Scarmolin became increasingly involved in composition following his
departure from the German Conservatory, he did not abandon his work with the piano and
was frequently heard playing as soloist or accompanist in his school system and in his
community throughout most ofhis lifetime. Certainly he never took up concert performance
as a sole means of support, though those who knew him still identify him as "Scarmolin, the

pianist." They invariably speak of him with both respect and admiration, confirming that he

was indeed a fine pianist and musician.>

extensive perusal of biographical works and phone calls have failed to reveal any
information.

5S. Reid Spencer to "To Whom It May Concern," 29 December 1909, Large Black and
White Scrapbook, 36, in possession of the A. Louis Scarmolin Trust

55Mr. John Hamel, personal interview, 28 January 1995, and Mr. Robert Pastore, personal
interview, 5 July 1995. Both interviews confirm Scarmolin’s status in the community as a
pianist and as a composer. John Hamel was a longtime friend and confidant of Scarmolin,
who advised him in financial matters; Scarmolin benefited from his advice to buy real estate
equities during the Depression years. Robert Pastore is a former student of Scarmolin at the
Emerson High School, where Scarmolin taught for thirty years, as we will see in chapter 8.
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CHAPTER III

THE EARLY WORKS

The foundation for Scarmolin's growing interest in musical composition had been laid
when he was still very young. As noted in the first chapter, soon after his family settled in
Stirling, Scarmolin realized that he would like to compose opera. According to an article
that appeared years later in The Etude, his talent first became manifest in a more modest way
when he wrote a song at the age of fourteen.! It is therefore clear that at the time he began
to compose, Scarmolin was either already a student at the New York German Conservatory
or was just about to enter. Bertha Cahn's letter of recommendation, cited in the second
chapter, provides an important key. When she wrote it on February 24, 1909, she was able
to say, "Anthony Scarmolin has studied piano with me for a period of about 4 years or

over."?

"A. Louis Scarmolin," The Etude (Philadelphia: Theodore Presser, November 1919):
702. The information is taken from a short biography of Scarmolin, probably submitted by
the composer himself. On the same page appear brief articles about Dvoifik and
Rachmaninoff, indicating the importance of Scarmolin to the musical community at that
time. The short sketch is one of a number of relatively brief articles in Presser's musical
magazine, which sought to promote that pubiisher's music by printing a few sample works
written by some of Presser's current composers. Included in the journal were also various
articles of interest to music students, performers, and composers. The brief biography of
Scarmolin appears in this issue on page 702; a song of his, Say But One Word, which was
composed in July 1919 and published in the same year, is advertised on page 727. The key
sentence is somewhat vague about the timing of both the composition and the publication
of Scarmolin's earliest song. Moreover the article does not provide the name of that song but
says quite simply of the composer: "He began very early to manifest a talent for composition.
One of his published songs was written at the age of 14." The song the article refers to is
undoubtedly the Ave Maria of 1904.

’Bertha Cahn to "To Whom It May Concern," 24 February 1909, Wooden Chest of
Drawers, F, in possession of the A. Louis Scarmolin Trust.
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Scarmolin's earliest song, referred to in The Etude, is almost certainly the Ave Maria,
composed in 1904. The Ave Maria was published in 1909, and it was designated by the
composer "Opus 1."* It is important to note here that Scarmolin kept a primary Log,
Memorie, where he recorded the date of composition of nearly three-quarters of his works.
In addition, along with the regular daily Log that Scarmolin kept, I found a substantial
number of loose scraps of paper on which Scarmolin had noted a good many of his
compositions. I then organized these sheets or fragments into an Auxiliary Log, hereafter
referred to as "Aux." Both the Log, Memorie(discussed in more detail in chapter 5), and the
Auxiliary Log are housed at the A. Louis Scarmolin Trust. The date of composition and
designation of opus for Ave Maria appear in Aux S of Scarmolin’s Auxiliary Log.

The cover of the Ave Maria bears the inscription "Respectfully dedicated to Rev: F.
ANDREW KENNEDY Pastor of St Anthony Church WEST HOBOKEN, N.J." The
publisher’s name is "Au Monde Musical."® The five-page work begins with a two-line
introduction for the piano marked adagio, leading to a moderato, which govems the rest of
the piece.’ Once the voice enters, it has a lilting, arpeggiated, sixteenth-note accompaniment

and a fairly demanding pianistic interlude, which the composer himself may well have

3 The information concerning the details of publication is to be found in the music itself.
An unsigned article, "Scarmolin Signature," in New Jersey Music 5, no. 2 (October 1949),
on page 24, confirms that Ave Maria was Scarmolin's earliest work: "He began composing
at that time, his first work being ‘Ava [sic] Maria,” composed at the age of 14."

‘It will become evident that the spelling of this publisher's name has a number of variants,
probably depending on the country in which the publisher was marketing a particular work.
According to the cover, this publisher had offices in "Florence, Marseille, Nice, New-York,
and Paris." In this case, there is a notation that the song was printed in Italy.

SThroughout this dissertation, tempo markings that are the titles of works or movements
will use upper case; tempo markings that are not titles will be given lower case.
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intended to play. Written in E-flat major, the work is lush, romantic, and entirely
conventional.

Atapproximately the same age, Scarmolin also composed a challenging, seven-page,
avant-garde work for piano solo, entitled An Irresistible Thought.® This youthful endeavor,
dedicated to his piano teacher, Bertha Cahn, was published in Florence, Italy, by Au Monde
Musical four years later in 1908. The cover page bears under the title an inscription in
English in large, capital letters: "RESPECFULLY [sic] DEDICATED TO MY TEACHER
MISS BERTHA CAHN BY ANTONIO SCARMOLIN."” This dedication suggests that
Bertha Cahn encouraged his compositional experiment. It is interesting that he ceased
composing such music when he developed a problem with his hand and no longer continued
to study with Cahn. It is possible that these circumstances are all related.

While the cover of this work refers to it as "(Op.6)," on the first page of the music
itself under the composer's name, A. Scarmolin, is printed "(Op. 7, No. 2.)." The multiple
opus numbers for An Irresistible Thought is important to mention at the outset because it
well illustrates a chronic difficulty with Scarmolin's opus numbers throughout his oeuvre.
The composer assigned opus numbers to his works so sporadically and in such a random
fashion as to render them quite unreliable for either identifying works or for establishing a

chronology of his output. Huge gaps exist between some of the Scarmolin opus numbers

SCopies of An Irresistible Thought are housed at the A. Louis Scarmolin Trust; both the
original manuscripts as well as published scores of most of the music discussed herein are
held at the Trust.

"It is surprising that the incorrect spelling of "respectfully” remains unedited on the front
cover of the published work. The misspelling of a common word suggests that Scarmolin,
then in his late teens, did not yet have a complete command of English. His European
publishers, moreover, did not catch the error.
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while others inexplicably duplicate each other as in the case of An Irresistible Thought® As
the tables at the end of this chapter will show, however, Scarmolin fortunately gave the early
works opus numbers approximately in the chronological order in which he composed them.
While opus numbers sometimes may be based on publication dates, Scarmolin could not
have applied that procedure to his early works, which were published exclusively in 1908
and 1909.

The seven-page composition, An Irresistible Thought, is one of the most challenging
Scarmolin ever wrote for piano solo. It has no key signature, and it is so chromatic and full
of accidentals that it would be truly impossible to ascribe akey to it. While its dynamic level
ranges from pppp to ff, most of the composition is set within relatively soft ranges. Both the
rhythms and the harmonies are complex.’ The exact nature of the "irresistible thought" is
unexplained, but the undulating melodic lines and cascading sixteenths and thirty-second

notes have a gentle pervasiveness and magnetic persistence. The title suggests that

8See John Sichel, Catalog of Works by A. Louis Scarmolin in the Possession of the A.
Louis Scarmolin Trust. A cursory perusal of the catalog will show the gaps plainly evident.

For a detailed analysis of An [rresistible Thought, using both traditional and Schenkerian
approaches, see Jonathan L. Tucker, "Anthony Scarmolin (1890-1969): A Study of
Representative Works Illustrating Changes in his Compositional Techniques” (master's
thesis, New Orleans Baptist Theological Seminary, 1991), 7-23. In the biographical portion
ofhis thesis, on pages 5 and 6, Tucker divides Scarmolin's productive life as a composer into
three distinct periods, "his early period (before the establishing of his private studio and
teaching position in New Jersey), his middle period (the period encompassing his career as
teacher, beginning in the late 1910s and ending in the late 1930s) and his late period
(beginning near his retirement in the mid to late 1940s)." Tucker selects An Irresistible
Thought for analysis as a work representative of Scarmolin's early period. He asserts, "In the
early period, his style was very free and structure was used very loosely with limited
inclusion of tertian elements. This period shows the contemporary techniques with which
Scarmolin experimented."

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



50

Scarmolin's early works were the product of spontaneous imagination, perhaps the best
explanation for them. Margery Selden describes the work with its extremely effective

conclusion as follows:

One of his earliest publications, An Irresistible Thought ("respectfully
dedicated to my teacher, Miss Bertha Cahn"), dates back to 1904 (Al Modo [recte
Mondo] musicale: Florence 1908); it is possibly Scarmolin's most difficult solo work
for the piano and, tonally, the most abstruse [involving] neither key signature nor
extended tonicization, but it has technical challenges in abundance. Marked adagio,
the rhythmic subdivisions create a relentless drive, building up to chromatic octave
runs, then subsiding into parallel gliding dissonant chords and terminating on contra
C-sharp to be played "pppp.” Ranging all over the keyboard, the work shows the
youthful composer as the master of his craft and eager to display it.'°

One cannot help wondering if writing and playing such music had led to his hand problem.
Selden further emphasizes the significance of An Irresistible Thought, again confirming that
Scarmolin wrote it at the age of fourteen, after he had entered the New York German

Conservatory:

He was enrolled in the German Music Conservatory in New York. This
conservatory underwent various metamorphoses before being incorporated into New
York University. By age fourteen, Scarmolin had developed a prodigious keyboard
technique under the tutelage of his teacher, Bertha Cahn. To her he dedicated a seven
page piano piece entitled "An Irresistible Thought,"” published in Italy four years
later, in 1908, with the composer's name emblazoned as Antonio Scarmolin. The
fourteen-year-old composer was obviously fascinated with the sounds he was
making, but he had something to learn about organizing them, and it is doubtful that
this work was written under the guidance of a composition professor at the
Conservatory. Probably no other Scarmolin work remotely approaches the
experimentalism of this one from the beginning of his career.'!

'The excerpt was taken from an article by Margery Stomne Selden, "A. Louis Scarmolin:
Bi-lingual at the Keyboard," Piano Guild Notes (May-June 1980): 39.

"Margery Stomne Selden, "In Search of the Real Antonio Luigi Scarmolin, Part 1," The
Italian News Tribune (27 August 1992): S. In this article Selden stresses Scarmolin's
contributions throughout his lifetime, observing that in some respects he was self-taught in
his musical accomplishments. Selden states: "Primarily a self-taught organist, he was for a
time associated with St. Mary's Catholic Church in the Hoboken area." Margery Selden
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The Bertha Cahn correspondence and the dedication of An Irresistible Thought to
Bertha Cahn establish beyond a doubt that Scarmolin had entered the German Conservatory
by 1904 at the latest and therefore composed An Irresistible Thought during his student
years.'? Furthermore, attached to a copy of this work is a typewritten note, which had
possibly later been added to it by his wife, Aida:

A.LOUIS SCARMOLIN COMPOSED "AN IRRESISTIBLE THOUGHT"
Piano, AT THE AGE OF FOURTEEN""

An unsigned article in a 1962 issue of New Jersey Music and Arts describes how
Scarmolin played for Carl Hein, the dean of the New York College. While the article does
not state exactly what Scarmolin performed, it is likely that owing to the early date and its
status as a piano solo, An Irresistible Thought might have been offered. In any case, the
article describes the circumstance as follows:

He had begun composing when he was 14, his earliest creations being
extremely modern for the times. He played one for Carl Hein, dean of New York
College, and was advised to forget such advanced ideas and revert to the old masters,
which he did. Some years later, just before he died, Dean Hein told him that he

realized then that Scarmolin's first compositions were some of the earliest examples
of modern music.'*

knew Scarmolin's wife Aida and undoubtedly received a considerable amount of her
information directly from her.

12Cahn to "To Whom It May Concern," 24 February 1909, Wooden Chest of Drawers, F,
in possession of the A. Louis Scarmolin Trust.

BCopies of An Irresistible Thought are in possession of the A. Louis Scarmolin Trust.

14" Salute to New Jersey Composers: Composing by Inspiration,” New Jersey Music and
Arts 17, no. 6 (February 1962): 20. This article, like many others in this journal, is unsigned,
and much of the information it contains was most likely supplied by Scarmolin himself. It
is a tribute to Hein that in spite of the position and status he had achieved, in later years he
was willing to admit that he had been mistaken and to accord Scarmolin the credit he
deserved. Note that the article implies that Scarmolin played for Dean Hein at the New York
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For a sampling of An Irresistible Thought, see Example 3.1.

Example 3.1, Opening of An Irresistible Thought, measures 1-8.

An Irresistible Thought

Dedicated to my Teacher

MISS BEATHA CARN A. Scarmolin
(0p.7.392)
ADABIO. (uet d a9)
1
1 : e —
PIANO. ’ \____._/3\—%’5 —
- : s =

A S 5 st

Prop: Al Moado Musicale, Fireases. 1808

College of Music although it is clear that he in fact graduated from the New York German
Conservatory. Exactly when he played for Hein is not made clear by the article although it
is more than likely that the hearing took place sometime between 1904 and 1908 while

Scarmolin was a student at the Conservatory.
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A number of other works are also relevant to Scarmolin's beginnings as a composer.
One of them is a short piano solo, The Witches-Ride, composed on September 27, 1907, and
published by Al Mondo Musicale, Florence, in 1908.'* An unusual aspect of this
composition is that, although written on treble and bass staffs, it is marked "for the left hand
ad libitum." As a piece for the left hand it is extremely effective. Essentially in two parts,
its sinister low tones, its rising chromatic lines, the bumpiness of the triplets at the beginning
of its second half, and the final chromatic plunge well depict the erratic journey of the witch.
This brief, three-page composition is such a skillfully designed study for the left hand that
one wonders whether Scarmolin might have written it to alleviate problems stemming from
the hand injuries he had sustained while a student at the New York German Conservatory.
Although Scarmolin did not leave the Conservatory until over a year later, it is possible that
he had already been experiencing intermittent difficulties. It is not clear from the
information we have whether Scarmolin had damaged his left hand, right hand, or both
hands.

Another intriguing work for piano solo, written in ink in Scarmolin's hand and
entitled Essay No. I, is marked in the upper left comer "Feb. 1, 1907, finished March
1907."'¢ The title, Essay No. 1, covers a previous title, One at Least, that has been partially
erased. Most, although not all, of the dynamic markings throughout the piece are piano and

diminuendo. The last of the six pages is governed by a forte sign. Within the body of the

5This composition has been labeled "Op. 7, No. 1" in the published version, which is in
possession of the A. Louis Scarmolin Trust. The composition date is provided in Aux 10.

16This brief notation is written close to a corner of the manuscript which has been torn off
and is therefore difficult to read.
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work are found penciled notations for violins, flutes, trumpets, and clarinets, suggesting that
Scarmolin must have intended to transcribe it for orchestra. This study is extremely
virtuosic, a large portion of it having been set in thirty-second notes, with presto marked
twice on the fifth and sixth systems of the first page, respectively. Although most of Essay
No. [ is in 4/4 meter, a daring shift to 5/4 occurs in the second measure, followed by an
immediate return to common time in the third; the meter changes are written precisely
although the 5/4 is actually just a measure in which an extra beat has been inserted. Both the
key signature as well as the final chord, marked fff, suggest that the composer considers the
piece to be in E major. Nonetheless, the whole is so chromatic as almost completely to
obfuscate any true sense of key. Moreover, it is very difficult to read. The handwriting is
small, it is peppered with accidentals, and often the notes are not aligned in an accurate
vertical relationship. On the final page a third staff has been added with bass octaves marked
fif; they are added in such a fashion as to render this portion of the piece impossible to play
on a piano. If Scarmolin had not written "piano” at the outset, one might almost believe that
the piece had been intended for organ and that the third staff had been written for the organ
pedalboard.'’

An unfinished piano composition from this period, One at Least, is nearly identical
to the first thirteen measures of Essay No. 1. It is written with a fine hand in black ink on a
single yellow, somewhat frayed piece of manuscript. Scarmolin has placed the title "One at
Least" in the top center. In the upper left corner he has written a date, "Feb 12th 1907,"

which may represent the date of copying. In the upper right corner the work is signed,

'"The manuscript of Essay No. I is marked "Op. 3" and is in possession of the A. Louis
Scarmolin Trust.
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"Anthony Scarmolin.” Only thirteen measures of the piece exist, and it is clear from the last
tied major third, suspended into emptiness, along with the absence of any final double bar
that Scarmolin had intended to complete it. Neither Essay No. I nor One at Least has been

published.'® See Example 3.2.

¥ Both manuscripts are in possession of the A. Louis Scarmolin Trust.
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Example 3.2, Opening of Essay No. I, measures 1-13.
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Completed on April 3, 1907, was a seven-page vignette for violin and piano titled
Una Discussione. Scarmolin composed the work according to a brief program described in
Italian at the end, in which Signor A. and Signor B. are discussing opposing musical ideas.
The tension between the two is well expressed in the imitative violin and piano parts,
wherein beats in groups of two, three, four, five, six, and seven are juxtaposed both
horizontally and vertically within a consistent 3/4 meter. Abrupt changes of tempo are
signaled by specific metronome markings. Like Scarmolin's other progressive early works,
Una Discussione is characterized by unrelenting chromaticism.'®

Yet another forward-looking work of the youthful Scarmolin was the extremely
progressive piano quintet of 1907, titled Una lotta col Destino (A struggle with destiny),
published in Florence by Al Mondo Musicale in 1908.2° Both the front cover and the title
page bear an inscription in Italian, which may be translated "Respectfully dedicated TO MY
PARENTS AND RELATIVES"?' ("Rispettosamente dedicato 4/ MIEI GENITORI E

PARENTI"). The work is a piano quintet, written for two violins, viola, cello, and piano.?

""This work is in possession of the A. Louis Scarmolin Trust. The entire title on the cover
reads, "Una Discussione: Fantasia descrittiva per violin e pianoforte di Antonio Scarmolin”
("A discussion: Descriptive fantasy for violin and piano by Anthony Scarmolin”). It was
published by Al Mondo Musicale in Florence in 1909, according to a notation at the bottom
of the first page. The same page is marked on its upper right side as well, " Antonio
Scarmolin. Op. 4. 3 Aprile 1907."

2Scarmolin designated Una lotta col Destino "Op. 5." All copies are in possession of the
A. Louis Scarmolin Trust.

2IThe capitalization of the words "parents"” and "relatives" in this dedication suggests that
parents and relatives had an important place in Scarmolin's early years.

2The title of the quintet itself bears the addendum: "Quintetto per Pianoforte, due Violini,
Viola e Violoncello di Antonio Scarmolin." My translation is: "Quintet for piano, two
violins, viola and cello by Anthony Scarmolin.”
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Comprising forty-six pages performed without interruption, this lengthy composition
features a tortured chromaticism, which throughout its passacaglia-like structure incessantly
challenges the bounds of tonality. Written while Scarmolin was pursuing his studies to
become a concert pianist, it imposes extreme technical demands on the pianist, who must
negotiate wide reaches, complex chordal structures, and large dynamic ranges at high speeds.
The auditory effect is one of extreme expressionism. Another interesting aspect of Una lotta
col Destino is the existence of two scissors-and-paste versions entitled Essay No. 2 for Piano
(1907) and Essay No. 3 for String Quartet (1907), indicating that Scarmolin intended it also
to be performed alternately as a piano solo or as a string quartet, as well as a quintet. The
piano and quartet versions do work as independent pieces, but it seems more likely that the
work was originally conceived as a quintet rather than as two self-contained compositions

that could be played together.? See Example 3.3.

21t looks as though the scissors-and-paste job of the string quartet and piano parts of Una
lotta col Destino was done from an original piano quintet score. However, Essay No. 2 and
Essay No. 3 nowhere bear the commentary that they were from a quintet score. There is also
no indication that they were ever published separately from the quintet score.
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Example 3.3, Opening of Una lotta col Destino, measures 1-5.
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Also deserving mention, despite its brevity, is the highly chromatic four-page
chamber work Pagina d'album (1906), which was published by Al Mondo Musicale in
Florence in 1909.% Scored for string quartet, two clarinets in B-flat, trombone, and piano,
this composition bears in miniature some stylistic resemblance to Una lotta col Destino. It
is essentially melodic and chromatic, and the instruments are supported by a florid and active
piano part. Extremes in dynamic range characterize this work as well. Like its even more
technically demanding counterpart it begins and ends very quietly. The beginning is shown

in Example 3.4.

#Pagina d'album bears the designation "Op. 2." The dates of composition and
publication are also provided in the printed copy, which is in possession of the A. Louis
Scarmolin Trust. It should be noted that Scarmolin's Auxiliary Log reports that a work
called In the Temple (1905) is "Op. 2," one of the many examples of serious inconsistencies
in the composer's use of opus numbers. /n the Temple was apparently either lost or renamed.
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Example 3.4, Opening of Pagina d’album, measures 1-8.
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An especially difficult, complex, hyperchromatic work for piano solo bears an almost
illegible title, Rassegnazione. The title is an Italian word meaning "resignation.” The
composition is labeled "Composato 12 Marzo 1908," Scarmolin still writing in Italian. The
notation, written in black ink on the manuscript, is tiny. Although the piece is marked
adagio, the appearance of thirty-second notes already in the third measure belies any
possibility of a leisurely reading. Rassegnazione is another example of Scarmolin’s
expressionistic style. The last measure is incomplete, raising the possibility that it is an
unfinished work. As is the case with Essay No. I the note values do not always come out
exactly right, and the alignment between the right and left hands is sometimes misleading.
The work is a study in the use of soft dynamics, and the opening admonition to play sempre
piano informs the interpretation of the whole.?

Three relatively brief orchestral pieces, Vento alla selva, Alba lunaire, and Di notte,
are, finally, quite striking.?® All of them are in manuscript form. Fortunately, Scarmolin
wrote the date of composition on each one.

The first of the three pieces is entitled Vento alla selva (Wind in the forest). Thetitle
is written in ink twice on the front page of the manuscript, first in a large scrawl and then in
smaller longhand with Scarmolin's English translation directly below. The two titles are
immediately followed by the composer's signature, "Antonio Scarmolin.” The exact date of
composition is something of a mystery as within the expansive initial "a" of "alla" is the

notation in Italian, in tiny writing: "Febbraio 1909" (February 1909) while at the foot of the

The original manuscript is in possession of the A. Louis Scarmolin Trust.

26Al11 three works are currently in possession of the A. Louis Scarmolin Trust.
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page "1908" is clearly inscribed in large letters. One can’t be certain whether the
composition was begun in 1908 and finished in February 1909.

Vento alla selva certainly falls into the group of very early pieces that are remarkable
for their progressive qualities. Like the others it is highly chromatic. Extremely specific
markings are written with the clear intention of achieving dynamic contrast within a range
of ff all the way down to ppppp. This work, however, primarily juxtaposes a variety of soft
timbres. Many special effects are requested in Italian, inked in Scarmolin's characteristic
handwriting. Already in the second measure, for example, tam-tams are asked to play, and
the exotic sounds of cymbals in the Spanish manner are introduced. Throughout the work
a variety of strange and eerie sounds are evoked through the use of glissandi, particularly in
the bass instruments; by requiring mutes, especially in the string, horn, and trombone parts;
and by having the strings produce special effects through unconventional bowing procedures.
Vento alla selva is scored for 2 flutes, 2 oboes, 4 clarinets, 2 bassoons, 4 horns, 3 trumpets,
3 trombones, strings, timpani, and percussion consisting of bass drum, cymbals, tam-tam,
and snare drum.

At the top of the title page of the second orchestral piece, A/ba lunaire, are the words
"Piccole impressioni” in Scarmolin's hand, possibly suggesting that all three orchestral pieces
fall under the general rubric of "little impressions." If indeed that initial epithet does apply
to all three works, it could also mean either that Scarmolin intended A/ba lunaire to appear
first in the set or that he possibly thought of this umbrella title later in the process of working

out the pieces.?’ Scarmolin has translated Alba lunaire as "Moon Dawn" and marked this

271t should be noted, however, that the first page of Vento alla selva is headed by an
almost illegible dedication in Italian and that this work was found first in the set of three
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composition "Jan. 1909." This six-page work is highly chromatic with rising chromatic lines
in the second violin and viola parts at the opening. It is full of special effects, such as the
widely spaced "leggiero" tremolos in the first violins at the beginning. At the outset there
is also a marking, in English, that the strings are to be tuned one step higher than normal.
The instrumentation consists of 2 flutes, 2 oboes, 4 clarinets, 2 bassoons, 4 horns, 3 trumpets,
3 trombones and 1 tuba (or 4 trombones), timpani, strings, and harp.

Finally, Di notte (At night) begins with a title page signed "Antonio Scarmolin," and
dated 1909. Like the other two scores this one is in ink; similarly, it is in places almost
illegible because of corrections, ink smudges, and the tiny handwriting. Again, Scarmolin
has written ample instructions in Italian not only for the execution of this descriptive work
but also to explain its meaning. In addition to the familiar chromaticism, one of the most
striking characteristics of Di notte is the use of ostinato patterns by all instruments at various
points throughout the work. It is scored for 2 flutes, 2 oboes, 4 clarinets, 2 bassoons, 4
horns, 4 trumpets, 3 trombones, timpani, strings, and harp.

Since the latest possible dating of any of the early works described above is 1909, it
is remarkable that they are so advanced. Some of the detailed indications and adventurous
use of instruments in the three orchestral pieces might bring to mind the unusual orchestral

effects that abound in the symphonies of Gustav Mahler.?® At the same time, familiarity with

orchestral pieces by Dr. John Sichel, Curator of the A. Louis Scarmolin Trust. Finally, Aux
S lists the three compositions in the order Vento alla selva, Alba lunaire, and Di notte.

28Gcarmolin must have been aware of the presence of Gustav Mahler in New York.
Mahler served as the conductor of the New York Metropolitan Opera Company from 1
January 1908, until his farewell appearance there on 21 March 1910. Furthermore, Mahler
was the conductor of the New York Philharmonic Orchestra from 31 March 1909, until the
misfortunes surrounding his illness and death on 18 May 1911. For a revealing yet concise
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Mabhler's oeuvre would not go far toward explaining the unique style of chromaticism that
Scarmolin wielded. Scarmolin's suggestive titles under the umbrella of “little impressions,"
his use of a variety of subtle dynamic shadings within a framework of extreme softness, and
his fluid treatment of harmonies might recall Debussy's orchestral Nocturnes of 1899,
particularly Nuages, which occupied Debussy for over six years but were not performed
publicly until after 1900. Nonetheless, beyond a superficial affinity to some aspects of
Impressionism, there is little real similarity.

Finally, Povero fiore (Poor flower), designated Opus 10, No. 3, and dated November
3, 1909, is a setting of a sentimental poem by Anacleto Rubega, who, as will be seen,
provided the texts for a great many of Scarmolin’s musical endeavors. Although it was
written late in 1909, its style allows it to be classified as an early work. It is moderately
experimental. The vocal melody is quite simple, but the accompaniment is at certain points
virtuosic, breaking frequently into thirty-second notes. While the overall key is uncertain,
the song ends in a piano solo that concludes with a D minor chord in the right hand and a D
minor arpeggio in the left. On the last page of the manuscript appears an address of
Scarmolin: 548 Clinton Avenue, West Hoboken, New Jersey.

Table 3.1 lists Scarmolin’s early works in the order of their appearance, as closely

as can be ascertained, along with their opus numbers and publication dates. The names of

account of Mahler's last years and relationship with the Metropolitan Opera and the New
York Philharmonic, see Egon Gartenberg, Mahler: The Man and His Music (New York:
Schirmer Books, 1978), 150-181.

¥ have not found any mention of a New York performance during the time when
Scarmolin would have been studying at the New York German Conservatory and writing his
early works.
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the early works are entered in the first column in the order of their composition, establishing
a progression from earliest to latest. The date of composition follows in the second column.
In the third column appear the opus numbers, which tend to support the chronology. A
notable exception is An Irresistible Thought, which has too high an opus number to fit in the
chronology, no matter whether one considers it Opus 6 or Opus 7, No. 2. From the fourth
column it is easy to see that each of the works is to be found either in manuscript form or
with a publication date of 1908 or 1909 (see Table 3.1).

In order to demonstrate more clearly the relationship of the opus numbers to the
compositions themselves, a second table, Table 3.2, lists compositions in the order of their
opus numbers, and those that have not been assigned an opus number have been eliminated.
Therefore One at Least and Rassegnazione are not included. Moreover, Essay No. 2 and
Essay No. 3 have been omitted because both are Opus 5 along with Una lotta col Destino;
Scarmolin may have even thought of them as a continuation of Essay No. . On the other
hand, An Irresistible Thought, which carries two possible opus numbers, has been listed
twice. Accordingly, the second and third columns of the first table have been reversed in
Table 3.2.

Thus, one can easily see from Table 3.2 that listing the Scarmolin compositions
which bear opus numbers in the order of their numbering produces a nearly accurate
chronological sequence. An exception is An Irresistible Thought, which, although one ofthe
earliest to have been written, has two of the highest opus numbers. Also Povero fiore should

have appeared after at least the first two orchestra pieces.
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Anthony Louis Scarmolin
The Early Works Organized by Date of Composition

Title of Composition

Date of

Composition

Opus Number

Date of

Publication

Ave Maria (voice and piano) 1904 Opus 1 1909
An Irresistible Thought (piano) 1904 Opus 6/Opus 7, 1908
No. 2

Pagina d'album (chamber 1906 Opus 2 1909

ensemble)

Essay No. I (piano) 2/1/07 Opus 3 Manuscript

One at Least 2/12/07 None Manuscript

Una Discussione (violin and 4/3/07 Opus 4 1909

piano)

Una lotta col Destino (string 1907 Opus 5 1908

quartet and piano)

Essay No. 2 for Piano 1907 Piano part of (1908)
Opus 5

Essay No. 3 for String Quartet 1907 String parts of (1908)
Opus 5

The Witches-Ride (piano) 9/27/07 Opus 7, No. 1 1908

Rassegnazione (piano) 3/12/08 None Manuscript

Vento alla selva (orchestra) 1908 or Feb. Opus 13 Manuscript

1909

Alba lunaire (orchestra) Jan. 1909 Opus 13 Manuscript "

Di notte (orchestra) 1909 Opus 13 Manuscript

Povero fiore (voice and piano) 11/03/09 Opus 10, No. 3 | Manuscript

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



68

Table 3.2.

Anthony Louis Scarmolin
The Early Works Organized by Opus Number

Opus Number Date of Date of
Composition | Publication

Ave Maria Opus 1 1904 1909

| Pagina d'album Opus 2 1906 1909 “
Essay No. 1 Opus 3 2/1/07 Manuscript
Una Discussione Opus 4 4/3/07 1909
Una lotta col Destino Opus 5 1907 1908 JI
An Irresistible Thought Opus 6 1904 1908 Jl
The Witches-Ride Opus 7, No. 1 9/27/07 1908
An Irresistible Thought Opus 7, No. 2 1904 1908
(Alternate Opus Number)
Povero fiore Opus 10, No. 3 11/03/09 Manuscript
Vento alla selva Opus 13 1908 or Feb. Manuscript

1909
Alba lunaire Opus 13 Jan. 1909 Manuscript
Di notte Opus 13 1909 Manuscript
Summary

The brief period during which Scarmolin composed his experimental works is the
most intriguing in terms of his entire output. During the time when he was a student at the
German Conservatory of Music (approximately 1904 to 1909) he composed more than ten
works, all of which, except for his first song, Ave Maria, were experimental and avant-garde

for their time. These compositions not only display unusual interest in experimentation on
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Scarmolin’s part, but each has aesthetic value in its own right. The construction, melodies,
and references of these works indicate a remarkably creative musical mind at work.
Furthermore, Scarmolin was successful in having them published by a firm based in Italy.

As we have seen, Scarmolin abruptly ceased his studies with Bertha Cahn due to a
hand injury in 1909, the time that his most progressive musical experiments came to an end.
Always sensitive and cooperative by disposition, he may have been affected by Dean Hein’s
advice to revert to the masters and as a result may have curbed his youthful flights of fancy.
Or it may be that on leaving the New York German Conservatory he had to make his way
in the world financially by writing music that publishing companies would be more inclined
to accept.

In the absence of academic records from his Conservatory years and in light of
Scarmolin's own assertion that much of his musical background was self-acquired, how and
why Scarmolin composed his early music in such a forward-looking manner remains
somewhat mysterious. The following chapter will describe some of the ground I have

covered in search of possible models or sources of inspiration.
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CHAPTER IV
THE ARTISTIC AND CULTURAL ENVIRONMENT

FOR SCARMOLIN’S EARLY WORKS

Since the latest possible dating of any of the early works described in the previous
chapteris 1909, it is remarkable that with the exception of the Ave Maria, these compositions
are extremely forward-looking in terms of compositional technique. The immediate question
that presents itself is whether they are in any way derivative. Could Scarmolin have been
acquainted with one or more contemporaneous or even earlier models upon which his early
works might have been based? Or was he rather an original creator who indulged in fanciful,
hyperchromatic flights of imagination, which he compulsively set down in manuscript?
Might the truth lie somewhere in between? Was Scarmolin likely to have had contact with
highly chromatic works that could have stimulated his sense of the musically fantastic?

There is ample evidence to suggest an essentially conservative, albeit vibrant and
enthusiastic, environment governing the musical establishment while Scarmolin was a
student at the beginning of the century. It is not, however, easy to pinpoint a specific work
or set of circumstances that might have triggered Scarmolin's urge to write highly chromatic,
expressionist music during the years of 1904-1909 when he was a student at the New York
German Conservatory of Music. Certainly, while studying at the New York German
Conservatory, Scarmolin would have had many listening opportunities. Chapter 2 has shown
clearly that the German Conservatory offered an abundance of concerts and lectures

throughout the year, which were designed to give its students broad listening experience. As
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a Conservatory student in exceptionally good standing, Scarmolin would probably have
availed himself of at least some of these opportunities. At the same time, however, one sees
in the third chapter that the Conservatory tended to look askance at experimentalism in
music. Concerts given by the Conservatory centered upon works by accepted masters of the
eighteenth and nineteenth centuries. The Conservatory was associated with the New York
Philharmonic Orchestra, which, for all its standards of excellence, was not noted for being
in the vanguard of new music; traditionally it relied heavily on programs based on Germanic
literature and led by European-trained conductors.

Scarmolin's direct experience with the reception of his avant-garde work was, in fact,
somewhat negative. It will be recalled from the previous chapter that one of the eminent
directors of the Conservatory, Carl Hein himself, received Scarmolin's playing of an early
composition with unmistakable coolness. In a gesture of benign authoritarianism and well-
intentioned patronage, Hein was able to dismiss Scarmolin's creativity at the time,
admonishing him to "revert to the old masters."! Scarmolin apparently took the experience
in stride and years later was able to relate the story quite freely under circumstances in which
he felt more at ease. Nonetheless, to have been confronted on this issue by the Dean himself,
a man whom Scarmolin no doubt respected and admired, must have been daunting for the
impressionable and sensitive youth. At the same time credit for encouraging him must be

given to his piano teacher, Bertha Cahn, to whom he dedicated his early experimental work,

"Salute to New Jersey Composers: Composing by Inspiration," New Jersey Music and
Arts 17, no. 6 (February 1962): 20. Dr. Margery Stomne Selden, who has herself written
several articles about Scarmolin has suggested that the article is very likely unsigned because
it may have been written by Scarmolin himself or by his wife, Aida. Dr. Margery Stomne
Selden, telephone conversation with the author, 2 September 2000.
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An Irresistible Thought.

Furthermore, despite the frenetic activity and almost naive enthusiasm that was the
hallmark of concert artistry and concertgoing in America during the first decade of the
twentieth century, there was abroad in the land a heavy streak of musical conservatism that
would not easily countenance anything outside of the standard, acceptable "masterwork"
literature. Concert programs were focused primarily on nineteenth-century repertoire, mostly
European. Concert artists were often imported from Europe; those native to the United
States tended to cultivate European connections, displaying them in journal and publicity
articles as an invaluable entrée to public acceptance. American contemporary composers
whose works found their way into programs were sure to belong to the musical establishment
and were likely to be ensconced in prominent positions, as was, for example, Edward
MacDowell at Columbia University. Admirable as their work might be, the preponderance
of it was squarely rooted in a nineteenth-century European style.

In a wider sense, the state of music in America was well mirrored in the culture and
mores of its middle- and upper-class patrons. Social events occupied a prominent place in
the newspapers, which were replete with the names and activities of young people and
couples arriving at weekend resorts for parties and country outings.? Articles abounded in

the journals of the time, not only announcing and reviewing programs, but, with nearly equal

?One finds on a single page of a prominent newspaper a host of typical articles on social
and recreational events of the season, such as "Autumnal Delights in Mountains and at the
Seashore,"” "Lake Placid Very Lively (Opening of the Adirondack Golf Championship
Tournament Looking Backward Party),"” "Gay at Lake Hopatcong (Ball Given by Mr. and
Mrs. C. Tuttle--A Jolly Straw Ride to Budd's Lake)," "Planning Country Club (Monmouth
Beach, Seabright, and Rumson Are Interested)," and "Many Remain at Haines Falls
(Cottagers Expect to Remain There, as Usual, Until Well into October)." See The New York
Times, Sunday, 6 September 1908, sec. 6, p. 5.
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importance, issuing lists of the names of pillars of the community who would attend, nearly
in tandem with those of the lead singers themselves.?> Complicated advice was provided in
newspaper columns for appropriate attire at various times of the day, for dress and demeanor
at any number of social functions, and for home care, particularly for women.* People were
well aware that there was a proper way to appear on all occasions, a correct way to behave,
and that it was very important with whom one might be seen. Articles about music alone
were in short supply in the major papers. It should therefore not come as a surprise that
music itself was subject to somewhat limited parameters of acceptance and that venturing
beyond the confines of tradition and convention in any respect would be liable to provoke

an undesired response.’

3See Marc A. Blumenberg, ed., "Grand Opera in New York," The Musical Courier 57,
no. 20 (Wednesday, 11 November 1908): 30. In one section of the article, "Grand Opera
Notes," the names of the families and individuals holding boxes for the Philadelphia Opera
are listed, a typical procedure. Furthermore, the preceding page (29) is entirely occupied by
an article, also unsigned, bearing the heading "Tone, Dress and Music," which describes
considerations of attire for concert artists, relating the demands of the stage to current
fashion. The opening sentences of the main body of the article indeed set the tone: "The
influence of dress in the social, commercial and above all in the professional world is
inestimable. Whether we will it so or not, the apparel proclaims the man and is always a
silent presentment of his personality. Handsome feathers, it is true, do not always make fine
birds, but the bird is known by its plumage, which certainly does go a long way toward
smoothing the path for human songsters."

4See, for example, "Potpourri of Fashion--Some Hints of the Coming Modes," "What the
Well Dressed American Woman Wears," and "A Message to Women of Matters Quite
Feminine," The New York Times, Sunday, 6 September 1908, Magazine Section, 16.

5See "Canned Opera in a Flat--It Did So Annoy the Neighbors that a ‘Hike’ to the
Country Was Necessary," The New York Times, Sunday, 6 September 1908, sec. 6, p. 10.
Typically, the article is not devoted to a discussion of music but is about a couple who so
disliked having phonograph records played next door at all hours that they had their
neighbors given notice. The New York Times apparently considered the incident important

enough for a story.
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In the face of these realities, Scarmolin's early achievements in writing in a highly
chromatic, nearly atonal, sometimes expressionistic style appear all the more remarkable.
Moreover, it will not seem surprising that after his Conservatory days, confronted by a need
to support himself, and sustained but also suppressed by a superficially vibrant yet
unforgivingly conservative artistic and social climate, Scarmolin abandoned his earlier,
adventurous ways. By nature willing to cooperate, eager to please, and hardly one to rock
the boat, Scarmolin learned early and well the lessons of the society in which the young
immigrant from Italy would make his way.

Despite the limitations of the musical climate and the inescapable fact that truly
modernist composers were almost completely unknown at that time, Scarmolin managed not
only to compose his groundbreaking early works but to publish a number of them.
Consequently, this chapter will explore his environment in greater detail in search of an
explanation for the forward-looking style he employed from 1904 to 1909. It first will
examine the enthusiastic, energetic, and at times naive enthusiasm that characterized the
concert world, providing an entrée into the social and cultural atmosphere of early twentieth-
century America. It will examine a controversy that took place over the concepts of
consonance and dissonance. It will make conjectures as to what kinds of music Scarmolin
might have heard in his early years, assuming that he had the time, the financial means, and
the inclination to attend concerts and lectures. Finally, it will bring the reader to Scarmolin's
personal library, now in possession of the A. Louis Scarmolin Trust, to see what kinds of
music he actually owned and studied. To facilitate that overview I have prepared Appendix

A, which lists selected books and music from his librar;.
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The Sociocultural Milieu

The most widely read newspapers of the time, particularly those that published news
of cultural activities in the New York City area, offer clues about music to which Scarmolin
might have been exposed. In addition to providing names of works and composers who were
performed in those days, they contain information about artists and artistic organizations then
active on the New York scene. The most important of the newspapers were The New York
Times and the New York Herald. They offer a vivid glimpse into the dawning of twentieth-
century artistic activity in a musical world that was energetic and full of excitement. As yet
unspoiled by the proliferation of recordings and the hardening of the star system at box
offices, audiences and critics alike greeted the great performers of the day with an
enthusiasm that bordered on reverence and yet seemed able to keep an open mind and heart,
welcoming neophytes and newly discovered talents to the concert stage as well. News
reports describing concerts and performers of the time are entertaining to read and are often
characterized by a well-intended and sometimes naive ardor.

At the same time, although there were in the air hints of important changes to come,
a pervasive shroud of conservatism hung over the atmosphere. How one dressed and with
whom one was seen at a concert were as important for the well-appointed connoisseur as
familiarity with the music itself. Relatively little really forward-looking music was
performed; works of any degree of dissonance, such as various compositions by Debussy and
Salome of Richard Strauss, aroused considerable debate at best and outright contempt at the
worst. Despite the hubbub that greeted each new concert season with its announcements of

forthcoming programs, a certain self-satisfaction and superficiality was at large in the
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musical world. Here was indeed being born the twentieth-century American colossus of the
immutable big box office star system. Here was nurtured the general antipathy toward
anything new or innovative in art, an attitude which persisted and hardened among general
audiences as the twentieth century wore on. The zeal of avid concertgoers was generally
limited to works that bore the seal of convention; many other composers who later became
common currency among twentieth-century musicians were largely unknown as yet, in any
case.

Besides the newspapers mentioned above, another important source of information
about the musical ambience, especially in New York, but also throughout the United States
and in Europe as well, is The Musical Courier. A lively weekly journal, The Musical
Courier regularly published announcements of concerts and their programs, articles of
educational interest, reports on the professional and personal activities of well-known artists
of the day, editorials, and advertisements. Through this publication one can get quite a clear
picture of the repertoire that was prevalent during the years of Scarmolin's Conservatory
apprenticeship.

An effort follows to provide a sense of the contemporary composers who were likely
to be heard in concert at that time, using the New York Herald, The New York Times, and The
Musical Courier as primary sources. Occasional references will be made as well to Musical
America, the Chicago counterpart of The Musical Courier, which tended to focus more
closely on musical events in the Midwest. It will be easily seen that while there was no
dearth of contemporary music, the "modem" composers performed in New York, including

Richard Strauss, were really late Romantics. The only truly progressive composers who
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make their appearance are Debussy (1862-1918) and Scriabin (1872-1915). While Scriabin
was performed on some occasions, concerts that included works by Debussy were, in fact,
quite rare.® Through the process of opening a window onto the vibrant musical scene that
characterized early twentieth-century America, various relevant aspects of the generally
prevailing cultural milieu will emerge and be described as well.

The reader is already familiar with the report of The Musical Courier on Scarmolin's
own graduation exercises, which took place on June 19, 1907. It will be recalled that the
festivities and presentation of awards, which took place at Mendelssohn Hall of the German
Conservatory of Music, included a concert. The concert, which was held before a large
audience, must have showcased the finest the Conservatory had to offer; it can be safely
assumed that the composers whose works were represented on such an occasion would have
been considered exemplary. Those composers included Godard (1849-1895), MacDowell
(1860-1908), Heller (1813-1888), Vieuxtemps (1820-1881), Wagner (1813-1888),
Tchaikovsky (1840-1893), Schumann (1810-1856), and Bizet (1838-1875). One canreadily
see from this roster of composers that the fare was largely drawn from the nineteenth
century. Edward MacDowell, who had lived and studied for ten years in Germany, and was
acclaimed for his Romantic style, was, in fact, the only well-known composer born after
1850 to be represented on this program. His presentation in a recital clearly designed to
appeal to the relatives and friends of the students as well as the general public indicates that

MacDowell was the kind of living composer whose works were currently available and could

¢t will be shown that Scriabin did perform at least one concert at the New York German
Conservatory of Music during the years that Scarmolin was a student there.
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be considered acceptable, standard concert material.’

Issues of The Musical Courier from around the time of Scarmolin's graduation (June
1907) contribute in great detail to the picture of an active musical atmosphere in New York
City. They describe an exciting era, during which the concert stage featured not only artists
whose names are still well remembered and indeed revered, but many up-and-coming talents
as well. For example, early in the season of 1907-1908, The Musical Courier carried a
photograph of the young pianist Maud Lee Bissell. According to the accompanying text,
Bissell was under the management of J.E. Francke of New York City and would be filling
engagements throughout New York, Ohio, and Pennsylvania during the upcoming season.

Some idea of the repertory will be gained from her recital program:

Toccata and Fugue, D minor Bach-Tausig
Sonata, op. 27, No. 1 Beethoven
Warum Schumann
Gavotte Sapellnikoff
To a Water Lily MacDowell
Arabesque Debussy
Valse-Caprice Strauss-Philipp
Scherzo, B flat minor Chopin
Berceuse Chopin
Fantaisie Impromptu Chopin
Etude (Double Notes) Chopin
Venezia e Napoli-Tarantella Liszt

The article added: "Notable engagements last spring, for Mrs. Bissell, included an
appearance with the Rochester Symphony Orchestra in Beethoven's ‘Emperor’ concerto."

It concluded, furthermore, with a recitation of glowing reviews of her appearance quoted

'Marc A. Blumenberg, ed., "German Conservatory Commencement Concert," The
Musical Courier 54, no. 26 (Wednesday, 26 June 1907): 26.
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from the Rochester papers.®

On Sunday afternoon, October 13, 1907, the celebrated baritone, David Bispham, was
to give his opening song recital at Carnegie Hall. His program included works by Handel,
Beethoven, Schubert, Schumann, Brahms, Cornelius, Richard Strauss, Walter Damrosch
("The World Well Lost," accompanied by the composer), Max Heinrich, and Liza Lehmann.®
Bispham was sympathetic to the cause of new music and often included works of
contemporary composers, such as Richard Strauss, in his concerts. Damrosch was certainly
well known as a conductor. Liza Lehmann was a prominent singer and song composer. It
will be noted, however, that nowhere on Bispham’s roster of preferred composers for that
concert did the names of Bartok, Debussy, Schoenberg, or Stravinsky appear.

A little over a week later, Bispham's equally admired female counterpart, the great
contralto, Mme. Emestine Schumann-Heink, commenced her concert season in Brooklyn
with a program that included works of Handel, Martini, Raff, Schubert, Léwe, Mendelssohn,
Jensen, Briickler, Rubinstein, Ethelbert Nevin, Chadwick, Bonds, Smith, Rudolf Gans, and
Meyerbeer. The artist's voice was reported to be in superb condition, and thousands were
said to have attended her program, which was sung in six languages.'® The program included
a sampling of Americans who were contemporary or near-contemporary, but the music they

produced would hardly have been revolutionary.

8Marc A. Blumenberg, ed., "Maud Lee Bissell, Talented Pianist,” The Musical Courier
55, no. 14 (Wednesday, 2 October 1907): 26.

Marc A. Blumenberg, ed., "Bispham's Opening Song Recital," The Musical Courier 55,
no. 14 (Wednesday, 2 October 1907): 30.

%Marc A. Blumenberg, ed., "Schumann-Heink Opens the Season in Brooklyn," The
Musical Courier 55, No. 17 (Wednesday, 23 October 1907): 8.
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Piano concerts were abundant in those days. On a Saturday afternoon, the renowned
pianist Ignacy Jan Paderewski offered a program which contained a number of works by
relatively few composers. All were of the predictable nineteenth-century vintage. The
recital included compositions by Beethoven, Chopin, Stojowski (Chant d’Amour), and Liszt.
There were Liszt transcriptions of Schubert Lieder and Variations and Fugue, Opus 23, by
Paderewski himself. No further commentary was offered, the name Paderewski, apparently
being a sufficient advertisement in itself."

On Wednesday afternoon, November 13, 1907, that "ever popular and constantly
growing master of the violin," Fritz Kreisler, drew a large audience at Carnegie Hall by
playing a "tasteful and characteristic program.” The list in both its selection and arrangement
was deemed to be "an eloquent index to the scope of Kreisler's violin art. His musical
sympathies seem to embrace every school and style of composition, and in their playing he
showed that the same eclecticism extends also to his interpretation and execution.” Kreisler's
"eclectic" roster of composers included Handel, Bach, Martini, Francouer, Couperin,
Porpora, Tartini, Dvofdk, Wieniawski, and Paganini.'? Clearly, all the composer names
offered the public in Kreisler's recital were of a Baroque or Romantic stripe that would
appeal to his audience. In fact, however, Kreisler often had the aplomb to make up his own
pieces in the style of popular composers and present them to the public as authentic. The

result was a delightful hoax which appealed to the conventional sense of the kinds of music

"Marc A. Blumenberg, ed., "Paderewski's Program," The Musical Courier 55, no. 18
(Wednesday, 30 October 1907): 39.

2Marc A. Blumenberg, ed., "Kreisler's Recital Triumph: Favorite Violinist Charms With
His Finished Art," The Musical Courier 55, no. 21 (Wednesday, 20 November 1907): 35.
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that belonged on the concert stage.

In those times, not only was the solo performer celebrated, but orchestral concerts
were imbued with new significance. On Saturday evening, November 2, 1907, at Carnegie
Hall, the newly reorganized New York Symphony Orchestra, under the leadership of Walter
Damrosch, opened its season. The Musical Courier reported that "The occasion marked also
the debut this season of Fritz Kreisler, a violinist beloved of our public." The program was
remarkable in offering, among the anticipated works of Wagner, Schumann, Brahms, and the
Spanish Rhapsody by Chabrier, an unusual entry: Andantino, Scherzo, from String Quartet,
by Debussy. Thus the New York Symphony Orchestra made its token inclusion of a work
by a "contemporary" composer, albeit in an excerpted form.'?

Opera always commanded great attention, especially among the aficionados. One
of the highlights of the season must have been the initial production of Salome at the
Metropolitan on January 22, 1907. The publicity surrounding the event confirms that an
expressionist, harmonically dissonant work was having an impact on the musical scene in
New York at the time. Following the performance, The Musical Courier reported:

The air hangs heavy with talk about "Salome." Musical camps are divided,
and from every side come reports of friendships disrupted in argument over the
revolutionary Richard's latest opus. Dr. Neitzel, before he left the Metropolitan after
the premicere on Tuesday evening, January 22, said: "I am profoundly moved. It is
one of the most grandiose creations of all time." Safonoff, who sat one row behind
the present writer, scowled throughout almost the entire presentation, and when he
did not scowl he yawned. He told Prof. Hugo Heermann: "I cannot understand the
excitement over ‘Salome.’ The work is incomprehensible to me and seems made up
of patches, artificial, empty, and clever only in scattered orchestral episodes." That

expresses the two divergent poles of opinion between which all the local criticism of
"Salome" seems to move. Rhapsodical praise or damning denunciation greet the

3Marc A. Blumenberg, ed., "New York Symphony Concert," The Musical Courier 55,
no. 19 (Wednesday, 6 November 1907): 34.
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seeker after "Salome" estimates, and the only approach to unanimity in any phase of

the subject is founded in the bitter imprecations which all sides heap on the story of

the opera.'
The discussion of the various reactions to the opera was followed by a synopsis of the text
and description of the music. The concluding paragraph states:

As for the performance itself, Dr. Neitzel says it is the best he ever saw, and he

attended most of the "Salome" premiéres in Europe. The "impossible" difficulties

of the opera seem to be not quite so insurmountable when it can be given in places
like Graz, Mannheim, Prague, Turin, Dessau and New York."

The 1908-1909 musical season in New York, during which Scarmolin terminated his
studies at the German Conservatory of Music, opened with equally great excitement and
fanfare. Operagoers must have taken note when The New York Times proclaimed in early
September: “Oscar Hammerstein yesterday announced in detail the plans for the coming
season of grand opera in Italian and French at the Manhattan Opera House. The season will
be of twenty weeks, and will open on Nov. 9 with a performance of ‘Tosca.’" The article
goes on to say that "the production of ‘Tosca’ will occur a week before the Metropolitan
Opera House opens its doors with a performance of ‘Aida.’" Other operas to be offered

include Samson and Delilah by Saint-Saéns, Salome by Richard Strauss, Jongleur de Notre

Dame by Massenet, Princess d'Auberge by Jan Block, and Grisélidis by Massenet.'®

'“Leonard Liebling, "Variations," ed. Marc A. Blumenberg, The Musical Courier 54, no.
5 (Wednesday, 30 January 1907): 25-8. The article includes a substantial description of the
story of the opera, along with a discussion of its main themes and musical development,
illustrated with brief musical examples.

“Ibid. It is perhaps revealing that the names of the second-tier European cities are first
invoked, followed by "New York," which seems almost added as an afterthought.

'The New York Times, Sunday, 13 September 1908, News section, 9. There are some
notes about theater productions on the same page but nothing further about music. The
larger newspapers of the time seem to have devoted their attention primarily to the
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Again, the unusual presence of Salome, repeated in New York two years later, on the
roster of upcoming presentations given by the Manhattan Opera House is worth special
note.'” First, there is no way to verify whether Scarmolin himself did or did not attend any
of the Salome productions, and his presence at such an event would have been at best
doubtful, owing to the probable rigors of his commute from New Jersey and his in all
likelihood limited financial status. While student tickets to the opera may have been
available, operagoing at that time was a predominantly upper class affair, and the many daily
newspapers were just as eager to report on the names and status of the occupants of the boxes

as on the performance itself.'® It should be recalled, moreover, that by January of 1909

fashionable happenings of opera and theater, and, on occasion, to well-known major solo
performers.

'’See John C. Freund, ed., "‘Tosca’ Will Open Manhattan Season,” Musical America 8,
no. 19 (Saturday, 19 September 1908): 1. The article reports that the twenty-week season
of French and Italian opera will commence on November 9. It adds that on Wednesday, the
second night, the Saint-Saéns opera Samson et Dalila would be presented for the first time
by the company and that Salome and three other novelties would follow in close succession.

That the Manhattan Opera House indeed opened its 1908-9 season on Monday,
November 9, with a performance of Puccini's Tosca is confirmed in an article in Musical
America, which appeared in mid-November; see John C. Freund, ed., "Manhattan Opens
with Great Eclat," Musical America 9, no. 1 (Saturday, 14 November 1908): 1, 4. The
combination news item and review begins, "The Manhattan Opera House opened for its third
season on Monday evening with the first performance at this house of Puccini's ‘Tosca’ and
the familiar scenes of the two previous opening nights were once more enacted. The house
was crowded in every part, with standees six deep downstairs. . . ."

Beginning with the following issue, the weekly journal regularly reports each week
the offerings of both the Metropolitan Opera and the Manhattan Opera House. The first
listing for Salome does not occur until early February of 1909; see John C. Freund, ed.,
"Eventful Week at Manhattan Opera," Musical America 9, no. 13 (Saturday, 6 February
1909): 8. In that article under the caption "Week at the Manhattan" Salome is listed as
having taken place on Saturday, January 30.

18See, for example, "First Week's Plans for Metropolitan," The New York Times, Sunday,
8 November 1908, sec. 1, p. 11. The article reports on the leading roles for the first operas
of the season, Aida, Die Walkiire, Madama Butterfly, Tosca, and La Bohéme. This
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Scarmolin was withdrawing from the New York German Conservatory.

Nonetheless, the presentation of Salome in New York on Saturday, January 30, 1909,
again confirms that this work, so dissonant for its time, had yet another public presentation,
contributing to the current musical climate in that city. As before, reviews and discussions
of the opera appeared widely. On the front page of Musical America the editor, John C.
Freund, commenced a detailed description of the plot, enacted by Mary Garden in the title
role, and observed:

Of the music I must speak at another time. There were moments when pure
cacophony appeared to be Strauss's purpose. But the gripping force of the drama,
emphasized as it was by the music, was so strong upon the audience that, as the
curtain fell and people arose to go, they did not seem to have enough energy left to
call out the artists of the company, who had given so surpassing a display of their
powers. The applause was perfunctory, spasmodic, something forced, as if the
auditors had been shocked out of themselves, and had not yet been able to recover
full consciousness, to give the singers in this extraordinary work the meed of praise
to which they were entitled, whatever the merits of the drama, whatever the merits
or demerits of the music. True, there were some calls later and the artists appeared.'®
The Musical Courier also published a review of the opera Salome following its

performance in 1909. It attached its earlier review of the New York premiere, which it had

published on January 30, 1907, for the benefit of those who had not read the story of the first

information is followed by a "List of Box Holders," under which the eager reader is
immediately informed, "When the list of parterre box holders was issued yesterday it was
noticed that for the first time Mrs. Vanderbilt has rented her box, No. 31. Mrs. Clarence H.
Mackay has taken it for Friday nights this season. E.H. Harriman has taken the R.T. Wilson
box, the Wilsons being in mourning." That status appears to have been all too common in
those days as one soon reads in a subsequent paragraph, "Other families thrown into
mourning and whose boxes will not be occupied by them, but the disposition of whose boxes
is not yet known, are Col. John Jacob Astor, who is in mourning for his mother, and Mrs.
Ogden Goelet, who is in mourning for her mother, Mrs. Richard T. Wilson."

John C. Freund, ed., "‘Salome’: A First Impression," Musical America 9, no. 13
(Saturday, 6 February 1909): 1, S.
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American production. The appended review also included the rather lengthy synopsis of the
plot accompanied by the numerous brief musical examples, as described above. This second
article, like the one in Musical America, describes a somewhat lackadaisical reception on the
part of the audience vis-a-vis the later, 1909 performance:

The extraneous excitement which marked the famous Metropolitan premiére
of "Salome" was absent last week, and instead, the interest of the audience centered
itself on the music and story of the opera, the conducting of Campanini, and the
singing and acting of Garden, Dalmores and Dufranne. The production was in
French, and that added another element of novelty to the revival, the Metropolitan
production having been in German.

No time need be wasted here in discussion of whether or not Strauss should
have chosen Wilde's poem as a text for opera. The fact is that Strauss did choose the
work, and criticism should concern itself solely with the manner in which he
illustrated it musically.2®

Going back to the earlier fall announcements of 1908, on the same day that the article
in The New York Times announcing Salome appeared, the New York Herald made an
announcement of its own about operas to be given. Amid the usual headings, such as
"Playbills of the Week," "On Vaudeville Stages," and "Seaside Amusements," appears a brief
notation:

Opera at the American Theatre again is the order of the week, for the Italian
Grand Opera Company holds forth, at popular prices, a varied repertoire. There are
to be some repetitions of works already sung here by this organization during this
engagement, and also some works new to the present season and present public. This
is the week's schedule: Monday, "Il Trovatore;" Tuesday, "Lucia di Lammermoor;"
Wednesday (matinee), "La Traviata;" Wednesday (night), "Aida;" Thursday and
Saturday, "Fedora;" Friday, "The Barber of Seville;" and Saturday (matinee),
"Carmen." The familiar singers of this organization will participate.?'

®Marc A. Blumenberg, ed., "The ‘Salome’ Revival," The Musical Courier 58, no. 5
(Wednesday, 3 February 1909): 23-6.

2" Autumn Evenings in the Theatres," New York Herald, Sunday, 13 September 1908,
sec. 3, p. 10.
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Most of the operas mentioned above were conventional offerings. However, Fedora by
Umberto Giordano was a modern "verismo" opera. As Appendix A will show, Scarmolin’s
library contains operas by such modern verismo composers as Giordano, Mascagni, and
Puccini, showing that he must have become familiar with them over the course of his career.
A more surprising and unusual article appeared in the magazine of The New York

Times on the same day, Sunday of that week. It reported:
With the announcement that Mr. Giulio Gatti-Casazza, Director of the
Metropolitan Grand Opera Company, has definitely decided to produce next season
‘The Pipe of Desire,’ by Frederick S. Converse, there is practically a certainty that
an American opera will be heard at last at the Metropolitan Opera House. Not only
is the music of the chosen work by a native of this country, but the same is true of the
libretto, which is by Mr. George Edward Barton of Boston. The last grand opera by
an American seen in New York was "The Scarlet Letter" by Walter Damrosch,

produced by the composer himself in his grand opera season at the Old Academy of
Music in 1896.

The unexpected announcement was followed by a history and synopsis of the Converse
opera. Perhaps more noteworthy than the news of the forthcoming itself'is the fact that it had
been more than ten years since an American opera had been done in New York. Moreover,
the work had been composed by a "native of this country," presumably not by one who had

been born on foreign soil.?

2"An American Opera for the Metropolitan," The New York Times, Sunday, 13
September 1908, Magazine section, sec. 5, p. 7. Converse was an American composer,
teacher and administrator, who came from a New England family and studied at Harvard
College under John Knowles Paine. After his graduation in 1893, with highest honors in
music, followed by an unhappy attempt to go into business, Converse resumed the study of
the piano with Carl Baermann, and he worked in composition with George Chadwick.
Following further studies at the Royal Academy of Music in Munich, he returned to
America, where he became one of the most widely recognized composers. He taught
harmony from 1900 to 1902 at the New England Conservatory of Music, and he taught at
Harvard College from 1903 to 1907. In 1926 he was awarded the David Bispham Medal
from the American Opera Society of Chicago, and in 1933 he received an honorary doctorate
from Boston University. He was elected to the American Academy of Arts and Letters in
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The foregoing article foreshadowed another groundbreaking announcement, which
appeared on the following day in the New York Herald. Under the caption, "Eight New
Operas for the Metropolitan,” the New York Herald proclaimed:

Formal announcement of the plans of Mssrs. Guilio Gatti-Casazza, general
manager, and Mr. Andreas Dippel, administrative manager, of the Metropolitan
Opera Company, for their first season is made in the prospectus which is issued
today. ... Their plans foretell a busy season for operagoers in the big yellow building
at Broadway, Thirty-ninth and Fortieth streets, this winter.

Eight entirely new opera productions are to be made. These will include
d'Albert's "Tiefland,” to be given in German; Catalani's "La Wally,” in Italian;
Laparra's "Habanera," in French; Puccini's "Le Villi," in Italian; Smetana's "Die
Verkaufte Braut,” in German, and Tschaikowsky's "La Dame di Picche," in Italian.

As already announced, the management will make a serious attempt to give
grand opera in English. For this they have obtained the sole rights to Frederick S.
Converse's "The Pipe of Desire," Engelbert Humperdinck's "Children of the King"
and Carl Goldmark's "The Cricket on the Hearth." Mr. Converse's opera will be the
first work by an American composer to be heard at the Metropolitan Opera House.
If the Humperdinck opera is ready it will be given next March as the first of the
English productions. If not "The Cricket on the Hearth" will be given first. Mr.
Converse, Professor Humperdinck and M. Laparra have accepted the invitation of the
management to supervise the production of their works.?

The opera and concert season must have started later in those days than it does now
because not until Thursday, November 12, 1908, did the sale of tickets for the regular season
of grand opera at the Metropolitan Opera House begin. On the previous Sunday The New

York Times anmounced the schedule for the first week of performances. All were the regular

1937.

Converse's opera The Pipe of Desire was a Romantic opera. First completed in 1905
and initially produced in Boston, it was presented at the Metropolitan Opera House on 18
March 1910. The first American opera to be performed there, however, it was widely
criticized for having a libretto that was not sufficiently dramatic, and the score was thought
to lack originality. Most of the praise was reserved for Converse's orchestration. He
composed a second opera, The Sacrifice, in 1910; premiered in Boston on 6 January 1911,
it was more favorably received.

2vEight New Operas for the Metropolitan," New York Herald, Monday, 14 September
1908, 12.
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staples of the repertory. Verdi's Aida was to be sung on the opening night, Monday,
November 16, with new scenery and costumes designed by artists of the Teatro alla Scala
in Milan. Die Walkiire was to be given on Wednesday evening. The Wagner opera would
be followed by the Puccini operas Madame Butterfly, Tosca, and La Bohéme, on Thursday,
Friday, and Saturday nights respectively. As a preliminary to the opening of the regular
season, Gounod's Faust was scheduled to be given at the Academy of Music in Brooklyn on
Saturday evening, November 14. Faust would be the first in a series of fourteen
performances that would be offered in Brooklyn during the season by the Metropolitan Opera
Company. One can see that the preponderance of the operas were of the conventional,
traditional sort that audiences knew and loved.* At the same time, Puccini (1858-1924) was
regarded with some justification as a modernist.

Had Scarmolin attended the opening night performance of 4ida on November 16,
1907, a musical feast of historic proportions would have been spread before him. The

opening playbill of Gatti-Casazza's first season reads as follows:

2"First Week's Plans for Metropolitan," The New York Times, Sunday, 8 November 1908,
News section, 11.
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Metropolitan Opera House
Metropolitan Opera Co., Lessee

GRAND OPERA
SEASON 1908-1909

Giulio Gatti-Casazza
GENERAL MANAGER

ANDREAS DIPPEL
ADMINISTRATIVE MANAGER

OPENING NIGHT
OF THE REGULAR SEASON

MONDAY EVENING, NOVEMBER 16, 1908,
at 8 o'clock

AIDA
OPERA IN FOUR ACTS
AND SEVEN SCENES
MUSIC BY GIUSEPPE VERDI
Book by A. Ghislanzoni
ADD A e e EMMY DESTINN
(Her first appearance)
AMNERIS ... . e e LOUISE HOMER
UNA SACERDOTESSA . . ... ittt it et e LENORA SPARKES
(Her first appearance)
RADAMES ... e e ENRICO CARUSO
AMONASRO .. .. e e e e e ANTONIO SCOTTI
RAMEILS . . i e e ADAMO DIDUR-DIDUR
(His first appearance)
8 20 GIULIO ROSSI
(His first appearance)
MESSAGIERO ... . ittt ittt st te e iiie e ANGELO BADA
(His first appearance)
CONDUCTOR . .. oottt it ettt ettt e et ee e eaaanann. ARTURO TOSCANINI
(His first appearance)
STAGE MANAGER . ... i i ittt et st e e e JULES SPECK
CHORUS MASTER ... ittt ittt et et et et e GIULIO SETTI
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The original flyer for that memorable evening at the Metropolitan Opera, November 16,
1908, is displayed today, just as shown above, in a small coffee shop in New York City
opposite the Lincoln Center complex.”® Given the high cost of attending an opening night
performance, it is doubtful whether Scarmolin, still a student, would have been there. The
program, however, contributes to the general picture of the musical atmosphere to which he
would have been exposed in New York City at that time.

Serious opera was not the only offering to be served to an eager public. On the
lighter side, productions of the ubiquitous operetta The Merry Widow were regularly noted
in issues of The Musical Courier. The constant presence of this operetta in the New York
papers and journals is significant for Scarmolin. While it hardly could be considered a model
for his early works, later it will be noted that Scarmolin's operetta The Rose Gardener, which
will be touched upon in the next chapter, bears a strong resemblance, at least in its general
style, to Léhar's popular work. A typical news item concerning The Merry Widow read:

Only three more weeks remain of "The Merry Widow's" summer run at the

Aerial Gardens on the New Amsterdam roof, after which this alluring Viennese

operetta will be moved downstairs to Klaw & Erlanger's theater, beautiful again, and

start on its second notable season. At present the Wednesday and Saturday matinees
in the theater proper are just as popular as the nights on the roof, where the large
number of standing room tickets sold for each performance makes it impossible for

the management to name any time as the limit to this record breaking New York
engagement.

Rosemary Glosz, now playing the fascinating title part, is the sixth prima
donna to be seen in the role in New York. Her admirers maintain that she more
nearly approaches the ideal Viennese girl of Lehar's remarkable opera than any of her
rivals. Henry W. Savage evidently thinks well of her, for he makes the
announcement that Miss Glosz will continue in the part the coming season. "The
Merry Widow" is promised a complete new production to begin its second year at the

ZThe playbill has been reproduced with the kind permission of the management of The
Opera Bistro, 1928 Broadway, New York, New York.

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.




































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































