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PAUL WHITEMAN

His Unchallenged Supremacy in His Field

X the past six years, Paul Whiteman and his

Orchestra have played over six hundreed con-
certs in the United States, Canada, Great Britain,
Germany, Franee, Belpiom and olland, and it may
faivly bezaid that this orehestra is now a permanent
feature of the musieal life of the world.

On this continent, dlv, Whiteman has maintained
his reputation as the leading conductor of Amervican
musie. Ile has eavsed to be written for his orchestra
new works which he has performed in the leading
concert halls of the country. He haz enconramed
compnsers to write zuch works for him.  He has
mgintained the high standards of his personnel, un-
doubtedly having the highest priced orehestia of its
kimd in all the world. He has kept at the hisheat
atandayd the quality of American popular musie, and
hiz band i3 now, as it has been for ten vears, the
standard by which all other American Orchestraz
arve judged.

In Europe, by his concert performances in London,
Borlin, Paris and other cities, My, Whiteman has
earped for the only indigenous musie to this soil the
serious consideration of continental musicians, eom-
posers, critieg and publie.  T1s reat concerts at the
Roval Alzert Hall, London, were sold out; thou-
sanda were turned away from his Paris concerts:
and in Berlin he was triumphantly crowned the
“Jazz Konig™ (Jazz King).

Cloge as woe are to Mr, Whiteman and his music,
we do nod perhaps recognize the great work which
he has done and is deing. The wild days of unve-
strained improvisation on the part of respective
members of a jazz band ave over, The shrieking of
the saxophones and the tumult of teaps no longer
pass for music. In its place we have a highly com-
plex erchestration whese peculiar shivthm and com-
plicated syneopation require a vir-
tuoso personnel For its proper deliv-
ery.  Contrasted with the pulzating
rhythm of this orchestra iz a beauty
of color, unique to the peculiar com-
bination of instrumentz which make
it up.

“How do they do it!” exclaimed
Stokowski, the famous conductor of
the Philadelphia Orchestra, upon
hearing the Whiteman Band, “Who
taught them these marvelous ef-
feets?”  exclaimed Rachmaninofl on
another sceasion, Frity Kreisler and

-

Maurice Ravel are other famous musicians who have
marvelled at the virtuosity of this band.

It was Mr. Whiteman who years ago dared to defy
the taste of that day when he first ordered his mos-
ielans to play nothing but the written notes. It was
he who first confined his repertoire to pieces which
wers seored and forbade hiz players to depart from
the script,  He founded then a new cult, =0 to spealk,
in the field of populnr musie, the eult of arranrers.
Theze areangers soon beeame expert in utilizing the
resouress of the American Orchestea, with the
result that other bands began the aame practice and
there is now in all America not g dance orchestea
which does not engage the services of an arranger.
The day of improvising Jazzers is over and the per-
sonnel of the Whiteman Orehestra deport them-
selves az do the members of any symphony orehes-
tra, playing from the scores which are marvels of
part writing and tone contrast.

But the greatest tribute to My, Whiteman's per-
sonality has been his ability for a long period of time
to organize a combination of men, esch of them lead-
ers in their profeszsion, and hold them together so
that their ensemble has now achieved that high state
of perfection for which it is noted. Thiz orchestra
is made up of the highest paid musiciang in this
country, all verzatile soloists of note.

After Whiteman's debut in the concert feld in
Febrpary, 1524, there could no longer be any doubt
about hiz suecess or the permanent place which he
had in the musical life of this country. There re-
mained only to secure o repertoire. Columns have
been written on Gershwin's famous “Rhapsedy in
Blue' introduced by the Whiteman Orehestra, Works
also written particularly for this or-
chestra were composed by Vietor
Herbert, Deems Tavlor, Eastwood
Lane, Leo Sowerby and Ferde Grofe,
the master arranger of the Whiteman
organization. The latest important
contributions to the cver-inereasing
repertoive of Whiteman's Greater Or-
chestra, are Gershwin’s “Coneerto in
F*, frst composed for the New York
Symphony Orchestra, and now pre-
sented Tor the first time in the new
Grofe artangement, and 3 composi-
tion Ly Ae. Grofe hims=elf entitled
“Aotronohiz”
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PAUL WHITEMAN and HIS ORCHESTRA

PAUL WHITEMAN, Conductor

KRURT DIETERLE, Cancerr Mailer

CHARLES GAYLORD, Librarian

Pevsomnel

KURT METERLE—
Ciulin
Coneert Mascer
MISCHA RUSSELL—

Violin
MATTHEW MALNECKE—

CHESTER HAZLETT—
E Flat Alto Sazopbone
B Flat Clarine
E Flat Clarinet
HBazs Clarinet
B Flat Soprans Saxophone

Violin FRANK TRUMBAUER—
CHARLES GAYLORD=— C Melwdy Saxophose

Violin E Flat Al Sazophone

Yoralist B Flat Soprano Saxophome
ROY BARGY— B Flar Clarinet

Fiana
LEONARD HAYTON—
Fiano

Celeste
SMICHAEL PINGITORE—

Haszsoon

CHARLES STRICKFADEN—
B Flat Tenor Saxophone
E Flat Alin Sazephons
B Flar Sapramo Saxoephone

Tenor Banjo B oo Fepl
3 0N prane Saxophede
.*u:.ﬁg‘l_x R E Flat Baritne Saxophone
Vnul;:.Tirﬂ. B Flat Clarinet
lish Horn
MICHAEL TRAFFICANTE— Eogli
String A Heekelphane

‘Tuba
WILFORD F. LELBROOE—
Tuba

Haws Sazephens

CHAS A MARGULES—

ROY MAIER—
B Flat Tenos Sasephone
E Flar Alw Saxophone
B Flat Soprang Saxophone
E Flar Baritone Saxophane

Lt B Flat Clarinet
M:ege ok wrn Flute
EDWARD H. PINDER— Bizcolo
‘Il“lmﬂHum Emnglish Horm
] Lo CCRE RUP‘!:E:':D::RQZIEH
LEON BIX BEIDERBECKE— 5 i
Trumpet E Flar Al Saxophone
Flaegel Ilnm B Flar Tenor Saxophone
Melophon E Flat Baritane Sazephone
HARRY (.rCILi'lPl:PLD— B Flar Seprano Saxophone
. Evglinh H
Fluegel Horn g as! urn
Mebophane g Flar Clarinet
E H. CULLEN— asscan
I“::lI'.TI:r.:\:1-|.'I:|;|-||g Contra Bassuon
Euphanium Peceolo i
WILRUR HALL— IRVING FRIEDMAN—
Trombone B Flat Temor Saxophone
Euphonium E Flsr Alie Saxophane
WILLTAM RANK— B Fiat Soprans Saxaphaie
“Trombone E Flar Bariteng Sazephone
Euphoniem B Flar Clarinet
JACKE FULTON— GEORGE MARSH—
Trombome Tympank
Euphaniam Dirums
Vocalise Trape, €1¢

Arranging Staff:
FERDE GROFE, Chief
WILLIAM CHALLIS  LEONARD HAYTON MATTHEW MALNECK
My W hireman's Persomal Repeeieniative: JAMES F. GILLESPIE

General Maaager: F. C, CGPPICIJS, 37 West 42pd Slrr:t.. New York Cine
Far Mr, Cappicur om fowr: F. OO HA







PAUL WHITEMAN, EVER IN THE CAMERA’S EYE

L. to B.—Paul Whireman, Eenjamin Leonard, Joba Philip Seusa and Gearge Herman Hath
President Coolidge and Paul Whiceman

Paul Whiteman and Mauwrice Ravel, the great French composer

Charkes Chaplin, Paul Whiteman and Douglas Fairbaoks

The Whiteman Qrchesra rebearsing far Fritz Kreisler in Berlin
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America’s New ‘

Folk Music |
by

SIGMUND SPAETH, Ph. D.

Authar af

“The Common Sense of Musie"
“Read 'Em and Weep
The Songs You Forgot 1o Remember,”™ of af.

HEN Paul Whiteman leads his orchestra
through a piece of se-ealled “jaxz musie,”
fte is takinge part in o phenomenon which

has no parallel in history. This unique situation is
the result of having a full-sized, grown-up, civilized
nation, after one hondred and fifty vears of inde-
pendent existence, discover and create a folk-music
of its own.

Whatever may be said for and against “jaze,”
it is ungquestionably the true folk-music of Ameriea,
a folk musie, moreover, which has been developed
spontancously in the midst of as elabovate and com-
plex a civilization az the world has ever known.
Before the eries of horror and protest begin to ve-
sound, it may be well to make an honest analysis of
this phenomenon, and to see what hope it holds out
for the future of American music.

Let it be admitted at the outset that the United
States of America have never had a real folk music
of their own, up to the present time, Such a thing
was impossilile by the very nature of things, for we
sprang full-fledged into life, without ever passing
through that stage of peasantry which iz a0 neces-
sary Tor folk art of any kind, and particularly musie.

We have never had a true peasant class in this
country, a type of sociely to take pleasure in eom-
munal singing and dancing, or the extemporancous
entertainment which has always been so popular
abroad. Our raral population has lived on the wholo
a life of selitude, with a consistent trend toward the
quick building of ecities, and peasantry as such has
been practically unknown. We were supplied with a

complete civilization from the start, and merely lad
to use available material instead of our own.

Under the circumstances it is not surprizing that
no folk-music arese out of the United States of
Ameriea until modern times, There will be imme-
dinte oljections of course on the ground that we have
Indian musie, negre music, and various other kinds,
But none of these ean rightly be called a folk-music
of our own, for all of them have been bovrowed, and
have nothing whatever in ecommon with Amerviean
eivilization as such,

The Indian musie belongs to the race that hap-
pened to possess this country Lefore our settleps tonk
it gway from them. TIis traditions are absolutely
foreign to the white man, and it is as far removed
from us to-day as is the music of the Russian pens-
ants or the Javanese. The negroes brought their
music here from Afvica, willv-nilly, and again thers
is nothing typieally Ameriean about this music, al-
though its characteristics have proved far move
popular than those of the Ameriean Indian, and it
has actually infleenced modern jozz very degidedly,

But we have no right to claim the negre music as
our own.  Neither ean we appropriate thosa old
English songs which came across the ocean in the
mouths of the conviets or the cavaliors, as the ease
may be, nor these doleful psalm tunes recommended
by the Puritans, nor the Creole music of New
Orlenns, nor the Spanish and Orientdl and cosmo-
politan melodies that found thelr way somehow into
American life,

All this has become & part of the American musie



of to-day, which s both acquisitive and adaptalle,
but none of it can be ealled strietly Amervican in its
orvigin, More than this, our consciows composers
af music have thus far been strongly influenced by
foreign models, and most of our sc-called “sevious
mugic” is frankly imitative,

With chavactevistic energy and speed America
went through the whole cyele of European musical
development in the space of a few years, and much
of this has actually gone on simultancously, In other
wards, we went through our classie, our romantic
and our modern stapes of composzition all at once,
and all with our ears consciously trained on Furo-
pean models,

Thiz, then, was not in any sense an Amerigan
musie, but merely a traditional music of the German,
IFrench or Ttalian style, of various periods, correctly
written by Americans. Even our most famous com-
poser, and the one generally vegarded as most char-
acteristically Amervican, Edward MacDowell, wrote
in the manner of a Scotchman, which was natural,
sinee he was of Celtic descent.

If it is admitted, therefore, that Ameriea has in
the past made no significant contribution to the mu-
gic of the world except in imitation of what had
alveady been done by others, the phenomenon of our
new Tolk-musie is not so difficalt to accept, Assuredly
the modern manner of American life iz different
from what one finds in other parts of the globe., It
wis inevitable that this restless cnergy, this naive
enjoyment of the olwious, this simple, straightfor-
ward vulgavity, if you will, shonld eventually find
some musical expression.

That expression has been developed from rag-time
into jezz, and from jazz into that still more siznifi-
cant national idiom which to-day is interpreted in its
highest phase by Paual Whiteman, and which has
already founmd such individual ereators as George
Gershwin, Leo Sowerby, Eastwood Lane, Deems
Taylor, Ferde Grofe and others.

Fundamentally it will be found that the popular
music of Amervica to-day has all the most striking
characteristies of the other great folk-music of the
world. It is predominantly spontaneons, impromptu,
actually improvised to a great extent, In the older
jazz orchestras mo player woold ever read from
notes. They learned the tunez “hy ear” and then
harmonized and colored them to euit themselves.
This spirit of improvisation is still present, even
when the parts have been claborately worked out.

The tendency toward a monotony of rhythm is, of
conrse, typical of all folk-music. So is the simplicity

of melody, which achieves greatness only after it
has passed the test of approval from thousands of
listeners and performers.

In all the history of folk-seng, the immortal melo-
dies have been transferred orally from generation to
weneration, always changing slightly, as a vocky for-
mation may change under the constant dripping of
water, yvet always essentially the same, and never
written down, perhaps, until some scholarly musician
found in sueh a melody the theme for his symphony
or opera,

This, in effect, has cceurred in the development
not only of American jazz, but also of those simple
songs which plain people sing when they gather at
home, the “Barber Shop Ballads” that men love to
harmenize in their own way, and the endless tales of
Frankie and Johnny, Casey Jomes, and other heroes
of folk-lore, It is impossible to say to-day what of
all this material will persist. But it is fair to assume
that, like other folk-music, it has qualities of per-
manence, and that theze will eventually work ont
their own salvation.

There is also in Ameriea’s new felk-music that
peculiar neutrality of mode, neither major nor minor,
which is found not only among the negroes, but in
practically all savage tribes. Gershwin uses it effec-
tively in his “Rhapsedy in Blue," and his “Concerto
in ¥," and it appears even in the sophisticated work
of Stravinsky and other moderns.

Finally there iz the abundance of instrumental
color, which, with our individual rhythms, was desig-
nated by Mawrice Ravel as America’s most impor-
Lant eontribution to musical literature, In the White-
man orchestra this instrumental eoloving finds its
fullest scope, It is a species of barbavism, vet dressed
in the garb of the most elaborate modernism.

From these fundamentals, an honest American
music of the future is sure to rize. We may bewail
the cheapness, the obviousness, the frank vulgarity
of many of our popular tones. But it is well to re-
member that the other folk-music of the world also
went through these stages, and that what eventually
remained was pure beauty of the most impressive
kind, a beauty which trained musieians wore glad to
ineorporate in their complex creations, and which
really gave life and vigor to such examples of con-
seious art.

America’s new folk-music is still in a compara-
fively primitive stage, but it has already shown sip-
nificant signs of growth. Give it enough time and
enough tolerance, and it may prove to be something
worthy of our national pride.
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AN IMPRESSION OF MR. WHITEMAN

By AL M. Car, Celebrared Clerman Artist,



American Music in the Concert Hall

Hy GILBERT SELDES
Author af " The Seven Livelp Arts™”

S far as is known, the frst jazz concerl in the

A world was playved by Paul Whiteman at

Acolian Hall, New York City, on February

12, 1924,

Although musicinns in Burvepe had for vears been
praising Ameriean populae music, althowgh Davies
Mithawd had been studving jaze orchezgfration and
Stravinsky had written a ragtime, Americans. Ripew
the material too well to be impressed by it 1 never
occurred to anyvone that onr popular musie, our sin-
copated danee tunes, and our jazz orchestras, had
musical interest.

On thiz ascount I aympathize with Mr. Whiteman
in hig effort to eliminate the word “iaee” althoush
in weneral 1 think it would be better for us to elimin-
ate our prejudiccs againzst (he name. The confusions
around the word jaze are so many that a few simple
propositions may be naed to elear the atmospliore.

1. There iz wo such thing as jazz music.

2. Jarz is & method of plaving music,

3. The erigina] jazz is now known as “sour mu-
sie.” It has points in ite favor, buf it has
little to do with the Amevican musie of the
present day.

4. The present American popular music §s o

rrowing, developing and changing thing.

i. Until recently the method of juxz has been
applied  almost exclugively to one kind of
music—miuzie Tor the danee,

6. The instruments of the jazz band are wholly
legitimate and the usez to which they are putl
creste Fenuine music,

7. The jazz band iz in reality o small orehestra.
OF these propositions the fivst is fundamental. Tt

menns that whether vou eall it vulear or refined, vou

are compelled by the facts to recognize the work of

# eonductor like Whiteman as musie.  If vou take

the themes from Verdi's “T1 Trovatore” and make

a piano arrangement or put Tzolde’s melody into the

flute when vou play the Lichestod from Tristan at

i symphony concert, vou are doing essentinlly the

same thing as Whiteman does when he takes Limoe-

house Blues and has it rearranged for his particular
group of instruments. [t haz been the general super-
stition that all vou needed to do in order to “Jazz"

a picee of musie, was to debase it,  The truth is that

ecighty-five percent of the music vsed by Whiteman

is first made musically interesting by the treatment
he gives it.

Onee you have separated the musie from the tropt-
ment, the full significance of owr eurrent popular way
of making music becomes clear. Until a foew vears
agro most of the music plaved by jaze orchestras was
music written to be daneed. Sometimes apurely
melodious song was adapted for daneing; sometimes

an operatice air,  But in the main the objeet was to
provide one-steps and fox-trots. This accounts for
the “Monotony™ which non-daneers objeet to and it
alzo accounts for the harmoenie weakness of owr pop-
ular music—becauze when vou dance vou must tearn
one thing—a spivited and . speeifie beat: and when
you danee you ave indifferent to harmony. On the
ocher hand, the development of the orehestea haos
Been so vich that it was possible for the musie eritic
af the New York World, Deemz Tavlor, himself 2
notalle American compozer, to say that Whiteman
probably knows more about a amall orchestra than
Fichard Strauss,

As soon as the instrument was perfected, it began
to demand new material; it has won the praise of the
experts and it aimply had to be given new fields to
conguer. Henee the appearance of the Whitenan
band in the concert hall and hence—oeven more im-
portant—the beginning of music written for the
small orchestra, music embadying the ehavacteriztic
American rhythms, Relieved of the necessity of
considering the daneers” demand for 244 or 474 time,
and given every opportunity to exploit a wonderful
orchestral combination to its limits, American com-
posers have before them the great ehance of ereating
American musie, not in imitation of FEuropean, but
in their own idioms.

The opportunity eame with the man. If he had
done nothing else, there would still be gratitude
enough for My, Whiteman on aceount of his com-
pelling George Gorshwin to write his Rhapsody in
Blue. Here was the most promising of the yvounger
eomposers, eurious about all musie, full of the spivit
of American musie, and ready for anvthing, And
hiz Rhapsody proved the whole point about the
development of American musie. For it was treated
even by the eritics hostile to jazz as venl music; at
the same time it has its roots in the American soil.
It themes are Ameriean themes; its rhythms have
the unmistakable beat and retard and syneopation of
American popular seng and danee music. But it is
written to be heard, not to be danced., At one bound
it takes juazz into a new field and to a new triumph.

All this is very far removed from the eatealls and
tinpan noises of carly jazz. 1t makes one wonder
what the next step will be. One thing is fairly cer-
tain: that the word “popular” must not become a
dead letter—the energy and gaiety of the old jaz,
the dash and swing must not be sacrificed ; for these,
and not wplinezs and imprudence and irreverence, are
the basic things, At the same time the horizon per-
ceptibly widens, and it is gratifying to note that
America i5, at last, recognizing something of its own.
We have at last come to agree with Europe that we
have something precious in our hands.



FERDE GROFE

My, Whiteman's famoos arranger and chiel
of his stall, eredited as the leader in this pro-
fession, Composer of “Broadway at Night,”
“Abssissippi’” and “Metropolis,” the latter his
Intest symphonic worl.

GEORGE GERSHWIN

The composer whose musical comedies and
popular songs are world famous, and who
composed the “Rhapsody in Blue” first per-
formed by Mr. Whiteman's Orchestra. His
“Coneerto in F" will be played by thiz orches-
tra the first time this season in the new
Grofe arrangement.
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PAUL WHITEMAN
and his ORCHESTRA

[ 2

PROGRAM NOTES

By Gordon Whyte

e

ES, Jazz is SAVAGE!

That is the underlying thought behind Mr. Whiteman's introductory number. Every-
one says Jazz is savage in motive and savage in texture. In fact, some pundits would have it
that it is composed by savages for savages. Mr. Whiteman's opinion on this subject 5 clearly
revealed by the playing of his first and second groups.

Cloncerto IN F FOR PIANOFORTE AND ORCHESTRA George Gershwin
(Scored by Ferde Grofé)

This work received its first performance on December Jrd, 1926, at Carnegie Hall with
the composer at the piano and the New York Symphony Orchestra, under the direction of
Walter Damrosch.

The concerto is in regulation three movements but is in free, rather than in strict form.
The themes are typically win and their working out has been accomplished with great
ingenuity. The following is the principal theme of the

First Movement:
Prans
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Third Movement:
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The original orchestration was for symphony orchestra; this version has been scored by
Ferde Grofé to fit the gquite different instrumentation of the Whiteman Otrchestra.  The
concerto will be played at this performance with Roy Bargy at the piano.

The concerto in F is the most important work so far composed by Georpe Gershwin. It
differs greatly from his Rhapsody in Blue, though because of the demands it makes upon the
performers, it has been heard less often. It is to be hoped that the performances at the hands
of Mr. Whiteman and Mr. Bargy will revive interest in this work, for it is a distinctive and
original contribution to American musical literature.

MEeTROPOLIS Ferde Grofe

Ferde Grofé is known to the musical world as the man responsible for most of the orches-
trations used by the Whiteman Orchestra. The rare skill he has displayed and the good taste
he has exercised in the preparation of these scorcs have compelled the deepest respect and
admiration of all those technically interested in orchestral music. The talent displayed by Mr.
Grofé in orchestration is complemented by his skill as a composer, as witness the Mississippi
Suite. At this concert the first performance will be given of Ferde Grofés latest and most
ambitious work, Metropolis.

Metrapolis, which bears the subtitle A Blue Fantasie in E flat, is based upon two themes,
which in their original forms were devised by Harry Barrs and Matt Malneck, members
of the Whiteman organization, Mr. Grofé took these themes and bent them to his purpose.
This in his own words was “to sce what I could do in the way of making a serious composi-
tion out of two typical Broadway bits of music.”! That Mr. Grofé succeeded in doing this
may be guessed when it is known that Maurice Ravel, the noted French composer, attended
a rehearsal with the intention of remaining ten minutes and stayed all evening listening to
repetitions of it,

Metropolis is entirely modern in conception and treatment. It follows no traditional
form. The work opens with the following which the composer refers to as “the melodic
theme” :
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MNow follows “the rhythmic theme":
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The rhythmic theme is treated as a fugato:
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And lastly the melodic and rhythmic themes appear in this form:
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Band Divertissement

All lovers of the best in music have been interested in prize contests run by “The Little
Friends of Music" in various cities throughout the country. As all these music lovers know,
these contests are held annually and all compositions must be submitted in the modern idiom.
In fact, the more modern and idomatic they are, the better their chance of winning the prizes,

With this in mind, Mr. Whiteman commissioned Mr. Grofé to pattern a composition in
the manner stated, and herewith presents “FREE AIR": Variations on noises from a parage.
Free Air iz scored for seven woodwinds, an anvil and yet another instrument rarely heard
on the concert platform., Since this instrument is charged with the burden of the solo work
and since its rarity is so great, Mr. Whiteman has requested that its identity be kept secret,
Free Air will be played from Ms. by The Little Artists' Wood Wind Ensemble with Wilbur

Hall as soloist.



