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STRAVINSKY CONDUCTS STRAVINSKY 
FAVORITE SHORT PIECES 

Side I 

GREETING PRELUDE (ASCAP—:50) 
Igor Stravinsky conducting the Columbia Symphony Orchestra 

DUMBARTON OAKS CONCERTO IN E FLAT FOR 
CHAMBER ORCHESTRA (BMI—13:45) 
Igor Stravinsky conducting Members of the 

Columbia Chamber Orchestra 
I— Tempo giusto 

II— Allegretto 

III— Con moto 

EIGHT INSTRUMENTAL MINIATURES FOR 
FIFTEEN PLAYERS (ASCAP—7:50) 
Igor Stravinsky conducting Members of the 
CBC Symphony Orchestra 
I— Andantino 

II— Vivace 

III— Lento 

IV— Allegretto 

V— Moderato 

VI— Tempo di Marcia 

VII— Larghetto 

VIII— Tempo di Tango 

Side 2 

FOUR ETUDES FOR ORCHESTRA (io.bo) 
Igor Stravinsky conducting the CBC Symphony Orchestra 
I— Danse 

II— Excentrique 

III— Cantique 

IV— Madrid 

CIRCUS POLKA (BMI—3:25) 
Igor Stravinsky conducting the CBC Symphony Orchestra 

SUITE NO. I FOR SMALL ORCHESTRA (4:35) 
Igor Stravinsky conducting Members of the 
CBC Symphony Orchestra 
I— Andante 

II— Napolitana 

III— Espanola 

IV— Balalaika 

SUITE NO. 2 FOR SMALL ORCHESTRA (6 05) 
Igor Stravinsky conducting Members of the 
CBC Symphony Orchestra 
I— Marche 

II— —Valse 

III— Polka 

IV— Galop 

The following comments by Igor Stravinsky have been ex¬ 
cerpted from "Dialogues and a Diary" and "Table Talk" by 
Igor Stravinsky and Robert Craft, copyright Doubleday, New 
York, 1963, 1964, 1965: 

The Greeting Prelude was composed as a kind of singing 
(or playing) telegram for the 80th birthday of my old friend, 

the late Pierre Monteux. It was performed on that occasion, 
April 4, 1955, by Charles Munch and the Boston Symphony 
Orchestra. It is unnecessary to say anything about the music— 

not even that it is a 50-second-long primer of canonic writing 
for very young kiddies and critics—but I will tell the story of 
my acquaintance with the tune. In Aspen, one day in the 

summer of 1950, I started a rehearsal of Tchaikovsky's second 

symphony, but instead of the doleful Russian horn melody, I 
heard this happy little tune. I had no idea what had happened, 
and did not understand the point (which was that one of the 
orchestra players had just become a father); until a certain 

time had been spent in diplomacy, in fact, I was actually 
piqued. But I remembered the music. And a year later, when a 

music festival in South Carolina asked me to compose a sort 
of fanfare to open their season, I set about composing canons 
on this piece. 

* * * 

My Concerto in E Flat is subtitled "Dumbarton Oaks" in 
honor of the estate of that name in Washington, D. C., be¬ 
longing to the late Robert Woods Bliss, who commissioned 
the music and who sponsored its first performance there, in 
1938. The Concerto was begun almost immediately upon my 
return to Europe after Jeu de Cartes, in the spring of 1937. 

I had moved from Paris for the summer to Annemasse in the 
Haute Savoie, to be near my daughter Mika who, mortally ill 
with tuberculosis, was confined to a sanatorium there. Anne¬ 
masse is near Geneva, and Ernest Ansermet was therefore a 
neighbor and also a close and helpful friend at this, perhaps 
the most difficult, time of my life. I played Bach very regu¬ 
larly during the composition of the Concerto, and was greatly 
attracted to the Brandenburg Concertos. Whether or not the 
first theme of my movement is a conscious borrowing from 
the third of the Brandenburg set, however, I do not know. 

What I can say is that Bach would most certainly have been 

delighted to have loaned it to me; to borrow in this way was 
exactly the sort of thing he liked to do himself. The Concerto 

is in three short movements with fugal episodes in the first 
and last. 

* * * 

The originals of my Eight Instrumental Miniatures, the Cinq 
Doiqts—or to borrow a better title from Eliot, the "Five- 

Finger Exercises"—were composed in 1920-1921 in Garches, 
near Paris, in a home that had been loaned to me by Gabrielle 
Chanel. (Mme Chanel was a close friend to me and a generous 
contributor to Diaghilev's Ballet Russe; her name should always 
be held in the best aroma by balletomanes.) Unlike the Pieces 
Faciles for piano duet, these little studies were intended not 
for my children but for any piano debutant. My idea was to 
exercise the five fingers of the right hand by confining each 
finger to a single note; or, in other words, to limit myself, com- 
positionally, to a 5-note row or scale (a principle I was to use 
again later, incidentally, in the Gigue of my Septet). I orches¬ 

trated the piece at the suggestion of Robert Craft, piece by 
piece, for different occasions: the final one, the Tango (which 

I call the "Tijuana Blues"), was prepared for a concert in 
Mexico, albeit with different instrumentation, in December 
1961; the first four, with a smaller number of instruments, 
were transcribed for the Monday Evening Concerts of Los 

Angeles, and numbers 5, 6 and 7 were designed for the CBC 
Orchestra of Toronto. The instrumental versions are dedicated 
to Lawrence Morton, the rugged Minnesotan musicologist and 

formidable musical director of the Monday Evening Concerts. 

* * * 

Though the Four Etudes were not performed until 1930 

(by Ernest Ansermet, in Berlin), the orchestrations of the first 
three of them—the originals were my Three Pieces for String 

Quartet, 1914—date back to 1917. The fourth piece, the 
Etude for Pianola, composed in 1917, was orchestrated in 
1928 or 1929 and given the name Madrid, and at that time 

I also added the other titles. The first piece is a Danse for the 
woodwinds. They play a four-note chant (the Four Fingers, 
one might call it), the same music endlessly repeated but at 

varying rhythmic distances. The second piece, Excentrique, 
was inspired by the manifold eccentric appearances of the 

unforgettable English clown, Little Tich. The third piece is a 

Cantique or Canticle because the music is choral and reli¬ 
gious in character, but Hymne would have been as good a 
title. 

* * * 

The idea of the Circus Polka was George Balanchine's. 
He wanted a short piece for a ballet of elephants, one of 
which was to carry Vera Zorina. . . .The Marche militaire 

quotation came to me as an absolutely natural thing, which 
I say to circumvent the inevitable German professor who is 
going to call my use of it a parody. The music was first per¬ 
formed in someone else's arrangement for the Ringling 

Brothers Circus Band. After conducting my orchestral orig¬ 
inal, in Boston in 1944, I received a congratulatory telegram 
from Bessie, the young pachyderm who had carried the bal¬ 
lerina and who had heard my broadcast in winter quarters of 
the circus at Sarasota. I never saw the ballet, but I met Bessie 
in Los Angeles once and shook her foot. 

* * * 

The eight Easy Pieces [works for two pianos, four hands, 
which were later arranged as the Suites Nos. I and 2 for 
Small Orchestra] were composed in Morges, the Polka, March, 
and Valse [from Suite No. 2] just before Renard, in 1915, and 
the others after the completion of that ballet. I wrote the 
Polka first. It is a caricature of Diaghilev, whom I had seen as a 
circus animal trainer cracking a long whip. The idea of the 
four-hand duet was part of the caricature because Diaghilev 
used to play four-hand piano music with his life-long friend 
Walter Nouvel. The simplicities of the music, especially of the 
bass part, were also designed for the small range of Diaghilev's 
technique. I played the Polka to Diaghilev in a hotel room in 

Milan, in 1915, in the presence of Alfredo Casella, and I re¬ 
member how amazed both men were that the composer of 

Le Sacre du Printemps should have produced such a piece of 
popcorn. For Casella, however, a new path had been indi¬ 

cated, and he was not slow to follow it; so-called "neo- 
classicism," or one aspect of it, was born in that moment. 

But Casella was genuinely enthusiastic about the Polka, and 
I promised to write a little piece for him, too. This was the 
March, composed immediately on my return to Morges. A 
little later I added a Valse in homage to Erik Satie, a souvenir 
of a visit with him in Paris. Satie had suddenly become old and 
white, a very touching figure for whom I felt profound sym¬ 
pathy. I wrote the little ice cream wagon Valse for him on my 

return from Paris to Morges. It, too, like the Polka and the 
March, is a caricature. I instrumentated the Valse for an 
ensemble of seven solo players, at the time of composition, 
and I prepared a version of the March for eight solo players, 
though the latter has never been published in that form. The 

remaining five pieces were composed as music lessons for my 

son and daughter, Theodore and Mika. I taught them music, 
as well as piano playing, by the simple device of composing 
one very easy part for the beginner, and a more difficult part 

for myself. The children enjoyed a real sense of performance 
participation, and they suffered no pedagogy. The Espanola 
was written after a trip to Spain, and the Napolitana after a 

trip to Naples. The two Russian souvenirs, the Balalaika, which 
I like best of all the eight pieces, and the Galop, were joined 
to the suite at a later date, and the Andante, like most pre¬ 
ludes, was tacked on last of all. The Galop is a caricature of 

the St. Petersburg Folies Berqeres, which I had watched in the 
Tumpakov, a semi-respectable nightclub in the Astrava, 
the islands in the Neva. When Ravel heard me conduct it in the 
orchestral version, he advised me to play it at a faster—the 
fastest possible—tempo, but I think this was because he mis¬ 
took it for a French can-can. 
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FAVORITE SHORT PIECES 
1. STRAVINSKY: GREETING PRELUDE 

Igor Stravinsky conducting 
the Columbia Symphony Orchestra 

2. STRAVINSKY: DUMBARTON OAKS CONCERTO 
IN E-FLAT FOR CHAMBER ORCHESTRA 

Igor Stravinsky conducting 
Members of the Columbia Chamber Orchestra 

I - Tempo giusto II - Allegretto III - Con moto 

3. STRAVINSKY: EIGHT INSTRUMENTAL 
MINIATURES FOR FIFTEEN PLAYERS 

Igor Stravinsky conducting 
Members of the CBC Symphony Orchest 

I • Andantino 

III - Lento 
IV - Allegretto 
V - Moderate 
VI - Tempo di Marcia 
VII - Larghetto 
VIII - Tempo di Tango 
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1. STRAVINSKY: FOUR ETUDES 

FOR ORCHESTRA 
Igor Stravinsky conducting 

the CBC Symphony Orchestra 
ise II - Excentrique Ill-Cantique IV-Madrid 
RAVINSKY: CIRCUS POLKA 

Igor Stravinsky conducting 
the CBC Symphony Orchestra 

M 31729 
STEREO 

STRAVINSKY: SUITE NO. 1 FOR SMALL 
ORCHESTRA 

Igor Stravinsky conducting 
Members of the CBC Symphony Orchestr 

I - Andante II - Napolitana 
III - Espanola IV - Balalaika 

4. STRAVINSKY: SUITE NO. 2 FOR 


