History, Historic Places and -
Performances throughout the U.S.

Guide ‘to




GUIDE TO
MUSICAL AMERICA

By Lynne Gusikoff

Y/

A

Facts On File Publications
New York, New York @ Bicester, England




Guide to Musical America
Copyright © 1984 by Lynne Gusikoff

All rights reserved. No part of this book may be reproduced or utilized
in any form or by any means, electronic or mechanical, including photo-
copying, recording or by any information storage and retrieval systems,
without permission in writing from the Publisher.

Library of Congress Cataloging in Publication Data

Gusikoff, Lynne.

Guide to musical America.

Bibliography: p.

Includes index.

1. Music—United States—History and criticism.
1. Title.
ML200.G95 1983 781.773 82-7377
ISBN 0-87196-701-4

Maps by Eric Elias

Printed in the United States of America

10987654321



ACKNOWLEDGEMENTS

Expert and congenial help in preparing this book was provided
by a number of people and organizations, to whom I would like to
offer thanks and appreciation.

First, special thanks to Andrea Salop Terdiman for her research
and for writing two chapters on the South—“Ragtime, Blues, Jazz”
and “Opera, Symphonic Music, Dance”. Andrea, granddaughter of
the late Isadore Gusikoff, is an exquisitely sensitive, gifted young
woman, in whose life the love of music occupies a central role. She
has added her personal touch to the Guide.

Thanks go also to Helen Gusikoff Price for her firsthand obser-
vations of Preservation Hall in New Orleans, and to John Sinor for
his competent guidance around San Diego. Mary Racette, faithful
typist as always, has come through with a thoroughly professional
job. And Gene R. Hawes was encouraging, supportive and infinitely
helpful in his singularly reliable manner.

The following organizations, institutions and associates con-
tributed significantly; if I have forgotten anyone, I ask forgiveness—
the sin is omission rather than commission:

The Louisiana State Museum; Don Wick at the Tennessee Tour-
ist Development Bureau in Nashville; Betty Martin at Charlie’s
Georgetown in Washington DC; Variety Artists International in
Minneapolis; Maxine Makas of the Eglevsky Ballet; Gayle R.
McIntosh, member of the St. Louis Symphony Orchestra; the great
New York Philharmonic; Herbert Breslin, Inc.; The Arkansas
Department of Tourism; Phyllis Torstrick at the Kentucky Opera
Association; the Wichita Symphony Orchestra; Marilyn Foss,
Orchestra of Santa Fe; the Cleveland Ballet; the San Francisco
Symphony Orchestra; Marilyn Pred, Omaha Symphony; Kathy
Hotchkin at the Seattle Opera Association; Robyn Carey Wilson, of
the Cincinnati Opera Association, Jutta Visnick at the Portland
Opera Association; Henry Fogel, National Symphony, Washington,
DC; the Philadelphia Orchestra; Jennifer Wada at Carnegie Hall,
Dover Publications in New York City; Dana A. Blanchard at the
Vermont Travel Division; Martha Steger with Virginia State Travel;
Gary L. Smith at the Visitors’ Bureau, Winston-Salem, NC; Mack

ix




Miles of the Department of Culture and History in West Virginia;
Joan Wingerson, with the Kansas Arts Commission; Stuart Berns-
tein of Ohio Travel and Tourism; Kathy Bugman at the Indiana State
Library; the Chicago Symphony Orchestra; Nevada Department of
Economic Development; Susan Edwards of the South Dakota
Department of Tourism; the Travel Bureau of Austin, TX; Linda
Barragen at the Los Angeles Visitors’ Bureau; Washington State
Commerce and Economic Development Bureau; the Library of
Congress; the New York Public Library; Lincoln Center Library for
the Performing Arts; the Library for the Performing Arts at SUNY
Purchase; the Atlanta Ballet; and the North Carolina Dance
Theater.

A fine copyediting job was done by Ellen Mendelsohn. Finally,
thanks to my editors, Eleanora Schoenebaum and Phil Saltz who
worked with me knowledgeably and cheerfully to develop and com-
plete the book.



INTRODUCTION

The intention of this book is twofold: to present historic high-
lights of different styles of music as they developed in particular
regions of the United States at various times; and to specify certain
geographic locations where one may hear different styles of music
today. Thus, the armchair reader at home, as well as the music-
loving traveler, can journey through the world of music, caught up in
the sense of place and also of time. To my knowledge, this book is
the first endeavor of such scope.

The Guide is organized according to five geographical regions:
the Northeast; the South; the Midwest; the West; and the West
Coast. Within a region, each of several chapters discusses a particu-
lar musical style. At the end of each regional section, a general map
of that region as well as several maps of its large cities are annotated
to show places significant for music. Although the city maps show
many major streets and intersections, they are not meant to be
complete street maps, such as may be obtained from chambers of
commerce or tourist bureaus. The reader is urged to explore an area
further after becoming generally familiar with what is available in
terms of music.

I have been selective while journeying through music history,
emphasizing significant developments relating to place and time:
for example, jazz in the South in the early 1900s; psalmody in New
England in the 17th and 18th centuries; symphonic music in the
Northeast in the mid-1800s. Information was gathered from corre-
spondence with major symphony orchestras, opera and ballet com-
panies, tourist and travel bureaus, music agents and managers and
public relations people; from general guidebooks; from extensive
library research; and from my own continuing personal travels and
experiences.

One observes that musical styles overlap today. Although the
chapters in this book deal with specific styles, such as rock, jazz,
country, etc., listening to music demonstrates clearly that styles
have interacted, fused, and either diluted or added to each other’s
essence. Purity in form has yielded to the eclectic, and we now hear
country-rock, folk-pop, and other modern hybrids. Nevertheless, I
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feel it is important to know how it all started and where, in order to
listen to music knowledgeably and with enhanced pleasure.

Throughout the nation is a plethora of regional music fairs and
festivals; numerous colleges and universities with active music
departments and programs; and an inordinately large number of
hotels, nightclubs, and museums all offer musical fare. It was an
overwhelming task to decide which ones to list. Limits of space and
my own judgment were solely responsible for the choices. I trust
that any omissions will not be interpreted as being unimportant or
unworthy.

A word of advice. Before contemplating a visit to a musical
event, always check with the sponsors in advance to verify dates and
addresses—which frequently are changed. Entertainment sections
in local newspapers are helpful too for checking.

I earnestly hope readers will derive as much enjoyment in read-
ing about and attending events as I did in writing about and attend-
ing them. We are fortunate indeed that the United States is richly
varied in its musical offerings. Wherever we look, whatever our
preferences, we find that the beat goes on.

xii
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MUSICAL AMERICA

INTRODUCTION

In 1620 the Mayflower carried 103 men, women, and children
across the stormy seas to a narrow strip of land extending westward from
the Atlantic Ocean. The place was Massachusetts, the sixth of the orig-
inal thirteen colonies. It was here that the settlers found shelter, peace,
and hope for a productive life. And it was here that American music
began to develop. These weary settlers had brought with them their
musical expression in the psalmody that they sang regularly. Psalmody
took firm root in conservative New England and throughout many of the
New World colonies in the seventeenth and eighteenth centuries. Psalm-
ody was practiced in churches and meeting halls. It vocally defined the
society’s taste for solemnity, simplicity, and morality.

In the eighteenth and nineteenth centuries growing numbers
of European emigrants settled in the large cities of New York, Boston,
and Philadelphia. These cities thus grew rapidly and became “melting
pots” of the Northeast. The heritage of Bach, Handel, Haydn, and Bee-
thoven, and then Brahms, Tchaikovsky, and Wagner spread through the
region. There were enough musically aware citizens to create a demand
for large concert halls for the performance of symphonic music, opera,
and dance.

The Europeans also brought their folk music. And the
Africans brought their music, which was to become part of the founda-
tion of that American art form called jazz. Cultural diversity assimilated
with developing American experience and resulted in the development
of several genres of popular music. The different kinds of music inter-
acted, changed, and grew, reflecting the interaction, change, and growth
of the people of the United States.



NORTHEAST

PSALMODY IN
NEW ENGLAND: OUR
COLONIAL BEGINNINGS

Austere Life, Austere Music

The Pilgrims who arrived in Massachusetts in 1620 were plain
people. A Separatist sect of Puritans from England and Holland, they
were strict of mind and sturdy of character. Their arduous struggle for
physical survival in the New World paralleled in rigor their struggle to
keep a demanding faith. Hard work, austerity, and a conservative vision
constituted the Protestant Ethic. An intense, all-pervasive ongoing reli-
gious experience was sought by the Pilgrims. Leisure and luxury were
viewed as sinful. This prescribed manner of living was reinforced in
their music, colonial psalmody. Moreover, any other music was consid-
ered evil and improper.

In Salem, a woman complained to authorities that she saw the
master of the house “dancing and drinking.” The Reverend John Cotton
proclaimed from his pulpit, “Wanton dancing to lascivious music with
amorous gestures should be frowned upon.” Indeed, plain services, plain
meeting houses, and plain music describes the Pilgrims’ way of life.

Psalms

A psalm is a sacred song or hymn, usually one of the hymns
from the Old Testament Book of Psalms. The name comes from the
Greek, meaning “a song sung to the playing of a harp.” In Hebrew,
tehillim is the word for “songs of praise,” or psalms. The Book of Psalms,
also called the Psalter, is a great resource for Jewish and Christian litur-
gies. Musically, the meters of the psalms in English translation vary
widely, with inconsistent line syllabification and accents. This fact was
responsible for much of the music history associated with New England
psalmody.
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Ainsworth’s Psalter

The Pilgrims brought with them Henry Ainsworth’s Psalter,
or Book of Psalmes. It was printed in Holland in 1612 for the Separatists
who had fled from England to Holland. It contained thirty-nine psalm-
tunes translated into English from the original Hebrew and was de-
scribed in the later Bay Psalm Book thus:

Psalmes of David in Englishe Metre, by Thos. Sternhold and oth-
ers. . .. Very mete to be used of all sorts of people privately for their
godly solace and comfort, laying aparte all ungodly songes and bal-
lades, which tende only to the nourishing of vice, and corruption of
youth.

Some of the widely sung songs from Ainsworth’s Psalter were
1 Laid Me Down and Slept,” “Confess Jehovah,” and “Old Hundredth.”
The last song survives as the familiar modern hymn, “Praise God from
Whom All Blessings Flow.” Written in five, six, eight, or twelve lines,
each line of a typical psalm might express a different rhythm and seem
to be independent of the other lines. The melodies, written with one
note to a syllable, were designed for a single musical part to be sung in
unison and unaccompanied. Although few could read music, the music
was nevertheless notated. The music notation was in the form of dia-
mond-shaped notes without bar lines on the staff. A tune from the
Ainsworth Psalter was the following, Psalm 7.

Pfalm 7

N s

v

Q

Jehovah mine almightie — God, 1 hope

Musical notation from the Ainsworth Psalter (Amsterdam, 1612)

In the nineteenth century Henry Wadsworth Longfellow im-
mortalized Ainsworth’s Psalter in his poem, “The Courtship of Miles
Standish,” in which he describes Priscilla singing:

4




NORTHEAST

Open wide in her lap lay the well-worn psalm book of Ainsworth,
Printed in Amsterdam, the words and the music together.
Rough-hewn, angular notes, like stones in the wall of a churchyard,
Darkened and overhung by the running vine of the verses.

“Old Style Singing”
The style of singing in unison in church was called “old style

singing” or “common singing.” Not only was it a slow and tedious
manner of singing, but it lent itself to musical chaos. Tempo and pitch
varied among the singers in a group, singers did not always keep in time
with each other, and grace notes and trills were introduced gratuitously.
Everyone sang more or less as he or she pleased. Frequently, one person,
most likely the presiding clergyman might “lead” by modulating his
voice (raising or lowering the pitch accordingly), hoping to encourage
group members to follow. The results were not always musical. And
repertoire probably consisted of no more than half a dozen songs sung
over and over.

Psalmody Spreads
Throughout New England

Beginning in 1630 congregations expanded to include non-Sep-
aratist Puritans who had sailed to America from all parts of the British
Isles. These Puritans settled in the Massachusetts Bay Colony (encom-
passing Boston, Medford, Lynn, and Charlestown), Dorchester (now in
New Hampshire), Watertown {now in Connecticut), and Roxbury (now
in Maine).

Later Puritan arrivals founded the New Haven Colony in 1638,
as well as the towns of Hartford, Wethersfield, and Windsor along the
Connecticut River. These towns formed the nucleus of what would later
become Connecticut. Roger Williams, remembered as a pioneer of reli-
gious freedom, founded Rhode Island in 1636. New Hampshire was formed
in 1689, and Vermont and Maine became states in 1791 and 1820 respec-
tively. Puritans and Pilgrims mixed.

The more educated and sophisticated citizens, especially those
from the Massachusetts Bay Colony, severely criticized those who took
part in “common singing.” They thought it akin to crude, uneducated,
and even disgraceful singing. In spite of this, Ainsworth’s Psalter and
“old style singing” prevailed until 1692, when Plymouth merged with
the Massachusetts Bay Colony and its people began to use the Bay Psalm
Book.
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The Bay Psalm Book

The Bay Psalm Book was the first book to be printed by the
English colonists in North America. Matthew Daye printed it in 1640 in
Cambridge. It contained fifty English hymn tunes and several reforms in
the singing of hymns. In response to cries for more orderly singing the
use of the four-line ballad stanza, called the common meter, was incor-
porated into the Bay Psalm Book. In common meter lines alternated
between eight and six syllables. An example of this can be found in the
famous Twenty-Third Psalm from the Bay Psalm Book:

The Lord to mee a shepeard is,
Want therefore shall not I

He in the folds of tender grasse,
Doth cause me downe to lie.

POOKEOFPSALMES g%
Pait .

TED {lo ENGLISH fét‘%

SMatre, 2

-4 whereunto is prefiged a difcourfe de- ‘%

g; VVHOLE #

dldn. notoaly the lawfulines,’ but alfo

y ] &acdﬁtyof the bﬂ"e‘::y Oﬁumce ‘. )
2 o '
by L iy
e B g )
oo, inoll wi) .! ,lmhl’lmw;:
p I Gug oo anotber in Pfalmes, Himnes, ond
¢ SrirsaliSongs, ﬁ-‘u‘ tothe Lordwith %?
‘nnujo'
'y b et b J
4 , avd
' -yh-qu'qzﬂwﬁ:;'p?!-z. i f h}
] 3@
\ . [ 1
Rwpristed
J 1640 w,.;‘l
! v =~ oY
h’%m":ﬁ' E§ #‘?‘ ”u"@

Title page from the first edition of the Bay Psalm Book (Cambridge,
1640)
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The use of the common meter resulted in a more orderly, regular, stan-
dardized sound.

Directions for Singing

The Bay Psalm Book contained no music, but in its “Admoni-
tion to the Reader” there were detailed instructions regarding the melo-
dies to which psalms in different meters might be sung.

The verses of these psalmes may be reduced to six kinds, the first
whereof may be sung in very neere fourty common tunes; as they are
collected out of our chief musicians by Thos. Ravenscroft.

The reference was to Thomas Ravenscroft’s Psalter or The Whole Booke
of Psalmes, published in London in 1621, in which the “chief musicians”

npPhal. a3. Low Dutch Tume.
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Low Dutch Tune from the Bay Psalm Book (Boston, 1698)
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were English composers, namely Ravenscroft himself, Thomas Morley,
John Dowland, and Richard Allison, among others. Some of the well-
known forty tunes were identified by the abbreviated titles, “Oxford,”
“Windsor,” “St. David’s,” and “Martyrs.” In the back of the book music
notation was written in solmization, a system that used syllables (do, re,
mi, fa, sol, 1a, ti, do) to indicate the different tones of the scale.

Another reform ushered in with the Bay Psalm Book was the
change to “regular singing” or “singing by note,” a departure from the
haphazard “common singing” that critics had charged was rural and
backward. Notes were now to be sung exactly as designated—in correct
time, with correct pitch, and without spontaneous individual embellish-
ment. A lively tempo replaced the slow, tedious tempo of “old singing.”
Many leaders fought vigorously for “regular singing,” especially the Rev-
erends Cotton Mather of Boston, Thomas Walter of Roxbury, and Na-
thaniel Chauncey of Durham, Connecticut. Walter wrote a pamphlet,
printed in New London in 1728 entitled Regular Singing Defended and
Proved to be the Only True Way of Singing the Songes of the Lord.

Lining Out

Reform continued with the attempt to abolish the practice of
“lining out.” Lining out was an old Scottish tradition that conferred
upon the leader or deacon the task of setting the tune by reading the
psalm line by line (primarily for those unable to read), then singing it,
and finally pausing for the congregation to sing the line. The results were
often more solemn and monotonous than melodious:

Low-voiced deacon reading: “Shout to Jehovah, al the earth”
Low-voiced deacon singing: “Shout to Jehovah, al the earth”
Mixed-voice congregants singing: “Shout to Jehoval, al the earth”

For more than sixty years the use of the Bay Psalm Book pre-
vailed. It was revised many times, passing through numerous editions.
Among the most widely used were those of Sternhold and Hopkins
(1562), Tate and Brady (1696}, and Watts (1711). The ninth edition (1698}
contained the first music to be printed in the colonies. Thirteen tunes
were inserted in the back of the book with solemn directions for singing
“without squeaking above or grumbling below.” By the time this edition
was printed the literary quality of the translation had begun to improve,
and instead of importing their melodies, the colonists had started to
compose their own, which must have sounded fresher and more pleasing
to them.



