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ABSTRACT 

 The League of Composers Wind Quintet (LCWQ) consisted of five performers 

who were also prolific American composers. Assembled in 1941, the LCWQ was 

carefully selected from across the nation and dispatched on a two-month tour throughout 

Latin America under the auspices of the Office of Inter-American Affairs. Although little 

information remains about the quintet or their Latin American tour, it is the members, 

music, and the mission of this short-lived ensemble that calls for examination and 

research. Most of the pieces composed and performed by the members of the group for 

the tour have fallen from the performance repertoire of present-day wind quintets, and 

indeed may be lost. However, some of the works have been published. This study will 

document the short history of the LCWQ, its tour, and the music performed.
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CHAPTER ONE: HISTORICAL CONTEXT 

The 1940s were politically crucial times for the United States. Although the 

United States would not enter World War II until December of 1941, the conflict had 

already been raging in Europe since September of 1939 and the military successes of 

Nazi Germany were concerning for the United States and its allies. Due to war 

disruptions of international trade, it was evident that Latin American countries were 

quickly spiraling into an economic crisis. The vulnerability of these countries triggered 

alarm for the United States, as it feared that Latin America would appear an easy target 

for Nazi Germany. The United States was concerned that the countries of Latin America 

would align themselves economically and politically with the Axis powers.1 Before the 

war, many Latin American countries were facing territorial conflicts with each other. As 

Allan Peskin indicates:  

Mexico and Guatemala were on the brink of war over a disputed province; Costa 

Rica and Columbia were locked in a similar dispute, as were Argentina and Chile. 

France was threatening to intervene in Venezuela in order to collect its share of 

the unpaid foreign debt.… Overshadowing all else was the bloody War of the 

Pacific in which an aggressive Chile was on the verge of subjugating both Bolivia 

and Peru.2 

 

Between the last decade of the 1800s and until the end of World War I, the United States 

had risen in status as a dominant world power. The acquisition of overseas territories 

such as Puerto Rico, Hawaii, the Philippines, and the Virgin Islands brought upon the 

 
 1 Gisela Cramer and Ursula Prutsch, “Nelson A. Rockefeller’s Office of Inter-American Affairs 

(1940-1946) and Record Group 229,” Hispanic American Historical Review 86, no. 4 (2006): 785-806. 

 2 Allan Peskin, “Blaine, Garfield and Latin America: A New Look,” The Americas 36, no. 1 (July 

1979): 82, accessed June 8, 2021, JSTOR.  
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United States an imperialist label.3 In 1856, American revolutionary leader and 

adventurer, William Walker (1824–1860), succeeded in usurping the presidency of 

Nicaragua by taking control with a private military. Though his presidency lasted only 

one year before he surrendered to the U.S. Navy, his manipulative tactics demonstrate the 

divisive schemes that were prevalent throughout the southern region.4 As a result, the 

United States grew to be either disliked or feared as it left a hegemonic impression 

among Latin American countries.  

Tensions between the United States and its southern neighbors increased as many 

Latin American countries began to fall prey to foreign corporate and political interests. 

Much of Latin America’s resources were already controlled by or dependent upon the 

U.S. market, such as Brazil’s coffee farms, the meat industries of Uruguay, and the oil 

production of Venezuela and Mexico.5 Many Latin American nations found themselves 

to be in a subservient relationship with U.S. corporations. The banana industry in Central 

America was largely controlled by the United Fruit Company, a U.S. corporation that 

dominated much of the political activities in Honduras and other Central American 

nations at the beginning of the twentieth century. The leaders of Central America granted 

the United Fruit Company substantial property rights in exchange for the company’s 

establishment of infrastructure throughout the continent by building railways and ports.6 

 
3 Michael L. Conniff, Panama and the United States: The Forced Alliance (Athens, GA: 

University of Georgia Press, 2001) 51, accessed February 16, 2021, ProQuest Ebook Central.  

4 Encyclopedia Britannica, s.v. “William Walker,” accessed October 26, 2021, https://academic-

eb-com.ezproxy4.library.arizona.edu/levels/collegiate/article/William-Walker/75944. 

5 Stuart Graham, “Implementing the Good Neighbor Policy,” World Affairs 105, no. 3 (September 

1942): 211, accessed June 18, 2019, JSTOR. 

6 Ivan Lorenzana, “Conquered Nations: The United Fruit Company in Honduras and Central 

America, 1870–1930,” Perspectives 48 (Spring 2021): 50–51, accessed August 5, 2021, 

calstatela.edu/centers/perspectives/volume-48.  
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By 1901, The United Fruit Company developed into the largest exporter of bananas in the 

Western Hemisphere with Honduras being the leading nation in the industry’s exports. 

Although stable in the hands of U.S. capitalism, “Honduras became a beggar nation 

reliant on foreign capital and its banana industry.”7  

This engagement of political corruption and capital exploitation with the banana 

industry led to the phenomenon of a “banana republic,” a phrase coined in 1904 by U.S. 

short-story writer O. Henry (William Sydney Porter, 1862–1910). John Soluri explains, 

“The tragically powerful metaphor has served as both an explanation of and a 

justification for the political conflicts, poverty, and U.S. interventions that were at the 

center of twentieth-century Central American history.”8  

Presidents Theodore Roosevelt, William Taft, and Woodrow Wilson each 

implemented their own ideas on regional policy in the Western Hemisphere. By 1901, 

Venezuela had amassed sizeable debts from European investors and financiers. British 

and German officials tried to negotiate payments with President Cipriano Castro of 

Venezuela. But due to economic disorder, President Castro refused to reply to any 

foreign claimants. In response, Great Britain, Germany, and Italy sent naval fleets to 

blockade the ports of La Guiara, Puerto Cabello, and San Carlos. In February of 1903, 

Castro finally “acquiesced to foreign demands and signed protocols agreeing to 

 
7 Ivan Lorenzana, “Conquered Nations: The United Fruit Company in Honduras and Central 

America, 1870–1930,” Perspectives 48 (Spring 2021): 49, accessed August 5, 2021, 

calstatela.edu/centers/perspectives/volume-48. 

8 John Soluri, Banana Cultures: Agriculture, Consumption, and Environmental Change in 

Honduras and the United States (Austin, TX: University of Texas Press, 2005), 2.  
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arbitration and a gradual liquidation of Venezuelan debt.”9 Although Theodore Roosevelt 

had initially supported the European siege, his administration grew concerned that such 

military actions could prompt future European occupations and interventions in Latin 

America. The Monroe Doctrine of 1823 was a warning toward European powers to not 

interfere or recolonize in the Western Hemisphere. However, Roosevelt was confident 

that the United States could take on the role as a regional policeman to guard this policy. 

As a result, Roosevelt enacted the Roosevelt Corollary to the Monroe Doctrine in 

December of 1904, in which the United States would intervene in any financial disputes 

between Europe and Latin America.10 In his annual message, Roosevelt elaborates:  

Chronic wrongdoing, or an impotence which results in a general loosening of the 

ties of civilized society, may in America, as elsewhere, ultimately require 

intervention by some civilized nation, and in the Western Hemisphere the 

adherence of the United States to the Monroe Doctrine may force the United 

States, however reluctantly, in flagrant cases of such wrongdoing or impotence, to 

the exercise of an international police power.11  

 

The Corollary allowed the United States to intervene and ensure that other nations of the 

Western Hemisphere could fulfill their debt obligations to international creditors. As 

such, this increased the U.S. financial involvement in Latin America as well as an 

increased military force to bring internal stability to the region.12 Unlike his predecessor, 

William Taft was concerned with helping U.S. private businesses profit from Latin 

America. Dollar Diplomacy, created during Roosevelt’s years, is more often associated 

 
9 Kris James Mitchener and Marc Weidenmier, “Empire, Public Goods, and the Roosevelt 

Corollary,” The Journal of Economic History 65, no. 3 (September 2005): 661–662, accessed July 28, 

2021, JSTOR. 

10 Ibid. 

11 Theodore Roosevelt, “The President’s Annual Message,” New York Times, December 7, 1904, 

accessed July 28, 2021, ProQuest. 

12 “Roosevelt Corollary to the Monroe Doctrine, 1904,” Office of the Historian, accessed July 26, 

2021, history.state.gov/milestones/1899-1913/Roosevelt-and-monroe-doctrine.  
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with the Taft administration’s push to exchange “dollars for bullets” as part of foreign 

policy. On the other hand, Taft’s successor, Woodrow Wilson, suggested that the United 

States had a responsibility to maintain morality along with law and order in the region. 

Although Wilson would continue to implement the dollar diplomacy in Nicaragua, as 

well as use military force in Mexico, he was hopeful that the United States could achieve 

peace and liberty with its southern neighbors.13 Taffet and Walcher explain: 

Although it is easy to argue that the differences between Wilson and his 

predecessors were mostly rhetorical, they are meaningful because the different US 

leaders thought about power and the necessity of intervening in Latin America in 

different ways. Roosevelt was concerned about European engagement and wanted 

to turn the country into a global power, Taft primarily hoped to expand business 

opportunities to advance both US opportunity and regional stability, and Wilson 

seemed to want to construct a more just world. It is worthwhile to note that these 

ideas about the role of US power transcended the first decades of the twentieth 

century. Following this period, US leaders often borrowed elements of 

Roosevelt’s, Taft’s, and Wilson’s rhetoric to explain the logic of a particular 

foreign policy decision. All three, in distinct fashions, articulated a rationale for 

active international engagement, and all three set the United States on a course of 

repeated interventions in Latin America.14 

 

The Panama Canal 

Presenting further concern for the nations of Latin America were the United 

States’ political manipulations in the building of the Panama Canal. An interoceanic 

canal between the Atlantic and Pacific oceans had been a long-awaited development 

among global powers. A French company, led by Ferdinand de Lesseps, had made the 

initial attempt to build the canal through Colombia’s then Panamanian province, 

beginning in 1881. De Lesseps had already succeeded in building the Suez Canal and was 

 
13 Jeffrey Taffet and Dustin Walcher, The United States and Latin America: A History with 

Documents (London: Routledge, 2017), 75–78. 

14 Ibid., 78. 
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confident that the canal in Panama could be carried out with little difficulty. However, the 

costs and the hazardous labor of excavating the rugged tropics of the Panamanian land 

were greatly underestimated. Furthermore, yellow fever and malaria devastated the 

personnel. Due to political corruption, bankruptcy, and a death toll of approximately 

20,000 workers from tropical diseases, the French ultimately abandoned the canal project 

after nearly a decade of construction.15  

By 1902, the United States had completed negotiations with Colombia for 

building the canal in Panama. President Theodore Roosevelt was eager to reach an 

agreement with Colombia, as the canal would have been his greatest reelection plank for 

1904. The Colombian government expected to benefit immensely from the proposed 

canal. As such, the United States and Colombia signed the Hay-Herrán Treaty in 1903, 

securing the use of the Isthmus of Panama by the United States in exchange for financial 

compensation. The treaty was ratified by the U.S. Senate. However, the Senate of 

Colombia refused to ratify the treaty, for fear of losing its sovereign power over 

Panama.16 In response, Roosevelt gave tacit approval for Panamanian nationalists to rebel 

against the Colombian government. With the assistance of the United States, the rebellion 

began on November 3, 1903. The United States directed its naval warship, U.S.S 

Nashville, to discourage Colombian forces, thereby ensuring the Panamanians would 

succeed with the insurrection. Panama gained its independence from Colombia and 

became the Republic of Panama. On November 18, the United States signed the Hay-

Bunau-Varilla Treaty with Panama, granting the United States possession of the Panama 

 
15 Michael L. Conniff, Panama and the United States: The Forced Alliance (Athens, GA: 

University of Georgia Press, 2001), 37–50, accessed February 16, 2021, ProQuest Ebook Central. 

16 Ibid., chap. 4. 
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Canal Zone. In exchange, Panama received $10 million and then began an annuity of 

$250,000 nine years later. The treaty was quickly denounced by many Panamanians.17 

Michael Conniff writes:  

The method of reaching the treaty . . . and the overwhelming advantages obtained 

by the United States under it, would sour relations between the two countries and 

create bad feeling for generations. The canal would become a foreign enclave in 

the heartland of the country, from which the colossus of the north would dictate 

policy to the weak new republic.18 

 

Colombia remained resentful towards the United States for their obtrusive, political 

tactics. To remedy the situation between the United States and Colombia, the U.S. State 

Department agreed to an indemnity payment of $25 million in 1921. Conniff explains: 

The canal always meant more than shortened maritime routes. In the eyes of 

Roosevelt, Hay, Bunau-Varilla, and the American public in general, the canal 

symbolized the rise of the United States to great power status. Above all, the canal 

gave the United States an extraterritorial military base in a prime strategic 

location. From then on the United States became the dominant power in the 

Caribbean basin, which for all intents and purposes became an American 

Mediterranean. In this sense, the canal became an emblem of U.S. imperialism.19 

 

The United States continued efforts in expanding its involvement in Latin American 

affairs. The completion of the Panama Canal called for the United States to increase 

security in the region due to the possibility of European encroachment. This led to many 

occurrences in which the United States would intervene with Latin American countries to 

facilitate any local or government instabilities. Taffet and Walcher explain:  

US leaders justified these interventions, in part, by repeating language about the 

belief in their nation’s inherent superiority and referring to their expectation that a 

larger US international role would help promote economic growth. But they also 

 
17 Michael L. Conniff, Panama and the United States: The Forced Alliance (Athens, GA: 

University of Georgia Press, 2001), 51–63, accessed February 16, 2021, ProQuest Ebook Central. 

18 Ibid., 55.  

19 Ibid., 62–63.  
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spoke about a belief that the United States had a moral responsibility for 

promoting stability in the region.20 

 

As such, the economic infrastructure of Latin America was dependent upon the financial 

stability of the United States. The stock market crash of 1929 and the depression that 

followed resulted in worsening economic hardships throughout Latin America, further 

increasing tensions between the two continents.21  

Airships as Propaganda 

 The geographical distance between South America and the United States 

presented another obstacle in developing relations. Geographically, Europe was more 

accessible for the United States than South America. Airline travel was available 

throughout all Latin American countries; however, it was a costly expedition during the 

time. Steamship lines to South America were another mode of transport that had not yet 

developed as they had between the United States and Europe. As a result, there was little 

exchange or knowledge of cultural entities throughout the Western Hemisphere.22  

 During the early 1900s, Germany had succeeded in developing its line of rigid 

airships, known as zeppelins, named after Count Ferdinand von Zeppelin. These looming 

dirigibles could cross the Atlantic in a matter of days, as opposed to the weeks that it took 

for an ocean liner. The Graf Zeppelin was the first zeppelin to cross the Atlantic. It 

 
20 Jeffrey Taffet and Dustin Walcher, The United States and Latin America: A History with 

Documents (Taylor and Francis Group, 2017) 75.  

21 Jennifer L. Campbell, “Creating Something Out of Nothing: The Office of Inter-American 

Affairs Music Committee (1940–1941) and the Inception of a Policy for Musical Diplomacy,” Diplomatic 

History 36, no. 1 (January 2012): 30, accessed June 18, 2019, JSTOR. 

22 Stuart Graham, “Implementing the Good Neighbor Policy,” World Affairs 105, no. 3 

(September 1942): 212, accessed June 18, 2019, JSTOR. 
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departed Friedrichshafen on October 11, 1928, and landed in Lakehurst, New Jersey on 

October 15, carrying forty crew members and twenty passengers. The Graf Zeppelin 

made the first passenger-carrying flight around the world in 1929. Beginning and ending 

in Lakehurst, the voyage took just twelve days of flying time. After the Nazi party took 

over Germany in 1933, the Graf Zeppelin was recruited as a display for propaganda. With 

the swastika flag emblazoned on the airship’s fins, the Graf Zeppelin would be used to 

make numerous propaganda tours.23 Although Adolph Hitler had no interest in zeppelins, 

the minister of propaganda, Joseph Goebbels, saw their commercial and agitprop value 

and believed that they could serve as fierce German symbols by displaying the swastika 

flag abroad and overseas. The larger Hindenburg received full financial support from the 

Nazi party.24 For the 1936 Olympics in Berlin, the Hindenburg made ten round trips 

between Germany and America with both the swastika and the interlocking Olympic 

rings painted on its sides.25  

 By 1931, the Graf Zeppelin was used for regular commercial service between 

Germany and Latin America, transporting mail, freight, and passengers. Argentina and 

Brazil already had a sizeable German population, as well as business and trade 

connections with Germany. By the mid-1930s, the Graf Zeppelin was transporting 

passengers and mail across the Atlantic every two weeks between April and December. 

The luxury and speedy travel made the zeppelin a far more popular choice than traveling 

 
23 Dan Grossman, “Graf Zeppelin History,” Airships.net: The Graf Zeppelin, Hindenburg, U.S. 

Navy Airships, and other Dirigibles, accessed March 13, 2021, airships.net/lz127-graf-zeppelin/history/.  

24 J. Gordon Vaeth, “Zeppelin Decor: The Graf Zeppelin and the Hindenburg,” The Journal of 

Decorative and Propaganda Arts 15 (1990): 53, accessed August 3, 2021, JSTOR. 

 
25 Ibid., 58.  
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by ship. The Graf Zeppelin had become the first nonstop, intercontinental airline service 

in the world.26 As a result, Germany posed a challenge to U.S. supremacy in Latin 

America.  

Conclusion 

 By the early days of World War II, it was evident that the relationship between 

the United States and Latin America had dissolved into one of total resentment and 

disunity. Though perhaps earnest in its initial attempts to alleviate poverty and establish 

democratic values within Latin America, the United States’ efforts were undeniably self-

serving. After countless schemes consisting of hostile interventions and occupations as 

well as the exploitation of lands and resources, the United States had undoubtedly 

shattered its image of being the benevolent neighbor. As World War II began to unfold, 

President Franklin Delano Roosevelt sought to mend the United States’ relationship with 

Latin America under his “Good Neighbor Policy,” with hopes to create an alliance with 

the nations of Latin America to stave off any potential Nazi intrusion in the region. This 

Good Neighbor approach would also prepare the hemisphere for any war emergency. 

   

 
26 J. Gordon Vaeth, “Zeppelin Decor: The Graf Zeppelin and the Hindenburg,” The Journal of 

Decorative and Propaganda Arts 15 (1990): 58, accessed August 3, 2021, JSTOR.  
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CHAPTER 2: THE OFFICE OF INTER-AMERICAN AFFAIRS 

Establishing the OIAA 

President Franklin D. Roosevelt took office in 1933 and soon after implemented 

his “Good Neighbor Policy” in hopes to strengthen cultural relations and policy 

throughout the Western Hemisphere by campaigning for better cooperation and trade 

rather than using military force. During his inaugural address, Roosevelt stated, “In the 

field of world policy I would dedicate this nation to the policy of the good neighbor—the 

neighbor who resolutely respects himself and, because he does so, respects the rights of 

others.”27  

As World War II began to progress and Nazi and fascist regimes were infiltrating 

Europe, the United States began to pay closer attention to its southern neighbors as 

reports of pro-Axis allegiance reached Washington.28 It became evident that Nazi 

propaganda was spreading throughout Latin America. Graham Stuart, Professor of 

International Relations at Stanford University, states:  

Every instrumentality, radio programs, schools, social clubs, and relief 

organizations were being effectively employed to draw the Latin American 

nations into the orbit of the Swastika and to undermine and sabotage the friendly 

approaches of the United States.29 

 

 
27 “Good Neighbor Policy, 1933,” Office of the Historian, accessed June 20, 2019, 

https://history.state.gov/milestones/1921-1936/good-neighbor.  

28 Jennifer L. Campbell, “Creating Something Out of Nothing: The Office of Inter-American 

Affairs Music Committee (1940–1941) and the Inception of a Policy for Musical Diplomacy,” Diplomatic 

History 36, no. 1 (January 2012): 30, accessed June 20, 2019, JSTOR. 

29 Stuart Graham, “Implementing the Good Neighbor Policy,” World Affairs 105, no. 3 

(September 1942): 213, accessed June 18, 2019, JSTOR. 
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With the hopes to thwart any Nazi propaganda against the United States and to further 

prevent any potential Nazi influence on Latin America, Franklin D. Roosevelt established 

the Office for Coordination of Commercial and Cultural Relations between American 

Republics (OCCCRBAR), later renamed the Office of Inter-American Affairs (OIAA) 

and appointed Nelson Rockefeller as “Coordinator of Inter-American Affairs.” 30 The 

OIAA’s personnel consisted of up to 1,100 employees in the United States, as well as 300 

technicians and field experts in Latin America. The actions of the OIAA covered a broad 

range of categories including economic warfare, economic cooperation, transportation, 

health and sanitation, food supply, information and propaganda, and cultural and 

educational activities.31  

The Music Committee 

The primary objective of the OIAA was to deepen U.S. influence among Latin 

American countries through education, policy, and culture. 32 Music was undoubtedly a 

cultural exchange the OIAA wished to develop within Latin America. Soon after the 

office was established, Nelson Rockefeller selected five members to form a music 

committee, which included Aaron Copland, composer; Carleton Sprague Smith, 

musicologist; Marshall Bartholomew, Director of the Yale University Glee Club; 

William Berrien, representative of the American Council of Learned Societies; and Evan 

Clark, executive director of the Twentieth Century Fund, a private research-based 

 
30 Jennifer L. Campbell, “Creating Something Out of Nothing: The Office of Inter-American 

Affairs Music Committee (1940–1941) and the Inception of a Policy for Musical Diplomacy,” Diplomatic 

History 36, no. 1 (January 2012): 31, accessed June 20, 2019, JSTOR. 

31 Gisela Cramer and Ursula Prutsch, “Nelson A. Rockefeller’s Office of Inter-American Affairs 

(1940-1946) and Record Group 229,” Hispanic American Historical Review 86, no. 4 (2006): 787–791. 

32 Ibid., 785-806. 
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organization now known as the Century Foundation.33 Rockefeller states, “This 

committee has been chosen because of their intimate knowledge of the music of Latin 

America…One of the first interests of this committee is to promote a better 

understanding of the people of the various Latin American countries by us here in the 

United States through the medium of music in all its forms.”34 With a budget of $100,000 

(approximately $1.7 million today), this committee was responsible for gathering and 

presenting to Latin America the best music and musicians the United States had to offer. 

Although there were a high number of talented artists to choose from, the committee was 

careful in their selection. The goal of the OIAA was to create closer ties with Latin 

America through cultural exchange. Thus, the committee was searching for artists that 

would not only represent the finest talent of the United States but who would also 

establish some reciprocity with Latin American artists. Latin American art music in the 

United States during this time was still largely unfamiliar territory.35 Aurelio de la Vega 

states:  

With the exception of Carlos Chávez (1899–1978), whose music has been played 

and respected in the United States since the late 1930s, it was not until the early 

1960s that men like Ginastera, Villa-Lobos, Roque Cordero, Mario Davidovsky, 

and Juan Orrego Salas made any sort of indentation in the concept that music 

from Latin America is nothing more than touristic, postcard-like coloristic 

revelries.36  

 
33 Jennifer L. Campbell, “Shaping Solidarity: Music, Diplomacy, and Inter-American Relations.” 

(PhD diss., University of Connecticut, 2010), 61–62, accessed July 24, 2018, ProQuest Dissertations and 

Theses. 

34 “Proposed Letter from Mr. Rockefeller to Mr. Hays,” Aaron Copland Collection, box 355, 

folder 12, Library of Congress, Washington D.C. 

35 Jennifer L. Campbell, “Shaping Solidarity: Music, Diplomacy, and Inter-American Relations.” 

(PhD diss., University of Connecticut, 2010), 60–64, accessed July 24, 2018, ProQuest Dissertations and 

Theses. 

36 Aurelio de la Vega, “Latin American Composers in the United States,” Latin American Music 

Review 1, no. 2 (Autumn-Winter, 1980): 164, accessed March 14, 2021, JSTOR. 
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OIAA music committee member, William Berrien, further argues:  

Regarding Latin American music in this country, there is a woeful lack of 

information. I do not believe this lack is due to any particular ill will or even 

apathy on the part of musicologists or musical historians or critics. There is a 

difficulty, but I believe where modern music is concerned—and it is mostly with 

modern music that we should be concerned—the people who are interested in 

giving modern music a chance have been busy during the last ten years in getting 

the music of the United States on the board.37 

 

 In addition to the long list of performers and music scholars under consideration, 

the committee also received several proposals from individuals and groups wishing to 

tour Latin America. Many debates over what constitutes American music, who would 

best represent the American performer, and what would entertain the Latin American 

public, challenged the committee in coming to a decision. Many orchestras were 

considered, notably the Boston Symphony. Many classically trained African American 

singers were considered, including Dorothy Maynor, Paul Robeson, and Marian 

Anderson. Pianists such as Percy Grainger and John Kirkpatrick were high on their list. 

After much debate, the committee settled on three groups: the Yale Glee Club, the 

American Ballet Caravan, and the League of Composers Wind Quintet. In addition, it 

was decided that Aaron Copland would participate in a lecture tour as a music scholar.38 

The Yale Glee club was the first group chosen by the OIAA to tour Latin 

America. Marshall Bartholomew, committee member of the OIAA, was also the director 

 
37 Address of Dr. William Berrien in the “Conference on Inter-American Relations in the Field of 

Music: Digest of Proceedings.” 

38 Jennifer L. Campbell, “Shaping Solidarity: Music, Diplomacy, and Inter-American Relations.” 

(PhD diss., University of Connecticut, 2010), 66–97, accessed July 24, 2018, ProQuest Dissertations and 

Theses. 
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of the all-male chorus. The tour took place between June 20 and August 11 of 1941 with 

twenty-seven performances, including two radio concerts.39 The Yale Glee Club 

performed works by many Latin American composers in their programs, including Heitor 

Villa-Lobos, Alberto Williams, and Camargo Guarnieri. American folk music was also 

represented on programs, such as spirituals, sea chanties, the work song “This Old 

Hammer,” and an Appalachian tune, “Cindy.” 40  

The American Ballet Caravan was the second group to tour Latin America. Its 

members consisted of thirty-five dancers, conductor Emanuel Balaban, two pianists, two 

singers, a costumer, technical supervisor, stage manager, choreographic director George 

Balanchine, and director Lincoln Kirstein. The company performed in every South 

American country except Bolivia and Paraguay between June and November 1941. 

Programs included ballets by Aaron Copland, Virgil Thomson, Paul Bowles, and Alec 

Wilder. The director of the caravan, Lincoln Kirstein, wanted to make a concerted effort 

in musical reciprocity and sought to purchase works by South American composers and 

artists while on the tour. In Brazil, Kirstein secured a new work for ballet by Francisco 

Mignone, his piano concerto Fantasia Brasileira, No. 4, that was choreographed by 

George Balanchine and premiered during the tour in Chile.41   

 
39 Jennifer L. Campbell, “Shaping Solidarity: Music, Diplomacy, and Inter-American Relations.” 

(PhD diss., University of Connecticut, 2010), 98–101, accessed July 24, 2018, ProQuest Dissertations and 

Theses. 

40 Jennifer L. Campbell, “Creating Something Out of Nothing: The Office of Inter-American 

Affairs Music Committee (1940–1941) and the Inception of a Policy for Musical Diplomacy,” Diplomatic 

History 36, no. 1 (January 2012): 34–35, accessed June 18, 2019, JSTOR. 

41 Ibid., 35–36. 
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Not limited to showcasing music and talent to Latin America, the OIAA also 

expected the touring groups to act as ambassadors for the United States. Dr. Jennifer 

Campbell explains: 

Additionally, the person-to-person interaction that complemented these music 

tours also became important. Performers were expected to attend diplomatic 

functions and parties, play free concerts, reach out to the public, and essentially be 

ambassadors for the United States, a precedent set by the Yale Glee Club, whose 

itinerary was packed with social events, as well as by the Ballet Caravan, whose 

dancers were as busy attending parties as they were giving performances. Good 

ambassadorial behavior by U.S. performers was imperative, as indicated to 

Nelson Rockefeller in an anonymous report from an observer in Chile, detailing 

the actions of the Yale Glee Club: ‘Conduct of the boys was exemplary. They 

were quiet, refrained from getting stinko in public, and were the best ad the U.S. 

has had down here in a long time.’42  

 

 

The League of Composers Wind Quintet 

The members of the League of Composers Wind Quintet (LCWQ) had each 

received a letter of invitation by the committee. They were David Van Vactor, flute; 

Alvin Etler, oboe; Robert McBride, clarinet; Adolph Weiss, bassoon; and John Barrows, 

horn (Figure 1). 

 
42 Jennifer L. Campbell, “Creating Something Out of Nothing: The Office of Inter-American 

Affairs Music Committee (1940–1941) and the Inception of a Policy for Musical Diplomacy,” Diplomatic 

History 36, no. 1 (January 2012): 36–37, accessed June 18, 2019, JSTOR. 
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Figure 1. Signed photograph of the LCWQ in Bogotá, Colombia, dedicated to Colombian 

composer Guillermo Espinosa Grau. Photograph from the Guillermo Espinosa Grau 

Archive. Left to right, David Van Vactor, Adolph Weiss, John Barrows, Robert McBride, 

Alvin Etler. 

The composer-players, as referenced by the committee, hailed from across the 

nation.43 There is no record of these players collaborating prior to the assemblage of the 

LCWQ. While a high-profile string quartet would have been a more traditional choice to 

send as a chamber ensemble, the committee wished to send a group consisting of not only 

talented performers but also prominent American composers, believing that an ensemble 

of this sort would best showcase modern American music. Furthermore, the members of 

the ensemble could be utilized in returning to the United States with influences of Latin 

American rhythms, folk melodies, and dance themes as a way of creating cultural 

exchange.44 On their proposal to the OIAA Coordinator, the committee stated: 

 
43 “Music Committee Meeting,” April 3, 1941, Aaron Copland Collection, box 355, folder 9, 

Library of Congress, Washington D.C. 

44 Jennifer L. Campbell, “Shaping Solidarity: Music, Diplomacy, and Inter-American Relations.” 

(PhD diss., University of Connecticut, 2010), 93–96, accessed July 24, 2018, ProQuest Dissertations and 

Theses. 
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The important field of chamber music should not be overlooked. A strong current 

of reawakening of interest in this field is evidenced by the use of chamber music 

in current radio programs even in this country. In Latin America any number of 

string quartets have had notable success recently.45 

 

The League of Composers, a New York-based society established in 1923 and 

responsible for bringing forth and promoting a vast amount of new music throughout the 

twentieth century, was approached by Nelson Rockefeller, requesting sponsorship for the 

tour of the LCWQ. The League was eager to explore Latin American music. It is believed 

that the League’s showcase concert in March of 1932 was the first concert of living Latin 

American composers to take place in New York. During this performance, they presented 

works by Heitor Villa-Lobos, Carlos Chávez, and Pedro Humberto Allende. With a keen 

interest in Latin American music, as well as internationally promoting contemporary 

American music, the League of Composers sponsored the quintet in lending its name, 

thus forming the official title, the League of Composers Wind Quintet.46 The LCWQ is 

also referenced as the American Wind Quintet or the North American Wind Quintet, such 

as in the newspaper clippings found in Appendix 1.  

 

 
45 Memorandum from Philip Barbour to Members of the Music Committee, June 2, 1941, box 355, 

folder 10, Aaron Copland Collection, Library of Congress, Washington D.C. 

46 Marion Bauer and Claire Reis, “Twenty-Five Years with the League of Composers,” The 

Musical Quarterly 34, no. 1 (January 1948): 1–4. 
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Figure 2. The LCWQ arriving in South America. Photograph courtesy of Jim Etler. Left, 

Alvin Etler; right, David Van Vactor. 

 

The Tour 

The tour began in August of 1941 and continued through October of that year. 

The LCWQ left Brownsville, Texas for Mexico City on the 8th of August and over the 

span of two months, visited eighteen cities across Latin America (Figure 2). 47  

Carleton Sprague Smith was the committee member charged with the planning 

and programming for the ensemble.48 The final itinerary included performances in the 

following cities: 

 
47 Editorial, “Musical Goodwill Wings Southward via Brownsville,” Brownsville Herald, August 

8, 1941, accessed November 29, 2017, NewspaperArchive.  
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August 8   Mexico City, Mexico 

August 16  Guatemala City, Guatemala 

August 17  San José, Costa Rica 

August 19  Panama City, Panama 

August 24  Medellín, Colombia 

August 25  Bogotá, Colombia 

August 27  Cali, Colombia 

August 29  Quito, Ecuador 

August 31  Lima, Peru 

September 6  Santiago, Chile 

September 9  Buenos Aires, Argentina 

September 11  Rosario, Argentina 

September 12  Rio de Janeiro, Brazil 

September 17   Recife, Pernambuco, Brazil 

September 26  Port of Spain, Trinidad 

October 1  San Juan, Puerto Rico 

October 3  Santo Domingo, Dominican Republic 

October 5  Port-Au-Prince, Haiti 

October 6  Back to U.S. via Cuba to Miami, Fla.49  

 

 Although modes of transportation remain somewhat unknown, the LCWQ 

traveled the equivalent of 17,000 miles (Figure 3) before returning to the United States.50 

 
48 Jennifer L. Campbell, “Shaping Solidarity: Music, Diplomacy, and Inter-American Relations.” 

(PhD diss., University of Connecticut, 2010), 118, accessed December 1, 2017, ProQuest Dissertations and 

Theses. 

49 Leonardo De Lorenzo, My Complete Story of the Flute: The Instrument, the Performer, the 

Music (Lubbock, TX: Texas Tech University Press, 1992), 343. 

50 Nat McKelvey, “Practical Music Maker Robert McBride,” Bulletin of American Composers 

Alliance 8, no. 1 (1958): 10. 



27 
 

 

Figure 3. The arrows point to the eighteen cities that the LCWQ visited. United States 

Central Intelligence Agency. Latin America. [Washington, D.C.: Central Intelligence 

Agency, 2006] Map. https://www.loc.gov/item/2006627988/. 

 

As for programming, Smith compiled an extensive collection of quintet music, 

including what little Latin American music he could find. Smith urged Copland to coach 

the quintet prior to their departure to Mexico, suggesting that he could “supervise some 

of the practicing and select some of the material during the next week in July and the first 
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week in August,” and that “it certainly would be a tremendous help."51 Smith also 

requested that Copland “arrange a little concert in Lenox [MA] just before the group 

takes off.”52 There is no evidence to suggest if this concert transpired.  

In addition to performing modern American quintet pieces, including pieces 

written by the quintet members, the LCWQ made a dedicated effort to perform what they 

could of Latin American inspired pieces. According to oboist Alvin Etler:  

We took with us what South American music we could find, but there really 

wasn’t much for wind quintet; a few works by Villa-Lobos and Mignone, that was 

about it. Everywhere we went, though, we would gather up whatever was around, 

even if it were only a piano piece, and arrange it for our group.53  

 

Though Latin American music was hard to come by for the quintet, they had a large 

number of their own works from which to choose. In trying to maintain the Latin 

American theme, bassoonist Adolph Weiss arranged several piano works for quintet by 

Heitor Villa-Lobos and Carlos Málaga.54 According to the former principal flutist of the 

New York Philharmonic Leonardo De Lorenzo, the LCWQ assembled a piece titled 

Divertimento, a five-movement collaborative work in which each member of the group 

contributed a movement. The movements are “Allegro” by Alvin Etler, “Andante” by 

 
51  Letter to Aaron Copland from Carleton Sprague Smith, June 18, 1941, Aaron Copland 

Collection, box 355, folder 11, Library of Congress, Washington D.C. 

52 Ibid. 

53 Daniel Lipori, “Alvin Etler and his Solo and Chamber Works for Bassoon,” The Double Reed 

37, no. 4 (2014): 57. 

54 William Bernard George, “Adolph Weiss” (PhD diss., University of Iowa, 1971), 58, accessed 

March 8, 2018, ProQuest Dissertations and Theses.  
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John Barrows, “Rondo” by Adolph Weiss, “Gavotta” by David Van Vactor, and “Jam 

Session” by Robert McBride.55 

The events of the LCWQ’s tour remain somewhat of a mystery. Is was stated in 

the minutes of the meeting that “unfortunately, to date the Music Committee has hardly 

an inkling of what publicity has been released in Latin America.”56 The committee had 

hoped that they “would be kept posted on activities.” 57 However, that was not the case. 

According to the bassoonist of the LCWQ, Adolph Weiss, who acted as the leader of the 

group, the quintet was well received by Latin American audiences. However, Weiss 

noted that the audiences were small and that there were quarrels among members of the 

ensemble over the musical programming.58 

Though little is recorded of the LCWQ’s tour, the evidence suggests that their 

efforts were congruent with the OIAA’s motives in operating as artistic diplomats (Figure 

4). The LCWQ’s selection of music as well as their collaboration with various Latin 

American artists demonstrated the cultural exchange that the OIAA had in mind. A 

review of the concert in Santo Domingo reveals that their performance there was a 

triumph and that the group received instant applause.59 Adolph Weiss writes:  

 
55 Leonardo De Lorenzo, My Complete Story of the Flute: The Instrument, the Performer, the 

Music (Lubbock, TX: Texas Tech University Press, 1992), 343–344. 

56 “Minutes of the Music Committee,” September 4, 1941, Aaron Copland Collection, box 355, 

folder 11, Library of Congress, Washington D.C. 

57 Ibid. 

58 Jennifer L. Campbell, “Shaping Solidarity: Music, Diplomacy, and Inter-American Relations.” 

(PhD diss., University of Connecticut, 2010), 120–121, accessed December 1, 2017, ProQuest Dissertations 

and Theses. 

59 Listín Diario, October 4, 1941, accessed November 15, 2021, ufdc.ufl.edu/AA00021654/08574. 
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We were most welcome to the composers and musicians of South America for we 

gave many premieres of South American works. This tour aroused interest in and 

awakened a consciousness of native talent, of which most South Americans were 

previously unaware.60 

 

 

Figure 4. Signed photograph of the LCWQ in Bogotá, Colombia, dining with first lady 

Lorenza Villegas Restrepo (bottom center). Photograph from the Guillermo Espinosa 

Grau Archive. Standing, 5th from left, John Barrows; 7th, Adolph Weiss; 9th, Robert 

McBride; 10th, Alvin Etler; 11th, David Van Vactor.  

 

 
60 Adolph Weiss, “Adolph Weiss: Autobiographical Notes,” Bulletin of American Composers 

Alliance 7, no. 3 (1958): 4. 
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CHAPTER 3: BIOGRAPHIES OF THE MEMBERS OF THE LCWQ 

David Van Vactor, Flute 

David Van Vactor (1906–1994) was born in Plymouth, Indiana, and raised in the 

nearby small town of Argos, Indiana. His father, David Ellsworth Van Vactor, was a 

Protestant minister, housebuilder, and the owner of a factory that produced porch 

columns. His mother, Mathilda Fenstermacher Van Vactor, was a midwife. At an early 

age, Van Vactor began flute lessons with the town barber. By the time he was eight years 

of age, Van Vactor had begun playing the piccolo in the town band until he graduated 

high school. Upon graduation, Van Vactor’s family moved to Evanston, Illinois, where 

Van Vactor enrolled as a pre-medical student at Northwestern University. Alongside his 

medical studies, Van Vactor also studied music theory and composition at the School of 

Music.61  

 During Van Vactor’s studies at Northwestern, the long-standing dean of the 

School of Music, Peter Christian Lutkin, was convinced that Van Vactor should pursue 

music as a profession. Van Vactor spoke of Lutkin during a conversation with Bruce 

Duffie: 

Well, he was a great friend of mine, and when I was a student, we used to go to 

the Chicago Symphony together quite often. He was very nice to me, and we just 

enjoyed each other’s company. He was a charming old gentleman, Peter Christian 

Lutkin. You know the honorary music fraternity, Pi Kappa Lambda? That’s Peter 

Christian Lutkin—Pi Kappa Lambda. I was elected to that its tenth year, a great 

honor, of course. One morning, he invited me to his office, very formally, and he 

said, “Anyone with ordinary intelligence can be a fairly good doctor, but very few 

people can write tunes. I don’t want to interfere with your career; I know how 

you’ve labored in pre-med. You just shouldn’t waste your life being a doctor, 

 
61 David Landreth Van Vactor, liner notes to American Masters: David Van Vactor, David Van 

Vactor, Conductor, CRI NWCR702, CD, 1995.  



32 
 

because you can write good tunes!” So, I thanked him. And I did write some of 

my little things first as a student, so he just convinced me right away.62 

 

Lutkin advised Van Vactor to continue his musical studies in Europe. Having no funding 

to enroll in medical school, Van Vactor decided to take Lutkin’s advice.63 Regarding his 

decision, Van Vactor stated:  

My family—three older sisters, my daddy, and my mother—were all disappointed 

about the medicine, except my mother. She said, “I’ve always wanted you to be a 

musician, and you can make people happy by writing nice music.” So I had my 

dear mother’s okay, and the others didn’t count by that time!64 

 

Following his graduation, Van Vactor sailed across the Atlantic to study at the Wiener 

Akademie in Austria. He managed to pay for his transatlantic passage by performing flute 

recitals during the journey. It was during this voyage across the Atlantic that Van Vactor 

met his future wife, Virginia Landreth, who was sixteen at the time and also from 

Indiana. They eventually married in 1931.65   

Van Vactor spent nine months in Vienna, where he studied composition with 

Franz Schmidt, harmony with Arnold Schoenberg, and flute with Josef Niedermayer. 

Following his studies in Vienna, Van Vactor and his new bride went to Paris where he 

studied the flute with Marcel Moyse and composition with Paul Dukas. Upon his return 

to the United States, Van Vactor was appointed second flutist of the Chicago Symphony 

 
62 David Van Vactor, interview by Bruce Duffie, Interviews by Bruce Duffie, March 15, 1986, 

accessed December 18, 2021, bruceduffie/vanvactor.html.  

63 David Landreth Van Vactor, liner notes to American Masters: David Van Vactor, David Van 

Vactor, Conductor, CRI NWCR702, CD, 1995. 

64 David Van Vactor, interview by Bruce Duffie, Interviews by Bruce Duffie, March 15, 1986, 

accessed December 18, 2021, bruceduffie/vanvactor.html. 

65 David Landreth Van Vactor, liner notes to American Masters: David Van Vactor, David Van 

Vactor, Conductor, CRI NWCR702, CD, 1995. 
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Orchestra by Frederick Stock, where he remained for thirteen seasons. He also taught 

music theory at Northwestern University and maintained a large studio of flute students.66  

Van Vactor’s position with the Chicago Symphony provided opportunities to 

premiere his compositions.67 He states:  

I played for Frederick Stock. He was conductor of the Chicago Symphony, and 

[Eric] DeLamarter was his associate. Both of them helped me very, very much in 

getting started. Stock never commissioned anything; his suggestion was a 

demand, as far as I was concerned, so I just started writing things and getting 

[them] played, not only in Chicago, but other places.68  

 

Frederick Stock premiered Van Vactor’s Concerto a Quattro for three flutes, harp, and 

orchestra with the Chicago Symphony in 1935. He won an award from the Society for the 

Publication of American Music for his Quintet for Flute and String Quartet (1932).69 In 

1939, Van Vactor won first prize for the New York Philharmonic Symphony Society’s 

composers’ contest, for which he received $1000 and the opportunity to conduct and 

premiere his Symphony No. 1 in D Major with the orchestra.70 After the premiere, Van 

Vactor gained national acclaim as a composer. This first symphony continued to be 

performed by major American orchestras, including the Cleveland Orchestra and the 

Rochester Philharmonic. In 1942, Van Vactor’s Overture to a Comedy No. 2 won the 

Juilliard Publication Award and was subsequently performed by several major orchestras. 

 
66 David Landreth Van Vactor, liner notes to American Masters: David Van Vactor, David Van 

Vactor, Conductor, CRI NWCR702, CD, 1995. 

67 Ibid.  

68 David Van Vactor, interview by Bruce Duffie, Interviews by Bruce Duffie, March 15, 1986, 

accessed December 18, 2021, bruceduffie/vanvactor.html. 

69 David Landreth Van Vactor, liner notes to American Masters: David Van Vactor, David Van 

Vactor, Conductor, CRI NWCR702, CD, 1995. 

70 Editorial, “Van Vactor to Give Symphony Tonight: Winner of Philharmonic Prize to Conduct 

Own Work,” New York Times, January 19, 1939, accessed November 3, 2019, ProQuest Historical 

Newspapers.  
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His String Quartet No. 1 was performed on tour by the Budapest String Quartet in 

1946.71     

Van Vactor visited Latin America five times during his career as a flutist, 

composer, and conductor. In 1941, Van Vactor toured Latin America with the LCWQ. 

He returned to South America in 1945 and 1946 to conduct his works with the Municipal 

Orchestra of Rio de Janeiro and the Orquesta Sinfonica de Chile. 72 During his visits to 

Chile, Van Vactor served as a visiting professor of the Universidad de Chile, where he 

directed a series of chamber music concerts, and coached instrumental and choral 

ensembles.73 It is evident in some of Van Vactor’s works that the music of Latin America 

influenced him. His Suite for Orchestra on Chilean Folk Tunes was written in 1963 and 

premiered by the Knoxville Symphony. Van Vactor incorporated traditional Chilean folk 

dances and arranged them into four movements, titled El Quando, El Aire, Negro 

Querido (Amacueca), and Zapateo. The work was considered a contributing effort in 

bringing Latin American traditions into the western orchestral repertoire.  

In 1944, Van Vactor moved to Marshall, Missouri, where he ran a farm for the 

war effort. He soon became the assistant conductor for the Kansas City Philharmonic in 

1945 and founded the Allied Arts Orchestra, an ensemble that emphasized new music. 

During his time in Missouri, Van Vactor continued to compose, writing Introduction and 

Presto (1946) for strings and Pastorale and Dance (1947) for flute and strings.  

 
71 David Landreth Van Vactor, liner notes to American Masters: David Van Vactor, David Van 

Vactor, Conductor, CRI NWCR702, CD, 1995. 

72 Ibid. 

73 John L. Walker, “A 20th Century Masterpiece for Flute and Piano from Chile,” Latin American 

Classical Music, June 13, 2018, accessed February 2, 2020, http://blog.cayambismusicpress.com/a-20th-

century-masterpiece-for-flute-and-piano-from-chile.  
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 In 1947, Van Vactor founded the Department of Fine Arts at the University of 

Tennessee. He was appointed as conductor for the Knoxville Symphony Orchestra, where 

he remained for twenty-five years.74 

During his time in Knoxville, Van Vactor developed a keen interest in engaging 

the community through music. In 1949, he began a music appreciation series called 

Concerts for Children, in which classical concerts were provided for thousands of school 

children in the Knoxville area. Symphony musicians would provide preparatory material 

for teachers and students to help integrate classical music into every classroom and 

school subject. The students would then attend the KSO concerts to learn about the 

orchestra and repertoire performed. This program became a model for orchestra 

education programs across the nation, leading to Van Vactor receiving a Fulbright grant 

for concerts for children in Knoxville and Frankfurt, Germany. Additionally, he received 

a Guggenheim fellowship to write an opera, The Trojan Women (1959).75 

Following the Fulbright grant to Frankfurt, Van Vactor established a close 

relationship with the Hessiche Rundfunk Orchester. He returned every summer for the 

next ten years, recording several of his works with the orchestra with the CRI label.76  

 
74 John L. Walker, “A 20th Century Masterpiece for Flute and Piano from Chile,” Latin American 

Classical Music, June 13, 2018, accessed February 2, 2020, http://blog.cayambismusicpress.com/a-20th-

century-masterpiece-for-flute-and-piano-from-chile. 

75 Rudy Ennis, ed., “David Van Vactor: Guiding the KSO toward Maturity,” Knoxville Symphony 

Society, 1984, accessed January 7, 2020, https://knoxvillesymphony.com/about-kso/our-history/david-van-

vactor. 

76 David Landreth Van Vactor, liner notes to American Masters: David Van Vactor, David Van 

Vactor, Conductor, CRI NWCR702, CD, 1995. 
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Van Vactor retired from the University of Tennessee in 1976 and continued to 

write music. He completed his Symphony No. 7 in 1982 and began Symphony No. 8. 

However, it remains unfinished. Van Vactor died at home on March 24, 1994.77 

Alvin Etler, Oboe 

 Alvin Etler (1913–1973) was born in Battle Creek, Iowa and grew up in a 

household of amateur musicians. His father and older brother played the trumpet, and his 

mother played the piano. At the age of nine, Etler was introduced to the saxophone. 

Though he received informal lessons from his father and brother, he mostly gained his 

musical abilities through self-instruction. In addition to the saxophone, Etler had also 

learned how to play the trumpet, piano, and the clarinet upon entering junior high school. 

After experimenting with several different instruments of the orchestra in high school, 

Etler decided to settle with the oboe and began lessons with Bert Gassman and Phil 

Kirchner of the Cleveland Orchestra.78 

 In addition to playing the oboe, Etler also conducted his high school orchestra in a 

performance of his first orchestral composition. Etler began experimenting with 

composition during grammar school. During his high school years, he composed popular 

music for silent films in the local film house. In 1931, Etler was admitted into Western 

Reserve University (now Case Western Reserve University) in Cleveland, Ohio to study 

composition with Melville Smith and Arthur Shepherd. During this time, he also enrolled 

at the Cleveland Institute of Music to continue oboe studies with Gassman and Kirchner. 
 

77 David Landreth Van Vactor, liner notes to American Masters: David Van Vactor, David Van 

Vactor, Conductor, CRI NWCR702, CD, 1995.  

78 Paul Melvin Shelden, “Alvin Etler (1913–1973): His Career and the Two Sonatas for Clarinet” 

(DMA diss., University of Maryland, 1978), 2, accessed April 8, 2020, ProQuest Dissertations & Theses.  
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Etler was equally devoted to composing and practicing the oboe and managed to 

successfully divide his time between both the university and the institute. Although Etler 

dedicated seven years to his undergraduate studies, he never obtained a formal degree 

during this time.79 Living in Cleveland exposed Etler to a variety of musical outlets. Etler 

recalls: 

Cleveland then had a rich offering for a young musician. Outstanding in my 

experiences of those years, in addition to the steady variety of concerts, was the 

presence of the Walden String Quartet, which at that time was constantly giving 

concerts and radio performances of literally hundreds of new works. Of the 

number of quartets I wrote then, all were generously rehearsed, and some 

performed, by them. Because of the experimental and immature nature of my 

work at that time, none of these has survived, but careful consideration for the 

practical circumstances of each later composition can readily be attributed largely 

to that invaluable experience. The first tangible results of these formative years 

appeared in the shape of a trio for strings in 1935, Six from Ohio (suite for oboe 

and three strings), 1936, the first works to bring notice beyond the local precincts. 

All were performed quite widely at the time in various parts of the country and on 

all the radio networks.80 

 

 Etler left Cleveland in 1938 and secured a position with the Indianapolis 

Symphony Orchestra where he played second oboe for two seasons. He was selected for 

two Guggenheim Fellowships for the years 1940 and 1941 for his compositional work in 

Cleveland. These awards allowed Etler to devote his time and talents entirely to his 

musical compositions, relieving him of any financial burdens. It was during this time that 

 
79 Paul Melvin Shelden, “Alvin Etler (1913–1973): His Career and the Two Sonatas for Clarinet” 

(DMA diss., University of Maryland, 1978), 2–3, accessed April 24, 2020, ProQuest Dissertations & 

Theses.  

80 William Roy Nichols, “A Comprehensive Performance Project in Clarinet Literature with an 
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accessed April 29, 2020, ProQuest Dissertations & Theses. 



38 
 

Etler composed two sinfoniettas that were premiered by the Pittsburgh Symphony, 

conducted by Fritz Reiner.81 

  Upon his return from the Latin American LCWQ tour in 1941, Etler decided that 

he would strictly devote his time to composition and would no longer pursue a career in 

playing the oboe professionally. He admitted that the time and tedious work required to 

make oboe reeds was a major factor in his decision to terminate his playing career.82 

Nevertheless, the Latin American tour left a lasting impression on Etler. Later in life, 

Etler had planned to retire at the age of sixty-five and move to Costa Rica. Although this 

aspiration never materialized, Paul Sheldon explains:  

His choice of this Central American country was based on the great emphasis 

placed on per capita education, the relatively stable government, and most of all, 

on the strong musical awareness then developing among its people, its cultural 

officials, and its government leaders, some of whom had already been 

corresponding with the composer about the intended move.83   

 

 Not long after the Latin American tour, Etler secured a position at Yale University 

as an instructor in music, teaching all woodwind instruments and conducting the band.84 

During his first two years as an instructor, Etler studied composition with Paul 

Hindemith, who taught composition and music theory at Yale. Studying with Hindemith 

left little influence on Etler’s music. The few lessons that Etler had with Hindemith were 
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strictly a means to an end for him, allowing him to obtain a Bachelor of Music degree 

from Yale in 1944.85  

 In 1946, Etler became an assistant professor of music at Cornell University, 

teaching band and woodwinds as he did at Yale. However, during his first year at 

Cornell, Etler was offered a position at the University of Illinois. He joined the faculty in 

1947 as an associate professor of music and taught freshman music theory.86  

 In 1949, two years after accepting his position at the University of Illinois, Etler 

joined the faculty of Smith College. He regarded this new professorship as the most 

suitable position for a composer as it offered the most flexible schedule. Rather than the 

standard college schedule, where classes are spread throughout the week, Smith College 

utilized a different scheduling method. According to Etler, his classes met “three days 

running, the first three days of the week,” and adding that “every faculty member has the 

right to put all of his classes inside of these three days, and then he is completely free the 

other four days.”87 

 Etler’s success as a composer earned him commissions and performances by 

leading ensembles worldwide, including the New York Philharmonic, the Chicago 

Symphony, and the Concertgebouw Orchestra of Amsterdam, as well as smaller 

ensembles such as the New York Woodwind Quintet and the American Brass Quintet. He 
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was awarded a third Guggenheim Fellowship in 1963 that allowed him to spend a year 

composing music in Europe while on a sabbatical from Smith College.88 Etler continued 

to serve on the faculty of Smith College for twenty-five years and died in 1973 at the age 

of sixty.89 

Robert McBride, Clarinet 

 Robert McBride was born in 1911 in Tucson, Arizona, which was still a U.S. 

territory during this time. At an early age, he began to teach himself to play the oboe, 

clarinet, saxophone, and piano and performed with local jazz and school music groups. 

While still in grade school, McBride played in a trio as clarinetist with his father playing 

the piano and his brother trumpet. Together, they would perform concerts at the Trinity 

Presbyterian Church in Tucson. McBride developed an interest in composition while 

attending Tucson High School, where he also held the first clarinet chair.90 He attended 

the University of Arizona, studying composition under Otto Luening and completed a 

Bachelor and Master of Music degree.91 In addition to composition, he also received 

formal training in oboe and piano. While still a student, McBride was a clarinetist and 

oboist with the Tucson Symphony Orchestra. Upon graduation, he joined the faculty of 
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Bennington College in Vermont in 1935. It was here that he met and married his wife and 

former student, Carol, in 1941.92 

 In 1945, McBride moved to New York City to write and arrange music for 

Triumph Films, a division of Sony Pictures Entertainment. He produced scores for short 

subjects, as well as for the films Farewell to Yesterday and The Man with My Face. 

McBride returned to Tucson in 1957 to teach composition at the University of Arizona 

and remained there until 1976.93 Between 1963 and 1967, McBride occupied the oboe 

chair in the University of Arizona Woodwind Quintet.94  

 Throughout his life, McBride received several honors including a Guggenheim 

Foundation grant in 1937 and an award from the American Academy of Arts and Letters 

for “writing a new idiom and expression” in modern American music in 1942.95 He 

received commissions for new works from the League of Composers and the New York 

City Ballet. McBride was honored by the University of Arizona with a Medallion of 

Merit.96  

 McBride maintained an active performing career, playing the oboe, clarinet, and 

saxophone with various chamber ensembles and orchestras. His compositions were often 
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given catchy titles that ranged from serious to whimsical with many dance and folkloric 

influences. McBride’s music covered a variety of genres including operas, jazz, solos, 

chamber pieces, and orchestral works.97  

 During his later years, McBride claimed that he no longer listened to music due to 

an ear disorder that caused him to hear pitches a half-step off. He died in 2007 in 

Tucson.98  

Adolph Weiss, Bassoon 

Adolph Weiss (1891–1971) was a prodigious bassoonist, as well as a prolific 

composer. Though his works are not well-known and are rarely performed, Weiss led a 

successful career as a performing artist and composer. Regarding Weiss, Henry Cowell 

stated:  

I cannot think of any music that I respond to more than to his best works, from the 

string quartet of the mid-twenties through the majestic Theme and Variations for 

orchestra to the highly original and provocative new work Gagaku, in which 

Japanese and Western ideas are combined. This is first-rate music.99  

 

His mother, Sophia Soennichsen, moved to America from Hamburg, Germany 

just a few years before his birth. In America, she met and married George Edward Weiss 

(originally named Gustav Wolff), who immigrated to America from Saxony at the age of 
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six. Adolph Weiss grew up learning both German and English and remained bilingual 

throughout his life. His father, George, was an active amateur musician who began his 

musical studies with his uncle, the principal trumpet player with the Boston Symphony. 

George played the clarinet and bassoon throughout the Northeast and the Midwest before 

finally settling in Baltimore. He was resolute in his children’s musical education, 

insisting that they practice the violin or piano for an hour, every day.100   

Adolph Weiss’s initial orchestral experiences began at an early age in grade-

school and churches. At the age of sixteen, Weiss became the principal bassoonist with 

the Russian Symphony Orchestra of New York, an ensemble dedicated to performing 

music by Russian composers, under the direction of Modest Altschuler. In 1907, the 

Russian Symphony embarked on a transcontinental tour of the United States in 

conjunction with the Ben Greet Players, a touring company presenting classic English 

plays set to the incidental music of Mendelssohn and Tchaikovsky, among others. The 

tour forced Weiss to withdraw from his high school, and upon returning from the tour, he 

earned a position with the New York Philharmonic under the direction of Gustav Mahler 

in 1909.101 Although this was a prestigious position, Weiss was disappointed with the 

experience due to an ill and agitated Mahler, who had trouble hearing in his older days. 

Soon after, Weiss joined the New York Symphony under Walter Damrosch.102  
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During his tenure with the New York Symphony, Weiss developed an interest in 

music theory and sought out several prominent teachers in the New York area. He began 

with American composers Abraham Lilienthal and Carl C. Miller, a harmony teacher at 

the New York College of Music. Weiss then studied with Frank Edwin Ward and 

Cornelius Rybner, both composition professors at Columbia University.103  

In 1916, Adolph Weiss accepted the second bassoon position with the Chicago 

Symphony Orchestra under Frederick Stock. He began composition studies in Chicago 

under two new teachers, Adolf Weidig and Thorvald Otterström.104 German-born Adolf 

Weidig (1867–1931) was head of the composition faculty at the American Conservatory 

of Music and quite respected in Chicago’s musical scene, having several of his works 

premiered by the Chicago Symphony.105 Thorvald Otterström (1868–1942) was a 

Scandinavian pianist and composer who also premiered works with the Chicago 

Symphony.106 It was under these teachers that Weiss composed his first works, Songs for 

Soprano (1916–1918) and Fantasie for Piano (1918). Weiss eventually returned to New 

York in 1919, resuming his post with the New York Symphony. In 1921, Weiss moved to 

Rochester as a freelance bassoonist and became involved with the Eastman School of 

Music, performing for the Eastman Theatre and coaching singers from the opera 

department. Dr. Howard Hanson, director of the Eastman School of Music, began a 

 
103 Robert Stevenson, “Weiss, Adolph” Grove Music Online. Accessed March 8, 2018, 

http://www.oxfordmusiconline.com.  

104 William Bernard George, “Adolph Weiss” (PhD diss., University of Iowa, 1971), 10–11, 

accessed March 9, 2018, ProQuest Dissertations and Theses.  

105 Judith Tick, Ruth Crawford Seeger: A Composer’s Search for American Music (Oxford: 

Oxford University Press, 1997), 34. 

106 Felix Borowski, “Suite, ‘American Negro,’” program notes for the 10th program, season 26, 

The Chicago Symphony Orchestra (December 1916): 119.  



45 
 

concert series that presented music from American composers. Weiss’s first orchestral 

work, I Segreti for Large Orchestra (1923), was performed on the first concert of this 

series.107  

While in Rochester, Weiss became acquainted with several prominent composers 

of the time, including Henry Cowell, Wallingford Riegger, and Carlos Salzedo. Weiss 

was particularly fond of the music of Edgard Varèse. The two men shared a similar style 

in their compositional techniques, as well as similar ideas on harmonic and rhythmic 

structures. Weiss expressed interest to Varèse in the new music emerging during the time. 

Seeing the potential in Weiss, Varèse encouraged him to study with composer Arnold 

Schoenberg in Vienna. In 1925, without communicating with Schoenberg first, Weiss left 

Rochester for Austria, with hopes of meeting and studying with the twelve-tone 

composer.108  

Weiss met Schoenberg in the Austrian town of Mödling and much to his delight, 

was accepted for private instruction at a reduced rate by the composer. In an interview, 

Weiss states:  

His general aspect about receiving people was, were they sympathetic. He 

scrutinized me very carefully. The eyes were always sparkling and watching me, 

you see. Later on, he said, "I don't judge people by what they do, I judge them by 

their faces, and if the face is sympathetic I can work with them, and if the face is 

not sympathetic I'll have nothing to do with them.” So that was the way he did it 

with me in that instance. He accepted me because I seemed to have a sympathetic 

bent toward his ideas.109  
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Soon after, Weiss joined Schoenberg’s class at the Akademie der Künste in Berlin in 

1925, although admittance proved to be difficult for Weiss as he scored poorly in 

counterpoint. It was only through Schoenberg’s good word that Weiss was admitted as a 

Meisterschüler (master student).110  

Weiss’s first year in the Akademie was difficult, as Schoenberg was very critical 

of his students’ work. Weiss stated,  

We all had our own ideas about music. Schoenberg encouraged us to review and 

even severely criticize one another's works. He would be the final arbiter. Week 

after week we returned for more criticism and encouragement, which really was 

discouragement for the first year.111 

 

Weiss completed several works while attending the Akademie, including String Quartet 

No. 1 (1925) and String Quartet No. 2 (1926), both twelve-tone pieces. He also 

completed his Chamber-Symphony for Ten Instruments (1927) and, under the 

sponsorship of the Akademie der Künste, the piece was performed by the Sing-Akademie 

of Berlin conducted by Josef Rufer.112   

Although Weiss struggled to adhere to the rigorous curriculum of the Akademie, 

he still maintained a modest social life. It was in Berlin that he met Agnes Henrietta 

Erpenbach, or Mitzi, as she was known by her friends. Born in Düsseldorf in 1896, Mitzi 
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went to Berlin to work as a nurse. As their friendship grew strong, the two married in 

1926. They remained wedded for nearly thirty years until her death in 1956.113  

Weiss returned to the United States in 1927 after two years of study with 

Schoenberg at the Akademie. According to Henry Cowell:  

He returned from Europe after comprehensive studies with Schoenberg, not only 

the first American to learn the technique of the twelve-tone row, but the first to 

bring this technique to this country and spread a knowledge of it here at a time 

when it was either unknown entirely or badly misunderstood.114  

 

Weiss desperately wanted to obtain a professorship in New York. However, having 

received no certificate or diploma while in Europe, a college position was improbable for 

Weiss. He continued to rely on his performance career for income and acquired a position 

with a New York broadcast studio.115  

Weiss was determined to establish himself as a modern American composer. In 

1927, Weiss was appointed secretary of the newly formed Pan American Association of 

Composers (PAAC), an association that was made up exclusively of North, Central, and 

South American composers and administered by the likes of Edgar Varèse, Henry 

Cowell, and Carlos Chávez. The aim of the PAAC was to cultivate the emerging music of 

the America’s and to disassociate itself with the trends of European music, with the hopes 

of establishing an American style of musical writing. The PAAC wished to influence 

European composers with American music, and thus embarked on two European tours in 
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1931 and 1932, in which conductor Nicolas Slonimsky would present American music to 

European audiences. With the financial backing of PAAC member Charles Ives, 

Slonimsky hired orchestras throughout Europe to conduct programs of American music. 

Slonimsky presented the music of Ives, Carl Ruggles, and Ruth Crawford Seeger, among 

others. Included in several of the programs was the symphonic jazz suite, American Life, 

by Weiss. The two European tours were mostly unreceptive to European audiences and 

received hostile remarks from critics. Though the PAAC had many notable composers 

amongst its ranks and premiered several new American works, it had become inactive by 

1935, due to the Great Depression and personal quarrels among Cowell and Varèse.116  

In 1928, Weiss helped found the Conductorless Orchestra of New York City. A 

first of its kind in America, the short-lived orchestra was closely modeled after a Moscow 

ensemble in which the members were seated in concentric circles on stage, the outer row 

with its back to the audience members and the concertmaster elevated and placed in the 

center. The players depended on each other’s gestures and movements, having the duties 

of a conductor distributed among various leaders of the ensemble with a purpose to 

“heighten the musicianship and personality of each performer …and to permit the 

listeners to focus attention on the music.”117  

In 1933, Arnold Schoenberg fell into financial hardship after being removed from 

his position at the Akademie by the Nazis. He and Weiss had remained in contact since 
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Weiss departed Europe six years prior. With very little money, Schoenberg left Europe 

for the United States and joined the faculty of the Balkin Conservatory in Boston as a 

composition professor and arranged for Weiss to be hired as his assistant. This position 

lasted only months for both Schoenberg and Weiss, due to Schoenberg’s ill health. It was 

during this time that Weiss accepted a young John Cage as a private student. Cage wished 

to study with Schoenberg. However, he was encouraged by Henry Cowell to begin 

studies with Weiss. Cage studied with Weiss for nearly a year before they both departed 

New York—Weiss on a tour with a ballet company, and Cage to California to study with 

Arnold Schoenberg. Schoenberg was the newly appointed professor of composition at the 

University of Southern California, where he had resettled and regained his health in a 

warmer climate.118 Weiss and Cage remained friends for many years, until Weiss 

believed that he was not receiving enough credit as a teacher from Cage. In a letter from 

Cage to William Bernard George, Cage writes:  

As time went on, it took me to Seattle, San Francisco, Chicago, New York, and 

away from the twelve-tones to percussion and my prepared piano, and my musical 

connection with Weiss more or less evaporated. Each time he came to New York 

we got in a little bridge. But I don't think he took my work seriously until the 

retrospective concert of my work at Town Hall in 1958...But I was too involved in 

my own work—timewise and ideawise—to give him much attention. And so I 

became one of those who gave him insufficient regard…Once he objected that I 

hid the fact that I had studied with him, but his sister, who was present, 

immediately noted that in all the biographical statements I have issued I have 

always included mention of him. Of recent years, this sense of injustice seems to 

have diminished, on my part, I am glad and wish him well.119 
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 While secretary of the PAAC, Weiss was awarded a Guggenheim Fellowship in 

1932 through the recommendations of Anton Webern, Alban Berg, Roberto Gerhard, and 

Willi Reich. The fellowship allowed Weiss to compose in Italy for a year.120 Upon his 

return to America, Weiss toured with the Ballet Russe de Monte Carlo as a bassoonist 

with the orchestra, bringing him to the Pacific Coast where he eventually relocated as 

principal bassoon with the San Francisco Symphony. Throughout the rest of his life, 

Weiss would continue to depend on his career as a bassoonist, holding positions with the 

Los Angeles Philharmonic and various studio orchestras. While performing was always 

lucrative for Weiss, composition remained his chief passion.121 

After the tour with the League of Composers Wind Quintet, Weiss returned to Los 

Angeles and continued to work as both a composer and performer. In 1951, he joined the 

Los Angeles Philharmonic as the second bassoonist, where he remained until 1961. This 

post allowed him to teach composition at the Los Angeles Conservatory of Music and 

Los Angeles City College. Weiss remained in Los Angeles until 1964, when he moved to 

a cottage in the small town of Ojai, California. Though retired from professional 

engagements, Weiss continued to compose, teach privately, and perform with local civic 

orchestras.  
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In the Fall of 1968, Weiss required assisted care due to sustained injuries from a 

fall. He lived in several different nursing home facilities throughout Los Angeles until his 

death on February 21, 1971, at the age of 79, in Van Nuys, California.122 

John Barrows, Horn 

 John Barrows was born in 1913 in Glendale, California and spent his early years 

in Montana, where he learned to play the euphonium. During his high school years, he 

learned to play the cello and horn. He moved to Rochester after high school to attend the 

Eastman School of Music.123 

 After two years at Eastman, Barrows decided to transfer to the San Diego State 

Teachers College, and then finally to Yale University. His teachers included Richard 

Donovan and David Smith.124 He joined the Minneapolis Symphony after graduating and 

remained there for four years before joining the Army Air Force Band as an assistant 

bandleader in 1942.125 

 After Barrows served in the military, he moved to New York to perform with the 

New York City Opera and the New York City Ballet. He also had the opportunity to 

work with artists such as Miles Davis, Woody Herman, and Billie Holiday. Barrows was 

a proponent of chamber music throughout his life. He states, “There is no other musical 
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experience that can quite equal playing chamber music in intensity or self-expression and 

yet within the framework of cooperative effort.” During his time in New York, Barrows 

performed with several chamber ensembles, including the Budapest String Quartet and 

the Pasquier Trio. In 1952, he co-founded the famed New York Woodwind Quintet.126 

 Barrows’ compositions consist mostly of chamber music and arrangements for 

band, as well as a method book for the horn.127 He wrote two wind quintets, Woodwind 

Quintet, premiered in 1937, and March for Wind Quintet, premiered in 1941 in Mexico 

City by the LCWQ.128  

 Barrows taught at Yale University, New York University, and at the University of 

Wisconsin at Madison (1961–1974).129 He died in 1974 from Hodgkin’s disease.130 
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CHAPTER FOUR: THE MUSIC OF THE LCWQ 

 On their historic Latin American tour, the LCWQ took with them a variety of 

programs comprised of their own compositions and arrangements as well as works from 

other composers. In addition to wind quintets, the LCWQ also performed duets, trios, 

quartets, and a sextet. As discussed in Chapter 2, the mission of the LCWQ was to 

showcase modern American music to Latin American audiences while also establishing 

reciprocity with Latin American artists. Regrettably, not all of the works that were 

performed for the tour are published or available. Thus, this chapter will focus on the 

available works composed by the members of the LCWQ that were performed for the 

tour, providing salient observations of each composition. In addition, this chapter will 

address other prominent works for woodwind ensembles that were composed by the 

members of the LCWQ.  

The Repertoire 

 There is little evidence remaining that references the repertoire performed by the 

LCWQ in Latin America. However, a list of repertoire performed by the LCWQ in the 

Theatro Municipal of Rio de Janeiro, Brazil has been found in a substantial historical 

index of performances that occurred there. It indicates that the LCWQ performed there on 

September 22, 1941.131 Contrarily, this date does not align with Leonardo De Lorenzo’s 

itinerary of the LCWQ listed in chapter 2. The repertoire, listed in Portuguese and 

translated by me, was as follows:  

 
131 Edgard De Brito Chaves, Jr. Memórias e Glórias de um Teatro: Sessenta Anos de História do 

Teatro Municipal do Rio de Janeiro (Rio de Janeiro, Brazil: Companhia Editora Americana, 1971), 506. 



54 
 

Bach     Prelude and Fugue in Bb Minor 

Hindemith    Quintet for Wind Instruments 

Mozart     Divertimento no. 8, K. 213 for Quintet 

Villa-Lobos    Duo for Flute and Clarinet 

Mignone    Sextet for Piano and Wind Quintet 

Members of the Quintet  Divertimento 

      Allegro (Alvin Etler) 

      Andante (John Barrows) 

      Rondo (Adolph Weiss) 

      Gavotte (David Van Vactor) 

      Jam Session (Robert McBride)132 

 The index also notes that Mignone was the pianist for the Sextet. Other sources 

that reference the repertoire performed for the tour are various newspaper clippings from 

both the United States and abroad. Although no titles of compositions are included, the 

composers listed in these clippings include Frederick Stock, Leo Sowerby, Eric 

DeLamarter, Florian Mueller, Oscar Lorenzo Fernández, and Walter Piston. Of these 

composers, Leo Sowerby and Oscar Lorenzo Fernández wrote quintets that were 

published before the tour. While the program and newspaper clippings are somewhat 

lacking in detail, it is apparent that the LCWQ performed a concert consisting of both 

modern and traditional music, pieces by Latin American composers, as well as their own 

compositions. 
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Music of David Van Vactor 

 David Van Vactor’s contribution to the collaborative quintet piece, Divertimento, 

was his Gavotta for Woodwind Quintet. It was premiered in Mexico City at the start of 

the tour in 1941.133 Gavotta is a jovial work in D-major with the tempo marking 

Allegretto, lasting approximately three minutes. A trio section occurs within the piece in 

the key of G-minor. Though classical in form and style, Van Vactor harmonically inserts 

humor throughout the piece by “interrupting” the delicate dance melody with what could 

be interpreted as boisterous and clumsy low winds (Figure 5).134 

 

Figure 5. Gavotta for Woodwind Quintet by David Van Vactor, mm. 1–4. The melody 

introduced by the flute and oboe in D major, then echoed by the horn and bassoon in C 

minor. 
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 On Van Vactor’s music, Pauline Bayne writes, “Based on classical forms, his 

compositions are lyrical and often contrapuntal, showing the influences of Hindemith and 

Prokofiev. Dance rhythms and marches are characteristic of his style.”135 As such, 

Gavotta is arguably reminiscent of the cheeky “Gavotta” movement from Sergei 

Prokofiev’s Classical Symphony (1918). Van Vactor was effective in merging classical 

structures such as the chaconne or fugue with twentieth century harmonic nuances.136  

 David Van Vactor would later compile an extensive collection of his music for 

woodwind solos and ensembles into a book he titled, Music for Woodwinds. The thirty-

six pieces for woodwinds cleverly demonstrate the different instruments and could also 

serve as pedagogical material for chamber ensembles. Gavotta is also included among 

these pieces. Regarding the collection, Van Vactor states: 

In writing these thirty-six pieces for flute, oboe, clarinet, horn, and bassoon my 

purpose has been to demonstrate characteristics of the instruments, alone and in 

all possible combinations of two, three, four, and five. Volume I includes a solo 

for each instrument, ten duos, and ten trios; Volume II includes five quartets, four 

quintets, and two double quintets: Introduction and Allegro and Fantasia and 

Fugue. This last employs piccolo, English horn, bass clarinet, and contrabassoon, 

illustrating the vast range of the woodwind choir, actually that of the piano minus 

the lowest A. Any musician who plays a woodwind instrument can always find 

something to play among these pages. And if any member, or members, of a 

woodwind quintet should be absent or tardy, then those present can always go to 

work on some composition selected from the thirty-six.137 
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 In 1960, Van Vactor composed Suite for Woodwind Quintet. The four movements 

are titled Moderato, Lento, Allegretto–ben marcato e leggiero, and Andante cantabile con 

moto. On his style during this period, Van Vactor’s son, David Landreth Van Vactor, 

states:  

In 1957, he had begun to use the tone row as a compositional device…While Van 

Vactor is resolutely tonal in his approach to serial technique, the character of his 

music written after 1957 is decidedly different from the Symphony No. 4 starting 

with Trojan Women Suite (1959) and Suite for Woodwind Quintet (1959), the 

tunes are quirkier, the harmonies richer, and more freedom is evident in their 

development.138 

 

Music of Alvin Etler 

 Alvin Etler settled into using serial processes in his later years, though never 

without a tonal center. David Ewan writes, “His great successes, however, came with 

music reaching back to baroque structures and polyphony without becoming neoclassical 

in the Hindemith definition of that style.”139 Etler was a prolific composer who 

experimented in a variety of genres. Nonetheless, it was his music for winds that earned 

him international acclaim. Of the five composers of the LCWQ, it is Etler’s music for 

winds that remain the most prominent among performers, today. This distinction was 

propelled by the performances and recordings of his music by the New York Woodwind 

Quintet, an ensemble that was responsible for commissioning and premiering numerous 

woodwind quintets of the twentieth century.140 As stated by Paul Sheldon, Etler’s 
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“primary concentration had turned towards the wind instruments; indeed, he found his 

greatest satisfaction and success when writing for winds.”141 

 Etler composed two woodwind quintets that have become part of the standard 

woodwind quintet repertoire. Quintet No. 1 was written in 1955 and received its first 

performances by the New York Woodwind Quintet during a tour of Latin America under 

the sponsorship of the American National Theater and Academy. The work was later 

premiered in the United States in 1956 for a recital at Carnegie Hall by the same 

ensemble. Quintet No. 2 was premiered in Milwaukee, Wisconsin in 1958, again, by the 

New York Woodwind Quintet. These works were written with the New York Woodwind 

Quintet in mind, at the request of Etler’s friend and former LCWQ colleague, hornist 

John Barrows.142  

 Etler expanded the possibilities of the wind quintet by composing two wind 

quintet concertos. Concerto for Wind Quintet and String Orchestra received its first 

performance in 1947 by the University of Illinois Sinfonietta. While clearly twentieth 

century in tonality and harmonic content, the work follows the traditional form of a 

Baroque concerto typical of Vivaldi.143 The second concerto, Concerto for Wind Quintet 

and Orchestra, was composed in 1960 and premiered in Tokyo by the Japan 

Philharmonic, then later by the New York Philharmonic, conducted by Leonard 

 
141 Paul Melvin Shelden, “Alvin Etler (1913–1973): His Career and the Two Sonatas for Clarinet” 

(DMA diss., University of Maryland, 1978), 54, accessed October 19, 2021, ProQuest Dissertations & 

Theses. 

142 Ibid., 20–21. 

143 William Roy Nichols, “A Comprehensive Performance Project in Clarinet Literature with an 

Essay on the Wind Music of Alvin Etler (1913–1973)” (DMA diss., University of Iowa, 1976), 30, 

accessed October 19, 2021, ProQuest Dissertations & Theses. 



59 
 

Bernstein. Both performances were given by the New York Woodwind Quintet.144 The 

concerto was later used as music for a ballet titled Gehenna. The ballet was 

choreographed by Fernand Nault and premiered in Montreal by the Les Grands Ballets 

Canadiens in 1965.145 Etler also composed the Concerto for Violin and Wind Quintet, 

written for the violinist Gabriel Banat, who was Etler’s colleague at Smith College. The 

concerto was performed in 1958 by Banat and the New York Woodwind Quintet at 

Banat’s Carnegie Hall recital. According to William Roy Nichols, “It is a chamber 

concerto in the truest sense in that the violin is clearly the solo instrument, and Etler 

places extreme technical demands upon the soloist.”146 While Etler’s other wind quintets 

received high praise, Concerto for Violin and Wind Quintet did not garner the same 

response. Sheldon writes, “Here is a work that cannot be grasped as easily or as readily as 

many of Etler’s earlier compositions. It is a composition exceedingly complex and 

demanding on players and listeners alike, forecasting his very late style.”147 

 Etler had also written a small collection of instrumental sonatas, the first being the 

Sonata for Bassoon and Piano, completed in 1951. He then wrote Sonata for Clarinet 
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and Piano and Sonata for Oboe and Piano, both completed in 1952. Additionally, 

seventeen years later, he completed the Sonata No. 2 for Clarinet and Piano in 1969.148 

 Etler’s contribution to the LCWQ’s Divertimento is titled Allegro. Although he 

wrote two pieces for wind quintet in his later years, it does not seem that he wrote other 

quintet music specifically for the tour of 1941. Nor is there evidence that this 1941 

Allegro formed the basis for a future wind quintet movement. The second movement of 

Quintet No. 1 (1955) is titled Allegro and could perhaps have been recycled from his 

earlier compositions. However, this seems unlikely as Etler states himself in a letter 

written to Aaron Copland in 1956 regarding Quintet No. 1 that “this is new” and 

“unperformed.”149 An unpublished work, Four Impressions for Woodwind Quintet, 

written by Etler in 1930, would have been composed prior to the tour. The four 

movements are marked With swing, Machinelike and not too fast, Very slow, and Fast.150 

However, none of the movements are marked as Allegro. Another wind quintet written 

by Etler in 1930 is referenced by David Ewen, titled Suite for Wind Quintet. This work 

was performed in New York City and is lost.151 Thus, it remains unclear what Etler’s 

musical contribution to Divertimento would have been. It should also be noted that Etler 

deemed his earlier compositions as purely experimental and either destroyed or later 

“recalled” these works, claiming that they did not reach his level of standards that he later 
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acquired as an established composer. Etler states, “Because of the experimental and 

immature nature of my work at that time, none of these have survived.”152 It was not until 

the mid-1930s that Etler’s music began to gain prominence as he matured from student to 

professional. Therefore, obtaining any works from Etler during his younger years may 

indeed remain improbable.153 

Music of Robert McBride 

 Robert McBride’s music was popular with concertgoers. Rather than embracing 

any twentieth century styles or modern trends, McBride remained a popularist whose 

music captured audiences by way of charm and humor. After a 1943 performance of his 

Wise Apple Five, a quintet for clarinet and strings, a reviewer wrote, “It is modernistic, 

but rollicking and fascinating, with an astonishing interjection in which the clarinet is 

made to sound like a sudden blast from a motor horn.”154 As a musician in the church and 

theater, coupled with his southwest heritage, McBride’s music was drawn from his 

environment and experiences, with Mexican folk music and American jazz often being 

central to his works.155 The titles he designated to each piece was just as animated as the 

music, including Strawberry Jam, Workout, Hot-Shot Divertimento, and Swing Stuff.156 
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Nat McKelvey writes, “McBride believes that a performer-composer’s first obligation is 

to play and write music that will bring joy to others and to himself. For theorizing, 

talking, analyzing and worrying he has little time.” He further explains that “his work, 

though filled with puckish humor, modern harmonies and most of the tricks of the 

sizzling New Orleans combo, is serious in conception and performance.”157 

 Music for woodwinds is most prominent in McBride’s portfolio, likely stemming 

from his own virtuosic skill among the different instruments. He composed extensively 

for woodwind quintet, with each work bearing his usual catchy titles such as Serenade to 

Country Music (1965) and Home on the Range (1961).158 For the LCWQ tour, McBride 

contributed Cuatro Milpas por un quinteto (1941) and Jam Session for Woodwind 

Quintet (1941), the latter as the finale movement for the collaborative piece, 

Divertimento.159  

 Cuatro Milpas (Four Cornfields) is a traditional Mexican folk song that was 

arranged for wind quintet by McBride in 1941. Though the origins of the folk song are 

unknown, the lyrics of the song reminisce about simpler pastimes.160 McBride first used 

the folk song seven years earlier in his highly successful orchestral score, Mexican 

Rhapsody (1934). Described by Arthur Cohn as being an example of “cultural-creative 
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goodwill,” the three minute “chamber music sweet” carries a gentle tune.161 Set in the key 

of B-flat major, Cuatro Milpas is a waltz that continuously passes an eight-measure 

melody around to each instrument (Figure 6).162 

 

Figure 6. Cuatro Milpas by Robert McBride, mm. 24–32. The eight-measure melody in 

the bassoon part. 

 

 While McBride’s Cuatro Milpas would have served as a melodic treat for 

audiences of the tour, Jam Session would have displayed the popular, jazzy idiom of 

American music. The “scherzo-type” work is fast-paced, energetic, and flashy. Though a 

jam is referenced in the title, there is no improvisation required. Instead, McBride 

meticulously notates to the performers the jazzy swing that is often acquainted with a 

“jam session.” With the time signature in 12/8, McBride maintains a triplet-swing feel 

throughout the piece (Figure 7). As indicated in the program, Jam Session would have 

been the final piece for the LCWQ concerts and would have certainly dazzled audiences 

as a frolicking finale.163 Later, in 1942, McBride received the American Academy of Arts 

and Letters award “for developing a new American idiom.” This new idiom could be 

found in many of McBride’s popularist works, including Jam Session. In addition, Jam 
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Session also earned him first prize in a publication contest held by the Composers 

Press.164 

 

Figure 7. The bassoon part from Jam Session by Robert McBride, mm. 1-20. McBride 

notates the melody with a jazzy swing. 

 

Music of Adolph Weiss 

 Adolph Weiss’s affiliation with Arnold Schoenberg led to his interest in twelve-

tone techniques. As a result, Weiss was the first to champion twelve-tone writing in the 

United States. Henry Cowell states that Weiss was “not only the first American to learn 

the technique of the twelve-tone row, but the first to bring this technique to this country 

and spread a knowledge of it here at a time when it was either unknown entirely or badly 
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misunderstood.”165 Though Weiss had written for a variety of genres, he confined himself 

to chamber music writing during the 1930s and 1940s.166  

 Of the members of the LCWQ, Weiss’s compositional style was the most 

experimental during the tour, infusing an avant-garde dynamic to the group with his use 

of twelve-tone techniques. For the tour, Weiss submitted his Quintet for Flute, Oboe, 

Clarinet, Bassoon, and Horn (1931). Written ten years before the tour, the quintet had 

already received many favorable reviews, one written in the Los Angeles Herald Express 

reading:  

The Weiss Quintet seemed like a real addition to the ensemble literature in 

general and received much applause. Not an easy score in the least and yet filled 

with happy harmonic and melodic leadings that characterized thoughtful and 

expert musicianship, with no little inspiration.167 

 

 The twelve-tone, three-movement work is based on chapters one through three of 

Friedrich Nietzsche’s Thus Spake Zarathustra. The movements are marked with the 

tempos Moderato Allegro, Andante, and Allegro. As with many of Weiss’s works, the 

movements are to be played attacca, asking only for a “brief pause” between each.168  

The flute part also doubles on the piccolo. It is unclear if this work was performed in its 

entirety for the tour or if only one movement was selected. As indicated in the program, 

Weiss’s contribution to the collaborative Divertimento was Rondo, though according to 
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Bernadette Kopp, “no other Rondo can be found among Weiss’s manuscripts.” However, 

the first movement of the quintet, Moderato Allegro, is a five-part rondo, and could have 

indeed been the Rondo movement listed for Divertimento. Kopp also indicates that Weiss 

“revised this composition prior to his leaving with the quintet.”169 

 Quintet is based on the prime row [0, 2, 5, 3, 1, 11, 7, 9, 10, 4, 6, 8] introduced by 

the bassoon (Figures 8 and 9). This row and rhythmic pattern is stated by the bassoon 

again in mm. 28 and 75, indicating the recurring “A” theme of the rondo.  

 

Figure 8. The twelve-tone matrix used in mvt. I of Adolph Weiss's Quintet. 
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Figure 9. Quintet for Flute, Oboe, Clarinet, Bassoon, and Horn (1931) by Adolph Weiss. 

Mvt. I 1–3. Twelve-tone row introduced in the bassoon part. 

 

 Petite Suite for Flute, Clarinet and Bassoon is another work by Weiss that was 

performed for the tour. It is in four movements: Ricercare, Fantasia, Sarabande, and 

Gigue. Ricercare is marked Andante and is melodic. Fantasia is marked Allegro molto 

and is written for clarinet and bassoon. Sarabande is Andantino and Gigue is Vivace. 

Though the piece is classical in form, melodically and harmonically it is based on a tone-

row. This tone-row derives from a four-note motif (Figure 10) consisting of a major 

second, minor third and perfect fourth that is continuously passed between instruments.  

 

Figure 10. Petite Suite (1939) by Adolph Weiss. Mvt. I, mm. 1. Four-note motif 

introduced by the bassoon. 

   

 For the tour, Weiss selected compositions from Brazilian composer, Heitor Villa-

Lobos and Peruvian composer, Carlos Málaga to arrange for wind quintet. He arranged 

three pieces from Villa-Lobos’s Brazilian folksong melody compilation, Guia Prático; 

Acordei de madrugada, O Bastao ou mia gato, and Senhora Dona Viuva. From Málaga, 
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Weiss arranged the piano work, Caima.170 This collection of arrangements is titled Seven 

Children’s Game Songs (1941).171  

 In addition, Weiss brought his wind quintet arrangements of the first volume of 

Johann Sebastian Bach’s Well-Tempered Clavier. He arranged eleven of these preludes 

and fugues as a student while waiting for Schoenberg to return from Italy in 1925. The 

arrangements were for various combinations of flute, oboe, clarinet, bassoon, and horn. 

Eventually, all 24 preludes and fugues were completed.172 These arrangements have not 

been found.  

 Other notable works for woodwind ensembles composed by Weiss include Sextet 

for Winds and Piano (1947) and Vade Mecum. Sextet was premiered in 1947 at the Los 

Angeles County Museum by the New Music Ensemble.173 Vade Mecum is a collection of 

various woodwind ensemble music that Weiss began in 1951. The volume includes duos, 

trios, quartets, and quintets for any combination of flute, oboe, clarinet, bassoon, and 

horn.174  
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Music of John Barrows 

 John Barrows was devoted to expanding wind repertoire, specifically for horn. As 

a member of the famed New York Woodwind Quintet, Barrows played a role in 

commissioning and premiering nearly 20 new works for quintet during his tenure with 

the group.175 Although Barrows was an accomplished composer, his life’s work was 

mostly dedicated to performance and pedagogy.  

 For his contribution to the LCWQ, Barrows wrote March, a short, fast-paced 

quintet work that requires proficient technique from each player. While the title may 

indicate a march, Barrows’s tempo marking of ♩=150 is faster than a traditional march 

tempo. For the horn, Barrows wrote a virtuosic part, including a fast passage as a solo 

(Figure 11). 

 

Figure 11. March by John Barrows, mm. 50-55. Fast solo for the horn. 

   

 The bassoon part also contains a solo that begins in the highest range of the 

bassoon, though Barrows gives the option to play it an octave lower (Figure 12). 
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Figure 12. March by John Barrows, mm. 109–114. Bassoon solo in the high register.  

  

 This piece was performed frequently by the New York Woodwind Quintet, 

particularly for children’s concerts, and remains prominent in the quintet repertoire. 

Aside from this piece, Barrows’ other works are not widely known, and few are 

published.176 

 The movement that Barrows contributed to the LCWQ’s Divertimento is titled 

Andante. Much like Alvin Etler’s contribution to this collaborative piece, the score for 

Barrows’s movement has not been found. Andrew Brandt’s extensive quintet repertoire 

list indicates that Barrows wrote a piece titled Quintet (1936) with a duration of 23 

minutes.177 This piece could contain the music that was used as the Andante movement. 

However, Quintet has not been found and it remains unclear as to what the Andante 

movement could have been.     

 While a member of the New York Woodwind Quintet, Barrows was influential in 

the creation of Samuel Barber’s Summer Music for woodwind quintet (1955). Barber was 

first introduced to the New York Woodwind Quintet in 1955 during a rehearsal in 
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Barrows’s apartment. The ensemble was playing intonation exercises that Barrows had 

designed for the group. Barbara Heyman explains: 

Barrows composed a series of studies using the ‘worst’ chords—those where tone 

production and intonation were accomplished with great difficulty but resulted in 

sonorities that were especially effective. The group practiced these études, some 

of which were only four or five measures long, in order to master the more 

difficult chords. During the rehearsal, Barber ‘listened avidly, made notes on 

Barrows’s notes,’ and borrowed the chart to study at home.178   

 

Eight months later, Barber asked the ensemble if they would like to rehearse his nearly 

completed quintet. After the rehearsal, the flutist of the ensemble, Samuel Baron, 

exclaimed, “We were completely gassed! What a wonderful new quintet conception. 

Barber has studied our charts and has written some of our favorite effects. The piece is 

very hard, but so far it sounds just beautiful to us.”179 These “favorite effects” are the 

difficult chords in Summer Music that reflect the influence of Barrows’s intonation 

studies.180 Though Summer Music was commissioned by the Chamber Music Society of 

Detroit and premiered by members of the Detroit Symphony Orchestra, Barber credits the 

New York Woodwind Quintet for its inception.181  
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CONCLUSIONS 

 In June of 1941, U.S. State Department officials formed the Advisory Committee 

on Music, leading to the dissolution of the OIAA just months later.182 The Music 

Committee of the OIAA met for the last time on September 18, 1941, while both the 

LCWQ and Ballet Caravan were on tour.183 Many figures associated with the OIAA, such 

as Carlton Sprague Smith and Aaron Copland, would continue to serve in cultural 

diplomacy during the Cold War years.184 Though the OIAA was short-lived, its efforts set 

the stage for artistic exchanges as a component of political life after World War II, 

especially as tensions increased between the United States and the U.S.S.R. Being among 

the first official U.S. government organizations to utilize American musicians as cultural 

ambassadors, the OIAA set a powerful precedent for artistic diplomacy in future 

conflicts. The efforts of the OIAA Music Committee established a model for similar tours 

that were coordinated during the Cold War years. These tours were intended to aide in 

normalizing U.S.-Soviet relations as well as to push other countries away from 

Communism. When the United States began to develop its relationship with Communist 

China, cultural exchanges led the way and made diplomatic exchanges more readily 

possible.185   
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 In April of 1958, Texan Harvey Lavan “Van” Cliburn (1934–2013) succeeded in 

winning the first international Tchaikovsky Competition in Moscow. Sarah Elaine Neill 

writes, “that an American was awarded first prize was a testament to both a changing 

culture behind the Iron Curtain and to the potential for music to be an arena of nonviolent 

confrontation. Van Cliburn’s musicality and authentic demeanor won over Russian 

audiences.”186 Leonard Bernstein (1918–1990) was also hailed as a cultural ambassador 

when he and the New York Philharmonic caravanned through the Iron Curtain in 1959. 

The tour was organized by President Dwight Eisenhower’s Special International Program 

for Cultural Presentations with the intent to supplement military might with soft power 

diplomacy.187 Bernstein honored Dmitri Shostakovich (1906–1975) during this tour and 

received a 20-minute ovation from the audience after a performance of Shostakovich’s 

Fifth Symphony in Moscow. Between 1954 and 1959, through government funding, 140 

groups of American performing artists and athletes traveled to more than ninety 

countries, representing “an American cultural life that was vibrant, fresh, and inspiring to 

artists and audiences throughout the world.”188 Such circumstances prove that cultural 

relations were often the only avenue open for dialogue between opposing nations. Upon 

his return from the tour, Bernstein stated, “Music costs so much less and produces so 

 
186 Sarah Elaine Neill, “The New York Philharmonic European Tour of 1959 and Bernstein as 

Eisenhower’s American Cultural Ambassador,” in Leonard Bernstein and Washington, DC: Works, 

Politics, and Performances, ed. Daniel Abraham, Alicia Kopfstein-Penk, and Andrew H. Weaver, NED-

New edition (Boydell & Brewer, 2020), 92.  

187 Ibid., 86–88. 

188 Library of Congress, “Cultural Diplomacy,” Hope for America: Performers, Politics and Pop 

Culture, accessed November 15, 2021, loc.gov/exhibits/hope-for-america/cultural-diplomacy.html.  
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much better a result than any propaganda or weaponry…There are no warmer feelings 

than those engendered by music.”189 

 As for the LCWQ, their extraordinary, though nearly forgotten collaboration 

certainly warrants recognition. The members of this ensemble were chosen based on their 

musical and creative merit, in what the OIAA Music Committee believed to be the finest 

representation of American musicianship. As cultural ambassadors, these composer-

players held the remarkable responsibility of shaping and refining the perception of 

American music abroad. Extending beyond political outreach, the members of the LCWQ 

played a vital role in broadening the repertoire for woodwind instruments, more 

specifically the wind quintet.  

  

 
189 Library of Congress, “Cultural Diplomacy,” Hope for America: Performers, Politics and Pop 

Culture, accessed November 15, 2021, loc.gov/exhibits/hope-for-america/cultural-diplomacy.html.  
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APPENDIX A 

Newspaper Excerpts about the League of Composers Woodwind Quintet Tour 

 

 

 

August 19, 1941, El Tiempo (Bogotá, Colombia). 

 

 

August 25, 1941, El Tiempo (Bogotá, Colombia). 
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August 25, 1941, El Tiempo (Bogotá, Colombia), author unknown. 
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October 4, 1941, Listín Diario (Dominican Republic), author unknown.  
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August 27, 1941, El Tiempo (Bogotá, Colombia). 

 

 

July 27, 1941, Chicago Daily Tribune, author unknown  
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APPENDIX B 

Wind Quintets Written by Members of the LCWQ 

* Denotes works performed by the LCWQ on the Latin American tour in 1941 

 

David Van Vactor 

 

Suite for Woodwind Quintet (1960) 

 New York: Roger Rhodes Music, 1975. 

 

*Music for Woodwinds, 2 Volumes 

 New York: Roger Rhodes Music.  

  Includes the Gavotte quintet that was performed for the LCWQ tour.  

  Volumes also include solos, duets, trios, quartets, and double quintets.  

 

 

Alvin Etler 

 

Four Impressions for Woodwind Quintet (1930) 

 Holograph available through the Samuel Baron Collection in the Juilliard School 

 Library 

 

Quintet No. 1 (1955) 

 New York: Associated Music Publishers, 1960 

 

Quintet No. 2 (1957) 

 New York: Associated Music Publishers, 1960 

 

Concerto for Violin and Wind Quintet (1958) 

 New York: G. Schirmer 

 

Concerto for Wind Quintet and Orchestra (1960) 

 New York: Associated Music Publishers 

 

 

Robert McBride 

 

*Cuatro Milpas (1941) 

 New York: American Composers Alliance, 1952 

 

*Jam Session (1941) 

 New York: The Composers Press, 1944 
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Five Winds Blowing (1957) 

 New York: American Composers Alliance 

 

Home on the Range (1961) 

 New York: American Composers Alliance 

 

Rock ‘em Cowboy (1961) 

 New York: American Composers Alliance 

 

Mexican Dance (1962) 

 New York: American Composers Alliance 

 

Serenade to Country Music (1965) 

 New York: American Composers Alliance, 1965 

 

Fanfare for Young People (1971) 

 New York: American Composers Alliance, 1971 

 

Pajarillo Barranquenno (1972) 

 New York: American Composers Alliance, 1977 

 
 

Adolph Weiss 

 

*Quintet for Winds (1932) 

 New York: American Composers Alliance 

 

*Seven Latin American Children’s Game Songs 

 Editions Viento, 2009 

  Arrangements of Works by Carlos F. Málaga, Heitor Villa-Lobos, Antonio 

  María Valencia, and Ulises Lanao. 

 

Vade Mecum (1959) 

  

*Well-Tempered Klavier, Volumes I & II 

  Arranged for wind quintet. The first volume was used for the LCWQ tour.  
 
 

John Barrows 

 

*March 

 New York: G. Schirmer, 1950 

 

Quintet (1936)  
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