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String Quartette by Jack Levine

See cover story— Page 6




Shall it be a prano—

or merely small p/eczm res?

Mary’s parents are the average sort of people who
do most of America’s buying.

e & &

Having only a limited income, they can afford to
give Mary relatively few large “advantages”.

A A F
S0 what shall these advantages be? More clothes?
More movies? A larger allowance? Or miaybe a
piano and lessons?

i s i

Story & Clark believes that most parents will de-

cide wisely—rf manufacturers, dealers an
I
ers all do their part to t.\'j‘l.lrn the |rnt“|'|!1

playing the piano

To this end, Story & Clark has for yea
a large part of its ady ertising to truly
work, including several quite noteworthy |
and pamphlets on this subject.

These booklets make excellent ‘public rel;
material for piano teachers, dealers and
schools to mail or hand out. They are ava
free in any quantities you can use. We would
come an opportunity to send you samples,

STORY & CLARK

Piano Cnmp.'lm'

28 East Jackson Boulevard, Chicago

INSTRUMENTS OF QUALITY—BY ONE FAMILY —FOR NEARLY

labie

|
Wil

100 YEARS

THE HIT OR MISS

WAS GONE ...

FOR THERE IT WAS . . . a complete list of 54 famous
names in the world of music, And the combined talents of
these noted musicians were incorporated into a plan of music
education that was now mine to use . ., . the Hit or Miss
was gone from my teaching.

Since 1 have been appointed a Progressive Series teacher |
have been repeatedly and pleasantly impressed with the
thnrrmghm\is of this remarkable p];m. of music education.
As I recelved the various materials, I discovered that it was
constantly being revised and augmented to keep it complete
and comprehensive,

Not only do my students excel but they also seem to gain
a new insight into what they learn. And I myself have a

P | L ST TR LT o e el S Y A L S P
TEACHER AFFILIATION

BY APPOINTMENT ONLY

Career teachers with acceptable
backgrounds and active classes are
invited to inquire about Appointment
and Teaching Authorization.

No fee for appointment

PROGRESSIVE SERIES PLAN

CLAYTON, ST. LOUIS 5. MO.

% Progressive Series Teachers are located in every state
and 14 foreign countries.

etude—october 1956

® Tested Lesson Plans
® Teacher Workshops
® Pre.Instrumental Progrom # lnstitutional Affiliation
® Foreign Music Seminars

A copy of the handsome brochure,
“The Career Private Piano Teacher”, will be
sent without obligation to any active teacher.

greater understanding of music as a result of my new exp.ri-
ence in !t.'.n,!riug_ As my students ]I:l\'r,' ]H.‘(‘!l l.n:ghl_ |, to0,
have learned many things regarding musie which I had not
Prl’"\-:l'lllﬁil\' 11['||'l!_'r\‘t|'KK.|_

If vou are a successful career private piano teacher, you
too may benefit with a Progressive Series Appointment. But
your musical qualifications must be good, because to be a
Progressive Series teacher s to hold the ultimate in private

music teaching status!

Why not investigate this distinguished plan. Do it now . .
you have everything to gain . . . nothing to lose . . . and
there is no fee for Appointment, nn]}' ﬂh[lil}' to teach.

T JL TP - ——e

THE PROGRESSIVE SERIES PLAN OF MUSIC EDUCATION

[ ] Corrl]ulcd‘ Th.or}r Prugrum
® Superior Teaching Materials

® Teacher Plocement Service ." .

PROGRESSIVE SERIES PLAN

Dept. 106, P. O. Box 233, Clayten, 5t. Louis 5, Mo.

| am o career private piano teacher with an active class.
Pleaise send me a copy of “The Career Private Piano Teocher”.

MName :

Address Average Number
of Pupils

City.. . s Zone Stote
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Hands...

that have grown
to Musical Achievement!

It's hard to believe as you hear him
perform today that those are the same
fingers you took inm your own and
placed on the proper keys.

But his success iz your success. As his
teacher you have guided him through
a maze of notes and keys . . . and of
equal importance are the piancs, that
have by their response to his every
feeling inspired him to greater heights.

Today he knows that his performance
can be only as good as the pianc he
uses. That's why his choice is always
a piano with a Wood & Brooks Action
— the action found in the World's
Finest Pianos |

Write taday for your free
eepy of “"The Piana™

= - and W L B Action -
Data Booklet. )

- . i
WOOD & BROOKS CO.
Manufacturers of Piano Keys and Actions
for More than 50 Years

Buffale 7, New York Rockford, Illinois

NO MORE lost, strayed, frayed or soiled
sheet music. No more frantic search through
mixed-up stacks of muddied music! Don't
pile it=FILE it in the wonderful finger-tip
trays of a modern TONKabinet. Thousands
say there's nothing else s0 handy; no other

filing method 50 easy. Beay-
biful styles and sizes for stu-
dios, homes, schools, bands.
Capacities up 10 2750 pages.

WRITE FOR FREE
iflustrated data with handy hints
on filing, and name of nearest
dealer. TONK Mig Co, 1916 N

Magnolia Rve., Chicago 14,10

Finest music lurnitare
since 873

|

contents
FEATURES
10 Folk Music in Civilization, Hr i
1 '“ﬁfu-lr"}'["":- HJ-"!uh-r Combposet
12 The Loring Club, George G. Burt
13 The “Bach" of High Fidelity, Ma
15 Glenn Gould, A Début and a P
20 Opera Today, Abraham 51 :
23 Disney Fun with Music, R e
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4 World of Music
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44 Violin Questions, Harold R
44 Organ & Ch Lluest Fre
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You'll wonder why you waited so long

All these years of listening to music on
records, at concerts, on TV . . . and
never, never was it :11|j1r_1 like this,

You touch the kevs of your Hammond
Organ, and begin a beloved melody.
How different, how alive and glorious
it sounds to you. As though you had
twenty fingers, as though you were
leading an archestra all yourself,

You will never get over the thrill of
it . . . how much a Hammond can do
with vour simplest music. For this is the
instrument that gives vou the most . . .
the most varietv of tones, the most deli-
cate shadings for every kind of music.

You don't have to be a genius to en-

HA"I“{O\.D ORG.A .-"\'? music's most glorious voice

jov it. People who have never plaved
before get pleasure from a Hammond
Organ in a month, or less

Your Hammond dealer can actually
demonstrate how quickly and easils
vou can learn to play a Hammond. See
him soon, or mail the COUPOT,

A Hommeond does more becavuse . . .

Only Hammond has Harmonic Draw-
bars that you can adjust to create thou-
sands of tones and tonal blends. Only
“«ll'ﬂ.rr]ﬁ]:d }I.!S ”Turu[_';l-H(.‘\;Ju”sc .'-'g'.'.'—
cussion Control™ to give vou added
harp, xylophone, and other percussion
effects. Only Hammond has Separate
Vibrate Centrols on each kevboard for

more expressive interpretation of your
MuUsIc.

Only $135 down for the Hammond
Spinet (not shown) at most dealers . . .
up to three vears to pay. Available in
Blond, l‘:hrm}.' or Walnut hnish.

The percussion tones are produced at the option
ed single note

of the player by playing any select
or full chord, in a detached manner, with a fin-
gering pause of ar Httle ax 1/20¢h of @ second.

I Hammond Organ Company

I 4210 W. Diversey Ave., Chicago 30, Minois

Hammond Organ before buvis e,

Please send me vour new Colar Brochure

|
I
l
1 [ am interested in leaming how to play the :
l
ahoutl Hammond Organs, :

|
Name

1

I

i L |
Adldress |

|

I

|

City
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School of Fine Arts, University of Texas,
will present a program of great im-
portance to music educators. Howard
Hanson, Director of the FEastman
School of Music, and William K. Selden,

The National Association of Schools
of Music will hold its thirty-second
annual meeting in Cleveland, Ohio,
November 23-24. President of the As-
sociation, E, “", Dul}-‘_ Dean of the

CONTEMPORARY AMERICAN PIANO MUSIC
Selected and Edited by Joseph Prostakoff

The Twentieth Century has been a significant development and expansion in American musical
creativeness. A great number of gifted and thoroughly skilled composers are active throughout the
land, writing music which is vital and engrossing,

Especially written for this collection, the works are marked by a great variety of styles utilizing
American folk music, the pulsating rhythms of jazz, impressionism, atonality, the twelve tone
technique and even the exoticism of the East.

The following composers are represented:

Milton Babbitt Norman Cazden Lou Harrison

Charles Mills Nicolas Slonimsky

Robert Cherney Berg Henry Cowell  Alan Hovhaness George Perle Leon Stein
Sol Berkowitz Yivian Fine Leo Kraft Joseph Prostakoff Ben Weber
Mario Castelnuove-Tedesco Miriam Gideon Robert Kurka  Karol Rathaus
PRICE: $1.50

A New Series of Piano Solos Arranged and Edited by Alfred Mirovitch

Discoveries in the trye sense of the word, these works of the great masters are at last available
to all who relish great piano literature. Scholarly edited and arranged by Alfred Mirovitch, with
biographies of the composers and technical notes, the works are available individually c-rl in a
complete edition.

ARIA... PRESTO Galuppi

= T pi .50
GIGA... i ; RONDO..... ... Von Beethoven 60
Lo | STl ) Signor Pescatore ... .50 SCHERZO......... .. Haessler 50
:::EET{;AJHUEH _________ Galuppi ... SCHERZO............... Hummel 60

................... Haessler ... WALZE =22 (WALTZ). Muzi i 5

SONATA IN F MAJOR (GIGA) LONGA, Scarlatti e -
SONATA IN G MAJOR (LONGA 53).._ . . AL S0 Scarlatti.....__ 'if,'
_______________________ COMPLETE EDITION: $1.50

FOURTEEN EASY MASTERPIECES by Alfred Mirovitch
Compiled from the collection of Johann Christian Bach and F. P. Ricei

An extraordinary collection of teaching material for the v
: : e young student wi ubli d in 17RE
In.Pa.m' by LeDuc. From that collection, 14 pieces, the best in IHEE editor's ;‘D‘lrsrllgflblwﬂlreu 2 :.EU
This is beautiful music, full of grace, charm, and mood; it is. i Sasidh o o R, © s:..-_L'tec:
exploiting the special qualities of the instrument. e planists :;IEE; -s-iu;r‘
: 31,25

PRELUDES AND SUITES
By Georg Joseph Vogler « Edited and Arranged by Alfred Mirovitch

Teacher of Von Weber and Me
h nd Meyerbeer and contemporary of Beethoven o v
a composer of striking originality. This collection of Jittfe i Prfﬁ,d::C Che I'”fm' vogler was
the most charming pieces in the piano repertoire. e Sﬂ"‘e"Pr""' among
ARG e T R R i i Y RICE: $1.00

FIRST READER FOR PIANO 8y joseph prostanery |~

A collecton of supplementary n
T ¥y materials designed to extend the cen
. . 1d the scope a ' :
available to the first year piano student Songs and dances of tiLe p;r_‘“"f’ ariety of th
cowboy and the American Indian are included, along with interval jerican front
the student in reading. fval studies calculated tg and

PRICE: $1.25
EDWIN H. MORRIS & COMPANY, INC

& music
lersman, the

+ = 35 West 51st St., New York, N.Y.

Secretary of the National Acoped,
Association, will lead pane] di
on pertinent -uh.'-'rl-

|
Lukas Foss' (antasy operg “(. .I
kin,” which had its world premis, lf
November, 1955, on the NBC.TY ,I
era Theatre, was given its first stagy . |
formance at Tanglewood, Leney, Y F
on August 6 and 7. It was the pyi,
'|rl|uhu tion of the Opera [1";4--_-._ |
the Iii'rk-hlrr \i||~: l
du Ie'll by the
Goldovsky

Center. || w

||-.‘|:‘-4.-rr_ wiik

as slage direclor I

Sigma Alpha lota, professioe |
held its 28th Nyt |
“ asfinglon 0]

=) iraternily

Convention In
August 16 through 20, The Bvedsr o
Imd ]u-i* i |

sjONE concerts and e

“l!ll\“h““" r"”"'l QisCussons ghg
mectings. Headed by the &

nity's National President, Mrs ]

ness
Davison, featured artists on
grams included Mildred Miller, «
of the Metropolitan Opera: Rose |
ton, conducling a worksh i}

Jean Slater 4

“‘uu-_

mant SMring 1_’|'..1I'h'.
organist ; \.nr-_.1-4-.|.‘|
prano; Marilyn Mason, organia;

Koerner, contralto and others

The first Workshop for Opers
Leadership in the United Seate
held in August at Chatham |

Pittsburgh, Pa. The Workshog
the direction of Boris Goldowsk
sponsored by the Opera Works
|'Ill'~|-u!’;h. ;-In-l;!r'-i an nlens
ing course for a number
selected leaders from the ranks
i

| directors, conductors and singers

Albert F. Keister is foun
of the Opera Workshop

John Treville Latouche, writ
died suddenly at Calaws
August 7

Une of his best known works for

COMT POseT
montl, on al the e
he wrote the
“Ballad for Americans.” The
of the folk opera, “The Ballad
Doe,”™
Central City
1.1-1 _Il:]'-

"{*' was also '.!:r wriler ol many &

music was [he

given its world premiere
Calorado] Opera &

¥ 1
wis the work of M.l

ful Broadway slage [-|4\‘

The Band Betterment Associale
hold its second annual comferesce
New York City on November 23 a2
There will be a series of con
demonstrations under noted gued
ductors. Chairman of the Eroag
Tatian Roach of the Music Publsb

Holding Corporation

Fhe Ninth Annual Ventnor (0
Summer Music Festival was beid

August

One of the high
Programs

Youth

was the Ventnor
under IDE

Other part

Orchestra
of Joseph

i EYiDe

were Elaine Malbin, soprano; Leon
Fleisher, pianist; William Warfield,
baritone, and the Beaux Arts Trio.

N. Louise Wright, composer, dean
emeritus of Swinney Conservatory of
Music, and whose piane teaching pieces
are well known to readers of ETUDE,
was awarded first prize in the 1935 con-
test of the Composers’ Press, Inc. Her
winning composition is entitled Findy
F eather.

Aaron Copland, American composer,
recently had three honors bestowed up-
on him. Princeton University conferred
on Mr. Copland the honorary degree of
Doctor of Music; The National Institute
of Arts and Letters bestowed the Gold
Medal for Music on Mr. Copland; and
alzo he was awarded an Honorary Mem-
bership by the National Academy of
St. Cecilia of Rome.

An event that probably could be du-
plicated in other communities across
the country took place recently in a
suburh of Philadelphia when past and
present pupils of Hannah Eichenberger
gathered to pay tribute to her record
of fifty years as a music teacher. Mrs.
Eichenberger, a pupil of Dr. Adam
Geibel and Clarence Kohlman, also
studied at the St:.-min-.rg 5{'|uml of Mu-
sic in Philadelphia. She began teaching
at the age of 16 and is still going strong.
ETUDE salutes Mrs. Eichenberger and
others with similar records whose chief
reward in many cases is the devoted
loyalty of their pupils.

Carl (rfs music to .‘ihakr-ipn"urr'-i
“Midsummer Night's Dream” was given
its first United STHTE'ﬁ |n:r|’r_>rr|mn:':' at
the Empire State Music Festival in

(Continued on Page 9)
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“Take it
from me,

pianos

changed,
too!”

'I:i&l“
o
L*
kB

T g
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the Modern in dramatic ebony

Just as teaching methods have improved over the
vears, so has the piano . . . and, in the last decade,
Everett set the pace. Not only in style leadership but

in technical innovations as well.

For instance, the iron lever backposts that keep

an Everett in tune much longer. Next, r!{rm;.f.r_'rz,sfr‘.ln.
a high tension scale as used in a grand. And

now . . . Forward Sound, a tone escapement grille
that gives Everett {ull tone fidelity. May we send you
our new booklet and the name of your nearest
franchised dealer? Everett Piano Company, Division
of Meridan Corp.. South Haven 3. Michigan.

EVERETT

the Modern
in limed oak




NEW...
The WERDER-PAUL

PIANO COURSE

JOHN PAUL, Mus. D.
Head, Music Depariment

RICHARD WERDER, ED. D.

Director of Music Education

at

The Cathelic University of America

Ready Now

Young Music Makers Technic Studies |
Instruction Book | Technic Studies 1l
Instruction Book Il Christmastide
Instruction Book Il Hymns for Home
Theory and Musicianship Book

Order from your dealer, or

McLAUGHLIN AND REILLY CO.

252 Huntington Ave.
Boston 15, Mass.

Earn MORE
Teaching PIANO

enroll now for
Advanced HOME STUDY!

Improve your own perform-
ance! Learn latest improved
methods to stimulate your
students’ interest. Krl.'p them
progressing faster!

Our outstanding Teacher’s Piano
Course offered thru Home Study

treats and solves every teaching
problem.
WRITE TODAY FOR SAMPLE LESSON

UNIVERSITY EXTENSION CONSERVATORY

2000 5. Michigan, Chicage 16, Depl. A-241
Please send me sample lesson
about
Piano

and full
Teacher’s
Course.

information
Normal

ADER{EE

it
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By NICOLAS SLONIMSRKY

‘@ EXCITEMENT and frenzy
with which Jenny Lind was
greeted in Europe and America a
century ago approached a state of
public hysteria. It was all the more
remarkable because she was not hand-
some in her features and her manner
of presentation lacked all external
glamour. A vivid account of Jenny
Lind's appearance was contributed
by a writer under the signature “A
Stranger in Boston” to the Vermont
Chronicle of October 29, 1850: ** Jenny
Lind is rather small; her person slen-
der, but with an ample expansion of
chest; her eyes large, full and expres-
sive, and her whole countenance be-
nevolent, modest, dignified and intel-
lectual. She stands nearly still and
perfectly self - possessed, her com-
pressed lips giving an expression of
firmness and resoluteness ; her eyesare
either directed to the music she holds
in her hands or turn slowly round
upon the audience. There is in her
bearing that beautiful propriety which
delights everybody. The delicacy and
purity of her voice nothing can ex-
ceed—a canary bird’s is not clearer
nor more liquid.”

Jenny Lind was introduced 1o
A.mcrica by that showman extraor.
dinary, P. T. Barnum, but not even
he could induce her to become a cir-
cus e:llt]'libit, She was not athletic: in
fact, it was discovered that she
to use a chair in orde
'h::-‘l‘s'e for her morning ride. Barnum's
original plan to have her float down
from the ceiling like an angel, sus.
pended upon a system of hidden pul-
leys, was unsuccessful. But he was
F]‘I!‘E\\:’d enough to point out the
mercial advantages that the
of Jenny Lind in any
could bring to the merc
!n a thent_ricnl manag

Jenny Lind fills

store ﬂnd shup

had
r to mount a

com-
|rr|‘-~=|-nl L &l

American city
hants, He wrote
er in St. Louis:
very theatre, hotel,

with money wherever

she goes, and sheds blessings o
drivers, shoemakers, milliners. i
(irs. .|||1l EvVery .1H|r|1.' '|Jr|r1-'r nedne
Lind's Boston ape

ances in 1850, the Boston Pubdic

For Jenny

Co. of F. Gleason issued a special{
page broadside in folio format
golden type, retailing at 12 o
COpYy. The editorial explained the
pose of the p!iHl-'.lrlurn “What &
tvpe 1s there, in which to rhti
the |Ifr‘ of such a fair ke INE as s
whose name and features are a |
head of this paper, thar
;:--lil" Let it not be ||'l|-:1.‘--i'
that we are sctuated by a mer
spirit; let those who feel inclined
think so, count the cost and ¢

of the sheet. N

are ampre ;.',lldlﬂi wilth a degres

it with the price

thusiasm that has so completely
bued all classes: the \|wi'. which |
cast itself over all hearts tooc
this sweet interpreter aof song; ar
are only tn-.-]lh; hu;!: our cap |
as the myriads are doing all abou
in her honor.”

lrl I.\.l'h \II-IL J"rlln I
the Asylum for the Blind on N
Avenue, This wisit iu-p;rc'-.i i
signed by James Nack. who descrils
himself as “A deaf and dumb po
.I-l'l.!' poem was I:uh]n]‘p-.i in the mag
zine “Living Age” in 1850 and

THE COVER THIS MONTH
The subject of ETUDE's cover §

October is an original painting ¥

artist Jack Levine 8 =

priee of S3000) & number of yeurs af
the work was completed in 1934 :
news that his painting had wos
pPrize came to Mr. Levine while
in lhi‘

won for

\rmy stationed a1 Fort 4

thorpe, Georgia. “String Quartet

reproduced from the Fernand
Collection of Color Negalives 1B !
-""1"”1 an "[us.rl_u'[ﬁ (71 I'ti":"‘:":I

whose courtesy is hereby acknowledi®
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Bourge

tained the following stanza:

Hurrah for Jenny Lind!

Her glorious singing voice

Can not this ear rejoice,

By fate forever sealed!
Yet can her deeds impart
Such music to my heart

As heaven alone could yield.

Not only in America, but in
Europe, Jenny Lind created a furore,
After her concert in a German town
in 1846, local students besieged the
inn where she had been staying, and
as soon as her carriage departed, they
rushed into her room, tore up the bed
sheets, and made them into ribbons,
with which they decorated their jack-
ets. An Englishman who was staying
at the inn returned for lunch after a
walk, and was greatly disturbed at
the scene, “These students are very
excitable.” he said to the innkeeper.
“Perhaps [ ought to leave this place,
for l}lr:)' prul-uhh- resent l’urr:ignurs.
While I was gone, they invaded my
room, lore up my sheets, and now 1
see they use the strips as trophies or
decorations.” Indeed, the students had
gone to the wrong room, and appro-
priated the souvenirs not of Jenny
Lind, but of the unglamorous Eng-
lishman.

A tricky question for a quiz sés.
sion: Which was the second “Car-
men” by Bizet? The answer is, “Car.
men saeculare”, a cantata after
Horace, which Bizet wrote in 1860,
“Carmen” is, of course, the Latin
word for Poem.

Berlios sent the score of his choral
symphony “Damnation of Faust” to
Goethe himself, in 1829. The great
poet was then 80 years old. He could
not read music. and gave the score
to his friend, the good academic mu-
sician Karl Friedrich Zelter, for ap-
praisal. Zelter examined the score,
and wrote to Goethe: “There are in-
dividuals who express themselves by
coughing and expectorating. Berlioz
seems to be one of them. The odor of
Mephisto’s sulphur lures him, and he
sneezes, making an infernal noise in
his orchestra,”

Adelina Patti was reproached by
friends when she sang in a second-
class hall in London. “There is no
second-class establishment when 1
sing,” she proudly replied; “or if
there is, it becomes first-class the mo-
ment | appear there.”

from Baldwin. ..
another triumph in piano engineering

tais xew HAMILTON

STUDIO PIANO

HEAR THE DIFFERENCE,
FEEL THE DIFFERENCE

* More soundboard area
* Greater string length
* More vigor, vitality, volume

Baldwin engineers have developed a com-
pletely new scale for the Hamilton studio
piano. Only slightly wider than its prede-
cessors, Style 243 has significantly greater
soundboard area and increased string
length throughout the bass. This, with re-
designing of ribs and bridges, results in
what can best be described as ToNE LIFT.
You feel the difference in its new, more
positive response and ease of playing. You
hear it in the volume, quality, vitality of its
tone. For today’s outstanding advance in
piano engineering...the perfect piano for
teaching, school, professional and enter-
tainment use or for the home...get the
full facts on this new Hamilton, Siyle 243.

Send todoy For the new Hamilten Faetl File and
Exclusive Baldwin Institutienal Fi A

The Baldwin Piano Company, Depl. E-104
1801 Gilbart Avenue, Clacinnati 2, Ohie
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k___,,Mﬁ?{:jJﬁ{ IN THE STUDIO OR ON THE STAGE

REQUIRES AN INSTRUMENT YOU CAN RELY ON ALWAYS

there iz nothing more reliable than a

Mason & Hamlin

pianofortes of professional performaonce

DIVISION OF AEQLIAN AMERICAN CORPORATIOM, East Rochester, Mew York

Use a LOGICAL Method

The new

New problems are introduced graduall Iy —
Then developed logically — : == =

L Stress always on practical application — 3
Growing piano skills feed on sustained learning

* Clear

. gnmprehansiue

¢ Contempor

for the Student for Hre 'I?i::cher

Pre-School Book 60¢ « Books I, I1. I { Eurlv i 75
He\_'gln:u-rl $1.00 » “Kevhoard (_'...Iu:u-_\"'ll -:-.:;Itlli‘u}l]}t"r%”:'ﬁt“ e oA A Rark
with last half of Book I, and all of Book I1) 75¢ : s d mterial to be s !

oard™ ( 5"‘[‘[’!1"!':'!!'1i|:.|]'} material to be used with all ,,1.{#.'..".[1[_" il'II.J:-, .\rl II“h-- Key-
and IV ) $1.00

See it at your dealer, without delay
M. WITMARK & SONS - 619 WEST 54th STREET, NEW YORK 19, N. ¥

pProcesses
» Easy

* Effective

* Entertaining

The Bookshelf
Dietrich Buxtehude

by Farley K. Hutchins

Reviewed by Alexander | Ringer

Almost twenty years ago W, &
Frljlllj-—hr'lll his brief German ing i
tion to the life, times, and word
Dietrich Buxtehude. Despite jie .
ciseness this little volume proved .
tremely useful to both musicians g
music lovers seeking information
the composer for whose sake J. S |
overstaved his leave from Armsia
the great displeasure of his emg
The recent Buxtehude revival in
country alone would have warrar
similar monograph in Englis
marizing as much as possible
impressive Buxtehude research
on abroad, especially in Seandis
countries, in the past hiteen vear
with more than ordinary regret, 1
fore, that one reports the r
ing ll"!l-l iencies of the present
Liain

The author, it appears fror
set, has merely rechewed some
available information according
awkward plan that tends t
rather than clarify. The appended
of editions, recordings, referer
and anthologies — items wl
have been of great value
system and are often haphazar
filled with incorrect data. bt s
tain a goodly number of vo
are cither Loo old 1o be of service
or have little, if anv, direct
upon the subject. The book as a »
18 I‘IP"'TI) edited and ;-Tm-f!ra-! and
sloppily printed. Worst of all the i
sale copying from the late Mar
Bukofzer's “Music in the Barogue E

amounts occasionally to ou

giarism (from Bukofrer, p. 264, far
.'1-1Tt|-11‘ ). even though the author m
2 summary mention of his ~imded
ness” to this standard work “in org
ing the material on the Germar

and in achieving perspective, as we
a source of information.” Under
circumslances one i hard put 1
stand how he :|r1,_|_;'.3;ﬂ.£ to get nd
Bukofzer's indeed excellent sense
historical perspective and to present &
much half digested informatior
given toccata really “

out form™? Is rhythmic variat

onlv mean=s of ~i"-‘-1"'\l‘.1_£ contrast I
l'}l.l- onne T, -'I:e:-'-'.'.r;r in the aut

"|”"[|Ir|; ) 7 “Mattheson’s descripti

Buxtehude's suites as illgstrating !
moods of the planets™ does not reier !
the suites known today (see Helmo
Lorenz in Archiv fiir Musikwissensche/

X1, 3, p. 239)

. a8 the author impoe

-

He also seems to be sure that “rens
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sance madrigals by Danish composers
are a significant part of musical litera-
ture.” Startling pieces of information
such as this or the distinction between
Buxtehude, “the north-German.,” and
I. S. Bach, “the German.,” require at
least a brief explanation. Finally, in
view of the existence of a printed mem-
orizl poem by J. C. Ulich, one wonders
whether the death of Buxtehude really
went as unnoticed as the author would
have us believe.

What type reader might draw profit
from this little volume i=s hard to say.
Both musicians and music lovers suff-
ciently versed in musical history and
terminology to understand the many
unqualified stylistic and formal allu-
sions would hardly seem to be the kind
to appreciate the author's innumerable,
often hair - raising over - :-i:npliﬁ:‘.'ﬂiul'l.-—
and exaggerations (during the Thirty
Years War parts of Germany “were
reduced to n primitive state, almost
cannibalism”). The musical novice, on
the other hand, will not be able 1o pe-
ruse the book without the help of a
dictionary to refer to terms such as
concertato, madrigal, or cantus hrmus.
And whatever their specific background,
few Americans will be ready to condone
the lack of translations for the German
texts quoted, especially where an ex-
ample is offered to demonstrate the mu-
sical interpretation of a given passage.
Music Texthook Co. $§2.50

WORLD OF MUSIC
{Continued from Page 5)
Ellenville, New York, on July 19, Leo.
pold Stokowski conducted the Sym:

phony of the Air in the premiére.

The Philadelphia Orchestra, Eugene
Ormandy, conductor, is making it pos-
sible for thousands of students of Phila-
delphia area high schools to have the
apportunity to attend a number of re-
hearsals of the orchestra throughout
the season. About 3000 students will be
able to attend each of four rehearsals.
It is believed the ||1‘nirr[ will not on]‘_\
encourage the appreciation of music,
but will alse aid talented students in
making progress in their musical
CATeers,

Reinhold Gliere, noted Russian com-
poser, died recently in Russia at the age
of Bl. For many years he was active in
Russian musical affairs, being, in fact,
a proponent of the National Scheol.

Edwin Hughes has been awarded the
Henry Hadley Medal for distinguished
services to American music by the Na.
tional Association for American Com:
posers and Conductors. Also he was
awarded the honorary degree of Doctor
of Music by the New York College of
Musie.
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COMPETITIONS

{ For details, write to spansor listed)

The Church of the Ascension annual
anthem competition. Award of 8100 with
publication and first performance at an
Ascension Festival Service May 27,
1957. Deadline March 1, 1957. Details
from Secretary, Anthem Contest, 12
West 11th Street, New York 11, N. Y.

St. Mark's Church, Philadelphia,
third annual ecomposers’ competition
for a “Festival Voluntary” for organ.
Award of 8100 and publication by 5t.
‘ﬂn:'!'-. Press, _\r'h ']urk. I'f|-|--'tr1]_J ||.'I||i'
January 31, 1957, Details from Wesley

A. Day, St. Mark's Church, 1625 Locust
Street, Philadelphia 3. Pa.

Benjamin Award of $1000 for a “rest-
ful” musical composition offered through
the North Carolina Symphony Society.

Closing date December 31, Details
from North Carolina Symphony Society,

Box 1211, Chapel Hill, N. C.

Northern California Harpists’ Asso-
ciation ninth annual competition. Two
cash .'L“:Lri]h of SEUU‘ r_‘.1r}1 for new harp
compositions. Deadline: December 31,
1956, Details from Yvonne La Mothe,
687 Grizzly Peak Blvd., Berkeley 8,

California.

| — — A — — — S RSy TEm——

for 1956 -57
teaching season

THE
LEILA FLETCHER

PIANO COURSE

BOOK ONE: The EASIEST begin-
ner's book on the market today.
Progress is almost automatic.
Unigue Keyboard Chart. 19 Duet
parts for ensemble playing and
early recital use. BOOK TWO:
Grade 1. Ensures steady progress. A
wealth of tuneful “Ave finger” pieces.
Duets, and second parts for ensem-
ble plaving. Ten very easy trans-
position studies—a happy introduc-
tion to kevboard harmony. Scales,
Technigue. BOOK THREE: Grade
] to 1%. Carries forward the work
begun in Book Two. Each new
technical point is applied and mas-
tered in musical examples that hold
the interest. BOOK FOUR: Leads
smoothly into Grade 2—no gaps to
bridge! An abundance of attractive
musical examples. Scales, Chords,
Transposition. BOOK FIVE: Grade
2 and preparatory Grade 3. For
style and proficiency in playing. For
the pupil's musical enrichment.
BOOK SIX: Grade 3. Price $1.00
each.
Order from Your Local Dealer
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See and hear polyrhythms !
T Pt A1
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ZJ
THE DUNCAN RHYTHOCYCLE* makes the
ordinary metronome obsolete, for it can repeat
any rhythm pattern—even polyrhythms.

How the new

DUNCAN RHYTHOCYCLE
REVOLUTIONIZES THE
LEARNING OF RHYTHM

MNow, for the first time, you ean set
up the most complex rhythms so
you can both see and henr them. A
metered melronome !

A single hand sweeps around the face
at a preselected tempo, ticking off
the beat wherever a metal clip has
been inzerted. As on a eloek, there are
12 numhbers and 60 =slots for :’Ii]]q. A
full sweep of the hand around the face
constitutes ohe [M———
evele. Thiz eyele

can represent any
given note value. i
And wvou ecan di- k |
vide a eycle into | ./'
any desiredrhythm * | |
pattern. These pat- l——_—‘—

terns can bhe seen .
and heard as the o4 o F 9

moving hand r » .
sweeps past the
clips. LA

VLADIMIR SOKOLOFF, Member of the Faculty,
Curtis Institute of Music states: The Rhytho-
cycle will be 3 fremendous boon to students
and also the professional musician . . . con-
fronted with intricate... rhythmic combinations

See the Rhythocycle demonstrated al
your music slore, Or 1f there 4% nol one
in stock, write for the name of your
nearest dealer, Also ask for @ free
deseriptive folder. : :

Only $69.50
THE
DUNCAN
RHYTHOCYCLE
1616 Walnut St.
Philadelphia 3, Pa.

Pat, Pend *Copyrighted
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SDME PEOPLE wonder about the value of folk music in a culture
which has gone so far in musical evolution, a culture which can boast

a Bach and a Mozart. What, then, is the i*l‘“ e of folk music in our civilin

i tion? Does it have a legitimate function, or is it simply a relic of the pas

[ which is doomed to atrophy?

[ Because it is close to, and can be easily understood by, the ordinary per

son, folk music has often been subverted. It has been enlisted in the

est of patriotism, politics and business,

Bl.ﬂ fﬁi“li Illlliir'. "-Illll-ll‘il .'lllil hl'.‘irii lur!‘ il*- owWn -;1|u'_ Can give us marn
1]'I-iﬂj£.“. It is a unique musical experience, since much of it is composed
modes, rhythms and harmonies different from those of the standard reper
tories. We can learn history, geography, psychology from the words of
folk songs. Above all, we can acquire musical tolerance. All peoples in the
world have folk music. | am sure if an uninitiated reader 'h.-_Llr.E rertain
American Indian songs, Rumanian bagpipe tunes, or music from Centr
Asia, he might exclaim, “This is music?” But a bit of patience and repeated
listenings would probably convince him that it is indesd music. that
fn”u\_v:ﬂ the basic principles of music, and that it is even pleasant 1
to. Ultimately he will see that musical experience can be im 1
enriched by folk music, and he will agree that it has a place in evervone’s
musical life.

F‘ulk_rnu:-i:' is taking a new turn. The gulf between the scholar. wi
puritanically studies the folk music of j=olated villages. and the sntertai
who molds folk songs to the taste of the itified public
new type of folk singer is emerging, the scho
with U|1jﬂ.'l]‘.'1't_l. and authenticity, the
representation of American folk
to folk dance.

. 18 -F:-.i]-1w'.l?.';
1.|r 'hlJn i .._-11t|'~.1.--- i r.-_]:i;r'.'.-"
singer who strives for an sccurat

culture. And. by the wav. the same apt

A New Personality
In order to present to the L
in this movement, 1 haye interviewed two
students at Indiana University
for their work. They gave the
music ; F d i
1l..]t_;u and dance. .nnri I would like 1o pass these on to the reader
]r}!‘lf'{‘ Buckley is a folk singer who has d
and Folkways has just | :
Hul,klt; : ays Il;l Just issued a record of Ohis alley Rallads sung by his
"¥ Deégan to get interested in folk ' l
I I : sonis 1) Tl i ard of estal
lished names like Burl Ives, } e gpad sl droegod

wut he soon lecided that I 4 close
L me Epn il i : in oraer o gei ©
to the original Spitit of the songs he would have 1
are sung by members of real folk g I -

folklore and made extensive field
stems his Folkwavys record |
by guitar, mostly
tragedies.

reader some of the personalitics who are active
yvoung men, both gradual
and both }uuilu]'m;,- h:d.-nprr-mi reputations

Ir points of view on current trends in folk

one teles 1s10n ;1,!'1_.! 'r_l-]!-- Wi rk

earn them as the
r“HF"- He ]u-r_r:”] Lo -[u.h [h.- & HOTICF

i e "r'li”l-"' in Southern Ohio, wheno
3 ord. I_l'n this record are eighl songs., accor
ealing with o

npanied

f]i'—il-T-'r-'..1 Ti IEIEn'ri.--, murders

{ Continued on Page %
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ETUDE

WALLINGFORD
RIEGGER...

Composer
and Pedagog

By RICHARD FRANKO GOLDMAN

'//)HGNG THE BEST musical news of 1956 is the

. item that Wallingford Riegger is at work on his
Fourth Symphony. This is a work that has long been
awaited. Riegger's Third was composed in 1948, and its
stature increases with the passage of Vears; it is uitlvl_\
considered to be one of the half-dozen best symphonies
vel written by an American composer. Its recording. by
Howard Hanson and the Eastman-Rochester Orchestra
{Columbia), released last year, should do much to make
it more generally known, and to make more widely shared
the opinion that Riegger is one of America’s most im-
portant musical creators.

Riegger waited a long time for the recognition that has
been his due, but since the performance of the Third
Svmphony knowledge and appreciation of his work have
increased rapidly, and his music appears on our concert
programs with gratifying frequency. Riegger has never
been a prolific composer, and much of his work does not
fit the conventional categories for performance. These two
facts have iH‘Ihﬂ!.]!i up('mt{:d to ninggr.'rls (Ii‘s{‘ld\'ﬂ.ﬂl.]gl.‘ &0
far as public acquaintance with his music is concerned,
but the situation now appears to be changing. Riegger is
].u.'rfurmcd tmla_\ about as frequently as any other front-
rank American composer, even though the Third Sym-
phony has vet to be heard in Carnegie Hall. His Quartets,
works for chamber orchestra, songs and pieces for various
chamber music combinations are being heard in all parts
of the United States, as well as in Europe, and the com-
missions that did not come his way until the Third Sym-
phony are now being offered quite regularly. Riegger
observes, with his wry sense of humor, that he is supposed
to be the American composer most performed in Scandi-
navia, and that some of his works are quite popular in
Japan. On the other hand, he estimates that there are about
1100 orchestras that have never heard of him.

Riegger is now seventy-one years old. He was born in
Albany, Georgia, on April 29, 1885, and began the study
of music at an early age with his mother, who was an ac-
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complished pianist. The home was always full of music
(in those sad days before radio and TV!), as Riegger’s
father, who was in the lumber business, played the violin
quite well, and the children were all encouraged to take
]_].]rl in c,-hamfu:r music, When Hir‘gg:‘r was Tlll’f‘f'. the
family moved to Indianapolis; there, a few years later,
the youngster began to study the violin, Later on, after
the family had moved to New York, young Riegger learned
the "cello, so that the family could have a string quartet.
The "cello remained Riegger’s favorite instrument, and it
was as a 'cellist that he was graduated from The Institute
of Musical Art in 1905. At that time he also received his
first training in composition from Percy Goetschius, who
considered Riegger likely to become a “master” if he
would avoid the influence of the pernicious moderns.
Hipggf‘r was not, as a matter of fact, attracted to the then
modern composers for quite some time; he remembers
(rather blushingly) that he hissed at the first Berlin per-
formance of Seriabin’s Poeme de I'Extase, r:\r.u‘d:ll:r as did
the Philadelphia audience twenty years later, when Stokow-
ski first played Riegger's Study in Sonerity. This is per-
haps a nice lesson for composers as well as for audiences.

After his gradualinn from The Institute of Musical Art,

Riegger spent several vears in Germany, where he contin-
ued to study both 'cello and composition. He also served
an apprenticeship as conductor, and made his professional
début in this capacity in 1910, with the Bluethner Orches-
tra. His principal teachers at that time were Robert Haus-
mann and Anton ]If'ir.king in 'cello, and Edgar Stillman-
!'if'!ir') and Max Bruch in composition, For mmiuvling‘ he
took Nikisch and Richard Strauss as models, observing
them often in action as a player under their batons.
With the outbreak of the First World War, Riegger re-
turned to the United States, He n]lpeared as guest conduc-
tor with the San Francisco Symphony, but regular open-
ings for conductors were scarce, and he accepted the offer
of Drake University, in Des (Continued on Page 42)
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There’s nothing like group singing for developing

good fellowship, say members of San Francisco’s famed

by GEORGE G. BURTON
.
HE new director of San Fran-
- plSCo's nationally famed Lor-
ing Club kissed his wife goodbye and
llui(']r.h drove downtown. It was the
eve of his professional debut with the
78-year-old men’s vocal organization,
and perhaps he was justified in being
a bit nervous. Quickly he parked his
car near the Veterans’ Auditorium
and hurried in. And then the air raid
sirens blew. It was San Francisco's
first black-out, the second dav after
Pearl Harbor, Date December 9, 1941,
Several thousand invitations had
been sent out. Already, along the
darkened streets, the first of his sixty-
voice chorus were beginning to arrive
. in full dress. Quickly sizing up
the situation, young Eugene Fulton
phoned all the radio stations in the
area. “You must tell them that the
concert has been called off.” he im-
plored. And so the radio stations did.
After the false announcement of the
torpedoing of the Oregon Coast and
the foreign news, the word came that
the Loring Club concert had been
pmt;mnui’ As Fulton turned away
from the phone he faced Alexander
Fried, the critic of the San
Francisco Examiner. “Rough luck.”
glumly commented Fried. And Fulton
readily agreed. Fried then suggested
that the Loring Club had better
forget its old tradition of evening
concerts, and so it was thal on the
afternoon of December 29, 1941, just

12

music

several weeks later, the Loring Club
sang to a full house of 1400 in the
Scottish Rite Auditorium, It has heen
:-i!l‘,:il:lg II['!‘rllllllll concerts, inciden-
tally. ever since.
The Loring Club,
of gentlemen musically inclined.” ;
the f.rrf.’furnfrf Alta of March 1, 1877
described it, is San Fran isco's oldest
musical
regular

an associalion

organization. It
vearlv concerts,
keeping with Mr,
are now all in the .1f|¢‘r:||:..,._

David W. the founder of

gives twao
which. in

Fried's suggestion

Loring,

the Club, came to San Francisco in
876. He was a member of a well
known Bostonian family and a found

er of the celebrated ‘L|n-|l-| and Chick
ering Clubs of that city. Shortly
his arrival, s mutual love f musis
brought a I. 'w of his friends together
[llr u=||!r|;_~ of 'II--IJP CHIT Eing.

.J{[l'!’

Later
in that same vear, e 12 ht vears before

the Inun-hn,u of |11 Metropolitan
”|l1'!;l. the ].nl’irlp Club was f.-uml--pl
Mr. it= first
Director, and over his loud protesta
tion his name was used to designate
the new society, g

Loring was chosen

as

From the very beginning, the 1
ing Club filled an i mport:
the social life of young, bustling San
[T anc l-1 . Illllui\ Imen fh LI ||| L1 |.‘.-—
of life find relaxation through

-
ant P Hace i

=Ing-
ing with the Club. hut in the earlv da
only the names of the socially elit

i et
were lo be found on its roster Ihe

Public Rehearsals AN

I g r |(.r|r1- cris -|['||'|.-
o i
ring Club in the early dave were
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Rebert D. Darrell

the ““Bach” of
High Fidelity—

from an interview with Robert D. Darrell,

secured by Marion L. Briggs

'//\_)S FAR BACK AS 1939, high fidelity critic

. and expert in electronically recorded mu-
sic, Robert D. Darrell, warned in “Music Lovers'
Cyclopedia™ that the “professional musician must be
preparﬁ'f to meet a new and Ilighﬁr standard of
ability and taste” in his public, as a result of audi-
ences’ growing knowledge of music “through re-
corded performances of the world's finest artists.”

Even in the smallest town, he declared. there are
sure to be people at any concert not only familiar
with the works to be played, but acquainted with
them through recordings of experts. But one favora-
ble result of this he saw was that “new music will
lose much of its terror and instinctive opposition

. heard, reheard and studied on records.” This
is a boon to both composer and performer,

For the future of recorded music in general, he
forecasts “there will be more emphasis on minimi-
zation of distortion, that is, cleaner reproduction
ﬂ.]'ll'i. l{‘:.‘-.‘! bat:kgrnund nuisc. lh-ﬂ.ﬂ on mere cilensiun
of frequency rate to reproduce very low and high
tones, on which the emphasis has been so far.” This
is good news for the serious artist.

The hi-fi expert claims the seventy-eight revolu-
tions per minute (rpm) record is dead in this coun-
try, except for children. “It’s as obsolete as a do-do,
other than as a museum piece. The thirty-three and
one-third rpm LP is the only record for serious
rl'.l.uE'i.l:. Thl" fﬂl’t}"ﬁ\'[."S are {Df P‘Dp'l.llﬂr pif‘ﬂf‘-s ex-
clusively-—dance music and hit songs.”

For twenty-five years, Darrell has specialized in
both the musical and technical peripheries of serious
recorded music, writing articles and books and re-
viewing records. During World War II. he took
the electronic technician’s course at Radio Televi-
sion Institute, New York City, to prepare him-
self for service in the Signal Corps Reserve, after
enlistment. Over-age, however, brought about his
honorable discharge before he was ever called up
for active duty.

“Having taken the course proved to be a god-

send,” he says, “because it prepared me not only
for what turned oul to be my wartime service
writing and editing Army and Navy instruction
books for Hazeltine Electronics Corporation—but
for my present technical knowledge of audio.”

The path that led him to become a specialist in
recorded music is a strange one.

Except for a few piano lessons, he received no mu-
sical instruction as a child. “My piano lessons were
a waste of time,” he declares bluntly. “It's criminal
to force musical training on a child until he has
some pcrmnal interest in it.”

Aillwugh his father was a semi -pmff-ssiunﬂ|
player of the trombone and double bass, he did not
encourage his son in these. “Father was always
going to teach me the trombone, but he never did,”
Darrell explains. “1 wasn't interested in music until
I was in high school. Then a classmate 100k me to
a Friday afternoon ‘rush line’ for a Boston Sym-
phony concert, and 1 was so impressed by my first
introduction to serious music that | waived my
intention to become an electrical enginder and de-
cided to be a composer.”

Shortly after he finished high school in his native
Newton, Massachuselts, he enrolled for iudetndLnl
!-iud\ al the New Englnnd fnnﬂ-r\ainr\ of Music
near "'\\mphnm Hall in Boston. By this time, he
wasn't missing a single Friday afternoon symphony
concert. In fact, he was taking scores along.

Under Warren Story Smith, he majored in compo-
sition for three years, then gave up the idea of
becoming a composer when he failed to win a prize
with a large orchestral composition he wrote and
submitted to the Conservatory.

“l was sort of banking on the prize,” he says.
“Then 1 realized it was apparently a mistaken no-
tion of mine that | could be a composer, and | knew
my real bent lay elsewhere.”

After he left the Conservatory, he wrote a few
unsigned symphony concert reviews for W. S. Smith
of the Boston Post. These started him on a writ-




ing career in music, and soon a chance
meeting with Richard G. Appel of the
musie division of the Boston Public Li-
brary resulted in his joining the staff of
the nation’s first magazine devoted to
serious music on rtecords, The Phono-
graph Monthly Review, back in 1926,
He served this publication first as assist-
ant to the initial editor, Axel B. John-
son, and as record reviewer. Later, he
became the editor, and before the maga-
zine folded in the Depression, it opened
doors to him in free.lance writing on
audio and recorded music at a time
when public interest in these was growing.

“Twice in my life,” he declares, “I've
been one of the advance agents in a
movement that later became widespread.”

While the serious development of
high fidelity did not come umtil the
1950°s, Darrell was in it by 1931, He
admits the growth of interest in hi-fi
owes a good deal to do-it-yourself hob-
byists, but he believes it stems mainly
from the widening interest in recorded
and broadcast music. “Of course, the
advent of magnetic tape helped too,” he
says,

In his opinion, high fidelity does not
have to be sensational to be effective,

“But the sensational stuff is what most
dramatically attracts attention,” he
claims. “Although the neophyte is some-
times repelled by the sensational effect
of high fidelity, and only after hearing
serious music with quiet virtues can he
have genuine interest in hi-fi. more often
the serious-minded listener does not real-
ize the quiet virtues of hi-fi—its purity,
cleanliness, and naturalness of tone—
until he has first heen stimulated by
some of its sensational dynamic impacts.”

One difficulty, he believes, is that re-
cordings are always ahead of hi-fi equip.
ment, except in the laboratory.

“The ordinary record listener just
hasn't had aceess to the kind of equip-
ment that will do full justice to his
records.”

Darlrt'll first attracted quite a bit of
attention as a record reviewer when he
did the initial serious study of Duke
Ellington, appearing in Volume I of
former Disques magazine, under the
title “Black Beauty.”

For several years, he contributed a
semi-technical column, “Highs and
Lows,” to the Saturday Review. Cur-
rently he writes an audio and book
review column, “Listener’s Bookshelf,”
for High Fidelity magazine, and is con-
tributing editor to that publication’s
new sister journal, Audiocraft,

Writing reviews for Music Lovers'
Guide brought him to New York City
in 1932; then in the middle 30's he he-
came record researcher and consultant
for the Gramophone Shop. This post led
to his compiling the “Gramophone Shop

Encyclopedia of Recorded Musie,” the

first work of its kind, which instituted
discography and established Darrell na-
tion-wide as an authority on recorded
music.

With a Guggenheim Fellowship in
1939. he was able to devote all his time
to free lance writing except for his war
service, This fellowship enabled him to
get together material for a book on
recorded music. The result he called
“hice from Heaven and Blasts from
Bell." a startling enough title; yet he
decided the material was too disorgan-
ized to publish.

“The book wasn't a book; it was a
dozen books,” he affirms. But its sub-
stance later became the principal eon-
tent of his popular book, “Good Listen-
ing." published by Knopf in 1953, and
now in the New American Library
pocketsize “Mentor” reprint series,
Actually a handbook for record col
lectors, it is a guide to the world’s best
music and to music appreciation,

Darrell is convinced musical tastes
are constantly changing in individuals
“In my early days, | was a great pro-
ponent of Sibelius and Delius,” he con.

fesses. “Now they don't interest mes ny,

ticularly.” Among his favorites 1qd
are Bach, Handel, Mozart, Berliog \-.-_
vinsky and Barték

To the researcher in ."ll'a'ki"ar'!ngy_ Das.
rell’'s compilation, “Schirmer's Gyjda 1,
Books on Music and Musicians” pih
lished in 1951, has an appeal. ]D".fp
introduction, he discusses how the eom,
|uiE|-r may organize such a work s
cessfully

During a recent six months' experi
ence when he was discographic consalt
ant at the New York City |'1'_l-.|i,g|_.'h:__,“
he helped set up the music divisiog's
recorid 1'.1!.:|1|}.‘,I|f'.

He i= now at work on A new |-“|I‘:':I
called
will do the same thing for reproduced

“Good Sound,” which he Ir‘.'-pu

music that “Good I.l-h'nm;;' did for
-'|.I'I‘||'|I"|||I LT T

His two personal heroes in the mus
world are the late Béla Bartédk and
Major Edwin H
FM., about whom he wrote an artich
entitled “Major Armstrong: An Amer
can Tragedy” for the Sarurday Revies

( February 27, 1954 THE END

Armstrong, Father o

THE LORING CLUB

(Continged from Page 12)

CVETY 2e820n |'||I|1| &YeEry concenrt [Pll'l
have come a long way from the dav
when Concerts were for members only.

Wallace A. Sabin was the guiding
genius of the Loring Club for twenty-
eight years, and the fame of the Club is
in large measure due to his greatness
as a musician and his endearing quali
ties as a man. He first took the baton
in March, 1909, after being the group’s
organist since 1907. He died in 1937
at the age of 67. The well-known oTgan-
ist of Grace Cathedral, San Francisco,
Hit‘h.‘!ri’ I I'ur'.iw wias one of l...'Ir
Sabin’s favorite pupils.

Eugene Fulton is a professional M-
sician. For twenty vears he has taught
voice in the Bay Area, where he lives
with his wife Anna-Marie, an ACCOm-
plished pianist herself. and their two
young daughters. He is the Regional
Director of the National Association of
Tr:ax-ll:r-ri of Singing, the Minister of
11IIJ‘-I:_‘ at the Lincoln Park Pre shvterian
Church, and the Director of the Bohe-

‘mian Glee Clubh.

The Loring Club has weather

ed maore
than one or two sethac

t ks in its history.
The great earthquake and fire of April
: : :
_18. 1906, disrupted the Club. scattered
its members, and destroved
Library. Siill they came
beaten shanties, green
and the wheelless cable
“home,"

Ils entire
from weather.
refugee-shacks
el cars they called
raising the dust of
rfﬂai‘l."- and twisted cobblestone
They sang in a borrowed chure

unpaved
Blreets,

*h with

spite of the

boiled water and canned foods of the

borrowed music, and in

months preceding, in spite of fear, e
gret, sorrow, the loss of friends and de
struction of property, thev looked §

and saw a golden future, and

a concert Irom their (roe
ciscan hearts on the 18th dav of Se

tember, 19 only fve

alter the holocaust had leveled a o
portion of their city

World War Il itself brooght =
ing Club. After

eral hours of rehearsal the overal

changes to the Lo

+ their helmets ;

singers would pick u

lunch pails and be off 1o work at the
shipvards at Hunters Paint, or dowr
“"”Ilr'hr-ru Steel

Loring Club alumni have gone far in
Wilired Glenn, a men
ber of the r!.l.i.-‘-ll.l“'- fan i I

musical circles

quartette, got his start with the |
as did Keith Engen, who recently made
his debut with the
Verdi's “Nabuceo.”
No story of the Loring Club woe

Vienna Opera

L complete without mention
Women's Auxiliary, founded by the lat
Estelle Carpenter, one-lime Superns
of E’I]I'[]" Sehool \I_|-|_.-- In San Fras
cisen

And so this pioneer chorus, begun ie
United

the year of the centennial of the |

It is a far distant T
handie

Mates, sings on
from the swallow-tails and the

har mustache of yester.year to the C

cerl of today THE END
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LENN GOULDQ’ dtul and ﬂ-/eﬂdmﬁ/g{y

@LTH'UI.:GH GLENN GOULD, the young Canadian
- pianist, has been concertizing widely in Canada,
having made his début about ten years ago with the
Toronto S}'mphon}' Orchestra, it was not until last March
that Americans were privileged to hear this sensational
keyboard artist. The writer was in the audience last March
13, when Gould made his American début with the Detroit
Symphony in the Beethoven Fourth Concerto. Paul Paray
led the orchestra in ideally balanced support. Paray is
the eminent French conductor whose musicianship and
direction have led the revivified Detroit Symphony to
proud heights.

Managing to find a few minutes here and there to chat
with the young artist, | summarized his status as of this
date. The publicity buildup has been unprecedented for
a classical artist. In this buildup barrage the bare facts
have been sometimes inaccurately perceived. I have in
mind that within the space of a few weeks, Gould has
been described as being a twenty-two, a twenty-three, and
a twenty-four year old pianist. Let’s start with the exact
date. He was born in September, 1932, so he is now
twenty-four,

First the idiosyncrasies of a pianist. Gould travels with
a special chair; this is a must with him. It is low and |
recalled for him that Paderewski had recommended a low

seat. He does wear special fingerless gloves—not when
playing, of course. He does go through a warm-up involv-
ing hot running water. He had the keys of his recently
acquired new concert grand specially buffed. “If you get
the least bit sweaty, your chances of slipping on smooth
keys are too great,” he said. There is an occasional differ-
ence in the extension of the black keys, and this can
be bothersome. Sitting low, with a “very low wrist,” this
black key extension is critical.

I asked him about his rehearsal with the Detroit Orches-
tra. He said Paray gave him a curt nod and they went
through the concerto
with only one inter-
ruption. Upon com-
pletion, he said, Paray
turned and said in effect: “I want to thank you, for play-
ing Beethoven's music as 1 think Beethoven would have
liked it played.”

The performance itself was a magnetizing one. If you
recall the LIFE pictures you'll get the idea. Gould saun-
ters to the piano, giving the impression that he wants to
relax more than anything else. He is tall and thin, but
not gaunt. Seating himself on his special chair, his con-
tortions begin, They are distracting and confusing at first
because one can't help but wonder what all the body
movement and arm and hand extension gestures have
to do with playing the music. His hair is long and he
pulls out a handkerchief and mats it back. He convulses
on an orchestral sfz while waiting for his own re-entrance.
He sings (outdoing Paray) and from my third-row seat
I heard a frequent buzzing. 1 could find no other than
the pianist to whom I might attribute this. The com-
pletely full house snickered a bit at first, but 1 don’t think
The:.' could have been more attentive. There was no ap-
plause between the movements but especially significant
is the fact that there was none of the throat-clearing and
resettling and attention interruption that an audience
usually displays. Gould won his audience and he held
them as few have done. It was a memorable r-.venin&

Gould is the only child of a Toronto couple of essen-
tially Scotch ancestry. He traces distant cousinship to
Grieg and also through his mother’s side to the W. L.
McKenzie of Canadian renown. The fami]}' is in com-
fortable, but not wealthy, circumstances. They maintain
a summer home in the Muskoka Lakes area of Ontario
where he :‘-Ewn:ls uninlerrupleri summer months in music
study and composition, His mother was an amateur pianist
and his father “fiddled a bit” but that is pretty well in
the past.

He played at the piano from the age of three and his
mother started teaching him at four in a regular manner.
He was graduated from the Royal Conservatory of Music
in Toronto at the age of twelve. That alone is staggering.
His mother was his teacher till the age of eleven and
Alberto Guerrero from the {Continued on Page 42)

by Edward Viets
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Williom J. Mitchell

{Dr, William 5. Newman is a pianist
who has performed as soloist and in
chamber music in many of the Eastern
and Southern States; he is a Professor
of Music and Chairman of Instruction
in Piano at the University of North
Caroling. In addition he composes, is a
recognized musical scholar and a vel-
uminous writer, the author of “The
Pianist’s Problems,” among other books,
and editor of “Thirteen Keyboard
Sonatas of the 18th and 19th Centuries.”
—Editor, Pianist’s Page)

\ i HERE ARE TWO main wavs by
“ which a piunn teacher (or any
teacher) gets his ideas across to the
student, He either takes a factual ap-
proach, specifying, say. a wrist-stac-
cato touch on these eighth-notes, a
rise to a climax on that sharp dis-
sonance, or a slowing down of the
pulse elsewhere. Or he appeals to the
student on some more subjective basis,
perhaps recalling the patter of rein-
deer hoofs here, suggesting a burst
of temper at that moment, or illus-
trating an ebbing of strength there,
The first approach depends on reason,
the other on imagination or mental
attitude.
Past Trends
One supposes that teachers of key-
board music have always resorted to
one or the other approach as needed.
Certainly the programmatic inscrip-
tions that have appeared from time
ta timesince the earliest keyboard mu-
sic—for example, the “faire wether,”
“lightning,” and *“thunder,” in a Fan-
tasia by John Munday, (Fitzwilliam
Virginal Book, 1, p. 23) —are appeals
to the imagination. However, our best
sources on past teaching methods, the
celebrated keyboard treatises, were
almost exclusively factual in their ap-
proach. They recognized the need for
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By William S. Newman

effective and imaginative perform-
ance, to be sure, but were not con-
cerned with imagination as a means
of inducing this performance.

Thus, Couperin, in his “Art of
playing the Clavecin,” mentioned
“sensitive expression” bul proceeded
at once to pin it down in objective
terms as rthythmic freedom eflected
by lifting before, or dwelling on, a
note. Frescobaldi had written sim-
ilarly a century earlier. The nearest
Couperin came to a stimulant for the
imagination was a suggestion thal
stretching the fingers in all directions
“will rouse the #pil’:if and r'ngflnqh-r
more freedom!™

C. P. E. Bach emphasized several
times in his wellknown Essay that
“a musician cannot move others un:
less he too is moved,” a fact vividly
demonstrated by himself according to
Charles Burney's firsthand report.
But when it came to analyzing the
emotional style (as in Chapter 3 of
the Essay), Bach pinpointed its tech.
nical ingredients in terms of “loud-
ness and softness of tones, touch. the
snap {an ornament), legato and stac-
cato execution, the vibrato (on the
clavichord), the holding of tones, the
retard and accelerando™ in an objec-
tive manner that would do honor to
the best style-critical methads of
present-day musicologists. One expla-
nation might be the fact that eight-
eenth-century teachers seem to have
dealt onlv in specifics, leaving the
student to do his own

! _ generalizing
and his own assimilating

with regard
to the larger and less tangible me
ing of the music.

As might be expected, increasing
attention to the more subjective as-
pects of interpretation was paid };1
nineteenth-century teachers and ed
itors. Those footnotes in the p :

an-

"-‘]'Juiar

F—

FACTUAL VS. SUBJECTIVE
APPROACHES TO
PIANO TEACHING

Biilow-Lebert edition of Beethoven's
sonatas are choice examples. “A troe
feeling for and reflection of the Mas
ter's melodic intentions cannot b

learned from didactic preachings; al
that can be done is to ﬂ[pi‘”‘_]i to the
poetic fancy of player and hears
alike.” (in op. 54). “Sound C-F shrill
like a trumpet call here (a1 b, ik
a drumbeat” (in op. 57). “Even s
;-I:urr with the most ||e'r'|;|-i!. roated
unlipalh\- to programmes cannol i‘."
seeing that in the falling pairs o
thirds for the left hand the gesture
of beckoning with a handkerchiel-
the tone-picture of a sign—is ille
trated™ (op. 8la).

Especially, the belief grew towss
the end of the last centurv that the
timbre of the piano tone can be sul
jectively varied (within the same i
tensity ) by the sivle of touch. It s
crops up from time to time in novel

|*"“tliln-*-l"ir'h'l'lﬁi' reports in -F-i'." H

exhaustive findings to the contraf
by experts like Dayton C. Miller, Ot
1]”“1&”[1. Sir Jamn_t JFHH!-_ and Wi

1iHTTI Hr:‘nrl “h“p ln “Piann T'Pfhl-=;-
Mvthe or Science.” Lawrent
Schauffler has quoted some past be-

lievers in subjective tone control,

cluding (Continued on Page 5

finally Maria Galvany. The works in
which they appear are evidently of mi-
por importance in view of the aim of
this recording. There are excerpts from
“pida” “Tosca,” “Les Huguenots,”
“|.s Forza del Destine™ and “Dinorah.”
Taking into account the year in which
the eriginal recordings were made, the
voices emerge as amazingly clear and
pure. (Thomas A. Edison Inc., West
Orange, N. 1.} —Abraham Skulsky

Mozart: Quintet in Eb, K. 452, for
Piano and Winds

Becthoven: Quintet in Eb, Op. 16, for
Piano and Winds

Walter Gieseking, piano, and the Phil-
harmonia Wind Quartet (Sidney
Suteliffe. oboe; Bernard Walton,
clarinet; Dennis Brain, French horn;
Ceeil James, bassoon)

One seldom hears a good perform-
ance of the Mozart Eb Quintet for
winds and piano. The work is not only
inherently difficult as to balance, tempo
and somority, but performers seldom
bear in mind that Mozart’s instruments,
pizno as well as the winds, were not
the same as they are today.

The Becthoven work, written more
or less in imitation of the Mozart, is
usually undervalued. While not one of
Beethoven's great masterpieces, and on
the whole inferior to the Mozart Quin-
tet, it nevertheless contains some fine
music and stands miles above most mu-
sic written before or since for wind in-
strument combinations. Its performance
also presents great problems of ensem-
ble and interpretation.

The players here are all front-rank
virtuosi, but the performances leave al-
most evervthing to be desired. Each
plaver is a soloist and the result is not
ensemble music. The best indication of
the approach is that on the back of the
disc one finds two names: Gieseking
and Dennis Brain. The other players,
one supposes, must be there to provide
a background for these two stars.

Both of these works are available in
more sensitive, better balanced and
stylistically superior recorded perform-
ances, (Angel 35303)

—Richard Franke Goldman

Guitar Music of Latin America: Villa-
Lobos, Barrios. Ponce, Barroso, Al-
mieida.

In an age that places special value on
volume, quantity, and speed, and shows
marked trends toward the dehumaniza-
tion of music through its intellectualized
styles and the use of electronic instru.
ments, there is a peculiar spiritual sat:
isfaction to be found in good guitar
music well played. This record will de-
light music lovers sensitive to the deli-
cate nuances of this very personal in-

etude—october 1956

strument and its musie. The twelve com-
positions, all composed in the past
quarter century, that Mr. Almeida has
chosen represent a fusion of classical,
popular and folk elements in varying
proportions. The Ftude No. 11 of Villa-
Lobos with its drone bass and dissonant
harmony is especially interesting as an
example of contemporary guitar music.
Mr. Almeida plays with fine regard for
the musical values of each piece and
the nature of his instrument. (Capitol

P-8321) —Willard Rhodes

Beethoven: Sonata No. 14 in C-Sharp
Minor (**Moonlight"")

Beethoven: Sonata No. 8 in C Minor
(**Pathetique’’)

Rudolf Firkusny's first Capitol rec-
ord is a fair sampling of his big talents,
He is also well-recorded.

I have always wondered how best to
describe Firkusny. His playing is mus-
cular enough yet its principal virtue is
poetical. It seems, at first, that he is
another big virtuoso, with a selid clang
to his octaves and a powerful ripple to
his scales. It turns out that Firkusny
would rather woo a passage with a son-
net than proclaim in some theatrical
manner, even though he knows full well
how to accomplish the latter, It is
enough to say that these two sonatas,
beaten to death over the years, sound
fresher than any daisy appears in the
spring. (Capitol P-8322)

—Arthur Darack

Chopin: Sonata in B=flat Minor (**Fu-
neral March™)

Shostakovitch: Three Preludes and
Fugues

Emil Gilels playing the Chopin B-flat
Minor Sonata is powerful, direct, com-
manding—like a good general. He is
also tremendously musical in a simple,
unostentatious manner. With it all there
is an interesting though unsubtle mu-
sical personality that comes through.
Gilels never seems to have a doubt or
care in the world. He should have at
least one and here it is: one American
critic thinks that being without artistic
doubt is itself inartistic.

The Shostakovitch preludes and
fugues are not “sour Bach.” The first, in
D Minor, is an introspective piece at
first, later a surging, almost epic pro-
nouncement. The second is a more in-
volved piece texturally but without bra-
vura and most like some of the slow
Bach counterpoint in the Well Tem-
pered Clavier. The third, in D Major,
is lighter in mood. The three of them
are most attractive on first h-.-,aring.
They seem to be among the best music
of Shostakovitch that he has yet pro-
duced. (Angel 35308)

—Arthur Darack

Chopin: 3 Poelonaises and § Masurkas
Witold Maleusynski performs the C
Minor, F-sharp Minor and A-flat
Major Polonaises and the Masurkas
Nos. 32, 20, 7, 15, 47, 17, 41 and 17.

This Polish pianist can do anything
with Chopin except make him interest
ing. He can play with great bravura.
He phrases correctly and without moon-
ing about like a love-sick call. He has
various other abilities that are much
prized. By some odd arithmetic they all
add up to nothing, unless one is satis-
fied to admire beautiful but lifeless
playing. (Angel 35284)

—Arthur Darack

Schumann: Sonata in F Minor Op. 14
{labelled Concerto without Orches-
tra by its first publisher for no
apparent reason)

Schumann: Davidsbundler Dances,
Op, &

A successful performance of this
Schumann sonata requires a pianist en-
dowed with a composer's architectural
sense and with a special ahility to han-
dle massive sonorities. Friedrich Wueh-
rer in a new Vox recording is such a
pianist, and it is good to hear such a
clear, rich-sounding version of this
Sonata, and a beautifully recorded one
too. Wuehrer's finger technic is not
entirely up to the fiendish requirements
of the last movement, but his playing of
the exquisite Variations, the heart of
the Sonata, could hardly be bettered.

Wuehrer's concept of the Davids.
biindler Dances, Op. 6, on the reverse
side of-the LP is another matter, Here
is Schumann's most subtle and colorful
cycle, and unhappily the pianist is not
a sensitive colorist (shades of piano
and pianissimo and any leggiero qual-
ity are almost entirely absent) nor is
he flexible in his rhythmic impulses,
The Adrian Aeschbacher version on
Decca is infinitely preferable (Vox
PL.BB60)

—Joseph Bloch

Smetana: Quartet No. |

Smetana’s famous “From My Life”
Quartet i= no stranger on records, What
makes this new recording a welcome
addition is the fine-grained, sensitive,
and vital performance of the Hollywood
String Quartet, and the high fdelity
Capito]l recording which presents this
performance to best advantage. On the
reverse side are five Novelettes of Gla-
gunov, a charming series of trifles, to
which the Quartet brings the right light
touch; this music is a gratifying change
of pace from the highly personalized
and at times passionate music of Sme-
tana. (Capitol P-8331).

—David Ewen
(Continued on Page 48)
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The first in a series of articles
on the status of opera and opera
composers as it exists at present

@NT STUDY of the operatic field at a given period
. of its development, must first take into account
the creative forces at work at that time. Neither the new
production of a two hundred year old masterpiece, nor
the religious cult of a nice looking prima donna will ever
determine whether opera at a certain epoch is very much
alive, confused or simply dead. It is the composer and he
alone who with his creative imagination or with the lack
of it will be the principal factor in our evaluation of the
wealth or poverty of operatic history in any given decade.
Thus we can say offhand that today, among the numerous
composers who are dealing with opera both here and in
Europe, very few appear to be making any valuable con-
tribution to this art form, Fortunately there exist a hand-
ful of notable exceptions, composers namely who definitely
know what they are dealing with, who seem to under-
stand the difficult rules of creating a successful opera,
and above all who are aware that they are |iving today
and consequently use a language compatible in every sens::
with contemporary thought and ways of expression. While
I will later attempt to study in detail the achievements of
the new creative forces in our time, I first deem it neces.
sary to summarize the present situation in the creative
development of opera and to talk about the general nature
of this original form.

In a very general sense, opera can be said to represent
an independent art form in that it deals with both music
and drama; and the fusion of those elements has been
forever the major problem of any composer who has
approached opera. Total fusion has rarely been achieved,
it must be said, and only a few works can boast of pre-
senting the two elements of music and drama under a
true unified aspect. Many an opera, however, has sur.
vived notwithstanding the lack of fusion. When this has
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OPERA
TODAY

Benjamin Britten (r.) with
William Primrowe
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tent and never because of its dramatic aspect. There
indeed no example of an opera with bad music wi
survived because of a first rate libretto

illlilllllu'ﬂll illlirll which too many American COmposers far
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written good operas it is because they stress too often i

dramatic asped

Most of the time the music becomes in this case no m
than a neutral background and lacks any stylistic ind
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elements. Yet,
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t, and tend to underrate the musica
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AN AMERICAN IN EUROPE
by William D. Revelli

@UH]NG THE PAST six months,
your editor has been privileged
to observe and conduct many re-
hearsals and public concerts of the
leading windbands of Continental
Europe and England, and to study
at first hand, the instrumentation,
repertoire and standards of the mu-
sical organizations of these countries,
which include Italy, France, Germany,
Belgium, Holland, Switzerland, and
England. In addition to these inter-
esting and unusual experiences, much
valuable data and information was
obtained by means of personal visita-
tions and conferences with hundreds
of conductors, composers, artist per-
formers, directors of state conserva-
tories and colleges of music, teachers,
students, music publishers, and in-
strument manufacturers. Such worthy
and varied sources and contacts na-
turally provided an abundance of
information and materials for the
evaluation and analysis of the organ-
izations and colleges visited.

In view of the data and information
prm'ided h) these contacts, the fol-
lowing facts and conclusions may
well be considered as a fair and 'ac-
curate digest of the musical activities
and training programs of the coun-
tries visited, as well as a comparison
of same with those of our own na-
tion. The following is a brief sum-
mary of our findings:

Participation

Participation by the youth of
America in all branches of music far
exceeds that of any European nation.
This is, of course, due to our music
education program which encourages,

(Continued on Page 52)
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THE SCHOOL MUSIC
DIRECTOR
AND INDIVIDUAL PRACTICE

by Truman Hutton
Supervisor of Instrumental Music
Division of Secondary Education
Los Angeles City Schools

K%)MONG THE UNLISTED, but
e highly important, responsi-
bilities of the school music director is
that of motivating and supervising
the outside practice of his student
musicians. Many of us are so busy
with group activities, performances
and preparation of groups, that we
sometimes forget that the outside
practice of the individual player is
the broad base upon which group
success is built. It is true, more often
than not, that with a good school or-
chestra or band, the “whole is greater
than the sum of its parts,” The group,
as a group, often achieves perform-
ance results far above the level indi-
vidual members can reach alone.

Individual practice, home practice,
outside practice—call it what you will
—is the lifetime burden of anyone
who plays a musical instrument, It
is a burden often borne gladly but
sometimes grudgingly. It can be won-
drously productive or it can be a
mere marking of the passage of time.
In order to get the utmost out of the
practice period most student players
require much guidance as well as en-
couragement. But all too frequently
the school director contents himself
with admonitions or with a weekly
recording of time spent in individual
practice periods.

Individual practice should be char-
acterized by many qualities. It should
be planned, regular, thoughtful, pur-
poseful, {Continued on Page 41)

CHORAL

CHRISTMAS CAROLS
PART ONE, HISTORICAL
BACKGROUNDS
by George Howerton

@E SINGING of songs for the
* celebration of Christmas has
long been a part of the Yule tradi-
tion. Lawrence Price writing in Lon-
don in 1675, in his Make Room for
Christimas, says:

We will send for some of our
loving Neighbors and be merry
altogether, until Childermas
day be past and the fire to Roast,
my Man William shall tell thee a
merry tale, and My Maid Marga-
ret shall sing the melodious Car-
rols of several pleasant Tunes;
and so we'l be higly pigly one
with another.

Since the use of the carol, particu-
larly at Christmas, is so much the
habit in taday's choral performances,
it seems proper to examine some of
its marked characteristics,

The current usage of the term
“carol” is one loosely taken to indi-
cate to the average person any song
appropriate to Christmastime, To the
music historian, it implies something
much more precise. In the thirteenth
century the carol, as a definite metri-
cal literary form, consisted of an
opening section—a “‘burden”—which
was repeated after each of the follow-
ing stanzas. It could be either sacred
or secular as to text and exhibited a
strong affinity to the dance. Like many
other early musical and literary forms,
if not actually intended always to
combine singing and dancing, cer-
tainly the possibility of so doing was
present, and the spirit of dance move-
ment prevailed, whether accompanied
by (Continued on Page 48)
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RADIO-TV

SOLVING

PRODUCTION
PROBLEMS

How the “Voice of Firestone"
prepares its weekly programs (.

by Albert J. Elias

.

HE WHOLE PROCESS by which serious music is

= }J]’{-"FP‘I’!IF‘I‘I in concert form on television has always
raised problems. Unless Toscanini or someone else whose
expressive face and movements make good photography is
involved in the proceedings, the camera searches in vain
for something interesting on which to focus. As a result,
the telecast is more than likely to degenerate. into simply
a visually monotonous concert. As professional as the
artists taking part may be, their best efforts can go un-
heard by an audience that is seeking wildly to “see”
sunwthing.

I, for one, have sat through hundreds of just such pro-
grams — out of sense of duty. perhaps, but for the most
part oul of plain curiosity, and I never have ceased to be
struck by the lack of imagination on the part of the pro-
ducers of these musical but hardly visual affairs. So it is a

_rare tredat when a program like the “Voice of Firestone”
(Mon. evening, ABC-Radio and TV) and an imagina-
Live p]'-_ldw.'{'r llkl Fl'!‘i]r'l'il'h I{l‘il:ll,‘f come up “i.lh llh- l|-gi|:r]
of first-rate entertainment they do for fifty-two weeks a
year. No wonder it has won Sylvania and Christopher
awards, and, once again, the Peabody Award as “the best
musical program of 1955 on TV.”

“No, I'll never do a straight photographed concert,”
promises young Heider. “While remembering the ear, |
try not Lo !-nrgrt the |*§r-'f“

Besides being the oldest coast-to-coast program on the
air, the [h.l"r|1_'.-+'i[_{||l-:\'PEIr—E'|]I1 “Voice of Firestone™ is the
only regularly scheduled serious music program now on
television. It has, too, the distinction of hi'ing on radio at
the same time'— in “simulcast,” That fact. indeed. pre-
gents the producer with his most difficult problem. For,
since the radio audience can only hear what is happening
during the dramatic sketch, which Heider uses to frame
several of the musical numbers and the staged opera ge-
quences, he has to be careful not to let the point of a line
or of the situation at hand rest in any kind of gesture, or
in a sound listeners might not be able to identify.

These sketches or stories which tie together various
numbers of the evening’s half-hour, were initiated by
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Conner, soprano, and Russell Hammar, fenos

Frederich Heider, producer, gives las! minule nitructons fo MNad
member of Fireitone chorys

Ju'i_l_,|:| Lo E... e

Frederich Heider soon after the “*Voice”

cast as well as broadecast. “Rather than seTIng &iX O sever

spasmodic numbers on the show,” he explains, “I thoy

I owed some kind of allegiance to a public of viewers. &
I hit on the idea of using action that would be a spring
board for the music. That's all.” The story lines have suct
general themes as “Grandfather Holde A Family Re
union,” A Day In The Life of a l:'|[ll' Cod Fisherman

Yesteryear,” or “Plan Your Vacation.”

Recently, in presenting Roberta Peters, her mus
numbers were woven into a lale about a movie actres
I]I]H niTc-rr--l a -_ruu--l --\\lm;-h' of '\\.II:II ilrJ-ir'T }:\L- lo wal
out for knowing he has a radio as well as TV audier
For when it came time for the “demand scene” wher
the Ir-.l||'|r'.;_' ladv arrives at a Hollvwood theater for a g2
premiere, the producer had to forego the strictly visw
effect of having hordes of the star’s fans breaking throus
a police line to beg for her autograph — and then havin;
the cinema queen make a great gesture of thanks wit
outstretched (diamond-laden) arms. Instead, as Heids
describes it, “she walked from her limousine to the theater
simply to the accompaniment of cheers from her waiting
public.”

Like the “rentle -1||!\-|i.':-‘-,-‘ another innovatior
Heider's has been the weekly presentation of fully-staged

highlights from opera. Sometimes the excerpts will All U
time of the whole show. In any event, they are regulst
IH'III;.! sung in English, “La Bohéme.” “La Tosca.” “I

and “Carmen” all have been heard in literate Engit
translations. More and more people feel as does Howard
Barlow, musi al director of the “Voice of Firestone,"

opera will have an increasingly limited |'11i-|i" in Amen

“”]r;“ good translations of fu[r-ii-'ll operas are maot
available,

St Heider, the general audience respon
indicated the public likes hearing whole portions from
opera each week ; g

in a language

According 1o

and, what's more, likes hearing the

it can understand. The artists, too, he sy

even eager to learn all over again roles tha

they may once have

are willing.

( Continued on Page 7
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Walt Disney discusses a uer; important problem
with Mickey Mouse.

Disney introduces his ABC-TV “Disneyland” Show,
"Cavalcode of Songs.”

Peggy Lee, writer Ed Penner, ond composer Senny
Burke in conference.
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DisnEy FUN

with music

The musical background of the
Walt Disney productions has much
to do with their success.

by Rose Heylbut

l"I’/)|,1l,".-"-"¢‘|'."'1 A RARE HAND at constructive ideas, Walt
. IVisney is currently devoling a considerable amount
of time each week over the ABC-TV network to the greater
interests of harmony. While the Disney programs are packed
full of fun, laughter, and topical interest, their deeper lying
purpose is to demonstrate the fact that motion pictures and
television complement each other instead of functioning as
cut-throat competition. Mr. Disney’s corner on harmony bids
fair 1o open a new era in entertainment relations. Also, the
programs rest firmly on the harmony of musie.

Many of the songs used on these telecasts are familiar Dis-
ney favorites since the |[.;l.\!~ of The Three Little PJ.;.'_'.\.‘ some
are new; all bear the distinctive Disney hallmark. To a large
extent, this derives from the unique way in which Disney
music is created.

All Disnev music stems from motion picture production
which means that first emphasis is placed on story value. The
initial step in any Disney animated cartoon film is taken by
the animation department. A staff of competent artists and
cartoonists submit story ideas, not as written notes, but in
the form of drawings. When an idea is accepted (and many
more are worked out than are ever used), the cartoon-story
is again not written but drawn, Characlers and incidents, in
continuity, appear in a series of sketches which are mounted
on picture-boards all around the studio. When the work has
progressed to the point where aural details are needed, the
words (dialogue) are filled in by the writing staff. The next
slep is Lo select the moments of action most suitable to music,
and to prnduc'-‘ the songs which are wrilten to suit the action,
exE t'l]) as is done in the w r'i1'lllg of an llnlrt'rulil‘. score.
Each step in the complicated development is supervised and
directed by Walt Disney himself.

Walt Disney Productions buys some outside musical mate-
rial. More important, it maintains a staff of composers and
musicians in its Burbank headquarters, who, over the years,
have turned out such perennial favorites as Who's Afraid of
The Big, Bad Wolf?, An Actor's Life, When You Wish Upon
A Star, Whistle While You Work, Zip-A-Dee-Doo-Dah, and
many more, culminating in George Bruns' Ballad of Davy

Crockett. Occasionally, (Continued on Page 53)
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Grade 4 Fantasy

U W. A. MOZART
K. 397, composed in 1789
edited by Nathan Broder
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Moment Musical

for Bp Clarinet with Piano Accomp.
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A new orchestra (band) collection
for high or junior high schools . ..
for church pageanis...

for Sunday School...

or lesser experienced adult groups

A

Although written primarily for orchestra, Play
a Song of Christmas can be used just as effec-
tively for band, small ensemble, selo or duet.
Each instrumental part contains the melody as
well as a harmony part. The string choir is com-
plete in itself, as is the woodwind choir uand the
brass choir. Thus, it is possible to play these
carols by strings alone (or in combination with

L =

woodwind or brass cheir), by woodwinds alone
or by brass alone.

Because of the versatility of Play a Song of |
Christmas, small orchestras or bands achieve
Jull sonority. Every director can balance the
suit instrumentation. Special
attention has been given to strings (no third
position in vielin part, very little in viola or
bass) and to range of woedwind and brass parts.

parts to his

Ruth L. Zimmerman, who has worked at length
with junior and senior high schools as well as
amateur adult groups, has included complete

program suggestions in her comprehensive
Foreword.

Write for free reference copy of Violin part: Dept. E-10,

PIANO—-CONDUCTOR

OSSO O[]
2E3FEIEES

LAY a SONGC

of CHRISTMAS

35 FAVORITE CHRISTMAS
SONGS AND CAROLS
IN EASY ARRANGEMENTS

FOR ORCHESTRA

BY RUTH L. ZIMMERMAN

+1+ 01200

COMPANY
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PRESEER
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CONTENTS: Lo, Howa Rose E’er Blooming ; O Little Town of Bethilefiom:
Away in a Manger; While Shepherds Watched Their Flocks: Angels “";.
Have Heard On High: Joy to the World: I Saw Three Ships: Bring a
Torch, Jeanette, Isabella: The Wassail Song: God Rest You Merry
Gentlemen;: Good King Wenceslas; Deck the Hall: Good ‘.‘h‘rigfiﬂ-r-
Men, Rejoice; O Come, All Ye Faithful: It Came Upon the Midni h:
Clear; The First Noel; Silent Night;: Away in a Manger; 0 .‘-'mrr!iur':l 9
Come, All Ye Shepherds: Christians, Awake: Unto Us Is Born n Se 2
What Child Is This? Coventry Carol; Hark, Ye Shepherds;: Angels "_rr"“ s
the Realms of Glory: Hark! The Herald Angels Sing: We '['f.j—.-;,.-jh;,,m
a‘_l‘ Orient Are; Beautiful Saviour; 0 Christmas Tree: Jolly Ol ‘\'ﬂ'!ﬂ!
Nicholas: Jingle Bells: We Wish You a Merry Christmas: 0 Holy N; ;'”.
March of the Three Kings. : A i

THEODORE PRESSER COMPANY

Bryn Mawr, Penneyvlvania

Prices: Piano-Conductor, $1.50
Parts (Each) T5¢

INSTRUMENTATION: Flute, Oboe (C Melod:
Saxophone), Bb Clarinet (Bb Trumpet), Eh Al
_‘\fj.-rnjra.ﬁ-m.- (Eb Horn). Bb Tenar Saxophane Hariar
h:"”'-" Cello ( Bassoon, Trombone, Baritone, Tobel,
Fivlin, Viola, Percussion, Piano-Conductor

etude—october 1936

THE SCHOOL
MUSIC DIRECTOR

(Continued from Page 21)

musical, gnalytical, developmental and
groductive. It should «_lretch. or ex-
vend. the practicer and it should solid-
sivalready learned techniques. Tt should
involve the physical, mental and emo-
iona] sides of the individual's nature.
And it should result in a feeling of
socomplishment; it should contribute
i the player's moral well-being,

Planned practice is regular practice,
for regularity i= an essential of any
seceptable plan for practicing. A good
plan for outside practice may well re-
semble 2 good orchestra rehearsal. The
practicer will do well to give the first
{ew moments of the practice period to
swarming-up' both physically and men-
tally. In this portion of the practice
p[ricul it should be borne in mind that,
as engines ought to be warmed up slow-
Iy, @ it should be with the individual.

After the warm-up period, as shor
g5 it may be, the individual should be
teadv to tackle some specific problems.
These may occur in scale or arpeggio
passages, I:||.r} may involve tone pro-
duction or intonation problems in a
swlo piece, or they may be any of a
dozen different problems in one of the
school orchestra numbers, The essential
element here is that the student must
recognize and be able to isolate the
problem, He must know what the right
sound is, what he is doing, and how to
change what he is doing into what is
correct. It is in this area that the school
director can furnish some guidance,
particularly by helping to analyze the
problem and by indicating certain steps
1o take for solution.

The third section of the practice pe-
riod could well be devoted to more
generalized ends. It probably should
conclude with some ‘playing through’
of etudes, pieces, etc. This phase of
practice is important in developing the
totality of a piece, of pn'[nitig a con-
cept of its wholeness, and of learning
to ‘play through' in spite of minor mis-
takes along the way. There is value in
just playing—after good habits have
been established—for it is here that
most students find their rewards for the
careful analytical practice which has
Eone l_l:'i:p[n-_

With students who are fortunate
enough to study with good private teach-
ers, the school director may safely leave
much of the responsibility for their su-
pervision to the private teacher. For
the others and for students who are at
Or near the beginning stages, it is essen-
tial that they be given the best possible
aural image of what they will be work-
g toward. The importance of present-
g the ideal sound and the correct
mental concept of the music (tone,
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ete.) cannot be
for this is the shaping
force in music performance.

Of first interest to the school director
is the preparation of school repertoire,
but it iz indeed short-zighted of him to
have his students practice only what
they play at school. The growth of indi-
vidual players is a matter for develop-
mental studies which will include long
tones, scales, arpeggi, bowings or
Tungun"mu.-_ etudes and solo pit‘(‘.t‘a_ I
therefore behooves the school director
to acquaint himself with the study ma.
terial for each instrument. He should
be able to prescribe a certain set of

architecture,

pitch,
overstressed

studies for the individual who needs
what these studies will give him. A vio-
linist who meets a bowing problem in
one of the orchestra ||'H'('#:t- should be
referred to the appropriate Kreutzer or
Seveik study, The clarinetist can be
helped by suggesting the proper page
or pages in Klose or Langenus,
Individual oufside practice should be
an integral part of the instrumental
music program. It should be accredited
and it must be given direction by the
school conductor, If the school man is
able to show each student what to prac-
tice, how and when 1o practice it, and
{Continwed on Page 42)

Mrs, L.B., Palmier, N. Y.
“Kathy,

Sister M.A., Olean, N. Y.

Mrs. K.5.M., Peoria, Illinois

learning lots.”
Miss L.S., Sebree, Kentucky

Mr. P.1.5., Shenandoah, Pa.

with no previous experience.

1
Te learn more about PIANO |
SESSIONS and fo receive |
your free reference copy of |
Book 1, mail coupen I

|
1

-
', —D g
Shawnee NTess inc.

Piano Sessions Dept. 3
Shawnee Press, Ine.
Deltware Water Gap, Penna.

Plaose send me complete informotion abeut PIANO
SESSIONS, and o free reference copy of Book 1

AN

ADDRESS

TEACHERS ENTHUSIASTIC ABOUT

PIANO SESSIONS

Read thess representalive “case history” reports from piane teachers
who are already profitably using PIANO SESSIONS materials. Then, see for
yourself the mest significant step forward in piano instruction in 23 years.

7, started reading stepwise and skips much faster than students
with other books, Supplementary materials added interest. She enjoved
starting chords and playing ‘On Top of Old Smoky’ ange
other students who 1 would have lost over to this system, resulling in
much more interest and smoother playing,”

I have changed

Mrs, M.5., Norfolk, Virginia, reporting on 19 pupils ) e
Interest has doubled and sight-reading has improved 100% I think.

“Because of the type of reading approach learned in these first books,
Sandra 8, never even looks at the keys for so much as the beginning note
of any of these pieces. Therefore, she is really reading all of the ume—
not reading finger numbers as so many children I've had previously have
done—but notes. I wish 1 had been taught in this manner.”

Miss M.S., Wynnewood, Pa.. reporting on 17 pupils

*“Children who have not studied be ove
and have accomplished more than all of my former pupils.

fore love the books, love to practice

“I have two classes in ‘Twenty Tunes’ books, one class of 8 girls and a
class of 6 boys. They are having lots of fun with the course and are

“Creates interest and enthusiasm. Stirs the imagination. Very thorough.
Makes the process of learning and teaching music a pleasure.”

I have been using ‘Pianc Sessions’ exclusively with all beginners
have
ranging from 7 to 16. I have never enjoyed teaching so much and I have
never hiad such interested students (and the interest is unflagging) and
never had such a long "waiting list". 1 have 35 students and could teach
80 if I had the time. Business is booming! Each student has one forty-five
minute period a week. One is slow, the majority average, and one is
exceptional, but all of them are doing betier than any students I have
had before using the Sessions material . .. About the rest of my class—
they are all having fun with the “Tunes to Arrange’. They ale up the
Christmas Carols. As for “Teen-Age Mortality’, it doesn't exist for me.
Funny part of it all is that | am having fun too. Thanks for ‘Piano Sessions™.”

started fifteen beginners, ages

Deloware Water Gap, Pennsylvania
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PIANO TUNING PAYS

Learn this Independent Prefession
AT HOME

Californis

INCREASE YOUR INCOME

TEACH MODERN PIANO by note

Clasaical teachers everywhers halged by cur melhad and
elssy-bisiding aids. SOth yesr, Send for free Beechurs and
samples. Latesl 96 page insfrection book only 52.50, Wilk
Homa Study Cosrse, $3.50, posipaid,

THE CHRISTENSEN METHOD
Dept. E, Box 2248, Mollywood 2B, Calif

RESULTS GUARANTEED
STRENGTHEN pewr voice this teited,
X & my now be whie b hme
o' ar spen ki g

T
by FRER. Jou mee plait e ety
, ri g Ty
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PREFEST Y06CH INSTITUTE, 210 Beum Cilwten §F,, Dupl, CU-100 Chicaps B, W,
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100 real bargairs, Wiile

JAY STEMMERMAN'S DISCOUNT HOUSE
Phone VI 7-0B&6—VI &-5158
B937 BAth 5t., Weoedhaven 21, N. Y.

Young Folk

SING TOGETHER

with

Harry R
| " Consalidated Music Publishers, Inc

s : 555t N Y 19

TO AUTHORS

seeking a publisher

I1 you arw lsoking fer & publisher, sead Tor our Free, | levtraied booklel
uli':i To thit Authes in Seafed of & Publisher_ [t talls how we cam pub-
::hélr.?ﬂulolui d’-.I!rlnhuh your Bock, B we hine dose fof hosdreds
wileri nabjacty consider L wlcam
s iy ot ekl €T T e i Y e ISR

VANTAGE PRESS, Imc, 120 W. 31 Si., N. Y-
In Colif.: 6153 Hollywood Bivd., Hollyweod 28

William &m and Fon

30 E. Adams 5t.—Chicoge 3, Il

VIOLIMN SPECIALISTS

OUR NEW OLD INSTRUMENT
CATALOG WOW AVAILABLE

Publishers of "VIOLINS & YVIOLINISTS"

Comprehensive and
rapid approach

by Jay Spalding
$1.50 postpaid
[é' VARITONE, INC.
545 Sth Ave, N. Y. IT

the result to work toward, he will have
performed a great service for his groups
as well as for the individual concerned.

The student must learn to analyze, to
isolate a difficulty. to break it down
into its parts and then place it back in
context. He must learn that musical pat-
terns recur again and again, and that
the first step toward mastery is the rec-
ognition of them, no matter what the
key or context.

Enjoyment of participation in instru-
mental music comes when the individual
can begin to concentrate on making
music. As the individual moves from the
crudeness of his early attempts to play
his instrument to a more precise reali-
zation of the music, he becomes a me-
dium through which something of great
value is recreated. Through his prac-
tice, he has learned not only about his
instrument or music, but about himself,
He brings more and more to the group
as he practices by himsell. As he de-
velops his technique he develops his
personality, his worth to himself and his

fellows. THE END

GLENN GOULD
{Continued from Page 15)

ages of eleven till nineteen, and since
then his study has been solo.

Guerrero, a Chilean with European
musical background, is given much
credit by Gould. “He is a remarkable
musician, and particularly wvaluable
were his ideas on the technical approach
to music. He has some novel ideas on
technique.” said Gould,

The Canadian Broadcasting Corpora-
tion likewise deserves much credit for
fostering Gould's career. The CBC is a
government supported radio and TV
network and Gould has appeared on
their programs since he was seventeen,

In chatting with him about his side
interests, he said that he was an in-
veterate reader, particularly of esthetics.
His formal schooling stopped when he
completed high school.

But composition. “Ah, that is a big
thing for me,” he said.

(_'-t:nuld was one of the stars of the
music presentation at the Stratford
Shakespeare Festival this past summer,
He pla;\'e_d solo works, he played in the
Ga.’rﬂra Napoleon Benaparte (sextet) of
St:_l‘tljllbfrg.. and he had the public pre-
miére of his own string quartet. He also
wrote the program notes, .

I heard a good bit of the rehearsing
of the Schinberg (string quartet, female
narrator, and piano) and some of the
ruhe.at.-sing of his string quartet. Hi-;
1|nu:-1-:_1an5hi|n was impressive, parliﬂl;-
ha:l!.p]l:ki:; j:lc;rﬂcp!a}'n'sg without scare,

Plano part at
place, was aware of any discrepancy in
any other part, and coached and coaxed

any

the =oprano narrator mosl electivety,

1 asked him about his practice p:ﬂc;.
dure. He said he was a great believe
in “armchair practice.” He may practice
about three hours a day at the piang,
with increase up to say six hours ip
preparation for a concert, but he pro}
ably adds several hours of score study
away from the piano. “And then there i
composing,” he said, implying that tha
too was part of practice. THE END

WALLINGFORD RIEGGER
{Continwed from Page 11)

Moines, fowa, to become head of the
|h¢'urw_.' and ‘cello lirll.lrtmr-nh ol tha
institution. It was at Drake that Riegg

]:wg-.]n Lo COm pose in earnest, and that
he began to feel that
rather than conducting, was his res)
metier. He was still thoroughly orthodox

COmm st jon

as to taste and technique, and describes
himself as being a “thorough Brahm-
sian” at this point in his career, Cer
tainly his Arst large work, the Trio in B
Minor, Opus 1,
and it was in any
enough to win the Paderewski Prize for
its composer, His next few works also
this
successiully

confirms this estimate,

case conservaine

followed pattern, and they were
performed and generally
admired. At this time Riegger left Drake
University to come East, where for a
time he taught at The Institute of Mo
sical Art and at the Ithaca Conservatory.

A revolution in

"ir'?_',i”l- i VS ,;
thinking occurred at this time. For three
years, from 1923 to 1926, he did not
compose at all. Quietly, without m

any public pronouncements or tu

his back on his earlier works, he recon-
sidered his entire musical position. The

end of this pt'[':-r-l AW “1.-';;‘."!'
as a fll||-|‘fr'=igl"! “modern™ cor f
with a large orchestral work in atonal

stvle and the very radical Study in Sone
rity, which still remains, thirty yess
later, a kev-work in Riegger's evolutioa
and one of the
mature stvle,

masterpieces of N

The Study in Sonority, scored for ten
violins or any multiple of ten. is 8
thoroughly original and dynamic work

|l! it, for the first time, Riegger de

the concept of an arbitrary “tonic” a8
“dominant” and shows his mastery @l
using contrast of texture as an elemén

of form. The Study also shows Rie

wonder 'I.I.]“'. economical uze of ma
and his great logic in development
Other works of this period | 1920321
show increasing relatedness to tweli
lone practices

They include the “Sule
for Flute Alone,” the “Canons for Wed
winds" and the brilliantly vigome
Dichotomy for chamber orchestra. The
latter work is one of “:rr_,’f]'-‘ f
compelling scores, considered by mas!
one of the most vital and original
{Continued on Page 53)
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“I have a prcfﬂem on which I need
some help . . . This pupil, while he
plays very well in tune in the first
and third positions, cannof seem lo
play in tune in the fifth. . . . What
do you suppose could be the trouble?
I'd appreciate any help you can give

me—Miss M. L. O., lllinois.

This is quite a puzzling’ question,
specially as you do not say whether
the pupil is aware of his intonation
lapses in the fifth position. As he plays
well in tune in the lower positions, |
am gnlllg to assume that he has a
better than fair ear and is as dis-
turbed over his poor intonation as
you are. The cause of the trouble can
be in the left hand position or in the
violin itself.

Let us consider the left hand first.
How is it shaped when he is playing
in the fifth position? Is the thumb to
be seen projecting above the G string
side of the neck? If =o, it is probably
the answer to the problem.

For |Jl3_-.i11g in the fifth position
or highr*r, the tp of the thumb must
be in the curve of the neck, and the
hand brought sufficiently around so
that the knuckles are almost if not
quite at right angles across the strings
from the fingertips. In other words,
the knuckles should be brought for-
ward until lht".. are about level with
the fingers. As a general principle it
tan be said that the [correct] shaping
the hand takes in the first position
thould be maintained up o the
seventh. Above the seventh position,
excepl in the case of a large hand,
the fingers are pushed forward ahead
"F knuckles in order to reach the
J_”lf_"t'T notes. This is feasible, because
L is rarely necessary to play across
three or four strings above the
seventh position.

But if the fingers are pushed ahead
of the hand in the fifth, sixth or
seventh positions, intonation trouble
s very likely to arise. This may be

etude—ocicber 1956

VIOLINIST'S FORUM

Intonation
Difficulties

by Harold Berkley

the cause of your pupil’s lack of ac-
curacy.

."il."U‘lh.l.'r cause I'.l'.lﬂ:f' hL" thﬂt I‘"‘ haﬁ
not vet realized how much closer the
intervals are in the fifth position than
in the third. In lh-lsvf‘ﬂﬁl’! some pattern
exercises based on Sevéik Op, 1, Book
111, Section 9, would be helpful.

But 1 think it more than likely-
assuming the lad's ear is keen—that
the trouble lies with the violin. Are
the fifths true in the fifth position on
all three pairs of strings? The chances
are they are not. And if they are not,
then your pupil has little hope of
playing in tune, On many violins, the
fifths are true in the first and even
the third position, but woefully off in
the fifth. It is a matter of the curve
of the fingerboard in relation to the
curve of the hridge: if the curves do
not match, the fifths will be false.

Then, of course, the strings them-
selves have to be true. It is my ex-
perience that few teachers are careful
enough on this point. The teacher
should test the fifths on every pupil’s
violin at least once every two weeks.
Y oungsters perspire a lot, and that
quickly makes a string go false. At
the first sign of a bad fifth the teacher
should identify the false string and
have the pupil change it. or change it
himself at once.

The average student cannot hope to
play in tune if his strings are false.
The very talented student will often
do so because he subconsciously
adapts his fingering to the false string.
But he is only laying up later trouble
for himself, for he is actually playing
out of tune in order to sound in tune.
That is another reason why the teach-
er should be very careful to see that
his students' violins are properly ad-
justed and true in ffths.

Tone Balance and
Other Questions
“ .. Can you help me on the mat-
ter of tone balance? . . . I recently
had a trio of students disappointed in

a performance of the Bach Double
Concerto because their carefully re-
hearsed balance was upset. After prac-
ticing in my average-sized studio, they
had to play in a large auditorium,
empty except for judges and a few
other contestants. . . . They could not
hear each other, and in spite of many
careful rehearsals, this particular per-
formance was very disappointing. . . .
Could you suggest how | could pre
pare for the following emergencies:
1) The unexpected use of a micro-
phone; (2) The surprising carrying
qualities of one violin mere than an-
other: (3) The large auditorium;
(4) The unexpected carrying quality
of the piano tone? Obviously, these
difficulties are overcome by mosi per-
formers simply by having at least one
rehearsal in the hall to be used. But
young students rarely have this privi-
lege, s0 any suggestions you can make
will be deeply appreciated.”

—Mrs. D. M. F., British Columbia

You have brought up an interest-
ing problem, for no two halls, whether
empty or full, have the same acousti-
cal properties. And every hall has dif-
ferent properties when full than when
it is empty. Very often a tone that
sounds enormous in an empty hall
will sound small and thin when the
hall is full. In spite of this well-known
fact, many artists insist on “trying
out” the hall before playing their
program in it. Any good it does them
is purely imaginary.

One thing you can do to prepare
your students for unfavorable circum-
stances: see to it that your teaching
studio is slightly sub-resonant. A tone
that sounds well, or a balance of tones
that sound well in a room that is a lit-
tle under-resonant, will nearly always
sound well in a hall—even an empty
hall. When [ furnished my present
studio twenty years ago, it took six
weeks of maneuvering with drapes
and wall hangings to get the precise
degree of sub-resonance | wanted. The
trouble and time this took has long
since paid for itself.

To answer your questions specifi-
cally: (1) Why not get a tape re-
corder and have your pupils make
fairly frequent recordings on it via
the attached (Continued on Page 50)
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TEACHER'S
ROUNDTAELE
Maurice Dumesnil

Memory and Sight Reading
Q. My teacher tells me that [ am
gifted with such a fine memory that
after I have played a piece twice at
most | have it memorized. Thus I get
very little sight reading practice and
consequently am poor in that direction.
I's my memory to blame for this? What
can | da to improve my sight reading?
. N—North Dakota

A. I cannot see any connection between
sight reading and memory. They are
two distinct issues and have to be dealt
with accordingly.

To improve vour sight reading the
best way is to read. But this must be
done with considerable care. Easy texts
at first, and slowly. Then more difficult
ones, and faster, There must be no stum-
bling, no wrong notes, no errors in
counting. This may sound difficult or
even impossible, but it is not if one
sight reads slowly enough.

Concerning memorizing, may I refer
you to the following past ETUDES:

“Memorizing aids,” Teacher’s Round-
table, April 1954,

“Musical memory: when and where,”
feature article, February 1949,

“Memorize quickly,” Teacher's Round-
table, April 1947.

Teaching Solfeggio

Q. I would appreciate some informa-
tion regarding the teaching of Sol.
feggio. {Mrs.) C. B. T—0hio

A. Anvone who is well grounded mu-
sically can teach solfeggio, using such
books as those by Dannhauser and
Lemoine (Lemoine, Paris, publisher)
which start very simply and grow pro-
gressively in difficalty.

At first the pupils can limit them-
selves to spelling the notes while beat-
ing time. Then when they are sure of
the values they sing the notes, while
still beating  (Continued on Page 47)
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VIOLIN
QUESTIONS
Harold Berkley

An American Maker

L. L. H.. Pennsylvania. Julius Hor-
vath was an American maker who d ied
a few years ago. He was not prolific,
and there are not many of his viclins 10
be seen. In these circumstances, each
instrument would have to be evaluated
on its own individnal merits of work-
manship and tone quality. Sorry 1 can-
not give you more precise information.
More Advice on Bowing

=] have followed your advice, with
very good results, as to teaching bow-
ing to beginners. That is, the long bows.
But I am rather in doubt as 10 how to
go on from there. Should 1 immediately
give my pupils the Wrist-and-Finger
motion at the frog or should 1 lead them
to it gradually?” F. W. K.—Ohio

I am glad that what I have written in
these columns has helped yvou so much
with your beginners. If you are able 1o
get them to change the bow fairly
smoothly at the fog, using the Wrist-and-
Finger Motion. you are giving them a
fine start towards guuul I:uwing and g_uu.i
tone ]J-rmiut'tiun_

As regards further exercises, go on
to half bows—irog to middle., and mid.-
dle to point. In the frog-to-middle bow-
ijig.,hl_' sure to see that the |’“I"i'] ".lld“iﬂ*"'
the bow at the middle with his fingers
as smlnmhiy' as he does at the point.
And in the middle-to-point exercises
see to it that he uses the Wrist-and-
Finger Motion as cleanly in the middle
of the bow as he does at the frog.

-J.”“‘r this you can give the pupil ex-
ercises at the il’l:’:, |1~~ir-||_-" the wrist and
fingers only, but now lifting the bow
f”'!” the string after each stroke. This
rains the student to halance the
with = fou ¢ 7 A .

i feke L:L:‘rlulxl};ir:iul:u n he is play-
ts oeamilat o R l:.—nl!e--linali-'. that
have trained vour L ey
: o pupils to do this in
!l-m_mlv exercises, be sure {
it in more difficult studjes.

bow

o retlurn o

ORGAN AND CHOIR
QUESTIONS
Frederick Phillips

Q. At present we have a two-manad
pipe organ at our church with the fd
lowing stops: GREAT—0pen Diapasm
#., Dulciana &, Chimes, Gedeckt |
Flute d" Amour 4, Piccolo ¥, SWELL-
Tremolo, Salicional &, Vox Celeste £
Gedeckt 8, Flute 4, Nozard 235, Fii-
teenth 2, Oboe B, Horn B, PEDAL-
Bourdon 18, Lieblich Gedeck: 18,
Flute 8. Usual couplers. The Gedeck
is duplexed with the Flutes, There are
8 ranks of p:'prg, Have you any g
tions for new stops? The Horn has o
very displeasing tone; could this be
“traded in™ on a new stop?

J. ML

A. In a matter of adding stops the
amount of space available in the orgm
chamber is an important factor, and fi
this reason it is well to have the advice

of a responsible organ builder, ¥a
would in any case le)bJ.L].\ be called
upon to de the installation We
therefore sending you the names of1
few builders who would be ghd »
assist you. We might, however, sags
the possibility of adding either a Grm
Mixture 11 Ranks or a Gemshom =
a Trumpet B, or both. The Tramp
could take the place of the Horn shoes
you wish to discard the latter. If B
Horn tone is very d1u;‘[l‘l-'.!1; {8
hardly likely that a builder would b
much interested in a “trade-in,” bi?
would centainly do no harm to sisi
the proposition.

(). Please give me an estimate 08 I8
cost uf parts jor the ﬁhl-’tflﬂ! of 8 ;¥
organ. | intend to use as much used B
terial as possible, and to buy some pit
from various orgen builders. How we
I go about obtaining 8 conssle &
other parts that cannol be made!
college professor will help me ¥
the building of the organ that 8 #*
Hl.llfri.ll.’mf A @ pery Ilr.rJ';l' barr "M%
(Continged o8 F'#!‘l
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ORGANIST'S PAGE

starting the New
church Season

by Alexander McCurdy

_-RED CROSS life - saving man-
- pals. which tell what to do
when a swimmer has been hauled un-
wnscious from the surf, offer, along
with instructions for rolling wictims
sver @ barrel, artificial respiration
wd so forth, one cardinal rule:
DON'T GIVE UP.

[ wonder if we organists ought not
o take this same motto and paste it
up somewhere 5o it is clearly visible
from the organ-bench.

Here we are practically at the start
of another season. Those of us whose
churches curtail their activities dur-
ing the summer months have had lei-
sure for study and reflection. In sum-
mer there is time for practicing, a
luxury the working organist can
hardly afford once he is in the swing
of winter activities. Summer is the
time to brush up on technique, to
look ahead, to plan music for the
coming season. In summer we have a
detachment not easy to manage once
the seasom gels under way, when we
are li\'ing from hand to mouth, so to
speak, from one Sunday service to
Thf next.

| wonder how many of us are com-
ing back from our summer vacation
with new ideas for the service and
new music which we are eager to
teach to our choirs?

It is of course easy lo say that
what was good enough for last year
is good enough for this. The net re-
sult of such an apathetic attitude is
that we repeat the same old anthems
and offertories, until not only the
choir bhut the congregation knows
every word of the text and every note
of the musie, ;

Thi-ﬂ is following the line of least
r"-:‘“'rﬂﬂt'i'. When in this frame of
mind we need to remind ourselves ol
““'__“ft‘-ia\'ers' motto, *Don’t give
l:I]'J,

In taking the line of least resist-
ince, we are not progressing. We are
tiot even holding our own. In the arts

#lude—october 1956

there is no such thing as standing
still. When we are no longer making
progress, we are retrogressing.

There is nothing so stimulating as
learning new music ourselves and
teaching it to our choirs. 1 we make
a regular practice of doing so, it
renders us better organists, better
choirmasters and better musicians
generally.

In addition, we have an obligation
to the composer of our time. If no
one performs his music, what incen-
tive has the composer to write it?

It is true that the contemporary
composer has created difficulties for
himself by choosing lo write in an
idiom which makes severe demands
upon both performers and listeners.

It is also true that a worthless piece
is no less worthless for being full of
dissonant augmented fourths and mi-
nor seconds. Junk is junk, in what-
ever style or idiom.

On the other hand there are works
which, however formidable they ap-
pear at first, are richly rewarding
when one takes the trouble to study
and understand them.

In the case of church music, it is
up to us organists to keep up with
what is being published in our field,
to separate the sheep from the goats,
musically speaking, and to see that
deserving new works get a carefully-
prepared public hearing.

1f we don't take the trouble to do
this, who will?

A good way to make a start is to
see to it that you are on the mailing
list of every publisher, thus receiving
copies of new works as they are pu b-
lished. It has been my experience
that publishers are delighted to co-
operate. Some even make available
recordings of their new publications.
Send for these by all means. If you
are acquainted with composers, or
with others in whose judgment you
have confidence, invite their sugges-
tions for new works which have

proved successful.

For myself, 1 have made mental
notes on a number of works which 1
intend to try out with my own choir
during the coming season. One of
these is a Lenten oratorio, “Contem-
plation on the Crucifixion,” by Frank
Scherer (H. W. Gray Company ). The
work was given a marvelous perform-
ance at Columbia University, just
prior to the opening of the A. G. 0.
convention in New York this summer,
with the composer conducting and
with Clarence Snyder at the organ.

It is a marvelous work. Although
not easy, it well repays the time spent
in mastering it. 1 know of one choir
which rehearsed the piece four
months last year (the work was at
that time still in manuscript) and per-
formed it with telling effect during
the Lenten season,

“The Incarnate Word,” by Robert
Elmore, has been in print for several
vears, but [ believe there are organ-
ists who have not yet had the pleas-
ure of discovering it. Here is another
work which is rewarding for the or-
ganist to prepare and for choir and
soloists to sing,

Mr. Elmore also has written some
new settings of the Psalms which are
worth investigating.

Another work which ought to re-
ceive many hearings during the com-
ing season is Searle Wright's newest
work for chorus and organ.

Every organist should have sample
copies of the Presser publications
known as the Westminster Choir Se-
ries. The musie in this series is pre-
pared in conjunction with Dr. John
Finley Williamson and the Westmin-
ster Choir College of Princeton. Every
composition published has had the
advantage of being tested by the
Westminster Choir during its tours
across the country.

Among the works in this series,
which are of uniformly high quality,
I find especially striking the setting
of “0 Be Joyful,” by Ainslee Cox,
and of Once to Every Man and Na-
tion by David Stanley York. Any
choir will find these to be worthwhile
additions to its repertoire.

Any new piece by Richard Purvis
is worth investigating. He writes mu-
sie which is of fine quality and usable
as service music. (As most of us can
from sorrowful experience,
works are often one or the other, but
not always both.)

An interesting new set of pieces,
by various (Continued on Page 48)
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GULBRAN

gmerica’s
smartest
piano

fashions B
-. A G

Music Teachers! Musicians!

Here is a new achievement . . .
in purity and brilliance of
tone, power of volume,
permanency of touch . . .ina
small piano—only 37" high.
It's equipped with the
wonderful, new Supertone Scale
.. . the Gulbransen exclusive
miracle scale and the reason
for the glorious
deep-dimension 1one.

CONTEMPORARY

WRITE FOR FREE BROCHURES
SPECIAL TEACHER'S DISCOUNT

GULBRANSEN COMPANY
Dept. E, 2050 N. Ruby St.
Melrose Park, 11,

B ———

TEACH EASIER
with MUSIC FLASH CARDS

samsR R B s EEEREREANERRRNS
FOR TEACHERS®—ithe fund: f
on & = 9 inch cords. Sixty
ene J-foot piono keyboard (42

51,50
FOR BEGINMERS®—iame m Teochers but
sizn 2 o 3 |lnches, The &0 cords are divided
inta B eosy ssons with 117 que
their answers on the bock. Price 51.00
teaches the studeni fo
ght read the notes of the
ajor, o - - oyg., chords
and thelr in ans (207 chords), Price $1.00
Drder fram yowr dealer or wrile

DEK-A-MUSIC COMPANY

1102 5. 3wk Ave., (Dept. E) Bellweoad, .
*Approved by the Chicage Board of Education

' CALL TO WORSHIP
= carillonic bells & chimes
Chimes starting os low av $396.00

Weite far complete inlosmotion 1o

MAAS-ROWE CARILLONS

Dept, E2, 3015 Cositas Ave., Los Angeles 39, Cal.

ANNOUNCING . . .

A New Publication

Prgwdli Pliﬂﬂilﬂi | .

rmeue I Broakl e

the

ACCORDIOY

TRANSCRIBING I'l-\\ﬂ_
MUSIC FOR ACCORDION

by F. Henri Klickmann
as told 1o Theresa Costello

(F. Henri Klickmann, well known
composer, arranger and editor and mem-
ber of ASCAP, has done much work in
all fields of music arranging. Ed. Note)

(,j{{}w DO 1 go about tran-
\ scribing piano music for the
accordion? is a question asked by
many advanced accordion students
and -ﬂ.=pi.ring prnfr-.i-"'snnuln. Here are
some suggestions offered by Mr. F
Henri Klickmann, well known com-
poser, arranger, editor, who has had
years of experience in this particular
field:

When considering making a tran-
5[*r'||1linr! of a piano 1'1-|11E:nr-i1i|-l1 for
the accordion, one must first carefully
analyze it to determine if it can be
transcribed without l:l-l"-["'rtilli,: is
original character. Because of the
mechanical difference between the
piano and accordion, certain liberties
in transcribing must be allowed. For
example, we must consider the lim-
ited range of the right hand kevboard
of the standard 120 bass accordion
and the system of reed sounds of the
left hand kevboard.

The key of the original composi-
tion must be retained, if possible, tak-
ing liberties only where the right
hand part exceeds the limits of the
right hand accordion kevboard: in
which case, transposition of one or
two octaves lower will be necessary.
and perhaps some of the extremels
low passages raised an octave, should
they extend beyond the first F below
middle C.

The left hand accordion kevl

; voard
15 T.'JH]I_': |'!|:|:|1]p|1-x_ .Il“. l

is rathe rimarily to
its intricate system of reeds. However
when this system is thoroughly une

: ler
‘itﬂﬂ{l‘ it

]’wru:m‘r- Je=ss -l|11|l ult to
adapt the left hand piano part to the
accordion. In a fast tempo, a bas
solo or bass and after-beats may |
substituted for a

(T

series of chords

Edited by Theresa Costelly |

When an arpeggio or broken chord l
appears in the left hand piano pan,
it is advisable 1o use a single chorg
on each beal as a substitute. |j

tempo is not oo rapid, the bass my
be added to the chords In a oy
tempo, where there is a succession of
chords (no bass) in the left hand
piano part. a single chord solo, or 3
combination of two or three chords,
may be used. A combination allowir
richer harmony is |,rrt-f--m]-.-. bescayse
of the fact that the Afth interval &
nol included in the dominam and &
minished Tth chords of the accordion
For example, using C as an illostrs.
Lion. Lo« I-I1L||1r‘l1' a C7 (dom

use CM (or 7) or C bass plus G dim,
For CM7, use CM or C bass pl
For Cm7, use Cm or C bass plu

etc. For extended chords, such as (5
use CM (or 7) plos Gm o
C bass plus Gm (3rd omitted). Far
Cll (dom.) use CM plus BbM or (7
plus Gm and BbM or C bass phas bm
and BbM (3rd omitted), elc. Man
more combinations are possible in &l
kevs

On 9th and 11th combinations, tte
%r-i |||Ir'r'-.1l s ;_'1-.'-<-r.||.'. omiliad

(dom.).

e ————

Cause l'[ li'l"-'“-fl.”'ll'l".
-! i |_--r-1t ¥

not always advisable to use a bass i

In a sequence |

chord ace ..n.i-.qr.iu.--nt
Since many of the Id classics wer r
not edited a LnT-ln'.;.: to modern stand

ards, the arranger 1s ( ompeiled |

his transcription with regard to i

gering, phrasing, dynamics |
sustained basses and chords, the & |
ranger is guided by the o o

tions in the piano part Where o0 [
|-t'-i.1]|r'.-;,: is indic ated, :'I"' Wik
use his own discretion for sustamig
harmonies

Fingering, if anv, indicated 1
piano part cannot be strictly adhes
to on the
standable

accordion. This is usde
tw'l ause, not onLy are [

right hand keys of the accordion 2

of the puat

rower than those
the hand, when playing in e €

lreme upper seclion of the s

'il"Tl. 1% In A -l;gh!i'\ l{lﬂ”'::‘:
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dan it would be On.l]w.nii}m:. t_hrn-lq.—
m\-r.t*im"“g glteration 1n 111.;_.',er,.,rlr.
ys g substitute for reiteration, either
.._n.glt potes of chords in the piano |n;%tl.
dic best possible l—ﬂt:rt_ !:ml‘ the accordion
he bellows shake. This effect, \-.'}.wn
_od for & series of single notes, elim-
;im-u the use of alternating ﬁlng,.-r\- on
5 gven kev, such as: 321, 4321, ete.

\ccordion registration must be used
discreetly, remembering the instrument
« lo speak, & miniature portable
stgan. Therefore. in soft passages the
loft hamd l’l‘_‘ili-[i'l:!- without the low reed
;,"-..E_; may occasionally be indicated,
and full aceordion for passages demand-
ing & greater degree uf_ power, As to
rght hand registration, instrument ter-
sinology. <uch as: violin, clarinet, etc.,
nd 1]|;- master register for full accor-
dion may be indicated according to the
ymanger’s judgment,

Sigee the above has been confined to
works of the old masters, a few words
might be said about popular and pro-
duction compositions. These are rarely
wraneribed, but are arranged in simpli-
fied form or concertized. In some popu-
Lr pumbers the left band part only is
adapted tothe accordion, while the right
hand part, except for a few instances,
remaimns intact.

If the piano composilion i nol suit-
able 22 a transcription for the accordion,
it is advisable either to forego the idea
of transcribing. or resort to an entirely
new arrangement. By the latter is meant
]"f‘].ﬂ!gr’ ol L:“_u' (if necessary . ||_,-|r.

iring single melody passages where

possible and almost entirely altering
the bass structure; even resorting to a
thange in harmony, especially where
there i a transition or a sudden change

of key THE END

TEACHER'S ROUNDTABLE
(Continued from Page 44)

time. The lessons are so well graduated
that saon the voung pupil acquires that
of note values so valuable in the
study of piano or any other instrument.

While a workable knowledge of sol-
feggio is sufficient for the average stu-
dent, those interested in |11'L"|r|l'lil1|: O -
ductors will prepare themselves well by
=|lTr-|I:._r|1 l|':r' }mnki 1I:n_r Albert
. "I-Tauu-«'ril.- i-l
l'“:'—"'flll'lll- de elefs™ (Solfeggio Les-
“ns in manuseript with changes of
"I'.'|" Thus they will familiarize them-
Slves at an early age with the intrica-
of ||r|'|'|r--1r;|| SCOres.

Salfe

nac, “Solféges

ggio study is valuable to all mu-
¢ students in that through it they
“am intervals, rhythm, accuracy and
B0 lime kf*rlung_
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A Perfect Left Hand Technique

S - with the
YEHUDI MENUHIN

SHOULDEREST
for Violin and Viola

Relieves the
imporiant and
vulnerable muscles
of the neck and
shoulder from sirain
and tension. Encourages
development of a free
and rapid vibrato.

Fits awny
shoulder, canmot
scratch your
instrament, easy
to attach or detach,
light weight,
fully adjustable,

Don't miss this greatest boon since the chinrest. The Yehudi Menuhin
shoulderest is extremely light, weighing only 60 grams, but extremely
strong. Accounts for enormous improvement in guality and volume of
tone. Aesthetically one piece with you and your instrument which can
be pushed and pulled without losing the shoulderest or the instrument,
in the basic limbering up exercises. Each part of shoulderest is inter-
changeable and replaceable. Descriptive folder available,

Vielin Model $7.00 Viela Model $7.50

Order from mearest distributor

REMBERT WURLITZER KENNETH WARREN & SON
120 West 42nd 51., New York 36, N. Y. 28 East Jackson Blvd., Chicage 4, IIL

WE HAVE THE HONOR OF
INTRODUCING TO THE UNITED STATES

Kecorders by Fehr

¥

RECORDERS BY FEHR are superb
instruments, hond-tocled in Switr-
erland by master craftsmen from
ipecially selected woods — pear-
wood, boxwood, palisender,
rosewood, plumwood and cherry-
wood. Each instrument is individ-
vally tested for true pitch by
Hans Cenrad Fehr, noted re-
corder performer.

RECORDERS BY FEHR are wsed
and recommended by famous
concert recorder ployers in Eu-
rope and America,

RECORDERS BY FEHR are ideal
for amateurs ond profewionals
who demand exacting musical
quality. Yet, these superior in-
struments are modestly priced

“The Stradivarius
of Recorders”

Sopronos from $11.50.
Altos from $29.50,
Tenors and boses.

Consorts of Four Instruments
{sepranao, alte, tenor and bass)
matehed in plum or cherrywood on
special order only. Supplies are limited. ..

Act todoy!

OMEGA MUSIC CORP., 19 W. 44 5T,, NEW YORK 36, M. Y. (Dept.L9)

Please send me free descriptive folder and prices.
(plecse print

MNome —m————————————

Address ——
Lone State

Chty —
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An AUTOMATIC

Church Bell at a real
BUDGET PRICE

The Schulmerich 5
“"Arcadian.
SERVICE BELL & HOUR TOLL

Entirely NEW, completely AUTO-
MATIC bell instrument for even the
smallest church. Pre-set clock auto-
matically sounds call to Sunday and
mid-week service. Tolls the hour of
day throughout the week, silencing
evening hours if desired.
Motor-driven swinging or tolling bell
has push-button start, automatic stop.
Manual start and stop continuous
toll bell included. Striker switch pro-
vides manual swinging or tolling bell
at any speed, for any duration.
Record-player included. Anv church
can afford the *Arcadian™, For full
details write:

SCHULMERICH CARILLONS, INC.
12E29A Carillon Hill, SELLERSVILLE, PA.

*Arcodion” i1 o Fodemark for bell nifruments
aof Schwlmesich Corillond, ine

O R SO R0

MUSIC READINESS
Prngram by Sr. M. Xaveria,

0.5.F., Mus.M.

The Music Keadiness Program,
widely acclaimed and endorsed
by prominent piano pedagogues,
is adapted to various age levels.
Rich in teaching technigues,
the Music Readiness Program
introduces the child to musie via
picture stories, rote pieces, en-
semble playing, rhythmic activi-
ties, and note-learning games.

e

My Music Plcture Book T8
Music and Guide Book 100
My Masic Color Book 100
My Muzic Leiter Book .. - 1.80

My Muzic Note Book ... 100

THE SERAPHIC PRESS
1501 8. Layton Bivd., Milw. 15, Wis.

A

Heginmers don't need Strads. bee
thelr violins-vislas-cellos-banpes
are never "'right” wunless ther're
ithe right BIZE; unless they
‘speak’ wemxy. “slng” clear, and
CANDT) atay In tune (That's
right, stay in tune®) For fall de-
talls, wrile the name of this publi-
catlon sbove your signature on @
post card. Do It pow!

VARITOME,INC., 545 §th Ave., N. Y. 17

Robert Whitford

Founder-President
International Pione Teachers Association

has devoted his entire professional career
to the interests of the piano teacher, You
are invited te write for a free copy of
PIAND TEACHING TODAY. With it you
will alsa be sent :omptimqrﬂqrr. Mr.
Whitford's maoster lesson on  MUSIC'S
MOST UNUSUAL CHORD,

Rebert Whitfard Music Education Bursau
3010 N. W. Ind Awve. Miomi 37, Fla.

NEW RECORDS
{Continued from Page 19)

Following is a list of additional new
recordings: 5
Springtime Suite MGM (E 3296) ]
South Cerman Barogque Organ Music
VOX (DL 223)

The Cadet Chapel Organ VOX

(DL 210)

Greig: Lyric Suite, Op. 54 YOX

(DL 9840) .
Borodin: Balakirev; Mussorgsky: Cui
VOX (PL 9530)

Scarlatti: 12 Sonatas VOX (PL 9940)
Sonatas For Violin Solo ANGEL
(35305)

Ravel: Complete Works for Piano Solo
ANGEL (3541 55)

Concert Piano Encores CAPITOL

(P 8338)

Johann Michael Havdn; Joseph Haydn
UNICORN (UNLP 1019)

Johann Michael Haydn; Joseph Haydn;
Karl Stamitz UNICORN (UNLP 1020)
History of the Dance Form, Vol. 2

UNICORN (UNLF 1027)

THE NEW CHURCH SEASON

{Continued from Page 45)

composers, “Sequentia,” is published by
J. Fisher & Bro.

Leo Sowerbv's new hymn-tune pre-
ludes (H. W. Gray) are useful for the
service, and also are musically of real
distinction. These are pieces which will
ri(‘h‘}' Tepay the time and .-tL1-1?. [ &
pended in mastering them.

If one has not already done so, one
should have hiz name put on the mail-
ing list of 5t. Mary's Press, 145 West
46th Street, New York City, This is a
non-profit organization which brings
out a great deal of music, by both
American and European composers,
which is not available ang.wlu-r:- else,

John Huston's “Meditations on the
Seven Last Words of Christ” were per-
formed from one end of the countrv to
the other last season. Despite their many
successful pr:l‘!'urluuuq_'uw-_ it has amazed
me to find how many organists have not
heard of the *Meditations."” Thev are
worthy of careful study, '

As a matter of fact, why not make it
a project this year to investigate and
perform the works of American com-
posers? Although the busy season
upon us, one can always snatch g few
minutes o examine new works.

If one learns a new piece,

s

one and is en-
thusiastic about it. the enthusiasm will
be transmitted to his chaoir, There
be no fears on that score.

So long as we have the
Edmundsons, Elmores, Husto
bys, Wrights and others,
everything

need

“irl!zh.u;....
ns, S0wWer-
we "ll"llli‘i l:ju
]'1u-~‘=i|lli' Lo encourage fhr'h]_

and reap for ourselves, our chojre and

our congregations the rich benefits g

their talent. THE END

FOLK MUSIC

{ Continued from Pu;r 10

Such events were recorded in ballads
shortly after they happened, and some
times |||"|:u1r'li. on hrua-i-i-ir'-.];,r._-u-pip...,

of cheap paper which were sold on the
streets. Eventually the broadsides die
appeared and the ballads became pan
of folk tradition, taking on all the Jua
ities of true folk songs. One can leam

a great deal about American history and
culture from these ballads. and, indesd,
Bruce Buckley believes that his record
is best fAtted for school use, 10 under
score lessons in history

Honor your partners, corners
Promenade the girl that you |

All promenade, go heo by
f_JJ.-r the rl'rgu.lllr."'lr now, an
And when you're home

you do

You swing her and she'll swing v

This is a favorite square dance ea
of Richard L. Castner. a folk dancer
dance teacher, and square dance caller,
and graduate stodent of folkl
Indiana University. Castner is
optimistic about the future of {
ing in the United States. Although it

booming, it is losing its orig

‘olk dancing is being taken over by com-
Folk dancing is being taker
mercial groups, it is becomi

largely through the work of folk fes

vals which are now taking place every

where from Maine to San Diego. |
the llTiL{IFL.iL spint is o be preserved, it
15 necessary for us lo turn out [k
dancers who are interesied in t

lectual side of folklore, and =cholars
who can do their part in practical ap-

plication THE END

CHRISTMAS CAROLS

(Continued from Page 21

physical motion or not
During the fourteenth century
sociation with the Christian religor
bei ame more apparent and in the
]'HHH;:. century it appears [o begin

be connected rather spe

In the sixteenth century

Christmas

lerm was .|=|r|||-'|i lo any song appre

priate to Christmas, which u

enjoved more or less commonly to e
present.

It is a commonplace 1o stale U=
writers in abundance have cited as I3
hrst Christmas carol the &
celsis Deo, sung by the
lh'[l'_‘r"'s-':!:
the weight of authority, oth
the origin of the carol to Telesphons
Hi‘-i:l-‘l- ||.': }\‘u"r'.r

as Lhrist was b

in the second cemiE)

who is attributed with the institution &
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the celebration of the .\'ﬂu'\"i[‘,-'.. in com-
nending 10 the early Iﬂhristmnﬁ that
;-.J;.y celebrate the anniversary 1?{ the
:..,r|'|-_ of the Saviour by the 5ing|n‘g of
",:i,‘; appropriate to the occasion. For a
lgter pigorical development, some !.;.n.i.:
j.. Fr_lnl.'i:.- of ."l.-'u-'i"—i. the ]It'lu-.'wi saint
. thirteenth century.

r, Francis of Assisi has been ascribed
be creation of the first creche, at the
o in Grecia near Assisi in 1223,
emalete with manger, ox, ass, and all
the ..-.;Iuipnn:nl of the stable, It seems
ble that the use of the créche an-
51, Francis, according to some
been initisted as early as the
sleenth century. However, whether he
imented the device or not, it is almost
cerlain that he made guh|| use of it In
woelarizing the Christian dectrine, and
;i---ruuomhal the effect of certain her-
siies then prevalent. To draw the peo-
e back toward the True Church,
F: THL] ruljl:l,qi A means lli ;E]‘]'Pdl. !FI'_D
inmotizing the Christian story, not
that of Christmas, but of other
it events in the vear, His dram-

(Cha

i
sired parratives were simple episodes
n which music figured importantly,
ang by the audience

as interludes to the dramatic

Or l"'ﬂrl)_:ft'-

e Mystery and Miracle plays is
Iv apparent. These plays which
grew out of the Church ritual consti-
i some historians the .'1|1|'|'.-tl.|| he-
gs of the modern drama. Ob-
v the place of the Christmas story
in &ll these presentations up(-m'li up a
rich opportunity for the development
of & song literature upon the theme,
William J. Phillips in his excellent
boak “Carols: Their Origin, Music, and
clion with Mystery-Plays” indi-
cabes in the Coventry Corpus - Christi
¥ & charming carol concerning three
shepherds, which is sung in the
of the play by three persons as-
suming these characters. Melville Smith
g ulilized the same text in a delight-
i carol for four-part mixed chorus
with ohoe obbligato under the title of
Mepherds’ Song {Terli, Terlow). 04
winewhat more than average |{|lﬁ.1'l:|1lju'.
I 1% an excellent COm position for a pm]-i

Chiar

The Epiphany season, having to do
With the coming of the three kings, of-
tered a splendid opportunity for the
development of a colorful series of
Plys. The characters of the three kings
dlowed for the introduction of strongly
timrasted dramatic types, one of whom
Was customarily represented as black.
! present - day “carol” WFe Three
h"l'l'” of Orient Are indicates a more or
less Conlemporary

treatment of the
|I':|:'-'3-=|'|'| theme,

(Continued next month)

tude—ociober 1956

N OF NOTABLE PIANO PUBLICATIONS BY

MARVIN KAHN

Composer — Pianist —  Teacher — Author

* Beginner's Guide To Popular Piano Playing
Progressively graded text for the beginning student whose
interest lies in the populor or modern field of music. §1 25

Chord Construction And Hints For Popular Piano Playing
Professional boss, breoks, improvisations ond embellishments to interpret popular
songs. $1.25

Modern Styles And Harmonic Construction For Popular Piano Playing

Develop your individual style while learning modern interpretations, harmonization
of the melody and transposition techniques. $1.25

Practical Technic For Popular Piano Playing

Technical problems illustroted through original studies and modern compositions
in groded sequence. Develops style and interpretotion. $1.25

Breaks, Fillers, Endings and Introductions For Popular Piano Playing
Teaches how to create and execute special breaks, fillers, endings and introductions.
lustrated by unusual chord progressions, various rhythmic patterns and melodic
subtieties. $1.25

* Modern Melodies For Popular Piano Playing

llustrates modern rhythms, idioms ond wvoricus types of boss associated with the
popular song — especially arranged for the sarly intermediate pianist. $1.00

* Theory Papers (In 2 Books) :
Teaches the piono student the rudiments of harmony, stressing ehordal progressions
keyboard hermeny drills and eor training.

Book |-Beginner's Grade Level &85¢ ; Book ll-intermediate Grade Level $1.00

THE "VANDRE" INTERLOCKING PLASTIC KEYBOARD

A plastic piano keyboard with raised block keys. Eoch keyboard = two oclaves,
interlock os many keyboords os desired. Price—$1.50 each keyboard.

MILLS MUSIC, INC., 1619 Broadway, New York 19, N. Y.

L

*

the exciting new

Starch

PIANO-ORGAN
COMBINATION

A complefe
PIANO-

A complete

ORGAN
in ONE

superb Spinet

instrument

Now vou can have both prano and organ music in your home,
ina (:1‘_1"1|Z"J.f.l unit no larger than a spinet piano! And you'll be
surprised how little it coses! You can play piano harmony and organ
melody or piano melody and organ harmony - . . with the full range
: “f OrEdn volces, |r|\:|;.j::1‘|_" solo and vibrato effects. No other
combination offers so many throlling musical effects and rone colors ar a
price so low—nor is 50 casy 10 play, even for beginners! There's
even an earphone plug-in for “silent” pracrice!
FREE! Colar booklet describng the new

Starck Piono-Orgon tombinoticn in full
detoil i yours for the aaking

5O EASY TO OWN-—A imall down poyment pubs i
wxciting new Starck Piare-Organ combination in your home
—%5es your Starck dealer tedoyl

B8 A Starch Piano @o. 234 sOUTH WABASH AVENUE, CHICAGO 4, ILLINOIS



A NEW ECKSTEIN BOOK...WITH A
TRULY SIMPLE CHORD FORMULA!

PLAY IT NOW

24 Melodies for Piano
Using I, IV, V CHORDS
Arranged by

VIOLINIST'S FORUM
(Continued jrom Page 43)

microphone, It will help them tremen-
dously to hear themselves; it will make
casier the solving of balance problems;
and will soon get the youngsters over
“mike-fright.”

(2) If one violin carries better than

the tone or else begin to play too lightly.
Either way, the tone will not carry,

(4) The unexpected carrying pOwer
of the piano tone is again something
that only experience can adjust. [f yoy
pianist was unaccustomed to playing o

Vonday evening simulcast. “The

ing the |

ound begins early Tuesday

mr.r['l'-xﬂ‘r : 5 s

ning,” 88 Heider puts it. The frst
ﬁlm.r‘-ll is purely for the purpose of
rehears :

ming the show, and culting or extend-
ing this piece oF that whers necessary.
Wien next Monday comes around,
ererybody is “on camera from eleven
" e morning 1ill the end of that eve-
sing's show. It is a long, hard day, as

and then issuing to evervone a complete
deseription of what he and the staff have
planned the show to look and sound
like. And, in the words of the Peabody
citation, Lthe “Voice of Firestone” should
be commended for “the exquisite beauty
and high quality of it program struc-
ture,” and for making available “the
world’s greatest artistry in music and
drama™ with the “highest sensitivity in

amazes many who know how opera
stars like to sleep late, is the way this
parent gets his “children” to jump out
of bed on Monday morning and arrive
at rehearsal, as he says, “if not always
glamorously, always gloriously on time.”

For this month, the program has
scheduled soprano Rise Stevens (Oct.
1). baritone Thomas L. Thomas (Oet.
8), soprano Dorothy Warenskjold {Oet.

a wide empty stage in a large empy
hall, she probably “pushed” the tone
more than usual. Or was the lid of the
piano up? The lid of a grand plane
should never be raised for playing g
companiments.

Why important suditions should pe
held in empty aoditoriums is a mystery
to me, but they usually are— peg
though it is not fair to the contestant

1 would suggest that you bring i
clearly home to your pupils, weeks gnd
months before the next auditions, tha
on the stage they will not sound at 3]l
like they are used to hearing them
selves, that their tones are likely 1
seem pinched, and that the difference
between forte and piano will be, f
them, almost imperceptible.

Then, too, vyou might find out if i
would be possible for them to practice
once or twice in any sizeable auditorjom
in town. This would be a big help

THE END

15}, bass Jerome Hines {Oct. 22), so-
prano Jean Fenn and baritone Thrm_inr
Uppman (Oct. 29). Also presenting
leading artists, this month the “Tele-
phone Hour” (Mon. evening, NBC-
Radio) features mezzo-soprano Blanche
Thebom (Oct. 1), baritone Igor Gorin
(Continued on Page 53)

program standard.”

While Fred Heider is overseer of the
program, he thinks of himself more as
“a father of the whole shebang. And
when I'm asked what I, as a producer,
do. 1 explain that my job is mostly
parental, First 1 create the idea, and
then take care of it as best I can.” What

MAXWELL ECKSTEIN another, there is not much you can do

p o | about it except to advise your other stu-
| dents to buy more resonant instruments.
| But are you sure it was the violin to
| which the credit was due, or was the
|

sy one of the production staff will tell
sou. bt everything runs like :.'lnrkwurk
hecause of young Heider's efficiency.
Two or three weeks before the sched.
tled show. the producer begins hlock-
s out what he wants to achieve—tak-
iag his ideas for sets to the designer,
s suggestions for music to Barlow,

-VA———

\gﬁ Learn More...Earn More
¥

player perhaps using a more clinging
bow-stroke and a stronger left-hand
grip? These two qualities will enhance
the carrying power of any violin, and
many talented youngsters will uncon-
sciously use them when they are play-
ing in a large hall.

{3) There is no way by which you
can prepare a pupil for playing in a
large auditorium except by having him
play in one as often as possible. If he
can produce a vibrant tone in your—I
hope — sub-resonant studio, and can
play in the same way in the auditorium,
his tone will be satisfactory. But not
many young students have the poise to

do this, They usunally are so quickly
CARL FISCHER : ) e

| upset by the small, thin tone they seem
INC. |

to be producing that they either force
62 Cooper Square, N. Y. 3, N. Y. |
BOSTON » CHICAGO » DALLAS » LOS ANGELES

DAVID CARR GLOVER'S

new series of piano books
for the young student

L S |
&5 8

Containg 24 skilfully-arranged mel-
odies for piano. Using a simple ||
chord formula, (I, IV, V), all of ||
the melodies can be played with
maximum ease by both children and
adults, Original compositions by the
author are included in this diversi-
fied array of appealing piano pieces.
0 4001 Pyioec il s Bb

BUY IT NOW!

/8 thry HOME STUDY in Spare Time |

Your music can open the door to bigger opportunities .. if you
conbinue o Irain., Decide now to better vour skills and mﬁllﬂﬂ
your musical knowledge. Competition is keen, even in the smallest
communities. Prepare to meet it anywhere; and take advantage of
all the wonderful oppertunities that are open in all branches of
your profession.

DIPLOMA
or Bachelor’s Degree

Become affiliated with a school that has eamed the
recommendation of thousands of successful teachers
and professional musicians for over 50 years. We are
the omly school giving instruction in music by the
Home-Study Method, which includes in its curricalum
all the courses necessary 1o obtain the Degree of

SOLVING PRODUCTION PROBLEMS

{Continued from Page 22)

Opportunities ond Better Income

New forms of entertainment, TV for c'_xarrfplg_ rr,;uif Enllli'cl}'
new musical techniques . . , but well-paid, “Big Time tions
are available 1o those trained for this highly specialized field.

Interesting positions are open in s-:h::-cjrl; and wljlfc es everywhere.
Again, specialization is necessary. Qualify yourself tor teaching by 1
rnﬁu]lmgrfn our Advanced Study Courses. UBLE BENEFI _51 Bachelor of Music.
You improve your own performance, and you learn the lavest im-

studied in the opera’s ariginal language.
Jerome Hines, what's more, has gone so

' A bass may be called upon to join Mis
| far as to make some of his own transla- Warenskjold and Mr. Sullivan in & trie 2
tions,

:li:ru:i'llii:rh"q':u :l.::‘: | : from “Faust™; a tenor may join '\['_-- proved methods to stimulate interest of your students, Turn Spare Time into Prefitable Study!
b Bty | B(."Sldf.’h the fact that they are in Conner in a duet from “La Boh e Schedules of busy musicians and teachers seldom
frashing spacial omeags- English, some of the success of the pro- or a soprano join Ferrueccio Tagliavia "? Start NOW toward Greater Success permit a rerum (o +‘wm".| ch;_s‘;s. bt :_Iﬁ-]y can advance
o manls for the lint o gram's moments from opera surely rests in a passage from “La Traviata.” Moce Get the training every musician wanis . . m:ddvancr iuIE“m h 1:!’:~:jll:w"::.m;§t E::tis::a}? m.mulﬁ“\im ﬁ1fhe lﬂﬂﬂ'";:
iani i . rore.ths 1 i way., Know the A v
second  grade  pianists, in the fact that the powers-that-be are and more, 100, he plans to use members asd_ ;,-e‘:an ::hemdur :ﬁﬁ?v::;c;_t tlm :S-r:usl{- 1“! ks Give musician, busy as he may be, realizes the value
careful to present only, as Heider puts of this chorus. each one of whem he .“n:!“u':-]‘; y, ¥ of further study and finds the IIQTIE;F it, proceeding
it, “the tried and true opera singer.” believes has *“a voice of solo -'pui:h._ whenever spare moments are available.
“ I['!.LIEI]}-‘_(W,.]—Y one of lhl"l'l]. I'Iﬂ!!- I'l.ﬂ.d eX- }{acking up 1_|:“'._ “I'IL'J'.!“ a_q_.q.p:;u':.,i'. ||E
perience in opera—whether it is Eleanor singers is the orchestra conducted I
| 1 ']
%;"Eh”. hﬂdTP E{'mner, or Leonard the veteran maestro, Howard Barlow
arren, & . ftan - A : Ll
b ‘lTl the ! tlrnfmhtan_. Hoi_mn and consisting of musicians of high
“D'l-l“-‘!ml l:]’J' i }lh{! New York City calibre, With men like Oscar Shumsky
Jpera; or snak; - . : ¢ . i
! orothy Warenskjold, at the first violinist, and Harvey Shapiro, fird

eight to sing with the evening's soloit

—F
[t
g

Y,

smE

it's time for
[ COWBOY MUSIC

14 tunes of the wide open spaces
[] BOOGIE WOOGIE
11 easy, exciting modern pieces

[] WALTZES

13 groceful melodies in 3/4 time

MISTORY:~A modern cours Including
all types of muss from ancient origin
b 20ih Centsiry. Isieresting—with em -
phasis on the snslysis of music=mot »
dall collection of fscte

HARMONY —Written by oo of the
finest (hecraes i the country, Simpls,
jru thorough in every way. From basic
undamentaly right thr to Counter
puint amd Crchesimaton,

ADVAMCED COMPOSITION: -Designesd
to pive you 8 useful knowledge (]S
sical forms and the general provesses
ol Compodition.

CHECK COURSE THAT INTERESTS YOU and mail coupan for
sample lesson and booklet . . . without any obligation.

(S EE NN EEEISEEEEESEENEEEEANEAROEEE
EXTENSION CONSERVATORY. Dept A 840
2000 South Mickigan Blvd. Chicago 186, Hlincis

Flsase send me catolog. sainple lessons and full inlorme-

ARRANGING:—All the tricks of modern
artanging drawn (nom the expericnons
of the biggest “name™ arvangers in the

the annual “Miss America” pageant B
Atlantic City. He is what those is B
business refer to as “a real pro.”
Production for the weekly show i85
in operation almost immediately foll®
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Indeed, Frederich Heider h
determined effort to show
that chorus, of which Misa
member. Repeatedly, he yse

Are you teaching now? Il 50, how many pupfls have
you? —— Do you hold a Teacher's Certilooie? — . ——
Have you studied Harmony?—_____Weuld you like io sam
the Degree ol Bachelor of Music?.

as made g
his faith in
Wyatt is a
s one of the

hansen publicaTions, inc.

STREET

NS,

W TR MY

L]
]
-
:
5 i i NORMAL PIAND: —Eipecially designed ~ COURTY: 8 tion reqarding course | have marked with an X below.
L] POIK MUSIC el o cellist, it is heard in out-of-town € E‘zh":.':!'ﬂ';.‘i,!"’.?.i*h""':&“ﬁ. Y CHORAL CONDUCTING:-Brand new g [ Piane, Teacher's Normal Coutse [] Voics
20 somgs to ploy and sing In addition to these familiar voices gagements and in recordings, as wel gresiive teacher. coue includes ail the modern tech- 8 [ Pione, Student's Course  [] Choral Conducting
and faces, the progrs il . - o B ’ fog Mwaci—evm A g 8 [ Public School Mus.—Beginner's [} Clarinet }
CLASSICS X program will present for as on the Firestone Hour. e e b such ss 8 [] Public School Mus —Supervisor's [] Dance Band Arranging
is ¥ ; | room. VOICE:—Inchudes all ewentials, suc - .
18+ d th i th the first time this year Jean Madeirs sy J e nodel Jesmons develop. seiginality and Verslization, § [ Advonced Compoaition
TeOEUre emes of the masters BI c L) an Madeira, lu Eet Ihlz ;-ruductmn —invaiving a= S T T etiand mgﬂ;m teach.  Hreathing, H"nnnulénhm“: % [} Ear Training & Sight Singing [ Guitar
[] HYMNS r.anche Thebom, Richard Tucker, and orchestra, chorus, guest performers i | ing othes. Enunciation, Phiasing, S, eic. B My oo Anetiie o Sieie ] Mandcte
| “iuseppe Campora. F - 'y i : : [ r » [] Harmony ] Saxophone 1
e ROC i y 10 | s Campora. Frances Wyati—a  and costumes—on the air takes & i TR WAL M LR [ Doubie Gousterpaint
price B0g eoch § Driano picked from the chorus. re oughly professional producer. A a 2 [ Prolessional Comet—Trumpet  [] Banjo
cently, to al ) 13 e ! . O
ecia er - substitute for the ailing Mimi voung as F ic  the natie . - 8 Noms
Sp I Offer! Benzell—had suck ) £ a red Heider is ersl x s R
Get any ONE of the above books— i ks t’_L}" L f'l marked success, of Milwaukee has produced everythitt nlv & et Mo
Mail this od and only 25¢ fo cover duri h1 S b | again be starred from musical revues and quiz shows : Clry. Siate.
handling and postage af once to: uring the forthcoming season. .
H
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AN AMERICAN IN EUROPE
(Continued from Page 11)

“Musie for every child; every child for
music.” and which is distinctly Amer-
ica’s music program and not te be
found in any other nation on the face of
the earth.

The study of music in Europe, for
those who wish to follow it as a pre-
fession, is limited to only the highly
talented. They are accepted as students
to the state schools of music only after
they have successfully survived the rig-
orous and demanding examinations and
competitions as conceived and con-
ducted by the faculties and administra-
tors of the state conservatories and col-
leges. For example: The Santa Cecelia
Academy of Home accepts only fifteen
students in each of the following fields:
strings—violin, viola, cello, string bass,
piano; wondwinds—clarinet, flute, oboe,
bassoon, saxophone.

Composition and Condueting

The students are selected by means of
examinations and competitions. Like-
wise, the Paris Conservatory accepts
only twelve students in each of the
above mentioned categories. Entrance
examinations require the student to pre-
gsent himself before the faculty on a
specified date, prepared to perform (1)
from memory a concerto of his own
choice, (2) sighi-read as directed by
faculty, and (3) prepare an assigned
composition and perform it before the
jury within a week following his initial
appearance.

As we can readily see, such entrance
requirements obviously eliminate many
less-gifted students and place a pre-
mium upon entrance qualifications. An-
other feature of the Paris Conservatory
plan is that the student must achieve a
“first prize” within three years of resi-
dence, or is otherwise ineligible for
further study at the school. Should he
earn a “first prize” prior to this third
vear of eligibility, he has amtomatically
finished his course and is therefore no
longer eligible for further class study,
although he may continue as a private
student.

Another unigue and interesting fea-
ture of the Paris Conservatory curric-
ulum, is that of enrolling the students
in classes of like instruments. Classes
are limited to a maximum of six stu-
dents and no individual lessons as such
are scheduled, Classes are composed of
students of similar proficiency and abil-
ities. The class meets four periods
weekly, each period being of three hours
duration, for a total of twelve hours
weekly,

The student is required to attend all
sessions, unless excused ]|y the teacher,
and to actively participate in them. This
plan of instruction has many advantages

52
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over the thirty-minute or sixty-minute
weekly private lesson plan. Firstly, it
provides the opportunity for each stu-
dent to be in the presence of his teacher
and to receive his assistance and guid-
ance for a total of twelve hours weekly,
instead of our traditional thirty-minute
or one-hour lesson. Secondly, it enables
the student to evaluate his progress and
capabilities with those of his colleagues,
thus spurring the less-competent or am-
bitious on to greater application. Thirdly
it provides a laboratory for the student
to broaden his repertoire, since he has
the opportunity to “study” a composi-
tion before it is actually assigned lo
him. Further advantages include oppor-
tunities for ensemble performance, such
as duos, trios, quartets and quintets,

In addition, class instruction at this
advanced level assists the student in
acquiring many excellent teaching tech-
nics by observing the instructor’s com-
ments and procedures with various mem-
bers of the class. Also, the class method
is certain to be of great assistance in
developing the student’s poise, confi-
dence, and competitive spirit. Partie-
ularly is this of importance, since he
must “keep pace” or “fall out.” From
my experience and observations of the
classes visited, it is obvious that the
class p||]]'| of instruction as conducted
in the European schools of music has
many uqi\'aniagru OVET OUr |1i‘i\-'='l1l" les=on
plan. Also, I am fully cognizant of the
difficulties which would be presented
if we were to attempt to adopt such a
program; however, it would seem to be
worth considering, for I am confident
that we and our students would profit
from its adoption, even though it may
require certain modifications.

Another interesting and surprising
ohservation was the inadequacy and
state of preservation of the buildings,
facilities and equipment of the European
conservatories and academies of music.
With rare exception, they are far in-
ferior to those in America. In fact, even
the foremost stale conservatories are
badly in need of repairs and elearly
show the results of neglect.

It is interesting and worthy of note
that the i‘-.urn[lf-an conservatories and
colleges of music are concerned only
with the students’ musical qualifica.
tions: hence, there are no academic re-
quirements. As & result, the student
must procure his general education else.
where, providing he can find the time
and means to do so. Therefore,
confronted with the old and
adage, “The Specialist vs,
alist.”

However, we must bear in mind that
the European student of music whe
expects to follow it as a profession.

we are
familiar
the ener.

1=

a highly talented music student, gge
who has given evidence of considerahle
intelligence, and frequently is well
schooled in fields other than music, It
was also quite obvious to this ohserver,
that those students who ‘were aware 4
the necessity of acquiring a genera]
education, were doing just that, apd
they were in the vast majority, We myg
also consider the rigid requirements gf
the grammar and secondary schools of
the European countries.

In all schools visited, instruction i
all musical branches was of superior

quality. Faculties are composed of artis
ny
are internationally famous soloists whe
have forsaken the concert st
I'i'.ght ensembles for the teaching

performers and superior teachers;

A o
r log

Tuition costs are |'(|n|p.|la'.|\r>|\ negh.
gible, since all of the state conservs.
tories and academies of music are main-
tained by the government.

Emphasis is placed upon perforn
.'|.|:|l| Progress, rather than seme tlet

hours or grades,

In the Conservatory of Amsterdam
still a different program for evaluating
the students” musical talents has been
adopted. The plan is as follows: Tl
student is |u'l‘1!lil[rd to elect one of b

Ihe

following three major programs:

1. Teacher Program—Here emphasis
in training is placed upon pedagogy and
teaching technics. Although perform.

ance is also given much emphasis, it 5

not the sole criterion for the successful
passing of program requirements

Here the stu.
dent’s program is designed 1o prepare

2. Ensemble Program

him for a career as an ensemble player
rather than as a soloist or teacher

3. Soloist Program—Here the
must give proof of outstanding perfom:-
ance, skills and talents.

The Brussells, Amsterdam, and Paris
Conservatory concours are open o e
public and witnessed by large sudi
I was VEery r|'11;||'|"| |r|][.p‘“u-|i Wil

tistic performances and skills d
strated by the manvy talented voung

formers participating before th
examiners in all of the con
tended.

ST

Of the conservatories visited, mas
have been in existence for centuries an
ed with tradition, They hav
paved the musical careers of the worlds

Tipes

most famous artists, and their facu
i!ll']l“if' the great masiers of CcompiEl
Lion, conducting and performance.

On the other hand, we are a moco
younger nation and as yet, have sl
learned to approach the study of music
with the same devotion and sincenty ¥
do our European friends. Perhaps io®
will provide us with as rich a hertage
to ouf

5% o & )
goal. It is indeed one to be chensoed

THE END

if so, each day brings us closer

WALLINGFORD RIEGGER

(Continged from Page 42)

ks yet produced by an American
amposer. In it Riegger made conscious
o of the device of the “tone-row.” and
:._.| he use is entirely his own, with il'ﬂllc
lation 1o gsual twelve-tone practices.
Riegger, in fact, employs two fone-rows
.. this work, and it is the opposition of
'.':r.-i' that gives the work its title.

' From 1933 1o 1941 Riegger composed
Jimost exclusively for the modern dance,
s most of these scores have not been
glapted for concert use, i",m-lr.'rpl-c from
them, such as the Finale of New Dance,
kave, however, become well known in a
wamber of versions.

Beginning with 1941, Riegger has
sreduced @ succession of imposing and
;I__,.n'.ant works, These include two
Sring Quantets, the Third Symphony,
i C2non and Fugue for Strings, a Sona-

{Continued on Page 63)

SOLVING
PRODUCTION PROBLEMS
{Continued from Page 51)

Oct. ). soprano lrmgard Seefried
(Oct. 15, pianist Jose Iturbi (Oct, 22),
od coloratura soprano Lily Pons
Oet. 29},

Two of the nation’s top-flight orches-
tras return to the air also this month,
1 the Boston Symphony, under Charles
Munch, resumes its weekly Monday
evening spot (NBC-Radio) on October
l, and the New York Philharmonic-
wmphony resumes its Sunday after-
noon place (CBS-Radio) on October 21,
with Dimitri Mitropoulos conducting.

A fAgure of a highly different nature
—{ole Porter—will have his fortieth
universary celebration as one of the
suniry's most popular composers with
2 television revue (Sat. evening, Oct.

ane hour and a half, that is, of his

best-loved tunes, THE END

DISNEY FUN WITH MUSIC

(Continued from Page 23)

e, “T J.”‘I'li“\.- accepts \i;ggp.ﬂﬂng
rom persons familiar with his produoe-
lion routines even though they are not
ially associated with song-writing.
f"‘ Parker {who plays the part of
Dexy Crockett in the Disney film which
r:alL: new men of young Americans).
;]1 H}”d‘ll? H_"-*'H wrote the song Be
"[' Ir. D".‘ re Right, heard on the Mickey
ouse Club program which also intro-
-'_I.'.f"-J 'l"”!'-fw-:u songs written h-‘. 5I.|'1F:I'_'rr
'EI'IE':"']"“”iF“'TilFr Jimmie Dodd. Singer
.-f-.:ln.' Lee wrote the ]_\'ri(‘-i for the songs
“d in The Lady and The Tramp.
i Miss Lee's contribution illustrates
¢ way in which Disney songs come to
Ngaged to appear as one of the
® I the then-forthcoming  film,
(Continued on Page 57)
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Easy New Teaching Pieces
ALBERT ROZIN — Bouncing Broncos . ... Sy .40 o
oL - e e R e 40 =

I Caught AFish .............. 40
Two Little Pieces . .............. 40 o
MARGARET SOUERS — A Gay Adventure .......... 40 S
The Mountain Meadow .. ... .40 >

SCOTT WATSON — Appalachian Song & Dance. . . .. .50
Spiritual & Banjo Reel . ........ .40 z
NEW ALBUMS O

Svite for Plano . . v oo e vin v .. .Vivian Beaumont 1,00
Dancing Around the World . . ... ... Mischa Portnoff 1.00 w

A Summer in Switzerland . .. ... ... Margaret Souers .75
A Suite of Moods (med. difficulty) . ....Trude Rittman 1.00 Q)
Write for sample “On Approval’ copies to: -

1270 - 6th Ave.

CHAPPELL & co.; INC' Mew York 20, N.Y. o

DOLLAR WILL KEEP YOU INFORMED FOR 3 MONTHS

Request a trial subseription of Londan’s Misical manthly

London Musical Events

Ilustrated. Fealures on <w.-:u-.(_fm—ﬂqﬂﬂ Musical Susvey. Record Neview. Music of Today,

Rook Revimes, Profiles, Compasers” Foram

Wile loday snd snciess $1.00 chegoe for 3 manths subsoripBon: “Londen Musicsl Events,” 15 Haymarkel, Londos,
% :!'] : f.r’;'..n.:r Or if you prefar, sind your eroer bo: Briish Publications, Inc, 35 Easl G0nn Stiest, New York IZ,

Hew York

MK2-Scale C ta C

bottam
Patented tone chambers.

e ASK YOUR DEALER OR WRITE US.

285 LAFAYETTE 5T., NEW YORK 12, N. Y.
Creative teaching materials from
"HOW TO HELP CHILDREN LEARN MUSIC’

by Carabn-Cane & Roy! (HARPER

‘PIANOFOAM' . 7 oz. resilient Prachice Keyboard . . .

(roll up,carry anywhere, develop muscular strength, technique)
LEARN-TO-READ’ Music Paoper & Staff Puzzle

GAME OF FINGERBOARD

learn string instruments, eartraining)}
“PLAY IN ALL KEYS” (piano work book) & SCALE CHARTS....
MUSIC SYMBOL PARADE, KEYBOARD PUZ

play like Parchesi,

$2.00
.. 5275

ZLES, CONDUCTING FRAMES $4.00

The MASTER KEY

Chromatic Plich Instrument

PREFERRED BY MUSIC DIRECTORS
PROFESSIONAL MUSICIAMS — TEACHERS

3 MODELS: MK1-5cale F to F
MK3-5cale Eb to Eb

13 hond-tuned speciol bronze reeds precision-
tuned to A-440—full chromatic scale. Heavily
nickel-plated cover—embossed notations top and

for sasy selection of pitch note desired.

WM. KRATT CO.

988 Johnson Place, UNION, N. J.

KRATT
*}&TER Key

e
|- HROMATIC PITCH
I~ L TRUMEN
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Who Knows the Answers?
Keep score; 100 is perfect

JUNIOR ETUDE CONTEST

upper right corner. Names of prize
winners and list of thirty receiving
honorable mention will appear in
a later issue.

MUSICAL BENJAMIN
FRANKLIN

b_.,- Certrude Greenhalgh Walker 1

Junior Etude will award three at-
tractive prizes this month for the

best and neatest entries received
in the contest,

n four-four time, how many thirty-
wcond moles are required to fill

As most of you know, this year, sae half measure? (5 points)

Farewell Symphony
by Grace D). Fox

T
L4 RANZ JOSEPH HAYDN,
court musician to Prince Es-
terhazy, was feeling distressed. He
was tired, and he was lonely for his
friends in Vienna. He had been at
the court for some time and he needed
a vacation. He asked the Prince about
it, but the Prince said No.

And not only Haydn wanted a va-
cation but also the members of his
orchestra. They had been working
hard at the country place of the Prince
and wanted to see their families,

“Something must be done about
it.” Haydn said, “but what? That's
the question.” Then an idea began to
grow in his mind and he smiled.
“Yes,” he said to himself, “I have an
idea and I will try it.”

At the next Court concert he smiled
again as he announced that he had
composed a new symphony and it
would now be presented for the first
time.

The players were in their places
and everyone in the audience was
delighted and settled themselves com-
fortably in their chairs to listen. The
music began in the key of F.sharp
minor and was rather sad, which sur-
prised the audience somewhat be-
cause Haydn's music was usually
sparkling and gay. This kept on until
suddenly, there came a hundred bars
of loud, fast music—it sounded al-
most angry!

You ma ¥ be sure that h_\' now every-
one was sitting up straight and won.
dering what was going to happen
next. And do you know what did hap-
pen next? Everybody in the orches-
tra stopped playing! There was abso-
lute silence! But the biggest surprise
of all was vet 1o come!

The music began again, but very
softly, One of the oboe players stopped
playing, put out the light on his mu-

54

sic rack and tip-toed quietly off the
stage! Then a bassoon player did the
same, then one of the violinists until,
one by one, all the musicians had left
the stage, When the last sounds of the
last player had faded away, Haydn
was left all alone, his head bowed.
The audience seemed surprised and
the Prince was amused at what Haydn
had done with his new symphony.
But the Prince told Haydn that he
understood what the symphony meant,
and that on the next day all the mem-

Polace of Prince Esterhazy

bers of the orchestra and Haydn too,
cou Id lPﬂ\'F on |||{'ir vacations,
Therefore this symphony has been
called, ever since that time, the Fare-
well Symphony; it is even called the
Goodbye Symphony in some places.
Don’t you think it would be fun to
play it some time with your School
Orchestra? Why not try it?

Pia]‘l(l l’hl.\'
by Frances Gorman Rissar

My hands are playing leap-frog. All
up and down the keys; Right over
left, left over right, As nimble as you
please. They land. one finger pr!-s.-;ing
a key with accent clear; Then off thes
go. and land again, A pleasant sound
to hear. Without a blur or fumble,
Aﬂd ]Ighll\ as a bn_'e:c, IM'\ IIHI]Ei.‘-
play leap-frog, up and down The play-
ground of the keys. i

1956, is the 250th anniversary of thy
famous printer, journalist. inventor,
statesman. founder of an Academy
which later became the University u.{
Pennsylvania, organizer of the firy
circulating library in America, elec.
tric experimenter, Controller of the
Colonial Postal Service, diplomat—
all this and more, and vet he had time
to devote to the invention of a musical
instrument! This great genius was
born in Boston in 1706.

On one of his trips to Europe Ben.
jamin Franklin was verv much in
trigued bv the sweet music he heard
played on the harmonicas. These in.
struments were not at all like the Jit.
tle mouth organs called harmonicas
today. They were glasses partially
filled with water and played by rub
hing the ﬁn;.-:t-rl-. wel, over the rims
of the glasses. By putting more water
in the glass the higher will be the
pih"ll |,rr the tone.

Franklin. with his great mechas-
ical ability and love of invention,
soon invented an instrument that he
called the Armonica. This consisted
of a number of glass bowls attached
to a horizontal spindle, which ran
through a trough of water, so that,
as the bowls revolved they would al-
ways lll' wel, and |I|'Ilt‘l' were respon-
sive to the touch of the fingers. Then
the "'lilll"l‘ wWis .|lt.-u'|n'|i o a P-'e‘].ﬂ
which lu:~|rl the bowls constantly re-
tating.

Franklin’s Armonica was the firs
musical invention of importance in
America and it was held in high re
gard by musicians of that time.

Hl'('ipl- For a Good
Musician

by Ann Denning

Mix all vour musical ability and tal
ent with hours of daily practice. S
through the compositions several times
for mistakes and be sure to beat them
'h"'”. .ll'.rf‘l".l'_'u‘lri' iﬂ:‘"u\r'|1h"n1i fru[!t fme
to time. and when ;utr!-h-_\ﬂl about 2
musical problem, let stand and not st
until vou have consulted vour teacher.
Season vour plaving with experience
Sprinkle generously with accuracy and
add a dash of common sense. Sel ina
eool place over night, Put your accem:
]"Ii‘l'lllll'l'l.l before the audience 10 F“d_ﬂ
if it is well done.

Is the triad E, G-flat, major,

I :.;jnar. diminished or augmented?
ints )

#EET of the following composers
were born before the Mayflower
lsnded &t Plymouth Rock (in
1620} : Corelli, Bach, Vivaldi, Mon.
wverdi, Palestrina? (20 points)
What is the lowest note playahle
g the guitar? (10 points)

What is meant by double-stop on
: the violin? (5 points)

e

L

(called

ghanty in some countries) ? (15

i What is a Sea-chanty

paints )
7 Does a three-part chorus mean that
the chorus is written for three
wice-parts or that the composition
rontains three sections? (5 points)
What degree of the scale is called
the submediant? (10 points)
From what opera does the well-
known Soldiers’ Chorus come? (10
points )
What is the melody given with this
quiz? A—its name (5 points), B—
from what country does it come?
(5 points)

=

(Answers on this page)

Spelling Instruments

(Game)
by Ida M. Pardue

Chinge just one letter in each of
tbe following words and each word will
be changed into an instrument. First
pleyer with correct list is the winner.

. Late; 2. corn: 3. Cuba: 4. fire; 5.
-:rlg.-n, 6. flume: 7. hare: 8. viol; 9.
trimes; 10, bigpipe.

(Answers on this page)

Answers to Quiz

L Sixteen: 2. diminished; 3. Palestrina
:bﬁrn 1526) and Monteverdi (born
137); 4. E below bass clef (but writ-
tn one octave higher) ; 5. fingering two
@ more strings simultaneously and
funding two or more tones; 6. a song
ng by sailors on old sailing vessels to
&% thythm for the hauling of the sail-
"pes; 7. three voice-parts; 8. the sixth
'f'-'ErE'f; 9. “Faust" by Gounod; 10. A—
'l.lh tear, what can the matter be; B—
trom England, said 1o date back to the
#th century,

Class A, 16 to 20 years of age;
Class B, 12 to 16; Class C, for
Juniorettes, under 12. Print your
name and age on upper left corner
of page and print your address on

sic. Choose topic and title. Prizes
will be mailed in November.

Bryn Mawr, Pa., by October 31.

Subject: Essay relating to mu-

Mail entries to Junior Etude,

Letier Box

Send replies to letters in care of
Junior Etude, Bryn Mawr, Pa.,
and if correctly stamped, they
will be forwarded to the writers.
Do not ask for addresses. Foreign
postage is & cents. Foreign air
mail rate varies, so consult your
Post Office before stamping
foreign air mail. Print your name
and return address on the back
of the envelope.

Dear Junior Etude:

I have been studying piano about
ten years and play organ in our church.
I also accompany the School Choir and
accompanied a ballet recital, 1 would

like others to write to me.
Barbara Dawson (Age 16),
New Zealand

Dear Junior Etude:

I truly love music and study pianc
and French horn, My favorite composers
are Wagner, von Weber and Richard
Strauss, Puccini and Menotti. 1 attend
symphony concerts, recitals, opera and
choral concerts. I have many musiecal
friends who join me in listening to mu-
sic. T also like baskethall, swimming,
literature and dancing. I would like to
hear from others,

Dan Rothermel (Age 12), Pennsylvania

See letter obove.

Answers to Spelling Game
4

1. lute: 2. horn; 3. tuba; 4. F}fr; 5.
drum: 6. flute; 7. harp; 8. viol, 9.
chimes; 10. bagpipe.

Dear Letter Boxers:

When addressing letters which are to
be forwarded, do remember one thing
—Jeave some space on the envelope for
the forwarding address to be added,
especially when the letter is to_go to
foreign countries. Many of the foreign
addresses are rather long, and when
your penmanship—shall we say
“serawls” all over the envelope, there
is not enough space left to add the for-
warding address.

So, just put this little reminder in a
secret eubby-hele in your brain where
you keep things you want to remember.
Thank you.

From your friend, Junior Etude.

Dear Junior Etude:

I have played piano for several years
and also play clarinet and bass clarinet,
| also play Hammond organ and hope
to take up oboe or bassoon. I have com-
posed 4 symphonic numbers as well as
seventeen other things. 1 would like
to hear from anyone who is interested
in music, especially in the woodwinds.

Billy Winstead (Age 13), Kentucky

L]
From the Mail Bag

The following would also'like to re-
ceive letters, Space does not permit
printing their letters in full.

Julia Nakamura (Age 13), California,
plays piano and violin in school orches-
ira. hobhies are reading and stamps;
Leeorie Hubbard (Age 14), New York
likes music very much and studies clar-
inet: Sandra Jean Hassenfeldt (Age
10}, Canada, studies piano and theory,
hobhies are pen pals, clubs, skating
and nature: Douglas Buchanan Beasey
(Age 9), Kentucky, likes music and
writes original compositions; John ven
Beckern (Age 15), Pennsylvania, plays
clarinet in High School Band, would
like to hear from clarinetistz; Sandra
Clair: Gilfoyle (Age 9), lowa, plays
p1ano in school and Sunday School;
Della Sandoval (Age 14), California,
studies piano, would like to hecome a
teacher, plays organ for church choir,

35
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FACTUAL VS. SUBJECTIVE APPROACHES
(Continued from Page 16)

one who describes various styles of at-
tack, such as a rapid high-finger stroke
or the same stroke plus wrist motion.
then identifies each with an exact shade
of color which he “hears” as a resuolt,
such as azure or vermilion,

Two Present-day Extremes

In more recent years lwo qt:'it!‘.' op-
posite camps have grown strong. In one
camp are the simon.pure objectivists
like Otto Ortmann and Arnold Schultz,
whose studies into the musculature and
lever principles of piano playing have
provided what must be the most accurate
and comprehensive information to date
about the mechanics of piano technique.
In the other camp are equally pure sub-
jectivists like Luigi Bonpensiere, whose
“New Pathways to Piano Technique”
sometimes borders on the occult and
supernatural. Bonpensiere argues, in
brief, that to master any passage one
should will only the ideal accomplish-
ment of the end-result, deliberately dis-
regarding the physical means or even
any awareness- of the means. In this
manner, he says, “Nature” will regulate
the act with secret, subconscious, or
involuntary forces far beyond the com.
mand of one’s conscious analvsis based
only on seeing. hearing, and touch, This
analysis, he adds, is in any case more
likely to impede than to aid the act.

Several other recent writers have been
in Bonpensiere’s camp, if not so uncom-
promisingly, then at least part of the
time, Unlike their predecessors, Couperin
and C. P.E. Bach, they are aiming at the
total concept, the generalization even to
the point of dizavowing specifics and
dethils. Each in his own way wants to
reproduce the Gestalt or totality, which
will include those intangibles of expres-
sion that even the ohjectivists must
recognize as such. Thus, Leonhard
Deutsch bases his “Guided Sight-Read-
ing,” an approach to piano study, on the
pursuit of the Cestalt, Abby Whiteside,
in “Indispensables of Piano Playing.”
strives for the same goal through the
rhythmic co-operation of the whole
body. Lilias Mackinnon ties it in with
her advice on memorizing, in “Music
by Heart.”

Naturally, each of these authors con-
centrates on the one main viewpoint he
is defending. But there areclear dangers
for the teacher who tries to live so ex-
clusively within either exireme. Per-
haps the worst danger for the strict,
humorless ohjectivist is indeed that of
failing to see the forest for the trees.
whether the problem is a single phrase
or a whole form. Another is failure to
inspire through failure to reveal mean-
ings and goals. And still another danger
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is that of not really having the right
facts. After all, musical performance in-
volves many more fields than any one
person can discuss with authority—mu-
sicianship, performance practices, music
theory, piano construction. acouslics,
anatomy, physiology, and psychology.

Perhaps the worst danger for the
overly enthusiastic subjectivist is that
of overlooking the firm foundation in
specific techniques without which clean,
neat playing i= not possible. Bonpen-
siere disavows all practice except that
employed to train the mental concept;
any need to develop the muscles in
specific co-ordinations is lightly dis
missed. Similarly dismissed by White-
side is “the importance of a prescribed
fingering.” And Deutsch believes that
his sight-reading procedures properly
understood, can replace all of what
Whiteside calls “notewise™ learning even
to the point of concert performance.

Danger in
False Analogies

Another danger is that the subjective
approach will call forth poetic or other
analogies that simply do not hold true.
Whiteside likens the pianist’s rhythmic
impulses. with the chair seat as base,
to the skater’s push-offs, with the ice
floor as base. But in so doing she dis-
regards the much more complex system
of intervening levers and bases that can
and do operate separately while the
body is stationary. Such analogies if
taken too literally are less likely to lead
than to mislead. Elementary piano
methods seem particularly prone to er-
rors of analogy. especially in their over-
done descriptions of touches, “While
the hand and wrist should be light and
buoyant, (like the rider on his horse)
the AMOUNT of the wrist and ARM
WEIGHT released into the keys (VOL-
UME CONTROL) must be varied for
an interesting emotional effect.” writes
one editor (adding to the confusion with
a misplaced comma). Or a bit later.
*The wrist must float away quickly into
the next chord position.”

And yet another danger is that the
figurative explanation may only compli-
cate rather than simplify the problem.
As Schultz writes about tone control.
“My own objection to the theory of vol-
untary control over tone-quality is based
less upon lhe rl‘iﬂiin“__uhip ﬂf thl‘f rI'ID\'iﬂH
hammer to the strings and upon photog-
raphy of sound waves (although this
evidence seems incontrovertible enough )
th:lln it is upon the fact that what people
liPiJg_nan as qualitative differences are
explicable in simpler and more satis-
factory terms,” 3

When two such extremes must be ree.
onciled, as they must be by the teacher,
the usual solution is to avoid the either.
or question and seek a middle road, Be.
fore our present extremes had crystal.
lized, Biilow and Lebert realized tha
“the poetic programme (of Beethoven's
“Les Adieux™ Sonata) . . ., while saving
us many commentaries of an pesthetjc
kind, does not lessen the need of tech.
nical notes.” Today, several writers sti]]
prefer this view. Lilias Mackinnon puts
her discovery of a middle road very
simply : “Then one day I had an inspirs.
tion . . . Consciousness was the center of
practice; subconsciousness the center of
performance; all learning resolves iself
into habits . . . but at the outset the
conscious mind is director of opera.
tions,

Hetty Bolton asserts, in her fine book
“On Teaching the Piano,” that “we
must let note-learning and interpreta.
tion move along together . . . we must
see that even before starting to leam
the notes of a new piece the pupil has
some idea of its character, the stvle of
the composer or his period, and in the
case of 'programme music’ a vivid, im-
aginative picture.” And it is to the credit
of Schultz that he starts by making
clear his full awareness of the subjective
as well as the objective aspects of
learning.

Factual teaching usually serves bes
where a process must be analyzed and
its details introduced or set right with
efficiency and precision. Subjective
teaching h!‘ll:l'-' especially with the ex-
pressive meaning and the flow or follow-
through of the music. Indeed. in the

scores themselves we often find just th
right adverb, expressed in [talian for
more than three centuries — timidly,
angrily, breathlessly, lingeringly—where
no cold fact will get the desired effect.
Subjective teaching reminds us to keep
our eye on the ball and where it goes, =
to speak, not on the bat. It describes a
mood that will be the goal of the sound
patteérns when they come under techni-
cal control. In short, the factual and

subjective approaches are complis
tary and not mutually exclusive. Te-
gether they enahble the versatile teacher
to fit the means to the particular music,
the particular student, and the partic-

ular problem at hand. THE END

ILLUSTRATION CREDITS
13=Dan Nilva
15—Galy
17—5 H. J. Mydiskov
20—Colbourn Studio
Rudolf Hindemith
22—Gueorge Joseph

23—% Walt Diwney Praductions
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JGNEY FUN WITH MUSIC

Continued from Page 57)

|-|-1|'VEHI‘:1'|-.’ The .\-iﬂl':-l'ih'!f'u-r_;l n

5 :"I twenty-tour E'-5|"[I'|I'l\*. children,
P!

i the co-operation of Jimmie Dodd,

e youngsters sing, dance, a
. ical surprises, audition new

acl, pre-

| s

ot .
1ore and gemerally have fun with
[n outlining this program to the

a4 advertisers who pay 15,000,
i) 1 sponsor the Mickev Mouse Club,
fak Dieney said :

[ know, of course, that this is de-
waibed 2s a children’s show, Yet there
& something about the
l_.:ij.lr.'".a show' that 1 always hnd
jarbing. At our studio, we regard
child 55 a highly intelligent human

He is character istically

expression

sensi-

:_.,. humorous, n1-r':|||:|i|:-1 i, Eer tin
.- _,j:,| has a strong sense ol excite-

i, energy, and a healthy curiosity

oot the world in which he lives, Essen-
tilly, the real
hild a0d an adult is experience, We
wur job on The Mickey

s Club show to provide some of

difference i"'l“""” 4

seqve 0 10 ||-

experience, happy, factual, con-
s experience whenever possible.”
The music used on the Mickey Mouse
rams is also partly new, partly
Mr.
meelf is enthusiastic about the
s of the Mouseketeers,
thosen, alter careful sereening, from.all
He feels that, besides
entertainment, the

children create a strong secondary value

alwavs distinctly Disney

Yisng

e country
ling straight
by way of stimulating music interest,
hserving the Mouseketeers in action,
land will
elled to discover and develop
f 1
s pleasure rather than drudgery.
ol liLr‘

and girls all over the

helr own. In a4 Manner that

v also believes that many

nersof tomorrow mav come from

present and succeeding companies of

Mbus 're. Acting on this belief,
e cast ldvear-old Mouseketeer
Ditlene Gillespie as the juvenile dra-

ealic lead of a full length production.
The music for all Disney productions
k enhaneed 1o an unusual degree by
und effects, While all entertainment

& tely, 10 some extent, upon nor-

mal sound effects (the sounds of rain,

ind, ‘n-‘!i-'|||:1_|“,. bells, 1-|1,-.i]:g doors,
« the nature of the Disney flms,

| their talking animals and their
la

nlastic adventures, calls for effects
which

lemand long preparation and un-
“udl care in the establishing of their
Unreal reality. Much experimentation,

T Imstance, went into determining the
et _|-'I:n tones which would best ex-
74 The Big Bad Wolf, and the exact
“E lones 10 represent the Three Little
.';'- Hence, Disney's sound effects de-
vafiment is composed of men who are

|.|
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— PICCOLOS
, Unston 16, @

SACRED

N S€T
n I}lf_- cOomns
) If."

Specialized. well-rounded training
IO Tes YO for a ministry ol music
For  imporfaond  spiritual | emphasis
MBI's Sacred Music course combines

comprehensive Bible study with the
intensive music training on COnAEva-
tory level

General tuition al Moody is FREE.

Fees for applied music are very rea-

sonable,

MOODY BIB

820 NORTH LA SALLE STREET

LE

Sacred Music course affers . ..

majors in piano, ONEan, _\'O'i{? and
compaosilion. Also instruction in or-
chestral instruments, music theory
and literature — plus a number of un-
usunl church related subjects. Exeel-
lent, experienced [acully.

New, four-story William Howard
Dioane Memorial music building pro-
vides modern classrooms and 38
sound-proofl practice rooms. Practice
facilities include 66 pianos, 3 pipe
organs and 5 elecirie GRS,

Unlimited opportunities for prac-
tieal experience with the MBI musical
Rroups, on  our own redio station,
WMBI. and in Chicago's many
churches,

Write today for descriptive CATa-
won. Address Office of Admissions,
Dept. EDGG-323,

Spring Registration, Jon, 21-22

INSTITUTE

CHICAGO 10, ILLINOIS

tional

National

Seattle

Artist cash-prize winner in Guild Interna-
Recording Festival, for
studied with Paul Pierre McNeely.

15 years

|

Bruce
Duncanson

Piano Teachers

MNat'| Hdgtrs: Box 1113, Austin 66, Texas

GUILD

A non-profit
non-immigrant
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MUSIC CAREERS

PIANO—YOICE—INSTRUMENTAL

Public School Music—Church Music
Opera — Radic — Television
Bachelor and Master Degrees

ST. LOUIS INSTITUTE of MUSIC 1

7807 Bonhomme Avenue—5t. Louis 5, Mo,

educational institution of higher learning approved for
foreign students and for ;
Member National Association of Schools of Musie.
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I. Training Institutional
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Olerlin eanmwéuq

OF MUSIC

Dedicated fo the Superior Training of American Talent

Intensive professional study of MUSIC,
balanced with o liberal arts program
in America’s first coeducational college.
Dormitories. Concert series by guest and
Oberlin artists. Excellent practice facil-
ities. Faculty of 55 eminent musicians.

Member Nafional Association of Schools of Music

Write for:

— Conservatory catalog describing degrees

awarded

— Bulletin on admission and audition pro-
cedures

— Calendar of music events of the current
year

— Programs of concerts, recitals given dur-
ing past season

Director of Admissions, Oberlin College
Box 5106, Oberlin, Ohis

.._----———l----—-'

~ BUTLER UMIVERSITY
JORDAN COLLEGE OF MUSIC

A rich trodition, o progressive philosophy, on outstanding faculty, complete accred-
itation. Boccoloureate degrees in Dance, Drama, Music, Music Education,
Write for cofologue and desired informatian
JORDAN COLLEGE OF MUSIC (Box E), 1204 North Delaware Street
Indianapsalis 2, Indiana

Radia.

AMERICAN CONSERVATORY
OF MUSIC—CHICAGO

Offers courses in all branches of music
T0th year. Faculty of 130 artist teachers
Member of National Assoclation of Schools of Music
Send for a frec catalog—address: John R. Hattstaedt, Pres., Fine Arts Bldg., Chicago 582,

Manhattan School of Music

BACHELOR and MASTER of MUSIC DEGREES

catalog sent on request
238 Eost 105th Street, New York 29, N. Y.

A Basic Method by George Best

Fuill Score FREE to string feachers on reguest
VARITONE, INC,, 545 5th Ave., N. Y. 17

——

i BALDWIN-WALLACE
CONSERVATORY OF MUSIC
BEREA, OHIO [swhurk of Cleveland)
ASliated weth 2 firsd class Liberad Aris College. Ko
| fiew pear Taadin it
| Incrl'eu ;::‘I?r-‘;l’:'-ﬂru‘:r :’!ﬂl;ll:’rlr"::h:::nuln bl i

CECIL W, MUNK, Director, Barea, Ohio

trained and highly competent musicians,
Musical ability is a prime requisite in
this department, as is fluent reading of
musical notations; nearly all sound
effects must be recorded from a score,
so that animation, music and sounds
may be perfectly synchronized. Further,
the sound effects men never know when
they will be called upon to devise
strange new instruments (and then 1w
play them into the recording micr.
phone) that will reproduce sounds that
never existed previously—the sound of
a nose being tweaked, of & goose wad.
dling down the road, of voices talking
under water.

The singular nature of the Disney
animated pictures makes it virtually
impossible for the sound eflects mey
to borrow their materials from libraries
or other .-tUllil.lh. All sound effects are
created especially for the scenes in
which they are used; and, since sound
and action tracks are made separately,
the sound effects men must know exactly
how many feet of visual film o sound
effect is to take up; what the animation
consists of; exactly where the accents
must fall in relation to the action
Hence, all Disney sound effects are done
in the studio.

Mechanical gadgets. and all sorts of
inventions born of the rescurcefulnes
of the sound eflects men, as well s
voice effects, and various speeds in r
cording and re-recording to alter pitch
and quality of tone—all these join with
the actual composition of musie 10 spell
out the strange and usually comical
repertoire of tones so vital to the spe
cial Disney brand of fun with music

THE EXD

OPERA TODAY

(Continued from Page 20)

tonal wealth of Stranss’ “Salomé™ and
“Elektra,” and the ulira dramatic ver
ismo of Puccini's pﬂpul;r SUCCPESES,
are allterminal points of a Innpirs-'!-i_ﬂ-
ment. Tht') cannot be rtpanul:‘ri 0 0.
For a TL'IIE‘\‘V:IL opera must wail for new
musical materials.

Thus it is with the appearance of such
innovators as Schinberg, Stravinsky,
Milhaud, Berg, Hindemith, etc., that we
also arrive at a new prruv:l: of operalic
creativity and development. While the
principal aim of those composers was
that of creating new materials for our
musical vocabulary, those new elements
had to be incorporated in all the exist
ing musical forms, that of opers it
'-"ill{ll‘ii. Thus for those innovators, op
era became just one other musical struc-
ture to which to appl\' their new ideas.
Theirs was a musical problem and nat
80 much a dramatic one. They simply
were not much concerned with the latter
or even atlempted to ignore il

In the period from 1910 to the early
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“ew Fall Releases

_ly Original Classics
5 8100

| ﬂusa.t“ E. Lanning
s he demand for
| 4 to meet the de
ihhili’,-?:ﬂpretati{m of URIGI_N.FAL
Ig:giral music with emphasis on
r,ﬂq and authentic editing. Not
Q:ﬁd;cd or arranged and features
% proper way in which to play
wms of the more important em-
bellighments.

Notebook of

Asna Magdalena Bach
(Selected Piano Compositions

in original form)

$1.00
by Russell E. Lanning

ispﬁ:ialiy prepared to show students
|nd teachers the correct way to
| isterpret the musical style of Bach's
| s, These easier selections taken
| itom the Bach Gesellschaft include
L4l the original ornaments. The
| eliting also includes detailed sug-
| gestions for proper phrasing and
| mthentic performance,

| Let’s Play Carols
B3¢ Arranged by Bermont

1
| 1% Favorite Christmas Carols
| made easy to sing and play.

MUSICORD PUBLICATIONS

i Write lor Free Catalogue )
| 830 PosT AvE, STATEN ISLAND 10: N Y.

CHICAGO FE&EIEEHVATHHY

| Dhtingwished Foculty
DEGREES BACHELOR & MASTER OF MUSIC
Wm0 tne Sabany! Basocpbon Sohooiy of Mame
Write for Catalog “E
Fine Arts Building, Chicogo 5. IIL

| MILLIKIN UNIVERSITY
SCHOOL OF music
DECATUR, ILLINOIS
Pwiucomh rasing o mane Courte leading te degren

|
| ¥ Bcheinr of Mo, Bachior of Music Education, Mather
| ¥ Wonc g Waster o Music Edgration

|

Ve ol e Mabomsl Axsociabon Schosls of Mg
Beiiein wel spon regues?
W. ST, CLAIRE MINTURN, Director

| —

Philadelphia Conservatory of

Musie 80th Yoor
MARIA ELERMAN DRAKE, Director
i Degres Cow e
Pione, Orchestro, Opera, Chorus,
n :""“h_ Camparitian, Voice, Winds.
Tk
i, LOcust 7-1877

e

—Diller-Quaile—
MUSIC SCHOOL

Baginean s Profesionak
N * Chidran of all ages »
Hinitrumant Classes—Private Piane
Muticianship Classes
Teather Training Course

Mn. G, E Lyons, Exec. Di
e dS g oy o8 e
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thirties, a number of very good operas
came into being. The style was daring,
the dramatic approach, or the lack of
it, equally so. Stravinsky in his opera-
oratorio, “Oedipus Rex,” did away with
all action on stage; Hindemith in his
“Neues von Tage” and Schiinberg in his
“Von Heute auf Morgen” both wrote
first-rate music to comedies of utter in-
significance; in Honegger's “Antigone,”
the speed of the spoken word is adopted
to dramatic vocal recitative; Milhaud
used the most extravagant means in his
“Oresteia” and in his “Christophe Co-
lomb™ while he used the smallest and
most concentrated ones in his Minute
Operas. All this resulted in a rich and
varied period in operatic development.
And it eulminated in the appearance of
such masterworks as Alban Berg's
“Wozzeck” and “Lulu,” Milhaud’s al-
ready mentioned “Christophe Colomb,”
Hindemith's “Mathis der Maler,” and
Schionberg's *Moses and Aaron.” Never-
theless, this was not an operatic period
as was that of Verdi and Wagner. And
if during that period the balance be.
tween music and drama in many an op-
era had been overthrown somewhat in
favor of the music, we accepted this
much more readily than the reverse.

When in the thirties the new mate-
rials could be considered as acquired
and implanted in the musical language,
the overall problem became one of find-
ing the adequate expressive urgency for
which to use them. In this case, opera
would seem to be the most natural out-
let for the possibility of assimilating
and eventually of unifying the various
techniques of the contemporary masters,
while at the same time one would take
into account the entire heritage of three
centuries of operatic achievements and
thus approach opera again with a great-
er balance hetween the musical and the
dramatic elements.

While the 1930's did show a tendency
towards & new romanticism among a
younger generation of composers, opera
during that decade was not yet ap-
proached in the sense of regarding il as
the new ideal form in music. Political
upheavals and unripe practical condi-
tions did not seem to favor such a new
approach. Naturally composers such as
Stravinsky, Schinberg. Berg, Milhaud,
Hindemith, Honegger and Krenek did
continue to write operas in their own
uncompromising manner and theirs is
still the only contribution to a field
which the younger writers seem 1o turn
away from. In the late thirties there is
only one example of a young composer
who has the natural urgency to create
opera. It is the Italian Luigi [}ﬂ"liﬂi“""
cola, who, in his “Volo di Notte” com-
posed in 1938-1939, (‘.nmilln.rd uluna_l
organization with an extraordinary lyri-
cism having a slight Puccini mﬂu-:m:‘e.

The situation changes completely in

BOSTON UNIVERSITY

| COLLEGE of MUSIC

A Division of the
School of Fine and Applied Arts

Courses in all bronches of music lead-
ing to B.M. ond M.M. Degrees, Doctor
of Musical Arts Degree in Appliud Mu-
sie, Compasition, and Music Edueation.

Distinguished Foculty Includes:
George Bornoff
Rofael Bronstein
Arthur Fiadler
Karl Gueiringer
David Bloir McClosky
Emanuel Ondricek
Gardner Read
Jules Wolffers

For cataleg write:
Robert A. Choate, Dean
25 Blagden Street, Boston 14, Mass.
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Before you decide—
CHECK THE

2

CONSERVATORY
OF MUSIC

PERFORMAMNCE OPPORTUMITIES INCLUDE:

— Weekly student assemblies
— Public recitals and concerts

— Variety of opportunity for professional
engagements, radio [ appearances

— Full Symphony Orchestra

— 125 woice wmixed Chorus which | sings
annually with the Boston Symphony

— Field Training in Greater Boston public
schools for music educators

— Hospital training for music therapists
THE NEW ENGLAND COMSERVATORY is a

College of Music and awards sccredited
Bachelor and Master of Music degrees

MNEC PLACEMENT BUREAU is highly successiul
in placing both students and graduates in
fine positions

FOR ILLUSTRATED CATALOG, mail coupon
EFEEFAENTEEREEE

Dean Chester W. Willioms Room 12
NEW ENGLAND CONSERVATORY OF MUSIC
790 Muntington Avenue, Baston, Mass.

Flease send me the college catalogue. I am
interested for the year ... ... in the Bache-
lor's [ Master’s [0, Artist's Diploma [J,
Popular Music [] course.
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the 1940's when, with the emergence of
Benjamin Britten, we enter a new op-
eratic era. For his is the example of a
composer for whom opera represents a
new ideal outlet in this new romantic
period. In his first works. namely “Peter
Grimes” and “The Rape of Lucretia,”
we come again to examples where there
is a more natural balance between
music and drama. When we consider
the pure musical aspect of Britten's
works, evervthing is far from being
perfect as vet. For while this composer
has to his eredit a musical sense of
drama in an extraordinary way, while
he has a feeling for a beautilul lyrical
line fitted like a glove to the prosody of
the English language, and while he does
handle his material with taste and with
a sense of color and atmosphere, his
almost fantastic versatility of styvles is
some times of ohjectionable nature. I,
myself, once compared Britten to the
figure of Meyerbeer, who, although
somewhat in oblivion today, once playved
a certain rile in the European operatic
picture. It is well to remember, however,
that Meyerbeer with all his objection-
able aspects did influence both Wagner
and Verdi at certain points of their
careers,

Since the emergence of Britten, aware-
ness of the operatic art form has con-
tinued to grow steadily among European
composers. Apart from the already
mentioned Dallapiccola, the names of,
among others, Carl Orff, Gottfried von
Einem, Rolf Lieberman, Henri Sauget,
etc., have come to the fore. Each one
has approached the operatic problem
with an unmistakable awareness of
dramatic exigencies and has not disre-
garded recent acquisitions of musical
materials. Certain details of their op-
eras, certain approaches may be sub.
Ject to discussion, but their overall con-
tribution can presently not be ignored.
Altogether the present operatic situation
in Europe may still not be as rich as it
has been during certain past periods,
but quality in new works is becoming
more pronounced and a very rich opera-
tic period may very well be in the mak-
ing.

In this country one also ohserves that
composers are turning more and more
to the field of opera and its immense
possibilities of expression. Most of the
time, however, the quality of that which
is produced or written leaves much to
be desired. We eannot take into account
those composers who seem to be sue-
cessful, but are so only because they
cater to a certain debatable taste of the
andience. We also have to leave aside
such composers of repute who will-
fully ignore acquisitions of the last
forty years and stay entrenched in a
conservatism of the beginning of our
century. On the other hand, the shock-
ing practical conditions, whereby any
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RICHARD McCLANAHAN

Teacher of Piano 3
Motthay exponent, formerly his represantafive.

Private lassons, technic eourses: ovailoble as |

wisiting lecture-recitalist, or critic-teacher.
Six-Day Piano Seminars
801 Seinway ll;l.. 113 W. 57th 5S¢, N.Y.C.

EDWIN HUGHES
PIAMNISTS PREPARED FOR PUBLIC
PERFORMANCE AMND FOR COLLEGE,
UNIVERSITY AND CONSERVATORY

TEACHING POSITIONS
117 East 79th 51, New York, N. Y.

HELEN ANDERSON

“Teacher of Successful Pioniin”
Master's Technigue—Tona—Interpretation
Spetial Courima: Harmony, Improvisation

168 W, 72nd S0, N. Y. C. Tel. 5S¢

Mme. Giovanna Viola Hull peimond)
Teacher of singing—European trained
“Bel Conta'’
VYoice culivre—diction—eoaching
Phone: Trofalgor 7-8230
608 West End Awe,

CRYSTAL WATERS
Tedcher of Singing
Popular Songs and Classics
TY—Radic—Stage Cencert
105 Eaat S4th 51, New York 22, N.Y.
Studio re-opens October 1

LEOPOLD WOLFSOHN

Pianist, Teacher, Composer
Teacher of Aaren Copland, Elie Siegmeister ond
many arlists and teachers.

MHING TO ARTISTIC FINISH

Mew York City

el Ansonio, B'way ot Tird 5t., New York City |

WILLIAM FICHANDLER
Pianist. Teacher
314 West 75¢th 51, New York, Su-T-3775
Compositions published by G, Schirmer
and Theodore Presser.

ERNESTO BERUMEN
CONCERT PIANIST AND PEDAGOGUE
tsaching in Mew York City.
Students given opportunity for
public appearances.

For information write:

150 Greenway Terrace, Forest Hills
75, L1, New Yark

: in the new musical forma: Socrend ond Tonex
wsing the new twelvetone nototion Coflege coun-

GEORGE FORGE

Henolulu, Hawaii
teacher of speciolized technique
for ADULT BEGINMER
piano or argon student
George Forge Studio, phone: 84141
Care of yer Piane Ce., Honelulw, T.H.

MARY BOXALL BOYD

Pupil of Leschetizky and Artur Schnabel

“Pianist ond teacher of renown —ETUDE musie

mogozine
Mow teaching ot Mola Studios, Stei Hi
113 W. 57th St il

WILLIAM T. POLLAK

AM., Mus. Doc., A A.G. &
MNew York College of M\.E.:r
Biang, Qf?tm. Conducting, Coaching,
Chair Training, Improvisation,
Harmony, Equnlnrppim. Fugue,
Composition, Orchastration
Correspondence Courses
¥ Melrose Lone, Douglasten &3, LI, N Y.

EVANGELINE LEHMAN: Mut-.D.

Eminent Vocal Teach
147 Elmhurst Ave, H. P., Drlroll.rﬂ-.. Michigan
Phene: Townsend B-31547
or
1455 Hlnvur;l Blvd.

' -
hone: Walbridge :;'lln.:.d. 4, Ohle

Mew York City |

HARRY EULER TREIBER: Mus. D.

Voice Building
Pupil of the lote Wm. L. Whitney

[Wannueini Method)
Studio 509: 270 Huntingten Ave., Bosten, Mo

LUCIUS DUNCAN
VIOLINIST

Lo 7-0723 104 N. Mole 5§t Phila. 2, Po.

ISABEL HUTCHESON

Refresher Course for Piona Teochers:
Modarn Piana Technic: Coaching Concert Planiyn
Group Work: For further information oddress

Studio 202, 1005V Elm §1., Dallay, Texas

EDNA GUNNAR PETERSON

Concert Pionin—Artiat Teacher
17447 Cowtellommare  Pacific Polisades, Calif.
Gladstone 4-1803

MAE GILBERT REESE
PIANIST

Specialized troining for
teachers and concert artivh

857 5. Rimpau Blvd., Los Angeles 5, Cal
We 44172

HAROLD HURLBUT

Hos tought singers of METROPOLITAN Opers,
Chicoge and Sen Frandsce Operos, stoge, wcrees
rodia, television, including
MADIME COMMER, HOWARD KEEL, Evalyn Her
bert, Henry Cordy and many othen

2150 M. Beachweod Dr., Hellyweed, Cal.

MARSHALL BAILEY

Teacher of Compoiition

e1 ovailable in neighboring cities.
988 South Lincoln Ave., Selem, Ohis

ALFRED TROEMEL

Teaches of wialin

Leopold Aver's Greot Secret; Tone, tedmic
artigtry bound WWP'H- & yeors with Aver

Rea. Studie, 336 E. 71, New York 21. N. ¥

Faculty member, Monhotlon Scheal of Munic
Teacher of “brilliant” vielinist Walter Brewus

THE SYDMNEYS
AMNMA DAVID
Voice Teachen
Unmask the mystery
Develop the Ball of the Voice
Sing with the Eose of Speech
Diction, longuages. wtoge deportment
All phowes of theotre and vocol technigue
B West 13th 5t (neor Fifth Ave.)
Chelyea 2-3390 » Mew York, N. Y
DE 2-9106 Bovien, Mo

HAZEL GRIGGS
Pianiu
Beginners o Young Mrtists
Teacher's Workuhops

522 Sweinway Hall 5C 3-6085
113 West 57th Stresr, Mew York 19, N. Y

ROSE RAYMOND
Eminert Planiy
Exponent of Manhay principles
Teacher of teachers
Private lessons
Availoble for Recitah
ond Legture Begitals
320 West Bath Sr, New York City M
Tel. EN 27588
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| ok showing '
[ el hardly get a [Jf‘l‘fﬂrmum'f-.:r.
i v, leads composers of ability
ﬂﬁ:‘gnpﬁ of their works to work
: Agother factor which may influ-
i uality of the operas com-

e ihe poor @

e by American COMpOSErs, is t}_ll" B
:-J:']L!T U'E coptemporary ‘ma.-ttt-"rpn'ﬂ*-
::':e 1920 and the 1930's has‘g never
(e presented in this country, in con-
. 1o the present situation in Europe

eaif 10 0 . :
porary opera is ilf'lrli! per-

shete ConLEmy
el in every important theatre.

Lately 4 certain number of exceptions
te begun Lo appear in this country,
ﬁmmmh‘a handful, but their works
iy give proof that they can stand up to
i operatic demands on an interna-
sl scope. In addition, their dlllll’!lﬂl'h
o e of invention and imagination.
Ther are real opera composers and they
. w0 com promise from any viewpoint.
i frtheoming articles 1 shall study
siee closely the achievements of these
anpasers, the first of which shall be

B Weisgall. THE END

ORGAN QUESTIONS
(Continued from Page 44)

ir wmmer plays and barn dances.

C.E.B—N.Y.

A We are afraid it would be impos-
o venture an estimate on the cost

lly believe your best plan would
% 1o consult carefully the advertising
alumns of “The Diapason,” a magazine
doted to organ matters, In the dis-
a5 ads you will find firms specializing
| A WEAD parts, ;mr.l in tht‘ ['Lauhiﬁcd ads
| - wwrd the end of each issue there are
| = parts “for sale™ by various dealers
| -] !.‘.l;_\i.]ualu.

4 s e L
! WALLINGFORD RIEGGER
| (Continued from Page 53)
ins for Vielin and Piamo, and the re-
| matable Music for Brass Choir. Since
U5, Riegger's productivity has in-
weased, and his works of the last six
| P include the following:
Music for Orchestra, Opus 50
'_I"‘}"-"'ET'-'| f.JEiIn.!r'T, 'Upu\ 51
::"':'-'I* and Fugue for Band, Opus 52
L for Piano and Woodwind
tintet, Opus 53
ll s for Piano and Orchestra,
Upus 34

| e for Younger Orchestras, Opus 56
I:r{il!"r" for Violin and Orchestra,
pus 57

Yeace Rhythms, for Orchestra, Opus 58

\'f."' “The Dying of the Light™ (D.
i 1 Hmgs ), "E"-i'- ag

ire for Orchestra, Opus 60
(Continued on Page 64)
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EDUCATION FOR SUCCESS
IN THE
MUSICAL PROFESSION

One- and two-year Certificate courses prepare for
private studio teaching. Four- and five-year courses lead to Bachelor's and
Master's Degrees, and include cultural courses at Downtown Center of
University of Chicago. Piano. voice. organ, violin, "cello, wind instruments,
composition, public school music. Faculty of renowned European and
American artists. Many opportunities for public recital, solo and group
performance, Member of the National Association of Schools of Music.
Founded 1895. Splendidly equipped lake-front building in the heart of
cultural Chicago. Lake-front dormitory facilities. For catalog, write Arthur
Wildman, Musical Director.

SHERWOOD MUSIC SCHOOL

SHERWOOD BUILDING - 1014 5. MICHIGAN AVE. - CHICAGO 5, ILL.
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BOSTON CONSERVATORY of MUSIC

ALBERT ALPHIN, Dir, 26 FENWAY, BOSTOMN, MASS.

Courses in Applied Music, Composition and Music Educotion leading to
Mus.B, degree. DRAMA and DANCE courses leading to B.F.A. degres.
Faculty of 50 including members of Boston Symphony Orchestra

Darmitories for Women, Caoleleg on request. Fall Term
Mamber of Mational Associotion of Schools of Music Sept. 18
Chartered 1878

Arved Kurtz, Director

College and Professional Courses . .
Instruction . . . Daytime or Evening . ..

114 EAST 85th Street Write for Bulletin

. Class and Individual
Full or Part Time

NEW YORK 28, N. Y.

PEABODY CONSERVATORY

COLLEGE OF MUSIC
Reginald Stewart, Director

s, Teacher's Coartificabe. AMiliation with Johns Haghing University, Goucher
et s ' tas Assocaation of Colleges and Secondary

anical training (n 9 brasches. Di
E,.?r::;u:“cm-:.#mv of the Nabiansl Associatien of Schooks of Munic and ef the Middls 5l

Schogh, Doermitaties

Registrar, § E. Mi. Vernon Plocs Baltimers 1, Maryland

MUSIC and ARTS INSTITUTE of SAN FRANCISCO
Bachelor of Music Degree

2622 Jacksen, 5.F. 15 Ross McKee, Direclor

Free Literature

MUSIC MEMORY TRAINING
INTRODUCTION to MODERN MUSIC

by the aminent authority
For information

PAUL EMERICH write er call

CO 5-0838

Classes or
Private lessons
315 West 57 Sireel, New York, N. Y.

e - =

Founded 1870

PHILADELPHIA MUSICAL ACADEMY

Associate Member, N.ASM. Jani Szante, Director

EIGHTY-SEVENTH SEASON 1956-1957
beginning Sept. 10th
Courses leading toward
Cartificotes, Diplomas, Degrees
nee Department Wadia Chilkovsky, Diractor

Da
18617 Spruce 5t., Phila. 3, Pa. PE 55053




CLASSIFIED ADS

HARMONY, Composition, Orchiestration, Musi
cal Theory. Private or Corfespondence Tnatrue-
tion. Manuscripts resdsed and corrected. Musle
arranged. Frank 5. Butler, 32-46 107 5t, East
Elmbumst 88, M. Y.

LEARN PIANO TUN'INC-—-Kimp'Fiﬁrdﬁ anthentic
imstruction §4.00—Literature free, . Ross,
456 Beecher 5t., Elmira, N, Y.

WRITE SONGS: Read “Songwriter’s Review™
Magazine, 1650—ET Broadway, New York 19,
35¢ copy: 52.00 vear, (Est, 1946).

SWING FIANO — BY MAIL. 30 self-teaching
lessons §3, Samples. Over 50 publications, Phil
Breton Publications, F.0. Box 1402, Omaha 8,
Nebraska.

LEARN PIAND TUNING AT HOME. Course
by Dr. Wm. Braid White, world's leading piano
technician and teacher. Write Karl Bartenhach,
1001A Wells St., Lafayette, Ind.

FREE MAIL-ORDER CATALOG: Hundreds of
self-instructive hooks For musiciany from jaze to
symphony, Walter Stuart Music Inc, 421-B
Chestnut St., Union, N. J.

SACRIFICING 200 ACCORDIONS = ALL
K1 . Discounts to T0%. Free catalog, Cla-
violines or other musical instruments  secured.
Discount House, B932 88 St., Woodhaven 21,
New York, Vi 7-0886.

BACK POPULAR SHEET MUSIC TO 1850.
Catalog_15¢. Classics cxchanged for popular.
Fore's, E3151 High., Denver 5 Calorado,

OLD VIOLINS AND OTHER INSTHUMENTS.
Repairing. Supplics. Eaken, 310 E. Washington
5t., Chambershurg, Fa.

TYPIANO. The Touch System of Playing the
Piano, The Powell Pianc Mask blocks the sight
of the keyhoard but permits sight of the music.
Flay like the artisti—by the exchusive senses of
touch and hearing. Effectively aids hand inde-
penddence, car-training, sight readin . Memarize
ing. Onoe piano mask with manual IJF i truction
and onginal exercives. Send $2. Address John E.
Gantner, 1001 Churchill Ave., Utica, N, Y.

GROTRIAN-STEINWEG PIANDS, internation-
ally acclaimed “"The Worlds Finest,” imported
from Germany., Write HOLSTAD MUSIC
HOUSE, 337 Oak Grove, Minneapolis, Minn.

MODERN INDIVIDUALIZED PIANO or organ
taught hy tape mwoording and corres e,
Write for informatio ¥

TIONAL CORRESPONDENCE COURSE.

56, ETUDE Magazine, Bryn Mawr, Pa. (George
Forge i the author of the copyrighted text
“The Law of Chord Construction.™)

SCIENTIFIC SIGHT READING guarantess im-
mediate sight reading improvement—38 Fﬂ‘gﬂ“
&1 —Morong, Box 21, Brookivn 25, New York.

SONGWRITERS — I'll make vou a complete
jano  armangement from  your plain mn'cllf
/rite for information or send lmhwith only
25¢ for postage and handling to: Musical ad
viser, 15 Almond 5t., Glovenville, N. Y.

FOR SALE. Rare recordings, free lists. Collec-
tions hought, E. Hirechmann, 100 Duncan Ave.,
Jersey City, New Jersey.

ARE YOU A CHRISTIAN SINGER, OR MUSI-
CIANE Are you a "HAPPY HEART'? For in-
formation, write: The ““Wright” Music, 2213
Christine 5t.. Wayne, Michigan,

BEECORDERS (Wood Autes). Ideal for home,
school, club—easy to leamn. Free mtnlut The
ih-i-urdg-r Shop, 309 W. Fourth, Los Angeles 13,
Calif,

FOR SALE: Several old Ttalian Violing, write
ETUDE, Box 60, Bryn Mawr, Pa.

NOTE READING AID. A graphic picture of
the relationship between note stalf lines and
kevhoard, Speeds leaming, corrects diffioulties,
25¢ per copy, B copies §1.00. C. D, Wiegers,
2008 Anm, 5t. Louis 4, Missouri.

LEARN WHILE ASLEEP! Method university-
proved. Remlts guaranteed. Details  free.  Re-
svarch Association, Box 810, Omaha.

HOME STUDY PIANO COURSE OF GOSPEL
MUSIC. 52 self explanatory lessons and 52 study
and practice pages hound in book form for
§5.00. Willis J. Gage, 118 5. Montreal, Dallas,
Texas.

FOR SALE. 15 complete volumes of ETUDE
(1916-1938). Write M. Louis Bittner, Stewari-
ville, Minn.

SONGWRITERS — BEAUTIFUL MELODY &
CHORDS to your lyvrics, $10. Two, $19, Lyrics
revised, $2. Printing, publishing, recording,
Kermit's Song Service, 1206 E. Monsey Ave.,
Scramton 9, Pa.

KANZLER HARFPSICHORDS, finest imported
Austrian _harpsichords; modemn style. Tngehorg
Kanzler Ebbesen, Redwood Falls, Minn,

PIAND TUNING COURSE-Complete self-in-
struction Irllum. Abo teaches you piano regulat-
!:3:. repairing and other servicing  opertions,

onderful  fllustrations, Full price anly $4.95
postpaid-—or c.od. plus wtige, Satisfuction
puaranteed of refund. Nelson Company, 210
5. Clinton, Dept. AU-100, Chicago @, I1.

PLAY ALL THE LATEST POPFULAR PIANO
SHEET MUSIC at :iEhL;:ml'n;innal style. $1.00
Walter Kuzaks, 234 E. 58th St., New York 22,

ACOORDIONS - Direet from importer—save 505

and more! Free trial. Lifetime guarantee. Tracles

accepted. Free Cutniuf. Write Accordion Manu-

'&E"";'.T-“‘ Dept. 106EU, 2003 Chicago, Chicago
o Mlinois.

ARRANGEMENTS —rich, full souncing  Tenar
Arrangements, “Fops,” Standards, Specials,
Bob Bullard, 1118 North Sixth, Muywond, 1L

ATTENTION, SINGERS! ACCOMPANIMENTS
RECORDED TO OBDER, or L.P. ALBUM,
Alsn, your tape material transferred to reconds,
ESQUIRE RECOHRDS. 650 Washington St.,
Brookline, Mass,

SHEET MUSIC BARGAIN OFFER. Our loss is
your gain, as we are greatly overstocked in all
kinds of sheet music and hooks, Send us $1 Ffor
vach “grab-hag™ (at least $5 retail value) of
new minic you desine. Specify For what st
ment and/or voices) desired. Menchey Music,
Hanover, Pa,

DON'T MISS THEM. Two new and heautiful
songs — just oul. "l Want Youn To Come™ and
“Miracles of Jesus.” from your favorite music
dealer or direet. The ““Wright” Music, 2213
Christine 5t., Wayne, Mich.

HULL'S SUPPLY HOUSE. Importers and Joh-
hers. Stringed instruments, supplics, violin mak-
ers” tools qmj w.-m-rial. Fine repairing. 33 vears'
cxperience. John 5, Hull, Viali 7

Hunter, New York. 1 i e B

HAND BUILDING EXERCISES FOR PIAN-
ISTS by Weldon Canter. Teachers, comncert
pianists, advanced students, A better technic
with 20 minutes daily practice. Send $1.00 for
copy o Washington usical Tnstitute, 1730
Sixteenth Street, N.W., Washington, D.C.

'I'H_E WINSETT TRANSPOSER takes the con-
fusion out of transposing sheet music from one
key to another. Saves time, Plastic slide rule.
34.95 postpaid. P, Winsett Co., Key West,

orida.
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SHEET MUSIC, 10¢. Assorted as the
12 For 8100, No returns. Irving SirmlrMTrTl:—'
field, Wisc, 1

‘E'.:‘E'IEET Ctghlﬁlﬂ.. mANSLDS!HC. Meat, ac-
curate, waterproof script. “Legible as nt,™
Ned C. Colby, 1955 Madi '

rr iy ¥, son Ave., Grand Rap-

WANTED. Pianist, accompanist, concerts,

& ris. Drive
car, Salary or partnership. M.
S, Denver, Col. P M. Levine, 1126 17th

{Continued from Page 63)
Preamble and Fugue, Opus 61.

A good portion of Riegger's work in
the traditional vein consists of Ge
brauchsmusik, and especially of music
dezigned for young musicians, Riegger
is not only a composer, but a skillful
pedagog. His *Suite for Younger Or
chestras,” and his set of piano pieces en-
titled “New and Old"” are proof enough
of his gift for writing “educational” mu-
gie of the highest quality, and this, as
everyone knows, is rare indeed. Riegger
has had great practical experience gs an
editor and arranger for most of his life
(even composers must eat! ). and this
has given him a notable insight into the
problem of introducing the voung to
various idioms, both new and old,

The bulk of Riegger's creation since
1941 falls into or somewhat near the
twelve-tone category. Riegger rarely ap.
plies this technique arictly, and never,
as Elliott Carter phrased it, employs
“the special rhetoric of the Viennese”
Riegger's use of twelve-tone techniques
is a special contribution to contemporary
musiec, and it may well be his most en-
during and influential accomplishment
in terms of style. Carter comments that
Riegger “succeeds in domesticating the
twelve-tone system,” and perhaps this
somewhat describes Riegger's personal
application of the Schinbergian ideas,
What is notable is the rhythmic vigor,
formal clarity and sensuous appeal of
Riegger’s atonal eivle, What once ap.
peared to many musicians a= a contra-
diction—the reconciliation of new tonal
techniques with certain traditional bases
of form and organization—is a reality in
Riegger's music. And Riegger continues
to experiment and to enlarge the scope
of his technical practices. His recent
song, commissioned by Juilliard School
of Music for its 50th Anniversary Festi-
val, is a fugue for voice and piano. This
sounds like a dubious venture, but it
comes off with great effect and natural-
ness. Riegger is not embarrassed by the
fact that the idiom, though atonal. also
embraces implications of conventional
harmonic drives, a contradiction in the-
oretical terms which is often considered
impossible, but which occurs nonethe
less in quite a few “twelve-tone™ pieces.
At seventy-one, Riegger is still seeking
reconciliations of old and new, and still
composing music more genuinely “ad-
vanced” than are most of his colleagues
forty years his junior.

Riegger is now one of our “grand old
men” and his place in the esteem and
aflection of the musical world is a sure
one. His seventieth birthday brought
forth tributes from all corners of the
world. We should all be grateful for
more per[nrmnnce_t and more marding&
of the two dozen or more of Riegger's
works that seem certain to endure.
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jda Krahm

Wikfor Labunsk
Wanda Landowska
Alicia do Larrocha
Jacod Lateinar
Oacar Levant
Raymond Lewanifa
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Froderck Marvin
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Guinmar Novaes
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Yalla Passl
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John Powell
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MNadia Reisenbarg
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| vinsing Tatimonial .

artists now appearing before the public on the concert stages of the world.
Reproduced on this page is only a part of that list, yet it is a glowing tribute to the
greatness of the Steinway and a mark of the esteem it enjoys. STEINWAY & SONS

. is this booklet which lists

hundreds of great concert

45-02 Ditmars Boulevard, Long Island Gity 5, N. ¥,

Mikios Schwalb
Hazrel Scott
Bernarde Segall
Fudolf Sarkin
Jokn Simms
Abbiry Simon
Bruce Simonds
Ladel Skolovsky
Leo Smil
Brooks Smith

Snlgmon

Samual Sorin
Hearbert Stassin
Sidney Suloenig

Alexander Tcharspnin

Alec Tampleton
Maria Tipo

CGierald Tracy
RAosalyn Tursck
Alszandar Uningky
Bevoridge Wahslar
Sigi Wemsonharg
Keanneth Wolf
Frindrich Wuahrar
Sylvia Jaramba

PIAND ENSEMBLES Ciuiiths Cantalli
Amearican Piano Trig Saul Caston
Desire Defauw

Appleton and Fiald

Bartlett and Robartson

Ferrante ar'tl‘.l Teicher Rudalph Ganz

Gold and Firdale Viadimir Golechmann

Joanna and Louise Leschin Morton Gould

Emest and Miles Maunay Josaph Hawtharna

Stecher and Horowitz Walter Handl

Alfrpd amd Haorbort Tattschik Margaret Hillis
Mlpaander Hilgberg
Ernsl HoMmann
Phillp James
Chauncay Kelley
Victor Kolar
Josal Krips
Erith Leirsdart
Arthur Bennatl Lipkin
Fritz Mahlar
Howard Mitchell
Drimitri Mitropoulos
Eugens Ormandy
Paul Paray
Ezra Rachiin
Eu“enq Reichenfald
Fritz Bainor
Lazar Barminsky
Thomas Scharman
Jacques Singar
Alezander Sl lans

\ Izter Soalaman

1 Willham Steinberg
Reginald Stewart
Loopald Stokowski
William Strickiand
George Szell
Arturo Toscanini
Alfred Wallenstain
Bruno Waltar
Roteri Whitney

STRINGS

Samuel Dushkin
Mizscha Elman
Raya Garbousova
Carroll Glenn
Srymon Galdbarg
Juschi Haifotz
Fritz Kreisler
Ty Yohudi Menuhin
# Mathan Milstein
i F AT Jaanne Mitchell
e Jutian Olpvaky
. Mishel Piastro

Victor De Sabata
Massima Fraccia

\ William Primrosa
iy Michasel Rabin
Bennp Rabinoff
Rupglero Ricoi
7 Leanard Roso

- , Joseph Schuster

Isaac Starn
Henri Temianka
Patricia Travers

VOCALISTS

Marian Anderson
Fosa Bampton
Dietrich Fischar-Dinskau
Eilean Farrall

Herta Gilaz

Arthur Hackett
Maobley Lushanya
Lucille Mannars
Darothy Maynor
Elsna Mikolaidi

Rose Pauly

Julia Peters

Elisahath Schwarzkop!
Martial Singhar
targaret Spoaks

Set Svanholr?

Gladys Swarthout
Blanche Thebam

Vronsky and Babin
First Piang Quartet

CONDUCTORS

Maurica Abravanal
Franco Aubori
Goorge Barati
Howard Barlow
Laon Barzin
Whoeler Backett
H. Arthur Brown

i Steinway

THE INSTRUMENT OF THE IMMORTALS



DAVID OISTRAKH

plays BEETHOVEN'S VIOLIN CONCERTO in D major

MUSICAL PROGRAM NOTES BY G. WALLACE WOODWORTH,
Professor of Musle, Harvard University

'EMIL GILELS/

plays MENDELSSOHN'S PIANO CONCERTO No. 1 in G minor
And the Kroll Clgartet plays MENDELSSOHN'S OCTET FOR STRINGS
MUSICAL PROGRAM MNOTES BY THOMAS SCHERMAN

YALFRED WALLENSTEIN.

conducts BRAHMS' SYMPHONY No. 2 in D major

Los Angeles Philharmonic Orchestra

MUSICAL PROGRAM NOTES BY THOMAS SCHERMAMN

LEONARD BERNSTEIN

conducts TCHAIKOVSKY'S PATHETIQUE SYMPHONY

The Stadium Concerts Symphony Orchestea

MUSICAL PROGRAM NOTES BY MR. BERNSTEIN

==| AS A DEMONSTRATION

You can obtain any one

of these double-disc

‘Music-

Appreciation

Record ings
(

FOR ONLY $]90

(REGULAR PRICE FOR EACH $3.90)

THE SENSIBLE

. YOU RECEIVE THE COMPLETE PERFORMANCE OF
A GREAT WORK OF MUSIC WITH AN OUTSTAND.
ING ARTIST, ORCHESTRA OR CONDUCTOR ON A
12-INCH 33, R.P.M. RECORD

PLAN:

« AND IT IS ACCOMPANIED (WHEN YOU WANT IT)
BY MUSICALLY ILLUSTRATED PROGRAM NOTES—
THAT IS, A 10-INCH RECORD PRESENTING AN
ABSORBING COMMENTARY FILLED WITH MUSICAL

ILLUSTRATIONS TO ENHANCE YOUR ENJOYMENT

] susﬁfs'npn: A ONE-MONTH TRIAL suascnwnuu

AND UNDERSTANDING OF THE MUSIC

Tm recent Music-AppREciaTioN  this way, vou can allow this one B g1
selections. described above fea

month trial to continue for as short

ture artists recognized throughout or as long a time as vou please. If |
the music world as outstanding however, the idea of these Musical |
Because each of these recordings Program MNotes. after the demonstra

demonstrates, in a particularly ex-  tion, does not come up to your expec

citing way, the Music-AppreciaTion  tations. vou may cancel immediately
Recorns idea, we will be happy to : .
mos ide ¥ ¢ Nappy I If you decide to continue vou will

‘-!..'T'IL[ Vil your \.hl)i\'l:' Oof any one of

not be '.:'hl.;!_"-'l[l'_'J to take any ;|‘="C‘1'l'i::‘l‘|
them for only $1.00

number of records. A different work

The regular price of each of these  is announced in advance each month, -
. 1 o " - - " Mis
double-disc recordings is $3.90 (plus  described interestingly by Deems 3

Taylor.

'.ll'll\ '.!&ln—u YOu are sure

a small mailing charge), Should you As a subscriber you may take

want to receive other great works of yvou want for

and

music performed analyzed in  your permanent record library

f

Iﬂlliuﬂ S Violin Cancerty
1 Brahms' Symphony Mg, 2

Mutic-Appreciolion Recards R
t /o Book-of-the-Month Club, Inc
35! Huduﬂ Street, Mow York 14, N, ¥

the Demon
pleastre

BETATE

Plﬂ-ii RETURN ONLY (F YOU HAVE A 391 RPM. RECORD PLAYER

7 Mendelzsohn’s Plane Costeris
Tehaikivehy's *"Pathatigue’ Symphasy
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