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On the eve of the 200th anniversary of the birth of Mozart, the

Theodore Presser Company announces puhlicmiun of a new Urtext
edition of the

MOZART

Sonatas & Fantasies

tor Piano

This new edition is the result of five years’ research involving extensive
correspondence and traveling in this country and abroad by Nathan
Broder, now one of the world's most recognized authorities on Mozart.

Working from earliest extant autographs and photostats of original
manuscripts, Mr. Broder found proof of what he had long suspected:
that existing editions contained errors in tempo indications, dynamics,
phrasing—and even notes. He also found that some publications con-
tained “sonatas” that were not sonatas, and omitted others that were.
After a careful comparison between all existing editions of these works
and original materials, he was finally able to complete an edition which
he believes to be as near as possible to what Mozart actually wrote. A
foreword, dealing with the problems of how Mozart's embellishments
are to be interpreted, will do much to clarify this controversial matter.

This new Presser issue by Nathan Broder is thus the most authoritative
edition of Mozart's nineteen sonatas and four fantasies for piano now

available.

At music dealers everywhere.—$5.00

THEODORE PRESSER COMPANY

Bryn Mawr, Pennsylvania

voune seciners will fo Chanmed,

,wj’--la; with the delightful music material

kmjf in the Progressive Series Plan

of Music Education.

spﬂ I'k“ﬂg # ¢ » alive with pictures . . . tuneful

. original! This music material speaks the
]llllt_',u.'tlur of a child, but with an educational
soundness unsurpassed throughout the world.
It is presented in a fascinating and logical
sequence that not only captures a young child’s
fancy, but holds it. How valuable this is during
the important formative years!

And this is but one of the many advantages you
and your students will enjoy . . . for as a
Progressive Series Teacher you will be offering
the most comprehensive instruction ever devised.
Constantly revised and augmented, the Progressive
Series Plan of Music Education has been proven
the world over to be superior in every way —

for young beginners on through to the most
advanced instruction!

THE PROGRESSIVE SERIES PLAN OF MUSIC EDUCATION

# Teated Lesson Plans #® Correlated Theory Program
® Teacher Workshops #® Superior Teaching Materials
® Pre-Instrumental Program # Institutional Affiliation

® Foreign Music Seminars & Teacher Plocemant Sarvice

TEACHER AFFILIATION BY APPOINTMENT ONLY
Career teachers with acceptable backgrounds
and active classes are invited to inguire about
Appointment and Teaching Authorization.

If you are a successful career private piano
teacher, it will be well worth your time to
investigate the possibility of your appointment
as a Progressive Series Teacher, Fill out the
coupon for complete information — your first
step in appointment to the Progressive Series
Plan of Music Education!

No fee for appointment

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

AR R R A R Y Y Y R S s

PROGRESSIVE SERIES PLAN
PROGRESSIVE SERIES PLAN Dept. E-10 P. 0. Bex 233, Clayton, St. Lowis 5, Me.

CLAYTON, ST. LOUIS 5, MO.

| om @ coreer private piono teacher with an active clais.
Please send me a copy of “The Career Private Piono Teacher”.

o o L S S e e F a1 MW AL S el ———
& Average Number
Addrass.. i 0F Pupils §
& Progressive Series Teachers are located in eVEry state Cit e
and 14 forcign countries, G S SRS S . 1 T TS, State.......... L
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Reserve your
copy of

Techniques
of Modern

Orchestral

Conducting

By BENJAMIN GROSBAYNE

l_[m'ﬂ is a comprehensive and de- |

tailed presentation of the tech.
nique—and arts—of orchestral con-
ducting. After point-by-point discus-
sion of the physical mechanics of the
art, Mr. Groshayne thoroughly goes
into the interpretative and stylistic
problems faced by professional con-
ductors, emphasizing the psycholog.
ical relationship between the conductor
and his performers and the audience.

The book is expressly designed for
use I'”lh if'l th'l' 1"“.“-:"-"1'1"" .'"ld I'H.
potential conductors studying alone.
Among the practical aids to conduct-
ing are more than 100 diagrams of
time-beating patterns: almost 200 mu-
sical examples from standard or-
chestral works; direction for score-
reading and score-marking; suggested
rehearsal procedure: each diagram
and musical example accompanies the
subject matter it illustrates. Mr. Gros.
bayne—well-known critie, teacher.
and frequent guest conductor through-
out Europe and America—writes with
authority and in a lively manner. His
book will prove invaluable. 180 mu.
sical examples, 117 diagrams. To be
published January 26. £10.00

Order through your bookseller
or music dealer, or from

Harvard University Press

44 Francis Avenue

Cambridge 38, Massachusetes

Jﬂlluln wh‘
“"JI. 74 ‘1,0_ 1

ETUDE

FETE W - Aa@AEInmE

James Francis Cooke. Editor Emerisg,

Founded 1883 by
{ Edisar 1907 1o,

Theodore Presser

Guy McCoy, Editor

James B. Felton, Assistant Editor
George Rochberg, Music Editar
V. L. Fanelli, Art Director
Contributing Editors: Harold Berkley, Theresa Costelln, Maurice Duaimesail,

Paul N. Elbin, Albert ], Elias, Elizabeth A, Gest, Rose Heylbut, George Howerien,
Guy Maier, Alexander McCurdy, William . Revelli, Ralph E. Rush, Nicolas Slonimgky

contents

B e ol
= ey

FEATURES

What Was Mozart's Plaving Like? Nathan Broder
Creative Contrast in Mozart, A. Hyvant King

The Mozart Bicentennial

Caring for the Vaice | Cesare Sleps )
T Tape Becorder in the Music Room
In the Steps of Mozart, 5. Gordon Joseph
Bartik, the Teacher—As | Knew Him, Erao Balogh

DEPARTMENTS

Musie Lover's Hunk-iw”_ Dale Anderson
"‘Iil*il'ﬂl “liilltii.'-. .\l'-'l-u"r:} ."1|"mu.r:rn..l'.1
World of Music

Music in the Church Service, Part Two:
Nonliturgical Service, George Howerton
Are Chamber Music Groups Helping Your School Orchestra® Ralnk E Rk
Symphony of the Birds, Albert J. Elias b
Lontestants va. Musicians, Filliam D Revelly

:\l‘h Music for the New Year, Guy Maier

Teacher’s Roundiable, Waurice [Dumesnil

Music in Focus, James B. Felton

Rose MHevibut
Woligang Kuhn

Liturgical Elemcats in the

2-_ :"‘-_Iulil session, Alexander Mot urdy

25 The Kreuteer Double-Stops, Part 2, Hareld feriies

44 The Accordion in the Modern Dance Orche sira, Thevesa " asiell
_“" New Records, Paal . Elhin R e i
-.:2 Violin Questions, Harold Herlley

33 Organ and Choir Questions, Frederick Phillin

36

38
A8
8

Janior ETUDE, Elizaberh
MusiIc

l‘\.rmnra,ﬂ'nﬂns for Piano (Soala)
ndante (from “Sonsts Na, 1." K. 279 W
\ \ n No. 1, &30 W A, Muozart, edited by Nathan Brod.
(I-'fl"-itr Aida (from “Highlights of Familiar Music™ for jHanao ‘n-]k “ll”{’:‘*;:i:] '”I" 1o
_‘I;::a_rlﬂIirnm_."\j.mplhmu. No, 1) (from “Highlights of F Har \ -
Music™ for piano Vol. 11) J. Brahms D, Agay B
\I!l.li.llrlltil.'_'irur_u “Violin Concerto in E minor™)
Musie™ for piane Vol. 1) F. Mendelssohn—D
5[;:“ umental Compositions
he Green Cathedral {Hammond Chard Ors
;.t.fminf f‘:rgall B o |_|-aJ|:|. arranged by IJ Iflpl.fr.l‘u_u.-rr
\1-._..I';1r:- [nhl{‘ _"f -"'Iilmr'.!_"r!k.ll {Accordion) (from “Highlighis of Faimiliar
o |‘{ or n_-lhhnl:l\f. Licurance, arranged by 4 ¢ p-.t’ | Ny
Alr Lirom “Suite for Trumpet and Strings™), &, p. :r:.'r,.-.-.

o . ayth i

{. Gest

from “Highlights of Familiar

'l.*.’rn
At the

Irom Hammond

PE:.NE.‘ for the Young

"‘ ipping Along, Opal Loui

|]_he Ol Cellist, I¥ illiam L_I'-;F;:fe:_hr_-.

I iggly-Wiggly March, Mac-Aileen Evb

Editorial and Business (Mbces -
Published by Theodore Presser (o Jriy sl ®

Fim
712 Chestnur Si. Phila., Pa.,

June and July-August when published bimonthly IS, e e

Arthur A, Hauser, President
Allan E. Shubert, Jr., General Manager, ETUDE

Entered av vevond clas

- " . malter Jamwary |8, 1884 &l ik
pi‘-:ﬁ"';fj’.” 1955, by Theodere Prasser Ca., ) NG
The name “ETUDE™ registered in the U8

0. - Fhila., P
. & A, B - Pa., Ender he ded of Waech 5§, 079
d. md Grea Britain, Intermationsl ropyvipht sormrad. Al gt

. Patent (1fSee,

Subscription: §31.50 5 ¥ear in U, 5. A, i

- & -
in all ether cvuntries, Single copy Jrice nd Possessions; 83,75 o yeer i Conadn andl Mosiloundisad s Bii a roar

Change of Address: Allaw u

2 t lsast 30 dare 1o haw
g’i’ﬁ‘h‘i‘lr‘;‘;‘;x.‘n‘m!" magarine, H’r,: ,:'.:"‘ ';"’:'::'.!-r;_lhlrrn take sliect. Send bath sid sdisnss and wow
tupics unless yan F'-'.";:‘:Illl::p" most helpfol in elerting

i A0 eemte, Py
mted in U. 8. L e S T p——

unenliciled manuseripte o arl

LN
Auick changs sver. The Fasl Office will net far=srd
i bt i

vatage. Lluplicaie (4 T ITTT——

etude—jonuary 1758

An Excellent Way to Test
Your Understanding of Music

' Will you accept

WITHOUT CHARGE

| Music-Appreciation Recording of

First play the 12-inch PERFORMANCE record and
see how much—and what—you hearinit...

ON TWO RECORDS (a 12-inch and a 10-inch disc)*

Then play the 10-inch ANALYSIS reco
see how much you may have been missing

the

%mhms’vmuu CONCERTO IN D MAJOR

WALTER GOEMR, conducting the LONDON SYMPHONY ORCHESTRA * Endre Wolf, violinist

&

rd—and

*imlﬁm{ PLEASE MOTE: Unlike most Music-Arrzicramion Recomps (see below), this recording, because of ihe
length of the Brahms' concerto, is on two records—a 117 disc with the uninterrupted performance only, and a 10Y disc
presenting the amalysis, written and conducied by Thomas Scherman, Mesical Director of Music-Armeciarios Reconns

ﬁ__ L B W

SPONSORED BY THE BOOK-OF-THE-MONTH CLUB

Tmt wEw mes is designed For those who en-
joy pood music b who are aware, too
often, that they do not listen to it with com-
plete understanding and appreciation. There is
wo doabt abont the reason: most of os are not
properly primed aboui what to listen for.
Music-Arpasciamion Rpcoans meet this nesd—=
for a fuller onderstanding of mosic—better
than any means ever devised. This enjoyable
form of self-cduwcation is comparable o the
Music Appreciation courses given in many
undversities.

YOU SUBSCRIBE BUT TAKE ONLY THE
RECORDS YOU WANT . . . A new Muue
Arrpsciarion Recosn is lssoed—for sobscrib-
ers only—every month. You receive a descrip-
tive Announcement abont cach record, writen
by the noted composer and music commenta-
twr, Deems Taylor. After reading this An-
mmncement you may take the recond or mat.
Yo are not obligated to lake amy specd fied
mumber of records. And you may stop the sab-
seription at any time!

TWO TYPES OF RECORDS . . . All Musec-

Aresstianion Rucosns are high-fdelity, long-
playing records of the highest quality-33L4

etude—janucry 1954

RPM. on Vinylite. They are of two kinds:
first, a so-called Standard Record-a feriee

imch disc—which presents the uninterropted
performance on one side, featuring orchestras
and artists of recognized distinction, and on
the other side an illuminating analysls of the
masic with the themes and other main features
played separately, with ranning explanatory
comment, so that you learn what to lisien for.
This standard record is sold for $3.60 1o sub-
scribers l’.\n]_‘.‘ When the selection, becamse of
s h’ngﬂh_ feqmres wo records, as in the case
af Brabhms' Violin Comcerio=a 12-inch record
giving the performance and a 10-inch recond
giving the analysis—~the price s $4.90 for the
two. (A small charge is sdded 1o the prices
above to cover postage and handling.)

TRY A ONE-MONTH SUBSCRIFTION —
WITH NO OBLIGATION TO CONTINUE
; Why not make a simple trial, 1o see §f
these records are as pleasurable and as en-
lightening as yon may anticipate? The
Bralwms rl:i:un!ing will be sent 1o ¥ou at once
—wrilbout charge. You may end the sobscrip-
tion immediately after hearing this record
|'.rL_t Of Yoiu may cancel any time thercafier
In any case, the gift recording is yours to keep.

PLEASE RETURN ONLY IF YOU HAVE A 1375 RP.M.

RECORD PLAYER

MUSIC-APPRECIATION RECORDS
¢/ o Book-af-the-Manth Club, Inc.
345 Hudson Street, New York 14, N. Y.

Pleawe send me at once the Music- Appreciation record
Violin Concerte in D major, withomt
charge, and enroll me az 3 Trial Subscriber o Music-
Arprscarioy Recomos, with the privilege of canceling at
any time. 1 understand that, as a subscriber, | am not
ohligated to buy any specificd nuwmber of records, bat may
Alsn, | may cancel my sbscrip

ing of Bralwmis

take oaly thoie 1 want
tion after h.-,;rlnF the fArst zu;unlu!s_l or any time there
after at my ploasure, but the gift offer is free inany case

M.
Vs e e L
Wigs

ADDRESS. ...

CITY

{PLEase FRINT)

R46-1

|
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JOHN
THOMPSON'S |

Casiest
Plano (ourse

PRESENTS THE EASIEST POSSIBLE
APPROACH TO PIAND PLAYING

Teachers . , . here’s o new Piano Course by
dahn Thompson that will help you solve ane
of your most perplexing teaching problems.
All teachers recognize the fact tha rome
pupils ore gifted by Mature with musicol
talent and moke progress with ecse . . .
others, not so fartunately endowed, have 1o
learn by orduous plodding. This course
woses the way for the latler type pupil. So,
teachers. plan now to include this new
“Easiest” Piono Course by Jahn Thompson
in your teaching curriculum,

PARY ONE—devoied 1o develaping flueney
in reading by note ............ ... 455

PART TWO —intraduces simple two and
thres-note chords in “block” and broken
formation . B0

PART THREE—begins by showing the impar-
tance of thinking and feeling music, phrase
by phrass rather than note by note .. .80

Order Your Copies Mow

the WILLIS MUSIC co.

124 East Fourth Street

CINCINNATI 1, OHIO

.Im THE BOOKSHELF

BY DALE ANDERSON

The Mozart Handbook
Edited by Louis Biancolli
One of the richest and fullest books
upran the greatest musical genius of his
era, and possibly all time, is the very

valuminous life of Mozart by the well
known musical critic, Louis Biancolli.
This work is far more than a conven.

tional biography. In its 605 pages it re-
veals exhaustive documentation as well

flair for exXpression,

as the author’s
which contribute accuracy and charm
to the volume.

Fuw ||I'II|IJI' in these davs have any
conception of the amazing accomplish
ment of Mozart. They do not realize
that in his pathetically short life of
thirty-five years, during which time he
was olten very near to poverty and had
to work hard as a performing musician,
he produced compositions listed in this
book numbering over six hundred works
—this list includes masterly
operas, symphonies, concertos,
cantatas, sonalas, string quartets, that
entirely apart from their high musical
import are so voluminous that It seems
could
have produced them in thirty years. The
performance of these works if regularl
“"Jllhi I'I'ti'llill' and
months of time. The classified list by
Ann M. Lingg (including the waorks
listed by Kichel) js truly staggering in
J"IH_.'II'L

Michael Kelley, the Irish tenor, in his
“Reminiscences™ published in London
in 1825 is quoted as stating, “Mozart
was a remarkably small man, very thin
and pale, with & profusion of fine fair
hair, of which he was rather vain. He
gave me a cordial invitation to his
house, of which ] availed myself. and
passed a great part of my tlime there,
He always received me with kindness
and hospitality. He was remarkahly
fond of punch, of which beverage [ have
seen him take copiogs draughts. He was
also fond of billiards, and had an ex.
cellent billiard table in his house, Many
and many a game haye | played with
him, but always came off second best
He gave Sunday concerts, which 1 4]
ways attended. He was kind-hearted
and alwavys ready o oblige, hut so u-n:
particular when he played that, if the
slightest noise were made, he instantly
left offl.™
The World Publishing Co.

1[‘\"r.’!|

Masses,

incredible that any one person

recorded months

7.50

Fundamentals of Conducting
bw rank Noves

Here is one of the most lucid, an

the same time most graphic books |
conducting the writer has -
Frank Noyves has had vears of eXperi
ence as head of the vielin department
of Drake L niversity ] I-'nu, nd
conductor of the DrakeDes Mo

Symphony. While the work of B pages
deals !

mg, it concerns itsell with (he practical

with basic principles of con
aspects as well as the theoretica] gan
Illlr:iud
sceem o be _ulnr-i at ilru-l:-:lr.,; burmas

and, some  other bhooks wh

melronames, i 18 DEver _|r|||_|r,||-.

The selection of malenials quoted s

excellent and the numeros condocting
“Rraphs” as well as the hall-tone illo
trations are wvery |.r“-fu| The boak is
aimed to produce artistic results in the

fuickest and most unpretentions man

ner

Many students aspire to have that
thrill of [l]’"iiu-'lll,: results on the i
um which comes 1o relstively few

Through Mr, Noves' book thet ran leamn
the carly

W. (

Sleps in A lascinating art
Brown Co £.30
Opera, Onee Over Lightly

by “-'Ia}u-u \ “r...!."ur-|

Poking fun at Opera is one of the
casiest things to do, The same may be
said of the great classical tragedies
“*Hamlet,” “Julius *“Romeo
and Juliet” have been burlesqued in
print, on the air, in vaudeville. and i
the striptease palaces time and again
The writer has witnessed many ridic
ulous accidents in serious operatic per-
seem bound lo occur

Laesar,

they
now and then and are irresistiblv funay.,
However, there are millions who enjoy

fil!lhdl'rrv-.-

the romances of opera, absurdities not-
withstanding, and who 1gnore supi
and impossible plots. Evervthing de
pends upon the point of view of the
opera goer,

In 1952 “Opera, Once Over Lighthy™
was broadeast on a network of 197 2
tions for nine months and had a sur
prising fan mail. Sigmund Spaeth
his ir]Inniuc‘lmn. states, “The NBC pet
work program was re-hroadeast in Dal
las (Texas) every Mondav evening—
and it attained the highest rating of all
wroadeasts in that territory.”
Perennial Press

§2.95
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hogany has the golden fone and the dis-
ATED STEINWAY GRAND. This magnificeal Baby Grand in Ma

hTHE iﬁ;upﬂmﬂn:;rhn belong only 1o the Steinway. It can be delivered to ysur bome by your Steinway dealer for a3
g smadl s DOWN PAYMENT 2z 28600 Liberal torms. Stightty higher [a the Wt

The Steinwoy Is the pianc of greal arfists . . . such as iz'R.-‘.N'I'_!UHA;\'.NI".H'ZN.
distinguished young American pianist pictured at right, and

Eileen Farrell, Gold & Fizdale, Glenn Gould, Walter Hendl, Horowitz,
Byron Janis, Joseph Krips, Milstein, Novaes, Solomon, lxch:uEtJ

Elnkut.l;'h]ii_ and mawy, many others . . . also nearly all of the nation’s

leading orchestras, radio and television stations.

Ouwr booklel, “How to Choose Your Piane,™ will be sent free if .yuu l:-'ri[t
Steinway & Sons, Steinway Hall, 109 West 57th Street, New York. L

etude—january 1956

with a Steinway

the things that

money can’t buy . ..

come into your home

What docs childhood add up to—
idled vears or values stored in doing”
Pleasant hours at the Steinway teach
a child to do and be the master of
himself—not the slave of gadgets.
Steinway, the piano of concert artists,
can best awaken the average player
to the art in himself. The player and
the listener stir alike at its golden
voice, Made with the skill of years
and depreciating so little, the Steinway
actually is the least expensive of pianos.
The Steinway bought today is a treas-
USC=—ar ill\'l:l"[“l{'[“_

ure marked for

that pays dividends for years to come,

% STEINWAY

THE INSTRUMENT OF THE IMMORTALS

=
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s “The most ex-
: | “ﬂeﬂcah haustive and far-
L K TS] *! reaching chroni-
'E- :\1 L' . cle of Ameriean
: — music that T have

ever seen,"”
—Deems Taylor

kT CHASE

GiLt

AMERICA'S MUSIC

From the Pilgrims to the Present

By GILBERT CHASE. [wirodaction by
Dusglas Moore, Here ia the whole diversified
panorama of our music—irom Puritan psalms,
Indian tribal rhythms, WNegro spirituals, folk
songs and ballads, to ragtime and blues, jazs
and Broadway musicals, and important Amer-
ican experimenis in symphony and opera.
A work of prime importance to laymen
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By NICOLAS

l AVEL wrote his most famous piece

Bolere fortuitously, through a
curious congruence of circumstances.
Joachim Nin, the Cuban composer,
tells this story.

An ardent automobilist, Nin invited
Ravel to drive in his car from Paris
to San Juan de Luz, one day in June
1928. Ravel gladly accepted, and the
pair started off from Paris early in
the morning. Ravel smoked incessantly
his brand of strong cigarettes, much
to the annovance of Nin, who pre-
ferred milder brands. Almost casually
Ravel remarked that the Russian
dancer Ida Rubinstein, commissionad
him to orchestrate [beria by Albéniz,
“But it is impossible,” said Nin;
“Arbos has just completed an or-
chestration of the same suite for La
Argentina.” “No matter,” Ravel ob-
gerved imperturbably: “It
much amuse me to do this work, and
besides Tda will pay me munificently,
and | need monev.”

When they reached San Juan de
Luz, Nin telephoned to the publishers
of Albéniz in Paris, who assured Nin
that exclusive rights were indeed
granted to Arhos for the orchestra-
tion. When Nin reported this con.
versation to Ravel, he became greatly
agitated, and declared that he would
go back to Paris on the very next
?rnin. Nin took Ravel to the station
Just in time to make the train. ||_g|_d s
lt_alu'el jumped into a compartment,
Nin handed him his baggage through
the window.

A few weeks later Nin received a
pn.ilv.':.n.l lf:rum Ravel saving that he
was writing a piece of his own for
I‘{_a Rubinstein; a very unusual work
with no modulation and no develap.
ment, just a continuous theme in Bon.-
stantly changing instrumentation. It
was the Bolero, When the
PUi’I'l"h"‘d Ravel sent a Copy to Nin
with the following inscription: “You
are partly responsible for the exist-

would

SCOTre was

SLONIMSKY

ence of this Bolero: without vour -
vidential intervention | would k;;'.f
put my soul into a useless archesy
Iinrr III \"I-e-'ll'i}!.h

Princess Meshtcherskaya wid|
Debussy that his La Mer was 4 work
of genius, “Genius?™ retorted [k
bussy, “Do vou know Borodia's sy
The Sea? There is genius! Mine i
imitation.” Borodin's song is indes
one of the most impressive music
scascapes, with waves rolling in te
left hand of the plano accompanimes:
the dramatically pats
rhythm creates the impression of s
inous danger, The implacable sea i

while SVTH

Horodin's poem submerges the =
with his young bride and their tress
ure, and rolls on ina |||I1F prane s

irl l|1|' Cor ]11l1i!!;: Fl;li_'f' r-i 1_!'“' fur]intE

l ID BEETHOVEN ever write
quintet in A major for 2 viclis
viola, double-bass and a singing he
The work is not histed in the
Beethoven rji.l.;--:'
bul we possess a description of &
“llli:'IIt- It seems that Beethoven we
staying with the family of & vioknst
named Meholy, whose eousin ;‘iﬂV:
the double-bass and whose daughier
played the viola. One day they had
visitor, Count "Q'I]].{f;_[rmmh As be
mounted the stairs of the palats
Meholy residence, he heard the sounds
of a strange but beautiful instrumest
He directed his sleps towards !

music, and found a little boy ldng
o

comh ?

most complete

under the stairway. playing

He told Beethoven ahout 10¢

i

{ 1'"!!'.
boy and his comb. Beethoven be
interested and  decided to \\T”f_ i
quintet for comb solo and 4 stne
instruments. The score was discover®
by Professor Gibtsnicht of the Us*
versity of St. Alles in Schwindel. To
{Continned on Page 7)
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German name of the professor maybe
freely translated as “ain’t got it” and
the place in which his university is
located means Swindle. Professor
Gibtnicht's article was published in
the April First issue of a German
magagine,

The celebrated Barcarolle from
Offenbach’s “Tales of Hoffmann" was
not written for this operetta. The
melody served originally for a ballet
number called Goblin's Song in Offen.
bach's earlier work, **Die Rheinnixen™
(*The Fairies of the Rhine”) pro-
duced in Vienna in 1864, Bad luck
seemed to haunt this production. Of-
fenbach was engaged to conduct, but
at the last moment he suffered an
acute attack of the gout, and a sub-
stitute conductor had to be found.
As a result, the production was un-
successful, The Goblin’s Song was
heard again in Vienna when the Ring
Theater produced the “Tales of Hoff-
mann” in 1881, But after the second
performance of the operetta, the thea-
ter burned to its foundation. After
this dire coincidence, no Vienna thea-
ter risked to stage the ill-starred work
for a quarter of a century. It was a
fine act of vengeance on the part of
the offended goblin whose melody was
made to accompany not ghostly ap-
paritions but Venetian gondolas,

For the first performance of
Glinka's opera “Russlan and Lud-
milla® a secondary female part was
given o a young soprano named
Schifferdecker who changed her name
for the occasion to the more melli.
fluous sounding appellation Lilyeva.
In one scene she was supposed to
express passion by exclaiming “Oh!”
at the sight of her beloved. She sang
this “oh™ without any appropriate
emotion at the rehearsals, and Glinka
was in despair. As she was about 1o
tackle the scene once more, he sneaked
behind her and at the proper moment
pinched her as hard as he could. “Oh!
Oh! Oh!" exclaimed the girl. “Per-
fect!” said Glinka. “Do it exactly
like this at the performance, and you
will produce a great impression.”

Vietor Hugo attended a perform-
ance of “Rigoletto.” “What did you
think of the quartet?” asked Verdi,
“Fine,” replied Hugo, “but if you in-
sist on having four people speak all
at once, | would write something bet-
ter than the lines given to vour
quartet.”
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A Selected List of Noted Piano Publications!

YOUR MOZART BOOK
Selected and Fingered by GUY MAIER

These compositions, printed in their original text or in first editions
opproved by Mozart, include selections from favorite shorter and lighter
works, Dr. Moier has added fingering and suggestions for executing
embellishments—and discloses the sublle technigues necessary for o faith-
ful Interpretation of Mozort . .....cccoivvsriiranssarsansis 1.50

Your Mozart Records on Two 10" Long Playing Records
Guy Maier has recorded the selections from YOUR MOZART BOCK. The
non-player will be richly rewarded—Maier shows how Mozart should be
oy, r i e R e R R e s s T eocl TecDrd
MOZART: SONATA IN B FLAT MAJOR (K.570) With Introduction

and Fingering by GUY MAIER

Dr. Maoier makes this beautiful sonata avoilable for the first time in o
single Americon edition and adds pertinent comment. ..... e e

NOTE SPELLING GAME

—Received enthusiastically by teachers—
A simple yet fascinating music game for all ages.
Teaches the beginner note reading and the

i T o A e e e L e P
THE MICHAEL AARON PIANO COURSE
|A Partial Listing)
MICHAEL AARON PIANO PRIMER . .........c0vueininnnnsnnn .40
MICHAEL AARON PIANO COURSE Grades 1-2.3-4-5 . ......each 1.25

NINE GOLDEN KEYS TO EASY READING

by HAZEL COBB
A new approach to note reading! Immediately establishes the plocement
of nine sirategic keys—the five C's and four G's. Reading is facilitated
by further reloting these keys to oll other notes. .............. .75
DO IT YOURSELF ON THE NINE GOLDEN KEYS TO EASY READING
by HAZEL COBB & EUGENIA ROBINSON
Cutstanding new supplementary material to the original volume .., .75

DAVID CARR GLOVER, Jr,
TIP TOP TUNES (Books 1-2-3)

More hours of fun and practical teaching in these collections of original
piano solos. Each book is carefully groded, each piano solo is ideal for
enfoyment and sludy, L oL sl i e e e e e each book .75

BOOGIE WOOGIE SCHOOL DAYS

An elementary piane folio with five etudes in bright and bouncy style.
1. Getting Up Boogie 2. Off To School Boogie 3. Lunch Time Boogie
4, Going Home Bcogie 5. Friday Night Boogie ......complete .75

THREE CHORDS IN THREE KEYS by ERIC STEINER

Play familior melodies occompanied by the three principal chords of
C-major, F-major and G-major. Encourages early study of hermony and
Frovrpaslion 5 iy e T e et Sl sl i [ e i 75

INTERVAL PLAY by RALPH HEIDSIEK

Designed to create greater familiarity with all the intervals found in music.
100 short pieces offering the young pianist an opportunity to ploy enjoy-
able music while learning the size and “feel” of all intervals from the
minor second to the octave. 1.00

Marvin Kahn's Tﬁloty .vuptu / Gn 2 500!.1}

Teaches the piano student the rudiments of harmony and their application.
Stresses chords and chord progressions, keyboard harmony drills and
ear training.

Book |—Beginners Grade Level 65¢
Book ll—Intermediate Grade Level 1.00
Send jor FREE Pigno Catalog

MILLS MUSIC, INC.

1619 Broadway, MNew York 19, M. Y




CONN
"MINUET"

The conN "MINUET”

offers new epportunities for Family Fun

No other instrument is so easy for every member of the .‘-.11111]).' to
play . . . none offers such great opportunity for family fun
and self expression. Anyone can learn simple tunes in less than
15 minutes . . . start playing with borh bands immediately!
Yes, and this wonderful Conn spinet organ is edsy fo own, too
. . » because it costs little more than a fine piano. See your
Conn organ dealer for private demonstration lesson, \:.'ithout
obligation. You'll have the musical thrill of your life!

WRITE FOR
MNEW, FREE LITERATURE
Ger new brochure on “"MIN-
UET™ plus helpful booklet,
1 i “"How to Choose an Organ.”
| Mail coupon or postal feday!

C. G. CONMN LTD., ORGAN DIVISION .

Department 156, Elkhart, Indiana =
Send "MINUET" brochure and “"How to *
Choose an Organ’ bookler . . . bord FREE.
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World of
Music

The Concert Artists Guild
unanimously adopted a motion stipulat.
ing that each concert of the organizatiog
musgt include at least one Cothpositiog
by a contemporary composer ”"i'ir-éh
stimulate other organizations to adep
a similar policy, the Guild has therehy
expressed its interest in the canse gof
futhering the music of living Americans
according to Guild President, Mme,
Simon Barere.

Paul Hindemith, who celebrated his
60th birthday last November, is com.
pOSIDE & New opera “Harmony aof the
1 r||l.r':-d'“ based on his own !-J-.'r-!lr.
and planned for completion this year,

The American b L njlihun\ Uy
rhl‘!trﬂ I.I'Fl.““l' il.l- .|u_1r|1r-: a.!ug,.-p
study grants to conductors Franz Biba
City Symphony Orchestra of New York
Donald Johanos, Aloona and Jehss
town Symphonies; and Jame: Rober

on, Wichita Kansas Symphony, A
£49.500 Rockerfeller Foundation

will be shared by the three winpers

three vears of studvy in America o
abroad

The HRoval Danish Ballet of |
|--I||.-.|;;-r| will wisit the United S
for the frst time this Septembe
company of 90, plus orchestra

perform  at  the Metropalitar

Houyse and tour the East
James P,

1t and leacher of Lhe lale |

Johnson, [amous

pran i
Fats) Waller, died in Queens. Ne
11.-III!'. m \'-'P'II Iﬂ".‘_ ”r was 6]
old

The William and Mary Callege (-
era Workshop is presenting this s
Well™ O

(Continued on Page 45

son Louis Mennini's

THE COVER THIS MONTH

A number of the leading recard oo
i

panies have jssued special rece £

of various works of Mosart @
memoration of the two hundredtl
versary of the master’s birth, Janus

27, 1756. ETUDE conceived the
of presenting on its cover for Jamu

a montage in color consisting ol ja
of these and other Mozart records
with & most novel and eflectiv

ETUDE acknowledges the courtesy
I'|.| !'-.',l...a, ng companses wilch ki
.:r.m:r-ql permission fo re ‘-‘-l"'-
ackets from their catalogs: Bart
Records: Columbia Records; Lond
H-'n'--rd-, |‘.1 'ﬁll'r-l.f'n “" T
ration : RCA Victor Divisior

poration of America; Vox Productions

Tme

Inc., Westminster Recording Co

a keen analysis
of Mozart's abilit}'
as a keyboard

artist

by NATHAN BRODER

Corner of room
in Mozarteum in Solrburg,
showing spinet
on which Morort composed

“The Magic Flute.”

What Was Mozart’s Playing Like?

OR MOST of the thirty-six years that Mozart was

granted on this earth he was active as a virtnoso on
keyboard instruments. The wonder that he aroused on
his tours as a child prodigy was caused as much by
his playing as by his composing and improvising,
During the years he spent in Vienna he gave concerts
frequently, and was considered by many musicians and
connoisseurs to be the greatest performer they had
heard. All this is well known. What is perhaps less
well known is: what kind of instruments did he prefer
to play on, what were the characteristic qualities of
his playing, and how much can we tell from the printed
editions of his works about how he played them?

The favorite household instrument in Central Europe
during much of Mozart’s lifetime was the clavichord.
We know that there was always one in his home, that
he liked to play on it, and that he used it a great
deal in composing. Now the clavichord is unsuitable
for playing in public, because its tone is so small
end thin that it can scarcely be heard at the other
end of a large room. But within its limited range of
dynamics—which does not exceed a mezzo-forte ac-
cording to modern standards—it is capable of many
gradations of tone. An expert player can articulate
phrasing very clearly on it, and above all he can make
it sing expressively, These qualities—a singing tone,
varied phrasing, and puance in dynamics—were in.
grained in Mozart’s style of playing from his child-
I'lﬂl[i OI.

It was the harpsichord that was used for public
performance during most of that period, We are not
accustomed to regard the harpsichord as a powerful
instrument. But it must be remembered that keyboard
recitals in those days were not given in places the

size of Carnegie Hall. They were usually held in rooms
that could accommodate at most a few hundred people.
And while a harpsichord was present in every opera
house, it was never used there as a solo instrument
but only to accompany recitatives. There can be little
doubt that Mozart’s earliest keyboard concertos and
chamber music with clavier were written for the harpsi-
chord.

While harpsichords were available everywhere, they
soon began to face stiff competition from the newly
developing piano. Mozart encountered the piano early
in his career, and when he was twenty-one he wrote
home from Augsburg a famous letter enthusiastically
describing the pianos made by Johann Andreas Stein in
that city. When he moved to Vienna and bought his own
instrument, however, he chose not a Stein but a piano
made by the Viennese manufacturer Anton Walter,
After Mozart died his widow took good care of it.
Towards the end of her life she gave it to their son,
and in 1856, for the hundredth anniversary of Mozart's
birth, the son presented it to the Mozart Museum in Salz-
burg, where it still may be seen today. Since it was
on this piano that he played in most of the concerts
that he gave in Vienna, let us take a closer look at it

It is a beawtifully shaped grand, with a keyboard
of five octaves, from FF to " (counting middle C
as ¢’). As was often done in those days, the keys
that would be white on modern pianos are black and
the black ones white. There are two knee-pedals for
lifting the dampers, and a manual device that has
something of the effect of a modern “soft-pedal.”
The hammers are covered not with felt but with leather.
Vith the constant use that Mozart made of the instru.
ment, the leather wore out and (Continued on Page 42)
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the music
of America

For more than forty years the members of
the American Society of Composers, Authors
and Publishers have supplied our nation’s
tremendous entertainment world with its
basic ingredient—the music of America.
An ASCAP license grants the commercial user
of music the right to perform the Society’s entire
repertory in one complete package. The top tunes
of television, radio and records, tomorrow's
song hits, yesterday's favorites, hits
from Broadway and Hollywood, as
well as the best in the field of classical
and religious music are always
available through an
ASCAP license.

The A
® American Society of Composers, Authors and Publishers

575 Madison Avenue, New York 22, N.Y.
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N GREAT WORKS of art. whether in paint, stone, or sound, contrast
plays so vital and varied a part that it is all the more remarkable
how often its presence is taken for ;Lrantr:d or else almost ignrlrﬁ‘ll.
In music especially il repays detailed study, for in some ways its
possibilities are greatest in an art that exists in time and not in space.
Contrast in music may lie in form or in harmony, in tone-colour or in
rhythm, it may be gradual or sharply defined. limited to a single piece
or movement, or even dt'pcmlcul for its effect on the subtle relation
which a whole work may bear to another. The last is, broadly speaking,
only an extension of the other kinds on a large scale, so let us glance
at a few examples of these others hefore considering this special form
of contrast as it evolved in Mozart’s hands.

Here an analogy from painting may be of assistance. Put Brueghel's
landscape “Summer™ {one of his “Four Seasons™) beside Rembrandt’s
“Night Patch™. It needs no expert knowledge of art to appreciate how
easily and subtly Brueghel leads the eve gradually from the bright

Creative Contrast

foreground of peasants away over fields and vallevs with their softer
colouring, to the almost unreal blueness of the mountains and rivers
merging with the far horizon. There are no bold stages between the
distant background and the foreground. Rembrandi, working on a
comparatively shallow plane, delights the eve by a series of sudden
plunges from darkness and shadow into brilliant light, across the whole
canvas, With its easy transitions from powerful chords to pearly scale-
passages, ils clever gradations of mood and rhythm, Chopin’s “Bar-
carolle” may be compared to Brueghel's landscape. But when Havdn,
in his greal E-flat Sonata (No. 521, ends the first movemen! on sonorous
chords and fiery progressions, and then follows with an Adagio in the
sweetness of an unrelated E major, he is exploiting a technique similar
to Rembrandt’s. So too does Beethoven all through the first movement
of his Pianoforte Sonata in D minor.,

In Mozart the iridescent ebb and flow of the Rondo in A minor for
clavier is truly Brueghelesque, but the slow movement of the Violin
Sonata in B-flat (K. 454) is full of violent transition in Rembrandt's
manner, in which rhythm and key, light and shadow alternate power-
fully, as after the double bar where F minor rises from a pause on
B-flat. Plainly. in their instinctive feeling for this and other kinds of
contrast, Mozart and Haydn owed much to the generation of composers
who had rebelled against the domination of fugal uniformity and
developed first-movement form, which i= based essentially on the
sefting-off of two groups of contrasting themes. Two far-reaching
conventions sprang from this artistic revolution. The various move-
ments required contrast among themselves—even more than had the
sections of the older suite form—and since sonatas and even sym-
phonies were very often written in groups of six, for reasons of
patronage and publicity, one was often (Continued on Page 56)

(A new book, “Mozart in Retrospect,” by A. Hyatt King, has just been
published by Oxford University Press, Inc. A review of this work will appear
in a later issue of ETUDE. Meanwhile through the courtesy of the publisher,
ETUDE is privileged to reprint here a very interesting and revealing chapter
from the book. The author, A. Hyatt King, in 1953 was elected to member-
ship in the Zentralinstitut fir Mozartforschung in Sal:burg.—FEd. note)
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A number of Mozart's
works are considered
as regards their
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by A. Hyatt King




the
Mozart Bicentennial

?l“'["! OBSERVE the bicentennial of
A Mozart's birth, most of America’s
outstanding symphony orchestras are
offering this season special perform-
ances of Mozart’s choral and orches-
tral works. A listing below indicates
at random the number and scope of
such works which have already been
or shall be played be-
fore summer. As one
might anticipate, Sym-
phonies Nos. 40 and 41
are the favorites with
rnlliillrhll.-|'~.='lj-u||t‘r1-,
but the North Carolina
_"'-li\lllpilr-n\ has chosen
to play the relatively
rare one-movement
work in G (K. 318),
and the Chicago Sym-
phony Numbers 20 and
34. Besides the |If-|ILJ.L"II
Sinfonia Concertante in
E-flat, for Violin and
Viola, a Sinfonia Con-
certante for Violin, Vi-
ola and Cello, hitherto
neglected, has been res-
cued from oblivion by
violist William Lincer
of the New York Phil-
harmonic and played
by that orchestra dur-
ing the current season.

Under the auspices
of the Southern Cali-
fornia Chamber Soci-
ety, West Coast listeners will have an
opportunity to hear the Serenade for
13 Winds (K. 361), Divertimento
(K. 287), Horn Quintet (K. 407),
Clarinet Trie (K. 498). Piano Trio
(K. 548), Sonata for Cello and Bas-
goon (K. 292), Violin and Piano
Sonata (K. 526), Piano Sonata (K.
276) and the Cantata “Dir, Seele des
Weltalls.” One work is being played

12

Bernhard Paumgartner conducting the
at Schless Klessheim for Epic recer

a partial listing of programs

honoring this event for the coming vyear

at each of a series of scheduled
concerts.
At least six piano concerlos, includ-

ing the two-piano concerto in E-flat
(K. 365). and the Rondo for Piano
and Orchestra (K. 382), are being
lpf_'rfr:r"l('d by American orchestras
this season,

Representative choral works em.
brace the Mass in C Minor, the
Requiem and the cantata “Dir, Seele
des Weltalls.” Two concert arias for
\-u_ic-r and orchestra (K. 418) and
(K. 217), three concert versions of
“Cosi fan tutte,” and one of “Figaro,”
plus two concert performances of ex.

cerpts from “King Tl os,"”
scheduled. . e

Various divertimenti, string quar
tets and quintets highlighted ,ll‘-.___
vember Mozart festival st Pom na
College, California, sparked by the
Vegh Quartel.

Here follows a partial listing
Mozart performances gleaned
Etude’s random |u.|] of Amencar
svmphony  orchestras,
Baltimaore Symphony

Symphony N
“Jupiter”
Piano Concerto in |
fat (K. 271)
Sinfonia  Concertante
in E fat (K. 364)
Boston Symphony
."\\rrlp|:n|n No. 40, G
IMAnoT
Sinfonia  Concertanie
for Oboe,
Horn and Bassoon
Masonic Funeral Mu-
sic (K. 477

“Eine Kleine Nachi-
mus=ik” (K. 525}

Chicago Symphony

Liannet,

Symphonies No. 29,

34 and 41

Piano Concerto in C
I1|;1int (K. 503}
Violin Concerto No. 5
in A major (K. 219
Sinfonia Concertanie
in E flat (K. 364)

“"Camerata Acodenica” orchestra Mass in C Minor
ding session of Morart works.

Cincinnats Orchestra

".‘\Ilipilun\ No. 40, G minor

Piano Concerto in D major, “Corv-

nation”

Sinfonia Concertante in E flat (K. 364)

‘1""" in ‘I'i!1llr

'_‘it.lrri.q_:r- of I:;‘s_.uu_‘ overiure

"Cosi fan tutte”

Cleveland

Symphonies No. 39, 40 and 41
(Continued on Page 30)
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A LEADING BARITONE OF METROPOLITAN OPERA COMPANY

gives advice on

CARING
" for the VOICE

from an interview with Cesare Siepi

as told to Rose Heylbut

MO DEVELOP and maintain the
voice is a life-long matter of good
care, based upon correct breathing,
correct emission, and intelligent use.
Both dctc]upuwm and use of the voice
depend largely upon well-chosen ex-
ercises. These exercises will, of
course, vary according to the type of
voice and the individual needs of the
individual throat; but the method of
projection is the same for all.

Let us consider some of the factors
which make for vocal care, In gen-
eral, it is not good to work more
than an hour at a time. From the
sheerly technical point of view, this
should be enough. The best way to
warm up the voice, before actual
singing, is to work at scales and
vocalises. In order that these may
I'it‘. SUNg 'h'ith _::m.d i'lijl'l'lEllH 3r|r[ a
good throat position, the singer should
possess a thorough mastery of the
five basic vowels—always being care-
ful that they are pure vowels, without
any suggestion of diphthongs, A good
and simple exercize consisls of sing-

Cesare Siepi at work studying one of his favorite réles.

ill-;__' LI” J‘]'I.l' vowels an one Lone ;,J,r|1|
on one breath—AH, AY, EE, OH,
OU—and then continuing this in an
upward direction throughout one's
middle register of range. [ the col-
umn of air sits freely on a diaphrag-
matic breath, and if all the vowels
are pure vowels, the throat is opened,
and the voice takes on proper focus.
Some vowel sounds come more easily
than others; in forming a vowel like
AY, for instance (as in able), great
care should be taken to prevent any
suspicion of an EE creeping in, like
a final tail. EE must be mastered, of
course, but only in its own right as
EE—never as a diphthong-addition to
AY, because this changes the position
of the throat within the sound and
harms tone.

In warming up the voice, any good
vocalise is helpful; published exer-
cises exist in abundance, and one can
always combine lones oneself, In wing-
ing them, however, it is good to avoid
extremities of range, Begin on a low
tone (but not your lowest) and sing
up to a high tone (but not your high-
est). Forming the attack on one's
higih'.-[ and one’s lowest tones 1= an
exercise in itself, and should not be
used for warming up.

When the voice is warm and flex.
ible, one can start singing solfeggios;
these exercises have the advantages
of vocalises, technically speaking, at
the same time that they introduce ele-
ments of legato, of melody, of ex-

® At left is picture of Cesare Siepl

in the réle of Don Giavanni

it

pression, and thus prepare the voice
for more advanced work. It is helpful,
| think, to |-1-_ui|| -iuuini__- ‘-'Il{l'g_}::'iﬂ-l on
an open vowel—AH or OH—rather
than on the more closed EE. I have a
distinct recollection of the value of
solfeggios! When | was singing in
church, once, | was called upon for
an Ave Maria within a few minutes
of the service itself, As 1 had none
readv and as there was no time to
get one, 1 put the words of the Ave
Maria to one of the solfeggios in Con-
cone, and the result was excellent!

Another useful point to remember
is that building and keeping the voice
gshould not involve freakish habits.
!‘ill’il‘r of Fin;:in;! or llf interval pro-
gression. Warming up the voice is a
preparatory malter—like warming up
an automobile t'hj;inl:: vou start vour
engine gradually, so do the same
\\iﬂl Your voice, K!’t"p conservalive
in what vou do!

After a while, then, the all-vowel
vocalises must be broadened to in-
clude the singing of words, and for
this one needs clear enunciation.
I have found that the development of
good singing-speech is mostly a mat-
ter of hard work. If there are no
speech impediments to be overcome,
enunciation is more psvchological
than muscular; vou hear the word in
your mind, clearly, and make up your
mind that it must come out clearly.
Here again, one avoids exaggerations.
Overemphasis of enunciation seems
artificial in sound while, vocally, it
can also (Continued on Page 46)
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THE TAPE RECORDER IN THE MUSIC ROOM

Suggestions for the use of recording equipment in the educational field

by WOLFGANG KUHN

{In presenting this article on tape
recording, it must be understood that
ETUDE is merely calling the reader’s
attention to the vast possibilities of
this medinm in the educational field.
ETUDE is entirely familiar with the de-
tails of the copyright laws pertaining to
the reproduction of copyrighted music
in whatever medium. It emphasizes the
fact that gccording to competent legal
opinion the “unauthorized use of copy-
righted musical campositions in connec:
tion with audio or visual reproducers
and prajectors would be in violation
of the exclusive rights which the law
granis to the copyright proprictor.”

Educators using tape recorders or
any type of andio-visual equipment are
advised to secure permission from the
copyright owner before making a repro-
duction of any copyrighted musical
composition.—Ed, Note)

ERHAPS one of the most versa-
tile and useful pieces of equip-
ment for the music teacker is the
magnelic tape recorder. It has been
developed within the last ten years,
and during that brief span of time
has made all other ways of recording
at home, in the studio or music room
more or less obsolete, Among its
many virtues are simplicity of opera-
tion, hdelity of reproduction, and eco-
nomical purchasing and operating
expense, No wonder then that music
teachers are using the tape recorder
as an instrument in their teaching.
Probably every serious music stu.
dent has at one time or another dur-
ing his professional training recorded
his performance. Taping a student's
performance is perhaps the most ob-
vious use that a teacher might find
for the tape recorder. After all, it is
Hilllplt ft!trugll to hold a mirror up to
the student in this fashion. and much
is to be gained from this experience.
However, a word of caution is in or-
der: Don't use the tape recorder to
show a student only the mistakes he
makes, Chances are that he is aware
of his mistakes anyway, and to have
them mirrored in the tape can be not

I4

only very frustrating but also down-
right discouraging. A teacher will
find much more constructive use for
his recorder than catching mistakes.

Record student progress. Une of
the most common uses is to record a
student when he is at the initial
stages of his work. It does not matter
if the student is a beginner or if he
is well on the way to becoming a mu-
sician, such a recording will provide
an objective basis of indicating where
the student now is, and what needs to
be done next. Having made the initial
tape and having used it for evaluating
the student, one should now file it for
the future. As the student progresses,
IN.'rihl'CIIH.h r!'l'HI‘{liI]‘,{h can IJI' Hillli"ll L
the tape, so that it becomes a record
of student progress for use by the
teacher, the student and his parents to
:‘-]'HH\ lllt' i|t‘\f‘]“|lrrll‘lll .'1.I'|li I-Tllgll"ﬂ-
made. Perhaps it should be pointed
out that it would seem unwise to com-
pare one student’s work with another
in this way. The nature of the tape is
such that being an intimate record, it
may be effective in motivating the in-
dividual student. A comparison, how-
ever, with other students solely on
the basis of a tape recording could he
quite devastating to the student. be-
cause many other factors which
f-hnuid be compared and considered
in :fl]("l'l a situation are here left out.

Some teachers record as a matter of
course every recital, performance, or
public concert of their students. This
is hoi;ljful. in many ways. It provides
an objective manner of evaluating the
performance. A tape made during a
public performance should perhaps
not be plaved back immediately after
the concert while both teacher and
pu||||.-=lnrf- still “krl\p-d up.” It is better
to wait until the following day
later, when the events of the
fnrfnnnw may be viewed again in
their proper E"'r?'].’t'i'[i\!‘_ The tape
may _lhon provide a most effective
learning situation for both
and pupils,

Let’s keep clearly in

or

per-

teacher

mind, how.

ever, that the recital or public per
formance is frequenty nol an ides]
time to catch a |brl'f|-l’r:||::mr that is
best for a permanent lm'nrdjng, Ts
b:gin with, a public performance riy
contain *li|ﬂ of te« FIFIirEU". lone qual-
ity, ensemble, elc. While these g
things of the moment during the co
cert and are tolerated by the aud
ence, 1t 15 quite another matter 1
have them perpetuated on the tape
Then, too, these minor things are fre.
quently exaggerated by the micn
|1hl-r|l' in such a way that they may

become very ulr!t'r'hllh_}l»lt— in a pes

manent recording., Another limiting
factor in recording the public per-
formance may be that since the first
lr|r|i}.5;lllditl of the soloist or the enser
ble is to the audience in the concen
hall, modifications of seating and
proper ]l]ill ement of mi rn|-i|- [
which are essential 1o [reserve
"Filli“-l‘l'l.l e” of the }-'rf--rnl_uu ® on tape
are frequently impossible to obts
Therefore, it would be wise if 2
permanent recording is desired

call for a special recording session

at '|'I-.|'Iil h time SOHTe ||]- E'u"'\-r Van
can bhe better controlled. It ie alo
advisable to record each select

several hmes |i||rin;_' this .F--qi_'-' A

sion, 2o that there is a choice p
as to which “take” is to be selecied
for preservation. Alse this will make

possible the splicing of a tape per-
formance and editing it to the bed
advantage. All of these techniques

which are possible with m
lape are, of course, widely used
COMmImer -;_!l [i-u'nl.!]:u_'-

Every rec ording engineer a

ducer can document these points fror
his own experience. Al the Univer:
sity of Hlinois, for instance, we wer
"“J-'-'IJ-!"L‘ in 1|1.1L|r1__' master lapes for
an ll" [Ih'u-i,l;_ﬂ ol a #i:;”.lir M=
F'r"‘il“ tion =cored for a large chorus
soloists, and a full orchestra. The
performance was under the direction
of a guest conductor whose services
would no longer be availabie
|f.‘=*nhnnru’ on ."a_.':r' i7)
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“In the steps ot Mozart”

A brief look at the master’s life and times as they affected

his creative output.

by S. GORDON JOSEPH

(“f_f‘i.F'E WINKLER is the place to go for a bird’s-eye view
A of Mozart’s life and times, This famous restaurant
stands on the Minchsherg hill at the west end of Salzburg.
Sitting at one of the tables on its open-air terrace, with
a cup of coffee at my elbow, 1 enjoyed that magnificent
pancrama of the city before me: and everywhere, a re-
minder of Mozart.

The street that begins right at the foot of the Ménchs-
berg, for example, and runs away due east, just a jumble
of roofs from my table—that’s the Getreide Gasse. And
there, under one of those roofs, in the house Number 9,
Mozart was born exactly two hundred years ago this
month. The great castle perched on the hill directly ahead
of me—that was the stronghold of the Archbishops of Salz-
burg in whose service Mozart laboured, underpaid and
unappreciated. Away to the right, with its back against
the rocky wall of the Monchsherg. the Festspielhaus
(Festival House) has been giving top-line performances
of Mozart's music ever since ils construction in 1925,
Mozart knew it as part of the palatial 17th century stables,
belonging to an age when the horses of the archbishop
were better housed than the ur-iirlar}' citizen.

Over to the left there, across the River Salzach, stands
the Mozart Hiuschen. It was in that little summer house
that the composer is said to have worked on “The Magic
Flute,” while in Vienna. Anyway, it has been transported
hundreds of miles from the capital to ils present place
in the Mirabell Gardens. And fronting the gardens along-
side the river, the Mozarteum—with its 3000 volume
library, its letters and notebooks—is a positive gold-mine
of information concerning the master and his work. In
fact you can hardly take a pace in Salzburg without fol-
lowing in the steps of Mozart. How little, too, the city has
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changed in its fundamental appearance, since the da)‘s
when the composer walked its sireets and squares,

A Mozart pilgrimage must begin at the beginning. So
I descended from the Cafée Winkler, by way of the eleva-
tor built inside the rock of the Ménchsberg, and soon
found myself in the medieval lane called the Getreide
Gasse. A coople of hundred yards or so up this narrow
sireet, with its medley of artistic shop-signs jutting right
out above the sidewalks, 1 came to Number 9, on the
right-hand side. The house faces a little cobbled square
which opens out towards that part of the street, thus
giving a chance to step back and take in the complete
view of Mozart’s first home. It was up there, on the third
floor, that a son was born to Leopold and Anna Maria
Mozart on 27 January 1756. This seventh child they called
Joannes Chrysostomus Wollgangus Theophilus: bul the
first two names got lost somewhere before Mozart died,
and the last name changed to its Latin equivalent—
Amadens.

The house on Getreide Gasse has now become a museum
of Mozartiana. Its first acquisitions were gifts—direct
from the hands of Mozart’s widow and sons. to the
Cathedral Music Society and Mozarteum. There is the
clavichord of year 1760, on which the very first sounds
of “The Magic Flute” and the “Requiem™ were heard.
And the Anton Walter hammerklavier of 1780, beloved
by the composer and used at all his concerts during the
last decade of his life, shares the third floor flat with
Mozart’s first violin. The piano figures among the draw-
ings on the wall—a family group with the young Woli-
gang seated al the keyboard; and there are other pictures
of his parents and relatives, besides a portrait of Mozart
at the age of six, when he (Continued on Page 40)
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CHORAL _DEPARTMENT

Music in the Church Service

HE CHOIRMASTER in a litur-

gical situation has at least one
major problem already solved for
him, namely, a problem which per-
petually confronts the average choral
director: “What type of music should
my group be cinging?” In the litur-
gical service, the selection of reper-
toire is predetermined to a large ex-
tent by the nature of the ritual. Even
though considerable latitude of choice
is admissible, the range of repertoire
is to a degree ciroumseribed by the
format of the service.

The choir director in the nonlitur-
gical church is more nearly on his
own. In the preceding article (see
ETUDE for December 1955} con-
sideration was given to some of the
factors bearing upon this problem.
Once the general frame of reference
is established as to quality and char-
acter of music proper to the individ-
ual church, the matter of choice of
specific items emerges as an impor-
tant part of the director’s joh, For
the typical nonliturgical church the
customary minimal skeleton of special
musical items may be indicated as
follows (in addition to the hymns,
which for the purpose of this discus-
gion are considered outside the frame
of “special” musical selections) ;

PRELUDE (usually organ, or pos-
sibly piano)

OFFERTORY (anthem or vocal
solo)

POSTLUDE (organ or pianc)

In most nonliturgical services the
offertory immediately precedes the
sermon. If some expansion of the
preceding scheme appears desirable,
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Part Two, Liturgical Elements

In the Nonliturgical Service

by GEORGE HOWERTON

the first step in that direction is usu-
ally somewhat as follows:

PRELUDE iorgan)

ANTHEM (separated from the Of.
fertory by scripture or prayers)

OFFERTORY (organ, vocal solo,
or a second anthem )

POSTLUDE

The two preceding schemes are
bare outlines for the typical service
which avoids any suggestion of litur-
gical clements. However, there is to
be noted a growing II‘II:!L‘!H'}' on the
part of nonliturgical churches to in-
corporate in their services certain
elements drawn from liturgical usage.
This brings up the problem of the
basic philosophy underlying the sery-
ice order of the particular church.
In some situations, the incorporation
of such elements would be entirely
out of order, especially when the
church in question adheres to a type
of belief in which stipulation is made
as to the position of music in the
service. It now and then happens that
a musician finds himself in such a
position, one which does not accord
with his own pattern of belief. In that
case il is not up to him to “remedy
the situation,” or “to improve the
n!u:a.i(;” If he cannot accommaodate
hm!.-s‘vlf to that form of belief and.
starting from it, raise the musical
standards as he works within the
framf-w_nrk of the service, he should
find himself another position. one
more in keeping with his own tastes,
L}llf: thing is certain in the light of
frl::::“ifasp:;::“ilgig]i: rhe n- pursuing a

; orcibly attempts
to wrench the congregation into a

service format antithetical to innate
religious convictions,

Admittedly some of our more con
servative congregations would do well
to accord to music a place of greater
importance, It has been demonstrated
over and over again that an effective
use "{ p,i”li{ lllu"i:' I1ﬂ‘ |1T-.!'|| Mmany
hitherto uninterested persons into the
church program. Too many Protestast
ministers and congregations have
been remiss in this respect, having
ignored the power of music and its
nlllu"ﬂi to the human u|riril.

One of the most obvious and one
of the first of the Liturgical usages I«
be incorporated into the nonliturgicsl
service has been the employment of
the robed choir. “tlu-uph, N soime
of its elaborations, bordering now and
then even upon the bizarre, it occs
sionally strave far from the draight
liturgical path, nevertheless the rab-
ing of the choir has brought inf
many noncomformist services a wek
come element of dignity, As soon &
the robed choir is used, some changes
in musical usages will almost inev
tably eventuate. For instance, once
the choir has been robed. it is 2 log
cal step for the singers to march down
the aisle in orderly file and sing the
H[l-!'ll'ilng |',|1_|. mn as a prm'l‘iﬂl'ﬁ"—-
Similarly, at the conclusion of the
service, the choir can march oul sing-
ing the final hymn. At this point the
following elaboration of the service
is naturally suggested:

PRELUDE

CALL TO WORSHIP (sung in the

narthex, or vestibule, before the
entry of the choir and the sing
ing of the pr-rmiunal hymn,
or (Continued on Page 49
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Quintet of woodwinds and piano, School of Musie,

University of Southern California, Ralph E. Rush, coach.

ORCHESTRA DEPARTMENT

Are

Chamber Music Groups
Helping Your School
Orchestra?

A CHALLENGING QUESTION IS GIVEN A MOST HELPFUL DISCUSSION
by Ralph E. Rush

LL THROUGH the vyears when
A orchestras were being improved
and perfected, a parallel devel-
opment was taking place among the
best players of these orchestras. Be-
cause of the intimate and personal
contact with a special kind of music
known now as chamber music, the
lmt ].Q'TIUTITIEI'E hﬂ.\'e I].I“'B}'S fD'I:I.]'.Id
this type of music making their first
choice. From early Elizabethan days,
when one of the earmarks of an
English gentleman was the ability
to participate in music making for the
small room with a small group of
performers, to the present day when
young Americans find this form of
music just as delightful, chamber
music players, like speakers on a
panel, have found that each indi-
vidual must make his own contribu-
tion to the activity if it is to be
worthwhile for any of the group.
An introduction to chamber music
and small ensemble playing is one of
the surest ways to develop a good
orchestral performer. When one con-
siders the wealth of excellent chamber
music literature that the early clas-
sical masters as well as the later
Romantic and present-day composers
have made available to our generation
there seems to be all the more reason
“‘h}' the youth of today should be
encouraged to engage in this enjoy-
able type of activity, Aside from the
excitement and pleasure of partici-
pation of such a choice hobby, there
is great musical and cultural value
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in the experience. If only more school
orchestra directors had participated
in this past-time during their student
days, how much more eager they
might be to make this a part of the
weekly musical fare of their voung
charges. Certainly these orchesira
teacher-conductors would have much
less concern about each player con.
tributing correctly to his group if
each young player were having small
ensemble experience as a part of his
orchestral training in school.

There is something about chamber
music that unites its followers in a
kind of world society of musical
amateurs. No matter whether it be
the artist performers from a famous
string quarter re-creating the beauties
of a Mozart opus, or a youthful group
of strings or winds struggling cheer-
fully through some student work,
everyone belongs to the society and
all share the common joy of making
music for themselves. There must he
much friendliness in the music made
by a few well blended instruments
playing together for no reason other
than sheer enjoyment and apparently
under no leadership except that of
the composer himself. Chamber music
wears well, in fact it becomes more
and more altractive as one lives with
it. The true spirit and soul of good
music seems to become much more
real when devotion and understanding
of this form of music becomes a part
of any individual,

If parents and music teachers are
seriously interested in developing
school orchestras that will produce
musical results and give youthful
players a maximum of musical en.
joyment, then the encouragement of
chamber music groups within the
orchestra must certainly be consid-
ered in the planning.

For a period of better than twenty
vears while this writer was absorbed
in finding ways and means to develop
school orchestras, the use of small
ensemble groups to encourage growth
among the better players was found
to be exceedingly helpful. It should
be of more than passing interest to
note that the first small orchestras
in Europe were chamber orchestras,
and there is some basis for the belief
that the hrst orchestras grew from
string ensembles. On the other hand
it is important to remember that the
wind chamber music groups grew
from the orchestra, since the desire
of wind players to emulate their string
ensemble playing colleagues was =o
strong.

During the sixteenth century many
compositions appeared in Italy by the
name of “Sonata da Camera™ which
meant that this music was to be played
rather than sung and was intended
for performance in the chamber or
small room of a roval court rather
than for the church. In Italy, Eng-
land and Spain this form of music
had its early beginnings and develop-
ment. It is (Continued on Page 39)
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Dimitri Mitropoulos and James Fassett outiide of Camegie Hall

of seventeen rcf{fﬁrrrm hirds

]
B

“w”,r h'f}r.a' m"w!.f! fu'.x‘ .w.'ff‘;.'ﬁ' f'r,w.f‘,hn,q;'.f.-",w,'

RADIO-TELEVISION

RADIO EXPERIMENT proves its won
this month, as James Fassett's “Sym
phony of the Birds"™ is issued in re

Now, the man who has been CBS Radio Mus

orded form. I .
Ii;."r“lnr for twelve years and commentator for the New York
irec ) )

. - i as Or ®1X Years will get wid
Philharmonic-Symphony broadcasts f :
i i'illll.[lu-l'i,

scale recognition as i . B |
i musical training,” Fassett admits. His

“I*'ve never had any b the hel : :
—— . ith the help notl o musicians
emergence as a coMposer Comes b p o ; g

but of ornithologists .
I .recorded the calls of a variely of birds, And indirecth

for the rn]lillu-illl-lll was a friend, COMNpHISET Louis
“When I played for him some of my early sound
‘.J“__" recounts I‘,|-u-r|1, ”hr' w1

at Cormell University, where he studied

and tape

|'|--Imu-i]:|||~

Gruenberg. :

experiments with bird

delichted and said, s1f onlv |1 had had these recordings when |

uun. writing the operas ‘Emperor Jones' and ‘Green Mansions
=

—1 certainly would have |||-'urill-|:.l|r'-| them into my -,url'_:k
cenes. 1 wonder,” he turned to me and asked, ‘whether it would

[nee ||1|.-r'-;|1<la- to write a musical composition out of bird calls?

Well, now I've given Louis my answer 3

The response to the work, an --11'\|'||-||:z||uh pnw-- ulled from
the calls of seventeen different birds which was played on an
intermission of the Philharmonic last Spring, "is just mon
evidence,” he says, “that the public is interested i and enjovs
After the hroadeast of the H.-::_u"-- !

experiments in sound.”
) out of 100 expressing

he received eight thousand letters,
hulw" that the work would be red orded. Three choreographers
too, have discussed the possibility of creating a bird ballet 1
this music.

How did he make his singing symphony with su h hirds as
the winter wren, the pie-billed grebe, eastern meadowlark, red
winged blackbird, wood thruosh and her
thrush? “What gave me many of the melodies—some weird a

a4

I-Ll.llfll“l

slrange. others of unearthly beautv,” he recounts, “was pla
the Ii'll"t"Tl"l"lF]P*l calls at slower than normal speeds Notes
which are normally too high and too rapid for the human ¢

to perceive emerged as a dazzling series of triads and runs 2
the tapes were playe
In fact, so lilking st

work of the lrumpete swan and plarmigan, in the middle

arpeggios, m a varely ol keyvs when

two. four and finalls r'1:_'|'LI tumes slower

ment { “the buffo. or comical, section™ ), that one record
pany wants to release it "'l"”":"l"‘ a= a mambo tune

“l guess it's the swan rendering not only trumpel
but doubling on the trombones and tuba. sometimes
with himself, that proves intriguing,” Fassett speculates

In three movements, the symphony based as »

on the classical symphonic form. begins witl

intreduction built entirely on & (Conlinue:

James Fassett discourses on the subject of interviews

which he has produced from the recorded calls

by ALBERT J. ELIAS
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contestants vs.

BAND DEPARTMENT

musicians

In preparing for contests many problems must be
solved if the band is to achieve a satisfactory rating

-
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LA e L S 2

Awaord winning band of Joliet (Ilinois) TownshipHigh School, Bruce H. Houseknecht, conductor.

by WILLIAM D. REVELLI

Within a few weeks, thou-
sands of school hands will begin their
preparation for the annual band con-
tests which for many vyears have be-
come an integral force in the develop-
ment an[i progress of our school
hands.

JParticipation in these events
has come to be recognized as one of
the most worthy and enjovable activi-
ties of the students’ entire musical
training. In their preparation for the
contests, the conductor and his bands-
men are confronted with many prob-
lems which must be studied and
.irrhz'{! 1[ l]':u: |_|a|1|! is to achieve a
satisfactory rabing and performance.

Tun often these l]n"'!ﬂ”i are
given insufficient attention and the
results are discouraging to all, The
conductor and his band would do
well to recognize the necessity for
giving time and consideration to the
following suggestions which are pre-
sented with the thought and hope
that they may prove helpful to all
participants of future conlests.

First Things First!!
f the conductor and his
-‘-lLIl!Prll“ will look upan the contest

as a program that is designed to eval-

etude—janvary 1956

uate their progress and standard ol
performance, then the contest will
serve its rightful function. However,
if they over-emphasize and place the
winning of a contest above that of
tfr‘r'f'!'rlpm,ﬁ the band, then the final
results are certain to be disappointing.

It is not only desirable, but
necessary that emphasis upon winning
never supplant the true purposes of
the band’s participation, namely, fo
pace the road to r“l.'f'l"‘”f"ﬂf'_‘r-- not to
defeat an apponent.

A nother important point for
consideration i= that of the funda-
mental training received by the stu-
dents, Too often, we find bands whose
training is so shallow and deficient
that contest participation is highly
undesirable.

Ji we will review the com-
plete instrumental program of the
high school bands whose records
ghow consistent first-division ratings,
we will discover that their grade and
juniur hi,‘!h school bands are alzo
consistent winners. Hence, the high
school band of these situations repre-
sents and reflects the excellent funda-
mental training achieved in their
grades and junior high schools,

0“1‘:1 the reverse situation
prevails: too much emphasis is de-
voled to the high school band’s activi-

ties and program. As a result, the
work at this level lacks firm founda.
tion. The students are deficient in
technical proficiency, and musician-
i-lliil. and in order to render even a
[airly satisfactory performance of the
contest selections, must rehearse them
for months prior to the contest date.
This is, of course, a fallacy and edu-
cationally unsound. If the high school
band program is to function efficiently
there must be sufficient and high
quality instruction in the grades, for
it is here that the future high school
bandsman acquires the skills and
basic musicianship which will serve
as his standard for the future.

Jt iz in the early years of his
training that the seed for the stu-
dent’s 1‘1:I'||l'u"|r=:|[~} is sown. If the
quality of instruction in the grades is
as it should be, he will receive a
thorough foundation in the elements
upon which he iz later to be tested
and evaluated. Yet, each year we find
numerous school bands whose fun-
damental training is obviously defi-
cient, attending contests only to dis-
cover that they have grossly neg.
lected those elements of musical per-
[ormance =0 necessary for a satis-
f'rl"!lli} ]'ltli:l'l;. To Ihi.‘.ﬁl‘ _4_‘|||r|||,]r'lnr,-'
| would urge Thr‘} fnrgr-i_"-tlw band
contests at (Continued on Page 59)

19




What kind of teacher was Bartok?
Here's an intimate appraisal by one
who studied with him for six years.

ELA BARTOK who lived and

died as one of the most signifi-
cant composers of the twentieth
century—and who felt his greatest
contribution to music was as pre-
server and annotator of the folk music
of several nationalities—made a liv-
ing practically all his life by teaching
the piano, In this respect he shared
the fate of Chopin, whom we know
and remember only as composer and
delicate performer of his own works,
but whose living depended on giving
piano lessons.

Since Bartok spent a greater part
of his lifetime, from his student days
until he died, in teaching the piano
there is considerable interest in what
kind of teacher he was, Although
I do not feel qualified to give a com-
plete answer to this complex subject,
since | studied with Baridék in the
Academy of Music in Budapest only
in the years 1909 to 1915, 1 can
report my 4‘\.|1f'ri:'11l'r- of those six
years., This belongs to the early phase
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Bélo Bartéh
with

his pupil
Ann Shenney

Barték [with
recording
|qq1pmln+|
collecting Turkish
folk music

in Asia Minor

of Bartok’s teaching in that Institute,
where he had started just two vears
previously (1907) and where he
taught until 1934, when he retired and
transferred his activities to the Hun-
garian Academy of Science, working
on his collections of folk songs, He
kept on teaching privately until he
left Hungary for America in 1940
and he did some teaching until he
died—working periodically with just
a few pupils. -
w}ﬂgl.lli]l:n;;:é f-!-.rﬂl;imfn few times i.rl

28, <3, 1934, 1990 { mostly his
own compositions) but mv most vivid
memory of him as a teacher is from
those six years, when for ten months
of the year 1 had two lessons a week
the most importanl moments of |||-.-
life during those years.

Though 1 was only twelve when I
began to study with him { the

= Voungs
est of i”“ 1'|ii"!‘i his 'I.\.'Il[l[-

| attitudes
and approach are still clearly etched

1 my memory, He was

3 |l'|1||r'|— [hl'
age of ll”nf' but already

prossessp

BARTOK  the teacher-

as | knew him

ERNO BALOGH

a greal repulation as the most re
spected and most controversial com-

poser in Hungary, who challenged the
critics and the public with his pro-
vocalive music,. All of his studests
:ulmir---l and loved him for his }.:r'-i_'
of which we were convinced, for his
profound LII'I\\INI!.."‘ of every phas
in music, for his gentle and kind
manners, for his unfailing logic, for
his convincing explanation of every
detail. He was just and fair, but he
could not conceal his annovance with
his less giflted students.

The essence of his APPT o h as a
teacher was that he tanght musk
first and }-i.;:un. second, | mmaculate
musicianship was the most important
part of his guidance and influence
He clarified the structure of the ¢

pPosilions we pl ;-.u-.il_ the intentions
the composer. the basic elements ol
muswe  and ri.,. :'Ijl:i“:,.[_n krowl

edge of _r_.h|.|-!|-.'
”.- had unlimited i"'“':.l. » I
plain detailsof ( Cao on Pages

nlinped oR el
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FINE PIECE for late first year

players is Martha Beck's Skip to
My Lou, a snappy, laughing piece
with right hand short legato phrases
answered by two impudent left hand
staccato noles

If vou seek a simple, large-note,
first piece for a young boy get March
of the Cub Scouts by Louise Rebe—
guaranteed to interest all tough little
guys (and vou, too!) A little later
give the toughie William Haskins'
Rushin' Dance, letting him zip as
much as he can at the end of it

If you want other short, easy, ef-
fective dances, look up Milligan’s
limie the Jitterbug, a jivey hirst grade
twister: also Scarmolin’s Mexican
Dance, easy, fast, south-of-the-border
flavor,

I like Donato’s The Paint Box, a
colorful tone picture filled with rich
harmonies,

Margaret Wigham continues her
excellent contrapuntal pieces with a
new invention, Bachette—not hard,
and giving fine musical practice in
each hand. Highly recommended.

Two excellent ensemble pieces,
Charles Miller's VFirginia Square
Dance for two pianos four hands,
casy third year and extremely effec-
tive. Olive Dungan has written a
charming, lilting duet (one piano)
called Dancing on Skates—the kind
of piece which will make a big hit
if played by brother and sister, or
father and davghter. Needs little
technical skill or practice.

Seventy-seven Highlights

For my own beginner's (adoles-
cents) class 1 have found Denes
Agay's *77 Highlights of Familiar
Music” a fine solution of light, weekly
sight reading. I tell the students that
the only exam at the end of the sea-
son will be my choice of two or three
of the 77 selections of this book—all
good pieces for young people—Hot
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New Music

For the New Year

Comments on recently published material

by GUY MAIER

Time in the old Town, Buffalo (als,
Gymnopedie (Satie), Blow the Man
Down, Notturno ( Borodin ) —ete. This
means that fur the whole season the
student taking one or two pages per
week will have plun!}' of siglnt-rcm‘ling.
His parents will be pleased that he
can sit down and play so many pieces,
And as for me, I don’t need to listen
to them at every lesson, since the
assignment is a perpetual one. ( What
a reliefl not to need to worry about
one assignment!) . . . At our lesson
the student puts in his note hook (red
ink!} the pages or pieces he has read.
None may be omitted. All 77 must be
read and fluently played.

Don't neglect Berenice Bentley's
attractive “Happy Times™ book. It is
one of three of her finest products,
with beautiful appearance {all young-
sters love it)., warm, friendly titles
of 25 short pieces, { Heard a Bird in
the Lilac Tree, Silver Slippers, Three
Black Swans, One Misty Moisty Morn-
ing, It's Spring Again . . . The music,
like all of Miss Bentley’s, is just the
kind our imaginative youngsters need,

New Top-Notch Books For Fun

Cobh—"HAVE A GOOD TIME"—
Leeds . . . A dozen original pieces
for early grades complete with
words and even easy dance in-
structions. Why not try these pieces
with dances in your piano classes?

Nunez—**PIXIE TUNESHOP""—
Willis—Bright illustrations com-
plete this collection of pieces for
young beginners,

Kasschau —“CINDERELLA™ — Dis-
ney . . . Charming arrangements of
the top tunes from “Cinderella.”

Schaum—"“THE BOOGIE BOOK"—
Belwin . . . A swell collection of
second year boogie-woogie.

Bermont—“LET'S PLAY CAROLS”
—Musicord . . . Eighteen favorite
Christmas carols including two

duets made easy 1o play and sing,
Good for first vear.

Steiner—"JEWISH FOLK SONGS”
—Mills . . . Tasteful and musical
arrangements of some wonderful
Jewish folk melodies, One of Eric
Steiner's best hooks.

Steiner—*15 HUMOROUS PIANO
PIECES"—Belwin . . . Here is a
wealth of light music of the mas-
ters. You'll have fun with the three
Scherzos by the great “Three B's.”

Steiner—"“PLAY AND THINK"—
Belwin . . i Fifteen !flﬂrm COMpo-
sitions and arrangements with writ-
ten assignments to stimulate the
students” musical thinking and un.
derstanding.

Nevin—"TUNES YOU LIKE,” Book
I11—Schroeder and Gunther . . .
Third book in the fine series of
arrangements of traditional melo-
dies and folk songs.

Humperdinck — Bon — *HANSEL
AND GRETEL SUITE"—Boston

. An adaptation of a famous
opera with the music prepared for
piano solo. How about using this
with narrator at your next recital?

McGinley—"KEYS TO CHORDS"—
Shawnee . . . A book slressing read-
ing. keyboard harmony and practi-
cal music theory.

Oldenburg—*TIME FOR TUNES"—
Boston . . . The most complete zol-
lection of favorite melodies that
I've seen. Simplified and arranged
for the first vear pianist.

Levine—"MAGIC AT THE PIANO"
—Boston . . . A brand new first
year piano book that 'm sure will
be a hit.

Thompson—“EARLIEST PIANO
COURSE”, Parts | and I1—Willis
.+ « Designed to give the beginner
a thorough musical basis upon
which to grow. John Thompson,
still at his very best!

THE END
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BEETHOVEN STACCATO

I am trying to learn Beethoven's
Sonata Op. 2, No. 2, in A major, and
have come to that loud passage in the
Rondo which begins in chromatic
semitones in the right hand. What I
would like you to tell me about it is
how exactly to practice the sinccato.
1 know wrist staccaio should be used,
but how would you apply the force
necessary jur each note so that the
whole passage would sound strong,
even, and not [eeble? As | play it,
some notes sound strong, others weak,
and gl:m*rﬁ'ﬂy the whole tone u}' the
passage is harsh; so your expert ad-
vice would be very much appreciated.

fMiss) . M., New Zealand

The passage you mention must in-
deed be plaved loud. But not too
much so, for it should never become
heavy. If it lacks evenness it is likely
because of techmical deficiency and
shows you arc in need of acquiring
more finger equality and smoothness,
I recommend the “Exercises de
Tenues” by 1. Philipp. Practice them
daily for fifteen minutes or so, ob-
serving the instructions carefully
{ Heugel, and Marks).

This passage requires wrist aclion
combined with Airmness of the finger-
tips s0 as lo get a tone which is
neither harsh, nor mushy. Of course,
much depends upon which piane you
play on. The preceding can be modi-
fied one way or another, according
to the particular tone and action of
each instrument,

For practice: you ought to set, in
imagination, a cerlain tone volume
and quality which you want to obtain.
Then: experiment, again and again.
Try different pressures from the fore-
arm, different degrees of firmness in
the fingers and their articulations. At
one moment you will say: “This is
just right. This is the way!” And
thereafter you only will have to prac-

2

tice and consolidate.

Remember this word : experimenta-
tion. It is one of the most significant
in the matler of progress.

CONCERTD WITH DRGAN
| am an organist and pianist, and
I teach both instruments. My ques-
tion is this: at the next recital, one
of my plano students will play the
first movement of a Mozart Concerio,
It will take place in our chureh where
there is a fine organ. | have been
thinking of using it instead of a
second piano. Can this be done, or is
it considered as unacceptable?
fMrs.) H. E. W., New Hampshire

I have no difficulty in solving your
problem. for [ only have to remember
a memorable occasion which took
place in the spring of 1934 mt
Meudon, near Paris, France. That
night Marcel Dupré, the great organ-
ist and musician, who since October
1954 occupies the post of director
of the National Conservatory, gave
a program for the inauguration of
his remodeled and augmented organ,
which previously belonged to Alex-
andre Guilmant. The private concert
hall was filled with the elite of musical
Paris, and Dupré's daughter Mar-
guerite, a splendid pianist, was the
assisting artist. She performed Mo-
zart's A major Concerto, and her
father accompanied her at the organ.
It was a pure artistic delight. No one
who heard it will ever forget her
smooth, clear technic, and the deli-
cately colorful and exquisite back-
ground which the organ provided.
With Marcel Dupré at the console the
registration was a work of art that
r:)f.;}tf challenge the best orchestras.

I'herefore, I do not hesitate in
recommending to you and other or-
ganists the use of your instruments in
such a case. The tones of the organ,
though contrasting with the piano,

x

Teacher’s Roundtable

Maurice Dumesnil, Mus. Doc. discourses on staccato
playing, a Mozart Concerto and length of lessons.

blend in beautifully. And one moge
word. Do vou know the “Preluds
Fugue, and Varistion” by Césr
Franck? Originally written for the
same combination, it is one of the
loftiest compositions by the master,

LENGTH OF LESSONS

Do you believe a half-hour lesson
a week i3 sufficient? Do you find any
appreciable difference in the pianistic
achievement of students whe take one
hour versus those who take one halj.
hour? Would you say the progress of
the student is conditioned specially
by the amount of time spent prac.
ticing, and that a half-hour weekly
lesson is therefore sufficient?

{Sister) M. K. E., Mass,

Half-hour lessons are only good far
the early grades and voung childres
who could not concentrate any
longer. But starting about the fourth
grade and most decidedly, the full
hour lessons are preferable. In faz,
it is hardly possible to do anthing
with advanced students in a half
hour,

It would be difficult 1o make a def-
inite statement regarding  achieve
ments in connection with the length
of the lessans, for here as in so many
other things, the question of individ-
ual }:"iﬂ- in the ].‘H|'H“ enters for &
‘-‘lrﬁt‘ share, Humrul;r_ | 'h"llLl.I!i L
that generally speaking, the more tak
tion, the better.

From personal experience, | cm
assure you that often and in the case
of t"'El'l"jIT'Illl'.nll'_l. talented students,
even the full hour is too short. How
many times it happens that the clock
strikes right in the middle of some
involved problem of interpretation
requiring longer elaboration. Uver
time is the solution, but is it slwey
possible? Certainly not when b
schedule is heavy and must be kept
on the dot, )
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music in focus

Conductors’ Symposinm

N CO-OPERATION WITH the

American Symphony Orchestra
League and ASCAP, Eugene Or-
mandy for three days in October put
the Philadelphia Orchestra at the dis.
posal of “Out-of-town” conductors,
most of them from community or-
ganizations. Mr. Ormandy moreover
generously devoted his attention to an
evaluation of their directorial tech-
niques, which were on display during
the two fifteen-minute rehearsal ses-
sions allotted each conductor. While
no dazzling revolution of technique
could be expected of these brief en-
counters, surely the stimulation of
guiding a great orchestra, however
briefly, provided a moment of chal-
lenge sure to carry over in the local-
ities where these conductors normally
practice their art.

Perhaps the most instructive phase
of the Symposium, however, at least
to the general assembly of onlookers,
was revealed by the concluding panel
discussion, moderated by A, Walter
Kramer. Starting from a rather vague
discussion question, namely the ques-
tion of whether a significant Amer-
ican composer will emerge as a result
of community orchestra activilies,
panelists Eugene Ormandy, Howard
Hanson and Vincent Persichetti re-
sponded with wide variation from
their respective viewpoints,

Mr Ormandy was of the flat opin-
ion that a|rr:ur.|3.' there are greal com-
posers on the American scene, and
further, that the conductor’s duty
is 1o understand and play their works.
Certain works of Paul Creston and
Roy Harris seemed to him repre-
sentative of native greatness. Or-
mandy stipulated, however, that one
can only conduct works to which one
is personally sympathetic; for him,
to cite a negative example, Schoen-
berg is difficult to understand, because
Sehoenberg’s music appeals more to
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hy James B. Felton

his head than his heart: hence, the
rare performances of Schoenberg by
the Philadelphia Orchestra.

But dare we really look for some-
one resembling a Beethoven on our
continent? Howard Hanson thought
not, especially in view of the fact that
such global., divergent figures as
Schoenberg and Sibelius remain them-
selves controversial and unclassified
by the musical world to this day, The
main job, he felt. is not to fret about
spotlighting talent in America but
to create a climate in which talent
can germinate and bring itself to
full bloom. Talent will out, as it were,
and to hasten the job of forming an
atmosphere favorable to its budding,
conductors and composers must feel
themselves as part of the stream of
living music. The former should psy-
chically penetrate the notes of the
latter in order to grasp the composer's
ultimate message and project its
meaning to audiences,

Well then, if not today, will Amer-
ica have its Beethoven tomorrow?
Vincent Persichetti was optimistic
about that prospect in general, pro-
vided that American composers take
advantage of new creative techniques
and tools developed since the turn of
the century. From the early experi-
ments of Charles Ives through the
myriad of innovations that flourished
during the nineteen-twenties, music
was experiencing a process of dis-
solution, a cleansing of clichés, a
perpetual search for sonorous novelty
and new approaches to form. Without
denying the historical necessity for
an epoch of this character, Persichetti
was inclined to regard it as a transi-
tional one, a self-conscions cetting of
the stage for a rich culminating
period which should unfold during
the next 50 years in America. The
coming hall-century, now that such
phenomena as polytonality, the 12-
tone serial technique and certain neo-
classical procedures have been firmly

established, should free the composer
from the snags of formalization.
Young composers will synthesize the
technical genius of the past 30 years,
having assimilated with a certain
degree of spontaneity the elements
of divergent creative schools of
thought.

A pew and accessible orchestral
literature, Persichetti predicted, will
loom on the publisher’s horizon. Col-
lege and community organizations are
already creating a demand for new
works, particularly in the field of
band music. Musical fraternities,
opera workshops and philanthropic
foundations are asking for, and com-
missioning, new music. The contem-
porary composer is at last finding
a legitimate demand and desirable
market for his products throughout
the country. Persichetti hailed these
gigns of lively interest in new music
as the earmarks of a vigorous Amer-
ican culture which will summon com-
posers of stature into being. He went
further, in speculating on the pos-
sibility of a grand musical Renais-
sance, a period of vigorous crealive
fruition, in which the composer, con-
ductor, performer and listener will
all play decisive roles.

For lack of space, | shall have 1o
focus eritical commentary on one of
these viewpoints only, and it will be
Persichetti’s for his is the most pro-
vocative, and his reflects an aesthetic
attitude which is, 1 believe, gaining
support from a growing number of
native composers. This view is vigor-
ous, optimistic and eclectic—three
popular American traits. [t starts with
the frank if tacit admission that
America has had no Beethoven yet
Earlier American composers such as
Ives and Ruggles are considered
transitional  experimentalists who
have, so to speak, thrown themselves
across the barbed wire of stylistic
comfusion so that the clear-headed
composers of today and tomorrow
can go pouring through the breach.
The whole speclrum of lt!rhniqut-s
from pan-diatonicism to dodecaphoni-
cism is absorbed with as moch facility
as possible. One learns the mechanics
and devices of the established current
styles; s0 much iz a matter of rote:
creativity consists in the ability to
manipulate and inter-fuse these tech-
niques in terms of whole works.

It is unfair to lump composers to-
gether aesthetically—they are, and
correctly so, proud of their creative
individ- (Continued on Page 350)
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m INCE my teaching puts me in daily

touch with students of the pipe

organ. | am something of an expert on
what organ students talk about.

They talk about playing the organ.
And how they talk! They have devel-
oped a whole vocabulary of slang to
describe instruments, stops and stop
combinations,

They say of a certain stop that it is
“fat” or “tubby.” A brilhant reed
ensemble may be “hot”; another may
be “cold.” “Slush,” “juice™ and other
picturesque expressions are heard,

Some of them, if printed here,
would get this magazine barred from
the mails.

The reader will perhaps not think
me unregenerate if I say that this does
not distress me in the least. The great
thing about these students is that they
are tremendously in earnest, Right or
wrong. they uphold their convictions
with passionate vehemence. Which is
as it should be. G. B. Shaw once oh-
served that “sang-froid can be ac-
quired; earnestness is the gift of the
gods.”

Some of the liveliest discussions
are touched off by the recitals of
touring organists, in particular Euro-
pean virtuosos. To hear an “outsider,”
as the boys put it, performing fa.
miliar pieces such as the Bach Passa.
caglia, the D Minor Toceata and
Fugue, the Toccala in F, the chorale-
preludes or the three chorales of
Franck, on the instrument at which
they do their daily practicing, is often
a revelation to students.

They hear sounds which they did
not realize the familiar instrument
was capable of producing. Sometimes
the students find these new sounds
enchanting; at other times, just the
reverse,

A frequently heard objection from
the students concerns the Europeans’
choice of registration. Here we must
not overiook the fact (which | have
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Skull

Session
by Alexander McCurdy

privately verified with my colleagues
from abroad) that the visitor is fre-
quentl} leel astray |!n differences in
American and European organ-
building.

A French organist, for example,
who pu:«ht_'ﬁ or |.II:I.|-I=“- the Bourdon stop
of an American-built console is ilklh
to be surprised by what he hears. A
Bourdon in France is a lovely sound.
A Bourdon in this country is, in mosl
instances, what the students would
call a “dead” stop. A Cornet (mix-
ture) in France is a gorgeous solo
stop. With a few notable exceptions,
the domestic Cornet is neither a good
solo stop nor a good mixture. A Krum-
orn abroad, heard in an acoustically
“live” building, is “peaches and
cream,” as the students say. Some
Krumorns in this country, on the
other hand, are pretty “*Krummy."
(Two can play at the slang game,
bovs}.

Acoustic conditions abroad prob-
ably have something to do with the
phrasing used by foreign organisis,
which often perplexes listeners here,
When one is accustomed to playing in
a big, overreverberant church or
cathedral, one is likely to get in the
habit of clipping phrases off sharply,
otherwise the result will be an unintel-
ligible blur of sound. Autending a
service at the Cathedral of St. John
the Divine in New York will give some
idea of the problem involved,

'ﬂh- must admit that at times the
visiing organists seem to choose the
most acid sounds obtainable on our
domestic instruments. No only do
they clip phrases: they sometimes go
lo the opposite extreme of play ing so
I’!'Fﬂ.ll’l that listeners are exhausted at
the end of the piece. Being accustomed
to reverberant buildings abroad, they
are often cautious in their wyse of
L'rL‘:-{‘l‘lId:' and diminuendo: as a re.
sult their playing seems cold and
unexpressive. All of which furnishes

endless subject-matter for student de.
bate after the performance,

But the important thing is tha,
through the playing of the guest art
ists, students make the revolutionary
discovery that there is no one single
school of lhuught about ||hrn-'~i::;_'_
pedaling, registration and dynamics
which is “right,” all others thereby
being “wrong.”

One of the fascinating aspects of
pipe-organs and organ-playing is that
no two instruments are just alike. The
same instrument will nol sound the
same in two different buildings, =
has been repeatedly shown when is
stallations have been moved. The
same picce will not sound exaetly the
same when played on two different
instruments, even though the same
organist may be the performer.

For that matter, it is extremely un-
likely that any performer on am
instrument has ever plaved a piece in
exactly the same WY twice running

In the early davs of radio, program
managers got the bright idea that i
would simplify programming if they
timed all the major orchestral works.
Then, ]\'lluhin_;; the runming time of
Waork A. they could pair il with either
Work B or Waork C and still leave
time for the commercials,

Tht'} found to their dizmay that no
two conductors ever led a Beethoven
symphony, for example, at precisels
the same speed. Even the same oot
ductor would be |'|r|||~|i diﬂn"rtmh i
tli"f'rl‘lll [u'rf“rn]am'rc, “r -Iu_ﬂ'ﬁl'li!'i-
whose sense of pace was iahu!-)l:‘-
came as close as anvhody; even =
there would be a pere rptllrh‘ diffes-
ence in the ﬁl.ll!‘t'li at which be con
ducted the “Eroica™ on Monday xnd
on Tuesday.

I do not mean to suggest that !har.'!_
are no soch Ihill-_i[* as -.urhiar-l- ol
IH"T{'II mance: or that we should aban-
don all our prey jously-held convictiont
about a work (Continued on Page 491
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of last November's issue of

ETUDE was devoted to a dis-
cussion of the five easier double-stop
studies of Kreutzer. It is inviting
argument to suggest that some of
these studies are easier than others,
but, for the student who has not had
adequate preparation in double-stop
playing, such is the case. To put it
another way: While all the studies
are about equally difficult to play in
tune, the means by which this can be
accomplished are rather easier to
grasp in some of the studies; easier,
that is, for the inadequately prepared
student—of whom there are many.
Though why a student should be
lacking in double-stop technique when
he reaches Kreutzer is a mystery to
me, considering the excellent studies
that are available by Josephine Trott,
Hans Sitt, Eduard Herrmann, ete.

In preparing these notes I am work-
ing with the Theodore Presser edi-
tion, probably the best available at
the present time. The sequence of
the studies has, however, been rear-
ranged, which makes it necessary for
me to give the original number of
each study as comes under discussion.

Let us begin with No. 36, in F
major, (No. 33 in almost all other
editions), Here the chief matter for
discussion is the printed fingering.
The study was almost certainly con-
ceived as an exercise for training
the left hand to take a correct shape
in the lower positions; therefore the
easy fingering given in some few
editions, including Presser, tends to
weaken the value of the study.

The point at issue is the fingering
for the first note of the second meas-
ure, the last note of the third measure
and the first note of the fourth. All
these major thirds should be taken
with the fourth and third fingers.
Using the fourth and second is cer-
tainly easier but it defeats the main
purpose of the study. All similar

THE VIOLINISTS FORUM page
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Kreutzer Double-Stop Studies

Part 2

by Harold Berkley

pﬂmgeﬂ Sl:lﬂuld bE' Enger&d as ]I.E‘I.‘B
recommended. Furthermore, whenever
the 4-3 fingering avoids a shift, it
should be used—for example, in meas-
ures 7, 16 and 20,

The late Leopold Auer once said
that this was the best single study
ever written for the violin. When
one considers what it can do for
the student—training his left hand
to take a good shape, training his ear
to detect false intonation, and de-
veloping a firm, even bow stroke—
one is disposed to agree with Pro-
fessor Auer.

The “March™ study, No. 39 (most
editions have it as No. 35), is tech-
nically and musically the finest in
the book. A really good performance
of it indicates that the player has
accuracy, style, temperament, and
musicianship. It has its traps for
the unwary. Notice should be taken
of measure 5 and all similar meas-
ures. See Ex. A:

Ex.A % .=

L

The expression sign under the
quarter notes is not an accent, but a
crescendo sign indicating that the
stress must fall on the 2nd and 4th
beats. In other words, the bow should
increase its speed on the quarter note,
but must leave plenty of bow to be
taken on the dotted eighth and the
sixteenth, Another point that de-
mands attention is the exactness of
the dotted rhythms. See Ex. B:

Ex.B

That is to say, the group must be
based on a quadruplet and not on a
triplet. Basing a dotted rhythm on a
triplet is a very common fault even
with experienced players; so hoth
teacher and pupil must be on the
alert to avoid it in this study, where
the need for rhythmic vigor is in-
herent in the music,

Legato doublestops always de-
mand quickness and neatness of fin-
gering. No. 38 in A major (other
editions No. 39), is a first-rate study
for the development of these qualities,
and as an introduction to the tech-
nique of part-playing; i. e, the play-
ing of one melodic line more prom-
inently than another which is being
sounded simultaneously. This tech-
nique appears in its very simplest
form in this study, but nevertheless
it requires attention and thought.

The opening phrase (See Ex. C) is
a case in point. Obviously the legato

Ex.C & ;"" .ri:

]

¥

melody must sing, so the lower notes
must be subordinated to it. This can
be done by making each lower note
slightly shorter than the eighth it
accompanies. It should also be some-
what softer; that is, the bow pressure
should be slightly more on the upper
string than on the lower. In phrases
similar to Ex, D, the greater pressure
should be on the lower string. When

Ex.D .
Y'Y SV e s i— ), T

Sl S i [
practicing this study, the player
should be constantly asking himself
which line is the more important,
the upper or the lower.

No. 40 in F major (other editions
usually No. 41), is a remarkable
study in sustained double-stop and
chord playing. Mastery of it is an
absolute must in preparation for the
slow movements of the Bach Solo
Sonatas. And as material for develop-
ing a broad tone and style it is out-
standing. The player must be keenly
alert to see when two notes are to
be sustained or only one: in faet,
the whole study needs to be practiced
with the utmost care and attention.
Fortunately, all available editions
make it quite clear which notes

(Continued on Page 62)
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PIAND FOR TwD

A unigue collection of original
duets especially chosen for their
attractiveness. Several of these
are here made available for the
first time in many years. Con-
tents: Rigawdon (Chaminade), The
Cucken (Arensky), Carousel
Horses (Bizet), In all, eight 3rd
and 4th grade duets.

FOR ME AND MY PIAND, Bk. 2
“Packaged piano solos” contain-
ing such sure-fire hits as EIf and
the Fairy (Bentley), Chimes
Through the Mist (Frost), The
Arab Hersemen (Cobb), and At the
Lellipop Parade (King!

PIANO TEACHERS?® WHICH ©
WOULD YOU LIKE

SINGING KEYS, BK. 1
The first in a progressive series ~
of five books. This, the most pop- L

ular book of the series, contains i s
24 pigno solos. Happy Birthday,

Maoccasin Dance, In the Forest Tall | ==

and m:fs;.r Moan are but a iam- ’ 3
pling of the standard teaching JSSS o
pieces it contains. }_.'-"_-‘:-:'.‘_'

TWICE TOLD THEMES, BK. 1

Twao-piano music to feature at re-
citals or for added enjoyment at
the lesson. Second piano parts to
such well known solos as The
Guitar, Moon Mist and Avalanche
a5 well as originals for two pianos
such as Polka March and Camp- [
town Races—9 numbers in all.

F THESE BOOKS

REE =

PIAND PLAYTIME, BK. ]
The second in a revised gnd en-
larged series of three books.
This book covers the needs of the
early-intermediate student wilh
24 of the more recent best-seli-
ing solos. Improved sight reading,
technic, and development of style
are among the benefits of this

! hook.

HARMONIZING

A book containing enough about
keyboard harmony 1o help the
pupil harmonize songs of all sorts,
and, incidentally, give him the
rudiments of traditional harmony
It can be used as an introduction
to the formal study of harmony
or to help the teen-ager learn

BIG NOTE BODK

An excellent collection of easy
pieces—easy to play and easy ty
read because of the big noles
But, in spite of the big notes
there is nothing babyish aboyt
these pieces to offend the older
child's dignity

PROGRAM PIECES FOR THE
YOUNGER CHILD, BK. 2

One of a series of books contain-
ing pieces carefully selected for
the technical and emolional frasp
ol a particular age. Notes large
enough for easy reading and at-
tractive illustrations make this
book particularly aling to
children in the 5 10 9 age group

how to play popular music.

JUST FOR

ANY THREE ARE YOURS WITH OUR COMPLIMENTS rryine

Summy Subscription & ervice

e A Monthly Surprise Package of Brand New Music *

ACCLAIMED BY THOUSANDS OF
PIANO TEACHERS as the best way to
keep abreast of the latest in music
and teaching ideas, Summy Sub-
scription Service brings you each
month during the teaching season a
package containing:

+ 2 piano books [collections of pieces,
studies, etc.]

= 4 piane solos (3 attractive new
pieces plus one standing faveorite)

#* An informaftive bulletin about the
music and helpful suggestions on
teaching

# Qccasional articles by outstanding

authorities on subjects of special
interest to piano teachers

For You.-
A

Summy's answer 1o the feacher's
preblem eof kesaping abreas! of the
latest and best in planes muiic.
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5.5.5. ACTUALLY COSTS YOU NOTH-
ING. You pay only $1.89 per month
plus a small postage and handling
charge. You receive music with a
guaranteed retail value of $4.10. Sell
the books and solos and yvou earn a
profit of 1009, on vour small in-
vestment, in addition to receiving a
wealth of authoritative and inspira-
tional material.

ENTHUSIASTICALLY ENDORSED.
Summy files contain hundreds of en-
thusiastic letters from satisfied sub-
scribers. Typical excerpts: *“‘Best,
most economical method for keeping
abreast of new publications” ‘
“Don’t see how I ever taught with-

1 cLAYTON F. SUMMY cO.,

I 235 5. Wabash Ave.,

1 Chicogo 4, I,

l Send me the three books

1 l:‘]'.eu_-kurl,1and enroll me in

N !]-rumm_\' Subscription Service.
t 15 understood I may cancel

| my membership in S5.5 anv

1 Fllmr* but that the Bonus Books

i are mine to keep.

1

l NAME ________ ——n

: ADDRESS e

I ony

L

out the wonderful help of SS8.™
: “Can hardly wait for each
month's package to arrive.”

NO RISK OR OBLIGATION. Send no
money now, Simply indicate on the
coupon the three books of wour
choice. If you aren’t delighted with
the Surprise Package of New Music,
yvou may return it within 10 days
and be under no obligation what-
ever. Regardless of your decision,
the bonus books are yours to keep
with our compliments, just for try-
ing Summy Subscription Service
Under such a plan you have every-
thing to gain and nothing to lose by
sending in the coupon. Why not
today?

'--------------------—-------1

AS MY GIFT FOR TRYING
§.55. SEND ME THE
THREE BOOKS CHECKED

[ ] piene tor Tws Sor Mo ol Wy
D :':'lll'ﬂ Kays, Harman 1ng

; Twice Told Thame,
D Piana Floynms B 1

B 2 Fragram Freces bt
(] e More moet L 1 Fovmper G4

Andante W. A. MOZART 1758-1791
(from“Sonata No.1,” K. 279) lEdl'faa’ by Nathan Broder

Etude is very happy to bring to its readers one movement from the new, urtext edition of Mozarts Sonatas and Fantasies
prepared by Nathan Broder, a scholar and Mozart specialist. Forclaritys sake it should be mentioned hersthat dynamics
appearing without brackets or parentheses are Mozartsown as found in the autographor first printed edition; dynamics in
parentheses are found inthe first edition but are not Mozart’s; dynamics in brackets are Mr. Broder's suggestions in keeping
with the meaning of the musical text. This sonata was composed in 1774, when Mozart was 18 years old.
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Grade 8 Finale

| OB]GSte Aidai (from Symphony No.1)
GIUSEPPE V JOHANNES BRAHMS
¥ 1 ERD] Allegro moderato arr.by Denes Agay
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The Green Cathedral

] {1 nfa { ] [u]alal [ { (ulula]alui
GORDON JOHNSTONE OARL HAHN
Slow and swaying
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Lord and God treadsits hal-low'd sod, In the coolcalm peace of night.
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from At the Hammond Chord Organ” arr by J. M. Harnet
Copyright MCMXL1V by The John Church Company
Copyright 1553 by Theodore Presser Co.
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J.M. Cavanass
Slowly; tenderly

By the Waters of Minnetonka

THURLOW LIEURANCE
arr. by Anthony Candelori
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from "Highlights of Familiar Music” for accordion, arranged by Anthony Candelori
Copyright 1914 by Theodore Presser Co.
@cﬂl’!ﬁght 1955 by Theodore Presser Co.
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Air

(from“Suite for Trumpet and Strings™)

Andante sostenuto (J - 66 -69)

WILLTAM P. LATHAM
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No. 110-40380

Grade 2
Merrily
A
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Skipping Along

OPAL LOUISE HAYES
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Andante con moto(e=10
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The Old Cellist
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ARE CHAMBER MUSIC
GROUPS HELPING YOUR
SCHOOL ORCHESTRA?

iContinued from Page 17)

curious to note that Germany and Aus-
tria, the two countries most closely as-
sociated with classical chamber music
during the period from 1730-1830,
roughly, made practically no original
contribution to this form of music. The
characteristic feature of chamber music
from its very beginning was that only
ane performer should play on each
part. For this reason it has been called
“the music of friends.” Early American
colonists in Philadelphia, Boston and
Monticello delighted in musical home
gatherings. But public chamber musie
concerts were never considered by most
sarlv Americans as a lavman's [are.
“Too high-brow™ has been the label ar-
tached to chamber music by most un-
mformed citizens, and it has only heen
in very recent times that chamber music
coneerts have not had to struggle against
heavy financial loss. Fortunately most
American ¢ities now have some type of
chamber music guild that has assumed
the role of Royal Patron, and sponsors
at least a few concerts each season by
satstanding chamber music groups play-
ing from the abundently rich heritage
of chamber music literature,

One American city has developed a
Chamber Music Society, sponsored
jointly by the professional musicians
and the school music auathorities, that
haz made possible a student chapter in
each of its thirteen high schools. Here
tach school's chamber music gronps are
permitted 1o perform for critical ad-
judication before a jury provided by
the society and then all the assembled
plavers are given the rare privilege
of hearing fine professional chamber
groups play as a climax to their month-
Iy festivals. Another large American
city has sponsored for a number of
vears a4 Fall Chamber Music Festival
which has been jointly carried on by
local school music authorities and the
Junior Chamber of Commerce. Here
again student groups are permitted to
perform for all other assembled groups
and are given kindly advice by one of
three adjudicators. Each vear has seen
remarkable improvement in the stand-
ards of pelfnrmunﬂ‘ at this Festival. In
both festivals all performers must be
members of their school orchestras,

There are several basic chamber mu-
sig groups to be used in this ty pe of an
archestra development program. From
the string choir, a string quartet would
come first of course, With only one
string quartet, the first chair in the four
sections—violin I, 11, viola, cello—
woild be included. If a =econd string
quartet could be formed, then both
plavers on each of these four stands
would be that much more dependable
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necessary experience and confidence, so
that as the older players graduate they
will be prepared to take their places.

The brass section should be able to
produce a brass sextet of 2 trumpets,
horn, trombone, baritone and tuba if a
band is also found in the school. If,
however, there is no band then a quintet
hilhuut tllr baritone, or a qu:{rl{'L with-
out the tuba, may be the answer. Even
the percussion section should be encour-
aged to form ensembles, A drum trio or
quintet with snare drums of three siees,
cymbals and bass drum, or five plavers
exchanging instruments to include tim-
pani, different sized drums, and various

as leaders. A trio composed of vielin,
cello, and piano would be the next
choice, since this would include the
finest pianist from the orchestra, Some-
times the addition of a double bass to
a s#tring quartel would also provide
extra incentive for the best bass plaver,

The basic ensemble for the woodwind
choir would be the classical woodwind
quintet composed of flute, oboe, clari-
net, horn, and bassoon. If the first-chair
players are all mature, this should be
an outstanding group. and the second-
chair players, although younger and less
experienced, should be encouraged to
start quintet plaving early to gain the

Opportunities... Better Income

You owe it to yourself! To make musical progress and
enjoy greater recognition and earnings. Investigate the
Extension Conservatory . .. a fine Home Study Musical
Organization established over 53 years. At little cost and
with no interference with regular work it's easy to gain
the knowledge that qualifies you for higher and more
profitable positions in music.

Good Positions are Open for Qualified Musicians

TEACHING. Competition s RADIO and TV have greatly
keen and requirements are widened the musical horizon.
high. Learn new improved Students and artists . . . instru-
methods. Keep your students mental, vocal, conducting and
interested and progressing arranging . ., . are seeking
faster. Meet these needs with more specialized training.
study at home.

AMBITIOUS ... BUT "TOO BUSY"? If you are a successful
“forward-looking” musician, you are no doubt a busy
one. But are you sure of continuing success? Are yvou
satisfied perhaps, because you feel it would be too diff-
cult to “break away"” for further study? Tken our
advanced Extension Courses will interest you.
They permit you to study at home in your own
Epare time, progressing at your own pace as your
schedule permits. It pays to keep on “growing”
in music!

CATALOG and SAMPLE
LESSON SENT FREE

University Exrension Conservatory
Earna

Dept. A-836, 2000 5. Michigan, Chicage 16, lilinois
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Growing Tired of Your Old
Piano Teaching Materials @

We suggest that you iry the following publications, masy of which have been
highly recommended by the PIANO QUARTERLY NEWSLETTER, Indicated (*):

for pianc solo

*EIGHT DIVERSIONS from a
Composer's Notebook .....$ .75

GEORGE KLEINSINGER *MUSIC FOR YOUNG PEOPLE 1.00
DAY AT THE Z0O......... IS5

DANCES THROUGH THE
CENTURIES for the student
planist .............00... 1.00

BERNARD WAGENAAR *SIX SHORT TALES for young
plonists ...........0c0... .50

MARION BAUER

MISCHA PORTNOFF

for piano, 4-hands
ERNST BACON *THE HOOTNANNY ........ 2.00
STANLEY APPELBAUM MUSICAL MINIATURES .... .75

CHAPPELL & CO., INCORPORATED

RKO BUILDING » ROCKEFELLER CENTER = NEW YORK 20, N.Y.
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€€ the Beat
.[iéﬂ[_ the B

METRONOMA

Electronic Tempo Indicator
with the Flash Baton

World's most dependable time beat ... now
with improved circuit for even greater ac-
curacy! New, two-in-one dial selector and off-
on switch. New, easier to read tempo mark.
ings. New, improved flash baton for better
visibility.
Selmer );—‘(l:tmnumn gives you correct tempos
two ways . .. (1) a sound t that can be set
loud or soft, (2) a sight beat through a visible
shing light. Easily set to any tempo from 40
to 20B—Largo to Presto—with a twist of the
dial! Get it now—Metronoma is your biggest
tempo bargain!

On Sale al Balfer Music Stores
For frae illustrated folder, write

H & aselmnmc.

DEPT. E-11, ELKHART, INDIANA

CAN'T WEAR OUT—can’t slow
down, The beat is always steady,

sccurate al any tempo.

NHO MOVING PARTS—it uses the
thyratron "heart beat™ tube de
-uhpﬂ] for radar, Exclosive de-
sign (U. 5. Patent No. 2,522,492).

VOLUME CONTROL—make the
beat loud or soft as you like, or
vary from sharp to mellow.

HO CLUMSY ADJUSTING —no st
serewn, Dial it like your radio 10
any tempo—40 to 208 beats per
munuie.

triangles, bells, xylophone or Latin in.
struments can provide a real challenge
to the percussion players and therehy
give them the same prestige and impor-
tance in the orchestral program as any
other section,

When the true beauties of this small
r;:_-umhlr- music literature and !ll'lfu[m.
ance become well known because of
personal experience, then this tvpe of
music making can really prove chal-
lenging as well as enjovable. And the
results of this experience become imme.
diately apparent in the school orchestra
due to greater interest and much more
careful attention to all the details of
artistic playing that are carried over
into the orchestra from the chamber
music experience,

Playing in a small ensemble con
tributes in many wavs to the individual
growth of each plaver. Whereas, in the
full orchestra all players must follow
the conductor's beat and abide by rules
for the good of all concerned, in the
small group the discipline can be less
formal, yet even more intensive since
there will be less striet discipline from
without and much more from within, If
an ensemble coach has done his work
effectively his vouthful chamber players
will have a real desire to get together
frequently by themselves for practice.
Az vouthful musicians learn to listen
together in this intimate form of music
making, the dynamics, phrasing and ex-
pression of the passage become more
and more important to their accumu
lating musical experiences, An increase
in interest in chamber music with the
deepening and enriching experiences
caused by discovering music for it's own
sake can hardly do less than contribute
heavily to the development of better
orchestral performers for both school
and community. THE END

IN THE STEPS OF MOZART
{Continued from Page 15)

nlrrmi_& had a _\'r,-ur'- L'n_lmpu-:ing behind
him and was about to embark on a
concert tour of London and Paris!

Here, too, is a real fascination for
the musician or music-lover of today—
the little notebooks in which Mozart
jotted down his innumerable entries:
brief exercises in counterpoint, the first
bars of the Pariz Symphony K.297, an
andante section of the organ work
K.616.

Needless to sav, 1956 will be a Mozart
Year lhl'uu;huut Austria. and nowhere
more so than in the city of his birth. In-
deed, in addition to the usual vearly
Festival that takes place in the summer,
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Saleburg is holding a festival week 1o
coincide with the 200th anniversary of
the ,_-l;.;nl,ul-rr‘:- hirth, from 21-30 Janu-
ary, Joseph Keilberth. Edwin Fischer
und Herbert von Karajan are to con-
duct the Bamberg, Vienna and London
svmphony orchestras: and such promi.
pen ariists as [Iiﬂﬂj"-[‘- Wilhelm Back-
haus and Carl Seemann, violinist
Wolfgang Schneiderhan, and Irmgard
Sepfried from the Vienna Opera will
all be taking part in Chamber concerts
at the Mozarteum. And, of course, no
segean of Mozart works would be com-
plete without performances of some of
his operas: on this occasion. “Idomenes™
-.a:l.-Ir-r Karl Bihm at the |."r'-l-|:ir'||l;1u-t
and “La Finta Semplice”™ at the Landes-
iheater under Bernhard Paumgartner.
Far Mozart it was, who brought German
opera out of its uninspired groove of
iriviality and transformed it into a
medium of the highest technical and
artistie quality.

The trail of Mozart now led out of
his |.|:r!h_|,||__1||'_ into |hl‘ siréel once more
continuing along Getreide Gasse to-
wards the Residenz Platz. Here is the
heart of Saleburg and the large open
space of this square presents some as-
sociation with Mozart in every direc-
tion. In the Residenz (or Palace) on
the west side, concerts of Chamber
music and serenades by ecandlelight are
held, where vou can take vour Mozart
Bohemian-style, seated or spread out
comfortably on the floor. When the
weather's fine, these nighttime concerts
are sometimes performed out of doors
instead, in the Residenz Plarz itself
with lh'.' sudience r'l1|'i||'|il|.;-_' Ihl '|-nr'|\
Hoodlit fountain at its centre,

\ statue of the composer dominated
Mozart Square adjoining the north side.
Turn east and your gaze soars skywards
with the “e'H[}, whose 35 bells Fi\l‘ a
shart carillon concert each day of works
by Weber, Michael Havdn and—you've
guessed it!—Mozart. Towering over the
cily to the south stands the gaunt grey
mass of the Festung. the castle whose
archhishops took the voung Wolfgang
o service, as they had engaged his
father, Ir'ujmlrl_ before him.

For as he grew into his teens and
ll'l!uI-i: no longer be regarded as an in-
fant prodigy, Mozart’s public popular-
ity began to wane. He could not make
a living as a freelance composer, so he
worked as the Archbishop's musician,
writing the trifles and divertimenti
which were required merely as back-
ground music to the gossip at [l.irtir-.v'
an ild!it]'h'h. After suffering numerous
indignities at the hands of Archbishop
Hieronymus Salzburg’s evil genius
Mozan was dizscharged in 1781. Where-
upon be de ided to leave his native city
for what he hoped would be the more
ippreciative atmosphere of Vienna.

At that time, Austrias capita] had

etude—jonuary 1954

become one of the world’s most impor-
tant centres of opera. So “Idomeneo,”
in the |'|'n|'|'|.!|u_\.1_='z‘_-. 25th vear was fol-
lowed by “Il Seraglio” in 1782, But
though these Germun-language works
stood head and shoulders above any-
thing being produced at the time, the
Court audiences of Vienna still pre-
ferred the ltalian comic opera to the
Germanic. The Austrian Emperor, Jos-
eph II, was a materialistic monarch
with little taste for music. But he had
no particular desire to ignore the long-
standing convention of roval patronage
for the arts; and, fortunately for Mo-
zart, this same EMpPEror even went so
far as aiming to establish a national

German opera. That was just what
Huzur: gave 1|1:' court, tllullg{h the diet
was undoubtedly too rich for their in-
gsipid tastes, The general sentiment fa-
voured an opera that was light and
escapist in mood, thin in mosical tex-
ture, The full and ingenious orchestra-
tion of Mozart was entirely lost on them.
Hence that friendly but discouraging
comment by the emperor on being
shown a new score of the composer’s—
“Too many notes, my dear Mozart!"
Nevertheless, Wollgang was kept
busv and. ||-3. command of the }:JU}J['IEIJ'
Joseph II, “The Marriage of Figaro”
(this time in Italian) was produced in
1787. It was well received and the

. o Yo (an (!

Drums, Harp, Banjo - hundreds ol other
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- WURLIIZER
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DOUBLE YOUR FUN WITH
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A Wurlitzer Organ becomes
more fun than ever with new
“"Instrumental Percussion.”
Xylophone, guitar —a whole
range of thrilling new voices
can now be played with no

WURLIIZER
ORGAN
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special touch. Wonderful relax-
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Stunning New
Spinet by

Starck

The De Luxe
Sheraton

A Piano of Tasteful EIegnnue
You and vour family will cherish for years

Lovely, yet simple, characterized by graceful proportions. These
are the reasons why Sheraton is s0 popular with roday’s home-
makers. In this new Starck De Luxe you have Sheraton in its
maost liveable version . . . and a spinet of fine musical quality.
There are many other Starck styles. See them at your dealer's today.

FREE-""Music in Your Child's Develepmant' ' —a helpful bocklet you'll want if
thare are children in your home.

P A _Starck Piano (fo. 234 soutH WABASH AVENUE, CHICAGO 4, ILLINOIS

THE CHOICE IS YOURS. ..

# MAGIC KEYS by Louise Curcio
FIRST ond SECOND PIANO BOODKS
Theie two excellent publications show the direct relotionship belween
visual notes and piano keys. A wealth of illustrations with a minimum of
text moke these lessons wonderfully clear for individual ond closs sessions.
“MAGIC KEYS" open the door to elementary piane playing.
Price $1.00 eoch book. g

" CATHOLIC SONGS for the Young Pianist

by LOUISE CURCIO
An outstonding collection of 17 beloved Catholic hymns for the young
pionist to play and sing. Contents include: Jesus, Jesus, Come To Me—
O Llord, | Am Not Worthy—At The Cross Her Slurnon Hclpnhg-—Punu
Angelicus—~Come, Holy Ghost—and others. ....... Price  .75¢c
IMPRIMATUR: Archbishop Thomas A. Boland
NIHIL OBSTAT; Reverend Joseph H. Brady

24 Brookline Avenue,
Bostan, Mass

| i Zée
MARCH OF DIMES

Janwary 3ty 3/

B. F. WOOD MUSIC CO., INC.,

continuous demands of the audience for
ENCOTEE 18 gaid to have tlnuhlq-rl the
length of time needed for the first-night
performance, There was no doubt now
that Mozart’s operas were an undispated
success. But because of his bad business
sense his income never matched their
worth. He sold, for example, rights of
his next opera “Don Giovanni” in thm
same year of 1787, for a sum equivalent
to a mere $250! Yet the work had al
rrn[ilv netted a handsome Iipum for
everyone concerned while Mozart was
being laid to rest in a pauper’s ceme-
tery in Vienna in 1791.

Against the background of his resi-
less times, the work of Mozart takes on
a particular significance, For the end of
the 18th century was witnessing the
end of the Age of Refinement and aris.
tocratic privilege. It was a revolutionary
era: lowards political freedom in France
and America, and an Industrial Revo-
lution in Britain. Mozart never oon.
sciously participated in any aspect of
this spirit of revolt. His music—elegant,
gay, confident, serene—helongs 1o the
confident, elegant era of roval courts
in Western Europe, so soon 1o pass
away. He was the true child of his
times; not, like Beethoven, a rebel
against them. The destiny of Mozart was
less to create a new music than to bring
the music of his age to its highest point
of expression so that its appeal might

THE END

endure for all times,

WHAT WAS MOZART'S
PLAYING LIKE?

(Continued from Page V)

the hammers had to be re-covered every
now and then., The Mozarteum aumhori-
ties have restored the piane, and it is
used in a rl'l'unljng of the master's
A-major Conecerto, K. 414, recently re-
leased by Decca {Archive ARC 3012).
T'he tone is rather different from that of
a modern piano. It is not as powerful.
but it is clearer, more sharply defined,
lighter, vet pithier. Modern manufac-
turers try to achieve an even rql:.llﬁ'- of
tone thronghout the range. Mozart's pi-
ano has more of a distinction between
high, middle, and low registers. On this
piano Mozart’s expressive style, born of
the capabilities of the elavichord, at-
tained greater dynamic range and
power,

From remarks in Mozart's letters we
can get some idea of the character of
his playing. He says of a certain voung
lady that she “plays enchantingly,
though in cantabile playing she has not
got the real delicate singing style. She
clips evervthing.” He stresses above all
“taste” and “leeling”—that is, expres-
H'IW' ]’:n’-lfurhmnrr', H( SAVS that ltJf'mr'rlli
“plays well, so far as execution with
the right hand goes. His greatest
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(Continued from Page 42)

strength lies in his passages in thirds. |
Apart from this, he has not a kreuzer's |

worth of taste or feeling.” Another pian-
ist plays well as far as execution goes,
but “he is too rough and labored and
entirely devoid of taste and feeling.”
Rapid runs should “flow like 0il.™ He
]dmtmiuht’i his sister not Lo "-;'mil her
quiet, even touch™ and not te let her
hand “lose its natural lightness, flexi.
hility, and smooth rapidity.” He writes
that Stein. the piano manufaeturer,
sused to be quite crazy about Beecke;
but now he sees and hears that 1 am
the better player, that [ do not make
grimaces, and wet play with such ex-
presston that., as he himself confeszes,
o one up Lo the present has been able
to get such good results out of his piano-.
fortes. Everyone is amazed,” he goes on
in this letter from Augsburg 1o his
father, “that 1 can always keep strict
time. What these Ill'llilll' cannot grasp
j« that in tempo rubato in an adagio,
the left hand should go on playing in
sirici time. With them the left hand
alwavs follows suil.™ We have a glimpse

of his attitude towards tempo in certain |

types of works, Sending his sister a
new piece, ||n-.-i||]_\ the 'I'_.lpriru'ili in C,

K. 395, he writes: “You need not be |

very particular about the tempo. This
it a peculiar kind of piece, It’s the kind
of thing that may be plaved as vou feel
inclined,”

That his playing was extraordinarily
expressive is corroborated in lf"|mr1- by

his contemporaries. Havdn =aid, *1 will

never forget his clavier- |r|.h-1r1;. as long
as | live; it went directly to the heart.”
A critic who heard Mozant play the
Cmajor Concerto, K. 503, was struck
“by the brilliance of his playing and
then again by a tenderness that dis-
solves the heart.” Dittersdorf, compar-
ing Clementi’s playing with Mozart's
for the Austrian Emperor, remarked
that there was much skill and profun-
dity in Clementi but that Mozart had,
in addition to skill and profundity, ex-
traordinary  “taste.” Clementi himsell
said of Mozart's performance, “1 have
neEver |J!'.|:1| anvone Fl'u_\ =4 --l,lil'i!l'!i!'l
and sweetly,™
is supplied by other contemporaries.
Michael Kellv, who sang in the fhrst
performance of “The Marriage of
Figaro,” wrote; “His feeling. the rapid-

ity of his fingers, the great execution |

and -ITr‘ng[h of his left hand, ;liin'i"ll'
larly, and the apparent inspiration of
his modulations, astounded me.”
Mozart's contemporaries marvel at
his ability 1o play at sight anything put
before him, We may judge of the qual-
ity of this sight-reading by the stand-
ards set up by Maozart himself: “And
wherein consists the art of playing

prima vista® In this: in playing the |

piece in the tempo in which it ought
(Continued on Page 64)
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music. .. for more people...in cities,

is a spontaneous manifestation of the
American way of life . . . for all.

The makers of the Baldwin Grand Piano
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musical organizations which have made
Baldwin their official piano. And

salute the great musical artists who
prefer, play upon and praise Baldwin EZ1o

as the piano of their choice, s
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and brase. Frequently, too, when an ar-
runger seeks to learn more about the
accordion he is given an explanation of
the intricacies of the left hand, much
of which is not really vital to hiz pur-
pose. Also the vast array of switches in
the right hand may confuse him, unless

nie Green, Joe Glover, Millon Winstein
and others who took great pains and
produced exeellent work. The fine ex-
amples set by these and other leading
arrangers will lead the way toward a
broader and deeper understanding of
the tremendous value of the accordion

ACCORDIONIST'S PAGE

pupil asks
that important

Dl-mm; THE PAST three decades the accordion has become an question

accepted and welcomed member of the dance orchestra in America.

It may well be said that it is the most versatile of all the lrlS‘-tl'I.‘l-ln{‘-lﬂﬁ

psually associated in the five- or six-piece dance combination or in the
small ensembles—so many and varied are its uses. s

It is just such combinations that many of the ambitious accordionists

the principles, and not the details, are
outlined, The arranger who, on finding
wme difficelty in writing a good ac.
cordion part, merely sidesteps the whole
maiter by writing less for it (or omit-
ting it} is rebbing himself.

in the modern dance orchestra.

- » @

{ Gene von Hallbert, Vice President of
American Society of Music Arrangers,

[Ty e ——

.+« Let actions speak
louder than words !

aspire to join but are confronted with the problem of how lollarlfir such
work and become successful at it. The most important question in their
mind is, “How can | become a good orchestra accordionist, and _huu' can
I learn to improvise successfully”. For a clear exposition of this, 1 dis.
cussed the matter with Mr. Gene von Hallberg, well known arranger and
composer, who, as an authority on just such matters, can impart very
important and helpful advice to all those who aspire to play mlsa_n'h groups.

He begins by telling the accordionist to avoid monopolizing; which
means he must refrain from playing too many runs, arpeggios, fill-ins

and Viee President of Composers and
Lyricists Guild of America, has been a
mast prolific arranger and composer for
the last twenty years. He has done much
background music for the radio and
television programs “Mr. District Ar-
torney,” “F.BI.” "Big Story,”" and the
“Lux Theatre.” He was alse one of the
original members of the Magnante Ae-
cordion Quarter which performed at

Happily, however, many fine ar-
rangers have made a peint of treating
\he accordion with the same respect and
intelligence that they apply to all other
instruments and they use it to great ef-
ject wherever available. In closing, Mr.
von Hallberg recalled with pleasure the
satisfaction he experienced on the many
sccasions when he playved the accordion

When asked to recommend a piano
remember the Wood & Brooks
Action inspires to musical success
by its instant response to the
lightest touch and its strength to
deliver the most powerful chords.

§o . . . recommend o piena with o Woed
i Brooks Action — the Action found in the
ﬂmlinﬂpium“.

and other embellishments. Monopolizing is likely to cause conflict with the
suitable and proper functions of the other instruments even lo the extent

parts with various radio orchestras
where the arranging was done by Ger-

Carnegie Hall.)
THE END

of obscuring the melody at Limes,

The performer who has an amplifier on his accordion has at hand a
device for many wonderful possibilities. Discretion and restraint being
among the chief characteristics of the accomplished professional, the
ampliﬁer or microphone will never cause him to upset the balance of

WORLD OF MuUSIC
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orchestral sound but will be used to create valuable and novel effects. (Continued from Page 8) o1 i piane wioh
Second in importance, the accordionist should aveid too full a style. fhase t W-:b?“rhut

While thick, heavy chords (in the right hand) are excellent both in fenbach’s “R.S.V.P.,” Menotti's “The The U.S. Information Agemey is char go. Write

ACCORDION

Help your pupils fo '

Telephone™ and “The Medium,” and
an English version of “Cosi fan tutte.”
Vaughan Willimms' first sonata for

sending 100 long-playing records to 117
of its key posts abroad. Most of the
new collection consists of serious Amer-
violin and piano i= being performed ican music past and present, and in-
during the current season from manu- cludes also folk music, current Broad-
seript by violinist Joseph Szigeti. way show-tunes, semi-popular music
Msurice Weed, music department and a historical survey of jazz.
head at Northern Illinpis State Teach- The Philharmonic-Symphony Society
ers College, has been awarded the of New York will publish this Spring a
$2000 first prize offered by the Na- special booklet on Jean Sibelius in hon-
tional Symphony Orchestra for an orig- or of his 90th birthday, written by the
inal work of symphonic proportions. late Olin Downes, The 10,000 word
Contest judges were Quincy Porter, study will be distributed to the Society’s
Vincent Persichetti and Howard Han- almost 18,000 annual radio subscribers,
0. The Second Annual Festival of Con-
The Ameriean Guild of Organists cert Band }lu.n_ic,.[l:aluring Illll: three course of accordion study. Wide-
convened for its three-day national University of Illinois bands. will be held i bt e o & ot
conclave in Philadelphia in December. on January 13 and 14. Band director i e St L e
Conclave highlight was a performance  Mark Hindsley has selected for per. teachers.

violinj when a light reed combination (two middles or a single middle o J. S. Boch's “Chrisimas Oratorio™ by formance. among . numerons werks,
reec) may be used and the chords playved near but slightly below the the Bethlehem Bach Choir. directed by “American Jubilee™ a concert over
register of the solo. If care is taken not to play too loudly, the violinist Ior Joes, T\l ' ture for band by Joseph Wagner, and
will feel a comfortable support and will play better as a result. Aside “Ballad for Band™ by Morton Gould.
from these points, there is another small detail worth remembering, Paul Paray and Leonard Bernstein = 4
cautions Mr. von Hallberg. When playing the right hand full, one may have been engaged as guest conductors

generally use only a bass line in the left hand. or even omit the left hand of the New York Philharmonic-Sym- ACCORDIONS
entirely, Playing bass and afterbeat in the left hand when piano and phony during the 1956-57 season. Di- e

WooD & BROOKS CO.
1950 KENMORE AVE. BUFFALO 7, N. Y.

melody or figure playing, it is advisable to relieve this sound, from time
to time, by the judicious use of both single note melody (or obbligato)
and of simple thirds or sixths. One of the chief beauties of a good arrange-
ment is its variety: and, since improvising in a dance orchestra may be
termed “instantaneous arranging’ the general principle of good orchestra
writing should be borne in mind.

Thirdly, he should never “cover up” a soloist. When playing a back-
sround to a solo instrument, the adept accordionist avoids making his
sustained chords or his figures too heavy either in character or in volume:
nor does he play figures which may interfere with the flow of the soloist’s
style. However, when he notices that a soloist is not overly inventive or
plays a style which leaves “open spots™ in certain places, the wise ac-
cordionist supplics (unless some other instrument is doing so) proper
and helpful filler material. Also. on the sustained chord backgrounds, he
stays largely away from the register in backing a tenor sax, middle or
lower register behind a trumpet or clarinet. One notable exception to this
is found when backing a violin solo melody (in the upper register of the
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The Eastman School has announced 289 Bleecker St., New York 14, N.Y.
the formation of an Eastman Quartet,
whose members are all from the string
fscalty of the school. Violinists Joseph

Knitzer and John Celentano, violist

from an interview with
GENE vox HALLBERG

. . . s . P’ _ gt = 2 FREE CATALOG—Tremendams wavings sm svary-
drums are playing (and possibly bass and guitar, too) is of doubtful F!‘Iﬂl-'l't'ls Tursi and cellist Georges mitri Mitropoulos, at the same time, has '.'.'.lﬁ:n"-:E epvien] line--ampl fory—sluvivtigas.
value. Doing so may cause the accordionist to fail to concentrate on the & Miquelle have already given one con- been re-engaged for his sixth vear as SRRSO Bt S B W

cert and will present three more in the musical director of the orchestra, JAY STEMMERMAN'S DISCOUNT HOUSE

more important things he should be doing. This does not mean that the
left hand is not vital to the good player, but there are times when other
matters may become more impu-rt&nt.

So far we have spoken only of the accordionist who is improvising
his part from his knowledge of the music being plaved, or from a lead
sheet of some sort. However, in the special arrangement for the accordion
along with the other instruments lies its finest possibilities. Sometimes
these possibilities are not fully exploited by the arrangers, some of whom
may not be so well acquainted with the accordion as with the strings, reeds,

Phone VI 7-0846—V] 45258
8912 B8th 5¢., Woodhaven 21, N. Y.
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The Voice of America hroadeast En-
esco’s “Rumanian Poem™ on November
wd conductor Charles Munch were 6, recorded as part of a memorial con-
presented with the Grand Prix du cert by the Cleveland Symphony, con-
Disgne in November by French Ambas ducted by Rumanian exile Remus
sador M, Couve de Murville. The award Tgincoca, onetime student of Enesco,
Was woted by the Academie du Disc The program was beamed to Rumania Ceutye, §3.50, postpaid
Francais for the Boston RCA recording ~ during the Voice of America weekly THE CHRISTENSEN METHOD
of I_]u:[lir”_' “H!.lml.’u J.Il'|l| Jllliel-“ :’!:'a"ﬁﬂ_ue,f an Pﬂgf 5[” Dept. E, Bex 2248, Hollywood 28, Calif.
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CARING FOR THE YOICE

{Continued from Page 13}

be the cause of escaping air. On the
other hand. a too lose enunciation tends
to dispel sonority, One must find A good
adjustment between vowels {wlu_rh are
the mosl hrh:[ul. vocally, and give the
best vibration) and consonants (which,
when crisply spoken, add strength and
color to the following vowels and hence
to the entire phrase). Without losing
vowel sonority, one must watch for the
]m|rllrtan1 consonantal strength, A clear,
incisive pronunciation of both vowels
and consonanls gives you stronger pro-
jection and better relaxation of throat,
since the arc of your phrase is given
firm shape. This kind of enunciation
also makes for better interpretation.
Remember that the basic problem of
enunciation GO POSEr.
High and long notes, for vocal effect,
are determined by him—it is he who
shapes his phrases so that they are
singable; it is he who knows that you
can't sing a high-B on the sound of R
and that you can’t hold a long note on
T, The singer's work, therefore, is
planned for him. He must give incisive-
ness to the consonants and sonority 1o
the vowels, In this sense, it is not wise
to =lip from consonants too quickly into
the following vowels. Both types of
sound must be clearly enunciated.
Breath, of course, remains an im-
mensely important element in maintain-
ing good singing habits. The intake of
breath must be supported by the dia-
phragm. lts emission, as tone, must be
made exactly at the moment of singing
neither too early nor too late—avoid-
ing the escape of unvocalized air. Don't
push on the breath before singing; let
the breath come out freely, naturally,
on the sound. Also, when the intake of
air is t‘nlupll-tt_'. emit it at once, without
te 1, and =0 controlled that it will
last you through the needs of vour
phrase. This budgeting of breath re-
quires practice, until it becomes a mat-
ter of feeling, of second nature. In sing-
ing, vou know the duration of each
phrase, and vou adjust vour breath to
suit it. Until you are so experienced that
the emission of vocalized breath comes
naturally, it is well to prepare and re-
hearse one’s breathing, marking intake
and outlet of air into vour ecores. Breath
should, of course, be taken before and
between phrases, never interrupting the
line. There come emergencies, however,
when breath muost be taken in mid-
phrase, and when this occurs, the secret
is 1o make the breath as little noticeahle
as possible. Under such emergency cir-
camstances, one makes the breath as
suavely as possible (and interrupts the
phrase as little as possible) : a= a gen-
eral thing, though. one keeps the con-
science clean by letting hoth breathing

liee with the

{0

and phrasing remain whole,

Yet another factor in maintasining
good singing habits is the acquisition of
a p|_-r[|:u_'l!p even scale, without a lrace
of break between the registers of range.
This requires careful work, along the
lines I have already indicated. Every
voice, regardless of its quality, has thres
registers—Ilow, middle, and high—
marked off from each other by two def
inite points of passage, The trick is t«
discover exactly where these poimls of
passage lie, in your own voice, Not e
ery singer knows this, with the resul
that the first notes of his middle register
are taken with the same throat positio
as the last notes of his low voice, Whes
this habit is continued, tone becomes
harsh. When you get to the point of
passage, or change, it is wise to sing
more softly. The fivevowel exercize |
have already mentioned is good for ex
ploring one's scale. For mysell, 1 would
begin this drill on low A, extending @
to D or E-flat at the highest, singing
with not too much volume (especialls
in the last five notes), trying to project
my voice fully and freely, with go
clean vowel sonority, Then the colums
of tone flows freely from the diaphragm
through the chest and throat, into the
facial chambers of resonance, and sing
ing becomes relaxed and free. Also
clear pronunciation helps one to find
and to pass the notes of change.

Though general emission remains the

same in all singing, the position of the
throat alters somewhat for the three
registers, In the lowest register, the
throat is more relaxed, more open; for
the middle register, the projection be-
comes higher and the throat is conse
quently more firm; for the high regis

ter, where the tones have more vibra
tions, the resonance is higher still and
the throat more tensed. The throat must
always be open, but the quality o
sounds in each register gets the correct
emission “canalizing.” in a fignrativ
sense, to a low, middle, or high posk
tion. In other words, the position of the
throat adjusts itself to the quality of
tone in each register: and by explonng
one's scale and keeping emission free,
the passage from one register o another
becomes equalized. This is necessars
not only for the purely tonal aspects ol
singing, but also for the adjustments
that are ||-|;|1;1'1-,=.E in singing many dif-
ferent languages. :

Finallv, one’s voice is kept in good
order when the entire p'!|1-]|‘:|.| organism
i‘- m :.'_lllnl |rT1‘|1'l.. 'I.h-‘ 1nj|'i‘, lh.!'|il'|i =
part of the body. reflects general bod)
condition. ltl'_\ll”li this, p.md health aids
in maintaining good muscle lone, =0 ¥
tal to diaphragmatic support, and good
relaxation. =0 vital 1o the entire vocal
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act. When one is nervous or tense, tone
production suffers. Hence, along with
practice and study, the conscientious
singer tries to lead a regular life, with
wholesome food, outdoor exercise, and
pleaty of rest and sleep. Sleep helps you
1o keep your voice in good condition!
\nd. as [ said earlier, good vocal devel-
ppment eAns avoiding exaggerations
of any kind. THE END

THE TAPE RECORDER
IN THE MUSIC ROOM
(Continued from Page 14)

after the concert. Taking mo chances,
two separate rt'l'lrhlhl;_'n were made on
sucoessive nights, one at the dress re-
hearsal and the other during the final
performance. In checking the tapes
carefully with the score, it was found
that many advantageous splices could be
made by substituting one performance
for the other at various places in the
composition,. The end result was that
the fnal tape contained about 200
splices. Another time, during the re-
l'ﬂrljinr_ 1""""1'“ ”[ a 1|i:iif|l] conceriao,
something went wrong during the ca-
denza in the first movement. The per-
former simply played the cadenza again,
after the orchestra was dismissed. Later
it was & simple matter to cut the first
cadenza out of the tape and transplant
the second one in ite place, and the
whole concerto was saved! The point of
these examples simply i= that none of
these changes would have been possible
if only one “take™ had been available,

Many music teachers have recognized
tape recording for the work horse that
it is and utilize it as a real teaching aid.
It is not that the tape recorder will ever
take the place of the music teacher or
that it will make the teachers’ work
easier. Rather, the tape recorder may
be used to make the teaching and learn-
kg more effective, or it may accomplish
things which are not possible without it.
_Th!‘--f are only a few instances to in-
licate what uses an enterprising and
creative teacher might find for this fas-
vinating box—the tape recorder. There
e certainly many reasons why such a
device can make the teaching of music
more effective. The opinions of studio
"‘:'ﬂf'l'!'r‘ who use the tape recorder con-
sistently in their teaching are that it is
J. big time saver. Students who con-
sstently practice with a tape recorder
ire saving as much as a third or a half
of their practice time when learning
1w materials or techniques, which
‘aves that much more time for prac-
licing and ]1‘.411‘TlirI;! other skills and
materials,

THE END
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new records
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reviewed hy Paul N. Elbin

Beethoven: Concerte in D Major,
Op. 61

Strength through serenity is the mark
of this splendid Beethoven violin con-
certo. Another product of sympathetic
collaboration between Nathan Milstein,
violin, and William Steinberg, conduct-
ing the Pitnsburgh Symphony Orchestra,
Capitol's disc stands with the best in a
long list of competitors. (Capitol P
B8313)

Mozart: Don Giovanni

The virtues of London’s full-length
recording, complete with 320-page vocal
score, add up to the best Don Giovanni
on the market. But a better could be
wished. Both Suzanne Danco (Donrna
Anna) and Hilde Gueden (Zerling)
are frequently out of their best ranges,
while Cesare Siepi (Don Giovanni)
merely suggests the possibilities of the
rile in the hands of a Pinza. Chief hon-
ors go to Fernando Corena for a bril-
liant Leporello, to Lisa della Casa for a
beaatiful Donna Elvira, and 1o Josef
Krips and the Vienna Philharmonic for
excellent orchestral work. (London
XLLA-32, 4 discs)

“A Portrait of the Waliz™

American record buvers have known
for some time what American concert
aodiences have just learned: that Lon-
don’s ten-vear-old Philharmonia Orches-
tra is one of the great virtuoso aggrega-
tions of the world. Featuring masterful
conducting by Igor Markeviteh, the
Philharmonia’s program of eight con-
cert waltzes ranges from Liszt's Mephis.
to and Chabrier’s Féte Polonaise to
Mozart's Die Schlittenfahre and Berlioz’
Valse des Sylphes. As to hi-f, you'll find
nothing better at any price. (Angel
35154)

Archive Production

Here's a recording project so ambi-
tious and so successful that our entire
review section might well be devoted to

40

an analysis of the 12 dises released to
date, With characteristic German thor.
oughness, the History of Music Division
of the Deutsche Grammophon Gesell-
schaft is reproducing on 70 long-play
records full-length samples of the finest
musie produced by Western Europe be-
tween the Bth and 18th centuries,
Secores, instruments, styles are as close
the originals as possible, First releases
represent the 12 “research periods™ of
the project. | found these dozen hi-fi
discs absorbing listening. Despite the
obvious scholarship back of Archive
Production, performances, featuring
first-rate talent, are generally anything
but academic. {Decea ARC 3001.3012)

Josef Hofmonn Golden Jubilee Con-
cerl

Here's a record that's ringing the
rafters of critical acclaim. Fifty vears
after he appeared in sailor suit at 10
to play at the Metropolitan Opera
House, Josef Hofmann returned for an
anniversary concert. His Chopin num-
bers and certain encores were recorded.
Despite pre-hi-fi sound, these Hofmann
mementos add significantly to the history
of music making. (Columbia 5ML 4929

Mozart: Thames, Ki E e I
Ehr ng of Egvpt, K

Carried by the flood of Mozart bicen-
tennial material, four recordings of this
relatively unfamiliar incidental music
to a play by T. P. von Gebler are now
available, Epic's version features the
direction of Mozart-specialist Bernhard
Paumgartner and the services of the
Vienna Symphony, Vienna Chamber
Choir and competent soloists, (Epic LC
3158)

Bn_rh: Organ Music

That Albert Schweitzer could pro-
duce such recordings as he neared his
80th birthday is reward for a lifetime of
devotion to Bach. Three dises { Volumes
IV, V and VI) contain six chorale prel-

A R A

udes, eight preludes and fugues, and the
“Dorian” Toccata and Fugue, the Toe.
cata and Fugue in D Minor, the Passs.
caglia and Fugue in C Minor. Schweitz.
er recordings of thirty years ago revea|
more vitality and greater accuracy. B
Schweitzer’s solid, schalarly style cap
be heard profitably by teday's organ.
ists, Reproduction of the Gunshach or.
gan is fair. (Columbia ML 5040.2)

Gershwin: Rhapsody in Blue, Con-

cerio in F

An American in Paris, Por.

gy and Bess

Sondra Bianca, native New Yorker,

is the key to these Gershwin recordings
made in Germany by the Hamburg
Philharmonia Orchestra, HansJurgen
Walther conducting. The Rhapsody and
Concerto (M-G-M E 3237) have an ex.
citing idiomatic authenticity not to be
expected of an all-Cerman perform.
ance, Lacking Miss Bianca's inspira.
tion, An American in Paris (M-G-M F
3253) cries mloud for a touch of in.
souciance, Hobert Russell BRennet's
“symphonic picture” of Gershwin's
Porgy and Bess (reverse side) drags
for want of feeling.

“In the Gardens of Mirabell™
Dubious programming but unbeat.
ahle Mozart characterize this concert of
light orchestral music played by the
Columbia Symphony Orchestra con:
ducted by Bruno Walter, In the style
of Mozart concerts in the Mirahell
1:arr.|r.'n.ﬂ IZI‘ h'al:.hurm Dr, “'4|Irr Con-
ducts Eine Kleine Nachtmusik, Menu-
ettes in F and C, Three German Dances,
Masonic Funeral March, and overtures
to four operas. Pre-echoes occasionally
mar otherwise splendid sound. (Colum-

bia ML 5004)

Liszt: Piano Concerio No. 1 in E-Flat
Major
Hungarian Fantasy

Hungarian-born and trained pianist
Geza Anda rolls out these rousers
without apology or inhibition. His col-
laborators. the pl'r!annnrl of the Phil
harmonia Orchestra under Otto Acker-
mann, respond in kind. Luckily,
Angel’'s engineers have caught these
IwWa tlill’.ﬂling performances with the
special kind of sound for which Angel
is famous—sound-in-depth coupled with
the brilliance of close-up listening
{Angel 35268)

Christmas Songs

Before the holiday season vanishes,
note should be taken of the program of
Christmas songs recorded recently by
the Obernkirchen Children’s Choir di-
rected by Edith Moller. This world-
famous choir, singing not only in their
native German but in English, Spanish,
Italian and Latin, have created s
charming disc-anthology of lasting in-

etude—janvary 1956

e w . ciae

terest. (Angel 65021}

“Your Musical Holiday™
Under this heading Decca has re-

lessed nine dises titled in turn *Your
Musical Holiday in—Rio, Hawaii, Ha.
vapa, South America, Paris, the Alps,
Vienna, Italy, the West Indies.” Strictly
pops music, mostly instrumental, “Your
Musical Heoliday” boasts local artists
in novel programs of background music.

Beethoven: Concerto No. 2 in B-flat
Major, Op. 19
Concerto No. 4 in &
Major, Op. 58

With this release Rudolf Serkin and
Eugene Ormandy's Philadelphians com-
plete their Beethoven piano concerto
recording project. Their Beethoven is
healthy. The reprodaction is good ex.
cept for considerable groove spillage,
probably the result of crowding the
G Major concerto (32%4 min.) on one
side. The sound of an automobile horn
outside the Academy of Music during
the slow movement of the B-Flat Major
is more realism than distraction. (Co-
lumbia ML 5037)

THE END

MUSIC IN THE CHURCH SERVICE

(Continued from Page 16)

'else, sung from the choir stalls
after the processional and usually
just preceding the opening invo-
cation )
ANTHEM
OFFERTORY
BENEDICTION RESPONSE (usu.
ally most effective when sung from
the narthex at the conclusion of
the final praver, which normally
would follow the singing of the
recessional hymn)
POSTLUDE
A natural interpolation is that of a
Call To }]ra,_n'r, uhriuu-]_\' sung hefore
the pravers which can easily be followed
by a Choral Amen or Choral Response.
The Versicles from the Episcopal serv-
ice are often employed effectively just
preceding the principal pastoral prayer.
The choral responses of the Versicles
can be sung by the choir or preferably
by choir and congregation in response
to the minister’s sentences,
The following list of responses is
worthy of investigation.
Benedictus (St. Cecilia Mass)—
Gounod
Blessed are they—Wesley
Cast thy burden (Elijah)—
Mendelssohn
Close of service sets I and TI—
DelLamarter

Communion service in E-flat—Eyre
Communion service in F—Tours
Fifteen original varied Amens—
Overton
God be in my head—Chapman
God be in my head—Davies
Grant me true courage—Bach
Let my prayer—Purcell
) God, we pray—Arensky
O lord, inerease my faith—Gibbons
Opening of service sets [ and [l
DelLamarter
Service Responses—Delamarter
The choral service—Tallis
The invitatory Antiphon=—Haoller
The Lord bless vou and keep you—
Lutkin
The offce of the holy communion
in E-flat—Eyre
Twelve thort rezponses—Pattison
Versicles, see the choral service—
Tallis
We praise Thee- ~Tenvakoff
We praise Thee—Tchaikovsky
Any number of musical settings of
the Episcopal service have been made
from which the Versicles can be ex-
tracted. Any music dealer will be able
to secure these as desired. Selection of
various seftings may also be made from
the wvarious chant books available
through church publishing houses.

THE END

SKULL SESSIONS
(Continued from Page 24)

of music whenever someone comes
along with a new idea.

The great thing is to listen with an
open mind, There are such things as
other schools of thought. Very often
we can learn a great deal from someone
else’s idea. We need to listen to the
playing of others, to hear records, to
stody instruments other than the one or
two pipe-organs which we regularly
play.

Only in this way can we keep pace
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with the rapid tonal developments being
made by the organ-builders, Despite my
lack of enthusiasm for the vsual Bour-
don and Cornet, 1 believe our reeds and
mixtures are constantly improving.
Within the last vear or =o, it seems to
me, our builders have been turning out
better instruments, mechanically and
tonally, than ever hefore,

But the builders of organs can go
only =o far. It is up to us to play them,

THE END
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WORLD OF MUsIC
(Continued from Page 43)

broadeast entitled “Life in the United
States.”

Guido Cantelli conducted the open-
ing performance on December 26 of the
recently completed theater for Chamber
Opera attached to the main opera the-
ater of La Scala, Milan. Known as “La
Piccola Scala,” the new theater seals
about 700 people and will devote its
productions to the field of the early
opera classics, such as Monteverdi,
Mozart and others requiring more in-
timate surroundings than afforded in
the main opera house.

The Philadelphia Orchestra will pre-
sent a high-fidelity “Soundorama”™ pro-
gram at a Pension Foundation Concert,
February 13, featuring magnetic tape
recordings of the orchestra along with
the musicians on the stage, The orches-
tra will play a piece which will be fol-
lowed by an immediate playback on
tape for comparison purposes, Audio-
philes will be introduced to *live” mu-
sic, and the concert audience will be
exposed to the latest Hi-Fi effects,

Howard Miichell, conductor of the
National Symphony, has been named
by the National Music Council as win-
ner for the second time of the Council’s
award to the conductor who has done
the most for American music. The Na-
tional Symphony placed first in all four
categories of the 16th annual survey of
major symphony orchestras made by
the NMC.

THE MOZART BICENTENNIAL
{Continued from Page 12)

Sinfonia Concertante in E flat (K. 364)
Two Piano Concerto in E flar (K. 365)
Violin Concerto in G major (K, 216}
Clarinet Concerto in A major (K. 622)
“Marriage of Figaro™ overture

“Yorrei spiegarvi,” (K. 418), concert
aria

“Voi avele un cor fedele”™ (K. 217),
concert aria

Dallas Symphony

Symphonies No. 38 (Prague) and 41
Rondo for Piano and Orchestra (K.
382)

Divertimento No, 2, D major (K. 131}
“Eine Kleine Nachtmusik”

“King Thamos” (excerpts)

Houston Symphony

Symphonies No, 40 and 41

Piano Concerto in C minor (K. 491)
Louisville Orchestra

Piano Concerto in E flar (K. 271)
“Magic Flute” overture

New York Philharmonie

Piano Concertos in C minor (K. 491)
and E flar (K, 482)

Two-Piano Conecerto in E flar (K. 365)
Violin Concertos in D (K. 271a) and
G (K. 216)

Adagio in E (K. 261), for Violin and
Orchestra.

North Caroling Symphony

Symphony in G (K. 318)

Phitadelphia Orchestra

Symphonies No, 38 (Prague), 40 and 41
Violin Concerto  [number not an-
nounced |

COMPETITIONS (For details, write to sponsor listed)

® Fourth annual Student Composers Award, sponsored by Broadeast Musie,
Inc., and BMI Canada Limited. First prize of $2,000 and nine additional awards
totaling §7.500. Deadline: February 15, 1956, Details: Russell Sanjek, Director
of SCRA Project, Broadcast Music, Inc., 589 Fifth Avenue, New York 17, N. Y.

#® The Queen Elizabeth of Belgium International Music Competition, Fifth Inter-
national Piano Competition. Award: diplomas and twelve prizes worth all together
more than 600,000 Belgian franes. Closing date: applications must reach the
Manager, International Competition “Reine Elisabeth de Belgique,” Palais des
Beaux-Arts, rue Baron Horta, Brussels, before January 31, 1956,

# Sigma Alpha Iota Third American Music Awards Competition. Cash prizes of
$300 each to composers of a choral compesition for three-part women's voices and
for a vocal solo. Closing date March 1, 1956, Details from Miss Rose Marie

Grentzer, Oberlin College, Oberlin, Ohio.

® Organ Composition Contest under auspices of the American Guild of Organists,
Award of $200.00 offered by H. W, Gray Company, Inc., and publication by this
company on royalty basis, Closing date January 1, 1956. Details from American
Guild of Organists, 630 Fifth Avenve, New York 20, N. Y.

® Chicago Singing Teachers Cuild nineteenth annual Prize Song Competition.
§200,00 award offered by the W. W. Kimball Company of Chicago, and possible
publication by Carl Fischer, Inc. Details: Dr, George E. Luntz, Director, The
School of Music, North Central College, Naperville, 1llinois.
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Clarinet Coneerto in A major, (K. 622)
Mass in C Minor
Divertimento No. 2 in D major, (K.
131)
“Magic Flute” overture
Pittsburgh Symphony
Symphony No, 41
Piano Concertos No. 26 in D (Coro-
nation) and 27 in B flat (K. 595)
Violin Concerto in A major (K. 219)
“Cosi fan tutte”
Rochester Civic Orchestra
Mozart Piano Festival
St. Louis Symphony
“Cosi fan tutte”
Utah symphony
Piano Concerto in E flat, (K. 482)
Requiem
“Marriage of Figaro™

—J.B.F.

MUSIC IN FOCUS
{Continued from Page 23)

uality—but 1 think that in Harris, Scha-
man, Mennin, and more extensively
in Cowell and Persichetti. one finds
common elements of the American
aesthetic we are now considering.
Cowell has said that he prefers not to
be confined to one style when he is
writing a piece, although he does not
consider this practice to be eclectic.
Persichetti is interested in tone-row
procedures, but mot as the basis for
a consistent compositional approach;
whether his germinal material is dia-
tonic or chromatic, polyionality, espe-
cially in his 4th and 5th symphonies,
is inserted as a device for securing
maximum tension at climactic points—
in the 5th, for example, where poly-
chords are stacked up in widely-spaced
vertical blocks for the strings, an ef-
fect reserved for “clutch™ moments.
One gathers the impression after a
while that the composer is developing
a tendency to reserve his techniques
one by one for their appropriate psy-
chological context within his work.
Such a tendency may, instead of lead-
ing to a basis of “common practice”
among composers, degenerate into
formularized clichés and a stylistic
hodge-podge. Whether that danger can
be avoided successfully, whether, in-
deed, Becthovenesque music can be
erected (if that is what is wanted) in
America in spite of the pitfalls of the
American aesthetic, remains to be seen.
Vincent Persichetti and others have
had an impact on the American scene;
if a renaissance is forthcoming, after
all, it may windicate their position
completely. At present, we must re-
serve judgment until works of greater
stature appear to convince us of the
probability of such a thing happening.
THE END
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BARTOK, THE TEACHER
(Continued from Page 20)

phrasing, rhythm, touch, pedaling. He
was unforgiving for the tiniest deviation
ot sloppiness in rhythm. He was most
meticulous about rhythmical proportion,
secent and the variety of touch.

Barték insisted on first solving the
musical problems and then the pianis-
tic ones, In fact, he was not deeply in.
(erested in pianistic problems. He had 2
natural technique and although he was
recognized in time as a virtuoso, vir-
tuoso problems did not interest him.

All Bartok students naturally copied
his playing style, although it had a lim-
ited dynamie scale, was not effortless
and did not exhibit “Spielfrendigheir™,
which is perhaps the most captivating
element for the general audience, [ re-
fer 1o the type of playing in which
neither the listener nor the plaver is
conscions of details of execution, but
the whole performance gives the im-
pression of such spontaneity that the
composition seems to be created right
at that moment.

Barték loved to explain and endeared
himzelf by doing so like one musician
talking to another; never in an authori-
tative way, Our lesson started with our
playing the whele composition without
interruption (we had to play everything
from memory the very hrst time we
hrought it) while he made his correc-
tions on our music with light pencil
marks, Then he played the entire com-
position for ws, After this we played
again, this time being stopped repeat-
edly and re-playing each phrase until
we performed it to his satisfaction.

He demanded great exactness, partic-
ularly concerning rhythm. For instance,
I remember clearly that he put great
importance on the fact that in a 6/8
thythm the last eighth should not be too
chort, and in a dotted 3/4 rhythm
(sd ) the third quarter note should
be not too short. Let us say, generally,
that the upbeat which is the chief indi-
cator of the good bheat should get its
proper share of time, never be rushed.
He insisted that a sixteenth should be
exactly a sixteenth, never less nor more,
that every accent should be in the right
place and in correct proportion. He did
ol permit any unnecessary accents and
had a marvelous sense for the balance
of voices and for the proportion of tem-
pi and dynamics,

He was against excessive rubatos and
titardandos which prevent the contin-
uous, undisturbed flow of the music.

ithin this continuous flow some free-
dom of tempi was permitted, but it had
to be in the proper place and in the
Proper proportion.

M respected and encouraged the in-
dividuality of his students, He not only
never demanded that they copy his play-
ing (although all of his students did

ehude—january 1956

this to =ome extent either cgngciauﬂy or
unconsciously) but he respected the in-
divjdunl‘a approach to a phrase as long
as it was within le taste and the g[y]g
of the composer,

Barték had no use for sentimental
playing, which does not mean that he
forbade emotional expression. In fact
my music has many of his pencil marks
indicating either “espressivo” or the
same, in his shortened way, “espr.”
There are also several “dolce™ marks,
by which he meant gently, while by
"csprl:ssim“ he meant a singing tone
with feeling.

Bartdék was for clean use of the pedal
without overindulging in its use. On the
other hand, he used the soft pedal fre-
quently and encouraged his etudents to
do so, He also used and taught the half
pedal for separating changing harmo-
nies or for thinning out a sonority.

In his personal relations with his
students he was friendly, but did not
encourage the discussion of any subject
which was not pertinent to the lesson,
I was studying composition at the same
time as piano and in the fifth year when
the Budapest Philharmonic Orchestra
plaved a composition of mine he learned
of it by accident and was surprized that
I was active in that field too. It never
occurred to me to tell him anything
unrelated to my piano lesson unless he
asked me, and he asked very few per-
sonal questions, if any.

He taught us a very wide range of
repertoire, from the oldest to such new
music as Debnssv and Ravel, which we
learned in the same vear that the works
were published. But he didn’t assign a
single concerto during the time [
studied with him. This did not leave one
entirely unprepared for the concertos
of Mozart and Beethoven, because after
going over one single Mozart Sonata or
Beethoven Sonata with him {(and the
first such work took a very long time)
one had no doubt how to approach any
other work of that composer.

He never assigned his own composi-
tions and we had to ask for them if we
wanted to learn them. At the same time
he wanted all of his students to get
acquainted with other contemporary
musie.

Did Bartdk like teaching? Having
known him for the last thirty-six years
of his life, 1 believe 1 can answer this
question. He surely would have pre-
ferred to earn his living by other means,
such as ethnographic research or com:
posing. But since teaching offered his
only means of livelihood, he did it, as
he did everything else, with utmost con-
scientiousness, doing his very best in a
field for which he had so many quali
ties. His logical mind, clear presenta-
tion of any problems and his joy in ex-
plaining anything, made his teaching
less taxing for him and enjoyable for
his students. THE END

FOR PUPIL INTEREST
SEE THESE PIANO ALBUMS!!

A visit to your music desler will pay big
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cover,
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THE YOUNG PIANIST
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Brochure free on reguet
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LEILA FLETCHER
PIANO COURSE

You'll want the newest, most pro-
gressive Piono Course—that helds
the pupil's interest and ensures
steady progress . . . that offers the
best in music, ond provides a
sound musical foundation . . . that
instills correct reading habits, and
fosters the crective ability. For
individual ond for class instruction.

BOOK OME—for beginners

BOOK TWO—grade |

BOOK THREE—grade | to 114

BOOK FOUR—grade Il

BOOK FIVE—grade Il to lll

BOOK SIX—(in preparation)
Price, each $1.00

If you are o
piano teacher and
not already ccquainted with
the LEILA FLETCHER PIANO
COURSE, just fill in the space
below and mail to us. We shall
be happy to send you (postpaid)
o FREE COPY OF BOOK |I. We
know you will be delighted with
it—so don't delay, do this today!
This offer is good for one free copy of
BOOK | only. Order your regular coples
fram your local music dealer; if they cannat
supply you, order direct from ys.

YES! | ACCEPT YOUR OFFER
OF ONE FREE COPY OF . . .
BOOK ONE
THE LEILA FLETCHER
PIANO COURSE

MWL e
PLEASE PRINT

ADDRESS_
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STATE

DEALER™S NAML

MONTGOMERY MUSIC INC.

43 COURT ST., BUFFALO, N.Y.

VIOLIN QUESTIONM

HAROLD BERKLEY

Study Material Recommended

Mrs. E. B. H., Rhode Island. The “28
Melodious Studies” by Josephine Troti
are published by G. Schirmer, Inc., 3
East 43rd Street, New York City, and
I don't think the book is out of print,
for a pupil of mine bought it a couple
of months ago. It is, in my opinion, the
best substitute for the first book of
Wohlfahrt. As an alternative you could
use the Supplement to Book 1 of Laou-
reux or the corresponding Book of the
Maia Bang Method. Tt is psychologi-
cally good to get away from “Methods"
as early in the pupil’s advancement as
possible, for a “Method™ too often de-
notes the student as a beginner—at
least, in his own mind.

Copies or Originals?

Mrs. A. B. W., Minnesota. No one
could give you a definite opinion on
your violins without seeing them. The
possibility exists that they are genuine,
although the odds against this are asiro-
nomical. They may be well-made copies
worth a few hundred dollars, but the
chances are thousands to one that they
are German or Bohemian factory prod-
uctz not worth fifty dollars. In the whale
history of violin making. no names have
been so misused as those of Stradivarius
and Stainer.

Why Two Teachers?

Miss C. A. R., ldaho. To take lessons
from two teachers at the same time is
not fair to the student or to either
teacher. To take a six- or eight-week
summer course with another teacher is
not quite the same thing; for tha
period you consider vourself a pupil of
the new teacher and strive to do what
he wants. But to study with two teach-
ers, “side by side,” is not good. (2) My
feeling is that vou have been held back.
After studying for eight years yon
should certainly be doing the Kreutzer
and Fiorillo Studies, and more advanced
pieces than the Accolay concerto.

Three-Stringed Bass

Mrs. M. H. P., Massachusetts, There
have been several tunings used for the
three-stringed double bass, but the most
common was A for the low string, D for
the middle string, and G for the top

string. The three-siringed bass is rarely
SEET [:uwullﬂ_\f!\-_ most of them llaviru_t
been converted to four-stringed instru-
menis.

A Modern Maker

R. €. W., Virginia. The maker you
mention i= still producing good mstru-
ments, but 1 think that even he would
hesitate to claim to value them at §2500,
They have sold in the open market for
from £200 1o $500, and are well worth

the price.

Probably a Factory Brand

Miss R. F.. Minnesota. The fact that
vour violin has no label, and that it
can be identihed only by the name
HEINZEL branded on the back, leads
me to think that it s a German or
Bohemian factory product worth at most
£75.00 and probably not worth $50.00,
The name is not listed in the books at
my disposal.

Barre or Barhé?

J. M., Maryland. 1 can find no record
of a maker named J. Barre, and 1 am
wondering whether it is Barbé on the
label in vour violin. That s the name
of a large family of quite good French
makers who worked in Dijon and Mire
court, But there seems to be no record
of a Barbé working as early as 1710,
S0 1 cannot give you even an Approxi-
mate valuation on your vielin. It would
need to be personally examined by an
expert and judged on its own merits of
workmanship and tone quality.

A Romantie History

Mrs. 1. R. 5., Calijornia, The violin
vou write ahout certainly has had a
romantic history, and it would be nice
if I could say that it is a genuine Strad.
But I cannot. The possibility exists, of
course, but the chances against it are
something like a hundred thousand to
one. But it may be a good copy, worth
a few hundred dollars. If it has that
look of quality about it that is so patent
to the observant eve but is so impossible
to define, 1 would advise you to take
or send it to Mr. Faris Brown, 5625
Wilshire Boulevard, Lo: Angeles 36,
Calif. For a small fee he will give you
a reliable appraisal,
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ORGAY & CHOIR
(UESTIONS

Frederick Phillips

Qur entire parish plant: church, school
and reclory was destroved in the tor-
nade last vear, including our nearly
pew Pipe oF gan. Weare now Ir'hfrrfr.l'fug_
but will be unable ta afford a new pipe
organ. Could you advise which of the
instruments would
greatest satisfaction,

R, S.—Nebr,

seperal electronic

EIEE Ui the

It is dificult for ETUDE to be very
specific in its advices for two reasons,
First, for obvious reasons a magazine of
this character cannot show partiality to
one instrument as against others, See-
ondly, in the last analveis the choice
must be based on personal preference as
to tone quality, ete, We are sending you
the addresses of the leading makers of
electronic instruments, and suggest that
you have the local representatives of
these firms arrange for personal demon-
drations. Most electronics will sound
very sptisfactory in the softer effects, but
in the demonstrations be sure to check
o the results with the crescendo [tmjﬂl
fully open, both on individual stops and
on medium and full organ. Check also
with the manufacturers as to the num-
ber or size of sound chambers needed
for your particular church.

4 stop list of our organ is enclosed.
The church has a searing capacity of
over a thousand, but due to changes in
environment the congregations are now
small. The organ has had no attention
for about ten years, and some troubles
are evident. A recent change in Pastor
and Assistants has he s[ped to restore the
interest in music, and a female choir of
12 -ﬁm_ been formed, but men seem to be
tunavailable. | have studied piano for
several years, understand harmony and
Counterpoint, but have had very little
orean training and am unable to take
lessons, but have been requested (and
e ggreed ) to take over the organ. |
have jult aecess ta the organ for prac-
ticing. (1) Is it possible to get the con-
Eregation out of the hahir of dragging
the hymns, or is it wise simply to lag
With them? (2 ) W hore the pedal work is
oo difficult, is it 0. K. to omit the pedal

e""“"“"-i'ﬂl'll.nl:r',r 19568

and add the 16" Boaurdon to the Swell?
(3) Please comment on the training of
volunteer choirs; what books will help,
and where can | get information on Gre.
gorian Chant? R. 4. }].—Pa.

Since you have full access to the or
gan for practicing, we suggest that vou
get one of the standard organ methods
(such as Stainer’s “The Organ,” and
study it very carefullv. For additional
pedal study use Dunham’s “Pedal Mas-
tery™ described in the circular enclosed,
With your present musical training we
believe these hooks will help vou to a
pretty fair mastery of the organ. Ques
tion 1—One of the causes of the lag
in hymn singing may be the large
church and small congregation. So of-
ten. in such cases, the congregation
scatters itself all over the church, and
each member feels timid and afraid of
being heard. Is there some way that the
nfi‘l.r‘i.]linp, minister could induce the
congregation to get closer together,
preferably in the front. so they would
get the feeling of “mass" singing, and
put a lot more spirit into it. Plaving too
fﬂgulu on the Organ also encourages
lag, and yet too much staccato makes
things “choppy.” Try keeping the mel-
ody smooth and the pedals if possible,
but have the inner voices (filling in the
chords where possible) plaved staceato,
At the end of complete phrases release
the entire organ for an instant short of
its full time, making a solid attack on
the new phrase in strict tempo. This
release supplies somewhat the effect of
an accent, and keeps the sense of
rhythm going. Your suggestion regard-
ing the pedal is all right for a tempo-
rary measure, but your pedal technique
should be developed as soon as possible
to take care of all ordinary music. Here
i= where the Dunham book will be
found useful. For choir training. we
suggest “Choir and Chorus Conducting™
by Wodell and “Choral Technic and
Interpretation™ by Coward. For a study
of Gregorian Chant we recommend
“Catechism of Gregorian Chant™ by
Hugle, or a larger work “New School
of Gregorian Chant™ by Johner,
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by GULBRANSEN

Aninspired minuet console, Town i Country
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the school of sculptured design, the suave,
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Robert Whitford

Foundaer-President
Internations] Puance |eachers Association
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ihe interests of the piona teacher. You are
invited te write for a free coov of PIANQ
TEACHING TODAY. With it vou will alsa be
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Candles in the Windows

by Gertrude Greenhalgh Walker

TWU HUNDRED years ago—Jan-
uary 27, 1756, to be exact—Wolf-
gang Amadens Mozart was born in
the beautiful little city of Salzburg,
Austria. His parents did not suspect
that the baby boy was to become one
of the great musical geniuses of the
world, and they were very much sar-
prised when, at the age of three, Wolf-
gang climbed up on the high stool
and played on the harpsichord from
his sister Nannerl’s music book,
though he had never had a music les-
son! However, from then on, to Wolf-
gang's delight, his father gave him a
musie lesson every day.

When he was six years old his
father took him and his sister on a
concert tour in Eworope. All royalty
honored these Mozart children and
wildly acclaimed the unusual musical
talent. Mozart began to compose, too.
and when only seven yvears of age his
first sonatas were published; and he
wrote a symphony when he was only
eight! As he grew up melodies were
ever flowing from his pen. It is said
that he liked to play games and fre-
quently stopped in the middle of a
zame to write down a melody, which,
later would be found to be the theme
of one of his compositions.

Mozart died seven weeks hefore his
36th birthday, leaving to the world
nearly fifty symphonies, the three con-
sidered the greatest being composed
when he was thirty-two. Of his twenty
operas, “Don Giovanni,” “Figaro”
and “Magie Flute” continue to thrill
musicians the world over. Not a day
passes but somewhere a composition
of Mozart’s may be heard. whether it
be one of his more than twenty piano
concertos, his twenty-seven string
quartets, his forty-two violin sonatas,
his forty-nine symphonies, his many
operas, or even his little Minuets and
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pianc pieces,

Mozart’s life was not a happy ene
at the close of his days, even though
he was surrounded with music. Other
musicians were sometimes jealous of
his great gifts. He was very ill-paid
for his compositions and he was neg-
lected, Not one friend followed him
one storm-swept day to a paumrr'ﬁ
grave, where he was buried. But his
genius lives on.

As an expression of deep homage
on the bicentennial of the birthday of
Wolfgang Amadens Mozart, there will
be placed in every window in the
beautiful little city of his birth—Salz.
burg, Austria—a lighted candle! What
a tribute these candles in the windows
will be to his ever-glowing genius,
which lives on through the vears in
his compositions!

——

Statue of Mozart
Salzburg. Austria

Happy New Year, 1956
We like to make some resolutions,
And, of course, we need them;

Let's make them well on New Year's
Day,
And then be sure we heed them.

Buckle Down

What were you doing in your music this
time last vear? Do vou remember? Do
vou remember what pieces and studies
you were working on then; or how you
played your scales; how careful you
were about vour practicing?

Ask vourself “Am 1 a whole year's
worth further advanced now than I was
then? Musically? Technically ™

If you can honestly answer yes to
these questions it shows you are mak-
ing good progress, But if there is any
doubt about it, just buckle down, work
hard and make up for lost time,

Musiecal A, B, (s
by Ann Denning

A's for Albeniz, eomposer from Spain,
B is for Bach, and his Fugues will
remain; C is for Chopin's supreme
melody, D is for Dvofdk's New World
Symphony; E is for Elgar, whose
music we know, F is for Foster's
well-known Old Black Joe; G is for
Grieg, with a Norwegian note, H is
for Handel and all that he wrote; I's
for fturbi, fine artist, vou bet! ] is for
Joachim and his quartet; K's Kous-
sevitzky, conductor supreme, L is for
Liszt, with Hungarian theme; M’s for
WacDowell, a tone poet true, N is for
Newin. I like him, don't vou? 0 is for
Offenbach, not o well known, but in
his operas his talent is shown; P's for
Puccini—no operas are finer, R's for
Rachmaninoff, major and minor; S
is for Strauss, and the waltzing of
feet, T's for Tchaikorsky's Nut
Cracker Suite; V's Ferdi's opera al
which we can weep. W's Wagner,
mysterious and deep; X is not known
vel, but soon he'll begin; Y-saye and
Z-imbalist, great on violin.

Guess My Name
by Marion Henson Matthews
In Lurope I was once well known;
In Scotland now you hear my drone
When kilted men march by;
A leather bag, three pipes or four
I'm fashioned of. Need 1 say more?

What instrument am 1 ?
Anmiwer: Bagpipe
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Mozart
by Alice M. McCullen

M-ozart made the four-hand sonata a
special art work.

{.ne of his remarkable gifts was the
ability to sing and play the harp-
sichord when only four years old.

Z.eal for polished form and exquisite
melody characterizes his style.

Anna Marie, his sister, was also a
gifted musician and one of the
first feminine concert players.

Riches contributed to the musical
treasury of the world still pay
dividends in inspiration,

T.wo hundred years after his birth
musicians of the world pay him
homage.

Who Knows The Answers
{Keep score. One hundred is perfect)

1. Which one of Beethoven’s nine sym-
phonies is best known? (5 points)

2 Which is slower, largo or larghetto?
(5 points)

3 Which instrument is more difficult to
play, clarinet or oboe? (10 points)

ST

4. Which minor scale has five flats in
its signature? (10 points)
3. Which is older, the clavichord or
the harpsichord? (10 points)
6, Which of Wagner's operas was his
last? (15 points)
1. Which instrument uses
strings? (15 points)
8, Which one of Bach’s sons wrote Sol-
feggietto {5 points)
5 Which of the following composers
wrote the Military Polonaise: Lisat,
Chopin, Ravel, Brahms, Mendelssohn?
{10 points)
10. Which country produced folksong
gven with this quiz?

(Answers on this page)

colored

Answers to Paint the
Titles Game

I Black; 2. Blue: 3. White: 4.
Brown; 5, Purple; 6. Red; 7. Green;
8. Red White, Blue: 9. Rose: 10.
Brown; 11. Yellow; 12. Silver, Gold;
13, Gray; 14. Brown; 15. Red; 16.
Silver 17, Gray ; 18, Blue; 19. Brown;
20, Red,
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attractive prizes this month for the
best and neatest entries received
in the contest.

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

JUNIOR ETUDE CONTEST

Junior Etude will award three

upper right corner. Name of prize
winners and list of thirty receiving
honorable mention will appear in
a later issue.
Subject: An original puzzle re-
lating to music. Prizes will be
mailed in February.
Mail entries to Junior Etude,
Bryn Mawr, Pa., by Januvary 31.

Letter Box
R e e e

Send replies 1o 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 8
cents. Foreign air mail rate varies,
so consult your Post Office before
stamping foreign air mail. Print
your name and retorn address on
the back of the envelope.

Dear Junior Etude:
I enjoy ETUDE from cover to cover, [
have just qualified as a kindergarten
teacher and am teaching in an English
school here in Bombay. 1 also play
piano and sing. | have a variety of in-
terests, including needlework, handi-
crafts, stamp collecting and dancing. I
would like to hear from readers who
are interested in music,

Jean Dias (Age 18), India

[ ]
Dear Junior Etude:
I have studied piano and voice for over
five years and play for our primary de-
partment in church and for the Rotary
Club in our community. My hobbies are
playing the organ, reading, collecting
demi-tasse cups and pen-pals. [ would
like to hear from readers in other coun-
tries.
Diane Morris {Age 15), Texas
L ]

Dear Junior Etude:

I like music very much and when a
piece is learned perfectly it is so much
fun to play it for people! My mother

took the enclosed picture of me at my
piano. I would like to hear from other

readers.

Edward Griswold (Age 8), New York

Paint The Titles (Game)

If you were going to paint the
colors in the following song-titles,
what colors would you need? (Take
five points for each correct answer.
The players with the highest score
in four minutes is the winner.

1. Old ~ Joe: 2. Beautiful
Danube: 3. Christ-
mas; 4. Jeanie With The Light
Hair; 5. Deep i G
River Valley; 7. Wearing O

The : 8. The 3
and : 9, The Last Of
Summer; 10. The Little Jug;

11. 'Round Her Neck She Wears A

Ribbon; 12, Threads
Among The : 13. The Old
Mare: 14. John 's

Body: 15. The ——

Sarafan; 16.

Roll On, — Moon; 17. Darling
Nellie : 18. The Bells
Of Scotland; 19. The Little
Church: 20. Robin Breast.

Answers on This Page

Also from the Mail Bag

The following would also like to receive
letters. Space does not permit printing
their letters in full. Firginia Bickford
{Age 15), New York, plays piano and
expects to start cornet soon; Sharon
Belleville (Age 14), Michigan, hopes to
become a concert pianist; Helen Dicken
(Age 17), Hlinois, plays piano and col-
lects classical records, sings in Girl's
Choir; Kirzi Windvand (Age 13), New
Jersey, plays piano and enjoys skating,
swimming and nature,

Answers to Quiz

1. the fifth; 2. largo; 3. choe; 4. B-flat
minor; 5. the clavichord; 6. Parsifal;
7. Harp, similar to the piano using

black and white keys: 8. Karl Philip
Emanuel; 9. Chopin: 10. Scotland.
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CREATIVE CONTRAST IN MOZART

{Continued from Page 11)

differentiated sharply from the next
However a musician developed in the
cighteenth century, the force of this
method of preduction remained, if only
as a natural economy of effort. With
Mozart it may have contributed to the
habit of composing one work in con-
trast to its immediate or near neighbor,
though the primary forces were differ-
ent and more complex. There are others
among the great masters who shared
this tendency, but it is Mozart's music
that can be studied with most profit, for
we must know the dates of the several
pairs with some exactitude, and his own
thematic catalogue, which he kept from
1784 onwards, fulfils this need with par-
ticular completeness.

For much of Mozart's music written
prior to 1784 we lack precise dates; too
often the exact month is not known, let
glone the day. It would be interesting
to speculate on the reason for the great
gulf between the Sonata for Clavier in
A minor, that for Vielin in E minor, and
comparatively trivial works composed
during his visit to Paris in 1778; like-
wise on the great difference between the
two Serenades for Wind Octet in C mi-
nor and E-flat major of 1781-2. But the
absence of precizse chronology would
forbid any definite conclusion. In Febru-
ary 1784, however, Mozart began to
keep his Verzeichniiss, The first half-
dozen or so of the masterpieces that
streamed from his pen in the spring
and summer of that year reflect on the
whole a steady gaze towards the bright-
er gide of life. We may note, however,
that on 14 October came the stormy
Sonata in C minor with twe fresh and
tender works in B-flat (the Clavier Con-
certo K. 456 and the Quartet K. 458)
less than three weeks away on either
side of it. In January 1785 Mozart
crowned the set of quartets which he
was dedicating to Haydn with the A
major on the 10th and the C major on
the 14th. Obviously they were in his
mind at the same time and the distine.
tion between them is most pronounced.
The mood of the A major is wistful and
disconcerting; chromatic melody pre-
vails and produces the effect of quiet
shading; throughout the method is al-
lusive, and there is little differentiation
between the movements. The Quartet in
C is one of the most brilliant, exulting,
and, in its Andante especially, exalted
works Mozart ever wrote. Only in the
minuet and trio does the flame sink and
burn more darkly. It is a triumph of
externalization, just as its fellow gives
masterly expression to a spirit of reflec.
tion that is profound but not gloomy.

Within seven weeks Mozart had re-
peated this feat of contrast even more
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intensely in his very next compositions,
On 10 February he finished the Clavier
Concerto in D miner, and on 9 Maich
that in C major (K, 467). From the
{ebrile tumult of the first, with its sen-
suous Romanza, it is a far cry to the
second, so stately and square in its mili-
tary rhythms and so delicately poetical
in its Andante, A similarly contrasting
sequence came in the autumn, Hard on
the heels of the sublime Maurerische
Trauermusik in C minor and the Clavier
Quartet in G minor came two works in
the confident serenity of E.flat major—
the Violin Sonata, K. 481, and the Cla-
vier Concerto, K. 482 In the spring of the
next year came one of the most remark-
able of all Mozart's creative efforts, the
completion within three weeks of two
clavier concertos while he was also fully
occupied with “Figaro.” Even more strik.
ing than the contrast between the con-
certos in D minor and C major i= that
between these in A major (K. 488) and
C minor. Both are powerful works, but
this quality is not so obvious in the A
major because of the sweetness of its
melodies and the Howing grace of its
outlines. But in the C minor Mozart
laid bare all the starkness of conflict
as never before, even in the sonata and
fantasia in this key.

After “Figaro” Mozart fell, like the
runner from Marathon, exhausted in
the moment of his trinmph, for the
opera’s greatness was lost on the pub-
lic, and its very brief success must have
disappointed him bitterly. Until De-
cember 1786 he devoted himself rather
spasmodically to chamber works, some
very beautiful, but, except for the noble
Duet Sonata in F major, introspective
and mostly lacking the freshness of his
earlier music. In the late autumn he
began to prepare for the winter con-
certs in Vienna and completed the
Clavier Concerto in C major (K. 503)
and the *Prague’ Symphony in D major
on 4 and 6 December respectively. De-
spite its major key, the coneerto is often
gloomy and always austere, even in the
Andante; the ]Hl_il'lg l']'l}"lhl'l‘.l!- and sunny
geniality of the symphony are quite
alien to it. The concerto is Olympian in
its uncompromising aloofness, and
makes deliberate parade of strength
and sonority. The symphony too has
strength, but it is more concealed and
only prominent here and there beneath
the gaiety of the music. Undeniably
these two maslerpieces, so opposite in
structure and mood, were maturing si.
multaneously in Mozart's brain.

The same can be said of the two
String Quintets, in C major and G mi-
naor, bﬂmn which there is a bare [hm
and a half weeks, The difference in the

mood of each is too well known to be
described here. On 4 June 1787 Mozart
finished two exquisite miniatures, the
songs Abendempfindung and Ak Chige.
The first glows with passion and re.
veals a sustained depth of feeling un-
paralleled in his other songs. The sec.
ond is by comparison a pretty trifle, for
all its formal perfection. There are sev.
eral similarly contrasting pairs in the
Jesser works of this time, but the ac.
cepted miracle comes later, in 1788,
with the three symphonies, Can we
doubt that the plan of all three germi-
nated in one creative impulse? The
E-flat Symphony, however, was finished
first on 26 June, while those in G minor
and C major (the repetition of the
tonal contrast of the great quintets is
significant) came over a month later,
on 25 July and 10 August. Hence these
symphonies may perhaps be regarded
less as a triad than as one plus a pair.
In any case the contrast between the
first and the last two is as remarkable
as that between the last two themselves,

This sequence of widely differing
pairs in Mozart's music between 1784
and 1788 i= too regular to be dismissed
simply as a series of coincidences. But
was it a conscious attempt either to
maintain emotional balanee through re-
course to extremes, or to relieve inner
tension through deliberate change of
mood? It seems unlikely in Mozart’s
case, though perhaps others may have
worked in this way. Thus may be inter-
preted the varying curve of both scope
and spirit that runs through Beethoven’s
symphonies from the third to the ninth.
There is likewize little doubt that
Brahms, one of the most self-conscions
of all the great masters, often planned
contrasting pairs of large-scale works,
for instance the two groups of his sym-
phonies, the ‘Tragic’ and ‘Academic
Festival' overtures, and the Violin So-
natas in D minor and A major. But we
must also take into account the instinct,
common in all creative artists, 1o avoid
monotony and staleness which might
come from too long a concentration on
one particular mood. Milton studied
English history deeply while writing
“Paradise Lost.” Ben Jonson wrote his
lyrics to Celia as soon as he had finished
“Yolpone,” if not while actually work-
ing on it; Titian liked to be engaged on
both secular and religious paintings si-
multaneously, ranging from a love scene
in Greek mythology to a Holy Family.
Mozart shared this instinet, but it was
not preponderant, partly because of his
unique, almost cynical power of detach-
ment, and partly because of his fecun:
dity of sustained invention.

We should therefore look deeper for
the cause of this sequence of contrast-
ing pairs, in the known facts of his
life and character. May it not be that
there were two elements continually at
war within his mind? The one was
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rooted in the contemplative, lyrical side
of his nature, his gaiety of heart and
wide buman sympathies. The other
gprang from the long-drawn material
{silure and frustration, and the conse-
quent unhappiness which made him
rebel passionately against the darkness
of his fate. But because he was so fun-
damentally sane and endowed with so
resilient & spirit, he could not allow
one or other of these elements to be in
the ascendant for long, and thus uncon-
sciously kept the balance through the
outlet of these contrasted pairs. There
can of course be no final proof of this,
but it seems probable that the crowning
lmmiliation and despair of 1789 puri-
fied his soul of this conflict and brought
him some measure of calmness and
resignation. For after this date those
works which fall into pairs—namely,
the Quartets in B-flar (K. 589) and F
major, the two Fantasias for mechanical
organ with their strongly parallel tonal
aructure, and the two last String Quin-
tets—are complementary in a most sat-
isfying way. This impression is con-
firmed by the absence of viclent con-
trast within them and their separate
movements, a3 indeed is the case in
other campositions of these vears, such
as the B-flat Clavier Concerto (K. 595).
This at least is an indisputable musical
fact and plain to see in print. The rea-
son for it may be that at last, in spite
of himsell, Mozart had attained some-
thing of that inmer harmony so long
desired, to which he was to give su-
preme expression in “Die Zauberflite.”

We cannot listen satisfactorily to two
pieces of music at once, but we can
study and compare them in score, and
0 be able to refer subconsciously to
the one when hearing the other played.
Thus, when we hear the massive scoring
in cight parts in the ‘Allegro maestoso’
of Mozart’s C major Clavier Concerto
(K. 503) we should not, if we accept
the thesis of this chapter, be astonished
by the thought that such music evolved
in his brain at the same time as the
simple melodies and flexible rhythms
of the first movement of the ‘Prague’
symphony, Yet we can also see, if we
recall the sombre style of the slow in.
"’fﬂlﬂﬂ"rﬂll of the latter, that Mozart’s
mind was not working in watertight
tompartments during the creation of
these masterpieces. To discern such fea-
tures as this, which are to be found in
all the pairs of works mentioned here,
and to grasp the significance of their
inter-relationship, needs a greater effort
of comprehension than we usually ex-
pend on ene work in vecuo. But is it
0t well worth while? For our reward
. nathing less than a glimpse of the
vital forces which, after long striving,
Mozart succeeded in holding nicely bal-
anced. So fascinating

Is the conjunction of the mind
d apposition of the stars.
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MOZART BI-CENTENNIAL

THE YOUNG MOZART; 19 Pieces (1762-64) ....§ .90

LITTLE NOTEBOOK OF 15 EASY DANCES
(B i o R e et e RS A e Ay .5

8 MINUETS WITH TRIOS FOR THE PIANO.... .75
SONATAS, VOL. 1
SONATAS, VOL. 1
6 VIENNESE SONATINAS (Rehberg) ............ 90

15 YARIATIONS (Scholz) ........cocvuiiunnnns. 2.50
12 WALTZES with Coda ....cc0vvernsrroneecsrss 50
A3 WALTIERE - o L s A LA v .65

ASSOCIATED MUSIC PUBLISHERS, INC.

1 West 47th Street, New York, N. Y.

This Opportunity is for

YOUR CHILD

Ask vour child’s Teacher now to enter him in
annual spring non-competitive Auditions of the

NATIONAL GUILD of PIANO TEACHERS

Served 43,000 in 1955

Founded 1929 Irl Allison, Pres. Box 1113, Austin, Texas
® MOZART-KREISLER o
RONDO—arranged for viclin and piano .........cciciviiininaes $1.25
CADENZAS (3) for CONCERTO No. 3, G major .......ovvvvenunn .B0
CADENZAS (3) for CONCERTO No. 4, D major .............0... . 80
CADENZAS (2) for CONCERTO No. 5, A major ....ovvvevainnnss 1.00

and (1) for CONCERTO Me. &, Epb major

These and aoll other Kreisler compesitions and arrangements may be examined
or purchased at your favorite music store.

57 W. 44 St CHARLES FOLEY New York 36
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THE SYMPHONY OF THE BIRDS

(Continued from Page 18)

fragment extracted from the call of the
Veery, a member of the thrush family.
“] slowed the call down on the tape
machine, and so lowered it in pitch,”
he explains, “and what was to our ear
originally s momentary flutter of sound
turned out to be a complex pattern of
notes and the basic background of the
introduction.” Another portion of the
Veery's call signals the beginning of
the first movement, where also is heard
the song of the Baltimore Oriole, the
accelerated, repeated note of the Field
Sparrow and the re-sol-do of the Harris
Sparrow—"transposed in different keys
and registers, in combinations and in-
versions.” This could be marked An-
dante e lirico. The final movement,
where we hear the songs of a variety of
thrushes, could be marked Misterioso.

“I didn’t want my svmphony to sound
like an aviary, but 1 still didn’t want
listeners to forget that all the soloists
were birds. So, from time to time, 1 let
them sing straight—just as they would
gound in feld and wood.”

That familiar sounds—Ilike locomo-
tives, churchbells, dogs, chickens—can
sound strange to one’s ears is demon-
strated by James Fassett during the
Philharmonic broadcasis. He has shown
also what a recorder can do in picking
up, say, the sounds of Grieg's music
played upon his own piano at Trold-
haugen. Either through these experi-
ments in sound or in interviews with
celebrities, he tries 1o “make intermis-
sions a feature in themselves rather
than just ‘All-ing.” Why, I've had lis-
teners write me to tell how they were
introduced to the Philharmonic through
the intermissions.” The fact that he has
attracted listeners gives Fassent good
reason to believe that since he took over,
six vears ago, the rdle of Philharmonic
host for these broadcasts, he has been
successful in holding most of the lis-
teners through the intermissions,

“I've been leaning to variety,” he
points out. “A different, a new pattern
for intermissions, rather than the usual
hash that gets aired, is what I've tried
to evolve.,” And for the invaluable aid
it has been to him, he hlesses the tape
recorder. Besides osing it for experi-
ments, he says, “I"ve been able to caich
celebrities at home in their most fa-
miliar surroundings, in their own living
rooms, in their studios, on their hack-
porches or their apartment terraces, in
their dressing rooms at the concert
hall—yes, even on shipboard.”

Fassett learned the importance of the
informal approach in making an artist
feel at ease when interviewing Marian
Anderson for “Invitation to Music” a
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few years ago. “Driving into Miss An-
derson’s farm, high on a Connecticut
hillside, I noticed some sheep graxing
in a nearby pasture and a dozen or so
baby lambs frolicking about,” he re-
lates, * ‘Do you raise sheep and market
the wool?’ 1 asked Miss Anderson as
an opening wedge. And then the great
artist who had sung for kings and
queens, for presidents and prime min-
jsters, smiled warmly as she told how
the sheep were sheared and how she
made blankets of the wool and gave
them as Christmas gifts to her friends.
From then on, the conversation flowed
naturally and floently, That bugaboo,
the tape recorder, was forgotten.”

He has interviewed the pianist Rudolf
Serkin not as a virtuose but as a farmer
showing off his new tractor in Vermont;
pianist Robert Casadesus, his wife Gaby
and son Jean in the library of the lle
de France, with the boat’s whistle
screaming in the background, and its
loudspeaker warning all visitors 1o go
ashore: conductor Dimitri Mitropoulos
in his favorite Greek restaurant, Equal-
ly informal were his interviews with
Helen Tranbel, sipping morning coffee
and discussing her baseball loyalties;
Red Barber and composer Norman
Dello Joio finding sports interests in
common; and Lily Pons, chatting about
opera, her new recordings, her travels,
her precious collection of South Amer-
ican birds, and whistling a duet with
her parakeet.

One of the beanties of the tape re-
corder, for Fassett, is that it allows him
“to edit the interviews before they are
broadcast so that they are clearly un-
derstood and do not run overtime.
When I have an artist whose Englizh
is hard to understand, 1 compile words
from other parts of the speech as re.
corded but not wsed in the broadeast.
A well-known French violinist slurred
over the word for ‘I'orchestre.’” So 1 put
together, from the vowel and consonant
sounds on the tape. the word or-ches-
tra."” Having tapes also made it possible
for Fassen, after the boisterous inter-
view over coffee with Miss Traubel, 1o
cut out a thirteen-second stretch of ha-
ha-ha's. “There was so much laughter
in the rest of the interview that 1
thought this bit excessive, and, besides,
it cut into the meat of her talk about
baseball.™

For the man whose idea it was, three
years ago. to fill the Philharmonic’s
Sunday radio spot between spring and
fall with highlights of the major Euro-
pean and American musical events of
the summer on “World Music Festi-
vals,” the tape recorder is a close com-

panion. With it he was able to record
portions of Prokofieff’s opera “War and
Peace” two years ago at the Maggio
Musicale in Florence. He made record-
ings also of excerpts from the festivals
in Copenhagen, Stockholm, Bergen,
Helsinki, Salzburg, Bayreuth and, at
home, Colorado’s Red Rocks and Aspen
—to which was added his commentary.
It has been a rewarding career for
Jim Fassett in that “s0 many people
tell me I've helped them appreciate
music. | never guessed, though, that I'd
be working with an orchestra of birds
and going around calling myself com-
poser,” says the commeniator-producer
who sets a fine pattern of music for
CBS radio with the broadcasts on Satur-
days of the Philadelphia Orchesira, and
on Sundays of organist E. Power Biggs,
the Salt Lake Tabernacle Choir, Mishel
Piastro's “Symphonette,” “The Music
Room.” and the Philharmonic,
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Not deviating in any way from its
course of presenting what, the writer
regrets 1o say, are only the tried and
true pieces of music, the Philharmonic
will be heard. on the first three Sundays
in January, in all-orchestral concerts
under the brilliant young ltalian guest
conduector, Guido Cantelli. On January
22 Nathan Milstein, under Cantelli,
will play Brahms' Violin Conecerto—
a thoroughly familiar work, but one
that, in its warmth and passion, suits
him to a “T". On January 29 Gina
Bachauver will play Prokofiefl's Third
Piano Concerto, under Dimitri Mi
1tu|m1.l|u5,

We can look forward in even more
wavs, however, to the luster that 1 sus
pect Sol Hurok will add w television
when he produces “Music for Millions"
over NBC-TV on Monday evening,
January 30, for an hour and & half. Con-
traltoc Marian Anderson, soprano Re-
berta Peters, pianist Artur Rubinstein,
cellist Gregor Piatigorsky, violinist
Issac Stern and conductor Fritz Reiner
are among the artists who will appear
in another of the impresario’s pioneer-
ing efforts. “Television has the oppor-
tunity to reach a huge audience which
mig]‘lt not nr||inari|y be gnillg o con-
certs,” says Hurok, “and in the first of
what might be a series of programs I
will try to give the best in music
through the fnest artists.,” This from
the man who, when he first started his
American career forty years ago, made
Manhattan's Hippodrome reverberate
on Sunday evenings with concerts that
did more to spread the gospel of music,
as a “N. Y. Times" editorial once put
it. than the phonograph.

Something else to anticipate with de-
light is the production of “The Magic
Flute” that the NBC Television Opera
Theatre is planning for Sunday, Jan-
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gary 15. In every way this outfit makes
4 great contribution to both television
and music. I, for one, particularly relish January 2. Leonard Warren, baritone
the fact that the operas are always January 9. George London, bass-bari-
given in English, and 1 look forward tone
1o the transletion of “'_The Magie Flute" January 16. Zino Francescani, violinist
peing prepared by W. H. Auden and January 23. Renata Tebaldi, soprano
Chester Kallman, two men who are emi- January 30. Robert Casadesus. planist
pently skillfully in setting words to Now for those who like anything joy-
R ous, “Peter Pan,” which last year was
Far those who like singers, the “Voice brought to televiewers following its
of Firestone™ and the Telephone Hour Broadway run, should prove rewarding
are presenting @ slew of vocal artists in its repeat performance over NBC-TV
during this month, The former, which on Monday evening January 9. A lark
with unusual taste creates vivid dra- that is at times gay, at other times
matic settings for the classical and touching, and always exerting its sure-
popular songs that make the ABC fire pull on an audience, this musical
simuleasts & Monday evening treat, pre- version of the James M. Barrie fable
sente this schedule: stars the ebullient Mary Martin as
Peter and the delightfully wicked Cyril
Ritchard as Captain Hook, You do not
have to be a child to enjoy the Mark
(*Moose™) Charlap and Jule Styne
tunes, the Carolyn Leigh, Betty Comden
and Adolph Green lyrics, and the hand-
some staging by choreographer Jerome
Robbins, or to revel in the adult
shenanigans,

The Telephone Hour
(NBC Radio)

Voice of Firestone
(ABC Radio and TV)
January 2. Robert Rounseville, tenor
January 9. Barbara Gibson, soprano
January 16, Eugene Conley, tenor
January 23. Dorothy Warenskjold,
SOPrano
January 30. Elaine Malbin, soprano

Robert Merrill, baritone THE END

CONTESTANTS VS. MUSICIANS

(Continued from Page 19)

least insofar as the raling is concerned.
They might well emphasize the teach-
ing and mastery of the elements of tone
production, intonation, and rhythm,
Study and perform band literature that
is within the technical capabilities of
the bandsmen ; avoid hurrving, take suf-
feient time to provide a firm foundation,
and one da_\' lhl‘:.' will have ]1rt-parﬁ|
their organizations with the background
which will enable them to perform suc-
cessfully in the District and State meets.

It is most important we realize that
contests are merely an agency or means
for evalusting the quality of the train-
mg we are providing our bandsmen,
rather than an occasion where they may
sitempt to play their way to a first-
division rating. Never has there been a
_[‘ﬂ“!“f' in our contests (regardless of
s divisional rating) that has observed
this credo as the objective of its band
program,

sections, attempting to perform an over-
ture whose score requires double reeds,
bass and alto clarinets as well as a
large choir of fAutes and soprano elar-
inets. Naturally, this band is placed at
a great disadvantage, and the final de-
cision of the adjudicator is certain to
be disappointing. The expense of at-
tending contests is often a drain on the
band's budget, hence some bands could
well use the funds allocated for travel
to the contest site for the purchase of
instruments which would improve not
anly the band's instrumentation but mu-
sical development as well,

Balanced instrumentation is a prime
requisite for the successful performance
of our present-day band repertory. That
it can be accomplished has been and
is being attested to by many bands from
both large and small schools. Insofar
as possible, the woodwind choir chould
be given special attention, since it pre-
sents the more difficalt problems. The
double reeds, alto, bass, and contrabass
clarinets require years of instruction
and in addition they are expensive and
play havoe with the band's annual
budget. Usually it is desirable to pur-
chase the oboes and bassocons in pairs
rather than singly. This planning will
assure better tuning, blend, and interest
on the part of the students. Once the
student and conductor have experienced
the beauty and color of the balanced
woodwind choir, they are certain never
again to be content with their absence.

In the majority of contests, the band

Instrumentation

Another important factor in deter-
Mining the band's success or failure in
15 contest participation is its instrumen-
lation. Frequently, we will find bands
¥hose instrumentation is so inadequate
or unbalanced that the performance is
tertam to be unsatisfactory, regardless
of the ability of its individual members.
A8 an example, let us take the band
*hose instrumentation is composed of
0 excessive number of brass and per-
CUssion instruments, with too few and
Madequate performers in the woodwind
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is required to perform a minimum of
three selections, namely, a so-called
“warm-up” march, a selected composi-
tion, and the required number. Usually
we will ind that emphasis and attention
are devoted to the preparation of the
required work, while less rehearsal time
is given to the selected number, and
only a glance at the march, This is in-
deed a gross error. Firstly, because the
march is the initial composition to be
heard by the adjudicator, Since first im-
pressions are lasting ones, and as the
adjudicator receives definite reactions
upon hearing the bands’ first moments
of performance, it is only logical for
the conductor and his bandsmen to give
due heed to preparation of the march,

Choice of Selection

There are also other important points
for consideration. The choice of the
march and selected number may well
spell the difference between a high or
low rating in the coniests, The selec-
tion of the march must be given much
thought and all factors carefully
weighed. First, the march must be a
concert march, rather than one con-
ceived for gridiron or parade perform-
ance. It should be melodically and har.
monically strong, and provide for con-
trasting shades of instrumental color,
It should include opportunities for the
ample use of dynamics from pianissimo
to double-forte and fortissimo, and al-
low gll =ections to ||t‘-rfu[m at the maxi-
mum of their capabilities, but without
being too demanding technically or
range-wise. The street or military
marches are not generally effective for
confest purposes,

The Selected Number

Properly chosen. the selected number
will differ in character, style, and
mood from that of the required com-
position. However, one [requently finds
that is quite similar to that of the re-
quired work. This is, of course, not
gnrlll iullgmn-nt_ since it s certain 1o
create problems in its preparation, 23
well as limiting the students’ musical
r"i[bt-r'll'nl'r' smll r'nllup-m-uru in its re-
hearsing.

The alert conductor will see to it
that the required number and the se-
lected composition vary decidedly in re-
gard to sructure. mood. and style
As for example, it would seem unwise
to present two overtures, or two siites,
or two tone poems. The prudent con-
ductor will spend many houre in the
studvy of 1I|akin|: the proper cholce l:tf
the compositions he will perform at
the spring contests, for it is here that
his judgment is on trial as is the band"s
performance of the numbers which he
has selected.

In the preparation of the contest
numbers, the skill of the conductor is
assigned its greatest test. Here, his
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ability to organize, m[rnini-‘lrr.l drill.
rehearse, teach, interprel, and inspire
receives @ tremendous challenge and
sltimately dﬂf‘fnlinll“h the .atg:ndunl_ of
performance which his band will achieve
in its !mhlir appearances, It has been
«id that “There are no inferior bands
_gnly incompetent conductors.” We
may also add. “It is not the bands that
we adjudicate—rather their conduc-
jors.” Beside his ability to teach his
bandsmen, the conductor must be capa-
ble of jmm'pn‘tillg the musical score
and il is here that so many of our music
educators seem to fail in their contest
performances. We must realize that
weaching is one area of talent, perform-
ance upon an instrument still another,
while conducting constitutes still a dif-
ferent phase of talent., That all three
of these forms of musical achievement
are closely allied and akin to each other
i readily acknowledged; nev ertheless,
each represents a different avenue of
talent and accomplishment and one is
a8 ilﬂ'lp(l!tﬂlli as the other.

While one person mav possess an
anusually keen ear, another may be en-
dowed with a strong rhythmic feel,
while a third may possess a superlative
technical command of his instrument.
The conductor, however, must possess
dill ather talents, Certainly if the band
plays consistently out of tune it is not
the fault of the bandsmen. If the band
plays too loudly or with lack of bal-
ance, too fast, too slowly, with poor
attacks, incorrect rhythm, poor tonal
quality, or with a hundred other ele-
ments of performance deficiencies, it is
still the conductor who is incompetent,
and not his organization, for it is the
conductor’s responsibility to  perfect
those deficiencies.

(ther elements which the conductor
must project into the performance and
for which he is solely responsible are:
nuance, style, phrasing, articulation,
unity of ensemble, blend, fluency, taste,
precision, dynamics, clarity, wvitality,
mood, and general effect. Naturally, his
fﬂthuiiaﬁm, Iipilit_ and constant devo-
tion to his profession are vital necessi-
ties 1o his success, and when thess are
ot present, he is certain to fail in his
work,

The Teacher

The band conductor, however, must
also be an expert teacher. He must be
thorsughly familiar with all of the band
mAruments and able to teach them far
beyond the mere elementary level.
Again it is here that many fail. This is
Especially true of today’s music educa-
tor who is finding the college curricu-
hem i:lring filled with more and more
":]lliﬂi fields and less and less oppor-
tanity for the study of the various wind
ind stringed instruments.

T°? few school band conductors find
suficient time to prepare properly their
ores, Often they are *learning the
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score” during the band's rehearsal!
Since a great deal of the band litera-
ture is in the form of transcriptions, the
conductor must consider ite original
source, and become familiar with the
work in its authentic form. For exampl=,
let us assume we are going to perform
an orchestral work. The first step is 10
procure an orchestral score of the work,
Thence, the conductor will proceed o
study. compare, edit, and seek a com-
plete understanding of the composition,
He will see that the instrumentation,
tempi. phrasing, articulation, dynamies,
and all other elements of ]H‘lflnlllanﬂ-
of the band score are in complete ae-
cord with those of the orchestra.

The successful band conductor i= con-
L-I.u.n{l!. endeavoring to improve his
status as a musician and director, and
the contest is one means for his [ulfll-
ing these ambitions.

THE END

THE KREUTZER
DOUBLE STOPS
(Continued from Page 25)

are sustained and which are not, This
clarity of printing, however, is only of
avail when the |u|[|'|| TS -"I.f-r'.1|ljllp
that is on the printed page. And how
many do? The study should be played
at a tempo no faster than | = 80

The Trill study, No. 41 in B-flat ma-
jor (in most other editions No. 40),
should not be practiced until the stodent
has already developed a rapid and re-
laxed trill, for it i= a most exacting
study and ecalls for great endurance,
“}lf'“ Iilf‘ Illu\:('r i'! Tr'dll\ {lll i[_ !l”h‘I
ever, it has immense valoe. Most edi-
tions give a number of variants in which
it can be ||r.a||'li{'rd_ The two maost valu-
able are those shown in Examples E
and F:

Ex. E trains the |||i_-nr'r to maintain
a solid grip on the lower note of the
trill—a point too frequently overlooked
—and Ex. F will develop speed for the
student who ..,1|h'm|.\ has a ;;m.l(l trill.

A great deal can be learned from No.
42 if all its possibilities are thoughi-
fully explored. It is first-rate study for
developing exact intonation, chiefly be-
cause it has so many perfect fourths,
As 1 have said fairly often, every per-
fect fourth is a danger spot—the play-
er's ear must he working 1005 every
time one appears, ,1[:“] [[1._'”' & one in
almost etvery measure of this study.

The problems of good intonation must
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of course be solved before qu-.-IL alten-
“:m can be given 1o the mu:.uf-:ul values
o the smdy. Onee this stage is reached,
hawever, 8 new horizon can open up for
he student, for this study {'il.".'-l for the
cqme sort. of detached part-playing l|'_li1'l:
i« peeded later in the unaccompanied
fugnes of Bach. The st udent should ex-
ymine Ex. G very carefully in order to
understand the three types of bowing
that are necessary.

F! f"

fey
ALt
v F -

o the first measure and in the second
hall of the second measure, the upper
notes are only very slightly staccato
i (indicated by the sign == ]}, but the
lower motes are sharply staceato. In
iher words, the bow starts both notes
imulaneously but leaves the lower
nste almost immcdiurr-ly. while contin-
jing to sound the upper note a fraction
af a second longer. In the second meas-

e, the high D is sustained until the
frst sivieenth, but the bow leaves the
ccompanving eighth, the A, immedi.
iely after it bhas been sounded. The
four sixteenths should be plaved broad-
v, without any staccato eflect whatever.
All similar passages, and they comprise
most of the study, =hould be plaved in
il¢ same manner. In different figura-
tions, such as measures 13, 39, and 41,
!-Ih nodes of 1]|r‘ |Iu:|h]r'--|’|1pn h;|1,'['
qual value,

The basis of a sound and solid dou-
blestop technique is to be found in the
leven Kreutzer Studies that have been
liscussed in the November ETUDE and
igain this month. They should be
worked and reworked. and returned 1o

some of them—when the pupil is
warking on the é¢tudes of Fiorillo, Rode,
ind Dancla. And for the violinist who
154 I"'-""I!I unable 1o ilruf!‘rl‘r' for a |lr_'|'i_1ui

f time, there is mo better material for
minging back his left-hand co-ordina-

1o THE END

ILLUSTRATION CREDITS

Cover—Sae Page 8

9. 1l 12—=Epic Records
l3—Sedge Le Blang

15—0. ¥, W., Hubmann
0—Guneral Press Features

* Love your instrument, but do not
YMSNp it as the finest and most beauti-
'r:- :.'.-a_: exists! Remember that there are
_:--'f*'l' nstruments no less beautiful; re-
vember glso that there are such things

I-:-;Iﬂ""'l'-'—‘-' that in music for orchestra
% Poices music finds its highest ex-
Dression. -

— Hnl‘mrt Shumann
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Phone: Walbridge 2594

HARRY EULER TREIBER: Mus. D.

Yoice Building
Pupil of the lote Wm. L, Whilnay
[Yanaucini Methad)

Studio 509: 270 Huntington Ave., Bastan, Mass,
LUCIUS DUNCAN
Yiolinist
104 M. Mole 58, Phila. 2, Pa.

Lo 740723

LEOPOLD WOLFSOHN
Pianist, Teacher, Composer
Teacher of Acron Copland, Elie Siegmeimter and
many artishs and feacharn.
BESINNING TO ARTISTIC FINISH
Hotel Amsonio, B'waoy of Tird 54, Mew York City

WILLIAM FICHANDLER
F #

ianist, Teacher

314 Wast 75th St., New York, Su-T-3775

Comporitions publithed by G, Schirmar
and Theodare Presser.

ISABEL HUTCHESON

Refreshar Course tor Plano Teachers:
Modern Piono Technic: Cooching Concart Pianists:
Group Wark: For further information address
Studio 202, 10051 Eim 5t., Dallas, Texas

EDNA GUNMAR PETERSON
Concert Pionist—Artist Teacher

17447 Castallammare Pacific Pallsades, Calil.
Gladstons 4-1803

ERNESTO BERUMEN
COMNCERT PIANIST AND TEACHER
is occepling a limited number of serious
piono students in New York City. For infor-

mation write:
150 Greenwoy Terrace, Forest Hills
75, L. I, New York

ROSE RAYMOND
Expene 1;.n‘.rlh-'- '.|I“| g: ..B-"ﬂ:;p"ej

Teacher of teachers
Private Lessons

Available for Recitals

and Lecture-Recitals

320 West Bbth 5+, New York City 24

Tel. EN 2-7588

WILLIAM T. POLLAK
AM ., Mus. Doc., AAG.O.
Hew York College of Music

Piano, Orgon, Consducting, Cooching,

Chair Traiing, Improvisation,

Haormony, Counlerpaint, Fugue,
Compaotition, Orchestration

Correspondesce Coursgs
¥ Malrose Lone, Dosglaston &3, L.1., N.Y.

MAE GILBERT REESE
Pianist
Speciolited training for
teochers ond concert artish
B57 5. Rampau Blvd., Las Angeles 5, Cal.
We 44772

HAROLD HURLBUT

Hos fought singers of METROPOLITAM Opera
Chicogo ond Son Francisco Operos, stoge, scrasn
radio, televigian, including
HADIME CONMER, HOWARD KEEL, Evelyn Her-
bert, Henry Cordy and many others.

1150 M. Beochwood Dr., Hollywsod, Cal,

HENRY O'CONMELL

Teacher Vialin & Clarinet Coach
Formerly a College Instruetar
Advanced Pupils or Earnest Baginners
125 Sowth Plecsont Royal Oak, Mich.
Appaintmeants by mail only

BAIN DAYMAN

Recognired Vocal Avthority and Coach
Teaching in Hollywood since 1585—Member of the
Naotional Association of Teachers of Sing

na
1354 N. Highland Ave., Hollywood, Calif. HO 5-8%42

ETUDE Advertising Representatives

George F. Sudlur—TLInr Sangston, 32 Madisen ® Harry Lytle—Alex Webbe, 332 5. Michigan
Y. 17, N. Y.

Avanua, M. Urray Hill 2-1431

Ave., Chicago 4, IIl. WAbash 2-8321
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TEACHERS!

Plan to wdvertise 1o our WHERE SHALL I GO TO
HTUDY? ralamn for the nett six monthe. Rates afe
rensonakle—anly 53,00 per %% inch, 37050 per %
Inck, 31000 per inch. Becauss of this special rale,
only orders for sly consecullis lsaees omn bBE ue-
pepled. Advertiaing popy munk be enleted by tbd 3Ih
of ihe secomd montl preceding publicstion. Fet-
ward your copy and order to: Advartising Masager,
ETUDE e muske magazine, Bryn Mawr, Pa.

YOUNG
MUSICIANS®
RECORD
LIBRARY
WITH MATCHING
MUSIC BODKS
Deseriptirs Folder om [egueat
Dept. E, P.O.B 104, Forest Hills 75, New York

CLAS

S1F1E

D ADS

HARMONY, Composition, Orchestration,
Musical Theory., Private or Corréespund-
ence Instructfon. Manuscripls revised
and corrected. Music arranged Frank 5.
Butler, 32-46 107 Bt., Corons, N. Y.

LEARN FIANDG TUNING — Simplified,
muthentio instruction §4.00—Literature
free, Prof. Ross, 456 Beecher St., Elmira,

N.

WRITE SONGS: Read “Hongwriter's
Heview” Maguzine, 1660—ET Broadway,
New York 15, 25¢ copy; §2.00 year. (Est
15483

FOR SALE. Hare recordings, (rea lisis.
Collections bought. K. lem‘.fnm.ann. 100
Duncan Ave., Jersey Clty, New Jersaey.

SWING PIANO=— DY MAIL. 30 self-
teaching lessons $31. Samplas. Over 50
ublications, Phil Breton Publicatlons,
A0, Box 1408, Omaha B Nebraska.

LEARN PIANO TUNING AT HOME.
Course by Dr. Wm. Brald White, world’s
leading plano techniclan and teacher.
Writa Karl Bartenbach, 1001A Wells St
Lafayette, lnd.

FREE-—Amuazing new booklet “Success,
Popularity, Happiness From Your Pi-
ano,” How to fiad the newest in modern
piana :-Iuylni secrets. Ernest Weldner
Hystem, 423 E. Seventh Bt., Boston 27,
Munss,

INMAKERS, AMATEURS, PHRO-
N ALN: Fine tone Seasoned Euro-
peEAR slinmakers wood. Complete Ma-
terinls, Tools, Instructions, Patterns, 11-
lustrated Catalogue 10¢. Premier Violin
Supplies, Divislon EVN, 430 South
Broadway, Los Angelea 13, California.

VIDL
Flss

ACCORDIONS—DIirect from Ilmporter—
save 0% and more! Free irial. Lifetime
I:uur:ml.l.-e. Trades accepted. Free Cata-
og. Write Accordlion Outlet, Dept.
18EU, 2003 Chicago, Chlcago 22, Illinols.

PIANO TUNING COURSE — Complete
salf-instruction lessons. Also teaches
you plano guliting, repalring and
other urr\'lch:g operatlons. Wonderful
Mustrations. Full price, only $4.95 post-
pald=—ar cod, plus postage. Satlsfac-
tlon guaranteed or refund. Nelson Com-
pany, 210 8. Clinton, Dept. AU-100,
Chicago 6, JIL

FREE MAIL-ORDER CATALOG: Hun-
dreda of self-lnstructive books for mu-
sicians, from jagz to symphony. Walter
Stuart Muaslc Inc., 421-B Chestaut St
Unlon, K. d.

SACRIFICING 200 ACCORDIONS—ALIL
KINDS, Discounts to 705, Free catalog.
Claviollnes or other muslcal Instrument
gecured. Discount House, 2938 88 BL,
Woodhaven 21, New York, VI 7T-0866.

BACK POPTILAR SHEET MUSIC TO
18540, C-:almﬁ 16¢. Clasaics exchangsd
for popular. Fore's, E31561 Hlgh, Denver
B, Colorado.

OLD VIOLINS AND OTHER INSTRU-
MENTS. Hepairing. Supplies. Eaken,
%]u E. Washington St., Chamberaburg,
[

PUPIL-GETTERS. An almost Infallibly
effective method of obtalning new pu-
E“"' Bample 50¢4. 108 for $6.00. PUPIL
GETTERE Box 172, Easthampton, Mass.

JOHN 8. HULL, Violin Maker, 32 years
experience. Speclalizing In fine repair-
ing. Refersnces furnished. Fort Hunter,
New York.

PIANO TECHNIC SIMPLIFIED. Pla
opular musie professional style, §1.00.
Ha!.q&l;rt. 234 E. i8th Street, New York

TYPILANO. The Touch System of Play-
ing the Plano. The FPowell Plano Mask
blocks the sight of the kei’bmrd but
permits "Eht of the music. Play like the
artists — by the exclusive senses of
touch and hearing. Effeotively alds
hand independence, ear-training, sight
reading, memorizing. One plano mask
with manuesl of instruction and original
exercises. Send J2. Address John E.
Gantner, 1001 Churchill Ave, Utlca,

GROTRIAN-STEINWEG PIANOS, In-
ternationally ncclaimed "“The World's
Finest”, imported from Germany. Write
HOLSTAD MUSIC HOUSHE, 1337 Oak
Grove, Minneapolis, Minn.

FOR SALE: Musle, nccessories, Hawai-
inn, Spanish Classic, an plectrum
GQUITARS. GIMA'S GUITAR SALON,
Box 2235, Celorado Springs, Colorado.
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ARRANGEMENTS —rich, full scunding
Tenor Band Arrangements, “Fops,™
Standards, Bpecials. Bob Bullard, 1118
North Sixth, Maywood, Il

THE WINSETT TRANSPOSER takes
ithe _eunfualun out of transposing sheet
music from one Key to another. Saves
time, Plastic slide rule. $4.95 postpaid,
P. Winsett Co., Key West, Florida.

MODERN HARMONY. Composition In-
atruction. Neéw, Individoal, "Personal
Letter” methoed. Plane arrangements
made. Korber studios, 406 S5t Johns
Flace, Brooklyn 385, N.Y.

ESQUIRE ACUOOMPANIMENT REC-
ORDS solve singers’ accompaniment
problems.  Also constitute priceless
coaching. Made to order, or L. P. Albumas.
Esqulre Records, 650 Washington Street,
EBrookline, Mass,

FOR SALE: 7 Band Uniforms Dark
blue coat and cap, light grey trousers.
Excellent conditlon. Will send one for
inspection, Phillips Music Co., 6§27 Maln,
Fueblo, Colorado,

FOR SALE: Two new Glentone Organ
Speakers in original box. Will sell at
net cost. FPhillips Musle Co., 827 Maln,
Pueblo, Colorado.

HAND BUILDMNG EXERCISES FOR
PIANISTS by Weldon Carter. Teachers,
concert planists, advanced students. A
better technic with 20 minutes dally
ractice. Send §1.00 for copy to Wash=
ngton Musieal Institute, 1730 Sixtesnth
Bireet, N.W., Washington, D.C.

WANTED, ACCOMPLISHED PIANIST
to work with young man viollnist pre-
paring for serles of concerts, reclials,
audltions. ‘t'uurlF lady of good Christian
churm:mr. Baptist or related denoming-
tlon. German or of German background
%__il!‘ulfrrcd. Box §i, ETUDE, Bryn Mawr,
n.

AEW WRITING FORMULAL Young and

old can now write down thelr own

popular tunes—new, short, sure, easy

way! Copyrighted. Enclose $1, Request

?_‘t'l:tirnt‘th'e Ei[lusilgrnlﬂt Eketchbook PFPREE.
riscom -Ea )y er P

e MBS ] kshire V, Sandy

WHAT WAS MOZART'S
PLAYING LIKE?
(Continued from Page 43)

to be played and in playing all the
notes, appoggiaturas and so forth, ex.
actly as they are written and with the
appropriate expression and taste, so
that yvou might suppose that the per-
former had composed it himself.” His
astonishing skill at improvising is also
often mentioned. An idea of this may
be obtained from his published fan-
tasies and variations, many of which
undoubtedly started life as improvisa-
tions,

The matter of improvisation brings
up one element of Mozan's playing that
unfortunately is lost to ws forever., He
wrote down some of his works for his
own immediate use, with apparently no
thought of future publication, putting
down little more than a bare outline
of the piano part and intending to fill
it in as he played. Thus the original
manuscript of the so-called “Coronation
Concerto,” K. 537, shows great gaps in
various sections, where for example
only the right-hand part is written out.
These gaps were filled in by editors,
and it is their version of such passages
that we hear whenever the work is
played. But even the most complete
manuscripts do not represent everything
Mozart played when he performed the
works they contain. For it was an estab-
lished custom of the time to add oma-
ments to the written or printed music,
in the form of appoggiaturas, turns,
trills, and so0 on. We may be sure that
Mozart did this discreetly (for a sample
of how he did it, see the Preface 1o the
present  writer's edition of Mozgart's
Sonatas and Fantasies for the Piano),
but we do not know enough about it 1o
be able to reconstruct a performance
that would be complete from this point
of view.

Because of the great importance that
Mozart attached to “taste,” “feeling.”
and “expression,” we muost assume that
his playing was never cold and mechan-
ical, never mere note-reading. On the
other hand, those editions of his works
in which the editor has placed dynamic,
phrasing, or other marks over prac-
tically every note are quite misleading.
The truth lies somewhere between these
two extremes, We can take it for granted
that his playing brought the music to
life i}}’ VArious mrnn_-—hy nins‘inl tone,
by rhythmic verve, by tasteful phrasing,
including clear differentiation between
legato and detached notes, by dynamic
nuance, by vital tempos, by rubato in
slow movements, and, in their highest
form, by all the indefinable elements
that we lump together in the word
“musicianship.” THE END

etude—jonuary 1956
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Easy Mambo for Piano

Iqno fyuy

and fundamentals

In a pickle for piano pieces that brighten practice hours and refresh tired repertoire? No matter
how adept you are, or how inexperienced your offspring or students may be, there's a book here to
tickle your imagination . . . to train the tyro's techmic. Consider these four new books. You'll
find something that's ideal for yourself or a friend.

hot mambo for “cool” entertainment

at the piano for hours at a
{ime. "Even s radiant cover,
in orange and white, eaptures
the mambo spirit and encour-
ages plaving. For interme-
diate graders. By Bernard
Whitefield and Lou Singer.—

$1.00

Highlights of Familiar Music

New! Volume II

UL
L
SAUTLIN L
R NN

7 el o e s gt fne pisas
it by Bmes higay
The series that ha:—: everybody

'-‘IEII:;’: T"B{'j:c-r ove itz edu-
'.-?,T_,-'.”-i""' '-"ulu._-;l In the 4th
wa Jth year classes we are

: i the |.~'I|r,k for harmonie
I-"l;l' r:‘ raythmic design,

W, appogiaturas point,
gt ._{|IE‘|‘|aJ(‘ ete.” Begin-
o ‘9% the series becpuse
i;lilil‘l‘ﬂ:(:nf.i '|-|".|."rl'. I‘--.':I:h tunes
ir-:ls-p'.lll.' (Pop! Goea the
3 |.-: J:]I- lrliJ.i-.' _!_J'.---r!'.'i_ The

L he Plum_-) Trnlllu zE,

id MacDonald Had a Farm,
Camptown Races, Three Blind
Mice). More advanced play-
ers love the series because
these Denes Agay arrange-
ments are thoroughly musical
and “sound™ full and vibrant.
And everybody loves the full
sampling of Classics in High-
lights (excerpts from Brahms,
Beethoven, Chopin, Borodin,
Grieg, Mozart, Tchaikovsky,

Verdi, Stravinsky, Puecini
and Rachmaninoff.)
Volume I features TS5 melo-

dies incloding: At Dawning,
Semper Fadelia, By the
Waters of Minnetonka, Oh
Promise Me, Sidewalks of
New York, To a Wild Roge
and nineteen excerpts from
the Clazsies.

Volume II includes 77 all-time
favorites, among them: Hot
Time in the Old Town To-
night, Ay-Ay-Ay. The Rosary,
Fl'rrp, _'lfq'furf.l! ||-_( Lrll'r'_ .%_I'IFJI'I
Dance and My Lorvd, What a
Morning as well as two dozen
Classics.

Each book: $1.25

Folk-Ways US.A.

»

QL WAY
Ul

b s masangn

- proure i -

e il -l

ey WUBE SR
P ——

Now ready . . . Volume I1

Subtitled “a progresgive series
of songs, scenes and sketches,"”
this series (Volumes I and I
now available) is Elie Sieg-
meister's answer to all that is
stale and dreary in the earli-
est stages of piano learning.
The 30 pages of Volume 11
introduce the child to 27
songs with a distinctive Amer-
ican touch. [Included are
songs about the pioneer west,
Brooklyn in 1910, Civil War,
a Pennsylvania German band,
the Gold Rush—and other
phenomena of an earlier
America. Introductory para-
graphs explain each song-
sketch.—Each book: £1.00

Your very First Favorite Solos

pops for tots in the early grades

Solos for pians

~

THEODORE

Bryn Mawr, Pennaylvania

Compiled and edited by
George Walter Anthony, these
amusements are sure to please
every wobble-fingered young
soloist. Among the 18 simple
exercises are two from the
“Betty” series of Frances
Light, and two of G. L. Spaul-
ding's favorites for children.
Also the Marine Hymn and
The Stars and Stripes For-
ever—31.00

PRESSER COMPANY
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A flower muy LIVE in poor soil and a bad

ate — good soil, proper temperature _

nd the right amount of moisture are es-
Ssential if the flower is to reach its FULLEST ©

' DEVELOPMENT.

'So the right emphasis, environment, and training in college are
essential to the fullest development of young men and women for Christian

service,

s

2

R, T e .-‘l‘I
S /

BOB JONES UNIVERSITY

is Christian in more than nam

BOB JONES UNIVERSITYGREW.LLE . souH caroti

aE:  Write for listing of fine quality .
films produced ot Bob Jones Musie, speech, and art without additional cost
University and available for

: : : above regular academic tuiti A ¢
: showing in your cify. = tic tuition. Academy and

seventh and eighth grades in connection.
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