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“Genius Begins
with Maturity”
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The Challenge of

Operatic Performance
on Television

Winifred Heidt

Paderewski As
I Knew Him

A. M. Henderson

Problems of a General
Musical Culture
in America

Paul Mocsanyi
Musical Critical
Assault and Battery
James Francis Cooke
Some Characteristics of
Good Piano Teaching
Polly Gibbs

The Dance Accompanist

Gunnar Asklund

If You Hope for

a Film Career

~ FELIX MENDELSSOHN-BARTHOLDY
Died November 4, 1847
(See Composer of the Month, Page 3)
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HERE ARE CHRISTMAS PRESENTS

T0 DELIGHT ALL MUSIC LOVE

Family — Friends — Teacher — Student

*thusts
of famous composers
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4% " HIGH

Bach, Beethoven, Brahms, Chopin,
Handel, Haydn, Liszt, Mendelssohn,
Mozart, Paderewski, Schubert, Schu-
mann, J. Strouss, Puccini, Toscanini,

Tschaikowsky, Verdi and Wagner.
(specify which)
MB-2 45" high..,........35¢c =0

PLASTER BUSTS, 8" HIGH
Beethoven, Paderewski, Mendelssahn,

Mozart, Brahms, Verdi, Wogner, Schu-
bert.

PB-8 Ivory Finish
Bronze Finish

51.50 ea.
.. 52,00 ea.

PLASTER BUSTS, 11" HIGH
Beethoven, Liszt, Mozart, Wagner.

PB-11 Ivory Finish £2.50 ea
Bronze Finish ., .. . $3.00 ea.
imedallions
of famous composers
Size 3% x 5 in.
Bach Mendelssohn
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ﬁhnpin Schubert
andel Schumann
Haydn Verdi
Liszt w“gn“

Glossy photegraphs fini
durnhhf celluloid, mounted on metal
oval with easel back. A losting and
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Price
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‘oval plaques
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In Conadg

delightful notes
by Gorde

Yutermez=?

Let Fide carry your nole
Soucy doggie charociers
in bright colors frisk
musically on each

piece — hegging 'o carry
your personal notes
Jountily boxed,
Intermezzo is a refreshing
note in thoughtul

Christmas
giving You'll need
several boxes .

Box of
Fourteen Different Motifs

$1.00
Envelopes Included

musical card games

Musical Authors—a deck of 48 cords, eoch giving the nome oic ;

poser and 10 biographical questions

Allegrando—teoches the nomes of oll the sotes, the Wi &7

and rests, keys, and time

Elementaire—teaches the rudiments of music. So eesy yours &

can readily play i

Scherzando—aq beginner's gome of cords in which the siof =7

s used ot o basis

Great cﬁlﬂm‘__""“.'ﬂ’ to the well-known [Herott o

Authors. Each cord gives the portrail, dates of birth ond d6 ¢

. .
omposer ar well a3 a list of four of his best compaition
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rnads or CHM_A card game that hg]pi pup.h giieer 9

§
of the common chords in music, the woriows byt 55
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“The Child is Father to the Man™

Dear Sir: The article in the
July number of ETUDE, “The
Child i= Father to the Man," by
Joseph A, Bollew was read with
more than ordinary interest by this
public school teacher, because she
has given vocal drills in class work
to all the children in her rural
schoole for some years past, and
knows that every child has been
benefitted therehy in reading and
speaking voices. She can say with
conviction. “she has never lost a
voice vet!” and she believes that
the foundation for later |Hi.-k-'-'t]ri|i-
ties may have been laid,

The writer had had two years of
training under a former concerl
artist. not hecause she over-esti-
mated her own capabilities, but in
the beliel that any extra knowledge
ontside the required qualifications
would be useful in the school room.

As Mr. Bollew stated, we are
emerging from the past beliel that
the voices of only gifted children
should be “trained.” This teacher
believed that those children of only
average gilts had the same rights,

Music in the schools should be
the right of all children, and by
some manner of means the average
voice should receive voeal colture.
Public speaking has been recog.
nized as a oseful art of late years,
but this writer is nol certain of
how the class work is carried on,
but she learned that vocal culture
even in small children is beneficial.

Since the talking pictures ar-
rived, one may notice that the ac-
tors “speak with their lips.” due,
it seems, to the fact that all ae-
tors of the silent screen era sought
improvement by voecal culture.
Then, why not start children off
towards the same goal of speaking
distinetly and with clear enuncia-
tion? Simple vocal exercises will
bring about that happy state of
affairs,

There has been no effort to do
more than encourage the children
in singing; no statements that “this

E D I T 0 R

will make you sing better.” The ex-
ercises are simply presented with
the regular sight-singing lesson as
if that were the regular thing in all
schools, Of course the older chil-
dren are enlightened in regard 1o
the benefits to be expected. except,
of course, hoye with changing
voices, Since most children are
through with the rural school soon
after the age of twelve, there has
been no marked attention |Hlil-{ to
bovs' voices,

Perhaps anticipating the present
trend in musical education, this
teacher could see no reason why
children who make all manner of
awful noises in their ]Ild'_k' or in
a display of temper, could possi-
bly have their voices ruined by
culture. She did not ask the par-
ents for their opinion.

The first exercise is simply hum-
ming the scale of C and eventually
any melody they may be learning.
Not more than three times, it may
be zaid, for the first week. The sec.
ond week the vowel sound ah is in-
troduced and added to the time
spent on humming. Thus it pro-
ceeds, When the end of the school
terim is reached there i= decided
improvement in voecal sounds.

One hoy of nine vears at the be-
ginning scemed unable to make a
single musical tone. He merely
spoke the syllables of the scale
in a basso profundo voice, but by
the end of the term he was sing-
ing with the rest of the children.

Given two terms in a rural
school 1 have given older girls in-
dividual training. so by the time
they enter high school they have
the opportunity for teachers there
to classify their vocal abilities and
give advice. High school expenses
are ]u'.'n]..' parents themselves are
not taken with the idea of culti-
vating an average voice. | have
done what [ could and with no
thought that the time of teacher
or pupil has been misused.

Rose 1), Willis
Pagosa Springs, Col.

MUSIC IN SOUTH AFRICA

Would vou like to know something of the musical development in
South Africa? The December ETUDE will have an interesting account
of a concert tour made by Andor Foldes, piano virtuoso, Be sure to
get the Christmas issue of ETUDE.
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The Biutuvay Gasténary Grand. fududiey Sineh—13,87500¢

After
100 years
the greatest

This agur marks erery Stoivwny Canlepary pland

ir moded

STEINWAY

There is a reason why great artists
for a century have relied on the
singing voice, the tonal color and
responsive touch of o Steinway, It
tukes more than materials to make
a Steinway. Built into each instru-
ment are the supreme craftsman-
ship and the constant urge to be
perdect, which give the Steinway
its pre-eminence. The new Cente-
nary Grand enshrines a century of
craftsmanship in a piano of classic
qualitv. It combines tonal perfec-
tion with grace and simphicity of
line—so beautiful in the home.

of them all

How should vou select a piano?
Your Steinwoy deoler is a piano
authority. He will point out true
differences that should be weighed
whicn selecting a piano. For a free
copy of “How to Choose a Piano”™
—which displays the distinguished
Steinway CGrands and Verticals—
write: Steinway & Sons, Steinway
Hall, 109 West 5Tth Strect, New
York 18. A Steinway Regency Ver-
tical can be delivered into your
home for as little down as §147.50.
Liberal time to pay. *Slightly
higher in the West.

For years to come—Your Steinway will
guide your child through the inspiring
impressions of music. Besidis o foree in
shaping appreciation, it will be a friend
and companion loved through the years,



THE COMPOSER OF THE MONTH

ETUDE thiz month commemorates
the death date of one of the truly great
music masters of all time—Felix Men-
delesohn-Bartholdy, That he was as

Now--
*
versatile as he was great is proved by a wu RLITZE R
the variety of his output, One has only

to realize that the same mind which for little more thah the lowest-priced
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Dream,” ereated also the great oratorios
“St, Paul” and “Elijah.”
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Workshop in Music Education Ic PRISS com position

Opera Workshop “;]u::..:‘::."':‘hm T]Fw overture to “Midsummer Night's Dream”™ was written in

Pianists Workshop T -~ W Y o s 1826 when Mendelssohn was only 17, On March 11, 1829,

Vol. 71 Ne. |11 CONTENTS November 1953 . - Mendelssohn conducted in Berlin a performance of Bach's “5t.

- Matthew Passion,” This was the first rendition of the work since

Eminent Faculty of Artists, Com-
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He then

ganda in which Mendelssohn was the leading figure.
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SLONIMSKY

By NICOLAS

FPHE PROBLEM whether par-
ents should teach music to
their children is a debatable one.
In at least one instance, a famous
father taught singing with great
suceess to his three famous chil-
dren. Manuel del Popolo Vincent
Garcia was the sole teacher of
Manuel Garcia, Jr.. Marie Mali-
bran-Garcia and Pauline Viardot-
Garcia. He did not achieve his
success without some hardships.
Groans and moans were heard in
the studio during the lessons, Once
a perturbed neighbor went to his
house to find out the cause of these
heart-breaking sounds, The serv-
ant explained: “0h, this is noth-
ing. Just Senor Garcia giving sing-
ing lessons to his children.”
The Garcias were singers
through four generations in direct
line: Manuel Garcia, Sr. (1775
1832) ; Manuel Garcia, Jr. (1805
1906; yes, that's correct: he lived
to be one hundred and one!):
Gustave Garcia (1837-1925) and
Albert Garcia (1875-19461,

IR GEORGE HENSCHEL, the

first conductor of the Boston
Symphony Orchestra, was a pro-
fessional singer. and a very un-
usual one, He began his career as
a boy soprano at the age of nine:
he subsequently sang as an alto.
When his voice broke. he gave
concerts as a tenor; later he ap-
peared as baritone in the part of
Hans Sachs in “Die Meister-
singer.” Then he gave recitals as
a bass. In 1941 he appeared in
London in a farewell concert sing.
ing as a basso profundo. Quite a
range!

His farewell concert was, how-
ever, far from his last public ap-
pearance. Al the age of seventy-
eight, he broadcast Schubert’s
lieder on the occasion of Schu.
bert’s centennial. An inquiry was
received by the }-ruatlcaﬂlinl: sta-
tion from Cologne asking particu-
lars about “this talented young

4

singer™ who had such great under-
standing of Schubert’s lyricism.
Henschel made his last broadcast
at the age of eighty-three, shortly
before his death.

Henschel tha}'s ﬂ.L‘l'UII!IiN'IIIiI'Ii
himself at the piano. During his
Baston days, in the 1880's, he ap-
peared in duets with his wife, the
American soprano villian Bailey.
Their favorite number was “Oh
that we two were maying.”

Marcella Sembrich was asked
what a good singer must have to
succeed. “A heart, a brain, and a
sense of humor,” she replied. Then
she added reflectively: “Of course,
a hit of voice might help, too.”

Sir George Grove, the creator
of the famous dictionary. was a
man of conservative tastes. op-
posed to modern innovations,
When electric lights were intro-
duced into the concert hall at the
Crystal Palace in London with
festoons of incandescent lamps
strung under the ceiling, Grove
opened his umbrella and sat under
this protective shade through the
whole concert,

Grove possessed a wry sense of
humor, and liked 1o tell moder-.
:s'ﬂl‘l_'-" amusing stories, His favor.
ite was one about an old soldjer
who solicited alms holding a sien
with this inseription: =

Battles T
Wounds o
Children #

Taotal 24

Sousa, the March King, tray.
1:|wi far and wide in the United
."l.lates with his famaous band,
Some people in small towns had
never heard a concert before,
fh}u:'.:q received a great number of
mnquiries from the listeners, Ope
of these letters, which he liked 'I!u;
quote, was this: “Pleasa, inform
me what is the name of those two

instrur ; :
nents that look |ike s

* A lovelorn swain wrole Lo

,f,.u'r_*' s OMd

[}ifu‘.-‘-.'
Sousa: “‘Please play |
Sweer Song. 've gol my girl al-
most to the sticking point and that
will fetch her around sure”
There was also this anonymous
“A colored lady would

request:
solo by

like to hear a coronel
your solo coronetist.

A TANTALIZING question for
A an opera quiz: what composer
before Bizet included Carmen in
the cast of characters? The an-
swer is, Balfe. In his opera, “The
Rose of Castille.” Irrn-llu'l.‘d in
London in 1857, the lady-in-wait-
ing is named Carmen.

The I'IUI of “The Rose of Cas-
tille” is colos=allyv involved, and
thickens IH'IiIIIii1 1|!I_-. with 1!“"!-‘!"
and triple disguises, Elvira, the
Queen of Leon, is engaged to
Don Sebastian, a duke. She is in-
formed that the bridesroom. whom
she has never mel. intends to travel
as a humble mule driver to test
her real feelings towards him.
E.l’f'.".ru ||1'1'il|1:‘.h Lo lesl .If-'i'l- [P‘P‘E.IHHL
She puts on a peasant costume,
and accompanied by Carmen
{who, for reasons not jmmedi-
ately clear, is dressed as a bov),
goes 1o a village through which
Dan Sebastian must pass en route
to the palace. In due time a mule
driver appears on the scene, and
Elvira, believing him to be Don
Sebastian, falls in love with him.
Some dissident noblemen con-
spiring against the throne. are
struck by the resemblance of the
peasant girl to Elvira, and decide
to pass her for the real (Jueen,
which of course she is.

Elvira cheerfully consents 1o
play the double game, hoping to
E_ui] the conspiracy in the process,
She even pretends 1o vearn for
royalty in an aria: “Oh were |
Chueen of Spain!"™ She marries the
mule driver and then presses him
Lo L!'l-lljir'-ni his roval identity, But

o horrorp!- . 5 :
IIjr-' rul.:lf ]IJ:“-“! IT{:- I““'Ih -r['.'-""h’

’ pleads: “One
word | pray or | expire, Though
Jnu!v bred and humbily born, No
loftier heart than mine, Unloved
FI”' t:”"'- |;I} pride would SCOTR

O share the ¢ ' ine ™

o ||“,,::Ir:‘::;- III::: 8 thine,

: . n make
horrible mistake ? Did she SATrh
beneath her rank: But—aoh. i‘n..!
ot s s discoversin he
- e 182 of roval stock

after all, in fact. a blood |
of -Eh'lru'.! oriei al X rlnrnlh!"l
S i ™ gina ﬁum-.-: Don
s L hi!. ] H
made even han i ”i?._ anding y
narriags to uqu. er by Carmen’s
rld-be conspira-

a

tor who repents and . foress..
“ ﬁFﬂ "’rl'lnt' Hik]:!u' by
bert and Sullivan was g,
sented to the Americyg J,,I__;i;_?
1885, it was an ilnn-..-fi]a:r kr
tion. Not un]:f Ih*ﬂ“’l'll::d:.‘_;_
but manufacturers of .-,,_,,,.._'_
products pounced pon i 1
vertsing  purposes, The |
Thread Company printed i,
sands of colored cards represens; :
Ko-Ko, Katitha, Yum.Yym
other characters froem “The ;..'.
kado™ with “singing commer ‘
to the tunes of the COrTrsgand;s
arias. Ko-Ko was made :---.:..:
glory of Coats Thread iy ¢
fashion:
As the best af '\-;hmj collos
may desire to buy,
I've got a little list—I've gy ,
lintle list.
And number one upen i, (g
Six Cord you must try,
You'll be sorry il vou've s -
—--_'.HII'“ |M' n-rrg I[ 'lunu".r i
The singing commercial
Katisha ran as follows:
There is music in the whitl
of the spindle,
There is music that the dici
needle makes,
And a sort of happy freling
Comes gently o'er yua
stealing
When you use Coats Thresd
that never kinks or heeaks
In those days of free co prd
tion wuninhibited by coprigh
laws, a pirate company was hastls
formed 1o phhulur‘r “The Mikad
ahead of the authorized perfors

ances, A warning agains!
|er1i--- W s ]_luhﬁ-hﬁ{ m e
?Il'h-p.l;rrt,

MIKADO. CAUTION. The pu
lic throughout New England e
cautiomns] .'|',:;|i;|_lT patromumng o
plagiarism of The Mikado, pov
being performed by an itimerss
company presenling a pirated vet

sion of the same with onlv a piar
accomgpaniment. Honor and ant
both ery out against such st
andd an honest i_lu]'n-l:iq' will frank
recognize the justice of not patre
izing such entertainments.
There was trouble in Yokoham
when a  touring company o
templed to 'plm “The I'uflh".'_
Japan under its original titk. ¢
Japanese authorities prohibite

Wor

the performance.  After
War 1, “The Mikado™ was '
'!Iu""li in Tllk\ll hs the Ertertar
ment and Recreation Branch
the U, S, Army, but the show =&
restricted to the U, 5, personn®
and jn;\unr-.hr were barred |
I“l"l‘lllan{‘f to &y o [i!i-.‘-i offence

THE END
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high fidelity vnits by

Inssliansins by Vairs & ¥isien
Duougias Fir lpmmmd Kami

Pictured above are eight distinctive reasons why High Fidelity units by Craftzmen
belong in homes of taste and individuality.

Here are two more:

You enjoy distinct!y better listening when you buy the unit way, becauze your
system is unhampered by the acoustic limitations of conventional cabinets.

You get more for your money because you buy only the parts that actually

play the music.*
Today, visit the Radio Parts Supplier near you (he's listed in the classified phone
book under “Radio Supplie=”) for & convincing demonstration of High Fidelity

.'f-'_\-\'L 2 ~
e m by Craftsmen.
—.—_"|__r _"-:.. a *frafiemen "' Aesembly™ igh Fidelidy Home Music Svafem — 5275
A AT

<R ligh ﬁdelﬂynﬂﬂhﬂlﬂi

means distinetly better listening

THE RADIO CRAFTSMEN, INC. Warld's larges! enchusive makers of high hdelity radio and telenmon equipment

ETUDE-NOVEMBER 1953

!
: s~
-

Deems Taylor says—
"Better listening can be

better looking, tool"

Niv. 3 in a series by
Ameriea’s foremost
mirsic autfority —

P

Whether or not vou are a serious
student of music, you may already
have experienced the td!ll.lrﬁﬂl.rl.‘_f life-
like tonal qualities obtainable through
one of the new High Fidelity radio-
phonographs.

But | wonder if you know about
the freedom and fexibility of installa-
tion that are yours when you buy this
equipment by the unit sysiem Ihall_ is,
u.iu:u vou purchase separate High
Fidelity Units, such as tuner, ampli-
fier, speaker and record player, in-
stead of a conventionul console

When vou Iau} your equipment in
unit form, you enjoy full freedom to
exereise your imsgination amnd mlrhl;
in planning the installation that
houses that equipment, according to
vour taste .|r||| what vou can afford.
In other wornds, you pay only _fuf the
parts that actually play the music. This
means that your High Fidelity system
could sctually cost less than vour
present sel, yet add a distinctiveness
and originality 1o your home that no
conventional cabinet set could lend it.

Then, as vour desires diciate, you
can add sdditional units, such as tele-
vision or tape rec order,

Mo trick at all to assemble

Can you plug in a lamp? Then vou
actually can assemble your own High
Fidelity Units. You need no special
skills or tools—simple diagrams show
vou where 1o connecl the cables, And
if ¥ou are handy with tools, you can
build your complete installation—
enclosure and all!

Where to buy High Fidelity Units

High I'n]rlil} Units are sold hy Bl

liers of radm parts, or, in some
tll:'_llniﬂ-. ll} stores specializing in
High Fidelity “.-Il_t of these sup-
pliers are equipped 10 demonstrate
these units, @6 vou may =elect those
which suit vour needs and please
your ear.

Send for this
'""HOW TO DO IT"
booklet by Deems Taylor

America's foremost music authority
tells, in non-technical lan-
guage, gh Fidelity means to
music lovers. Tells how to assemble
units. . . how to by and install them,
Hlustrations of many typical installa-
tions. 24 pagee in color. Write to:
The Radia Craftemen, Inc.. Depl.
Y11, 4401 N, Ravenswomd Ave,
Chicago 40, 1L | Enclose 10¢ 1o cover
matling and handling.)




The piano that recommends the teacher . . .

Mason

-

baik its Fam
mendation of ils owner's
p and dizscerning
i wlkd
ound Ll i & Hamlin ¢
sourdl investment udio or home

e World"s Finest and Costlies! Pilano

Chosen for its beautiful
singing tone quality by . ..

Rosemary Clooney

for her own home

Barring in Parssesat
Pucture Techmirsiar
Fraduction—"The
Stain arw Sogag

THE NEW J"“French CRESCENDO

In her studio work, and in personal appearances,
Rosemary Clooney has sung to the accompani-
ment v|_:r|r many different pianos. Hearing them all
in action, her final choice for her own home s
Jesse French! See why. Inspect and play the new
Jesse French Crescendo. Let your dealer explain
s many outstanding quality features ... and the
convenient budget terms which will put this new
value triumph in your home, now!

¥YOU'LL BE AMAZED

AT ITS REMARKABLY
LOW PRICE!

See your Jese French dealer, or write for free “Piano Focts™ Booklet Dt BT

JESSE FREMCH & SONS PIAND DIV, - H.L A, SELMER INC., ELKHART INDIANA

Wusic Lover’'s

By DALE

BOOKSHELF

ANDERSON

ETUDE has received several vol-
rimes of ulHr':'h'rf pocms, some very
excellent indeed. But it is the tradi-
tion of the magazine not lo review

books of poetry owing fo our re-
stricted space, Therefore, we request
our friends not to send us such vol-
wimes much as we world be glad o
retiew them If it were not against

estabiished ;.l.-lfrr'l.

The Adventures of Violineo
by Toby Roth
This fanciful story is an attempt

to bring children voung and old
to have a deeper personalized love
for the instruments they play, to
make instruments their friends and
companions, to think of them as
Iiki]ru |'r|1i:li¢'- .l|1l1 Flllllj'ql“l‘l’ll]h_
The idea i= an excellent one and
will have manv admirers. It is
issued by the Music Lovers | cague
of New York Cily. $1.75

Orientation for Interpreting
Mozart’s Piano S
by Thomas Richner, Ed. I).

Dr. Richner (himself an able

pranist) has given us a very logi-

cal and instructive short treatise
about what makes Mozart, Mozart.
That is, he investigates the influ-
ences and personalities which maost
definitely shaped the growing
genius of the master. Then he
wisely discusses the pianocs of
Mozart's time indicating how the
compozer was affected by the limi-
tations of the instruments. Mozart
(“the first real piano virtuoso of
his time™) Was very consciops of
this and in a letter to his father
written in 1777 he gives a very
graphic description of his new
Stein piano.

Fhe chapters upon Tonalities,
Harmonies and Orientation, as
well as the section upon  instru-
mentation make this h--fF.iuI hook
VETry iHuulir:.Ltiu;_'.
-Iq-|.1.1ll“r:t!I Fl:li:lll:..d]‘.rl.|'llll| e ”'_" i

: 1= an |r|-'||-'|-|'|‘.-
sable foundation hy making f
?“"]." of the works of :hi._a amuz-
ing masier, i ite .
able bt 1.||J|L:--:|j: III'“h' .“II:IML\F.

plamsts have
often remarked to voug
that such a training

LU T

reviewer
: always shows
up in later years. Moriz Rosen.
thal onee said to the Writer

z y about
4 w 'li'lljr'-iu- virluosao

" d “whao neves
arrived™: “Ep i
tr hat niemals genug

Bach und Mozari sludiert™ (H
=

has never studied enough By
and Mozari. )

After vou have read Dr. Rict,
ner's book you will realize the
value of making a sperial “1-4.-:'-
of Mozart and you will find g,
I'INII\ sl hfnjll{ul_ nr, [:ul, \!ii,:
whose Mozart playing is i,!”“l;,,
feels that Mozart study is a i
in all lhl-luugh piano educatiog
Bureau of Publication
Il"dl hers H”i'l.'r
Colambia University i

The Musicians and Petrills
by Robert D, Leiter

Lasi vear the dues paving me
bership of the American Feders
tion of Musicians was 242167 }
of the loval mentben
buys a COpy of Mr. Leiter’s ks

Every one

tory of the anion and Mr, Jans
Caesar Petrillo st $3.75 & com
the Jru!-|i-||n‘r- will have a nic
little nest egp of SNRINDE
gross, This hypothetical esti

i* made to indicale something of
the potential strength of the “Me
sicians L'nion.™

F by work is l]‘u‘ ilr'\-'l thal vear

reviewer has vet seen dealing witl

the history of the union and it

boss who has commanded natior

altention for over a quarter
century for hghting man
battles in organizing the
and serking to secure betier wages
and working conditions
menibwers This led 1o incessa
hattles with manv powerind of

ganizations and required a les det

who could be “plenty tou
f11'1TI|||.- WS I--|_|+:i1 with the ent
mies he was |'-|I|.;.|Ht li |.'!_:": i

the members who did not toe the

mark and neglected or in

[J]l--n !Eu-:r -|'|:|P|u|.--_r-_ '||- :!" |
of an ltalian immigrant and sewer
'h.'-:l-.'*F in Chicago he soared 1
kooussevitshy

him “a wvery able man—for

high places

union he did a splendid
book is filled with incidents, par
ticularlv the sixty year
the unionization of the Bostot
Symphony Orchestra, as wel
the fight with makers of mecha
cal instruments manufsctorer
The latter acoounis A
measure for the hoge income
the union,

Bookman Associates
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AN INSTANT SENSATION FROM COAST TO COAST!

WORLD'S FIRST HIGH FIDELITY RADIO-PHONOGRAPH

ETUDE—-NOVEMBER 1053

with sound in Full Dimension !

In New York . . . Chicago . . . 5an Francisco, wherever
it appears, this grear new instrument leaves music
lovers scruggling for adjectives to describe the mag
nificence of its performance . . . for Philco Phenorama®
brings to FM and AM radio, and to records, the world's
firse sosend i Fell Dineension!

And the effect on sound is like the addinion of
three dimensions and color to a motion picrure. When
you lisren, the difference berween Phomorama and
}m][n;irf reproduction is as though a door had heen
suddenly opened.

Through the revolutionary * Acoustic Lens™ opening

FRANCO AUTORI: "The reproduction I
heard on Phileas "Phonorama’ &= truly &n
exciting and Lhrilling experience.™

MILTON CROS55: ""For the first time recorded
music can, to all intents and purposes,
equal a personal appearance.”

JAMES MELTON: "Sound so realistic and
lifelike it will bring the concert stage right
into the American living room."

RISE STEVENS: ""This s truly High Fidelity
and one of the most beaotifolly-designed

cabinets [ have ever seen.”

GEORGE SIELL: "' was amazed at the pres-
ence and realism of jta performance in
conjunction with the very simple and easy
way of operation.™

PAUL WHITEM AN:"The most exciting sound
I have ever heard.”™

shown here, the room 15 fosded with sound . . . the
purest, cleanest, most thrilling sound you have ever
heard . . . from deepest bass o highest treble. It is
sound of unbelievable “'presence”.

The new Philco Phomorama now makes it possible
for you to own a true, marched High Fidelity system
in a single aconstically-balanced cabinet

And to own Pheworama, we promise you,
opens new honizons in listening  pleasure. Here,
for example, is how some of today's great men and
women of music re- - -
gard Phoworama's spec-
tacular performance—

The Crowning Achievemend
af 25 Yeors
of Electronic [eodership



~ FOR HOME, CHURCH

Look them @/l over in detail ... compare the tone,
performance and musical variety! You'll find Conn-
sonata offers more value, more gorgeous, rich, pure-
organ tones, and a wider selection and range of true
solo “‘voices.” No other organ offers 5o much for the
money. You can depend on Connsonata, too, because
it is a development of the Sound and Electronic Re-
search Laborarories of C. G. CONN Ldd., world's
largest manufacturer of band and orchestra instruments.

MODEL 2C2

GET THIS NEW CA'S FIMEST

71«5 BOOKLET
“HOW TO CHOOSE AN ORGAN™ -

. .| CONNSONATA, DIVISION OF €. G. CONN LTD.
Tells what to look for. . : | DEPT. 1156, ELKHARY, INDIANA

Send new frer bookler—

"HOW TO CHOOSE AN ORGAN.™

what to avoid, Helps
assure selection of most
satisfactory organ for
your purpose. Send for it
today, withour obliga-
tion, It's free!

MAIL COUPON
TODAY!

MName

ddress

|
|
|
|
} Position .
|
|
|
i

A
Ciry

—  Tone____ Sware

THE WORLD OF

The New York Philharmonie-
i= inu-

Symphony Orchestra is conti
gegson ite policy of having

ing this
= to take

a number of guest conductors
over the baton at various intervals
during the season, thus :r'iu-un‘p l.hr:
regular musical director, Dimitri
Mitropoulos of some of the burden.
Guest conductors include Bruno
Walter, George Szell, Guido Can-
telli and André Kostelanetz.

Arturo Toscanini will open the
seventeenth season of the N. B, C,
Symphony Orchestra on November 7,
A highlight of the season will be a
two-part hroadcast |-l'|hrr:1|_1r:| e ol
Verdi's “Un Ballo in Maschera.”
Guido Cantelli will again be a guest
conductor, Ii"ﬂ.dil‘lg the orchestra in

| -ix of I'||1_- ECARONS CONCeris,

Fritz. .\Iuhlnr conductor for the
past six years of the Erie (Pa.)
Philharmonic has resigned to accept

| the post as conductor of the Hart

ford (Conn.) Symphony. The activ-

itiez of the latter organitation are

s

heing expanded with an incre.
the number of lL;‘lr-r[;lr.I__q -
from four to six and & bed,,
crease from $50,000 to §75 00

James Sample, former
of the Portland (e} <
has been engaged 1o conduc
Erie Philharmonic a8 msees
Fritz Mahler, Mr, Sample by
associale conductor of the Ran |
cisco Symphony and gesiag
Wilired Pelletier st the Metres
I‘.}pl'la_

Reinald Werrenrath, .
and oratoric haritone of gn ¢
day died in f'h:ly||-.|; %
["\-rirlr:'rllﬂ'f 12, &t the age ol ;
was one of the leading san =
hrei years o radie. He w
known in the comcen m
ficlds, and made frequent ¢
great success, In later years
voled himsell to teacking »
several seasons conducted o
school at Chasy Lake, N. Y

(Continued on Page |

Designed for

The following books are available

W’U"',

prepared teaching point.
BOOK TWoO

ducing rhyth
music.

BOOK THREE— Here,

rangements of well-kn
ment of style and interpretation.
ETUDES AND

by Roy Green with s
ta the traditional Ha

CHAPPELL

BOOK ONE is based an best-loved melod

Pecial variations presented oy companion W
non Etudes. Books 1 and 2.

...//un O ﬂ'uy ff: o

RAY GREEN PIANO COURSE

A new Piano Course of OUTSTANDING merit!

L% Thuraugh foundation in musicianship

® Enjoyable progress at the plano

BEGINNING BDOK introduces the baiic elements of mutic i p
ﬂudy for the earliest bng,nﬂnr ﬂpprcothed in a nohol ond fundions

T4

Price

ies, each with o specfics
Price 1.0

vk logical and natural continuation of Book One, 0¥
mic patterns which are frequently encountered in po~

1.0

Price

selected works of the Clamic Mosters ond
own melodies are introduced for the och ";_

Price !

VARIATIONS, Bosed On Hanon, sdited ond armong®

i
id

Price eoch. ..

& CO., INC

Rockeleller Center

Mew Tork 20, L 1.

—
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Themaost sensational high-fidelity
table model phonograph ever de-
veloped! Equipped with two 67
high-fidelity speakers, 3-speed
changer and Pianissimo Pick-up!

Modal TPZ34M
Mzhogany $119.50
White Cak $125.00

Meodel TP23S,

Magnatex finish

$99.50

removes the “sound barrier’
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Four high-fidelity speakers (rwo
high-frequency and two bass
speakers). Powerful, balanced
amplifiers » Three-speed record
changer with exclusive Pianissimo
Pick-up * Genuine mahogany
cabingt . ....... Only $198.50

. . . with Magnavox you can now enjoy the full richness

and beauty of today's extended-range recordings!

O‘ﬂ'[\:[:\.‘{j A MAGNAVOX |1i!:,h-l'h!eli:}' phonograph opens the door
to a new world of pleasure from recorded music for you and

your family! For Magnavox has removed the last barriers to true

high-fidelity sound reproduction—rto bring you an instrument
that faithfully plays the extended musical range of today's recordings!

The greatest sound reproducing instrument ever produced,

Magnavox lets you hear every delicate musical vanation, every

thrilling crescendo and overtone exactly as it was played into the

recording microphone. You could pay up to a thousand dollars more

and still not get the hdelity . . . quality . .

. and value—of a

Magnavox high-Adelity phonograph!
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The Magnavex Company, Fort Wayne, Indiana + Mokers of the finest in Televisien ond Rodio-Phonographs
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BUILDERS OF: BALDWIN GRAND PIANOS ACROSOMIC SPINET
. HAMILTON VERTICAL PIANOS « BALDWIN AMD ORGA-SONIC ELECTRONIC

Now! a new world of

As modest in price as in the space it requires
Baldwin's graceful, new O ic puts a
veritable orchestra ot your command, Even if

you ve never played a musical instrument b wou'll

1
find thal melodies magically seem to play

themselves. You and every member of your fa mily will
go !

thrill to the fun of creating 3 VEIY own music—will
find the Orga-sonic a lifetime source of enjoyment
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BALDWIN MANO CO,
Cincinnati 2, Ohis 1.{
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Thirty conduetors of community
and college orchestras were in at-
tendance at the second annual con-
ductors’ symposium with Fugene
Ormandy and the Philadelphia Or-
chestra September 28 through Octo-
ber 2. The workshop was presented
under the joint sponsorship of the
Philadelphia Orchestra, the Ameri-
can Symphony Orchestra League
and the American Society of Com-
posers, Authors and Publishers

(ASCAP).

Dr. Willem van deWall, musi-
cian and pioneer in the use of music
in l|_n-.||i|,|i-_ died at Garden City,
L. L en August 27, at the age of
66. He was widely known for his
experiments in the use of music with
the mentally unsound. He bhegan his
career as a harpi=t, Later he began
lir'fl"l.tlpjh;: his theories about the
curative effects of muosic in mental
disturbances. From 1923 to 1932 he
was connected with the Burean of
Mental Health in the Pennsylvania

State Welfare Department. He oe-
cupied various important posts hav-

ing to do with ]|I1|r||1' welfare work.

The Third Annual High Fidelity

Conference and Audio Show will be
held in Philadelphia on November

THE WORLD OF MUSIC

from Page 8)

third and fourth, ar the Beains
Franklin Hotel. The .|-‘__.".;

feature displays of high g,

equipment and lectures ang Pene
IE:IF!"!" = nno -"|i.'|.'-'
meeliigs. T

i

discussions
admission to the
executive director is Isadore Wy

Gaetano Merola, founder i,
tor of the San Francisca (e
Company, died on Augus 3 while

conducting the San Francises 6.

phony Orehestra in an ogtdoss oo
cert. His age was 72, He found:
the San Francisco Opers Compans
in 1923.

The Hans Kindler orcheq:
library has been donated in jis =
tirety to the Public Libears ol 1t
District of Columbia. 11 is vahsed 5
between S10,080 and §15,000.

Miguel Sandoval, composer, oo
doctor, native of Guatemals
collapsed on July 21 while conder
ing & rebearsal for his début at the
Lewisohn Stadiam, died in New Yot
City on August 23, st the age ol 5
He had formerly been an the gaff
of the Broadeasiizg
System as  pianist, compeser and

Columbia
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Lois.Long Piano Course

ASSURES THE PUPIL A
KNOWLEDGE
OF MUSIC AND
PIANO PLAYING

- - BOOK 1 Intr by ook
I'caches the Rudiments of Muuc end
the Elements of Piano Pliving Contun
its own Writing Exercises. Also contss
IS OWn acoompaniments 75 cenhn
BOOK 2 A First Grade Book of |
melodious examples carefully grad
edited and fngered. Intros I
and triads and progresses as far as theee |
sharps and three flats. Contains its ov0 |
Writing Fxercises and Technical |
cises ! 75 centi.
BOOK 3 Continuey from ot
reached at the end of Book 2. Ti
of the Major Kevs are
Minor Modes are introde
iy own Technical Studies and Wnimg

Exercises 75 ceahr

Write for Complete Catalog

MUSIC Co.

CINCINNATI 1, OHIO
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Secured by LEROY V. BRANT

There is perhaps no one better qualified to discuss a genius

than the parents of one. Here's a remarkable interview with Y ehudi Menuhin and his parents.

VERY YEAR musical America pro-

duces thousands of young people who
hope to become virtuosi, become concert
or operatic artists in their varioos fields. A
few of these will succeed, many will fail.
Successes or {ailures will depend in part on
the information available to the young as-
pirants, information as to the problems to
be faced and mastered and the equipment
necessary o meet the world in i_'n*lln‘l':l] as
well as in the field of music.

Such informalion has not been generally
available. Many excellent teachers have no
background knowledge in this highly spe-
cialized field, and unfortunately some teach-
ers are to be found who are unserupulous,
leading their pupils o expect impossible
things.

These problems in mind, [ sought first
hand information from two sources of un-
impeachable authority with respect to the
concert field and the development of talent
for it; Yehudi Menuhin, one of the world’s
great violinists, and Mr. and Mrs. Moshe
Menuhin, his parents, who first perceived
thi= great talent, and who brought it to
fruition. Since the perception of the talent
and the fostering of it are in themselves
of major importance, [ consider the views
of the parents to be as vital as those of
the performer, at least to those members
of families where such vast talent conceiv-
ably could lie hidden.

Let us give heed to what Yehudi says:

“The virtuoso does not choose music as
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a i1rr|fr'ui||||_ i[ l,'|'|l||l-'-|‘-i hill]. ."||.I1l.t IlE" fI]I'
lows his instrument because there is noth-
ing else he can do. He is compelled to his
destiny,”

Yehudi Menuhin is deeply interested in
the young people of America, especially in-
terested in those who make music, Only a
few days before our chat he and his be-
loved accompanist, Adolph Baller, had
]iiii}l‘il a concert the entire Flrnl'r't'tti of
which had gone for the Los Gatos ( Califor-
nia) Youth Center. The purpose of this
project is to give the youngsters of Yehudi's
town a place to work off that energy indi-
genous to youth without robbing an orchard,
or a store, or a filling station. “1 hope the
Center will help keep my own children out
of mischief,” he smilingly remarked.

I had asked Yehudi about the bread-and-
butter aspects of the matter, knowing full
well that even virtuosi must eat in order
to play, “That approach to the problem
is the wrong one!™ The answer came with-
out a moment’s hesitation, “One enters the
field of performing music, re-creating mu-
sic, because he must. If he does not feel
an impelling force to make music he is
wrong to contemplate the concert field.”
Six months before, Aaron Copland had =aid
exactly the same thing to me with respect
to the field of creative and interpretative
music as we sat in his Tanglewood studio
in the Berkshire mountains of Massachu-
setts and talked of this same matter,

“All too often people put the cart before

the horse in thinking about a career as a
concert artist, Parents ask me, how many
hours daily must my child practice to be-
come a prodigy? How often should he at-
tend concerts? Thi:_'.' even ask how much of
an estate does the average concert artist
leave when he dies?

“In a sense these things and others in
their category may be important, but they
are not of first importance, with respect to
the concert artist. As | said, the first thing
is that the young person musl feel there is
nothing else in the world that matters as
compared with the career he contemplates.
Other factors are his thinking, his nervous
power, his stamina, and his psychological
approach to music, all completely unpre-
dictable qualities.

“In the business world one may calculate
that he will start out at such and such a
salary, that in five vears he will have ad-.
vanced =0 far, that in ten years he will
buv into the business, that when he reaches
a certain age he will be able to retire
worth =o
a life’'s career is an orderly one in most
fields, but it is the wrong one toward a

career a3 a concert artist, because. mark

much money. This approach to

you, the person who approaches his ca-
reer in such & manner proves by thai
approach that he is temperamentally un.
fitted to become a performing artist. He
will never possess the sbandon of soul
which will give to the world the electrify-
ing performances (Continued on Page 20
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Paderewski
as I knew him

Personal reminiscences of the
great Polish pianist-statesman

by A. M. Henderson

HEN PADEREWSKI died in June,

1941 it was felt by many that the out-
standing international figure in music of
the last 50 years had passed from us, For
Paderewski was not only the greatest pianist
of his time, he was a great patriot, a very
generous benefactor of many good causes,
a great personality, a great man. It was of
him that Saint-Saéns said, “Il est un genie
qui joue aussi du piano”; and Colonel
House ( President Wilson's right-hand man)
wrote of him: “It is difficult to write of Pad-
erewski without emotion. Statesman, orator,
pianist, and composer, he is a superlative
man, and his genius transcends that of any-
one | have ever known."

Ignace Jan Paderewski was born in Po-
dolia, Poland, on November 18, 1860. He
received his first regular musical training
at the Warsaw Conservatorium, I;ra\'ing at
the age of 16 to g0 on his first concert tour,
At the age of 20 he was appointed a teacher
of piano on the staff of the Conservatorium.
A year later he relinquished the position in
order to continue his own studies in com-

position with Kiel in Berlin.

Later, dt'.rifiiu;_: Loy mfn|:t the career of
pianist, he went to Vienna to study with
Leschetizky, whom he ever afterwards ac-
knowledged not only as a master-teas her
but as the inspiration of his own work as
an artist. Paderewski remained with Les.
chetizky for three years. and dating Ir;uﬁ
hiz début in Paris in 887, his career was
one of uninterrupted triumph, ¥

It was my privilege to meet Paderewski
on many oceasions, and to enjoy his friend-
ship during the last 20 years of his life
Lo i vl Paror o

: E se in Great Marl-

!J-rmruu;_rh Street, London. There was a beau-
tiful Lr:lal»‘.-}mur-|lwi salon on the firs H.:..r
and it was here that | was introduced to
I':mi.t'n'mlsi by his friend and agent Mr
- erewski had come 1o

try a new concert grand and to gel some
quiet practice in preparation for g recital
Knowing the value of Paderewski's lime, I

withdrew immediately after the introduc

tion: but 1 had the i!lll.‘rl'&ling {"xi_ﬂ.'ri_nrp._:‘
listening to this greal artist at practice, The
prm'lit?i-‘ program included certain '[_'I,.,I,I._
Etudes. These were studied and revised ip 4
variety of tempos, all the more difficyl
passages being repeated many times; slow.
ly, then more quickly, till they were pol-
ished to L-.'IIF-.-I}' the fastidious taste of the
player. It was a revelation of the care, pe-
tience, and pains taken by a great artist iy
the III’I."[].'J.I'.I].'!IIIII!. of his work. The exXpericne
reminded me again of Carlyle's definition
of genius as “the capacity for taking in
finite pains,”

My next meeling with Paderewski was in
Paris at the Conservatoire where he was
acting as a member of the jury for the
Diemer Prize for Piano Plavieg. This was
one of the most important prizges of the
Conservatoire, and the jury on that ccca
sion also included Pungo, Saint-Sseps,
Widor, and Dubois, who was then principal

of the Conservatoire, | was acquainted with
every member of the Jury, but as a personal
pupil of Pugno and Widor, | was granted
the privilege of being present at the per-
formances: a privilege which probably po
other Scottish musician had ever l'r|l‘i|"|1"‘|
I was, of course, greatly interested in the
performances, but still more interested in
the jury and their comments; so much so
that | no longer remember the prize-win-
ner! As an interesting souvenir of the occa-
-“i"!l. I !-[”.l IH:I.\_"II""-H a ||hulu uf Ilw jm'l. taLﬂn
on the day of the competition. After this
I had the good fortune to hear Paderewski
at all his recitals in Glasgow, and manv in
London, and of meeting him on these occa-
sions. As a young and enthusiastic musi
student, these were alwavs red.Jetter davs
for me, for his p-r-rf--rln;:ﬁrr had such dis
tinclion and quality as to compel entha
siasin and admiration, and for s young stu-
dent they were quite inspiring. Evervthing
he |}|H_H'||— classics and moderns—he per-
formed with a wonderful sense of mastery
and authority, but particularly fine were his
interpretations of Chopin and Lisst. As a
composer, Paderewski is best known by
many charming and effective piano pieces:
the Minuet in G, and Nocturne in B-fai
have had a universal vogue, and must have
sold by thousands of copies, But while Pad-
1'rﬂ"l'ﬂ-'hi is best known as a composer of de-
h;,:hl.iuj short piano pieces, he has 1o hi=
credit works of much Ereater strengsh and
power, His very effective Piano Concerto,
and the Polish Fantasia for Piano and Or.
-F1!'-Ir.'l, are works

character which reve
dling Polish themes and welding them into
symphonic form. Paderewski's one work
'”T_ lh'_' stage, the beautiful opera “Manru.”
while it has been s
a number of German
as in America,

of strongly national
«'II h'l-_l Ilu'l\rr |.f ]|.|||

ceasfully performed at
1 opera houses, as well
|(-vl"HiJ'I'.l'rln‘rf on Page )
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An impartial and provocative
discussion of the cultural status

of music and musicians in present-day America

by Paul Mocsanyi

Problems of a Genuine

Musical Culture in America

(Paul Mocsanyi, a native of Budapest, is
a writer and lecturer on art and music. Before
coming ta the United States in 1941 he was
a rorrespondent of the French News Agency,
“Adeence Havas,"—Ed. note)

HE LOVE OF MUSIC in this country

is usually understated, Few people know
that Americans spend more money on music
than on baseball. In fact, it is estimated
that 345,000,000 was spent in 1952 for
concerl music, against about S40,000,000
on baseball. According to the Wall Street
Journal, more than 30,000,000 people paid
money to attend performances of serious
music in 1951,

This tremendous interest is not matched,
however, by a corresponding output in first
rate American composers and performers.
Most of the wellknown conductors, the
overwhelming majority of the composers,
goloists and opera singers are European
born and trained. The situation is different
in symphonic music that has the oldest
tradition and enjoys the greatest popularity
in this country. The majority of the orches-
tra players are indeed American born and
trained.

The question whether America will be
able to produce its own great musical cul-
tlure cannol 1"' Hll"'\lh‘"rl'll EH‘H'. J'II‘E we can
do is to put our fingers on those major
obstacles that have hampered America’s
development toward this goal in the past
and on the signs of crisis we can observe
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[1|.|:|.,|,:|.', Whether the grliik will be attained
or not will depend partly on America’s
ability to overcome the old obstacles and
to meel the new impending crises.

Before entering into the discussion of
these points | want to stress that 1 am
speaking of general attitudes and situations
and not of individual cases. There are
naturally many exceptions. They unfortu.
nately only strengthen the rule.

The greatest obstacle to the development
of a genuine American musical culture is
undoubtedly the widespread materialistic
attitude according to which the continuous
improvement of the material comfort is the
dominant and most precious characteristic
ul'- I:h|' -".||11-'li|':i||. 'u.;l.?. u!' |'I|--'. “hlh i.illlli.r‘.-
ing every technical progress, these material.
ists deride and belittle every effort, however
timid, to emphasize the importance of the
arts= in an industrial civilization. This
prejudice has gone so far that the world
“culture™ itself has fallen into disrepute.
It has the Mavor of something faked that
wants o make os “highbrow,” an adjective
that is used disparagingly at least partly
because it refers to intellectuals. A cultured
man is one of the favorite targets of the
advocates of this materialistic concept of
life, who hold that being cultivated is some-
thing similar with being a sissy.

The proponents of this materialistic con-
cept are mainly responsible for the fact
that so many people consider the hard
boiled, “tough guy™ as the supreme Amer-
ican ideal and insensitiveness for the arts

ns hi'%ll=‘l|lit1f_‘: e ]’ll!.'-' to he E.I[lll.lf! H{.

The result of this attitude iz, to take
only one example, that a boy in a public
school who prefers the piano to baseball
will unfailingly be the target of his col-
league’s jeers. This situation creates, at
home as well as in the schoolz, a hostile
climate to the arts and deviates manv chil-
dren from exercising their talent= just in
those early years when the foundation of
good music making should be laid.

Still greater ravages have been done by
the application of educational theories ac-
cording to which a child’s talent is best
developed by making the study of musie
particularly easy for him. As a result of
this theory music for beginners is being
printed in extra large notes as if every
child who learns an instrument would be
mentally L:||1l|1'\:']n|:r'-l ar 1'.11;!-:tr|-|r||i1';!||}
shortsighted, Methods enabling children 1o
play the piano without practicing are ad-
vertised with the greatest effrontery, ele.

Everybody knows, of couse, that nothing
of any value can be achieved without over-
coming obstacles. By removing the first
ones, one makes it only more difheult for
the child to surmount those which come up
in the course of their musical studies some-
what later. Thiz iz the reason why 20 many
even gilted children abandon musical in-
struction after the first few months.

Another stumbling block on the road of a
higher musical culture is the prejudice of
commercial circles that you cannot reach

the masses excepl | Cantinued on Page 59)
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The Challenge
of Operatic Performance

on Television

by Winifred Heidt

Winifred Heidt in a remarkable make-up.

Mi== WHeidt, hersell

One of the leading contraltos of the present

tells what she has learned in her recent

appearances in nation wide opera telecasts

{Winifred Heidr, one of the leading present
day contraltos, has had several highly surcess.
ful appearances on NBC's Television Opera
Serics. Also this past summer she played the
dual rile of Mrs. Rip Van Winkle and her
twin sister when the Edwin MacArthur-Mor-
ton DaCosta musical “Rip Fan Winkle” was
given its premiére at the St Louis Municipal
Opera—Ed, note.)

AST YEAR, in a production of Tchai-
dkovsky's “Queen of Spades”™ on NBC’s
Television Opera Series, more people than
I had ever performed for at one time saw

and heard me as an aged woman of 90

u a
crumbling Countess of

b : _ pre-Revolutionary
nussia, imperious, dictatorial, ruthless even
in IIt_i- face of her advancing infirmities, 1
had in this performance a number of
tinguished colleagues “on camera™
llm-. u|I|=| we all faced much the same proh-
ems, but the task of portravi v

wropp ol e F !.I.I];.!’_li'll"' Count-
*s dramatically as real and helievable for
an audience with better-than-front-row
seals seemed to me more direct 4 challenge

u o

than that which confronted those who did
not have lo assume

dis-
with

a physical personality

s far removed from their own,

Masterly make-up helped make this 44
vanced age not only credible b utter]y
convincing. The friends and relatives whe
watched at home in the comfort of theiz
living rooms declared they could not r.
ognize me beneath the aspect and manner.
isms of the Countess. Her will 1o dominanes
had not only quelled those in the oper,
it had obscured the personal me, every “.;
except vocally. Though nothing could hay,
pleased me more than this, | could not
take sole credit. In very hrgr M asre
the emotional impact of the Countess, pes
only on the audience, but on me, stemmed
from the masterly make-up job which had
been created for her by NBC's make.up
department,

The accompanying picture gives some
idea of the Countess’ antiquity. As agains
the Frhut-q.rrnluh of mji:ﬂ.‘”. il can be seen
that something only very slightly less than
magic was m'rmnplinhﬂl here 10 produce
an ageid wreck, so infirm it would be bhe
lieved on TV screens all over the nation
that she had to be dressed and undressed
by others, that she could not walk, that she
was able to appear in public only with the
support of lacings, bracings and corseis
Here was an old, old woman whose head,
beneath the elegant wig, was bald, bat
whose ruthless contral over those subject
te her remained almost undiminished.

A\ year later, presumably an even larger
number of people than those who had seen
the Countess (for public interest in tele
vised opera is growing) viewed me in the
guise of a peasant-type marriage broker,
one Fyokla, who lived in a Caarist village
at the turn of the century. Fyokla was the
creation of Bohuslay Martinu, and a p'n-h'laJ
character in his one-act opera, “The Mar-
riage,” which NBC had specially com-
I'll-i‘='-i'|llll'11_

Behind the facade of Fyokla on this oc
casion | was clearly visible to anvone
'n.':lr'hin;: who may have known me. For
this time all 1 had to hide behind was a
small putty addition to my nose. Hut a5 2
person Fyokla had non-visible characteris-
tics which it was essential to illominate
for those watching, and as | reflected oo
how 1 could achieve this | remembered
with some astonishment the totally differ-
enl manner in which the projection
Tchaikovsky’s Countess had developed
the year before.

The Countess had been “realized”™ from
the outside in. That is to sav, moch ol
her character and the way she would act
move, talk and affect others was made
clear to me from |lml‘.i||!: at the physical
being we achieved through make-up. Fy-
”;-"Ifi an the HII‘Ir'r hdrnl came o Iif-' As 1.!"‘“
character she was entirely from the inside
oult, ”1rllll:ﬂll the kind of hr“..qjinp_I process
h‘_., 'l'l'hi-i'l'l one tries Lo Uanl‘rFtilﬂfi A 4‘|=|-'|.- ult
fr”’!lll!. or adxy ersary.

Two more entirely different approaches to

(Continued on Page 62)
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Musical
Critical
Assault

and

Baitery

An Editorial

by

JAMES

FRANCIS

COOKE

ICOLAS SLONIM=KY, who for mans

vears has contributed a wealth of curi-
ous musical facts and humor to ETUDE in
his Musical Oddities :if*p.‘utuwrﬂ. has writ-
ten or rather collated his sixth notable mu-
sical book, “Lexicon of Musical Invective,”
an .'m{hu]ug:.- of eritical assaults on com-
posers since Beethoven's time. You ought to
know Slonimsky. He is a rare musical per-
sonality, He was born in St. Petersburg in
1894, He studied at the St. Petersburg Con.
servatory. He came to the United States in
1923 and became naturalized in 1931. At
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first he was an instructor at the Eastman
School of Music of the University of Roch-
ester. In 1925 he moved to Boston where he
founded the Chamber Orchestra; for some
years he was conductor of the Pierian So-
dality. as Harvard’s famous symphony or-
chestra is known, He has also been a guest
conductor in Paris, Berlin, Budapest, Ha-
vana, San Francisco and many other music
centers. He and his talented wife, Dorothy
Adlow-Slonimsky, art eritic. have been
contributors to the Christian Science Moni-
for for many years. Slonimsky has pro-
moted modern music enthusiastically  but
haz a cordial and rational outlook upon all
music of other types. He is intimate with
the classical and romantic schools and has
usually included music of the salon type
in his numerous lecture recitals over the
air from Boston.

Together with Mr. Arthur Cohn, former
Music Librarian of the Free Library of
Philadelphia and now Director of the Set
tlement Music School in Philadelphia, he
made an extensive tour of Europe assem-
bling rare scores for the famous Edwin
Fleisher Collection at the Free Library of
Philadelphia which has already rendered a
great service to the leading symphony or-
chestras in America. Earlier, Slonimsky un-
dertook a journey in South and Central
America for the Fleisher Collection.

It is however, as a meticulous and un-
tiring musicologist that Mr, Slonimsky has
gained his greatest heights. He has long
been a real friend and admirer of ETUDE
and its policies. The “Lexicon of Musical
Invective™ is an example of his exhaustive
musical research which is so interesting
that the writer deems it worthy of an edi.
torial, as it is the first musical Schimp-
flexicon (Abuse-Lexicon) to appear since
the German “Ein Wagner-Lexicon™ in
which Wilhelm Tappert in 1877 assembled
a volume of the castigations heaped upon
the master of Bayreuth. Mr. Slonimsky
has ransacked many mausical libraries and
many private collections here and abroad
in making this musical work. He is multi-
linguistic, speaking Latin as well as Rus-
sian, English, Italian, French, German and
ither tongues. This has enabled him to
translate many criticisms from other lan-
suages into English. There are actually
over two hundred pages of musical critical
mud slinging. Thoroughness is one of his
dominating characteristics as is also evi-
denced in his revisions of the excellent
Baker's “Biographical Dictionary of Mu-
sicians.”

Ever since Monteverdi in the 16th Cen-
tury was =aid to have introduced unpre-
J,M-g-tl sevenths, down to the days of the
Imm—[.-mnuh"u boys of the present, there
has been. of course, an incessant trend lo
do something different. “If you don’t do
something different, nobody pays any atten.

tion.” However., the fact that a thing 1s
different does not necessarily make it good.
It may indeed be wholly inconsequential or
very terrible. Much of the unwelcome art
of today in music, painting and literature
is that which is different, but of no perma-
nent significance. We all know that no artis-
tic progress can be made in any land with-
out an unceasing search for higher forms of
expression, Without the courage of inspired
iconoclastic leaders, art could have made no
advances. We must advance else art dies,
But too often ultra-modern art is not an
advance but a decadence which sometimes
exhibits conspicuous signs of mental and
moral decay. The surge toward dissonance,
disguised a= beauty which some modern
composers, painters, sculptors and writers
affect, certainly does not make for great
and enduring masterpieces, Concord may
become hopelessly flat, monotonous and un-
interesting. Musical beauty rests largely in
employing discord in contrast with con-
cord. But music that is 9 44/100ths per-
cent discord is likely to become insufferable
to most human ears.

Mr. Slonimsky’s brilliant introduction to
his Lexicon starts out to appraise the situa-
tion in wvery penetraling manner in the
chapter “Non-Acceptance of the Unfa-
miliar.” On critics as a whole he quotes
these amusing lines from Conan Doyle:

Crities kind—never mind!

Critics flatter—no matter!

Critics blame—all the same!

Do your best—damn the rest!

As we read on through the book we soon
find ourselves in a maelstrom of abuse,
some of it real Billingsgate. Our opinion of
critics in general is not thereby elevated.
We have produced some very fine critics
in America and many pathetically incapa-
ble ones. Some have been ridiculously false
prophets. Is this due to the fact that the
critics are sometimes uneducated in the
higher musical matters? They are not ex-
pected, of course, to be able to write a mu-
sical masterpiece of the level of the works
they criticize. Some great composers | Schu-
mann, Wagner, Saint-Saéns, Berlioz and
Debussy) have been interesting critics, but
by far the greater majority of critics eould
no more write an immortal symphony, play
a great concerto or conducl an opera than
they could sail a battleship. This does not
deprecate the scores of excellent critics who
by means of long training in music, com-
bined with fine taste and most of all with
seasoned judgment, are doing a helpful job,
day in and day out in our country.

Mr. Slonimsky in his opening chapter
quotes a number of critics who dwell upon
the immorality of music in certain works,
In some compositions the composers have
used music to stress immoral hllgg‘l's!‘inn_ﬂ-
in the libretto, notoriously Shostakovitch's

{Continued on Page 60)
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A.‘i A VERY young teacher, armed with
the conventional diplomas and de-
grees from good music schools, but un-
blessed by any course designed to initiate
me into the myvsteries and joys of teach-
ing. | was deeply impressed by a talk
which attempted to describe a perfect piano
lesson, According to the speaker, the char-
acteristics of such a lesson were perfect
notes, perfect time, perfect fingering and
perfect phrasing. Other perfections were
perhaps mentioned but they have escaped
my memory,

After hearing that talk, T spent quite
a lot of time and energy trying to squeeze
one “perfect” lesson oul of my teaching
schedule. In fact. for some years | pon-
dered over the problem, not without feel-

“A teacher affects eternity; he can
never tell where his influence stops.”

others, Unfortunate is the student who is
led to believe that all the joy from musie
study comes late, a result of many weeks
of laborious and uninteresting drill. Happy,
and usually successful, is the student whose
teacher is expert in finding opportunities
for the pupil to use his music in such a
way that he reaches each goal with a sense
of satisfaction and with a resultant ambi-
tion to go on to higher accomplishments,

Another important evidence of good
teaching is the pupil’s keen awareness of a
desirable goal. We know that a pupil learns

school. Marches for assembly, solos or
perhaps accompaniments for assembly sing.
ing are alwavs received gratefully—if
thev are well done. And what an incentive
for concentrated work this opportunity pro.
vides the piano student!

Short tests can be used as effective goals
for piano students, Scale work, chords,
and sight reading suggest performance tests
that are easily administered. Records of
accomplishments in tests help both the
teacher and the pupils to know where they
stand. Some teachers keep charts posted in

Some Characteristics of Good Piano Teaching

by POLLY GIBRS

ings of guilt for my part in the failure of
my pupils to deliver what might be called
a perfect lesson,

Perhape this speaker was entirely right,
that music teaching can be judged by
accuracy of pupil performance only. Per-
haps she assumed that all other character-
istics of good teaching ean be taken for
granted when good performance is pro-
dueed. No one minimizes the importance
of accuracy at a lesson. We strive for it
continually. But 1 find it difficult to believe
that it should be the sole criterion of
teaching,

I remember with pleasure a recital by a
group of first vear pianists, pupils of
student teachers. The children secretly or-
ganized the recital, decided which pieces
each child was to play—in which keve—
and then invited their teachers to be
guests. It was an amazing affair, display-
ing musical and social initiative, good
playing and genuine understanding. There
was a fair amount of stumbling with an
occasional slip when an ambitions young-
sler tried to transpose one of his pieces inlo
several different keys. But the important
thing, the significant thing, was the en-
thusiasm of the children for their music,
Accuracy cannot take the place of that.
In fact, without enthusiasm there is little
hope of ever getting a “perfect” lesson.
With it, perfection may lie just around the
corner,

Let us list. then, as the most important
outcome of good piano teaching, a favor-
able attitude toward music. It provides an
atmosphere conducive to growth in the
ability to perform with and for others, Tt
promotes a corresponding growth in the
discriminating interest in the playing of

best when he is conscious of a strong pur-
pose in hiz work, when he is headed toward
an objective that can be reached rather
soon. So the teacher who is likely to have
good students is the one who is surcessful
in selecting goals, helping each pupil to
understand his objective and crowning his
efforts with a word of praise when he
succeeds, When work falls short of the
goal, an explanation of factors involved in
the failure is conducive to fulure good
work. A no-comment attitude on the part
of the teacher is mare deadening to pupil
interest than reproof, while the effect of
praise is well known to everyone. Pupils
try harder to reach each succeeding goal
when these goals are clearly indicated and
when recognition is accorded success,

Most teachers can immediately call to
mind suitable activities and goals that will
provide a strong purpose to the pupils’
work. Some teachers make use of frequent
studio recitals, each successful appearance
in the small informal recital serving as a
stepping stone to a larger and more formal
one. Some teachers find exciting goals in
the musical activities of the home, school
and church. Many a student has aceom-
plished wonders because of his desire to
appear well before his friends in soejal
.‘tilu.'fliuu.\. An ambition to play for group
singing at church has provided effective
molivation for countless young pianists,
Children will work diligently on the prep-
aration of Christmas carols as a surprise
gift for their mothers.

School music teachers are glad to co-
operate with piano teachers in promoting
opportunities for their pupils to play at
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Pally Gibibs is professor of music
at Louisiana State University
at Baton Rouge,

their studios so that pupils can have the
benefit of friendly competition in trving to
“keep up with Johnny.” Other teachers
prefer to check off accomplishments in the
assignment books of individual pupils.
Tests may be given at a private lesson, at
a regularly scheduled class lesson, or ot 2
group meeting arranged especially for the
purpose of the test. In any case an incentive
for careful study is provided.

Some teachers find it helpful to invite
another piano teacher 1o “audition™ his
pupils. Knowing that an outsider will make
constructive comments on their playing,
pupils will prepare {or such occasions with
greal altention to detail and fne points.
The comments of the visiting teacher re-
inforee the waork of the I'l‘l:llll-f teacher
and in some instances a fresh ear and
friendly suggestions work wonders with
stubborn passages. An exchange of serv-
ices of this kind may be mutually beneficial
to two teachers while costing little in money
and time,

High school music festivals, neighbor-
hood or family recitals, building a large
and varied repertoire—all these can e
effectively used to stimulate that sustained
application which is so necessary in music
study. The far distant goals soon lose their
pull for the pupil. It is only the extraor-
dinary young student who can work with
::unaisrnnt effort toward the hope of appear-
ing in Carnegie Hall ten years hence with-
out other more readily realized ambitions
to spur him along.

The next outcome of good music teach-
ing which | wish to mention is an attitude
of musical discoy ery and exploration on the
part of the student. Such an attitude i
indicated when a particular maodulation
catches the pupil's attention and he asks
the teacher's help in gaining a clearer
u“‘!"'rf‘tﬂ“"ﬁf‘lﬂ of it. The young child ex-
plores music when he plays his litthe

Pieces in many (Continued on Page 56)

Margarel Sande, director Radio City Musie

Hall Corps de Ballet and Oscar Lifshey
| o e TR

The Radio City Music Hall Rockettes, as
wooden soldiers, do their tumble in the
finale of that celebrated routine.

The Dance Accompanist

Words of advice from authoritative sources

on the requirements and opportunities

to be found in accompanving dancers.

by Gunnar Asklund

MERICA’S increasing interest in ballet

has changed art-dancing from an alien
form to an international expression in
which American dancers, chorcographers,
and musicians rank well to the fore. This,
in turn, creales professional opportunities
which, a decade ago, hardly existed and
which go far beyond selling seats to bal-
letomane audiences. Dance classes, dance
groups (from small studio ensembles to
the American Ballet Theatre) have sprung
up across the land, and all of them need
music—most of which is provided by the
danee pianist.

This important accompanist may fune-
tion independently, or as staff member of a
dance organization. In either case he { more
often, she) is marked out by special skills,
the possession of which opens the door
upon an interesting profession,

Among our outstanding independent
dance accompanists is Agnes Kun. A native
of Budapest and a graduate of the Budapest
Conservatory, Miss Kun's training began at
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the age of five when her father, a distin-
guished conductor, read four-hand cham-
ber works with her as part of home recrea-
tion. At eight, she was performing back.
stage at the Budapest National Theatre;
when plays required the principals to play
the piano, the actor moved his hands on a
dumb keyboard in rhythm to the child's
renditions of Mozart and Chopin in the
wings. Arriving in the United States as
a young girl, Miss Kun was recommended
to Fokine who was having difficulty finding
a pianist to decipher an illegible manu.
seript score by Delius. Miss Kun played it
at sight and began a new career as dance
pianist, Her subsequent work with the
world’s greatest dancers (Patricia Bow.
man, Paul Haakon, Mordkin, Charles Weid-
mann, Tilly Losch, and the Ballet Theatre )
has rounded that accidental start into one of
the leading reputations in the field.

“The successful dance pianist must feel
the music,” says Miss Kun, “instinctively
bringing to life the authentic style, rhythm.

Russell Markert, director Radio City Music
Hall Rockettes, with Beula Crangle (at
piano), and Emilia Sherman (stop wateh)

and phrasing of every piece she plays. Fur-
ther, one must read fluently at sight, again
in any tempo or style. The best way to im-
prove reading is to read—solo works, cham.-
ber works, accompaniments, everything—
always watching accuracy and rhythm. The
good dance pianist needs the training, both
lechnical and musical, of a concert pianist.
You never know what difficult works vou
may be asked to play, and once vou have
played them, you must remember them, As
the concert pianist carries full programs in
his head, the dance pianist should have a
memorized repertoire. not only of standard
classics but also of those phrases and sec.
tions of a work which fit the special
rhythms of dance exercises. You must know
what to play for slow four-four time, for
fast two-four time, for pizzicati, etc.

“To fit music to dance forms, the pianist
must have a good knowledge of dance tech-
niques. Hence it is a good idea to seck
one's first job as pianist for an elementary
dancing class. There you learn the basic
steps, their names, their patterns, the kind
of music that fits each. You discover, for
example, that a Stranss wallz is excellent
for the ;u'rnru'ﬂi', while the more stately
Brahms waltz is not; that Mozart's Turkish
March is ideal for the petit battement.

Gradually, you assemble a complete little
library for the five ( Continued on Page 47)



Reviewed by
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Bach: 51, Matthew Passion

William Mengelberg conducted more
than a hundred performances of Bach's
*St. Matthew Passion.” In releasing a re-
cording of the performance Mengelberg
directed in Amsterdam on Palm Sunday
1939, Columbia reports a recent rediscov-
ery of the original recording. The Mengel-
berg performance, given in German, fea-
tures the Concertgebouw Orchestra, the
Amsterdam Toonkustehoir, the Boy's Choir
Zonglust,” and Karl Erb as the Evangelist,
William Ravelli as Christ, soprano Jo Vin-
cent, alto Illona Durigo, tenor Louis van
Tulder, and bass Herman Schey. The re-
cording has deficiencies in distorted highs,
narrow frequency and dynamic range, and
more than a toleralble amount of noise
from choir and congregation. Yet the dra-
matic “5t, Matthew Passion”™ is done so
devoutly, so impressively under Mengel-
berg's direction, that the technical defects
of the recording can easily be forgiven.
( Columbia, three 12-inch LP dises with
German-English texts.)

Donizeni: Highlights from Lucia di

Lammermoor
Rossini: Highlights from [ Barbiers

di Siviglia

Anyvone wanting “highlights” of these
popular Italian operas will be pleased with
the first Cetra-Soria re-releases under the
Capitol label. The complete Lucia was re-
leased first on thirteen 78 rpm discs by
English Parlophone and later on three
LP's by Cetra-Soria. Capitol has cut the
performance to fit a 12.inch LP record.
Rossini’s complete “Barber™ is only about
two years old. It too has been reduced to
a single LP disc. Both performances were
considered excellent. While =ome of the
Italian singers are not familiar to Amer-
ican opera devotees, their competency is
obvious, Capitol's cutting was done intel-
ligently; the numbers selected are those
most wanted by record buyers and all are
given in their entirety. There is a place
for such abridgements. (Capitol, two 12-
inch LP discs.)

Beethoven: Symphony No. 3 in E-flat Major,

the *Eroiea™

Sir Thomas Beecham’s summer-after-
noon approach to the “Eroiea” is not this
reviewer's notion of the work. Though
Columbia has given his performance with
the Royal Philharmonic Orchestra excel-
lent recording, the symphony emerges from
the grooves as a spineless thing virtually
without meaning. This is not to maintain
that only the furious Toscanini version is
valid, for Bruno Walter and Felix Wein-
gartner have both given LP record buvers
“Eroica” performances that have tension
and strength without uncalled-for heroics.
{Columbia, one 12-inch LP disc.)

Maozart: Symphony No. 35 in ) Major. K. 385
Symphony No, 40 in G Minor. K. 5350
As part of a four-dise release honoring
the 77th birthday of Bruno Walter, Colum-
bia Records has given us new recordings
of these Mozart favorites played by the
New York Philharmonic-Symphony with
Walter conducting. Both symphonies are
played with abundant vitality and recorded
with splendid realism. The celebrated
Beecham recordings of these Mozart works
are characterized by more lightness and
lese drive, but improved sound and greater
consistency of approach throughout give
these new Walter performances the edge.
Here's a good disc for Christmas giving.
{ Columbia, one 12-inch LP.)

Dhvoiik: Symphony No. 2 in D Minor

Dvorik would be assured a place in the
musical hall of fame if he had written
nothing but his D minor symphony. In a
new recording made by the London Phil-
harmonia Orchestra conducted by Rafael
Kubelik, we have the first LP version 1o
challenge the pre-war recording by Vaclay
Talich and the Czech Philharmonic. Kube-
lik, of course, is Czech, son of the Czech
violinist, Jan Kubelik, and Dvoiak’s na-
tionalistic music is part of his inheritance.
He conducts with full regard for the Slavic
mixture of darkness and light. “His

Dr. Paul N. Elbia

Master’s Voice” has given the excellent
Philharmonia orchestra remarkably trans
parent reprodection. {(RCA Victor, one
12-inch LP dise.)

Debussy s La Boite a Joujoux
Ibert: Histoires

Menahem Pressler, young Israeli pianist,
has recorded effectively for M-G-M two
French piano scores never before recorded
in their entirety. Since neither work can
be called major, the filling of the catalog
gap is not exactly epoch-making. Yet De-
bussy’s piano score for a projected chil-
dren’s ballet and lbert's ten melodic pieces
are worthy of revival on discs. Pressler
has studied them thoroughly and has
played them with great charm. The re-
corded sound is satisfactory, (M-G-M. one
12-inch LP disc.)

]{H-I;Il'l']: .H'Hl_ir Jor Amncient Instraments and

Soprano Voice

For those who like their Handel in the
h}uguugu- of I-nrm]ur-trriml instruments,
Ezoteric has an interesting record made
Ilfi. ]‘.Ill :\'Il.ﬂ-il"u ;‘\.nliqua u{ Nl"ﬂ' York con-
tf'“”'g two sonatas for recorder and con-
tnuo, a trio sonata for recorder. yviolin
and continue, and two soprano recitalives
and arias from one of Handel's innumerable
chamber cantatas. The recorder, well han-
dled by Bernard Krainis. is the featured in-
strument, since the (Continued on Page 52)
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"'l‘HF, YOUNG SINGER who aspires to
concerl  engagements generally has a
clear idea of the path she must follow to
achieve them. But the girl who hopes for a
vocal career in motion pictures invariably
wants to know just how she must prepare to
gel there. Actually, the requirements for the
one field are as clear as for the other. Prepa-
ration for a film carcer depends on the
pattern into which that career will fall.

The singer who looks forward to assum-
ing concert or operatic work in films needs
exactly the same equipment she would need
for such work on any stage. The only dif-
ference, perhaps, is that in films she finds
the added advantage of the microphone
which will amplify a smaller voice. But
nothing of a mechanical nature can alter
voice quality or vocal emission; hence, film
work demands the same preparatory care as
to inherent timbre and sound methods as
does opera. And there can be no short cuts
oF COmpromises,

But observation shows us that it is quite
pussible to have a vocal career in films with-
out possessing a great voice, Provided that
a voice is of naturally pleasing and musical
quality; provided that it makes an attrac-
tive impression at auditions and is easy for
a microphone to transmit, it can give ex-
cellent service, in the nonclassical branches
of film work. Ballads, popular numbers,
modern songs of individualized style are all
part of motion picture singing, and each re-
quires its own specialized equipment.
Hence, the best advice to the young singer
is to discover her own style and to project
her voice in the way she believes 1o be best
suited to her needs,

It is well to realize that, in film work,
other qualities are equally important with
singing. The camera requires photogenic
features and good teeth. It is no secret that
even here, adjustments can be made—cer-
tain tricks of makeup improve facial con.
tours, and porcelain jackets can cover less
than beautiful teeth, But the basic structure
of the features must be such that the camera
can reproduce them advantageously. Fur-
ther, the candidate for film honors should
have some inborn acting ability which can
be developed by study and work. In one
way or another, voice, looks, and acting can

be built up.

There is one field, however, in which
the screen performer stands entirely on
his own. That is sincerity. The camera sees
true, and has a peculiar way of looking
through you! Whatever lies deeply inside
one comes out. The camera magnifies what
comes out of your eyes and that, in the last
analysis, is more important than what
comes out of your mouth. You can't dis.
guise what goes on in your mind; and the
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Jeanette MacDonald

If you hope for a film career

One who has had a highly successful career

in motion pictures and on the concert stage tells of some

of the requirements for gaining the top

An interview with Jeanette MacDonald
Secured by Rose Heylbut

thing the camera brings out marks the dif-
ference between a good and a bad per-
former. Let us say there is a scene in which
one has to say. *l love you.” One actress
speaks the words exactly as directed—and
all the while she keeps wondering if that
trec over there is going to throw a shadow
on her face, Another actress forgets herself,
throws hersell heart and =oul into the part
she plays, and speaks the words with sin-
cere intensity. The odd thing is that the
sound of the words may be equally pleasing
in both cases—but the camera will reflect
exactly what is going on in the two per-
formers” minds, bringing out in one case a
stilted playing and, in the other, a com-
pelling one,

To my mind, it is this matter of sincerity
which must be the film actress’ first con-
cern, It is the thing which guides her, not
only in the playing of scenes, but in cach
step of preparation for her work. The girl

who has the secret idea of taking a few

lessons and then catching the next train for
Hollywood won't get much further than
the train. It is up to her to judge of her
weak points as well as of her assets, and
then to set about correcting the one while
she develops the other. | stodied dancing
with Albertina Rasch, a great dancer and
a most meticulous teacher, and | well
r!'l'lll"”i}“"r my :"llﬂ"ri‘"ﬂﬁ "FH!‘"' F'Ir'l‘ -il‘:.'lril
scoldings and her whacks at my knees!
But 1 had to learn what she had to give
me, and in time my knees kepl straight
and | zot no more whacks, Had it been
necessary for me to study trapeze tech.
niques, | should have done that too.

As to getting started in a film career,
the best advice that anvone ean give is to
Tnﬂk"" Il!{"' atarl al Ilillll", i:n 'I\-'i'lllr DWIHN Come-
munity, whatever its size or facilitics. And
it isn’t even necessary to set vour home
town on fire. For a start, it's enough 1o
give proof of some ability, sincerity. and the
power to please. If (Continued on Page 64)

19



that stir the spirits of men 1o a
frenzy, If he cannot exeite that
frenzy he cannot become & great
artist.”

It should be observed that Menu-
hin did not deny that the laborer is
worthy of his hire, that when an
artist has demonstrated the incandes-
cence of the divine spark within him,
the shining of it may lead him 1o a
financial competence. He does main-
tain that the econsideration of the
financial competence must always
follow, never precede, that of the
irresistible impulse to interpret great
miusic.

“There are other considerations
you should present to young people
who contemplate a concert career,
There is the matter of selecting
proper teachers, and there are all too
few great teachers. Yet it is true
that the would-be artist brings just
two important influences to bear in
the matter of his career. Those two
are himself and his training. He can
do little about himself, he is as he
is for good or for ill. But his teacher
stamps on this young artist a mark
from which he will never escape all
the days of hiz life. One should be
certain that the mark is for good!™

In the matter of teachers Yehudi
Menuhin ha: been extraordinarily
fortunate. His early lessons were
with Louis Persinger. now of Juil-
liard, 2 man of great muosical and
teaching ability. Later he studied
with Georges Enesco, famous violinist
and composer, whe matured a style
which today iz individual to Yehudi,
the hallmark of his own peculiar
genius.

“It matters litle whether the par-
ent forsees a career in music for his
child; when it comes to selecting a
teacher for that child in music (or
anvthing else for that matter) he
should take the greatest care to
choose one of wide information and
of wisdom, Teachers, you under-
stand, may have knowledge without
wisdom, or even wisdom without the
ability te impart it to others, The
selection of a teacher is one of the
maost important responsibilities that
falls on a parent, no less important
than that of selecting a proper diet
for the youngster, The study of any
subject, great or small, sets up in
the mind of the student certain
habits of thought. Those habits func-
tion in every field into which the
mind or talents of the student enter.
Good habits of thinking about music
are carried into all the stondent's
other pursuits. Bad habits are equal-
Iy widely distributed. In a life so
short there is no time to epare for
the elimination of bad habit= in any-
thing!™

Thus spoke Yehudi Menuhin at
the age of 37, he whoe made his first
public performance at the age of
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"GENIUS BEGINS WITH MATURITY"

(Continued from Page 11)

four, 33 vears before our interview.
His was the wisdom of 33 years of
experience,

But what was the basis of those
years of matchless playing? On what
foundation was such a career laid?
For the answer to those guestions I
went to Moshe and Marutha Menu-
hin, his parents.

The Parents Speak

“It was very early in Yehudi's life
that we realized we had to deal with
a spirit and a mind almost beyond
human experience, with that rare
creature which (for lack of a better
term) we call a genius, At the age
of ten months he began to walk,
which proved nothing but which was
suggestive of early maturity. When
he was one year old he cried because
a brother attempted to feed him with
a spoon duller in luster than the one
to which he was accustomesd ; so early
did his eves perceive variances in
brightness of colors. When he was
fifteen months of age came the thing
which first tended to crystalize the
suspicion that Yehodi was one of
God's elect. A little neighbor girl
named Lilli and Yehudi used to play
together and take naps at about the
same time, On one oceasion Lilli had
already fallen asleep; to encourage
Yehudi to go to sleep we told him
that Lilli was napping, whereupon
he sang in perfect intonation, up and
down the scale, an octave each way,
like a chant, *Lilli has fallen asleep,
Lilli has fallen asleep, Lilli has
fallen asleep.” We looked at each
other. a deep, long look. Words were
superfluous, We understood without
them that we had brought an angel
of music into the world,

“When Yehudi was fifteen months
of age we used to take him to hear
the concerts under Alfred Hertz at
the Curran Theatre in San Francisco,
We had not much money, we could
ill afford, perhaps not afford a baby
sitter, hence the tiny Yehudi went
with u=. People would look askance
at us, bringing & young baby to a
concert, but the baby never eried,
As soon as the music began he was
all ears and eyes, and he would
especially smile when Persinger, the
concert master and later his teacher,
would play a violin solo. It was from
the beginning that the violin was for
him. In his feeling for the instrument
he began with maturity, Indeed, all
his life that was the case, he began
with maturity.

“You have asked us for the in-
dications of genius. [ have answered
you by telling you the things we saw,
heard, observed. One can translate
what I say of the violin into the
language of the piane, of books, of
anything in the world. It seems 1o
me that the phrase, ‘He began with
maturity” could be taken as a tape

by which any parent might measure
the talent, even the genius, of any
child.”

The problem of how to develop
this extraordinary talent was a grave
one for the Menuhins, Should Yehudi
be sent to school? How was his
education to be financed by a family
of meager means? With whom
ghould he study? Where was he to
obtein a suitable violin? How was
his physical life to he ordered?

“We are people of considerable
educational background. We de-
cided to use that edueation for our
son. Very early we ourselves began
to teach him such things as he would
ahsorb, By the time he was six he
possessed a degree of information
and understanding of the informa-
tion equivalent to that of the average
grammar school graduate, This being
true we knew that to go to the grade
school would be for Yehudi a stifling
process, He had tutors, and advanced
with extreme rapidity. You might
say, perhaps, that one of the tests
of true genius is the ability 1o com-
prehend all things, for genius is
only rarely specialized. If it focus
in one thing (as it does in this case
in the violin) the radiance of it
illuminates the entire field of human
experience and knowledge. This has
been =0 with Yehudi Menuhin, and
surely the parents of all children who
might be potential geniuses may test
their offepring by this measure, the
measure of generality of interest and
talenm.”

At the age of three Yehudi had a
quarter-size violin, and Sigmund
Anker of San Francisco to teach him.
He was still in love with the sym.
phony concert master, however, and
in a year or two Louis Persinger
consented to aceept the linle lad,
and Persinger led him through the
paths of violinistic beauty for three
vears, After that formative perind
he went to the great Rumanian
violinist and composer, Georges
Enesco, and with him he has ae
sociated himself ever since.

*Yehudi believes, as we do, that
Enesco is the musicians’ musician,
and he is still humble enough 1o £0
to him for fresh light and inspira-
tion, even to this very day.” Refer-
ence is here made to Yehudi's awn
comment on the importance of g
great teacher made earlier in this
article.

In various ways certain peaple of
wealth became interested in  the
young vielinist, and funds were avail.
able for the purchase of g Stradi-
varius, for study in Europe as well
as in America. All this has been told
h}-[un: and will not be repeated here,
Not =0, however, the important mut-
ter of ph?-r-icni development of a
voung genius.

“We felt the sesthetic develope,,
of the child, genius or po Eenin,
must be laid on the foundation of i
physical development. Tws oy,
daily were spent in walking Tuy
was, as it were, the law of the Mede,
and the Persians. Bicyeling wy ,
hobby, and also ewimming. And yep
important, every afternoon there wy
a two-hour nap. Yehudi learned the
art of relaxation. | am eertain thy
too many parents press their chi.
dren past the point of wisdom, ny
taking proper care of their rest gnd
bodily well being.

“In the matter of eating and drink.
ing, aguin we tried to set up no bad
repressions. Yebudi uses neither g
cohol nor tobacco, These were pever
forbidden, we encouraged him to 1y
them, believing that the disagreeable
taste of both would prevent a habit
fixing itsell on him, previdiang tha
we were nol unwise enough to make
him desire them because they were
prohibited.

“Leopold Auer is said 1o have -
sisted his pupils practice nine hours
daily, three on technic, three m
repertoire, and three on genenl
reading. We believed this to be »
man-killing process instead of man-
building. Yehodi practiced four
hours daily, or thereabouts. It was
enough. If a person is a genius be
will not need more; if he is not 2
genius more will not make him one.”
(Note. 29 years ago Fanny Bloom-
ficld-Ziesler, in her day the greatest
of the woman pianists, told me the
same thing, except that she herseli
practiced only two to three hours
daily!)

“The las=t thing | think you should
tell your readers about the develop-
ment of genius, so far as we are con-
cerned, is this: a genius, beginning
with maturity, is able 1o make deci-
sions for himself, He should not be
stunted, nor should he scquire im
proper inhibitions by having lovisg.
but non-genius parents attempt 1
order all the manner of his life. Let
me cite the instance of the selection
of Yehudi's first Stradivarious. We
were authorized to purchase an
available Sirad, no matter what the
price. Yehudi selected one which cost
$35.000 less than the most expensive
one which we could have had without
the slightest question being raised.
I said we would take the less expen
sive one, Yehudi's selection. and
much ado was made by our bene
factor and many other people whe
wondered if we had been foolish nat
to take the top-price instrument. Bat
mind you, Mr. Brant, Efrem Zim:
balist himself, at that time in the
prime of his violinistic glory, said

that Yehudi had selected the best
violin of the entire collection. E"'_‘I
see, the genius begins at maturity!
THE END
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November Whirl

of importance to teachers are

here brought to their attention.

VERYTHING ‘round here is in a happy

whirl today. Outside my window the
crisp leaves are whirling in the autumn
breezes ; the tops of the palm trees are laugh-
ing at them in gleeful twists. . . . Inside—in
the music teacher’s head—the prospects of
stimulating new materials, fresh projects,
sharp truths discovered during the sum-
mer, all waiting to be tested, -are gaily
spinning “round. . . . Here are some whirls
that I catch as they whiz by: - - -

--= A delightful new and original begin-
ner’s book has just appeared, the best, I
think, that we have for five or six year olds
-+« Margaret Dee's “Get Acquainted™ . . .
Try it and see!

---Do you know those two wonderful
books by Marvin Kahn, “Begimmer’s Guide
to Popular Piano Plaving” and “Chord
Construction and Hints for Popular Piano
Playing?”" These, 1 think, are not only the
most serious and tasteful popular piano ap-
proaches but the hest general instruction
books for teachers to use in their explora-
tion of this field. 1 recommend the “Be-
ginner's Guide™ for all “teen agers and
adults, to be studied coordinately with the
usual piano instruction hooks. . . . The
“Chord Construction™ book is an effective
and practical keyboard harmony guide for
elementary pianists. lts applications, too,
are alluring: Girl of My Dreams, I Can't
Give You Anything But Love, Dinah, I'm
Gettin® Sentimental Over You, ete. . .. And
don’t forget, these hooks have been written
by a very sensitive and distinguished musi-
cian. . ..

I am using both books in my University
of California piano classes this year,

- == Just out: Mark Nevin's large-note col-
lection, “Tunes You Like,” an ideal fun
book for young beginners. . . . Do you
know Nevin's Twinkle, Twinkle variations
—a corking third or fourth year recital
picce?

-+ = A welecome Christmas gift for young
pianists is “My Book of Animal Songs” by
Coots-Hall. These hilarious, sophisticated
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Various items

vet simple settings of Beulah, the Beautiful
Bee, Willoughby the Weeping Whale, Tillie
the Tattle Tale Turkey, and others, with a
parent reciting the texts as the pianist plays,
will bring down the house!

---Here are some good pieces for that
pesky bridging-the-gap period between first
and second year:

Richter, Nibible Mouse, repeated notes
for very voung students, with silly but nice
words,

Glover, Forward March!—crisp, sturdy
stuff for young lads.

Beck. Dancing on the Tightrope, a
snappy, short staccato study.

Archer, Red Dancing Shoes, an irresis-
tible little waltz for girls.

Dungan, 4 Sunny Day—lazy and relax.
ing.

Schuldt, Crazy Clock, a good plunk-a-
plunk and sassy piece.

Corbman, Chicichita, a tango for small-
handed youngsters who need rhythmic sta-
bilizing.

Stairs, Airplanes, good six-eight time for
high flyers.

---Speaking of high flyers, have you
seen Wevbright's “To the Moon and Be-
yond'? This is an exciting second year
book. ideal material for tough voung space-
minded pianists, Music, simple but good:
illustrations, =en=ational.

<« Bernard Wagness - - - Although he
and | disagreed very sharply about certain
aspects of early training, | have alwavs ad-
mired his books. 1 still consider them tops
for early grades. Don’t pass up the Wagness
books; there are none better.

Some American Composers

The thoughtz whirl on - - - T am still
amazed by an unusual manifestation in the
Summer Workshops, Why did so many of
our best American composers of piano
teaching materials attend these classes?
Here's a partial list of the well-known writ.
ers who participated in my Chicago, New
York and Sarasota (Fla.) courses: Martha

. -
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Beck, Memo Beyers, Ada Brant, Lee Corb-
man, Margaret Dee, Louise Garrow, David
Glover, Opal Hayes, Marvin Kahn, Mary
Nelson, Mark Nevin, Edna Taylor, Earl
Truxell.

I think they came in order to assure
themselves that they were writing for the
present generation of young Americans,
and to welcome the appraisal of their picces
by the scores of intelligent teachers who at-
tended the elasses, Well! They received this
latter in overwhelming fashion. After they
played their new manuseripts, the audience
commented. criticizing or praising titles,
content, suitability. These sessions—aoften
uproarious—were  extremely  stimulating,
and, I believe, helpful to us all.

Example: One composer plaved an ex-
cellent, quasi-Chinese piece, but confessed
he could not find a suitable title, Any sug-
gestions? Titles came from all parts of the
auditorium—"Chinese Serenade,” “Mon-
golian Melody,” *“Oriental Dance,” even
“Ming Tov's Wedding"—but all were un-
satisfactory for the gently clattering piece.
Finally. another composer velled above the
din, “Chinese Checkers"—and that was it!

An extraordinarily fine group, these com-
posers made a significant contribution to
the classes,

A Bach Chorale Prelude

=+« Almost every pianist wants to play
Bach's beautiful Jesu, Joy of Man’s Desir-
ing: but most students tend to play it too
slowly. When the chorale theme enters
{measure 9) in straight quarter notes, the
contrast with the preceding triplets slows
up the piece too much, Therefore 1 advise
pianists to play the whole piece slightly
faster— J. = 69.72,, Do not emphasize the
chorale melody too strongly at first; play it
softly and tenderly.

I have always objected to the “Jesu, Joy
of Man's Desiring” title. What justification
can there be for such a fancy name? The
chorale, composed originally by Johann
Schop was called, (Continued on Page 53)
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INFORMATION ABOUT
TWO FAMOUS PIECES

® The “Warsaw Concerto” and the Chopin
Military Polonaise will be played in my
Jorthcoming recital, and I would like to
have some information about these two

pieces.
—Mrs. E. N. M., Florida

The “Warsme Conecerto™ is part of 'a
musical score of a movie, “Dangerous Moon-
light” made in England in 1941, and re-
leased in the United States in 1942 under
the title “Suicide Squadron.” The music for
this movie was composed by an English
composer of film music named Richard Ad-
dinsel, He was born in London in 1904
and has composed music for such films as
“Good Bye, Mr. Chips,” “Blithe Spirit,”
and others. During the film “Dangerous
Moonlight” the hero plays a composition
for piano and orchestra which has become
popular under the name of *Warsaw Con-
certo” even though it does not have the
form of a concerto hut is just a piece for
piano and orchestra. The plot of the movie
concerns itsell with the destruction of War-
saw during the last war.

Chopin wrote fifteen polonaises, and of
them all the Military Polonaise is best
known and most popular. A polonaise is a
stately Polish court dance in triple measure
with aecents on second beats, You will find
further information about both Chopin and
the polonaise as a musical form in any good
music dictionary, and if you do not already
own a set of Grove's Dictionary, T suggest
that vou invest. It may be secured from the
Presser Company, of course.

—R. M. and K. G.
HOW SHOULD A CHORUS BE SEATED?

® | conduct a high school chorus, and 1
need some advice: (1) How shall I place
the singers on the stage when there are
three rows of them and the piano is turned
so that the treble part is toward the audi-
ence? (2) Who comes out on the stage first,

QUESTIONS

Conducted by KARL W. GEHRKENS,
Music Editor, Webster's New International
Dictionary, assisted by Prof. Robert A.
Melcher, Oberlin College

accompanist or glee club members? (3)
What shall I do in the case of a school
principal who asks some girl to “lead a
song"—by which he means that she shall
scream or yell above the other voices? My
idea is that the leader is the one to keep the
music going rather than the one who is
asked to scream or yell, but | haven't been
able to convince this man, so | haven’t
been able to get this idea across.
—Mrs. 1.R., Missouri

If your singers are all girls 1 think 1
should place the sopranos at the left of the
leader, the mezzos in the middle, and the
altos at the right. But if vou have a mixed
chorus than I think it well to have the so-
pranos at the leader’s left, the basses next
to them, then the tenors, and finally, the
altos at the leader’s right. But people have
all sorts of ideas about placing their sing-
ers, just as orchestra conductors have all
sorts of different notions about placing
their instruments. One thing is a little dif.
ferent in the case of a high school girls’
chorus, namely, that the girls like to be in
the front row, so you might have half of
your front row composed of sopranos and
the other half of altos, the boys in this case
being placed in the middle from the second
row on bhack.

As for the matter of coming out on the
stage, | think it good taste for the members
of the chorus to come out first, after which
the accompanist may slip unostentatiously
into place, the leader appearing last—and
being received with the largest amount of
applause by the audience. (If they are not
used to this you may have to “prime” the
audience a bit by telling vour chorus mem-
bers to ask their parents to applaud only
mildly until the director appears.)

Your problem about the Principal makes
me laugh—they are that way the world
over, and | have never found any sure cure

for their state of mind, But 1 suggest that
you use a little psychology on him, and
some day when he is feeling fine and is
perhaps complimenting you on this, tha,
or the other, | suggest that you say to him
“spontaneously” that you are so glad he
likes your work, and that you appreciate his
cooperation very much. If he is still amia-
ble, go on to say that there is just one thing
vou'd like him to do for you; and when he
asks what it is tell him that it always up-
sets you and “makes you nervous” when
he calls on certain girls to “lead songs.” If
he is still smiling even [aintly by this time,
tell him that if he will refrain from this one
little thing you'll love him forever and work
even harder to make the music outstand.
ing. (I'm sure you know this technique, but
maybe you just hadn't thought of working
it in the case of the Principal!) —K.G.

IT CAN'T BE DONE!

® [ am a voice teacher in a school of music
where we would like to formulate a study
course of about five years leading to a
teacher's certificate. What I desire is an ap-
proved syllabus manual listing year to year
the correct studies and pieces. Can you help
me?
—Mr. R.R., New York

I don’t believe the project of setting up
a five-year course in voice is practicable.
Each student is an individual, different
from anyone else who has ever lived; so the
really fine teacher studies the individual
pupil, assigns to him such materials as he
thinks are right for his particular needs,
hears him sing (or play) from lesson to
lesson, suggests this, that, or the other in
the way of voice production, posture,
breathing. interpretation, study habits, and
the like:—and then hnprq for the hest. But
to set up a study course which each pupil
would be required to follow, willi-nilly—
that | think of as a preposterous idea, It
is true, of course, that various schools sl
up goals that must be met ]:r_r the end of the
first vear, the second vear, and so on, and
I think it is entirely legitimate for a group
of teachers to discuss and decide upon such
goals, But to set up a fixed course of study
that must be followed exactly by each indi-
vidual student sems to me to be entirely
unpracticable. I'm sorry! —KG

REPEATED NOTES FINGERINGS

I have maost of Chopin's works as edited
by Jesefly. The fault | find with them is
their fingerings, and the constant method
of changing fingers on repeated keys. W hile
it is most desirable to do so on rapidly re-
peated keys it is superfluous and *fussy”
when such is not the case. Also: much is
made of the organ method of silently
changing fingers while holding down a
key, even when the pedal is being used.
Will await your reply with gratitude.

C. R. G., Ohio

I agree with vou about the repeated notes
and the use of one finger is advisable if
the chief consideration goes to smoothness
of the tone at a moderate or slow tempo,
as is the case in the middle section of
Chopin’s Prelude in D flat major (Rain-
drop). But speed makes it imperative to
change fingers. However flexible the wrist
may be one could never play at tempo such
repeated notes as occur in Liszt’s Rhapsody
No. 13, Moszkowski's Caprice Espagnol, or
Ravel's Alborada del Gracioso.

On the other hand, substituting the fin.
gers—organ slyle—is to be recommended
even when the pedal is available becanse
one can never exaggerate the legato style,
and relying too much on the pedal might
gradually lead to carelessness and neglect
of that supreme quality: a rich, full, sing-
ing tone.

Repeated notes should be practiced with
the fingerings 1-2.3 and 1.2.3-4. Besides
being an excellent drill, these will apply
to continued patterns of triplets and quad-
ruplets often found in piano repertoire.

AN EXTRAORDINARY PERFORMANCE
Those who heard Artur Rubinstein per-
form the G minor Concerto by Saint-Saéns
with the New York Philharmonic last April
experienced a rare thrill and were given
an admirable demonstration of grand style,
heroic pianism. This “G minor™ has long
been a favorite in Conservatory recitals
and contests and for this reason has be-
come, in the eyes and for the ears of many,
somewhat matter-of-course and deprived of

freshness or even interest, But there came
Rubinstein and all the loveliness, the lyr-
icism, the brilliancy of the work came forth
in their full glow. It was indeed an aston-
ishing performance, al which Saint-Safns—
the pianist—and Anton Rubinstein—the
conductor, who gave the premiére in Paris,
would have marvelled. Even over the radio
the exhilaration of both the conductor and
the audience could be felt.

For me it was a special occasion, for it
brought recollections of a symphony con-
cert, some years back in Montevideo, South
America, at which 1 was the conduetor for
Artur in the same work, The overflowing
audience in the Teatro Solis literally caught
fire. Minutes long, they stood up, waving,
applauding. shouting their acclaim.,

Those who are inclined to be analytical
may look through text books in order to
try and explain the extraordinary assem-
blage of pianistic and musical qualities re-
united in such a personality. Students will
attempt to find out from their teachers how
it's done. | prefer to let myzelf be carried
away and give the answer with one single
word: Genius,

WANTS AHYTHMIC NUMBERS

I would appreciate very much your giv-
ing me the titles of a dozen or so rhythmic
pieces, the kind that would be good for both
study and recital, not too difficule, and
neither elassical nor ultra modern, Some of
my students are in need of developing their
sense of rhythm, and they like things that
are pleasing and effective. Thank you very
mnch,

fMrs.) C. W. H., lllinois

I think the following list will be exactly
what you are looking for . . .

Three Preludes, by Gershwin; nicely con-
trasted, short, brilliant.

From Uncle Remus, by MacDowell; still
very fragrant with Southern atmosphere.

Diversion in G major, and Polonaise
Américaine by John Alden Carpenter
{ Schirmer ), pianistically and harmonieally
interesting.

Juba Dance by R. Nathaniel Dett: a live-
ly, exhilarating number,

TEACHER’S ROUNDTABLE

MAURICE DUMESNIL, Mus. Doec., gives advice about rhythmic
numbers, fingerings for repeated notes and other questions.

Southland Frolic by Evangeline Lehman
(Schirmer) ; excellent example of clever
piano writing, clear and brilliant.

Tango in A Minor (not the famous one
which is in D major), by Albeniz: il you
play this one properly vou have the key to
Spanish music.

Spanish Dance (Playera) by Granados;
good study involving bath hands in the ac
companiment.

A Maré Enchei, by Villa Lobos (Villa
Lobos Publishing Corporation) ; a short
and snappy little piece, typical of Brazl.

Le Petit Négre (Leduc) ; General Lavine,
eccentric ., . . by Debussy (Durand): a
change from the perennial Golliwoge and
Minserels!

Pierrette, by Chaminade: a charming
number that helps develop elegance too,
within a strict rhythm,

The above pieces will appeal to every-
one. They are not hard to play but . . . they
sound muoch more difficult than they really
are!

KEYBEOARD-LESS PRACTICE.

Is it possible to exercise the fingers away
from a piano? For me it is a problem to be
able to practice more than hwenty minutes
or so a day, so if there is anything vou
might suggest it would be most valualle
and [ would appreciate i1.

fMiss) D. R. 5., Maryland

There certainly is a way and often, when
I travel and cannot get to a piano, | use it
to great advantage. One can always find
some chair, or table, or anv piece of furni-
ture that has a rounded edge of just the
proper contour. Insert it between the fingers
as follows: 2Znd under with the 3rd over—
3rd under with 4th over—4th under with
Sth over. Rotate the hand, wrist. and fore-
arm gently so vou feel a slight pull between
the fingers, without forcing and with com.
plete relaxation and Aexibility. Then do the
same thing vice-versa: 3rd under and with
2nd over, ete.

For the wrist, move it as lightly and fexi.
bly as vou can, up and down as far as it
will go, keeping the fore-arm steady and
merely as a supporl. ( Continned on Page 63)
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The
Practice

Problem

What should be done
about allowing practice
on the church organ?
It's a question that

has caused much

discussion, pro and con.

by
ALEXANDER
McCURDY

A READER writes to this department as
follows:

“The vestry in my church, where 1 am
organist and choirmaster, is unwilling for
me to teach on the organ, saying that it is
too commercial. 1 have felt that it is an
organist’s prerogative to be able to teach
on the church organ providing it does not
interfere with church worship and is not
carried to extremes. | would be grateful
for your views on the matter,

Very truly yours,

B.H.F”

Does this sound familiar? If it does not,
your church is a rarity. There is probably
no single aspect of church music more
debated. than how much, and by whom,
the organ is to be used aside from choir
rehearsals and worship services,

The situation outlined in B. H. F.'s Ic_:llcr
is typical of many. As a fellow organist I
can sympathize with B. H. F. On the other
hand. in fairness to the long-suffering
vestry, it musl be addud that |J'I.E_I'E 18 SOIMEe-
thing to be said for their view of the
question, loo. T

There are many men playing in l:h‘urcht!-
today who receive a salary (sometimes a
very good one considering the amount of
work done), who have full use of the organ
(and, they insist, it MUST be a good one),
who are allowed to teach morning, noon
and night and make all the noise they wish.
In return for which they somewhat grudg-
ingly condescend to play a service on
Sunday. | dont wonder that there is re-
action, and justly so, against this attitude
which 1 know to be found in a good
many places,

Three outstanding churches in Philadel-
phia, for example. all possessing large
four-manual organs, have had to lay down
strict rules as to the use of the organ for
practice and for purposes other than actual
worship services. All three churches ware
driven to take this step after a series of
unhappy experiences with organists who
able lengths.

To use a large four-manual organ, for
example, to practice pedal exercises is
absurd. Nor is there any reason lo use
the big instrument for practicing notes or
working out technical problems, This could
be done at the piano or at a small practice
organ,

I also think that it is foolish to teach
most students at the large organ. There
is s0 much routine material that must be
covered, especially in the early stages. that
using a big four-manual instrument for
teaching is unnecessary and extravagant.
Only when students have codrdinated hands
and feet and progressed beyond the pedal-
exercise stage are they in a position to
draw on the larger resources of the big
instrument.

One of the churches mentioned above
has just engaged a new organist, When the
commiltee interviewed applicants they were
told of the rules limiting practice time,
Most of the applicants wanted the job
anyway in Drdl'!r to have SO0 r\:lu-ripnre in
pla}'ing the l'.‘l'lﬂrl'_:h‘s |n3;_r[|iﬁg_-\e!|'|_ OTrZan.

One of the applicants discussed the com-
mittee’s rules with me. 1 told him T felt
the committee was justified,

Did he expect, | asked. to be allowed 1o
run that motor six hours a dav, seven davs
a week, at a cost to the church of a dollar
an lmur_. when he would be spending most
of that time learning the notes of his music ?

Let us be realistic about this. We must
see the side of those who pay the hills,
Vestrymen as a rule are practical but not

Alexander MeCurdy

unreasonable. When someone, a visiting re-
citalist for example, needs to practice on
the church organ itself, rather than a sub-
stitute instrument, | have [ound that any
church will coiperate.

Sometimes, however, it is difficult for
young students to be philosophical about
such things. They are eager to master their
chosen instrument and will go 1o any
lengths to get additional hours at the
organ-bench.

During the past year, a voung student
broke into one of the prominent churches
of a large city in the East, practicing at
the organ for hours every night. The bills
{1']‘ I.“l"fr were iln]mn": i O E'I'H.'I-H
understand why until the young man was
caught. quite by chance, in the middle
of the night. The church was about ready
to do something drastic. Fortunately the
young man was put straight and the whole
matter cleared up.

I think the reader will agree that this
was a rather extreme application of the
idea of “unlimited™ practice time. Unfim-
ited practice time, like freedom of speech,
is a privilege which ought not to be abused.
As the late Justice Holmes pointed out:
“Freedom of speech does not grant any
man the right to shout “Fire!” in a
crowded theatre,”

On the other hand, tomorrow’s organists
must get their training somehow. In his
letter B. H. F. speaks of teaching as “an
organist’s prerogative.” [ would go farther
Tlﬂl'] say Ih.ll it i.g. an n;g.“i_q.g rrg.l'ml'l!-i'
bility. And it is just as much the church’s
obligation to provide for organists of the
future as it is ours to teach them. The
conservatories of our country can’t provide
a fraction of the number needed. The
church must provide a place to practice and
a place to teach.

It is therefore up to every organist and
every church to {Continued on Page 63)
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That Famous Op. 35

VIOLINIST'S FORUM

An Analysis of the Dont Caprices

by HAROLD BERKLEY

"l" HERE ARE certain books in the violin
student’s curriculum that are veritable
peaks, in that the mastering of them
widens his musical horizgon and increases
his perception of the resources of his in-
strument. One such peak is the Kreutzer
Studies, another the 24 Caprices of Rode,
and certainly a third is the Op. 35 of Dont.
These Caprices by Dont bear the same re-
lationship to the advanced technique of
violin playing that the Kreutzer studies
bear to the intermediate technique. Both
books are fundamental.

Born in Vienna, Jakeb Dont (1315
1868) was one of the greal teachers of the
nineteenth century. The most famous of
his pupils was the late Leopold Auer. Busy
though he was as a teacher. Dont yet
found time to write several books of ex-
cellent studies, the best known of which
are the “24 Exercises Preparatory to
Kreutzer,” and the “24 Etudes and Ca-
prices,” Op. 35.

The Caprices—the title by which they
are usually known—are peculiarly adapted
to the development of solidity. accuracy,
and finger strength. These qualities are
stressed more than left-hand facility. And
they do mot have much material for de-
veloping a varied bow technique. For this
reason it is advisable to combine the study
of them with work on the “First Thirty
Concert Studies™ of De Beriot. The two
hoaks complement each other perfectly, for
where Dont develops strength and solidity
of technique, De Bériot calls for great
fluency in the left hand and much agility
in the bow arm.

Dont may be called the father of the
modern fingering technique, for in his
studies, and especially in the Caprices,
will be found many indications that are
vompletely in keeping with the principles
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used today, However, his influence in this
direction waz scarcely felt by most editors
for forty years aflter his death.

In each Caprice some technical factor
is thoroughly explored. For instance, in
No. 1 we find one of the best chord studies
ever written. and one of the most difficult.
Until the notes have been mastered, it is
better practiced slowly, as in Ex, A:

Ex. A

When the notes have been well learned.
and the pln}'u_-;r has time to consider his
chord-playing technigque (see the Forum
page of ETUDE for May 1950}, the chords
should be played with alternate Down and
Up bows as well as with all Down strokes.

No. 2 is an excellent study for develop-
ing a broad yet fiery détaché in the upper
half aof the bow. The pressure of the bow
on the string should be constant, the forie
and piano passages being differentiated
by taking more or less bow, The fingering
should be noted carefully. Problems of in-
tonation occur in almost every measure,
so the study must be practiced very slowly
at first, It should be recurrently studied
until it can be played with f-frjw'il and bril-
liance.

No. 3. In measures 16, 18. 19, 20 and
similar measures, the first two notes—the
major third—should be tiken with the
fourth and second fl:llgerﬁ and the next
note with the first finger. This is not so

indicated in most editions, but it is strictly .

in keeping with the principles originated
by Dont. The study should be practiced
both détaché and legato, When the latter
is used, the principles of Round Bowing
ghould be observed.

In No. 4, the piane sections are better

taken in the middle third of the bow, and
the second sixteenth of each pair played
by itself. In the forte sections, more bow
is required, and the middle note of each
chord should be sustained with the second
5i.\.ti'l‘ll||l.

The rapid alternation of strings in No. 5
often brings to light a very common bow:-

_ing fault: that of raising and lowering the

bhow with the arm instead of the wrist,
When such passages are played slowly the
arm can be used to cross strings; but il
the tempo is moderate or fast, the forearm
should move as if only one string were in
use, the wrist alone being responsible for
string crossings. In measures 13, 15 and
similar passages, the first two notes of the
second beat should be taken with the sec.
ond and third fingers in order to prepare
the hand for the tenth which immediately
follows:

When No. 6 can be plaved as writlen,
al a fairly rapid tempo, it should be prac-
ticed, somewhat slower. with four beals
to each trill instead of two. Thus adapted,
it is probably the finest exercise in short
trills available to the advanced violinist
But in the beginning the student should
nol stress speed of trill at the expense of
strength of finger.

No. 7 is an outstandipg example ot
Dont's modern concept of fingering. It is
also an outstanding study for the develop-
ment of true intonation and what. for want
of a better term, may be called “finger.
board sense.™

No. 8§ should be used as a daily exercise
for several weeks, or until it can be played
through with ease and Auency. It is an espe-
cially good study for those players who
do not bring the left elbow sufliciently
under the wviolin when playing on the
lower strings.

After exact intonation—which must be
the student’s first objective—the quality
to be sought for in No. 9 is a erisp articu-
lation of the chords. In order that the trills
may have brilliance, a slight bow-accent
should be given to each of them.

In No. 10, the student must try Lo slop
all four notes of each chord simultaneously.
A little time may pass before this can
be done, but the goal should be kept in
mind always, The bowing given in al-
most all editions {Continued on Page 51)
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Here’s a serious discussion
of the shortcomings

in the technical

equipment of many musicians

Filling the Gaps

in a Musical Education

From an Interview
with Lucien Cailliet
Secured by

Verna Arvey

{ Because his own highly veried and colorful
career iz based om o solid foundation, Dr,
Cailliet is eminently gualified to point out
ways in which the musical lives of others may
be enriched. He was born in France and edu-
cated at the Conservatory of Dijon. He
studied privately with Paul Fauchet, Georges
Caussades, and Gabriel Pares. fn 1918 he
came to the United States and five years
later acquired his American citizenship. The
year 1030 brought him a doctorate of music
from the Philadelphia Musical Academy. In
1946 he joined ASCAP, Ed. Note.)

T HAS been said that we are living now

in an age of specialists. This has its
good points, but can we honestly believe
that the virtues outweigh the faults?

What of the instrumentalists who have
a good technical background, but who
know nothing of harmony and counter-
point? What of the singers who do not
understand their own accompaniments be-
cause they are unable to play the piano?
The composers who cannol orchestrate, the
orchestrators who haven't bothered to study
composition or to learn to play the instru-

ments for which they orchestrate, the eritic
who has no more than a memory of the
way other writers have described estab-
lished works, or the conductor who cannot
analyze a score?

All these people may be sincere, but
they are incomplete in their equipment.
Unless they decide to become well-rounded
musicians, the public eventually will find
them out. It does no good to say that the
public wants only to be entertained, or
that it is long-suffering and patient. Sooner
or later the public catches on, and then the
careless, bluffing musician finds himself
pushed aside in favor of someone more
thorough than he.

Let us consider the people connected
with a piece of music from its inception,
through its performance and its final judg-
ment: the composer, the orchestrator, the
individual performer, the conductor, and
finally, the critic and musicologist.

First, the composer. What sort of com-
position will he produce if he is not ac.
quainted with musical form? Once a film
composer remarked to me that he had al.

wavs wanted to write a string quartet. He
had tried and failed many times. | tald
him that to be able to write a string quar-
tet one must first know how to construct o
symphony which, of _course, was outside
this particular musician’s experience. He
was an excellent composer for films, where
his music needed only to be atmospheric
and where formlessness was a virtue rather
than a fault. But in the large forms be was
lost.

An important part of the art of creation
is a knowledge of orchestration, yet not all
composers are capable of orchestrating
their own works! To my way of thinking,
a composer who has to have his work
orchestrated by someone else can no longer
claim l'l:rlllill.l‘ll' credit for the resulting com-
position, His basic conception can be real-
ized fully only when he himself is master
of the situation, from the music's inception
to itz conclusion.

By the same token, an orchestralor
should be able to compose if he wishes to
do so. He also should be able to play effi
ciently one string instrument, one reed in-
strument, one brass instrument, pert TEETTTIN
and should have a working knowledge of
the others. Many orchestrators don't know
how the instruments actually sound! An
orchestrator should make it a point to sub-
stitute this practical knowledge for a su
perficial or mechanical acquaintance with
the instruments. | learned this by playing
different instruments in a military band in
France. That is the reason | know how
valuable such knowledge can be.

Now, for the performers of music! No
matter what instrument is played, the
player should have learned the piano first.
Singers, oo, need to know the piana. In ad-
dition, every singer and every instrumental-
ist should know solfeggio and harmony.
{In France a year of solfeggio is given
before the student even touches his instro-
ment ), He should learn how music is con-
structed; he should study counterpoint if
only to understand the relation of his own
voice lo the arrumimnimrnh or the rela-
tion of his own instrument to others in the
orchestra. Music history and the traditions
of interpretation should also be familiar
to him.

True, all of this extra study demands
more homework, more time and more effort
than the average student is willing to give,
especially if circumstances in a college force
him to take a long series of unrelated aca-
demic subjects. But the result will be worth
the trouble!

If the instrumentalist finds a place in
an orchestra, his conductor will be a teach-
ef to a certain extent, although he cannot
fill the gaps entirely. There are conductors,
too, who need to broaden their horizons.
As they improve, their orchestras will im-
prove. We can ask these questions of each
man who conducts {Continued on Page 43
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In Memoriam

(Erinnerung)
November 4, 18474
In this issue we are celebrating the anniversary of Mendelssohn’s death.(See also Pages 3 and 28). Nothing could be more
tonching than this tribuie from one composer to ancther. Grade 3 i
Nicht schnell,und sehr gesangvoll zu spielen.
Moderato cantabile (¢-54)

ROBERT SCHUMANN
Op. 68, No.28
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From“Album for the Young)' by Robert Schumann.[410-00104]
Copyright 1907 by Theodore Presser Co.
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Hear Ye, Israel

(Soprano solo from “Elijah”)

FELIX MENDELSSOHN, 0p. 70
Avvanged by Henry Levine

i
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From “Themes from the Great Oratorios) arranged and edited by Henry Levine [‘”“'
Copyright 1952 by Theodore Presser Co. i
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continue with Variations 5,6, and 7,
»yuntil all variations have appeared, i
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Ave Maria

].S. BACH-—CHARLES GOUNOD
Tyanscribed by Gasfon Borch
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From “The Ditson Album of 'Cello Soles) compiled by N. Clifford Page. [434—40(}3'?]
Copyright 1934 by Oliver Ditson Company
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Christina Rossetti

When I Am Dead, My Dearest
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Gade 11 The Grenadiers

Words by Jane Flory
Arr. by MARIE WESTERVELT
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THE DANCE ACCOMPANIST
(Continued from Page 17)

positions, the pas de chars, pliés,
aidagios, ete. And such knowledge is
essential.

The ideal situation is for dancer
and pianist to complement each
gther in @ flowing ensemble where
aeither Teads and neither follows;
bat it deesn't always happen that
way] Sometimes the pianist must
h"‘]IF' the dancer over rough spots,
emphasizing thythms, tempi, style,
phrasing: beating out the music
meazure for measure, over and over
again. This phase of the work re-
quires not only a knowledge of
dance forms, but a familiarity with
the limitations of the dancer’s body
(need for breathing, timing of
leaps, etc.).

“The dance pianist's great prob-
lem is the danger of falling into a
rut through playing only such music
as is required in one’s work. To
avoid this, 1 have found it helpful
to branch out into independent re-
search and varied danee accom-
panying activities, spending time
with the rhythms of Spanish dances,
the subtle grace of French dances,
the unique aceentuation of Polizh
muzrkas (distinguished from the
one-two-three of walts rhythm by a
slight secondary stress on the third
heat), with the rufati of Hungarian
folk dances. Such study is stimu-
lating in itself. and vervy wseful in
approaching ballets baszed on native
draing |Granados, Bartdk, ete.).

“The dance pianist needs sound
training in musicianship—only that
¢an help her through the emergency
problems she must face! For in-
stance: Fokine's large studio was so
arranged that my piano stood just
outside the door where T could see
nothing of what the dancers were
doing. This necessitated an ahso-
lutely accurate sccounting of rhythm,
style, phrasing so that the dancers
could fit their patterns 1o the musie,
At another time, 1 played for a
dancer who wished nothing but 17th
century music, the furnishing of
which required many sessions of
Il_ridt library research digging out
bits of Couperin and Ramean to fit
the desired rhythms. Again, when I
played for the Teadora Duncan
d!l‘lﬂ‘ri_ | found that, instead of
the lfll.lllnr' Strauss  walizes, they
Hwi_h‘iu:iwﬂ and Chopin. One
practice  session  required  twelve
repetitions eqeh of Chopin's Butter-
fly and H"Hrllllinnur_v Etudes! For
all such needs, the dance pianist
T,
e indefatigable! Pian.
1:[:l‘|:|i”'ln'_. Fllf encounters no '*FH.‘(‘;HI
problems, But she needs the sound-
:ﬁ"m&lﬂ: :Ih:fling in musician.
repertaire, pl -;a S ﬂane: e
the aler ‘i'}lr'ti;t. e
sible kind of & .t'u Tkar any '.m!-

] RErVICe in any |'h'l"ﬂ|:1|¢
':"T'_‘f of dancing."
Ve2 (o the ctall of a
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large organization,. New York's
great Radio City Music Hall re-
quires the services of two staff dance
accompanists, one for the Corps de
Ballet, one for the precision routines
of the Rockettes, The ballet pianist
is Oscar Lifshey, musicologist, au-
thority on pre-Bach music, and
veteran dance accompanist, whose
experience ranges from Ziegfeld
shows to hallet work with Pavlova,
Mr. Lifshey believes that suceess in
the dance field depends on personal
qualities, “Not every musician is
suited to dence work,” he states,
“The dance pianist must be able to
submerge his own personality to the
aura of the artist. He requires
enormous patience and the kind of
feelings that aren’t easily hurt!

“Musically, he must have a wide
background of types and styles, all
of which he keeps in his head for
use at any moment; and he must
select these works not as they ap-
peal to a musician alone, but as
l}lvr“l.' h‘i" ;|ﬂr-1't 1}|r' |r|:!|||'1'. ."'. 1'!11!1’!1-
ographer finds a routine too long,
let’s sav. or too short: all he does is
to tell the pianist, who immediately
makes cuts or supplies extra mate-
rial while the choreographer stands
over him waiting to go on with the
rehearsal. It goes without saving
that the dance pianist must be an
accomplished plaver and reader.

“He does more than play measures
for dancers: he must maintain the
structure, tempi, and style of the
music, As work progresses, he must
fit the music to the choreographer’s
requirements as to lime-duration and
also as= to =pace which means decid-
ing what to repeat so that the ballet
which Delibes wrote for a 30-Toot
stage will be smoothly effective on
a 100-foot =tage. There's no magic
about the actual work of accom-
panying—you keep on playing till
the dancers know what to do. The
big problem is to satisfy the chore-
ographer’s dance ideas without dis-
torting the music. (I once dealt
with a characler who wanted the
slow parts of Lisat’s Second Hun-
garian Rhapsody taken fast, and the
fast parts slow!) Always, style,
rhythm, and tempi come first; the
music should never become a mere
prop for dance steps. Fortunately
for me the Music Hall's ballet direc-
tor, Margaret Sande, knows this!™

Playing for the Rockettes involves
different duties, since both their
dancing and their music derive
chiefly from non-classical sources, In
charge of this work is Beula Crangle,
former vaudeville pianist, who has
plaved for the Rockettes since the
Music Hall opened in 1932,

“Work in my field requires imag-
ination, good reading ahility, a strong
sense of rhvthm, and an alert famil-
iarity with dance forms,” says Miss
Crangle. “The best outline of my du-
ties, perhaps, is a picture of what the

{Continwed on Page 50)
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PIANO TEACHERS - STUDENTS - MUSIC-LOVERS

¥ MARVIN KAHN

Composer-Planist-Teacher- Author
A top pianist on Radio and TV brings his keyboard
know-how to students and teachers in the follow.
ing books:

. ! NEWEST BOOK! }

MODERN MELODIES FOR POPULAR PIANO PLAYING
A sporkling collection of all-time faverite wongs espacially arranged for the early
intermediale pianisl, Price $1.00

Other Books by MARVIN K AHN

BEGINNER'S GUIDE TO POPULAR PIANO PLAYING.. 1.25
BREAKS, FILLERS, ENDINGS & INTRODUCTIONS

{writtan with Murray Arnold) o o v o v o 00 s o o oo sasiwans 1:28
CHORD CONSTRUCTION AND HINTS FOR POPULAR

FIIHQMTIHG....,....,..,.......... 1.25
MODERN STYLES AND HARMONIC CONSTRUCTION

FOR POPULAR PIANO PLAYING. . ........... 1.25
PRACTICAL TECHNIC FOR POPULAR PIANO PLAYING 1.25

oy MICHAEL AARON [N PUBLICATION!

MICHAEL AARON DUET BOOK reerranrrsenses 5100

[

YOUR BACHBOOK ........
YOUR CHOPIN BOOK ....
YOUR LISZT BOOK
THINKING FINGERS (written
with Herbert Bradshaw. .. . .
IT'S EASY TO READ (written
with Memo Beyers).. ...

YOUR MOZART BOOK
Favorite Mozer! compositions, fingering exercises and

the author's suggeitions for faithful interpretolions of
Mozart

«+ 1.50
1.00

e e

1.00

«s o 1.50

MOZART PIANO RECITAL ON RECORDS! A

Guy Maoier's dramatic recorded performance, on fwo L
[ I?ng pleying discs, of the faverite Mazart wlaction: Two 10
conloined in his own pione text — “YOUR MOZART I"ﬂ'“g Ffurlng
BOOK 195 Records!

Other NEW AND IMPORTANT PIANO BOOKS

» HAZEL COBB Lock & Learn Workbooks 1 & 1l
EUGENIA ROBINSON

Warkbook One teaches nole-reading in os direct ond efective o way o1 pos-
tible. Workbook Two offers o mers progressive method lor nole counting ond
reading. Includes voluable chorty and [ i P each T35
i ESTHER RENNICK Hymn Tunes For Beginners
A collection of beloved and fomiliar hymn tunes for the snjoyment of the
beginners, arranged In five finger potterss for piane (with wordi). Contenn
Inclode: Jesur Loves Ms = Rock OF Agei — Faith OF Our Fothers — America
The Beautiful — Blazsed Be The Tia That Binds end mony others...... .80
* WILLIAM KREVIT Styles & Touches For The Piano
Achiever beller sight reading, concentrative listening ond coordination ef
eye, hond and sar for smoolther keyboord Performonce. .. ......ve... 1.25
» MYRTLE MERRILL Sight Reading At The Piano
A sight-reading course for pionists of comsiderobls ability. College and
conservatory students and feachers develop good reading habils and achieve
o wider ocquaintance with the world's greatest piono literature + 1.50
»* RICHARD McCLANAHAN Harmonic Study Edition
No. 1, SOLFEGGIETTO frem MUSICALISHES VIELERLEY by €. P. E. Boch
A technicelly brilliant study piece carefully edited and provided with o har.
:-nunit background for study and iwaching purposes or two-piano per.
T e PR R e i e TR

MILLS MUSIC, Inc.

1619 BROADWAY
Mew York 19, M. Y.
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an orchestra: 1.—Can he orches-
trate? 2—Can he compose? 3.—
Can he explain what is in a score?
4.—Can he play instruments? If the
answers to these questions are posi-
tive, then all is well. But if they
are negative, how can he analyze
new works? How can he bring the
greatest artistic satisfaction to his
audiences?

In days past, some dancers had
a distinct gap in their edocations.
Many had not bothered to learn
music, and some had not even a good
sense of rhythm. Nowadays, as |
'\'\.J.ll"l Hllqiitiilrin FIII |!;1|:.|'|-1'-. in the
ballet 1 hear them asked by the ex-
aminer, “Do vou know music?" o
“Can you ili;l'\ the Eliuuu_"" Thoze
who can answer “ves”
given a preference.

The people who should know the

are ||=||.:l”‘~

| most about music are those who, in

evaluating it for books and periodi-
cals, do so much to educate the pub-
lic: critics and musicologists. These
people should have a practical as
well as a theoretical k;u:lhh-..!:_'r of
music, If they cannot already per-
form, they should train themseelves

| ]
to do eo. They should broaden their

horizons =o that ”’il"‘_\' will not be at
a loss when confronted with some-
thing new: so that they will be ahle
to do much more than re-hash what
is written in books. I believe it is not
teo much to say that if a journalist
wishes to analyze or eriticize a
composition or a performance, he
should know in advance everyithing
about music. He should be as well
(if not better) prepared as the ar-
tist or composer he is criticizing.

Of the greatest importance are the
teachers. Perhaps they are modes
and retiring, never appearing as per-
formers but preferring to push their
pupils, rather than themselves. jnio
the limelight. Yet to them falls the
task of training the musicians of
the future, a glorious duty which
should not he taken lightlv! A

teacher of music shoyld never by

| meére means of earning
| must

| the written material

| by striking oot for onese] f
| plain words, |

satishied with the education he has
already received, He should con-
tinue to study, to investigate and Lo

evaluate the old and the
order to lead his etu
siructive paths,

s mn
lents into con.
It is not enough to
consider the leaching of music 4
g a living. In
be a comtinuous cruzade |

] I Oor
all that is fine and true

in the ars
If there are gaps in the ediic;

i iliom
of musicians

» it is also unfortunately
true that there are Eaps in some of
1l available [oq
study. These latter can be flled onl

L1l in
: oy first-hand £X Perienee

Elr :_:iu" i1|-1 o :
the many books of studies for bow
Ing and fingering the Vio I
nothing written for
COIN POsey tell

1€ example: despite

lin, there js
PiEmicato! Anpy

will that if e

YR

FILLING THE GAPS IN MUSICAL EDUCATION

if:au;:‘;rrn"rf _,frr’”:u Pe.rl'_'r' 26)

writes a pizzicato, it may be plaved

well, or not well—depending on th
player’s sensitivilty to a s=atisfacto
tone, or on his teacher’s astutenes=
There is a gentle way to pull the
that it will not ranl
against the fingerboard, or producs

siring, &0

& metallic sound
.[.Ili'll

1|.r'-||.||:il-|]. !':w':l if a -r||.i'--||r |,___

the matter of books on or

studied them all thoroughly, he stil

has to make his hrst orchestration
Hiz moment of awakening will com
rs that all the the

retical knowledge in the w

when he discove
irld can

not compare with actual experience

And as long as he orchestrates

to know about th

composition will

i I"'“.'-: '.\._-” I‘Ir ll""
Ing all there is
art. Every
a new problem

W ha

tration

Preser
|

helped me most in orche
was my experience with the
|.|-:|.|l|"=]'il..n Ulrchesira Al

time, Mr. Stokowski sOMmeLimes

Ereal
that
had

entire prozrams of archest

tions, | orchiestrated for

of Bach's works, also sOme pia
pleces Debussy's AAnie
Then there we re suites taken froo
BT (1) | '||.'|.,_|:|'|-' & OJWTas |II I
instances, the masters’ works were
remnforced, rather than resrchestra
tedd, 1o 6t 1y lar BT group of [nslr

Becausze M

depth, he had ten

Stokowski likes

siring basses, a
contrabassoon and a

L Eul' inet,

contra  bass
in use
Whenever he heard samething good,

i -
h as the plaving of the contra

which now is not

s13
bass clarinetist from Damrosch’s or-
chestra (who had previously plaved
for Richard Strauss) he immediatels
wanted it for the Philadelphia Q-
chestra.

When a

such a -|-!| ndid group, he begins 1o

T EGR ,.1-.-|-|;~_.n_-|t|-.. for

grasp the boundless

well as the

possibilities as
limitations of orchestra
tion, things

not found in hooks

For me there an added ad
vantage in being able to hear imms
diate]y |

wWas

evervthing that 1 orchestr
]}-I‘- |I.|'|_;|-'.| A Ereal li".1| In
films,

work soon after doing it

orchestrating for one also

hears his

The orche strator does not have 1
worry about the matter of timing
and synchronizing the masic with
the film, because that problem be
longs to the composer. The arches
trator does, however, have to be able
o make  Iwentv-eight musicians
sound like forty by the judicious us
ol instrumental combinations 1Al
seems advisahle

When | w T i 1ot I
chestration it | that in
partwcular v 1 ther wa

) create & COUTSe
which 1 later put
oulset, |

Dean of Musi

W wiotlld have Tl L

il ook

was 1aker

it at the beginning! ) Afterward they
are asked 1o write a8 woodwind
chorale, then a brass chorale, finally
a totti, When the wutti is mastered.
they must begin to mix or alternate
orchestral colore and to learn to do
it in good taste, a few measures at
grade would be more advanced than & time. At that peint they begin 10
ke ane that had preceded it! |l was have a real composition for orches-
4t o loss to know how to proceed. Irr.-l_f.
| um:”_g[mﬂj that | would have to L-runtrrpnhﬂ_ UEIng every pu-.-.i|.|r‘-
§ll en important gap. also that I instrumental combination,
;uuld be educating myself as a next. Here the possibilities are lim-
isacher, as well as teaching my stu-  ited only to the extent of the s
dents. All along the way I came dents’ imagination: flute accom-
face to lace with problems not cov-  panied by muted trumpet. oboe ac-
ered by the standard textbooks, and  companied by strings, and any other
h;dm}lnd my own solution for them.

Twa hours before every class be-
gan, | was in the classroom working
at the blackboard, making up my
texts for the day. After the classes
were over, | photographed the texis
just as | also photographed the
sores | had made for the Philadel-
phia Orchestra, and later projected
them on a screen for future classes
in orchestration.

The system that evolved from this
briefly, to teach everything

fallows: [}rl'l'll."?“-llil:ll l. Orchestra-
ten I, Urr-l!wz-irul:iuln I1L, .-md:l on
up. Simce orchestration lln me is a
matter of |~rar1i|:at experience more
than IH!I'th.IﬂE' else, I asked how the
subject could be divided into grades.
Me Dean replied simply that one

combination imaginable. In  other
words, the students are given prac-
tical experience in  orchestration
from the start.

I had never taught orchestration
before going to the University of
Southern California, but in using
my own ingenuity o devise effective
teaching methods | wasz filling a gap
in myv own education. Because the
knowledge so gained has since been
viluable to me, I've come 1o realize

what a wonderful thing it would be

wis,
sbout the strings, them everything if everyone would undertake 1o |
about the woodwinds, then about the  broaden his horizons, whether by |

book learning. by first-hand experi-
ence or any other practical method.
It would make him better equipped
for any risle he chooses 1o |l1u} in
the musical life of America, and
would add to his earning power,

THE EXD

brasses (which section is the nucleus
for the orchestra containing, as it
does. evervthing) and so on, until
every instrument has been covered.
Then the students are asked to write
middle C in unison for the whole
orchestra. (Many of them can’t do

EAR

cones |

-
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-
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Teacher’s Diploma

Bachelor’s Degree
IN YOUR SPARE TIME AT HOME
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music . .

SPECIAL GIFT

mas.

With ETUDE you give $%60.00 worth of
. plus hours of entertaining and
constructive reading.

ETUDE is so easy to give. Just use the
order form bound in this issue. Note the

To each one you send a gift subscription,
we will mail @ handsome greeting card,
in your name, timed to arrive for Christ-

SEBEREREBRRRRRRRRRRRRRRRS

PRICES.
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IN MUSIC

CONSERVATORY-TRAINED MUSICIANS COMMAND BETTER INCOMES

You can receive the highest type of musical training in your own home. These Extension Talh“{l‘i and the
turriculum have been developed and perfected by the Conservatory over years of time. |-|' i value
ord soundness is proven in the coresrs of thowsonds of "'“‘;'c.‘_ar's' and teachers, who owe | hf.‘“f";‘?
|4Igli1 ko the parsonolized and pqin;ruk:—ng cooching of this great Conservatory. Courser include:

HARMONY:—Written by two of the finest
theoristhy in the country, Simple, yet thorough
in svery woy. From basic fundomentals right
through te Counterpoint and Orchestration.

ADVANCED COMPOSITION:—Designed fo
give you o wieful knowledge of musicol forms
ond the general processes of Compesifion.

NORMAL PIAMO:—Especially designed for
tecchers or futurs teochers. Treals and sclves
tvery problem of the progrewsive teochar.

PUBLIC SCHOOL MUSIC:—Fits you for actual
werk in the schoal ream. Our model lessons de-
velep eriginality and give you an scellent guide
fer teaching others,

casting.

ing, Style, ste.

University Extension CONSERVATORY
2000 SOUTH MICHIGAN BLVD. ({DEPT. A-784) CHICAGO 16, ILL.
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HISTORY:—A modern course including oll types
of mutic from oncient origine fo 20tk cu:ﬂ‘ur'p.
Interesting—with emphosis on the analysis of
musie—not o dull collection of focts.

ARRAMGING:—All the tricks of modern arrang-
ing drawn from the experiences of the biggest
“name” arrongers in the country,

CHORAL COMDUCTING:—Brand new course
includes ofl the moedern technigues—even broad-

VOICE:—Includes all essential, such o1 Breoth.
ing, Resonance, Yocalimotion, Enunciation, Phros-

This is Your Op

SO8E Send m

youlr — Do

Have you studied

UNIVERSITY EXTENSION CONSERVATORY.
2000 South Michigan Blvd.. Chicago 16, Illinois

[1 Pianeo, Teacher's Noermal Course

1 Piono, Student’'s Course

[] Public School Mus.—Beginner's |
Public School Mus.—Supervisor's [] Dance Band Arranging

the Degree of Bacheler of Music?.

Enrfunﬁz—”nﬂ Coupon Today!

Dept

A-T84

1. sample lessor
have marked with an X
[] Voice
[0 Cheral Conducting
Clarinet

b low

] Advanced Coemposition ] Violin
[] Ear Training & Sight Singing [ Gullcr
] History ond Analysis of Music [ Mandolin
[ Harmony [] Saxophons
] Comet—Trumpeat [] Double Counterpaoini
| Professional Cornet—Trumpet  [] Banjo
Name LT bk Age

. |y - el n ol by !

Are you teaching now? I so, how many pupils hove

Carilflcale?

you held g Teacher's |

Harmeny?.— __Would you like fo earr
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ADVANCE OF PUBLICATION OFFER

These books ore mow in preparation. Orders are limited
to two copies per book. Please send remittance with order.
{Check or money order requested.) As each book comes off
the press, delivery (postpaid] will be made.

% PROKOFIEFF IS EASY

compiled, edited and arranged by Denes Agay
Mr. Agay has aptly described Prokofiefl as “one of the few modern
masters whose works have a nearly universal appeal . . 1" This
unique collection offers twelve of Prokofieff's pieces, including
original piano pieces from his “Music For Children™, Op. 65, and
easy-to-play transcriptions of selections from the well known
“Peter and the Wolf®, “Classical Symphony”, “The Love af Three
Oranges”, and “Romeo and Juliet™, I
41041028 List Price $1.00 Advance of Publication 5.70

THEMES FROM GREAT CHAMBER MUSIC

compiled and arranged by Heary Levine
Thiz volume will bring to the music teacher, student and music
|!"n'¢'l‘ a new source of enjoyment. Most of the music derived from
String (uartets of Beethoven, Schubert, Brahms, Haydn, Mozart
and Tchaikoveky has never before been available for piano.
410-41027 List Price $1.50 Advance of Publication $1.10

LORD IS MY SHEPHERD (Psalm 23)

Giuseppe Moschetti
e Cantata for Mixed Voices and Organ
This cantata, ideally suited to the small church choir, may be used
al any time during the liturgical year. Composed in a traditional
h.‘srl!lmrln: aml_ contrapuntal style, it moves convincingly from the
music of the first chorus, through a four.part faghetia, to the final
fﬂ:ltllnln employing echo effects and ending of a brief but powerful
Alleluia,
41241006 List Price §1.00 Advance of Publication %.70

CAROLS FOR CHRISTMAS

arranged by George Walter Anthony
This book of familiar carols provides a practical two-stave accom-
paniment which may be used for the plano, pipe and Hammond
Organ, It also serves ss a supplementary accompaniment for
*Christmas Carols We Love To Sing™ (with stories of the carols)
published for mixed voices (312-21130),
411-41004 List Price $.75 Advance of Publication 5.55

LITTLE PLAYERS HAVE ARRIVED!

; Robiert Nolan Kerr
'lhr_ “Little Players” series by Kerr is rounded oot by this latest
addition which introduces the student to more advanced reading
problems, rhythmic patterns, phrasing, and chord building, Help.
ful hints on how to practice, memory gems, and note: to both
student and teacher make this very worthwhile,

410-41030 List Price $i.00 Advance of Publication 5.70

TEEN-AGE TECHNIC (For Intermediate grades)

o : Stanford King
This folio of twenty-five short etudes will fll the bill for the teacher
whose teen-age students are especially interested in learning how
™ |I-I:r|.§p' dance music, While not a *popular” method, it includes
boogie-woogie, samba, rhumba, tango, fox trot, and others, Grades
3-4 inclusive, !
410-41031 List Price $.85 Advance of Publication 5.50
Have you received our holiday offer folder yet?

If not, please write for your copy today.

THEODORE PRESSER CO., sarx MAWR, PA,
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THE DANCE ACCOMPANIST

{Continued from Page 47)

work is. Precision dancing begins
with the steps rather than with the
music. Our producer tells me what a
new number is to be, describing the
scene and the general idea of rou-
tine and meaning, and giving me
an idea of length. Then 1 get suil
ahle music together. selecting bits
from Victor Herbert, Irving Berlin
ete, Next I lay out a lead sheer,
sketching in compositions, numbes
of measures, repeats, style of dane-
ing. When Russell Markert, our
HRockette director., has .'I|r||nril'lr'l| my
choice, I start working it out with
him as he puts the routines to the
music as it is set. By that time, we
kimw 1»‘]1.;!!: the sleps are, how they
the com-

I'hen,
the ar-

and 1

are to be done, and how
plete fitz together,
while music goes o

ranger,

routine
the

|.|I|" 1i£l!|l Ers !H'i.'.lll

practicing. First, | play the . =

through as it will sound frop
Tom the

stage, and the girls get the g
finished effect. Then 1 begi; .|i|...:..
again, slowing down whil,
dancers perfect their s, ps,
ing strains that need polis
always

gwing them the (eslig

tempi, and aceents of the mg

it will sound from the srehe,
This means trving to play or
trally, with alert attemtion 15 L

VArrous |r:-|:'|||.|||r'r|1_-|

ticularly

nlrances, y
those ol the pere
section. During rehearsals, af oy
|!|i1- ||i::||i-1 must lead and sup;

the dancers

how to do i1!™
Dance

;|:1|'ll|||.|,.l..1f|'-ll-|.' I8
teresting and proftable O parteni-

ties—to those who have the nerss

SOy |!u.|.||!|-|.||,u||-' THE END

PADEREWSKI AS | KNEW HIM

(Continued from f'.-:lg_-.-' 1

it has never been heard in London
As a2 music student in
1901, I well going
through to Dresden to hear the first
performance of “Manru.” 1
given at the Royal Opera, with
Schuch conducting, and with a fins

Berlin in
remember

W=

cast of principals. The work was
enthusiastically received, and | was
one of a small company of friends
imvited to meet the composer afier-
wards. On that -occasion. 1 had my
hret experience of
an orator,

Paderewski as
and of his mastery of
other languages than his own. Speak-
ing in German, he thanked all the
artists who had participated
chestra, soloists, and chorus in a
short address which for eloquence,
command of language, and freedom
of delivery, 1 have never
equalled. On two other occasions |
was fortunate enough to hear
ewski exercise his gifts in this way
ance, at the Paris Conservaloire
when he spoke in French on Ch
with  wonderful .
charm; and the las
English., a1 Glasgow
when, having received
Doctorate degree. he
the honorary

=

heard

ader-

'II”’I
originality and
OCCaAsion, in

Universipy
an Honorary
replied
|1|u'li|:r-.
spoke so eloquently and en
on this occasion, that Sir

MacAliste

for
He
fittingly

Danald

ol ||i"!

o . r. the then Principal {and

" wge y O 1 H

;rnu ! 8 versatile linguist and

S .

alter-dinner speaker of eXceptional

gifts) remarked tha j Wil 1.|
as the

most elogquent speech in English |

) .f-.lrrigm'r he had ever !Ir.'l-rli. &
. I'he 1f\'mr.r'l Beasons were given by
Paderewski ta  his

which took him 1o al
world; during the
he enjoyed a time

concert tours
1 parts of thes
B mer
: of rest
preparation of his progra
beautiful home a4
the Lake of Lenevy
ewski's home,

months
and quiet
ms at his
Riond Bossan nn
= Iil T"'ill"h I'.n!-r-r-
one ook the sleamer

from Geneva

for about 20 | o
along the lake to the quaint old 163
Meries

behind the s

cenbury town of
the hill
Standing on high ground
manded a wonderful
whole lake and of Moni Blan
On afternoons, Paderew-
ski was at home 1o his friends. md

e lim bed
VirwW
."'ul'.q!;n

I have very happy memories of 4
visit there on
gust, 1912
.i.lr l|||.|'--l Lnl- FovEe | thye nEer
the Eurhvthmic Mowves

some olher ||IF'|II|!r'rI- ol

an afternoon in A

when

ve stall of
| was in
vited to RHiond Bosson, The g

the Geneva | O SV loLre

courtesy of Paderewski is
i-'“ll- -”I:I I have Frot I-t:'j_;n-'!-:' Eae

kindness in Ereecting each of us »

if he was the guest of the afternos
“' € wWere quile a plmri -|."i'|.'; COHTIpARY

'“"Iulhll,': the familv friends there
would be about 20 of us—and alter

tea

which was served in the dining
room, we
This

house, lavishly (v rog sbyed —ower fut

moved to the mush
was the largest roosm o the

the I

nished for 3 Mu=c roon

| Speimwi)

obijects being two sp
Phot

crowded on

Erand planos ";-_”"- apl
=OUVEnirs

table -

were .
prominent among them beng

a large A1 gned photograph of et

Vi toria. Probablv becagse | "
the onls English-speaking wistof
present,  Paderewski  insisted

showing me this portrait, and also s
2car! pin and ring that the Qo
had him. He evidently M
very happy memories of his vists !
W mmdsor the (hseen ®

Fr-jlr-[..”., 'Ilili-”"l'lj‘ll-ln!'!

ElIven

and of ald

Un this particular afternoon, te
Euests having been seated. Padere®
ski was good enough to play for ¥
two of the most beautiful peces @
the classical repertore, [Ae Hare?

I ariations (Continued on Page ©
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THAT FAMOUS OP. 35

(Continued from Page 25)

ngy salely be ignored—it is ald-
ubioned. That indicated in Ex. B
i« much more in keeping with mod-
ern ideas.

ExB

third of the how, which leaves the
aring very slightly after each stroke,

No. 1. Whether they lie in the
lighest or the lowest notes of chords,
the melodic lines must be made
clear. When they are in the lower
poles, the passages should be prac-
ticed in two ways: (1) by taking the
lowest note of each chord very
dightly ahead of the other notes;
ad (1) by raking the two higher
potes of the chord wvery slightly
shead of the lowest note, as Ex. C:

ExC

& Py
4t d._h =

Rath methods of plaving such chords
are musically acceptable, and both
gre needed in various movements of
Bach's Salo Sonatas,

Attention must be paid in No. 12
ta the fact that the eighths are stae-

catoe and the quarters sustained.
(itherwize the intent of the study i=
plain.

The bowing in No. 13 should be a
vigorons martelé, except where lega.
fo is indicated, The studemt should
eideavor to play this study with
iash and sparkle,

No. 14. The forte chords must be
taken as strongly as possible, though
the pisno chords mav be slightly ar-
peggiated. The legato douhble-stops
require sensitive bowing to get an
tven pressure on both strings.

In the beginning, Ne. 15 should be
practiced with a changed rhythm, as
in Ex, D:

ﬂ:_ﬂ >
fieat—c -

This enables the player to make a
strong grip and a quick. intense vi-
brato on the upper notes, When these
qualities have heen acquired. the
original phrasing can be ueed. The
trills should be electric in their
brilliance,

Vo. 16 is easy to undersiand, but
fiot at all easy to play in tune. The
mgin dificulty is the hidden Aug-
meated Fourth between the third and
lourth eighth notes of the first and
2 ',] fimilar measures, The lower third
of the bow should be used.

As the first Ainger shilt is the one
most frequently used, there should
be many studies dealing with it. As
& matter of fact, there are but few,
and this seventeenth Caprice is by
'ar the best of those few. It should
he practiced and re-practiced until

Wean be played accurately and bril
liantly

ETUDE—NOVEMBER 1953

Notice should be taken in No. 18
of the many modernistic fingerings.
The study is valuable for developing
a good shaping of the hand in the
lower positions.

It is advisable to practice No. 19
with the same figuration and bowing
that waz recommended for No. 10, In
this wayv the notes are more easily
learned. The zautillé arpeggio bow-
ing should have been =tudied and
mastered on easzier notes before it is
attempted in thiz dificult étade.

In all editions No. 20 i= marked
to be played epiccato—it is Don'ts
original marking. But the indication
may well he ig||||lﬂ| until the notes
are mastered, and the studyv played
with a broad détaché. Later. when
the left-hand rechnique is secure, the
spiccato  certainly should be used,
for it ereates problems of co-brdin-
ation that must be stndied and over-
Come.,

The value No. 21 is twir-fald : as
an exercise {or ]rTL‘l!‘IHle!‘I;I accuracy
of intenation in double-stops. and for
the development of a correct shaping
of the hand in shifting. Everv stu-
dent has a tendency to play the third
finger note ahead of the fourth fin-
ger on the first sixteenth of the see-
ond group and all sjmilar passages.
This is easily explained—the third
finger is nearer to the E string than
the fourth finger is to the A—never-
theless, it is a fault against which the
plaver must he on his guard.

There is much 1o sccupy the play-
er's mind in No. 22, many problems
to be solved. For the left hand. the
passages of tenths and diminshed
seventhe, the difficult modulations,
and the awkward <hifts all require
critical attention. For the right hand,
the accented trills, the frequent skips
to the G string. and the necessity for
a smooth legato despite the shifts
need care and thought. The marks of
expression should be met iculously ob-
served.

- .‘l..-.ﬁﬂ-l

No. 23. For the first three lines |

of this study and in all similar pas
sages, the player should try to place
his fingers simultaneously on ull_lllr
notes of each chord. This requires,

at first, very slow practice. When

a slow tempo iz used, the following

howings are recommended :

Ex. B A : N 3 ; Lol

e —

e e———— = P == %
" Fl P

No. 24 calls for cansiderabhle va-

riety of expression—not an easy un-

dertaking when one considers the
technical difficulties invalved. First,
these difficulties must be

Then the

of course,
conquered,
expression ¢
echnigque. The ability to blend ex-
pression with techn
signs of the artist
performers have it!

and nol many

THE END

appropriate |
an be blended with the |

jque is one of the |

NOT
IT'S 5 NEWS

PIANO TEACHERS CAN EASILY TEACH
THE ACCORDION
BY USING
THE PALMER-HUGHES ACCORDION
COURSE
Over 1843 Teachers in 9 months!
Write for Free Sample E

ALFRED MUSIC COMPANY, INC.
145 W. 45th Street New York 36, N. Y.

- ST T T T L L Rl

ROBERT WHITFORD PIANO METHODS REPRESENT
A NEW MOVEMENT IN PIANO EDUCATION

Yeu will be plected with the inrovations Mr. Whitford
hos breught to present day piono teaching. Yes, there
heve bBesn some worfhwhile l':'r:rgm made.

Write rew Tor o free copy of PIANO TEACHING TO-
DAY which reveals Rebart Whitferd's personal method
fer teaching childron and his methed for teaching odults.
With your copy of Fiana Teaching Teday you wil
be tent complimentory, Mr. Whittard's moster
on MUSIC'S MOST UNUSUAL CHORD. Just send your

same ord cddre:s ard stobe whather you ore o pione

aig

letean

Robert Whitlord

teacher, o student or o porent ard we will send you the obove, Mail to

Robert Whitferd Publications, 204 N. E. 31st 5t., Miami 37, Fla.

For the pianil dmiring fo build e refreshingly new reperfoirs, kers are Robert Whitlord
compotitions for the piano thet are escitingly different. American Rhopsody, grode §;
Moderse, grade #4: Enchontment, grods 3 Avtemn, grode 1; Morning Mood, grode 3

Sygrenode, grade I; In o Peraive Mood, grode 3; and The Clock and the Piono, grode 1.

If you have $2975
for glorious organ music..

you can own a PIPE ORGAN

Home...school...church... studio...can now

afford true organ music with an all-electric
action PIPE ORGAN...THE WICKS ORGAN!

li Vo i'rl.]}' the piano. .. vou can
play the WICKS ORGAN, Is
magnificent lone...ils aumer-
ous thrilling voices...can be
YOURS., The WICKS console
i# efficiently ||l'-|'!.'lll'ii -
to aperate...and brings in-
creased oy and satisfaction to
the amateur or professional
musician slike. Noted organ-
ists everywhere praise and
recommenid this superh instru-
ment Tor its artistic exeellenes
o tlependability and economi-

cal performance,

Prices begin st $2975
for a beantiful two manual
Wicks Pigse (hrgan.
Send for frve booklet ...

T here 15 we obspoison,

This towpon
s For your conveniencs

PLEASE WRITE DEPT. E-1

Plegie varnd Free bocklets . ..

I Home
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Complete descriptive teach-
ing guide to new and stand-
ard publications with

Special Money-Saving
Plan for ordering new

piano solos I

Please send Free Music
Teacuers Cataroc and
Seeciarl OrFer to:

Gy

116 BOYLSTON STREET

e RO e e

For Better Music Service Write:

BOSTON MmMUSIC COMPANY

AU Masie of AU Pullciskers

BOSTON 16. MASS,

World Famous

JOHN JUZEK VIOLINS

Fiolas and Cellos

7-;“"!1? =t be some reason why
the JOHN JUZEK VIOLINS are in

counlry.

such a great demand all over the

Just compare the violins of other
makes at double or even triple cost ta
the superh tone and excellent work-
manship of the JOHN JUZEK VIO-

LINS.

old instrument.

Master Art grade

inets.

Fiolin Playving:

"ALL YIOLIN TECHMIQUE"
by Re

We have innumerable finest com-
ments from teachers and professional
!'il-ii]‘li*-l:-—]]'iﬂnf.' an artist prefers to
play on a “Master Art” JOHN JUZEK
VYIOLIN rather than on an expensive

Student outfits from the lowest price te the

W ¢ are the sole agents for the famous F. N.
Vairin Bows, Bourdain and Greville Clar.

METROPOLITAN
MUSIC COMPANY

Wholesalers, Importers, and Manufae-
turers of all musical instruments

222 FOURTH AVE., NEW YORK 3, N.Y.
Publishers of the famous books on

“SIMPLICITY OF YIOLIN PLAYING," Vsl o1

[
LlH‘ Juzsk
RADICALLY DIFFERENT AND A CHALLENGE TO A
THEORIES ON VIOLIN FEkTT:;.EmSHNE e

amplete, from beginner to artist)

@i’oli’n l@ uestions

By HAROLD BERKLEY

An English Malker

]. F.. lllinois. There bas been and
there still is a large family of in
strument makers in England named
Richardson. The expert 1 consulted

however, did not know of a single

viala by a member of the family that
was now in the United States. I
there were one on the market, its
value might be about $500.00.

Pirctzschner Violins

J. M. 5., Pennsvlvania, Pfretz-
schner is the name of a very large
family of violin makers that flour.
ished in Markneukirchen, Germany,
for over two hundred The
workmanship of their instruments is

Years,

fairly good and their value can run
as h'r,gi: ils $'.Em:| for an exc --'F|r||r1|.||
specimen,

Yarnish Information

L. H.. lowa. For information con-
cerning the wvarnish vyou want, 1
would suggest that vou write to the
Metropolitan Musie Co., 222 Fourth
Avenue, New York City. This com-
pany could tell yvou what vou want to
know, if i!11:\i'|luh could.

Violin by Heberlein

A. W. L., Kansas The H._.E,,.I:_,]
Company of Markneukirchen by
made and still makes violins of 4
ferent grades, varying in valye fry
850 to $250, No one could tel] the
value of your violin without examps
ing it personally.

A Viola Question

;. 1., Province of Quebec, | can
not find any specific informaticn e
lating to the maker Philipp Kl
His instruments seem to be almog
unknown in this coantry, The valys
tion of such a maker's violine end
must

\.Ju|.g- llr|rr'1|1| on the inds

vidual merits of esch instrument |
am |..'|.||1 vou have a H--|.: that gives

Wikl :II"‘.|-|.|||"_

Probably a Wurlitzer Employe
Miss J. § As the War
litzer the selling
agents for the maker vou mention,
he was probably an emplove of the
Company. Therefore | think it woeld
be better if you wrote for informe
tion to Rembert Woarlitzer, 120 We
nd Street. New Yaork City

Indiana

Company were

NEW RECORDS

(Continued From Page 18)

viola da gamba, violin, and harpsi-
chord are generally less prominent
in the instrumentation. Soprano Val-
arie Lamoree displays a lovely, fute.
type voice that blends well with the
recorder. (Esoteric, one 12-inch Lr
dise, )

The Piano from Mozart 1o Bartok

The growing trend to present for-
!nat recital programs on LP dises js
illustrated by 5 Perspective record
holding a ereditable program plaved
Er;.' _I'l:*--rri:h:r Webster, Americ an
pianist. The record is offered gs *
salute to the Steinway centennial, ™
but the performance can sLamne :
musical merits wii

| on its
it commercial
overtones, Hu-n'rinlgr ranges from the
Mozart C minor 1
a8 Beethoven
irrll!

Fantasia, throush
gonata and a Schy.
Woment Musical 1o later 1k

and early 20th CENIUTY composers

[ﬂ:l' the 1IiiITiH_ { l"':'thu'-:fr-.i' ane
12-inch LP disc.) . I
Shostakoviteh: Baller Rus e
rrhnjlll.ﬂl'n‘t}' t Serenade Melancoli.

que and Andante S+
No. 1in @ mu'n'ru{:”m R

Efrem Kurie heads the lussian

wing of f:-r|u||||u.| Records and |
and his

recorded performances of sauchw irks

as these are usually top-draws
Ballet Russe will ||||-'.]-¢ g ot of
listeners who think thevy don't bke
Shostakovite h. for there's a streag
similarity to popular ballet sore
like Gaire Parisienne and Sem
Lake. The sweetish Techaikewk
numbers on the reverse side are sit-
able contrasts. Both sides of the &
show care in rehearsal by the Co
lumbia Symphony and in record

r""II-HIqul'_ which achieves

strumental balance
12-inch LP dise.}

=gl 0

( Calumn bea

Music for ¥ oung Listeners

Big names in the publisamg. ™
cording, and music edocation
ness are combined in a commendii®
Project to make

recording= of muask

X Larte
available scecEs

jor voung b
teners. The entire library of recon®
music is available on Aifty-ese '

grieed <

inch 78 rpm records or o

inch reels of plastic tape reced iy
5" et The muosic = ° .
the kind heard usually on o
cial children. Ll
appech

[

sevapd

v it

re
Baldwin

lor

ordsa
director of mosi
twn m the Cleveland 1.:;:-!*- s
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rgan ((Juestions  another evening fonight ?

Answered by FREDERICK PHILLIPS

s Could you send me the oddress of
a place that can supply books on the
building of pipe organs and reed or-
puns.

We do not find anything listed
s available today on the construc-
tion of reed organs which would
serve as a practical guide 1o the
amgtear in making such an instro-
ment, For the pipe organ, however,
there are several things. One of the
most concise and practical for the
smalenr s “How to Build Musical
[estruments”, published by Popular
Homecraft, 814 N. Tower Court,
(hicago 11, IIL, price $1.00. It con-
tains an easily understood and well
illustrated guide 1o the making of a
pipe organ. For a more professional
understanding of the construction
of pipe organs we suggest: “Con-
temporary American Organ”, Barnes
(147350 : “The Temple of Tone™,
Auddley (83.50) ; “The Organ, Its
Evolution, Principles of Construc-
tion and Use,” Sumner ($10.00);
*The Organ, Its Tonal Structure and
Registration,” Clutton & Dixon
($250). Your local library probably
has the last four hooks, from which
you could get a8 more complete idea
of their value to vou personally.
If desired, they could be purchased
from the Presser Company.

® The ritle “Minister of Music™ has
been accepted by many choir direc-
tors in this area and ne doubt in
other places, Are there any gualifica-
tong for this title, or can any church
choir director accept it? | have
naticed one music school gives such
@ degree, Perhaps there are others,
bt meed one have the degree be-
fore aceepting the title? 1§ not, BT
what basis should a cheir director
tffix such o tirle ro his name?

The title “Minister of Music”

seems 1o be rather elastic in its ap-
plication, Generally speaking, we be-
lieve the title is established by the
individual church awthorities rather
than “acceptance of a degree™ hy
the organist or choir director. A
minigter or church board may use
this term a= a token of esteem, con-
veying a somewhat deeper religious
significance than “erganist”™, “chaoir-
master”. or even “musical director”,
but ordinarily the organist or chaoir-
master does not earn the title
through special courses of studies,
but accepts the custom of the church
he serves. “Guideposts for the
Church Musician™ by Swarm, i= a
valuable book giving much informa-
tion on practically every phase of
church music, and contains, among
other thing=, a very excellent outline
of the personal and musical require-
ments for the “minister of musgic”
{used in a general sense ). This same
book listz many schools and eolleges
uifering degrees in church musician-
ship, as follows: Doctor of Sacred
Music (D.S.M.), Master of Sacred
Musie (M.5.M.), Bachelor of
Sacred Music (B.SAL), Doctor of
Music (Mus. D.), Master of Music
{M.M. ), but it does not include the
title *Minister of Music” among the
degrees listed. The American Guild
of Organists, in addition to the
regular “Associate” and “Fellow”
memberships, which are awarded
only after passing examinations re-

quiring a high standard of ability |

and knowledge, have a “Choir-
master”  degree, which, too, i3
granted only after special study and
the passing of an examination in-
dicating a similar high standard of
competence, and entitles one to use
the initials “Chm™ after his name,
To thoze church suthorities who
know of the high standards of the
Guild, these initials would be prac-
tically a guarantee of ability.

NOVEMBER WHIRL
{Continued from Page 21)

“Be Cheerful. oh My Spirit.” When
Baeh wsed it in his 147th cantata he
gave his own title for it, “Jesus,
HII'."I!.II:I: Meine Freude,” which
might be translated as “Lord, Be
Thou My Joy™. . . . Why not call the

piece this, and play it more cheer-
fully?

The Adolescent Hand
When the many excellent ‘teen
ited pianists played for me last sum-
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mer | was struck by the difficulties
come had because of large, awkward
hands. 1 found by telling them to

“make your hand small” in playing |

finger pattern passages that this difh-
culty often vanished. They simply
raised their wrists slightly, gently
bunched their fingers, and felt their
hand tiny. . . . This finger bunching
also helped finger-tip “feel” and con-
trol.

THE END

Will you waste

Hew much longer arc vou going to live with that vague ili-urunl-.'rm.':'l
feeling that you ought 1o be genting more out of your music?

You ran make every evening a new adventure—stimulating, satisfy-
ing, challenging. How? By making music on the Hammuond Organ.

Nao, it's not wo late for you. A grandfather 70 years young tells us
he started from scratch and is gerting the greatest thrill of his life out
of plaving the Hammond Crgan,

Still skeptical? A woman writes: “1 have taken just a few lessons on
the organ but found the Hammond easy o play. Just two months after
we purchased ours, 1 began playing for Sunday services.”

Yes, you can play beamtifully expressive music on the Hammond

' : y
Organ within a month. It is also easy a nd profitable o teach.

As for cost, the Spinet Model Hammond Organ with built-in wone
equipment and bench is only $1285, Lo.b, Chicago. Many dealers offer
up o J ycars to pay.

Think it over. You could have a home alive with friends listening to you
play. You could be enjoying musii immeasurably more. A visit 1o your
Hammond Organ dealer won't cost a thing. For more details, just mail
the coupon,

.
Larmviovn ORGAN

MUSIC'S MOST GLORIOUS VOICE

Home Model Hammond (hegan.,

Dreiaily and pricd on request

?

L}

Hammond Organ Company i
4210 W. Diversey Avenue, Chicago 39, Hlinods 1
g L}

Flease sendd mic full details about the medels of the Hammond Organ T have checked :
bclow. i
L]

[ Spinet 0 Home [0 Cencert O Church '

1

Name - i e e e :
L]

Adddress LS i S . '
1

| i | BAEESENETT IE WA S F.O. Fome Stane :
oI, SANEORD CRGAN CcOMFARS T W

....... l."'-'-'4'-'—'D'—ﬁi'.ih--------.-..-.-..l...........-.-------------'
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Edited by Elizabeth A. Gest

Who Knows

{Keep score, One

1. What is meant by con sor-
dino? {5 points)

2. How many strings are there
on a banjo? (15 points})

3. What are the letter names of
the mediant triad in the key of G-
minor? (15 points)

4. What isan octet? { 10 points)

2. Was Clementi an lalian,
Spanish or Austrian compozser? (5
points]

6. How many ecighth-rests are
required to fill a measure in 6/8
time which contained two quarter-
notes and two sixteenth-notes? (5
points)

7. How many piano concertos

the Answers?

hundred is perfect)

did Beecthoven compose? (15
porints b

8. Which of the following op-
eras did Verdi compose: Carmen,
Magic Flute, 1l Trovatore, Madam
Butterfly, Lohengrin? (10 points)

9. Is a madrigal a composition
for chorus, a movement in a sym-
phony or a solo in an opera? (10
poants)

ad

10. From

what is the theme
given with this quiz taken? (10
points)

Answers on next page

Make Mine Music

by Williom Eunst

Music to me is an outlet of
emotions, a means of expressing
inward feelings. It is a fine, whole-
some, upright way to give your
inner self an uplift and at the
same lime accomplish something
worthwhile.

One morning I woke up physi-
cally healthy but unhappy because
I could not see a single spark of
enjoyment in the whole day’s plan.
S0 I sat down and played the
piano for an hour, then had break-
fast and began my work. By noon
| had done so much 1 had the
afternoon to myself and [ believe,
if 1 had begun the work without
first playing the piano | probably
would have spent hours doing the
job and would have felt very low
all day.

If 1 feel hesitant about anything
I take a bit of time out and play
piano, When 1 finish playing |
usually have solved the problem

-

andl also l‘rljl:l'll'il |l'|_|.iu1"]f_

Music is also a means of accom-
plishment. If one becomes profi-
cienl oo a particular instrument
personal satisfaction can be gained
by playing in various musical
organizations, attending contests,
playing in concerts, ete,

:“l.l-ill may !'I!'IHJ_"I]ﬂ_'.' |.H' # means
of support, directly or indirectly,
as it may help in later life to obtain
a good position or give an oppor-
tunity not otherwise available. We
may be employed in one of music’s
many phases, such as composing,
arranging, publishing, teaching,
editing, directing or performing,
I feel that music puts us on a
different scale and brings to us a
whole new world of faces, friends,
ideas and accomplishments. Music
is very dear to me and the experi-
ences I am deriving from it are
priceless. Yes, from every angle,
music i wonderful!

Varnish On Violins

By Leonora Sill Ashton

1SS DAY'S music pupils were
M having another rnm:-lingtnf
their Music Club and this time
Hilda was reading a paper about
varnish on violins. Most of the
group were violin pupils and they
listened with great interest as she
read: “The hodies of violins are
made of the soft, close-grained
woods, such as the maple and pine.
When this part of the instrument is
finizhed the surface is covered with
varnish.

“Varnish. as evervone knows, is
made by mixing alcohol and fax-
seed oil with certain gums from the
barks of trees, This gives a smooth
surface and polish to the wood.

“The beauty of a violin's tone
depends, to a large extent, on the
resounding qualities of the wood
of which the ||n{i}' of the violin is
made., When thick, quick-drying
varnish is used to cover the sur-
face, the fibers of the wood are
partially sealed and consequently
some of the finest tones of the in-
strument are smothered.

“The best varnish for this pur-
pose, therefore, is a thin varnish
which dries slowly, and in drying,

Stradivari—1644.1737

permeates the wood with its oily
substance and preserves the wood’s

resounding power,”

As Hilda paused to turn |
page, Guy interrupted and asheg
“Who discovered that fact?

“Antonio Stradivari,” replie]
Hilda, “and the next part of my
paper tells about him.” Then g
continued reading: “Stradivar], »
you all know, was born in Cre
mona, Italy about 1644 and disd
in 1737. He worked as an appren.
tice in the shop of the violin maker
Amati, and found that Amati was
covering his violins with a thick
yellow varnish. Stradivari experi
mented for himself with differen
oils and gums and he fnally mid
a varnish which was very soft and
light and had a lovely warm colo
with a shade of orange in it

“The wvioline which Stradiva
made are the most wonderful tha
have even been known, and some of
the beauty of their tone is due 1
that varnish he mixed. But, to this
day, no one knows how that varn-
ish was made! History tells us the
Stradivari himsell wrote the recip
for it on the Av-leaf of his Bible
but he told ne one about it. Years
aflterward,
that the leaf had been torn frem
the book and it was evidently de
slroved,

sS0ne  one Ii'r'\-l'lr\-"rl‘ﬂ

“Chemists have tried to analvee
the varnish on the violins but have
not been able to find the ingred:
ents. Some believe the sap he used
came from trees which do not grov
in Italy now, Some believe the sap
a wvariely
tree. It has also been -lii[.‘ﬁ."l.".‘!'.'l! that
he put a first coating on the indr
ments of some oily substance coE
ilij.! from bee-hives.

“But.” Hilda finished, “no mal
ter what the varnish was made of
we do know that Stradivard’s i
struments |mn{u1-1- the most bese
tiful tones that violine have oo

came from of rubber

been able to produce. Many of o
[amous violinists today are fors
nate r'||.||-|_1'u|| lo possess these pe=s

ine old treasures,”

"." Fflllu'l'q [

ST

Walk

NI

At other times, my h;uuil-:: I:- :

Across the lu-'..«-. :
right, :

As children in a me

far

one left, one

adow play
ATH.I leap and run, in great de-
]1;._-,ht.

arman Kisser

times my hands upon the kevs
. s0 sedately, side hy sid
Like soldjers marching

-8

steadily

"I'"i“~|‘|. r”“; -'lllii 'r\!llir"

Again, mv hands will draw so 0¥
Each other, part, and then ¥
YVAanoe,
First near, then far, now fast,
slow.

Like partners in a stately dooce
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No Junior ETUDE Contest this month

MUSICAL ANAGRAMS GAME

Cut a number of inch squares
from thin cardboard or heavy pa-
per. On each one print a letter of
the musical alphabet. Place face
down on table, Players sit around
izble and play as in regular ana-

grams, taking turns drawing a
square and ||I:-l]r.iri;_: words which
can be spelled with the staff letters,
Same words may be used more
than once. Plaver with the most
words iz the winner.

Letter Box

Send replies to letters im care of
Junior Ewde, Bryn Mawr, Pa.,
and they will be Torwarded 1o the
writers. Do not ask for addresses.

Dear Junior Etude:
1 Iﬂq eelbo in our school aorchestra and
| like both classical and modern musie,
In our town we have a big opera howse
with performances every night. We have
sn orchestra of fifty players which re-
lwarsts twice a8 week and our High
Sehoul Chorus of onebundred-thirty
veices and a smaller choir sings diffieult
songs aned madrigals, s0 we have lots
of music bere, My hoblbies are stamp
vollecting and coins; also sporte, 1
woald like to hear from other Junior
Ezede readers,
Cheistoph Sendkahler fAge 18),
Germany

| sudy piane and my ambition is to
beoome 3 fine musician. Some of my
other interests are  writing  letters,
hasketball and reading. | would like to
bear from readers whoe play violin or
pione, and are interested in classical
LatLi

Jane Gordon (Age 14), Florida

L]

Ansiwwers to Quiz
L With mute; 2. wsually five: 3, B-flat,
I, F-*l'llrp {an augmented triad, a= the
triad o0 the third degree of all minor
sales must be) ; ke a composition 1o be
performed by eight instrumentalists; 5
talian; 6. one; 7. five: 8. 11 Trovatore:
9. a composition for chorus: 10. Dance
# the Spirits from Gluck’s opers,

-UF'IJIHH-_.-'

Foreign mail i= 3 cents; some for-
cign airmail is 15 cents and some i=
25 cents. Consult vour Post (Mfice
before stamping forcign air mail.

Dear Junior Etade:
I study piano, veice and trombone, [
hl-lu' to major in band mucic and also
continue voiee in the College of Eduoca-
tion. My favorite composers are Chapin,
Schubert, and of course,
Sousa. | wounld like to hear from boys
who are interested in band music, plano,
or voice,

Bruce Arceneaux (Age 15), Louisiana

Heet hoven,

I play solo flute in our High School
Band and second flute in the Gary Sym-
phony Orechestra and my ambition i= to
I,H'I'HI.I“' a |lll.l[4"=-ih=|la] flute 'PL'I}*'F. I
would like to hear from readers who
are interested in orchestral work.

Sully Burkham (Age 17}, Indiana

Follow the Letter  Box  di-
rections when writing to the following,
who would alsa like to receive letters,
(Space does not permit printing the let-
ters in fulll: Mary Delores Pogani
{Age 171, Illinois, has studied piano
eleven years and organ six and plans to
give her own recital this year; Karen
Roe (Age 15), Soumth Dakota, plays
piano snd flute and intends to teach
music, Her hobbies are horses and
books: Jane Minch (Age 13} Michigan,
has read Junior Emmde for six years,
plays piano; Betty  Ann W hitehurse
{ Awe 100, Florida, studics piano and
belongs to Allegro Junior Music Club.

regilar

Graduating Class, Hoagey Pre-Kindergorien Schaool,
Sellersville, Pennsylvania ( Four vears old and wnder)

Ruth Ann Kerber, Danald B. Smith, Jr..
l'."’”"""" Shelly, Hugh Liverman, Carol

Margaret
David Juers,

Smith, Duris

Ann  Reits,
*pangler, Kay

Fretz,

Charles Williams, Alan Goff, Philip
Honte, Bing Bishing, Tommy Wuerstle,
Spsan Fretz (not in photograph, Tony
Williame, Pixie Hunsicker, Tommy

Apple, Janet Loader).
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SHERWOOD MUSIC SCHOOL

The thorough, specialized, professional training essen-
tial to success in a musical career, Sherwood com-
bines with a general cultural background designed to
stimulate self-expression. Individual guidance by o
faculty of internationally known artists. Degree, .di-
ploma and certificate majors in piane, voice,
violin, ‘cello, wind instrument, organ, composi-
tion, music education. Many opportunities for
public recitals, solo and group performance.

Splendidly equipped building with easy access
to rich cultural facilities of Chicage. Non-profit;
established in 1895. Spring term begins February
2. Write for catalog.

Arthur Wildman, Musical Director

1014 Se. Michigan Ave.
Chicago 5, IMinois

) ST.LOUIS INSTITUTE of MUSIC 1

lokm Philip Bloke, Jr., Predident

[{Mon-profit Educetional Institetion of Higher Learning)

A Profossional school accredited by the Motional Associofion of Scheols of Munic
and opproved for G. |. troining. Approved for non-immigrant students under
Section 101 [A)[15)[F) of the Immigration and Mationality Act.

For cotaleg or further information write
7807 Bonhomme Avenue

'AMERICAN CONSERVATORY
' OF MUSIC—CHICAGO '

|
Ofters rourses in all branches of muasic
87ih year. Paculty of 135 artist teachers 1
| Member of Mational Association of Behools of Music
| Bend for & free catalog—Address: Jehn R, Hattstaedt, Fres., 353 Kimball Bldg., Chicage

St. Lowis 5, Missouri

BUTLER UMIVERSITY

JORDAN COLLEGE OF MUSIC

A rich tradition, o progressive philosophy, an outstanding foculty, complete accred-
itation, Baccoloursote degrees in Dance, Drama, Music, Music Education, Radie.
Write ler cotoleguee ond desived informatian
JORDAN COLLEGE OF MUSIC (Box E), 1204 Morth Delaware Street

Indignapails 2, Indiono

e (letreland Tatitute of (Duusic

Bochelor of Music, Master of Music, Bochelor of Science in Edycofion [B.5. in Ed. by
transfer to Kent State Univenity or Wedtern Ressrvs University)

WARD LEWIS, Al;ﬂla Director
3411 Ewclid Avense  * eveland 15, Ohis

Efrsubey wof tho Nobhomdl Addociaiios of Sehds of lesdn

CINCINNATI CONSERVATORY OF MUSIC

William 5. Meyler, Ph. D., Director ond Dean of Foculty

Estoblished 1847, Operated under ouspices Cincinngti Institute of Fine Arts
Afiiliated with University of Cincinnoti. Complete school of music—Dagrees,
Diplomas, Certificatas—darmitories, 10 acre compus. Write for free Catalog.

Registror, Dept. E. 7. Highlond Awve. ond Oak 5+, CINCINMATI 17, OHIO

COSMOPOLITAN SCHOOL OF MUSIC

Preparatery, College, Special, ond Graduate Deportmenti. Courses leading o

Bachelor of Music, Bachelor of Music Educotion, Master of Muic, and Teacher's
Coertificates in Music ond Theotre Arfs.

h‘il'liu:.:-hllilpt

Clagrence Eidam
President Member MASM
For information, address Regictrer, 1825 Kimball Bidg,, Chicoge 4, NI




I--..--l--'----------------..II.-II---I'--------.'-‘

Oéer in Conderuatory
OF MUSIC

® For the serious student who wishes in-
tensive professional study of music, bal-
anced with participation in college liberal
arts program and general campus activity
Dormitories, co-educational dining, exten-
sive concert aeries by guest and local
artists, excellent practice facilities.

Member Naotional Associofion of Schools af Music

Write for:

— Conservatory catalog describing de-
Erecs awarded

—— Bulletin on admission and audition
procedures

— Calendar of music events for the cur-

‘1'.'_|'_'l S T rent year
e —— Programs of concerts and recitals

given during past season

Director of Admissions, Oberlin College
Box 5113, Oberlin, Ohio

T

L
 Shenandoah College and Conservatory
dyear B. Muilc ond B. Mule Educa-
tion degresas in plane, vislin, volcs,

organ, ‘celle; public school music.
Thaory, conducting, woodwind,

Therovgh profeniossl preperofion,

Alye accradited Junior College.

Shanandooh iy under church sponsor-

skip but ponasctarion, emphaiiing

browses, ccodemic courses, Chuerch spiritval aworsnenn among her she-

mysle. Class ond private Instruction. dents. Esb. 1875, Summer session.
_ Catelog: Dir. of Admiztions, Dept. £, Dayton, Va.

PIANISTS BE VERSATILE

Seven New Books by Haollywoods Teacher of Professional Theatre, Former
Head Teacher of Popular Piano Department of NEW ENGLAND CONSERVA.
TORY of MUSIC

1. Block Chord Exercises for the Pianist
Single Finger Figures for the Modern Pianist
Substitute l:hurrﬁuunrl Vuoicing by Mastery of Modern Progression
Substitute Chords and Voicing by Mastery of Modern Scales
Solo Stvles for the Modern Pianist
Left Hand Ideas for the Modern Pianist
Runs for the Pianist
Studies for Development of Technigue, Transpositions, Endings, Introductions,
efc, Each Book of 15 Stadies $3.00  Send Postal or Bank Money Order Only to

SAM SAXE 6513 De Longpre Ave. Hollywood 28, Calif.

Music Teaching Favorites! I

bl i o of o

BERMONT—Anyone Can Play Piano. ..$1.00
Excellent piano method for feen-ogers and odulis.
MITTLER—Mausic For Everybody coiaas . 31.00
MITTLER—Duets for Everybedy . . ............ .. $1.00

Excellent orrangements in the tecond grode of the vur.fq.f'.; .b-u:l loved melodies.

*
THE FAMOUS FUN BOOKS by DAVID HIRSCHBERG
PIANO LESSONS ARE FUN 85¢

TECHNIC IS FUN—Preparatory Book and Books | thru 5. 85¢
THEORY IS FUN—Books | and 2 85¢
SCALES & CHORDS ARE FUN
—Book | Major, Book 2 Minor, .85¢
% For Free Catalog write

MUSICORD PUBLICATIONS

858 Post Avenue Staten lsland 10, N, Y,

SOME CHARACTERISTICS OF GOOD
PIANO TEACHING

{ Continued from Page 16)

different keys and when he experi-
ments with chords to find a suitable
accompaniment for a familiar song.
The youngster makes a remarkable
discovery when he realizes, after
some experience in playing them,
that scales follow a definite pattern
of steps, or better still, that there is
really only one major scale and that
he enjoys transposing il into many
different keya.

What a pity to deprive the pupil of
the challenge to experiment! The
teacher who approaches scales b
first defining the word and then giv-
ing the pupil a pattern for building
them loses much of the fun of teach-
ing because he misses the glow that
comes =0 easily to the child who ex-
plores and discovers. Why not ap-
preach scales by singing? Sing the
first line of Joy to the World, or a
similar song, let the pupil pick out
thiz scale tune by ear, then challenge
him to trv at home to find out on how
many different keve he can starnt the
game tune. There is a time later
and in this case, later is better—
to discuss why a sharp i= needed here

| or & flat there, For the presemt the

hest reason i= that it makes the tune
sound right. Following an approach
of thiz sort, it is easy to teach the
pattern of whole and half sleps or to
discuss the circle of ffths, hecanse
the pupil’s interest has been caught
lh!"llli!h his natural love for explor-
ing and discovering for himself.
Such “creative teaching” demands
imagination on the part of the teach.
er. It requires a rejection of the
strictly logical approach which is so
satisfying to the adult mind but

| which is often difficult for the child

| the well

mind. It may be necessary to forsake

worn method of feeding

| knowledge to the pupil bit by bit ge-

| ures, his practice becomes ma

cording to a predetermined plan as
to when and how each detajl should
IJI: Dl[‘*EIllf‘ll. Cl’t"lﬂi‘ll' !z‘.‘l.q"||ir|g slg-
gests, instead, the importance of the
teacher's ability to identify obiectives
in keeping with the pupil’s musical
ability. It emphasizes the importance
of guiding the student toward those
accomplishments without the teach
er-imposed assignments which =0 off-
en antagonize the pupil.

The high school pupil, for exam.
!||r'_ may know his tonije, subdom-
inant and dominant-seventh chords
and practice them dutifully. By real
learning enters the picture when his
l.!'.h']ll:‘]' helps him to discover that
in these chords he has the necessary
materials for satisTactory acen a
ments to many of the SO
in .--::'hmr!_nr #l camp. Then, as he
her.':un'.'s intrigued with the ides of
varied types of accompanying fig.

re frlli'[-
=23 1o find g
rticular spor,
¥ and willing
eker after knowl].

mpani-
he sings

ful. When the need ari
different chord for g pa
the teacher has a read
learner, in fact a se

edge, because of the realization of 5
particular need. A social pee
plano playing has been {ound,
This attitude of wanting to knoy
of experimentation and of "'t‘.!'.'--:.r:.-_.
is fostered |:'|_x group work. The

feel
ing of belonging to a group wl

TiLTy
purposes are well understood [y
each member is one of the stronges
sources of motivation, "lur_|||-, tear hers
realize that technique and Interpre.
tation are often best taught by i.,;r_g_
ing several pupils together in g Tep
ertoire class, Each learns from the
other and the group feeling iR
up the social aspect of their muysicy
skills, llr*lnil‘lu the idea that mise &
altogether a lonely art. | have sess
remarkable instances of good leam
ing take place as a result of 3 o
pathetic attitude of other member:
in a group. On a réecent examination
which 1 giave to a class of rollege
piano students, the sympathetic by
silent 1!|1'1"l‘lr|£ |1|.al i:.i- !i:'n- -'E_qu.
males gave one student was so sh
viously helpful to his performanc
that we stopped the examination Jong
enough to remark about it

In repertoire classes | have seen
sludents practically demand to know
why one student’s performance of 2
CErtam r'uirl|rl--:||||-:|: WHaE & |'||u.-:‘_
beautiful than another, Here
W |’1“ L = a FI"T I:i‘lr i-uTIFHIr[ur_“:'\ !I--

the most effective =ort of lesson in
rhythmic plaving or in the proper
use of pedal. or in artistic phrasing
as the case may be. A situstion of
thi= kind helps the teacher sconm
plish many of his ohjectives. He &
able to direct his pupil's listening
e analvee the musical effects and 1o
point out the technical means of
achieving those efflects, Furthermore
he has the benefit of this ¥y Tt
soHaree rlF mod ivalion—a Eroup lff"l'-!'
j":.' t":..'l"'l'li'r either on the same of
different COm oSl jons, ecach lear
ing from the other and all working
tow ard the goal of more mascal per-
fornances,

It is the realization of the homs
1|.II||r~-. of muosic studv that meke
piane teachers feel that theirs is oo
of the most rewarding of ;‘-1‘1.1fh'-i'-"3"
It points up the importance of the
l"':'-'h'!ll'l*- fine personal qualities: ¢
sincere liking for and intersst &
other peaple, a high sense of perss
al and professional ethics, a resped
for the imterests and convictions ol
others, the need [or poase, adapta
bility, cheerfulness, and leadersip

Our l-rl:l:l'r-.-.i.nn is 1_||:m||:l of the
many good musicians Who rr:f'-?‘
that teaching piano is a PTE"'Eﬁi
:ul'l a anmri«i]‘p:hh !‘I'I I.h't-“'-'nﬂ'l
more such teachers who -'I-T';"r"p:
their tasks with humility bat *I"_'_-
with confidence born of well &
rected training, for, to quote Hestf
-'\'L"!m". “A teacher affects etermi]
he can never tell where his infioesc
THE BV
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ANSON. George

‘E
| Chinese Chatter

i Heap Big Chief

BERMONT, Georges
Carousel
Gaoldfish in the Bowl
My Flrst Dance

COBB, Hazel

Forward March
Enives and Forks
The Little Bird's Song

HOLLANDER, Arthur

My Favorite Christmos Carols

(T5¢)

{12 Simple Five-Finger Positions)

KEVAN, G. Alex

School Band Train's a'Comin’
i Tarantella The Fox Hunt
| Desp Blue Sea RAEZER. Cora Mas
i Mosked Rider Soaring High
GLOVER, Ir.. D. C. Becky's Walte
j’: Sunday Morning The Stfutter’s Frolic
# - All in Grode 1':

N

EDWARD B. MA

RKS MUSIC CORPORATION

= MWarks Piano Lib rdiy fOr_Eaﬂy Grades ;g;

SCHER, William

Winiry Days

To My French Doll

Bees o-Buzzin'

Busy Bunny

To My Little White Kitten

Candy Suite (75¢)
(lelly Becns, Gum Drops.
Licorice Sticks, Lolly Peps.
Peppermint Canes)

Bouncing Ball

Frisky Squirrels

To a Little Indian

STAIRS, Louise E.
My Pollywog

Price 35¢ each unless otherwise indicated

STEVENS, Everett

STILWELL, Leoto

VAN NORT, Isabsl

Alrplanes
‘When the Robin Sings
The Clock in the Hall

Story at Bediime
Hickory Sticks

Jolly Men Are We

The Attic Floyroom
Marching to the Music
Swinging In the Garden

The Flower Fairy
Swepping High

RCA Building

-ﬁ-;;:lic City

New York

CHRISTENSEN PIANO METHOD
- |E"a:’="n!§n“§:|'1
::iﬂﬂg :l,r.' AL n-:u deuler of sent
ﬁ.;dwh' ':n‘m': menthily ballsiin of
frmls and 8i-ina for hit-songs, or 2 fer
tha. Memilom I teacher,
THE ATEL CHRISTENSEN METHOD
Liyelo E=F.0. Box 417  Djel, Celifornia

=i L i INETIT
ietgn B, Dapt AW-160. Chicaon

ELE FAMDUS McKINLEY ERITIDN
ADED TEACHING PIECES
FlAMD = VOCAL = INSTRUMENTAL
15¢ A COPY
END FOR WEW FREE CATALOG
Mc:KINLEY PUBLISHERS
T97-Brh Ave Hew York 19, ML Y.

Ing

DRAWBAR SELECTOR

for use with
HAMMOMND ORGAM
Batal 8 Sedevinny in walnut box. Inetanily Treel

drywhar grouplag and reglitrations. Highly rec
mumended by Loo organiats and orgas periodicale

Wriks far [ieseriptive Folder

RAY KERN STUDIO
x 1087 Lokeiand, Fa.

PO, b

pianos in 30 days

M i) wewieige pesded, Piass tursers s presi
"I:ﬂ-d Luw pied tTRiming by eaporis, Wavolulisosty
A asgraph

o (e, W

i el |
2 Wb . Full
how (s Vine up work
s gy tnday for fres lSerstaee,

CAPITOL €ITY TUNI HOOL
Dt 040, 129 £, Wichigan :."ﬁuf.? 1, Mith,

The December ETUDE
The Christmes number of ETUDE will
tontain o wide voriety of orficles
'ﬁ" fo appeal to those in voricws
.'H‘ of the mutic profession. Be sure
® get your copy.
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{ Maurice Dumesnil, upon receiv-
| ing news of the tragic death of
Thibaud in

an airplane
crash
inspired to
give ex-
pression
to the fol-
lowing
moving
| tribute
| which
may well
reflect the
feelings of
the entire
music
world.
ETUDE deems it a privilege to be
able to present this to its readers.
| —Ed. Note)

Jacques
s

IRST Ginette Neveu, at the

threshold of what promised to
be an exceptional career. Then
Jacques Thibaud, the inimitable,
whose perenmial youth defied the
passing years. Fate, indeed, is cruel
toward the French school which
these two supreme violinists repre-
sented =o brilliantly. It was twilight
and T lingered in the park of La
Roseraie at |!.nguq:li—‘--qlﬁl'{}rna. The
evening paper was brought to me.
A headline, a picture. . At once I
knew: “le grand charmeur” was no
more.,

Thibaud's career had been mete-
oric, spectacular. At sixteen—in
1806—he won a first prize at the
Paris Conservatoire; then in order
to make a living he joined the Con-
certs Rouge orchestra, that delight-
ful small ensemble which played
every night in a modest hall near
the Latin Quarter. Smoking was
allowed, 2 refreshments—café-créme
and cocoa mostly—were served while
Havdn, Mozart, or arrangements of
more ambitious symphonic wur_ku
were dispensed o an appreciative
audience. At that time there was

JACQUES THIBAUD-In Memoriam
1880-1953

by Maurice Dumesnil

no “ecanned music.” no radio, no
T.V. and music lovers had to make
the effort of attending concerts pers
sonally. It was there that one day,
by chance, Edouard Colonne heard
Thibaud. At once he engaged him
for the coveted position of concert-
master in his famous orchestra, Then
in October 1898 when a Saint
Sagns Festival featured “Le Déluge,”
he played the solo with such ele-
gance, such delicacy, such enchant-
ing nonchalance, and above all such
extraordinary tone quality that the
audience burst inte clamorous ap-
plause. Colonne sensed the oppor-
tunity: a few weeks later he billed

Thibaud as a full-Aedged soloist in |

Max Bruch's Concerto in G minor,
This was the beginning of a series
of triumphs which covered over half
a century and carried him to the
four corners of the world.
Thibaud's personality in private
life was marked by the same attri-
butes which distinguished him so
highly as an interpreter. A gentle
cordiality emanated from his atti-
tude, his voice, his smile. He was,
essentially, “bon enfant”™ and “bon
camarade,” a perennial oplimist, a
raconteur who could tell fascinating
stories, or piguant anecdotes which
his great tact made enjoyable 1o
anyone, There was in his make-up
a latent ingenuity which disarmed
opposition and conquered friendship.
The intense emotion caused by
his death will not subside for a long
time to come, and the golden tones
from his Stradivarius will be missed,
Personally 1 will never forget him
as an occasional partner in cham-
ber music—how he played Cesar
Franck's Sonata!—in tenniz games,
his favorite sport until he changed
to the less strenuous golf, and as a
private in the French army when,
although he was my senior, 1 hap-
pened to be his immediate superior.
Night had come, enveloping ven-
erable trees and fower beds. As

these recollections assailed my mind,
I thought I heard the faint echo of
a distant whisper coming softly
through the rustling leaves, Was it,
perhaps, the soul of Mozart who
mourned the passing of the inter-
preter whose magical bow revealed
his music as no one had ever done
before?

For us, however, who frequently
fiy over land and sea, looking down
from soaring height= upon this
small planet of ours, this tragedy
goes not without a reflect of glory.
A hopeless challenge to the moun
tain. A crash into the mighty rocks
Then with a flash of light the uplifi
into the stars and the great beyond.
What an end for a great artist!
“Nearer to Thee, My God.”

THE END

Send

Srace here does mot permit am mde
guate description of this remarkable
Scribner Radio Mosic Library. We
will therelore be plad to send you
wwithout obligation, an interesting book-
let telling how you can own &lil this
music for @ small fraction af itr nor.
mal cost.

To obtaln this 40-page iMlustrated
free bouklet, simply paste coupon on
& paost card and mail tn
CHARLES SCRIBNER'S SONS,
Music Publishers, 597 Fifth Avenue,
New York 17, K. Y.

Cuantes Scerssen's Sons,

597 Fifth Ave, N. Y, 17, N. Yz
Flense send me, FREE, illus

trated #0-page brochuore giving

i complete details about famous

Pvolume Scribmer Radio Musbe
Library. This request places me
under no ehligation whatsever,
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j'y fAede new reteases

e i

your copies b

Y n'l..ll‘l'ler

order
®PIANO
GRADE 11,
T S A. Louis Scarmolin 110-40284 § .35

{Legato—Alternate hands—Introducing chromatic intervals)

FROGGIE AND THE FISHES A. Louis Scormolin 110-40266
{Words—Legato and staccato touch)
MY PICCOLD................. A+nne Robinson 110-40263

{Words—Very good study in phrasing—Clever approach)
PATSY...... civuiissainss. Beryl Joyner 110-80262
(Waltz study with melody in alternate hands—Recital)

PEASANT'S DANCE. . ..... ... Joseph Goodman |10-40280

(Excellent study in syncopation of rhythmic pulse—Good recital piece

for very early grades)

today!

@« CHORAL

SATE

33

ALL MEN LIVING ARE BUT MORTAL

Johann Rosenmuller
{a cappella—Medium—Early Choral Masters Series)

Ji2-40146 A5

FROM GOD SHALL NAUGHT DIVIDE ME

35

(a cappella

35 GLORY BE TO THE FATHER

(a cappella—Medium difhicult

=3 60D, BE IN MY HEAD

( Musical prayer—a eappella—Easy

Hoinrich Schutz

Heinrich Schulz

31240145 § 14

-Easy to medium—Early Choral Masters Series)

Jiz-a0147 18

-Early Choral Masters Series)

G. Alex Kevan

.35 HOW BEAUTIFUL THE QUEEN OF NIGHT

J12-401862 A5

Anthem for church use)

312-40161 18

WILD FLOWERS ... .......... Grace C. Koiser 110-40261
{Waltz—Study in legato phrasing)

GRADE 12

CAROUSEL...............Jeon Reynold Davis 110-40283 o L
(Legato phrasing—HRocking bass—Major and minor)

PRANCING PONY.... . .. . ....G. Alex Kevon 110-40268 .35
{Study in playing thirds and chords)

SONG FROM THE HILLS. ... ... Everett Stevens 130-81135 A5
{ Melodic, recital piece—Pastorale mood )

GRADE 215

aYPSY SERENADE. . ... ... .-.. Anne Robinson 110-40286 A5
{Melody in treble and bass clef—Recital )

PARADE OF THE COLOR GUARDS 130-41 131 35

Edno Boylor Shaw
{Valuable for staccato study—March tune—Good for boys)

“T0 A WILD ROSE........ MacDowell-Richter 110-40258 35
(Simplified for smaller hands—Melody and essential harmonies un-
changed—Efective )

WISHING WELL. ............. Richard Walker 110-80285 A5
(Excellent study for L.H. melody )

GRADE 3

CAMAL STREET BOOGIE... .. Marie Westervell 130-41144 a5

(Bazed on tune “Frankie and Johnny"—Popular boogie-woogie style)

JEALOUS EYES........ ........ Stanford King 110-40282 35
{Tange rhythm—Melodic—Recital )
LAZY LAGOON................. Hubart Tillery 130-41132 35

i Pedalling—Legato phrasing—Melodie piece by
difficult )

SHORE LEAVE. .. . Ralph Milligan
(Jaunty rhythm—Staccato touch)

sound but not really

110-40285 .35

SPINNING WHEEL........ . ... Richard Walker 110-40264 35
{Melody in L.H—Recital—Characteristic piece)

GRADE 314

DREAMS OF SPRING. . .... ..... Stonford King |10-40260 .35
(Salon music—Pleasing melodic ideas—Chromatic elements)

PUPPET MISCHIEF.. .. .. Margaret Wigham 130-41138 35
{ Excellent character piece—Fine recital material)

®VOCAL
TEACH ME, MY LORD..... ...... Noble Cain 121-40024 50

{."Il'll-.diun_1 voice—Religious non-denominational texi expressing humility
and penitence—Set to a simple but effective melody)

Joseph Goodman

{a cappella—Medium difficulty—Very effective setting of Wordswonth
poem—In Madrigal style)

IN PEACE AND JOY | NOW DEPART

Jacob Praetorius
(a cappella—Easy to medium—Early Chornl Masters Series)
IN PEACE AND JOY | NOW DEPART Ji2-40143 5
Michoel Proetorius
ia cappella—Easy to medium—Early Choral Masters Series)
JESUS CHRIST, MY SURE DEFENSE Jl2-40144 15
Johann Cruger
{a cappella—Easy—Early Choral Masters Series)
JESUS, MY UNDYING FRIEND. John Leo Lewis 332-80i10I A5
(a cappella—Easy to medium—Anthem for chureh nse)
LITTLE BLACK TRAIN IS A-COMIN' 312-40163 18

arr. br Georgq I_r-nn

{ a cappella—Medium difficulry
effective =piritual )

Ji2-40142 15

Unusual setting of lintle known bmt

NEW BROOMS . con .. loseph Goodman 312-40160 18
(a cappella—Secular—Easy to medium—Good for high schoal or
eollege )

TEACH ME, MY LORD. .+.. Noble
1Prav_.'crl—Dptinnnl acc—Easy—Religious
expressing humility and penitence set simp

WINTER CARDL . . . ss.. Sarah Brooks

(a cappella—Ensy—Suyitabl

Cain  322-40035 8
New denominational text
Iv but effectively for chorus)

322-40033 A5

€ 1o high school and church choir)

554

*MY HEART AND LUTE
{Piano acc.-
tradition )

“0 MAGIC POWER.,K

{l’iu_n_n ace.—Medium 4|il!'1ru]n--
tradition | )

ROMANGE. ... . .. .
{Piano ace.—Medium diffic
for female voices)

“WHEN THE LINDEN 15 IN FLOWER

| Kjerulf-Molzer
Easy 1o medium—Scandinavi

332-40102 .18

an art ong in the rnrn.'m!if

Kjerulf-Molzer 332-40103 18

—Scandinavian art song in the romantec

Show-Molzer 332-40105 8

”*—'“KhHIJ' song effectively }r{ﬁr.p'"

ulty

332-40108 .18
Grondahl-Molzer

(Piano sce.—Medi o . .
fedium difficulty—S, andinavian art song in the romantic

tradition )

* Sald emly in 084,

HAVE YOU RECEIVED DUR HOLIDAY OFFER

FOLDER YET? IF Nor, PLEASE WRITE FoR YOUR coPY

THEODORE PRESSER CO.

TODAY,

Bryn Mawr, Pennsylvania
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ETU DS

THE PROBLEM OF A GENUINE

MUSICAL CULTURE IN AMERICA

{Continued from Page 13)

o the Jowest intrlT:u:llua] level. The
seaglt is that by catering to the low-
ot fntellectual levels. mass enter-
ainment has become a@ fllrlljllilﬂhlﬂ
lqirier 10 any attempt to raise the
itelleciual and artistic level of the
Hgsses, ;
These prejudices are mainly re-
«ible for the fact that =0 many
people fail 1o take up musical in-
araction and even of those whao da,
ol & fraction go through with it
l‘b;- result i the lack of widespread
good amateurism which is wvitally
necessary for the formation of a
sound musical elimate.

The situation of the professionals
imit Jese discouraging. Olin Downes,
Music Critic of the New York Times,
pinted in @ recent article 1o the fact
that 3 young violinist who i= not top
grade and consequently not fit for a
aeeessiul =oloist career and cannot
hope, at least for many vears, for a
position im a frst rank orchestra.
ran make only a bare living., or if
b has a family, even less, The sitoa-
tion i similar in every branch of our
mu<ical life. Faced with the alterna-
tive of serious muosic and
darvation or commercials and an
easy life, & young person needs to
b o hero to dedicate his life to his
ideals. Yet even if 8 muosician or a
singer gets & good joh, he has not
the feeling of security that is needed
for the dedication to music as an
. becanse his contract can be ter-
mingted practically at the end of
inlﬁ EEE=ON

To create a culiural climate in
which amateurism and professional-
i flourich must be, therefore, the
frst task of those who work for a
gensine masical culture in America,

Yet it would be erronecus to ask
for & change in ingrained prejudices
_""r lur a greater cocial security enly
8 order to ensure the presentation
--_! Eoropesn music of past genera-
tioas, Such purely esthetic aims are
Al strong enough to move the masses,
The people will believe in its own
cultare onlv. Tt i= onlv by awakening
the interest for the local and con-
lemparary composers that we can
kel widespread coiperation by peo-
e and institutions.,

do not want 1o preach musical

I which 1 sbhor. Tt would be
E_r:i::r"; "‘:"" lo "'if_'tt our cultural
denig] I:' 'I" maore fateful llmln 1he
"‘r'“'“il;i the past and 'I}u.:u is the
on of modern music simply

[ [ P
eragse it s not vel ffl!‘l‘l111FTt‘|1_.'
Hime-peeged,

near-

We cannot produce great com-
Pocers ot will, But we can create a
:F!:F_"i”r' {ih'l"!'ﬂldlif to the art= and in
Which the musjral talent will strive.
The materiglistic idea that the fittest

ETUDE— NOVEMBER 1953

will survive anyhow is probably true
in the field of baseball, Yer people
whose entire sensibility is bent to-
ward the attainment of new yet un-
heard beauty are generally not very
well fitted for life in & competitive
society. Instead of exposing them 1o
the vicissitudes of the struggle for
existence, we rather should try 1o
shield them =za that they could devote
all their energy to what they can
do best.

In this respect no single person
can do more good or harm than the
professional eritic. It is much re-
membered—and rightlv—how greatly
Robert Schumann’s dithvrambic crit-
ici=mn of the voung Brahms helped
this composer in his most crucial
vearg. At which the enemies of mod-
ern music are quick to point out
that Schumann was just lucky to
have found Brahms but that there is

no Brahms todavy whom the eritics |

could support with equal enthuziasm.
Yet if these enemies of modern music
would read through the reviews of
Schumann they would be astonished
to find how enthusiastically he wrote
about many young composers whose
names were long age forgotten,
Schumann was certainly not one of
those uncritical hotheads who ern-
sade for evervthing new just because
it i= new. He simply held that one
of the main rales of criticism i= tal-
ent hunting. The fact is that many

more people are gified than it is |
usnally realized. Yet only a very few |
possess the right combination of tal- |

ent. character, stamina, perseverance,
luck and whatever else i= needed for
the achievement of greatness,
Before ending this discuesion 1
must point ount again that [ don’
have a blueprint for the production
of an American musical culture.

What | wanted to sav i= really so |

simple that I am a lintle bit ashamed
for saving it: | believe that culture
is the result of cultivation. 1 want
to insist consequently upon the neces-
sity of weeding out the underbrush
of ingrained prejudices and hamper-
ing special interests. [ find it vitally
important that a precious |r|.'1.n_t b
put in a hothouse during the winter
months, or in other words it 15 my
opinion that we should affer greater
material security to those who want
to dedicate their lives to making ours
more enjovable. T think that we can-
Aol serve our couniry and humanity
hetter than by spreading the love of
the arts because without them life
would hardly be worth living.

Yet even if we do all this we can-
not be sure that our efforte will rr'_-uil
in the advent of a genuine musical
eulture in America. We can but plow
ihe land and sow the seeds. To make
the harvest rich and good is t!w
chore of the gods. THE END

TWO-PURPOSE PIECES
FOR PIANO SOLO OR TWO-PIANO ENSEMBLE

WITCHES IN THE WIND, E. H. Adams .50
JAPAMNESE DANCING GIRL, E. H. Adams J5
REVEL OF THE WOOD NYMPHS, F. M. Barbour J5
CHASE OF THE BUTTERFLIES, Charles Dennée 50
TARANTELLE, Charles Dennée J5
VIENMESE WALTZ, C. Gurlitt .50
TO A WILD ROSE, Edward MacDowell .60
GLIDING TO GUITARS, J. Lilion Vandevere .50

Additional lists of TWO-FURPOSE FIECES
and other TWO.FIAND MUSIC on reguest

THE ARTHUR P. SCHMIDT CO., Inc.

120 BOYLSTON 5T. BOSTOMN 16, MASS.

.’mnn fw the mu.u'c
Cnmpcfr'ﬁmu al the
Canadian ??ﬂﬁnﬂﬂf C‘?x‘i‘;iﬁm
Tovonto 1953

JUMPING JACK

ALEC ROWLEY
Price .35

5THIHIHT OF OWHNERSHIP, MANAGEMENT, CIRCULATION, ETC.
Required by the Acts of Congress of August 24, 1912, and March 3, 1913

Of Emvoe, the music magazine pub-
lished Monthly at Philadelphia,
Pennsyivania, for October 1, 1933
State of Pennsylvania |
County of Montgomery |
Before me, a Notary Public in and
for the State and county afore=sid,
personally, appeared Guy McCoy,
who, having been duly sworn accord-
ing to law, deposes and says that he
is the Managing Editor of ETvoE the
music magazine and that the follow.
ing is, to the best of his knowledge
and belief, a true statement of the
ownership, management, ete., of the
aforesaid publication for the date
shown in the above caption, h-'|:|||in--dI
by the Act of Angust 24, 1911 s
amended by the Act of March 3, 1933,
embodied in section 537, Postal Laws
and Regulations, printed on the re-
verse of this form to wit:

1. That the names and addresses
of the publisher, editor, managing
editor, and business manager are:
Publisher Theodore Presser Com-
pany, Bryn Mawr, Pennsvlvania.
Editar None
Managing Editer Guy MeCoy, 111
Surton Road, Ardmore, Pennsyvlvania,
Business Manager Marjorie E. Mosh-
er, Apt. 214, Fynnewood Park Apts.,
Fynnewood, Pennsyloani,

2. That the owners are:

Theodore Presser Company, Bryn
Mawr, Peansvlvania,
The Presser Foundation, Philadel-

phia, Pennsylvania.

Estate of Theodore Presser, Philadel.
phia, Pennsylvania.

-

James Francis Cooke, Lianberris Rd.,

Bala-Cynwyd, Fennsylvania,

3 That the known bondholders,
mortgagees and other security hold-
ers owning or holding 1 per cent or
mare of total amount of bonds, mort-
gages, or other securities are: None.

4. That the two paragraphs next
above, giving the names of the own-
ers, stockholders, and security hold-
ers, if any, contain not only the list
of stockholders and security holders
as they appear upon the books of the
company but also in eases where the
H&tkhl:j“d!'r or security holder ap-
pears upon the books of the company
as trustee or in any other fidociary
relation the name of the persom or
corporation for whom such trustee is
acting, is given: also that the =said
two  paragraphs contain  statements
embracing affant’s full knowledge
and beliel as o the circumstances
and conditions onder which =tock-
holders and security holders who do
not appear opon the books of the
company 8= trustees, hold stock and
securitics in a capacity other than
that of a bona fide owner: and this
affiant has no resson 1o believe that
any other person, asseciation, or cor-
poration has any interest direct or
mdirect in the said stocks, bonds, or
other securities than sz so stated by
him.

(Signed) Guy McCoy, Managing Edi.
tar

Sworn to and subscribed belore me
this 9th day of September, 1953,
SEAL Eowin J. Knang

Notary Public
(My commission expires April 4,
1957.
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CHILD CHRIST (Suite] ... ................ Robyn E
430.40036 $1.00 &
CHRISTMAS CAROLS IN VERY EASY ARRANGE- E
MENTS FOR PIANO DUET [Words) Richter R
410-4013 1 75 &
CHRISTMAS CAROLS MADE EASY (Words) Mason E
430-40038 $.75 E
CHRISTMAS IN MEXICO .. Westervelt #
430-41012 $e5
(Traditional music and stery of our Southern neighbor) o
CHRISTMAS MELODIES (Easy—Words) Richter E
410-40132 $.75 %
4  FIRST CHRISTMAS Richter  ®
W 410.40255 $75 &
o (The Christmas Story woven around familier carols simply A
ﬁ arranged) ﬁ
{ FORTY CHRISTMAS CAROLS [Approx. grade 3| -
* Hinkle ]
% 43040047 $50 2
¥
:: NUTCRACKER SUITE Tschaikowsky-Richter
W 41040178 $.75
E [Story with music)
b1
E NUTCRACKER SUITE Tschaikowsky
§  410-00299 $1.25
]
¥ NUTCRACKER SUITE [Duet) . . Ischaikowsky-Felton
¥ 4100034
' 00349 $2.00
i OPERETTA
-a
i MERRY CHRISTMAS, MR. SNOWMAN Richter
412-41003 $.75

[Delightful juvenile operetta in one act)
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MUSICAL CRITICAL ASSAULT AND BATTERY

{Continued from Page 15)

“Lady MacBeth of Mszensk™ with
its pig sty plot, in which the Soviet
composer has used music to em-
phasize its obscenity. But, music in
itself iz neither moral nor immoral.
If the music of Shostakovitch’s
“Lady Macheth” were to be heard
without its stage setting it would be
impossible to imagine any lewd allu-
sions. Like the classical drama, many

of the grand opera plots  from
“Orpheus” to “Der Hosenkavalier
contain very lintle Sunday School

material. It is never the music that
make= it vulgar or ohscene or sug-
gestive, but rather the plot.

Now, let us look at the eritic him-
self in the “Lexicon of Musical In-
vective.” We scanned the first
huind red jra of Mr. Slonimsky's
book and found that of various as-
sanlts, ecighteen came from
composers of widely acknowledged
pecomplishments, The remainder,
one hundred and thirty-one, are the

Ereat

| impressions of professional critics,

The opiniong of these critics range
from pure witriol to attempts at
humorous ridicule, Many eritics, par-
ticularly those in Europe, seem to
take a sadistic delight in flaving their
Mozt of these ecriticisms
seem  ridiculously absurd in 1953,
Oh, if they only had the wisdom of
Mark Twain 1870 wrote:
“The public is the only critic whose

victims,

who in

opinion is worth anything at all.”
The opinionz of most critics as re-
printed in this provecative book are
largely transitory, the reflections of
the moment. Let the
judgment of a few great minds upon
eritics in general. The Roman rhe.
“Critics

=4

ug consider

torician Quintilian wrote
damn what they do not understand
The wise Disraeli said: “It is much
easier to criticize than correct.” The
amiable Amiel, with his gentle in-
sight wrote: “Criticism iz above all
a gift. an intuition, a matter of tact,
a flair; it is not to he taught or
demonstrated, it is an art.” Some
critics seem to have an affinity for
ruthless abuse.

Farly this year, the doughty. caus
tic and gifted English condus tor, Sir
Tlllrl|.|.'|- Beecham, irat because the
English eritics did not enthuse aver
the performances of the works of his
Ful.lrritr- English composer, Frederick
Delius, had his fling at the critics
Hl -In‘»_idr--l them into three classes
“The first consists of three nr -
|-'-1r=|rllr luhu write about muysic
scholarly., knowledgeahle
After them '.”::Il‘.:rk.‘l-i["f i

; a handful
write brightly and amuys
musiec,

four
in a

ln|;|-
i) ingly about
Thev know little about it
are clever in avoiding the yse of
Erc-hnurni terms, and might as well
' reporting caltle shows. The third
Eroip 12 much IHE.EE'T

Iis members
are quite hop

.In-.-._ 1|I’l|.|:||i]|g_ '1“‘-"

ing. depressing, dropsical drips. All
English erities without exception T
timid and conventional,™ | ident]

i ¥ } 1%

Sir Thomas does not consider hip
sell a critic of the second or thing

class!

Why all these comments ypeg
critics? Largely because Mr, Slonim.
sky's stimulating Lexicon has [3r

more o do with them than with the
-rpirlilll'l- of master musicians. Shades
of Dwight. Finck. Henderson, Els .
Gilman, Krehbiel, Huneker, g4
Hale., Heaven knows they did thei
ezt !
excellent

Verv lew ol the master

Moreover, they were wsyglls

DT ETS
have escaped the prods of the .I”',. i
pens, Here 15 a list of some of the
L. |I:I!Ir'l- _,p|-|11-|| 1o their musi whis

Mr. Slonimsky has prepared at the

Al these

wriler s requoest EXpres
sion= appear ina special index
the Lexicon called “lnvection™

H.:I tonk

“1 nmeaning |II!.-- hes ¢

apparently representing the
composer promenading the kevhoar

1 nicos.

|-li||.- n=ihle wildness fed upon the

in hizs boots.” Beethoven

riins of his sensitive organs.’
Berlioe
ol a big bahoon.™
Brahms

“LCaperings and gibbering

“Apotheosis of arrogance.”
{ :.“"l"iﬂ + “Excrucialing cac ophony,”
Debussy: “Barnvard cackle.
Liszt : “Graphic instrumentation of 3
fortissimo sneege.”™

Moussorgsks
Prokohey
cano hell.”

“An orgy of uglines"
‘Crashing Siberias, vl
Puccini: “Ear-flaving succession of
chords."

Hachmaninoff "{_:.|=!|||'.;||.n---' LICES

ol a bundred instrumenis.”

Ravel : “Insolent monstrosity.”
]’:.'llinkt-l\q.“..k....; “A Muosical Ee-
igma.”™

“The worsl, most b
bishv kind of rubhish.”

Schoenberg

Saint-=arns

“Feeding-time at the
B,
Schumann “The charlatan’s fam-
iliar tricks.”™
shostakoviteh
ial musie.™

=ibelins

“Brainless and tr

“Vulgar. self-indulgent and
provincial be 3

Slrds=

vord all deseript
Blood-curdling night-
mare,”

Mravinsky

“Palecroic Crawl farmes
tone."”
I ch tikovsky “Pandemonium
lerinm tre mens,”

Verdi: “In apable of real melod
Wagner
bish.™

1rrri|..}.‘ the reader, by this time

“Incoherent mass of i

inters that if A Composer I8
attacked by eritics, he stands a goe
chance of becoming immort |

i* by no means the case. Some of 1

notoriety seeking musical extrovers

of the past century, who could #

nothing but confusions and discans

in life and tried to translate 1@

(] T p—
inlo music, are no longer lavored §

public inte reng .

Musical witks sans melod

ETUDE—NOVEMBER 1%

1, =ans sanily,

parmony, sans rhythm g
s everything. are losing gr:lnund.
Afer all, the greatest of eritics is l|1]c
oM ij_lrmn.u with the long whis-

kers, the hour glass and the seythe,
Father Time. The artificial and un-
shilesome vogue for p-‘v_-':'.hugv-mr
painting, sculpture,  architecture,
[fierzture and music will go the way
o the Baroque, the Zopf, the An

Nouveau, the Kensington School and
other fads of other days,

Mr. Slonimsky's “Lexicon of |
Musical Invective” is an important |
record of negative eritical activity
in the past century and a half. Ti
should be in all musical libraries.
It is published by Coleman-Ross
Company. Inc.

THE END

PADEREWSKI AS | KNEW HIM

(Continued from Page 50)

in F minor and the Rondo in A
minor of Mozart. The refinement
and finish of Paderewski's perform-
ance #till live in the memory and
bave remained with me as models
for my own stady.

Shorily  afterwards, our litile
party left to get the evening steamer
back to Geneva, and again, in
leaving, Paderewski had a special
farewell greeting for each of us; to
gne. “An revoir & bientot,” o
anather, “Au revoir & Geneve™ and 10
me, “Au revoire en Ecosse.” As
we departed down the avenue, the
great artist waved his last greeting
o us from the balecony of Hiond
Boson. It is & happy memory.

The lagt ten years of Paderew-

ski's life were mainly devoted to
the serviee of others. Even when
well over seventy, he would mnot |

hesitate to make a long and tire-

some journey in order 1o give a
recital for =ome charity. His last
recital of this kind in the Albert

Hall. London, brought oat a ca-

puril\' house of 10,000 [H‘ll[rl!‘: while
the most amazing record of all, a

recital in Madison Square Garden, |

New York, brought out an audience
of 16,000, the largest audience ever
recorded to hear a performance by
one man. It is not to be wondered
at that when Paderewski died in
June, 1941, many exclaimed, “he
was the greatest artistic personality

of our time,” THE END

NEW RECORDS

(Continned from Page 52)

has seleeted simple appealing selec-
tons from Bach to Toch and has
had them recorded by Sondra
Hianea, pianist, and by the Philhar-
mania Orehestra of Hamburg, Silver
Burdett Company supplies the three
wecompanying  explanatory hooks,
A-V tapes and Musical Sound Books
dises, reproduce the music with
splendid fidelity,

Baeh: Piano Transcriptions by Lisst,
Busoni and Sandor

Lyorgy Sandor’s brilliant  key.
board technique is not an acceptable
substitute for the feeling and under-
#anding demanded by the Bach
transcriptions he chooses for his lat-
®4 recording. Five famous organ
works transcribed for piano by Lisa,
i'lénni. and Sandor raise the old
tispute between organists and pian-
s a5 to style and propriety. Since
Ihl-s.rn'tt"h-'r is all on the side of
leaving Baely's Toccata and Fugue
Iy D minor and the Fantasia and
Ugue in G minor to the organists,
he js pot exactly impartial. The
‘ound of Sandor’s piano is marvel-

ETUDE- NOVEMBER 1953

ously recorded. but his approach to

Bach on this recording is super-
ficial. (Columbia, one 12-inch LP
dise. )

Handel: I Pastor Fide (“The Faith-
ful Shepherd™)

This typical Handelian opera in
Italian stvle containe much lovely
music. Excerpis have been well per-
formed for records by a young cast
led by Lehman Engel, who conducts
the Columhia Chamber Orchestra.
Genevieve Warner easily deserves
top vocal honors, her agile voice re-
vealing an even scale and warm
quality. Lois Hunt and Genevieve
Rowe provide good contrast in the
soprano section. Elizabeth Brown and
Virginia Paris have the contralto
riles. the former displaying a free
and eflective voice, the latter a voice
that now and then sounds breathy
and is continuously covered. Bari-
tone Frank Rogier has little to do,
but that little is not distinguished.
Piano is used for the continuo. Sound
ellent. (Columbia.

THE END

reproduction is eXe
one 12-inch LP disc.)

. FLETCHER |
~ PIANO COURSE

lelol QRO MR 11 EASIEST BEGINNER'S BOOK written, Graded

to the last degree so that progress is almost automatic. This book
will fascinate your pupils. Unique Keyboard Chart. Duet parts for
19 pieces included, for Ensemble ploying and Early Recital use.

leleLORALLIA GRADE 1. Contains an abundance of delightful
first grade pieces in “five-finger position.” Duets and parts for
Ensemble playing included. Keyboard Tronspasition Studies
begin with Book TWO; these easy, proctical, and most beneficial
studies are immensely enjoyed by the young pupils.

BOOK THREE

This third book of the Piano Course is GRADE 1 h:rdl‘.r'n. A‘TRE-
MENDOUSLY POPULAR book. Contains a wealth of |ncreu51rl19|y
atiractive musical examples. Perfect grading. Complete technical

requirements,

BOOK FOUR
Leads smoothly into GRADE 2. No gops to bridge. Progress is
UNIFORM, and GRADUAL! Price 1.00 each

More books of the LEILAFLETCHERPIANO COURSEin preparat’on.

WAL 2 (%40t

IN EASY ARRANGEMENTS

R PIANO LEILA
FO 5 FLETCHER
21 best loved Carals te ploy ond sing
Delightful new arrangements. Easy,
eflective, ployoble. Grode one Pr.53
At your favorite music dealer

G
 ssfmat Lavaf

7hy

d) COURT STREET, BUFFALD 31, MY

Wnner ﬂf
5500 PRIZE

David Bar-lllan is o pupil of Resina Lhe-
vinne, Mew York and California, won
$500 in 1953 International Piano Record-
ing Festival sponsored by

Darvid Bar-Ilan

NATIONAL GUILD OF PIANO TEACHERS

(Founded 1329 by Irl Allison, M.A., Mus. D)

Bex 1113 Austin, Texas

! youw order mesic by mail . . . orded from

SHATTINGER MUSIC CO.
812 Olive St. MUSIC SELLERS SINCE 1874

Wa are retall mall order muic distributors for the muaic of oll publithers.

5¢. Lowis 1, Me.

Always 200 feet of counter display of music

6l




CLASSIFIED ADS

HARMONY, Composition, Orchestra-
tion, Musieal Theory., Private or
Correspondence Instruction. Manu-

#soripts revised and corrected. Mus

arranged. Frank 8, Butler, 3344 10
t., Corona, N. Y.

LEARN PIANO TUNING—Simplifisd,
aunthentic instruction $4.00—Liter-
ature free. Prof. Ross, 466 Beecher
St., Elmira, N. Y

WRITE SONGS: Read “Songwriter's
Heview” Mogazine, lliI—E.'E Broad-
way, New York 19, 25¢ capy; $2.00
FOAT.

BACK POPULAR SHEET MUSIC TO
I8G0. Hallads, ragtime, everything.
Catnlogue 154, Classics exchanged
for E"E"I‘"' Fora's, E2151 High, Den-
var §, Colorado.,

VIDLINMAKERS, AMATEURS,
PROFESSIONALS, Fine tone Euro-
pean wood, Materials, suppllies, t-
terns, tools and instroctionz 1lluos-
trated catalogue 10¢ refundable.
Promier Vialln Supplies, 438 South
Broadway, Divislon VE, Los Ange-
les 13, Californla,

VIOLINS, VIOLAS, BOWS, rare and
fine, Bargains. Send for “The Stor
Behlnd the World's Flnest Bows”,
No charge. Box 342, Potsdam, N. Y.

MUSICAL PERSONALIZEDD STA-
TIONERY. Unique, modern, amaz-
ingly different. Unobtalnable any-
where, Bamplea free. TERMINAL,
1818% Kimball, Chicago 25, 1IL

HARMONY, COMPOSING, ARRANG=
ING from a 12-tone basis. Inciudes
Polytonal and Horlzontal Methods,
Applicable Lo riuma. Private or cor=-
ruosponilence ‘ree samples. MUR-
PHY, Box 3031, Hollywood 28, Calj-
fornia.,

FILAND SOLOS—<SACRED CLAS=
RICS™. Hook Two. 18 beautifol fa-
vorile hymn arrangeéments, (nolud-
ing 31 descriptive solvsa ond 3
muslcal poems, $1.25—postage &
Hiola Book Hoom, 540 85, Hope st
Los Angeles, California,

A NH'!'I' HYMX; “When T Walk With
Jesus”, written especlally for organ,
g, Moovrman Musie Co., 511-b6th
Avo, Merldinn, Miss,

MUSIC FOR YDUNG STUDENTS,
"Pamela’s Dream”, study in chords,
grade I, for girls, “Jimmy's Traln",
descriptive plece, grade 2is. Price,
40¢ ench. Moorman Music Co., 511-
Ehth Ave, Meridian, Miss.

EWING PIANO—BY MAIL. 30 zelf-
teaching lessons §£3. Enchanted For-
el §20 (clamaleal). Over 0 publica-
tione. Ordeér the £258 page book—
"My Autoblography”, or *“I com-
prosed, engraved, edlited, published
my music on o handpress in askid
raw”™, §10. The fabulous true story
of a scientific mueleal experiment
under the word “Manuscripiotechni-
compoemusicology™. Phil Breton Poh-
lications, P, 0. Box 1462, Omaha 5,
Nebraska

REEDl ORGAN O0OWNERS—ELEC-
TRIFY your organ with my installa-
tion and construction plans and
patterns for Internal blowers. Also
electric tremulant plans, Finch, 166
Sweeney, North Tonawanda, N.Y.

ORDER NOW — new praver hymn,
“A Morning Prayer”, Gig copy, Write
ETUDE, Box 5%, Bryn Mawr, Pa.

SINGERS — YOIOE TEACHERS:

.'\iu'\.q-'l_ r rdings help practice with-
out pi . impart basic instructions.

luable Christmas gift. For full
Information. write LIBTEN AND
LEARN TO SING, 148-B 8 La
Clenega, Los Angeles 36, California,

]-".\III.'I“I TONED VIOLINS given a
thrilllng new volce by an acoustical
! Veep no more. Hajolee! Chel-
Ber Fraser, MVM, 2025 Stark, Sagl-
naw, Michigan.

VIOLINISTS! Loarn abaout the Fraser
hand-made violin, Tt has everything
—P_-rlllll_:. power, melody, o soul, low
price. Chelsea Fraser, MVM, NI5
Hinrk, Saginaw, Michigan,

62

EXPERIENCED PIANG TEACHER,
living in Californin, would conmider
re-locating. Hox 3§, ETUDE, Bryn
Mawr, Pa,

THE SCIENTIFIO MUSIC TEACHER
—Monthly—§Z2.00 year, Hoyuest sam-
E:_]t. Morong, Bex 21, Brooklyn 25,
New

r York.
OLI} AND NEW VIDLINS, Cellos,
Bowsa, Bupplies. Repairin Eaken,
3l E. Washington 3t i mbers-
burg, Pa.

ORUHESTHAL INSTHUMENTS. Bup-
plier to Il-u-1|nrd performers through-
out the world Inquiries Invited.
Personal quetations to any address

in U.8A Leslie Sheppard, Musical
Instruments, Burgess I-Illf. Hussex,
England,

FLAY MODERN PIANO IY YAIL
30 lessons — $2.  Sensational, new
chord detector indicates over 150
chords al a glance . - Included
ahsolutely free! Karl Herry, P.O.
Box 2303, Salt Lake City, Utah.

WHAT DO YOU SAY when pupil tells
you that he is stopping his lessons?
Compilation of replies will be sent Lo

all interested persons by Carleton
ﬁ:‘itki P.O. Box 113, anticello,
inols.

LEARN FIAND TUNING A'T HOME.
Course by Dr, Wm., Braid White,
world's leading planc techinician and
teacher. Write Karl Bartenbach,
1001A Wells St., lafayette. Ind.

VIOLINS for sale: Stradivarios,
Guarnerius del Gesu, Amatl, Guada-

ninls, and_ others. HIill, Hamma,
errmann, Wurllitzer certificntos.
Fine Arts, 402 East Third, Flint
Miehlgan.

HARMONIEING WMELODIES AT
SIGHT—24 pages of solid instruction
wnid easy-to-lfollow charts on Impro-
'I-'inil:ui. transposition and harmon!za-
thom. $1.00 postpaid. Free list of thou-
sands of popular songs, books and
follos sent on request, Lewls Arfine
Musio, 117 W. 48th Street. New York
in, New Tork.

FOPULAR PIANO TEACHERS —
for ldeas® Write, HKarl
. 1247 Main Biréet, Bpringficld,

MUSIC PRINTED st moderate cost
Estimates free. Albert Raltanen.
i Riverbank Road, Maynard. Mass

FOonl FIAND TEACHERS ONLY —Wa
have n speclal moneyv-saving deal
warked out for vou. ‘rlite for full
information about our new “FTO
Flan.” Use your letterhoad or encloss
& business card if possible, Lewis
Arfine Musle, 117 W, 45th Street, New
York 36, New York,

WANTED TO BUY. Harp. Write Nelg
Remlin, Red Wing, Minnesotn.

BOOKSE OX THE VIOLIN for the col-
lector, maker and plaver, Lists [res,
Houghton Music Co., 18 Carsiuith
Avenue, Blackpool, England.

FOR SALE. Organo ( Lowery): Viegill
Practice Keéy Board; Hammand Nova-
chord; New Accordions, Claviolines.

Free catslog, Btemmerman, 5 .5
Straet, Woodhaven, New Tork. Vi 7-
D546,

FAMOUS POPULAR SONGE AND

CLASSICS ON Sas SOXGDE
1 eents each (your c cel. Shows
melody, chords and words, Free llst
Walter Stuart Musie Studio, 1227-H

Morris Avenué, Union, New Jersey,

MEMORY-FPLAYING AND SIGHT-
READING ¥ proved methods over
A0 years. Freée syllabus with Ameri-
can fand Canndian appreciation State
instrument and degree of eMciency
"Master-Method” Courses (Studio
16) North Btreet, Bt LaonAards-omn-
e ngland

INSPIRED COMPOSER WANTED (o
collaBorale writlng soniga
writer whose lyrics have been set by
many noted composers. Purpose: en-
jorment—poksible proft. Box No. 40
ETUDE, Bryn Mawr, Penna. !
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THE CHALLENGE OF OFPERATIC
PERFORMANCES ON TELEVISION

(Continued from Page 14)

characterization can scarcely be
imagined, but they are unified by the
fact that being presented on TV,
they justifed a minute approach.
The widening operatic audience
which TV (and the wse of English
librettos ) furnishes the artist is one
of the important plus values in such
appearances. But the mediom pre-
senls problems as well as premiums
for the performer. Make-up for in-
stance may be merely “indicative”
on a stage from which the audience
is kept at a distance by the orchestra
pit. Before a camera which all but
places you in vour audience’s lap, it
must be literal, if illusion is to be
created and preserved. Characteriza-
tion in a theatre may be accom-
P].E-‘-!I(‘Ei through a broad, general
concepl  and sweeping gestures, On
television it repavs (and requires)
a loving attention to small details. [t
demands the dramatic approach of
the stage, plus the more minuscule
motion picture technique, Develop-
ing a character is a process that dif-
fers with each role, But the varia-
tion of techniques, almost instinctive
or subconscious in many cases, be-
comes sharply evident analytically
to the television performer.

To resurrect the Countess for a
moment, as a case in point; as |
say, I “sensed™ her from her appear-
ance. It gave me the feeling of age
and infirmity to look on myseli and
to note the reactions to her that
the other characters projected. The
almost gruesomely realistic facial
make-up was achieved by a rubber
mask [or which a cast of my face
was made. It completely covered me
from the hair-line to below the ghoul-
ders except for the eves and the
mouth, It had great mobility, and as
my own face moved beneath it the
expression | was s riving for became
transmuted into the expression as it
would have looked on the Countess’
face. An expression of doubt became
with the Countess one of suspicion,
one of pleasure emerged on that
raddled countenance as sardonic
amusement. When 1 first saw mvself
in the full make-up 1 felt as though
| were looking at a stranger,

This fecling grew as | became
physically accustomed 1o the mask.
The essential quality of the rile was
that the character was sensed through
its effect on others. The walcher saw
only the sense of fear, of hopeless.
ness or rebellion which she engen-
dered. What made her tick, how life
had made her this sort of person, did
not need to be explored. For my se]{
when | looked at her reflection, | i
both the Countess and one of those
the affected. 1 found mvssl| fearing
"‘i'l'l‘ would do this, hating hes for
doing I.]1<11. and plotting revenge for
something else. The makeap  had

created for me such a sense of char
acter and such an insight into the
discomforts of her old age tha i
was inevitable one should move ap
behave as a woman of her age ani
nature would de,

I had sung the Countess long |
fore the “Queen of Spades’™ Ty
presentation when the New Opera
Company presented it, Because the.
atre make-up need not be so liter|
as television makeup | must cop.
fess that the character never had the
same impact on me in those por
formances as it did later on televi.
sion. By not secing her as detailedly
I did not “realize™ the Countess s
acutely. And in the theatre per
formance where one has to play 1o
the back of the house as well as the
front, the acting called for broad,
Bgestures easily seen and compre
bended, power in the voice, ete. (g
television, keeping in mind that the
watcher at home would be as close
to me as the camera man, [ felt jus
tified in devising manv little details
—tiny little gestures, a quavering
aged speaking voice, glances with
the eye, drawing down of the ques-
ulous mouth, ete, All were faithiully
recorded by the camera; they would
not have been seen from the stage
And the insight into the character
that suggested these details
largely derived from snd suggested
by the make-up,

was

Fyokla in Martinu's opera posed
quite other problems. and they were
solved in quite other wavs. She was
a lone woman past middle age, earn-
ing a precarious living by arranging
marriages in her village. She was
thwarted by the same things that
have plagued matchmakers through
the ages: a paucity of
-"-inljili' enough 1o require her serv
ices and at the same time present-
able enough to find favor in the eves
of the blushing maiden. The opeTa
is concerned with Fyakla's effort to
“marrv off”
Fl'ilt'hfr"- he -]i.nl-_hf |u-- 1||:||h|::||: abwout
Betting married but who suffers what
Psychiatrists today call a “block’
when it

VOung met

a |:-~—|r.u;| sLtor 'I-!.':l'

comes (o doing anvthing
about it. Fyokla hopes to bring him
together with a girl of voung and
lender years, but is frustrated by s
busv-baody friend of the vouns
11-'h-rr1|||:|r-|i to effect the engager
himself, merely for the fun of =
complihing the feat. Amateurs have
always been a threat 1o professional
and Fyokla suffers much frustration
on this

mEh
m

/ Account

This then was the character to b
projected, Her prasant backgre ined
her increasing age, the sense of e
Nomic pressure that drove her
anxiety
their beg
ikia

nog

pull off the deal. and the

ETU DF

to have her candidates put
foot forward, her fear led

NOVEMBER 193

poed for fighting a rear [:u.'rrdlm:-
tion agains! her amateur com petitor,
ol had 1o be conveved to the
“E’E::. were the distinguishing

phsical characteristics that would

m' her pevchological character

seross? First, being a peasant, an!i

oo whe was hard-pressed and ambi-

{hous, she moved with purpose, k_}ut

o epecial grace. Quick, incisive

moements conveved the purpose; a

special planting of the feet in forth-

right, fatfooted stance conveyed the

lack of elegance,

A4 oue grows to the age Fyokla
had achieved, the way one moves
chnges. The quickness of her
movements to convey purpose would
hase to lack the fuidity of youth.
fer gestures were abrupt. They
conveved her pevchic energy and
drive, and also the sense that she
had constantly to prod herself into
this vitality. Physically one felt that
as soon as she got off by hersell
where she no Jonger had 1o keep up
a pretense of tireless energy and
enthusigsm.  she would sit  down
beasily and heave a sigh of relief.
| began to understand Fyolla from
2 kind of [ellow-feeling. to realize
that | must walk flat-footedly, toe-
ia perhaps, swing my arms from the
shoulder instead of the elbow, carry
my head like one who expects
treachery out of the corner of her
eve, tum by moving the feet, not
pivoting on them, regard my adver-
sries apprehensively and my allies
anxinusly,

Though like most “little people”
Frobla was at the mercy of others
mere fortumately situated, and she
sever descended to the level of ask-
ing concessions. Perhaps the simple

society in which she lived did not
make them. She fought like a han-
tam rooster, I was sure. Nothing in
the libretto indicated this, and the
only way to convey the idea was by
her bearing. Aeccordingly she car-
ried herself like someone bracing
against an ever-expected onslaught.
She had an attitude compounded
somewhat equally of “The back o'me
hand 1o you," and “Hit me again, I
can take it!™

It is strange, I think, that the in-
troverted,  in-going.  self-centered
Countess took shape and developed
largely as the resalt of what her
physical appearance suggested to
the zinger who was to impersonate
her. The exstroverted, out-going
Fyokia, on the other hand was ar-
rived at by an inward contempla-
tive process that considered the pre-
dicament she found hersell in, and
the wav her needs would force her
to react to it

As this is being written, 1T am
preparing another TV opera rile,
the aristocratic Principessa in Puc-
cini’s rarely heard one-act opera
“Sour Angelica.” Just what chal-

Samef/:.:'ng new ﬁ:r ﬂfmnry _S)fu({eﬂfd
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BOOK 11—$2.50

45 Exercises for Advanced Students
45 Sketches for Compositions
45 Problems in Musical Structure
45 Studies in Instrumentation
45 Untraditional paths to a creafive
understanding of
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ASSOCIATED MUSIC

publithars & importer
25 'W. 45th S4., Mew York 36—4331

s of fina music

PUBLISHERS, INC.

Holywood Blvd., Hollywd. 28

lenges and problems she will con- |
front me with 1 ecan't say at the
moment, First one must project the
part on a musical and intellectual
level. All 1 know now is that she is
eruel, ruthless and an aristocrat.
But when we get together, she and
I. for the first stage rehearsal, I
know that many more details of her
character will be apparent. And it
will not matter much whether they
areé born in on me from the oulside
in. or whether I realize and under-
stand them from the inside out.

THE END

THE PRACTICE PROBLEM
(Continued from Page 24)

armve gt some arrangement for
tesching and practice which is felt
1o be equitable to all. Some churches
dipulate a nominal fee for the use
of the church instrument. Any
reasonable plan can be worked out
with & vestry or music commiltee,
If an organist proves to the com-
mittee his sincerity and genuine
desire to train organists for the fu-
lure, the path to an agreement will

be smoothed.
[ shall never cease to be grateful

T¥Hm. &. Darnes Co.
L 1-141-) LU =
Alsnachusecrs Abd=ur

The courte consishs of: How to q:aqniudu clags. How :n:l u:lm'l to teach 'n-rn;
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o $his mimeographed course thot is o MUST FOR EVERY PIANO TEACHER
whether the teoches privately or the group method. Price $20.00

MRS. BERTHA M. DAARUD

Order from:
= 2421 SULLIVANT AVE.,
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WHERE SHALL | GO TO STUDY?

PRrivaTE T1EACHERS (New York Cify)

to the Preshvterian Church in
Eureka, California for allowing me,
from the time I was eight years old
antil I was fourteen, 1o practice on

the church organ. 1 only hope that

I never abused the privilege, because
that is exactly what it was.

THE END

THE TEACHER'S ROUNDTABLE
(Continued from Page 23)

Then do the same sideways—right
and left—taking care that hand and
fngers are flat and level with the
fore-arm,

Yoo ean also cross the fingers of
bath hande—as in prayer—and do
=_1|| kinds of twisting motions involv.
ing hande and wrists, Placing the

hands flat on a table and moving the
wrists upward i another good way of
flexing the main finger joints. !
Just a few minutes at a tme will
be valuable; but here again, one
must be cautious, for exaggeration

would be harmful.
THE END
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IF YOU HOPE FOR A FILM CAREER
{Continued from Page 19)

you can't prove that at home, stay
away from Hollywood or New York
where the competition is the keenest
in the world, and where experienced
professionals can crowd out even the
most gifted beginner simply on
points of know-how, A simple home
town =tart plus a gradual plunge into
maore crowded waters can save much
heartache.

As to actual wvocal studies;, the
best Jock yon can have iz 1o find a
teacher who can put the principles
of good singing before vou in such a
way that thev are clear and meaning-
ful to you. And il vou are fortunate
enough to find such a teacher, stick
by her! I began by vocal work under
the guidance of Miss Grace Adele
Newell; she is still my guide,

Each teacher, 1 suppose, clarifies
the vocal act in hiz own way, but
however approached, there is but one
correct method of singing. This is
the bel canto method of firm ab-
dominal support, diaphragmatic con-
trol, relaxed throat, and forward
masque resonance, At the very be-
ginning, Miss Newell gave me ex-
ercises in scales and arpeggios which

| 1 use to this day, every dav.

New wuthars |

Once yvou've found vour method
and your teacher, avoid fads. 1 was
at one time confused when a well-
meaning acquaintance told me that
I was “singing with only ene tech.
nique”! Then I thought the thing
through and discovered that one can
have but one technique—the tech-
nigue of correct emiszion. After that.
| stopped worrving sbout freakish
novelties. But they are alwavs with
us, as was proven to me lately when
a voung woman told me she was
studying simultaneously with two
teachers, one for her high register
and one for her low. It is wise to
keep wary of such odd deviations.

Interpreting one’s music is a life-
work in itself, and again involves
the matter of sincerity. You cannol
convincingly project a song in which
vou don't believe, In examining new
songs, my first step is to read the
composition through az a whole,
rords for their value
both as expression and as poetry,
and seeing how the music fits them,
The words carry the true message of
a song; I they do not convinee me
and move me, I do not learn the song,
When I do learn the song, T put the
words aside at the start and frst
learn the music on a salfeggio. When
I am thoroughly familiar with mel.
ody, phrasing, tempo, thythm and
rhythmic variations, rests. and indi.
cations as the composer marked
them, | work at the words until the
story they tell takes hold of me, In
third place, I Mend words to music
i:l:ltu Ihl'. |.'1|II1]L|1'[1- 'I-'|-'h|.l]r' whirh A

song must be.

In bringing out this effect of
wholeneszs, the singer must be watch-
ful of diction. Every word must be
understood, else the story is spoiled.
Indeed, an infallible measure of art-
istry is the clarity with which the
words come through. 1 remember
being present at an audition once
when the candidate announced her
selection as Voitandoi. The title was
utterly strange—I wondered  what
language it was. Then she sang Cole
Porter’s Night and Day. Needless to
adid, the audition waz not a success,

But in the last analysis, niceties
of methed afone do not make either
for complete artistry or for success-
ful performance. They must be pre-
gent, of course. but in the sense of
a structure built upon a solid foun-
dation. And this foundation is the
eluzive something called personality,

magnetism, vitalitv., 1 call it pres-
ence, Whichever name vou prefer,

v will recognize it as the 1F||.1||r-.
which arrests attention: in a private
livingreom people look up when a
persan with presence enters;
stage audience= feel heartened, stim-
ulated. when a performer with pres-
flings this magic thing out
across the footlights,

It is= m¥ opinion thar this quality
can be developed. And again 1 come

on the

eEnce

back to sincerity! Sincerity of en- |

deavor gives off the feeling that ev.
erything the task requires has been
con=cientiou=ly
gives off a
People can’t learn the attitudes of
confidence in a dramatic school : they
must shine forth from inside out
This, in turn, gives out that feeling
of certainty which we associate with
affirmative thinkers. Every one of us
i« subject to human, ordinary doubts
and fears and worries: hut by ACUir-
ing the habit of positive. afirmative
thinking, we can conquer the de
structive elements. This, too. takes
mare than mere wishing! It comes
l"|1i!‘!i!-'. | believe, from a=suming full
and conscientious responsibility for
one's work. and doing, un-doing, and
leaving alone whatever the task re
quires. Onee

done, This, in turn

rr':‘|ill;.'_ of confidence,

you lose voursel| in
your work, you also lose thoughts of
self. You become less cone ionis of
vour hands, your feet. your appear-
ance, When this happens, you take
second place to the ideas vou 1.-\i-.||..'..
project and :
purpose js

the sincerity of vour
able ta shine
through
And that, I believe, is the .
ingredient of work, One
looks may be improved. one's voice
can be Iraine 1 i
b |r.1‘1nui_ One's stage motions
smoathed into shape. By inner s
. - = o an
cerity—the thing the camers
catches—cannot be faked!

THE END
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“My 12-year old son and 9-year old
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immensely to listen

to the children.”
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