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Bob Jones University combines
CULTURE and REFINEMENT with a
fervent revival spirit. As someone
has said, "The World's Most Unusual
University puts a red carpet on the
sawdust trail"—but the “'sawdust trail’

BOB JONES UNIVERSITY

Cfn{.tei onthe Souduct Tral !

is still there!” Bob Jones University
students are known not only for their
and their and
attainments but for their
evangelistic zeal and uncompromising
Christian testimony.

culture intellectual

artistic

GREENVILLE, SOUTH CAROLINA

MUSIC, SPEECH, AND ART WITHOUT ADDITIONAL COST ABOVE REGULAR ACADEMIC TUITIOMN

THE WORLD OF

New Works recently performed
by the New York Philharmonic Sym-
phony Orchestra conducted by Dimi-
tri Mitropoulos included the &rst
New York presentation of Bohuslay
Martinu's Cella Concerto pin'..'mi I|!,
Pierre Fournier, and the premidre
of “A Douhble Portrait™ II!.-' Louis
Gesensway, The latter work had
been commissioned by Mitropoulos.

Efrem Zimbalist, world - famed
violinist, now director of the Curtis
Institute of Music, who retired some
years ago from active concertizing,
appeared as soloist with the Phila.
delphia Orchestra in December 1o
present the world premiére of a
new violin concerto written by Gian-
Carlo Menotti. The work was played
al=o in New York and will be on
the program for the Philadelphians'
Washington appearance in March,
The new concerto was completed
only a short time before its premicre
performance.

Arthur Honegger®s dramatic or-
atorio, “Joan of Arc at the Stake™
was given its first Philadelphia per-
formance in November by the Phila-
delphia Orchestra and a long list of
collaborating artists. The choral seo.
tions of the work were more than
capably sung by the Temple Uni.
versity choirs, Elaine Brown, direc-

Vera Zorina

tor and the St. Peter's Boys' choir,
Harold Gilbert, director. Vera Zorina,
famous ballet and dramatic stage
personality enacted the title rile.
Other leading réles were taken by
Raymond Gerome (Father Dominic),
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Frances Yeend (The Virzin), Caro-
lyn Long (Murguerite), Martha Lip-
ton (Catherine), David Llovd who
porirayed five separale parts amd
Kenneth Smith, who plaved three
riles, Speaking riles were taken by
Edward Enfiejiar, Robert Grooters,
-“'illih'".'l Pikoos and Roland Weiser.
Following the Philadelphia premidre

the work was given in New York, |

Baltimore and Washington. The New
York concert on November 18
marked the fifticth anniversary of
the Philadelphia Orchestra™s  first
concert in that city,

“Volpone,” a new opera by
George  Antheil will be given s
world premifére on  Janua ry 9 by
the opera department of the Schoal
of Music at the University of South-
ern California. Repeat performances
will be given on January 10, 16, and

17. Carl Ebert, head of the opera |

department, will direet the work.

Enrigue Jorda, regular condue-
tor of the Capetown Symphony Or-
chestra, was guest conductor at the
opening of the San Francisco Sym-
phony Orchestra season, on Novem-
ber 13. He conducted the orchestra
also on November 14, 15. 20, 22 28,
and 29. He has been conductar of the
Capetown Symphony since 1047,

The Unicersity of Texas College
of Fine Arts will sponsar its second
annual Southwestern Symposium of
Contemporary American Music to be
held March 23-25, 1953, January 15
is the deadline for composers to
submit manuscripts, Clifton Williams
is chairman of the symposiom com.
mittee,

The Fourth Annual Band Day
spomsored by the University of
Michigan Marching Band was held
at Ann Arbor, in October with 101
high school bands participating. A
total of 6,176 bandsmen were in at-
tendance. Dr. William D. Revelli is
director of the University of Michi-
gan Bands,

The Pennsylvania Academy of
Fine Arts is presenting a series of
Five Chamber Music Concerts in
the Academy. Two of the five con-
certs have already been given with
the remaining three to be presented
on January 30, February 27, and
March 27. The January coneert will
feature Ralph Berkowitz and Viadi-
mir Sokoloff, pianists; the February
event will be presented by Jascha

(Continwed on Page 58)

Choose the piano

EDBENE LIST pholographed ai Iba Steinway by

Oy
Adrian Segal

of the world’'s great artists

Concert pianists know that a per.
fect performance demands a per.
fect piano. That is why the world's
leading artists count on the assur-
ance a Steinway gives them,

The qualities that distinguish
the Steinway at concerts make it
the ideal piano for your home.
The Steinway Vertical, built with
the changeless care and crafis-
manship of the Steinway Grand,
responds with singing big-piano
tone. And only the Steinway has
Accelerated Action, a patented
exclusive feature that helps both
beginner and experienced player

The Steinway |3 uied exclusively by

Marian Ardersan, Bachawer, Flsichar,
Gordnitrki, Hetfetz, Istomin, Mismi
Sympheay, Toscamni aad many, many oifiers,
Ower 1000 masic sehaols and music
degartments of leading ealleges usa the
Steimway suclusively, , ., Only the

Steinway is wted by nesrly all of the

Rition’s leading orchestras, radis and
talevision statiang,

Tha
u distinguished
Pianing

rapidly achieve sensitive touch.

Among pianos, the Steinway
Vertical has the lowest deprecia-
tion and highest resale value, Be.
cause with proper care it will serve
brilliantly over the years, it is the
most economical piano investment,

Read enlightening piano facts in onr
i’IIHIHI'l, “How to Chowse Your Piano."
For a free copy, write Steinway & Sons,
Steinway Hall, 109 W. 57th St.. New
York 19. Your local Steinway dealor
(listed in the classified telephone
directary) can deliver to your home a
Steinway Regency Vertical

for ns linle down as, ... .. ¥ 1 4?50
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"1 you want th best
| in consle stying

Ll

in th;im-tﬁfﬁii-"@[nmnti:
NEW 40 inch consoles by

JESSE FRENCH

THE CAPRICE, reflecting the finest in 15th Century |
Heppiewhite. Avollable ln mahogany, walnut or
bleached mahogany finlshed. Equipped with Tone |

Escapement Grille

i
THE INTERMEZZO

& remarksbly beaatliiul
plane 0 coBlemporary

THE CADEMIA
capturin
ptriing. Walnut, ma-
hogany and bleathed
HGaGEATY .

gtyling. Graceful, i
Dibed. dtinguaned.

Mot one . . . not two , . . but three
superbly beautiful new consoles, styled
by renowned Lionel Algoren for JESSE
FRENCH. .. and each an uutntandi!g
example of the designer’s art. One
them will surely satis{y your special prel-
erence for enduring beauty and musical
excellence . . . at a price that's surpris-
ingly small. Inspect them today at your
d:ﬁf;r . « + 508 how you can own a ng\g
witl

Jesse French console so easily . . .
low

only a small amount down
payments to suit your budget.

Famows Far Mesice! Fxcallence Since 1875

FRIE BOOKLET guldes you in
seleciing the very best piano
for your needs and bu i,
Check the coupon below for
yourcopy ol How to Choose
the Best Piano." We will also
send, Free, 8 copy of ""Music
in Your Child's Develop-
mant," Mail the coupon now!

JESSE FREMCH & SONS
Dept. E-11 Elchort, Indiana
Without obligathon, send me these free
bowlklets

O *Music ia Your Child's Development™
O "How o Chooss the Besi Piang™

Mame
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to the usual publishers’ greding,

CONTENTS

2,000 solos representing the Clon.
ical, Romantic, and Modem schasls
500 ensemble pieces—duehi—2 pign-
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formance with orcheiirg

piano concertor Tited for par

Theory-ear-fraining groded siasias
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own wie,
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By GEORGE GASCOYN

Brabms: Fourth Symphony

A new recording of this Brahms’
opus, conducted by Arturo Tas
canini, that has all the character-
istics of the great Italian maestro
which means that it is the musie,
and only the music, that counts,
This is probably the best record.
ing to date of the Brahms" Fourth.
(RCA Victor, one LP disc)

composer  put

Tehaikoveky—Symphony No. 6
{ Pathétigue )

Eugene Ormandy and the Phila.
delphia Orchestra have made a re-
cording of this favorite orchestral
masterpiece which is nothing short

{ Columbia, one L

rds

of superh. Ormandy is tempera-|
mentally well-fitted to do a first
class job conducting Tehaikovsky's
music, and in this performance he
misses no opportunity to bring cut |
everything which the great Russian
into

this
P disc. )

Beethoven: Emperor Coneerto
Vladimir Horowitz, collaborat.
ing with Fritz Reiner and the Vie-
tor Symphony, has produced a re-
cording of the great Beethoven
work which compares favorably
with previous recordings made by
(Continged on Page 7

THE COMPOSER OF THE MONTH

Amadens Mozart, born
January 27, 1756, was without doubt, one
of the most amazing musical personali-
ties of all time. A genius of almost un-
helievahle precocionsness, he fih'ru"‘_i'
astounded his elders with his amazing
aceomplishments at an age when most
children are uwsually concerned with
their tove. Such was his ahility that at
the age of six he was tiken with his
older sister, Naner] on a concert tour to
Munich and Vienna. The Emperor was
much impressed with the two children,
and young Wolfgang himseli was per-
fectly at ease in the royval surroundings. He learned to P

Wollgang

after he had been shown the workings of the pedal.
In 1777 he began composing for the new instrument,

wrote his first opera in 1768, the same vear in which he
EN" flh-l dppearance as= r'|'J'|'||i|||'_'r1||‘_

At the age of 14 his recitals exhibited amazing Acoom|
he composed an aria, the words of which had just been
him,-and then sang it accompanying himself: he wrote

exhibitions became almost commonplace.
ImlEre Imiﬂg to the mtentional hpq-n. of the jealous ltali

perar 1o be “Chamber-compaoser,”

His works sumber 528 in virtually every classifica
piano solos 1o his great Requiem Mass, This last work
rujpiterd t“. his death which occurred on December 5. 179

Mozart's genius is remarkable for the amazing variety o
pat. His operas mark him as without a superior in this
influence in establishing the elassic
the string gqoartet, the violin and pig
It is a significant fact that mest of the great Masters
Mozart acknowledge their debt 1o him and his musie,

_'l'i:r.- "thI!fHH" from Sonata, K, 533, will be found on P
this month’s music section,

al structure of the =
no concerto j= nol to ]

.Huur{ was the victim of political intrigues and jealousies
his opera “Marriage of Figaro." coming close 1o failure at s [re

eoily _ _ lay the vio-
lin without instruction: the organ was learned in the same manner,

! the piano-
forte, and from then on he used this instrument (instead of the
clavichord and harpsichord) in all of his concert appearances. He

also made

lishments:

handed to

i 3 4 Sonata
and a Strict Fugue on themes handed to him at the time. Such

» TN

N singers

in the cast. In 1787 “Don Giovanni” appeared with immediate suc-
cess, and following this Mozart accepted an offer from the Em-

tion from
was fnter-
I.

of his out-
field. His
ymphony,
e ilenied

to follow

age 28 of

' GUY MAIER

MOZART PIANO RECITAL

TWO 10”
LONG PLAYING
RECORDS

ON RECORDS:

Guy Maier's dramatic recarded performance of favarite Mazort selections con-
tained in his own piono text — "YOUR MOZART BOOK.” Students can now

hear the subtleties of technique which are illustrated in Guy Maier's classic
piana book.

TWO 10" LONG PLAYING RECORDS

Catalogue Mo, BC-1000 .. .. . .............
Includes: Sonata In C Major (K-330) (3 movements); Minuer
Gigue in G Mojor (K-574); Fontaiia in C Minor (K-394),

Calalogue Mo, BC-100% . . .. . oo .95
Includes: Vaoriations on “Ah Vous Diral-je Mamaon” (K-285); .i.IIo-n'r& trom
Sonata in C Major (K-545); Fontasia in D Minor (K-397); Sonota in Eb Major
{K-282) (3 movemanis),

AND=»> YOUR MOZART BOOK

Here's the book itelfl These Mozart compositions, include lavarite shorter and
Inqhhr_worh. Guy Maier hos odded fingering ond suggestions for exgcuting
embellishments — and discloses the subtle techniques necessary to faithiul
interpretation of Mozart 1.50

e AT
In D Major (K-594);

OTHER PIANO BOOKS BY GUY MAIER
* YOUR BACH BOOK e IT'S EASY TO READ!

1.
50 [written with Memo Beyers)

¢ THINKING FINGERS :
A new simplified approach to note

(written with Herbert Brodihow)
reading. A most enjoyable way for

1.00
* YOUR CHOPIN BOOK beginners 1o learn fluent reoading.
1.00 1.50

BEGINNER'S GUIDE TO POPULAR PIANO PLAYING........ 1.25

CHORD CONSTRUCTION AND HINTS
FOR POPULAR PIANO PLAYING..............

MODERN STYLES AND HARMONIC CONSTRUCTION
FOR POPULAR PIANO PLAYING............................. 1.28

PRACTICAL TECHNIC FOR POPULAR PIANO PLAYING. . 1.25
In Preparation! — BREAKS, FILLERS, ENDINGS & INTRODUCTIONS
Look and Learn Workbooks | & I

written with MURRAY ARNOLD
W (written with EUGENIA ROBINSON)
W

erkbook One teaches note-reading in an direct and efective
@ woy o1 pouible.

Workbook Twa ofers @ more progressive method for note count
ing ond reoading. Includes waluable chorts and diograms,

T5 sach
OUTSTANDING NEw Qg7 V28729
CILEXLTTE by #ary Derter

The world's best known ond best loved melodies in Bovy
arrongements for piono. Entertaining as well as educational
=a musical dessert for the pupil.

® THE WALTZES OF TCHAIKOWSKY
® THE MELODIES OF TCHAIKOWSKY
® THE BALLETS OF TCHAIKOWSKY

Price 60c¢ each

1.25
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MILLS MUSIC, INC. .os"aesm:
y = NEW YORK 19, N. Y.
MILLS MUSIC, INC. "',




| SHUT-TITE COVER MFG. €O., 45-47 E, 20tk 5b., N.¥. 3, N.Y.

® 4 MUSICAL INSTRUMENT WILL LAST: LOMGER
If it ls protected by o ‘Water-proof THIS LABEL

.

SHUT-TITE COVER «iive | Tcus matorr.
eram iscous o e taseest monicar cane covars | TAUDR MAREEIVECY

Latab inhed—1 930

EDWIN HUGHES ENDORSES GUILD
338 West 89th St., New York 24, N. Y.

; tional Guild of Pianc Teachers is an active
:-:f muuhiu organization for 1h¢_mislng qnd
maintaining of high stondards in piano _plwlng
and piano study. Its nationwide auditions give bot
student and teacher well-defined goals to oim for.
Young pianists entering the auditions do not mm;
pete with each other, but with high standards o
H performance, on levels which advance each year.

Edwin Hughes  pionc teachers who do not belong fo the Guild
would do well to lock into its purposes and achievements. The enor-
mous expansion of its praiseworthy octivities and the ucmrrpllihmem;
of its student members are undeniable indications of musical growt

in our country.”"—Edwin Hughes

NATIONAL GUILD OF PIANO TEACHERS

Founded 1929 by Irl Alllson, M.A., Mus. o.

Bax 1113 Austin, Texas

«Carillonic Bells”?

Enthusinstic leaders of churches owning instruments tell us
that the worth of this electronic earillon eannot be expressed in
dollar value, or even in the pleasure its beautiful music gives the
community. Again and again they agree on tem outstanding
benefits they have fested after choosing ""Carillonic Bells™:

1. They "sdvertise™ the church. 6. They comfort the sick and
shwi-ins,.

9, They prepors folks for wer- 7
whip.

They inipire new charoder
in many.

They bring rellglovs thoughis

3. They increases ofendenca. s'
avery day.

8, They snhance the beauty of Q. They crecte o culivral stmos-

the service. phera.
10. Thay build the influance of
5. They lncrease membership. the church.

We'll gladly arrange for you to hear
“Carillomic Belle" playved on an installation
near you, Then judge its superiority for vour-
self, and see how reasonably your church ean
install one, Write for descriptive literature:

CARILLONIC BELLS

SCHULMERICH ELECTRONICS, INC,
— Carillon Hill, SELLERSVILLE, PA.

“Carillonie Belly™
in n tredemark, [t
drnoles elecironie
carillons produced
by Schkulmerich
Kleetronica,

#3132

Ine.

'hurl,l‘g [“

By leﬂ[.;‘lh

EOS JANACEK was a rebel of
Llllr Bohemian school. At his en-
trance examination al the Prague
Conservatory, he was -EI‘.'Ll'lLl"l]'!.l"-
simple question by Professor Fran-
tizck Blaick, the venerable old
man of Czech pedagogy who was
also the teacher of Dvoidk: “How
do you resolve a dominant-seventh
chord?” Jandéek did not reply.
Blazek waited, and then said: “But
this is very simple: the seventh
descends. the third ascends; and
the root falls to the tonic.”
Jandcek attentively.
Then he silently approached the
blackboard and wrote:

listened

Pausing dramatically for a mo-
ment, he said: “As you see, the
seventh does not descend, the third
does not ascend ; and the root does
not fall.”

Lamourenx, the French con-
ductor and founder of the orches-
tra bearing his name, was giving a
lengthy explanation of the mean-

| ing of an orchestral passage al a
| rehearsal,

noticed  that
two of the players were exchang-
ing remarks. He stopped talking
and imperiously inquired

when he

what

| they were saving. The musicians

appeared embarrassed, but =aid
nothing. Lamoureux insisted: *1
demand that you tell me exactly
what you were saying. The :||l-'1'i*:l'
. . “Well, if you abeolutely
msist,” said one of the guilty men,
“1 will tell you, We were saving

that vou

were an insuflerable

bore!™

i When

Lamoureux conducted
“Tristan” at the Nouveau Thédtre
in Paris, he needed a first o ist.
A young Spaniard applied for the
pesition; Lamoureux auditioned
him and decided to engage him {or
the job. “Da vou think he will be
satisfactory 7™ The manager asked
Lamoureux. “He is not

a great
I']ﬂf'-"‘h" Frea

replied Lamourcux, “hut
| he may eventually amount to some-

(At

SLONIMSKY

thing.” The Spanish eellist g,
Pablo Casals,

Moris Rosenthal, whow o,
and wilty repartees were a= fun
ous s his majestic way with 1|
piano, pui:i a visil 1o a Fre

pianist who also did some compo.
ing. Rosenthal noticed that 1
pianist had several scores of [
bussy and Strawss—then th
stormy petrels of modern mos

on his desk. 1 am sarpried
Rosenthal
thought you composed by hear

exclaimed. “1 alwan

Gonnod worshipped Mosar ()
the hifteenth birthday of bis dagt
ter Jeanne, he gave her 2 cup
‘Don Giovanni” and inscribed
as follows:

“Ma hlle! Si quelqu'un te disi

“En musigue

Quelle est oewvre immoric

incomparable, unique

Dont le nom resplendil an &

met de oot art?

Résponds sans hésiter

Juan de Mozart.”

It is not generally known |
César Franck was belped dors
his early career by Meverbes
Liszt, It was List who amas
for a performance at the
Conservatoire of Franck's fird
jor work, the biblical erskr
“Ruth.”™ On November 12
Lisazt Arv Schefier
painter influential in the Loas!

e R P e

wrote o |
atory councils: “M. Cesar A
Franck who has the wrong ©
{1) of bearing the imperial &
of Cexar Auguste and ol eocupi=
himself in earnest “513! wrd

beantiful musie, will &

honor of remitting these 1%
vou. Meverbeer most have 3=

confirmed to you the apm !
I had r"\!_\;rru.\"{! about Fraec
oratorio "“EI“L-1 The smnoes=

probation by a preal © gateT
Meverbeer's stature seent |

of decisive erth_' 1.*:'!
l{lil‘*nlf-ii "‘\-hrﬂr'r 11 hfulr' Lr
to oblain the conservationy 5
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the presentation of his work. The
combined  recommendations  of
Liszt and Meyerbeer brought about
quick action. Franck’s oratorio
was performed in the Paris Conme
servatory on January 4, 1846, and
his career in Paris was success-
fully launched.

HEN HANS VON BULOW

moved from Wagner's orbit
to that of Brahms {after Cosima
von Biilow had become Mrs, Rich.
ard Wagner), he described the
First Symphony of Brahms as the
Tenth Symphony. He explained:
“l call this symphony the Tenth
not in the sense that it should fol-
low Beethoven's Ninth: I would
rather place it between Beethoven's
second and the Eroica—and 1
would also designate as the First
not the Beethoven C Major one
but Mozart’s Symphony known
under the name, Jopiter Sym-
phony."”

Some American critics were
outraged at the high ranking as-
signed to Brahms by von Bilow.
Philip Hale described the First
Symphony of Brahms as “the
apotheosis of arrogance.” William
F. Apthorp wrote, “The first Sym-
phony of Brahms sounds for the
most part morbid, strained and
unnatural; much of it is even
ugly.” The writer in the “Boston
Cazette™ fulminated: “The Brahms
C Minor Symphony is mathemati-
cal musie evolved with difficulty
from an unimaginative brain, How
it ever came to be honored with
the title of the Tenth Symphony
is a mystery to us. The Tenth Sym-
phony! This - noisy, ungraceful,
confusing and unattractive exam.
ple of dry pedantry before the
masterpieces of Schubert, Schu-
mann, Mendelssohn, Gade or Rafl!
Absard ™

Hans von Riilow was cele-
brated equally for his wit and for
his lack of tact. His worst faux
pas was the declaration he made
after he conducted the Eroica with
the Berlin Philharmonic on March
29, 1892: “The Eroica was dedi-
cated to NLHPHlF‘I'lJI and to Lob-
kowitz, who is a nobody. 1 pro-
pose on behalf of German musi-
cians to rededicate it 1o the Bee-
thoven of politics, Prince Bis-
marck.” This unexpected glorifica
tion of the symbol of German
militarism stunned liberals in Ger-
many and von Bilow’s admirers
elsewhere in Europe, He had to
do a lot of explaining afterwards,
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A winged phrase was coined
by von Bilow when he called |
voung Richard Strauss, “Richard |
the Second.” This was, of course,
with reference to the Wagnerian
idiom adopted by Strauss in his
early works. The sobriquet lasted
for some years, but eventually dis-
appeared.

URING HIS AMERICAN|

tour in 1875-1876, Hans von
Biilow was engaged in an ardent
epistolary romance with a young
French baroness, He wrote her
from Cincinnati: *There are two
piano teachers in my hotel room
as | am writing you. 1 told them
I had to answer my publisher's
letter, They are quarreling about
the proper interpretation -of a
movement in a Beethoven sonata,
and they take me for an author-
ity on the subject. Because of my
excessive politeness, 1 do not wish
to tell them that they are a couple

of imbeeciles. So | agree first with | §8

one and then with the other. Na-| §
poleon dictated six letters at once, |
Alas, T have but one third of his
talents!™

His letters to the baroness were

wrilten in exquisite French and|

contained wonderful bon
mots, He wrole her that their
meeting was to him a “malheureux
bonheur heureux malheur.” Pay-
ing a compliment to her slender| §
figure. he obderved: “une femme| |8
doit étre portative.” :

Yon Billow was as fluent in Eng-
lish as he was in French, and he
was capable of some deft punning. | §
He inscribed an album of an Eng-|
lish admirer:

In art hate respectability

and respect ahility. 4

BOIMe

When the New York Herald re- | [
ferred to von Billow as Liszt's| B
son-in-law, he wrate a letter to the | 8
editor which was urbanity itseli: | |8
“Sir; Allow me most humbly to| ik
decline the honor given me this
morning by the musical eritic of
the New York Herald in calling me| B
the son-in-law of Abbé Liszt: this| 8
honor belonging since 1870 ex-| 8
clusively to the composer of Lo-| 8
hengrin, Richard Wagner, Esq.” i‘

i

In 1850, one Carlo Minasi pub- | ""}"
lished a number entitled “Poor| B
Pussy Polka”. He dedicated it to| r
the Society for the Prevention of | &
Cruelty to Animals. The opus was| &
reviewed in “The Musical World”| &
of London as follows: “There is an
excellent imitation of a cat’s mebw | i

in the doda of this , . . 0 Puss!"|

AMERICA’S MOST WANTED
PIANO COURSE BECAUSE
IT GIVES YOU MORE

The JOHN THOMPSON |

MODERN COURSE FOR THE PIANO

———

bl ’

the leader

a PIANO

that stays
in the lead

Comparison Proves That Music
Teachers Receive MORE VALUE
in The JOHN THOMPSON GRADED COURSE

Than in Metheds that Require TWICE

As Many Books

Comparne the Results

You obtain from an B4 and 94-page Thompson
Book and what you pay for 32 and 48-page books
that require two and three books to cover the same
distance with your pupil.

Thinking Teackera

Are moking this comparison, not only fo produce
better students, but to keep down the cost of music
education te pupils.

o euss Musice.

e e — — o —— —

THIS FORM MUST BE USED TO OBTAIM FREE COPY

114 E. 4th 5¢., Cincinnati, Ohie

REFERENCE COPY
JOHN THOMPSON'S

“"TEACHING LITTLE FINGERS TO PLAY'"

THE WILLIS MUSIC CO., 124 E, 4th 5t., Cincinnoti, Ohio

Geatlemen: Ay & recogaized Foss Teacher, | shauld live you fo tend ma sne topy withes
oul cost or eblipotion, of John Thompsea's, *"Teaching Little Fisgernn Te Play.*

NAME
ADDRESS
CITY.

MY MUSIC DEALER
CITY,

— e

— STATE

e |} ¢ A




COMPLETE COURSE IN HARMONY

A “SELF-INSTRUCTOR™ BY JOSEPH A. HAGEN -
Formerly Editor of Musical Theary for " The i::r::::w: :.nwin !
M laitrpter 5 KEY
B S R A R S e e S S 2
;:Ll;l IlTn‘:,t““:r ’::'nm- 'nu how he had fross This Belf-Tnetructer fer tee price a sing
weruanel

R i1 e sant ol
JoSEPM A MAGEN . e . 7o WEESTER AVENUE, PATERSON, N. J.

m. . Bapnes Co.

Solid Silver Flutes — Piccolos
108 fMassachusetts Abe. Poston 13, ﬂinﬂ

Oﬁﬂ S)MHIJ-' e OF!M gﬂﬂé
TEN OPERATIC MASTERPIECES

Marriage of Figoro

c with historical background, descriptive synopses
armen

Rosenkavolier piane reductions of main passages

handsome illustrations

deluxe edition— $10.00

Tosca
Meistersinger
Tales of Hoffmann

Aida = 2

Love of Three Oranges 585 poges—9" x 12 —clothbound
La Bohame

Wozzeck of your book & music dealer, or from

ASSOCIATED MUSIC PUBLISHERS, INC.

25 West 45th Street L Mew York City 36

(:)Ler in

¢ For the serious student who wishes in-

omwatory

OF MUSIC

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 series by guest and local

artists, excellent practice facilities.
Member Notional Associofion of Schoals of Music

Write for:

Conservatory catalog describing de-
grees awarded

Bulletin on admission and audition
procedures

Calendar of music events for the cur-
rent year

— Programs of concerts and recitals
given during past season

Director of Admissions, Oberlin College
Box 513, Oberlin, Ohio

[ p——————————————r T T T T T TR T R R PR P T T T L L L R

T
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Music Lover’s

BOOKSHELF

By DALE

ANDERSJSON

Frederick Delins
by Peter Warlock

{nom de plume of Philip Heseltine )

The Oxford University Press
has recently re-published this ex-
cellent life of the noted English
composer (of German descent |
with additions, annotations and
comments by Hubert Foss, whi-.
quoted on the jacket, writes: “I
am more convinced than ever of
its quality. The book is a work of
art.”
The story of Delius’ life and al-
mosl incessant struggles is excep-
tionally interesting, whether in
Jacksonville, Florida where he es-
tablished himself as a music
teacher, or drinking absinthe with
his Bohemian friends at Montpar-
nasse in Paris or living out his
last days in every way a singular
individualist. In Paris for instance,
he became a spiritualist and con-
ducted seances. He also claimed
that he invented the X-ray over ten
years before Roentgen announced
his discovery. Entirely apart from
its musical connection, the book is
a most interesting and entertain.

| ing one.

Oxford University Press £3.00

| From These Comes Musie

by Hope Stoddard

Miss Hn;n‘ Stoddard for r'ight
vears on the Editorial Staff of the
Etude and twelve vears Associate
Editor of The International Mu-

| sician, the official organ of the

American Federation of Musicians,
has given, in her new book a ge-
nial description of the nature of
the forty instruments which are
used in bands and urrhr!tm..-t o
translate the printed notes into
sound. The work contains a great
deal of correlative information
which she has derived from con.
ferences with famous orchestral
and band performers, as a means
of securing this kind of general
information of value not enly 10
students, but to all interested in
musie,

The work has a very definite
value. She presents many curious
and interesting facts. For instance,
in her chapter on clarinets she
M}'H:‘Hﬁn two clarinets seem 10
function exactly alike. The player
must get used to his own pirli-r_-u-

lar clarinet through a proces .
feeling. sensing, and Hpﬂinw_i!:
ing. When be finally makes oy
tone come out clear, he has o]
satisfaction of knowing that b j,
probably the only person iy
world who can attain to jus thy
perfection on his own special iy
strument.” The book is illostrae
with precisely, excellently dray,
sketches by Ava Morgan, and iy
Irnnpﬂ':u't! with appropriale vesss
by Miss Stoddard.

Thomas ¥, Crowell Company §15

The Antigquity af Mosie
by Harey Rimmier

This handsome brochare o
sixty-four pages fills a wniqe
need, The author, Harry Rimme
D.D., LL.D., Sc.D,, a gifted et
gyman and evangelid with & i
insight to archeology, stience i
education, unfortunately did s
live ta sce the publication of th
work. The text is short and 5
the point” and every page s &
companied by a foll page apprr
priate  illustration. The wle
traces in twenty-eight pictures
few words the origin of mew
from the dawn of time la ils &
velopment in modern church
evangelical work, The publide
may be proud of the way in wh
this book has been issued to £l
special need.

Rodeheaver Hall- Mack Co. £10

Some Com posers of (hpers
by vaeley Husser

The Oxford University Fres
has a series of short volumes s
the lives of greal compoks
which this is the third. They s !
syntheses of biography in musc
analvsis. This volume of 102 pas”
COVErs Composers of operas w8
have not been discussed in pre
ous volumes of the sens T'j"'"r
arc  Montey P_'rl‘lll, |-1I.‘I'[‘k Wb
Rossini. Donietti, Bellin, 2
nod, Rizet, \qusﬂn[FtL\_ Poccs
and others. !

These sketches are graphic e
comprehensive and indicale \"
author's sympathetic interest 877
individual COMposer as well &=
seasoned judgment as 2 rritr-:f'
make this wvolume an exorike?
addition to any musical Hbuﬂ\
Oxford University Press .
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New Records

{Continued from Page 3)

other giants of the keyboard. Me-
chanically the record is outstand-
ing, (RCA Victor, one LP disc.)

Mauhler: Symphony No. 4
Schubert: Symphony in € Major

Here is an excellent recording
of two master works made by one
of the great orchestras of the
world, the Amsterdam Concert-
gebouw. In the Mahler work the
conductor is Edward van Beinum
while the Schubert Symphony is
conducted by Josef Krips. The
Mahler Symphony is not of such
great length as several of the other
Symphonies of this composer hut
it i= considered by many to be
one of the most interesting scores.
In the last movement it makes nse
of a soprano solo which in this
performance is sung by Margaret
Ritchie whose voice, while some-
what small, is used most appeal-
ingly. In the Schubert work Josef
Krips turns in a routine perform.
ance. {London, two LP discs )

Bruch: Concerto in & Minor

This grand old standby of the
violinist’s repertoire is given a
truly magnificent performance by
Jascha Heifetz and the London
Symphony Orchestra, conducted
by Sir Malcolm Sargent. The
Heifetz tone sings as only it can do
and the interpretation is all that
one could ask., On the reverse of
the record, Heifetz joins with his
pianistic collaborator of many
vears, Emanuel Bay to present an
exeellently conceived and delicately
performed rendition of the Saint-
Saénz Violin Sonata in D Minor.
i Vietor, one LP disc.)

Shostakovitch: Symphony No. 5
This symphony which is usually
considered the best of this Russian
composer's symphonic works is
given a well-balanced and intelli-
gent interpretation by Jascha Hor-
enstein and the Vienna Symphony
Orchestra. (Vox, one LP dise.)

A Treasury of Madrigals

The record hunter seeking the
unusual in listening pleasure will
find it in this disc of 17 English
Madrigals made by Lehman Engel
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and a group of five singers known |
as the Renaissance Singers. The |
singing is unaccompanied through- |

out and is characterized by a sym-
pathetic  expressiveness that is
made to fit the mood of each num-
ber, whether it be sad or gay.
Some of the composers represented

are Tallis, Byrd, Gibbons, Wilbye,

and Lassus., {Columbia, one LP |

disc.)

Puccini: La Bohime

A truly magnificent performance
of this favorite Puccini Opera is
provided in this new recording
which makes use of some of the
top figures in the Italian operatic
field. The performance is spirited ;
it has the tenderness and pathos
required, and the ensemble work
is all that could be desired. The
well-balanced cast includes Ferrue-
cio Tagliavini (Rodolfo), Ros.
anna Carteri (Mimi), Giuseppe
Taddei (Marcello), Pier Luigi
Latinueci  {Schaanard), Cesare
Siepi  (Colline), Elvira Ramella
{Musetta), Armando Benzi (Par-
pignel), Piero Poldi (Sergeant),
Maric Zorgniotti (Benoit and Al
cindoro). The orchestra and chor-
us of Radio Ttaliana, Turin are
the collaborating forces, all under
the able direction of Gabriele San-
tini. (Cetra-Soria, two LP dises.)

Fiorasvanti: “Le Cantatriei Villane™
{(“The Filloge Singers™)

“The Village Singers” was writ-
ten by the early nineteenth century
composer Valentino Fioravanti as
a satire of serious opera of the
period. It was first given in 1806
with considerable popular success,
It had a revival in 1951, when it
was performed for the entertain-
ment of the international delegates
convened in Naples for the third
Premio Italia which annually pre-
sents awards for the best European
radioc programs. The recording
emplovs the same forces which
presented the revival and they turn
in a sparkling performance. The
singers include Alda Noni, sop-
rano; Ester Orell, soprano; Fern-
ando Cadoni, mezzo - soprano:
Sesto Bruscantini, basso: Franco
Calabirese, basso: and Agostino

curately and easily, a
habits from the

THE THREE BEARS A story in song for the very
young. The familiar story p
reading, playing and singing.
I00 SONGS Collection of easy tunes to
and sing. Contents: The Lion; The Mo
The Leopard; The Bear; The Kangaroo; The
Elephant; The Hippopotamis, 50

SUGAR AND SPICE Rhythms and tunes for be-
ginners. Rhythm is first introduced to the stu-
dent by clapping the hands and counting.
The music has been kept simple in order that
basic time may be observed and correct finger-
ing encouraged.

Over and Over You've Asked for

HYMNS FOR YOU TO PLAY AND SING

RS for Young Beginners

by LELA HOOVER WARD

inning.

nilar

ey;

e

——

OR YOU
HYMNS R SING

BOSTON 16, MASS.

31 Favorite Hymns in easy piano arrange-
ments. Blest Be The Tie That Binds;

Gentle Jesus, Meek and Mild; Hymn To

Joy; Jesus Loves Me; Erc. 875

SEND FOR EXAMINATION COPIES

Boston lusicco

JNBBIDY-F AND A-C-E— A child's first piano
book. Simplicity and repetiion are the key-
notes in teaching the pupil to read music ac-

n:ﬂ'o form good ﬁngr_m;g

resented for easy
060

£5

Lazzar, tenor; together with the
orchestra of the Alessandro Scar-
latti Society of Naples, directed
by Mario Rossi. (Cetra-Soria, one

LP diee.)

Rachmaninodl; Concerto No. 3
in D Minor

Moura Lympany and the New
Symphony Orchestra, conducted
by Anthony Collins present a re-
cording of this formidable work
which, while it cannot be com-
pared favorably with those of
Horowitz or Malcuzynski, at the
same time, it does reveal sound
musicianship on the part of both
galoist and conductor. Apparently
this is music not of Miss Lym-
pany's style. (London, one LP
disc, )

Beethoven: Archduke Trio in B-flat,
Op. 97

Here is a recording which bears
favorable comparison with previ-
ous performances on records of
this work by other ensemble
groups. In this instance the artists
involved are Jean Fourner, violin-
ist: Anthony Janigro, cellist and

Paul Badura-Skoda, pianist, and
they turn in a performance which
contains all the elements of good
ensemble playing not the least of
which is a keen sense of balance
and proportion. | Westminster, one
disc.)

Mendelssohn:  Seherzo,
March and Nocturne from
Midsummer Night's Dream,™

These perennial favorites are
given a splendid performance by
the Berlin Philharmonic under the
direction of Ferenc Fricsay, (Dec.
ca, one ten-inch disc.)

Wedding
o |

Christimas "Round the World

Here is a fine recording of
Christmas Carols from various
countries, which eame to our atten-
tion too late to be included in the
December review column. Made by
a quartet known as the Mariners,
of the Arthur Godfrey Show, they
turn in a splendid picoe of work.
Four of the carols are numbers
which have been collected in the
l]'ﬂfulllnin‘! t'!’ K{:l]!“{'k\' Ii\ Jllhli
Jacoh Niles, {Columbia, one ten-
inch disc.)

Happy New Year

to ETUDE readers everywhere




TETICERDO

T 0 T H E E P I T OR

ETUDE has always derived much help and inspiration from the
letters of commendation (and sometimes criticism) which it con-
stantly receives from its readers. Due to space limitations, it is
possible to print only a small percentage of these. -

The letter printed below came to our office just about thf:‘ time
we were giving some thought to the preparation of an Ifdttn:ml
statement suitable for the first issue of our seventieth anniversary
year, The letter expresses so sincerely (and in such original sty le)
the writer's appreciation of the ideals set by Mr. Presser when he
founded the ETUDE that we want to share it with all our readers.

It is a source of great satisfaction that the ideals and principles
which inspired Mr, Presser in founding the ETUDE have been
adhered to during these seventy years of its existence. It is the
hope of the present editorial staff to continue along these same
tried and true principles,

ETUDE appreciates the privilege of reprinting this letter and
values highly the sentiments expressed herein,

My dear ETUDE Music Magazine:

For many yesrs you and 1 were constant companions in my
home and schools and clubs and on many church programs, and
often you and I went visiting together—sometimes to cities or
towns or perhaps to country homes and churches,

Sometimes I gave you away, —not becaunse 1 did not love and
admire you, but becaunse | did and still do. That is why 1 am now

giving you 10 iwo great nieces of mfmﬂ. who are ll_ll'.‘ﬂ'[rd g
musicians. Life goes on, you l:nunﬂwiI so you and I, with the iy
ance of your publisher Theodore P resser Company, must helg
make musicians who will love music for its own sake and f
sake of others. A drab world it *:'"UM be \*'llj'mut_ mmsic, | by,
missed you dreadfully since 1”;53_““-‘ year ]_dl-"ﬂmtin-.-r.; 0
teaching, stored my superb musical library until T gave 4,

{(for 1 could nol carry 1t with me}, sold my piano, and Jod,
those gul{lpn memories in my _|“'-1r”~ where they still are treasy|
And so now you are celebrating! Bless your dear heart, yyy
serve lo celebrate; and you deserve continued and imrr;. :
success. May you live long and prosper !

What a marvelous message you sent out Lo the whale ¥
telling us of tributes from far and near when your publi,
Mr. Theodore Presser died. He was a great man, capable and |,
and generous, | do not 'hl:lnl'l{lt‘! !.hﬂt_. as you tokd us, he pase
out quietly after calmly saying, “Saviour, you are right” S, ,,
see whom Mr. Presser had taken as partner and guide.

Occasionally, after his death, vou puhli-xhwl some of his savis;
that had iﬂl[};'t'h!-l"d hi= business associstes. Among his saviss,
was this: “Your success l|r].:t'l1-d-'- as much on what you stay oal o
as what you go into,”

You sent o me a ]rlillhlj_!tﬂlllln of Mr. ],I'I"'H'I which | [P e
in a conspicuous place in my studio which was an inspiration |
teacher and pupils as long as 1 had a studie.

You have given to me some of the most enchanting memores
of my life. 1 can not adequately express my appreciation and d
Ernlitmlt‘ to you. Kre s

‘IT! an g-”.'i.n.mi |'|_'|.[|| ] lr'!|l]1""-l lhlll “H‘ I'Tl IIE.- b'f' Senl, »
gift from me, to two of my great nieces trusting that it will mea ;
much to them as it has meant 1o me o receive and use the ETLUD

With best wishes, | am
Sincerely vour [riend
Mrs. Alfred S. Holeamb

Panama City, |

SOMETHING FOR THE BOYS...

FIRST AND SECOND GRADE PIECES FOR BOYS
A zroup of twenly-four casy picces,
41040149 §75
BOY'S OWN BOOK
Twenty-three selections of second grade picces with tiles just for boys,
41040125 £75
A VISIT TO GRANDPA'S FARM

Pirces built around seven bovhood scenes,
41040246 475

Mathilde Bilbro

AMERICAN TRAVELER Marie Westervelt

Songs and words based on folk tunes about transportation, such as the
bicycle, trains, horse and buoggy, and steam boat,
43041013 .85

YOUNG AMERICAN ALBUM
Nineteen third grade pieces on the American Theme.
410-40248 £75

MARCHING MUSIC Mary Bacen Mason
Words and music of twenty-cight appealing songs. Many are familiar tunes
with words added 1o appeal to the young folks. Good march arrangements
for grade 2 level. g

TONE STORIES FOR BOYS AND GIRLS
Twenty bright little characteristic first grade pieces,
410-40233 75

Daoniel Rowe

UNDER THE BIG TOP
Cireus tunes are alwaye fun and the rhythms and pictures in this collection
of twenly picces are gay and most appropriate,

410-40243 £.75

SOMETHING FOR THE GIRLS

HIGH SCHOOL HARMONMIES Stewterd Ling

Titles and melodies that are sure o appeal 1o all teen-agers, soch » He
Gam Boogie, Rumpus Room Rhumba, and Swinging Down Sycamere L

410-41011 L

GIRLS OWN BEOOK

Twenty-four selections of second grade pieces with titles jmt for g=

41040154

FLOWERETTES Antrid Remeey

A song with words built arcund 15 different fowers. Clever sad appeslie
for the first grade student.
4 30- 0046 &

*PIANORAMA OF THE WORLD'S FAVORITE DANCES Denes Agel

Girls always find the dance thythms and melodies appealing. Here are teer
wo pompositions, esch ope representing ene particolar dasce calcs
L 1

$10-41015 i

SHORT CLASSICS YOUNG PEOPLE LIKE
Compiled ond edited by Elle Ketie

mostly only one page long, that are casy enosgl
A good way to start studying the classhe compese

| A10-30254

Thirty-twa selections,
the Grade 3 pianist

MELODY JOYS FOR GIRLS AND BOYS

Twenty-nine rcaw - i
€ rvasy-lo-play picces. The wvariely is cxcellent and mosd ¢

pieces have definite character i
- ! =risl e ch wl | o N—
the juvenile mind L

“America

is Coming Alive Musically”

from an interview with Marian Nevins MacDowell,

secured shortly before her 95th Birthday

by LeRoy V. Brant

RTISTIC SUCCESS and a place in
musical history’s sun for the young
musician of today is seen by Marian
MacDowell, 95-year-old widow of America’s
greatest composer, providing he has talent,
and the will to implement his talent. And
in all America there is no one who ean
speak with a voice as authoritative as that
of Mrs. MacDowell; perhaps not in all the
world, for her 95 vears of rich living sur-
pass that of even Jean Sibelius, who can
boast only 86, or those of Ralph Vaughan
Williams, whose total tally is a mere 81
Mre. MacDowell's whole life has been spent
in music, too, for her ambition as a girl
was to become a concert pianist, and after
her husband’s death she returned to the
concert stage to raise funds for the Peter-
borough colony, her memorial to the great-
st composer America has produced to date.
“MacDowell felt that the musical voice
of America was as sweet and triumphant
as that of any nation in the world. I feel
that, too, and 1 know from a leng and
beautiful experience that the feeling is
based on solid fact. I remember when 1
was organizing the first music festivals here
at Peterborough we needed people for the
pageant, people for the chorus, people for
everything. Where to get them was the
problem, so 1 thought. But it was not a
problem at all. for the farmers came, the
woodsmen came, the people in the village
came, and we had enough. The farmers

before breakfast and the helds. When |
saw all this I knew there was a voice in
America that would never be stilled, the
voice of the music of the people.

“Tell your musical people these things;
tell them there is a place for them;: tell
them there is music in America, and that
for the young musicians of America Fale
has obtained riches in the halls of history,
if only they will have the courage and the
industry to carve those niches”

At the age of 95 Marian MacDowell still
retains all the rapier-like qualities of mind
that have made her a force in the musical
annals of America for over forty years.
Her body is frail, her vision is almost gone.
Yet her smile last summer lightened up the
darkened room of Hillerest at the Peter-
borough Colony where 1 visited her, per-
mitting a glimpse of the radiance that must
have dazzled Edward MacDowell more than
seventy years ago. Peterborough is her life,
its Colony her reason for existence. Here,
aided by her musical friends, she has made
a haven for artists, This haven is her me-
morial to her beloved husband.

The Peterborough Colony has been so
often described in so many periodicals,
including ETUDE (see issues of August
1951 and July 1945) that here suffice it to
say that an endowment has been set up
whereby an estate of some 600 acres has
been created, on which are something like
a score of studios where artists in many

says the widow of Edward A. MacDowell

visitor, by any outside interruption. Artists
meet al common breakfast, u'}umh: Lo their
various studios, a basket lunch is left on
their doorstep at noon, at five o'clock or
thereabouts they return for dinner, and the
evening is spent talking over the accom-
plishments of the day, or in some cases ([
myself witnessed several ) at the village soda
fountain in the frivolous consumption of
chocolate sodaz and ice eream cones! What
price relaxation after the strenuous task of
creation |

:Htih'll.lgh any of the arts may be Tep-
resented at Peterborough, preat stress has
always been laid upon music, naturally. In
practically every studio [ visited, and in
the assembly hall, Steinway pianos were
available for those who, like the spirit
of him who hovered aver all the Colony,
loved to make a joviul noise unto the Lord.
And it is this basic r'rnllhﬁv:]:- on musie
which Mrz. MacDowell feels should be of =0
great encouragement to the youth of Amer-
ica. I

“The Peterborough Colony should make
young people realize that America cares
for its art life. Every young person is po-
tentially a part of that life. It is only for
him to realize the fact, and do something
about 1.

The Colony is not conducted as a scholar-
ship center for young graduates in music,
or other arts. Any candidate must have won
at least his first pair of spurs before he is

410-30165 4 would rehearse until 11 o'clock in the eve-  fields may find a haven from the distrac-  admitted there. But, having shown the
T H E o D o R E p R E s s E R B ning, go home for a few hours of sleep, rise tions of life, where they may be free to world that he is serious. that he has a
rym Maw r, Penns ylvania at four or five o'clock to milk their cows,  create untroubled by telephone, postman, (Continued on Page 49)
—
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Debra Paget and Robert Wagner

Roth Hussey,
Clifton Webb, Robert Wagner and Debra Paget

Sousa (Clifton Webh) and his wife (Ruath Hussey)

ousa Marches On

Interesting and exciting facts connected

with the production of the spectacular
Technicolor film, **The Stars and Stripes Forever,”
based on the life of America’s famous band leader,

by Stephen West

HE NEW YEAR in entertainment gels

off to a good start with the holiday
season release of “The Stars and Stripes
Forever,” the 20th Century-Fox presenta-
tion of much of the music and part of the
life story of John Philip Sousa.

Named in honor of one of Sousa’s maost
slirring compositions, the huge Technicolor
production took nearly a year 1o complete,
and five years in negotiation before actual
work could be begun. The rights to bring
Sousa's personality to the screen were ob.
tained from Sousa’s widow, other heirs.
and six different publishing companies,
and involved a more complicated pro-
r:edu‘.re and a larger outlay than any other
musical in recent years, The resulting
rhlumclerizutiun is sympathetic and satis.
fying, showing the March King as a frus.
tri{tef_’[. composer who finds his marches
bringing him greater success than the bal-
lads he wanted to write. One of the se.
quences shows Sousa singing a new ba ﬂ‘ml
(in a bad voice) to his wife as she accoms
panies him on the piano. She plays it
again, faster, and he dances to 1 In
march tempo, the theme becomes Sem r
Fidelis. Two of these lesser-known hullnfi:
Oh, Why Should the Spirit of Mortal ﬂ‘
Pmm{, and When You Change Your "f'am:
to Mine, round out a score of p.enlenni;]

Sousa favorites.

In connection with the film's reles
the entire score has been recorded =
filmusical album by MGM Records wit
Alfred Newman conducting the 20th (:
tury-Fox orchestra.

Written and produced by Lamar Tr
and directed by Henry Koster, the b
stars Clifton Webb as Sousa, with F
“usﬂ-rr\' p'.ﬂting Sousa's devoled wife, &
Debra Paget and Robert Wagner & 8
principals in a love story in which Ses
lends a guiding hand but which, hap
does not intrude on his own romance

The great Sousa was so well knows
his day that cigars were named for
and every vaudeville show had s e
imitator. His triumphs are sttributec
his giving his public what it wanted
his person, Sousa was not without e
tricities: he always wore white g
when conducting but he never wore |
same pair more than once and ondere
hundred dozen at a time. The shoes be -
at important concerts (before Presi=
and crowned heads), were kept in 2 ":" 3
never again to be worn, Sousa joined ¥
U.S. Marine Corps band at the age ¢
When, at 26, he rose to its leaders!
he grew a beard to hide his youth I
older men he (Continued on Pagt ¥

ETUDE—JANUARY ¥

-

Just

Supposin’

An Editorial

The editor emeritus of
ETUDE gives expression Lo
some mighty sobering thoughts
as to what it would be like if
the world were suddenly

deprived of all its music.

by JAMES FRANCIS COOKE

UST SUPPOSIN’ you should wake up tomorrow morning and
after turning on the radio you heard the announcer say in
a seribus tone of voice:

“Flash . . . . stand by for a news item of great importance!
Leading astro-physicists report that at 3:47 o’clock, Eastern Stand-
ard Time this morning, an unexplainable atmospheric condition
arose throughout the world which has stopped all musical vibra-
tions. Yery probably the United Nations will be asked to give this
matter top consideration immediately. Stand by for further news
flashes!"

The announcer continued to comment:

“All nations of the earth were suddenly and violently shocked
by this mysterious loss of one of the most valued possessions of
man, Hereafter until some cosmic change again occurs, if you
play any musical instrument you may hear a thumping, a scratch-
ing or a picking noise, but no musie, If you start to sing you
will find yourself reciting the words but you will hear no musical
tones, The duration of this frightening state is indeterminate.
No one knows whether it will last for a day. a year, a century or
forever. Has the great art of music been obliterated ?

*The implications of this startling and ominous condition are
enormous. Church bells will no longer ring! All the songs of the
song-birds, except for the caw of the ecrow, will be inaodible.
There will be no music from your record player, your radio, your
television, your moving pictures, All musical entertainment, opera,
symphony concerts, bands, choruses and chamber music will be
silenced,

*The voices of the great artists from Caruso, Melba, Chaliapin,
Schumann-Heink, to Galli-Curci, Pons, Flagstad, Melton and
Pinza will be heard no more. There will be no more recorded
music. The marvelous recordings of Paderewski, Heiletz, Temple-
ton, Casals, Tturbi, Rubinstein and Menuhin become worthless,

“If you go to the opera, the singers will come down to the
footlights and shout the words, but there will be no tones, In
the orchestra pit the fiddlers will saw, the wind instrument play-
ers will blow and the tympanists pound, but no music will be
heard. Musical educational institutions will close instantly, Public
school choirs and church choirs will be hushed. The sonorous
peals of a million organs throughout the world will cease. No
more wedding marches! No more hymns! Mothers will no longer
be able to put their infants to sleep with lullabies. Just think!
There will be no more dancing, for what is dancing without

ETUDE—JANUARY 1953

music? Tremendous factories making musical and electronic in.
struments, employing, throughout the world, hundreds of thou-
sands of people, will shut down. The multi-million dollar mvest-
ments in music will cease to pay huge dividends unless the scien-
tist= are able to find out some way of combating this tragic con-
dition on our planet.”

Of course, even the most hlatant newscaster, with a hangover
from a five day spree, could never imagine such an Orsen Welles
catastrophe. Sometimes however, it is good for evervone lo stop
and consider the priceless benefits which music brings to all of
us, whether our musical interest is amateur, professional, com-
mercial or merely that of a music loving auditor. It takes some
such fantastic picture, as that given, to bring to us a realization
of the blessings of the tone art as well as to evaluate music as a
real. vital necessity in our modern scheme of living.

Just what music will bring to man in this portentious year of
1953, when hundreds of millions of men and women throughout
the world are looking and praying for stability, prosperityv. and
productivity, along with a jovous and peaceful ecivilization, is
suggested in the following:

TO VERY LITTLE CHILDREN music brings a bewitching joy
which makes them instinctively laugh and dance and try to sing.

TO THE VERY AGED music brings dreams, memories, rest
and peace of soul, From the cradle to the grave music is with us
always,

TO THE AVERAGE MAN OR WOMAN who cannot play any
instrument. music will bring entertainment, inspiration and acti-
vating foree which will lead each individual to higher intellectual,
humanistic and spiritual levels. Music also brings to all. an over-
whelming and inexplicable power, day in and day out, which is
indispensable in the modern world. The kings and emperors of
past history never deeamed of the wealth of glorious music which
the world of today now enjoys at relatively slight investment.

TO THE SOLDIER AND 541LOR music brings priceless echoes
of home and the folks.

IO THE MUSIC STUDENT music brings a kind of mental and
ph}-sil-al coordination, scceleration in thought and a T...;rrauuﬂl !,.”iq-
which great thinkers have pronounced unsurpassed. It also brings
a discipline in mind and digital accuracy, which opens the doors 1o
I'Iig]'l["!' social and Illl'“-il'll‘-"!ﬁ levels az well as Liw I:'ﬁ‘q'!l l.u;"rhurml hnlppi:.
ness otherwise unattainahle,

TO THE MUSICAL HOME music {Continued on Page 506)
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Sampih in “Kebyar™

Ni Gusti Raka in “Legong™

The sensational nation-wide tour of the

Anak Agung Manders, Condung

Musicians of Bali

with their native performances which to them are

but the natural expression .r.«‘|lr a way of life, has

hr’r.‘ﬂ o .-IHH'FH'HH.\' @ most ret -r'rHr.l.F!.': i'l'f'a"ﬁ"l"ﬂl'f".

by Rose Heylbut

A TALL MAN had come into the room. He wore a sports shirt,
4% a sarong-like drapery of dark green, and no shoes, and he
carried a long, slender two-ended drum. With a look of kindly
humor, he seated himself and touched the drum-ends with r|uiq-L:._
strong taps of palms and fingertips. No melody accompanied him:
there was only the tattoo of insistent rhythms, straight, synco-
F‘”"-L'_'l'l long, short. There was also present the music of a master
musician.

Musical Director of The Bali Dancers, Anzk Agung Gde
Ngurah Mandera is a master musician, though not a [.Irqnl‘r:-'-innnl
in our sense of the term. He is also the honored Mavor of Pliag
famous among Bali villages for the excellence of .ih- music, and
the home of most of his troupe, none of whom are !,.“,ip.;._i“”.”__'
either. There are no professional musicians in Bali. g
schools, Each town has its own music club (sekehe).

an.,

and no music

; . ils own musi.
cians, its own dancers; and the Pliatan performers, sent here under

the auspices of The Republic of Indonesia, bewitched New York
imto buying out the original engagement of five weeks and dem
Ing a return congagement.

The Bali Dancers gave Broadway its firsl taste of authentie
Balinese music, which is interesting, More interesting is the aspect
of a group of villagers enthralling the world’s most .t'r;li-;{'n]

and-

audience f:_\ per formances which re

of a way of life. At home. these Balinese stars work in th

fields or in small native shops, After work, they hasten |

mu=ie "lUi' lo Flllli-il up F“'I’L'III!:HH'F- on the F_-”.“-L”; the nabv
orchestra of xylophones, metallog :

i rs. amd pongs
hone y ANd gongs), ar

COMpany ||'r|n|-ing which, with the music. forms their sl e

sion as well as their favorite entertainment For a full year beton

their current tour, they I
Sundays. The chief |~r.ui
:l:l:!l children to carry on as substitutes in the felds and she

I'hese expert performers learn their
speech. From il.:!lr_'rhnusl, B
making of their elders: around the age of two, they an
|.-.-ur.u_l:|--| o imitate what they . I I
unitating these g
musicians, The
struments of the

racticed nightly and held full rebearssls

art as they leam the
alinese children listen to the &

iliar home saunds, they become accomplizhe
\gung’s eldest son, nineteen, plays all tf

gamelan: his voungest » :
B ges=t son, thre
o |-|i]\ out traditional e
have had

, I8 heg
. what we call musical training
~ [.u.i'-r. frrntilh er of The Bali Dancers, &
Coast, descendant
d of Bali's music,

; « Or are likely 1o have

|_f'r1tin.i|.-]'|ur|'| John : ¥
his :'Hff~ Supianti of a distinguished Javanes
family, talke the tradibionel farn

Though the traditional forms g
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present the natural expresEion

lems of the tour lay in training their wives

hear. After some ten years ol

lodies, Neither they nor their father

=z x—=

Bali Dancers in “*Djanger™

back to the 8th Century, these earliest strains are scarcely trace-
able to-day.

“The music included I our program goes back i‘l'l'l.fl."'u'n:|'l.r‘n' from
one to nine centuries,” says Mrs, Coast. “The basic melodies are
old; their use and general mood are newer—even modern. It is
as though Copland were to superimpose his idiom on a classie
Greek 1h1'p14'. Modern embellishments of traditional Bali melodies
are called ‘Howerings’, and most of them come from North Bali,
the source of all innovations in the native music. The oldest
forms, used in temple rituals, are played without flowerings, the
melodies being beaten out on all the instruments. All our music
it based on the Oriental five-tone scale—something like a penta-
tonic without semi-tones, An extremely acute ear is needed for
the intonation, since no Lwo _;g_,1||:q'f.1|l.-t are tuned t:\:!L'il}' alike.”

Singing is less developed than instrumental music, Vocal
performances, according to Mr. Coast, are still at the folk-level
stage while the gamelan reflects the sophistication and develop-
ment of the symphonic form. Indeed, the gamelan is the chief
medivm of expression. It consists of many choirs of instruments,
all percussive, together with an occasional bamboo flute and,
more” rarely, a two-stringed viol. All different in tone. uvse, and
effect, the instruments are of the xylophone type. The gamelan
accompanies dancing, is fully capable of independent perform.-
ance of symphonic length and quality, and allows for sole vir-
tuosity, chiefly on the reyong, an arrangement of horizontal gongs
pr'lfnllllr'd, with extraordinary rhvthmic intricacy, l1_1 four p]al'ﬂ‘l’:-.
Indeed, rhythm is the basis for the exuberar
Bali. The drum sets the pace, mood, and color for each work,
The Agung conducts the gamelan from the drum,

Though modern Balinese music is chielly a source of pleasure,

itly gay music of

it has its link with_the religion of the people, and the entire
development of island life. Once a part (Continued on Page 58)
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Bali Dancers in “Legong™

Revong Section of Gamelan Orchesira
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Immortal Bohemian

Father Dante del Fiorentino's
remarkably graphic new biography
of ltaly’s most famous modern composer.

A Review by Jay Media

HIS NEW biography of Giacomo

Puceini is attracting far more atten-
tion than the usual musical life-story, not
merely becauvse of the wide fame of the
greatest Italian musical figure since Verdi,
but rather because of the vivid, vital and
human literary style of the author, Father
Dante del Fiorentino who became the vil-
lage padre in the tiny town of Lucca, ltaly,
where Puccini was born. The Puecini fam-
ily and the del Fiorentino family had been
intimate friends for many generations.
Padre del Fiorentino makes Puccini live
and catches the composer’s whims, vagaries,
dreams, and frailties in such an Engrossing
manner that your reviewer read the hook
at one sitting as one might be entranced
by a “best-zeller.”

The musically gifted Puccini family was
famous for nearly two centuries from An.
tonio (1747-1832), Domenico (1771-1815) .
Michele (1813-1864) to Giacomo (1858-
1924).

As with the Couperin family in France,
the Bach family in Germany, and the Mason
family in the United States—the pursuit
of music was a heritage. Music to them

14

was a Geburtsprache—a native tongue.
Puccini’s father, Michele (a pupil of Mer-
cadante and Donizetti), was the organist
at the San Martino Church. Michele died
a few years after Giacomo's birth, leaving
his widow Donna Albina, with a large fam-
ily of eight children, facing a cruel struggle
with poverty. She seemed to know instine.
tively that Giacome, from his childhood,
was destined to become the great master. of
the Puccini family. There was no sacrifice
too great for her to make for her child
of destiny. Giacomo's love for his mother
was intense and unceasing.

Padre Dante del Fiorentino now “a bald-
ing little ltalian priest,” s presently a
resident of Brooklyn, N. Y. He has. during
the past summer, brought abowt a IHrl;-ilal:
performance of one of Puccini's early
‘i‘II.IL-H'S. This was given at Grant's Park
l'..h'tt-.-:gn. The chorus was the fine Hh-p.—ii».-'[r-;
Choral Society (185 members) : and a sym.-
phony orchestra of 75 was unider the ul-i.rnu
tion of Alfredo Antonini. The event was
=ensationally =uecessful,

: Father Fiorentino’s lively hingraphy is
N many ways a most curious book to came

from the pen of a I'L‘liFiﬂ'U:\. :\p.m froer
Puccini’s musical activities he portrays wig,
historic integrity the life of an irn-.-i.ﬁ:-;,.
Don Juan which makes the various tryp.
gressions of Richard “Iﬂ;!m'r seein fil-
that of an anchorite.

Puccini, from his carliest vouth, follwed
art ideals which were distinctive 354
well-directed. Father Fiorentino, wha be.
came Giscomo's friend, counselor. b
curate, knew the composer's virtges 34
his human shorteoming as few men could

Puecini stepped into a new era in ltalian
opera which began with Verdi’s “Ogelly”
and “Falstafl.” Ponchielli, of “La s
conda™ fame, was one of Puccini's teachers
and noted the new master's instinctive dra
matic sense as well as his boundles s
of melody. Puccini was opposed to the ol
stvle ltalian opera in which the dramati
story was continually interrupted, in order
to give some prima donna an opportunit
to come down to the footlights and make
an exhibition of the art of the coloraturs
In the Puccini operas there are no set sols
dizspssociated with the action of the plot
Every note seems to flow along with the
text and the mood like natural speech. And
yet, there are magnificent inspiring mel
dies. many of which have become favorite
concert numbers and in record form have
sold by the millions,

Al the Milan conservatory Poccini lved
largely upon pittances which his mother
was able to beg from friends. Yet he was
happy in this near starvation Bohemia
life. This did not prevent him from em-
I'n'lT}i'iHI! upon a few I:'"ﬂ'i]:-:l'"l'l]i"irl;.' lowe
affairs, He alwavs insisted that love and
roniance WwWere nECessary I'ur hiq misical
creative life. Father Fiorentino, realiting
the nevessity for truthfulmess ina hi“n'n!_ hy
doesn't spare his hero, He gives us an all
but photographic picture of the mire of
libertinism into which Puccini was driven
hv the cult of Bohemianism. The story af
times is almost as lively as the Heptameror
of Queen Marquerite of Navarre. But in
the «latement of F-I!'I‘-. there 1s no suggestion
of sensationalism, and he does not glos
over the I'rnihir-- |:|f I‘lli‘i'llni.'\- 'Frr;i.ﬂl‘ life
He does see in him, however, a tremendons
lovahle human figure: a rich, genial, and
poctic personality. The book was writler

from a broad human angle, always witl
evident praver in the heart of the conir
for his erring friend whose overwhelming
genius commanded the reverence of Padre
Dante as a gift from on High.

X !’I.:Ir-. ||}i.:l ]ﬁtl‘rrr u[ru;-:glfl_-'u | V] gnin Tecng-
nition in his early days is high drams
There is a good reason for u‘a]liﬂ.g this =on
i'f beautiful Ttaly a Bohemian. The term
1= applied to the more loose and uncon
ventional artists of Paris, the “city of
light.” The term {Continued on Page 51)
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CADENCE INFLECTION

or

Speech Inflection in Musical Perﬁ)rmﬂnce

by RICHARD McCLANAHAN

0 BE EFFECTIVE, musical cadences

must be properly accented and inflected,
—in other words, plaved expressively. The
mind can take in only 20 much at a time,
hence anything which has to be listened to
must be divided into smaller portions by
punctuation of some kind. Aristotle once
said: “A dizcourse devoid of punctuation
is disagrecable and incomprehensible,”

In prose and poeiry this is done h}'
“stops,” or punctuation marks; and in
reading and speaking, we bring these out
by pauses, and also by “eadences.” Now
the word cadence comes from the Latin
eadere, meaning to fall. To quote Webster:
a cadence is “a fall of the voice, especially
at the end of a sentence.”

In music we have the same need for
punctuation, but in music, ideas, phrases,
and periods are terminated by musical ca-
dences, imbedded in the text, and not shown
by signs. A musical cadence is “a progres-
sion of two chords indicating a point of
rest, complete, or inrmnph.‘l‘.r.“ Herewith
are examples of the principal ones:

Ex.1

Thus cadences are the musical equivalent
of punctuation marks, and funclion quite
naturally to take the place of the comma,
semi-colon, colon, and period; and even
of the question mark and exclamation
point. But they are not so easily seen.
Hence, if they are to fulfill their purpose
of dividing up musical thought so that it
can he understood, we must first of all
recognize them for what they are; and sec-
ondly, bring them out in one way or
another,

One means of doing this is by a pause
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or break in the continuity of the sound,
after the cadence. But this is not always
appropriate, or even possible. How for in-
stance, would one show the ends of phrases
in such a Bowing piece as Bach's C Major
Prelude from Book 1 of the Well-Tempered
Clavichord, or in C. P. E. Bach’s Solfeg-
gietto? Obviously it can only be done by
“cadence” in the original meaning of the
term—that is, by some tonal inflection of
the two chords in the cadence itself, com-
parable to that of the voice in speaking.
Since the problem is more easily visualized
in chord form, here is the prelude reduced
to chords and with the cadential inflections
roughly indicated. These indications are,
of course, intended only as suggestions and
the reader is at liberty to substitute any
others he may think better. (The measure
lines are merely for convenience in group-
ing the chords.)
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follows:
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(N, B. Since this chord sketch has been

Solfeggietto appear as

planned for a second piano, certain

doublings have been avoided.)
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If the student will make himself thoroughly
familiar with the chord-scheme before
playing either piece as wrilten, he should
have no dificulty in making clear the
“terminations” of the musical ideas.

Mozart's easy Sonata in C Major fur.
nishes us with some excellent examples, In
the first subject there are three cadences,
which, as far as my experiene goes, no-one
ever seems to notice. If in each case we
soften the resolution into the second chord,
thus:

" A—— —

e e
Bl .
{l: — =i -l
- —
|

is not the result a great improvement over
what we usually hear?

This kind of punctuation, that is. by
cadence inflection, is strangely neglected
in music study; and it is especially strange
that it should be neglected in piano study,
since, as Matthis Lussy has pointed out,
the piano has an infinite respiration and
has no need to stop for breath, in fact, in
piano music, the role of the two devices is
very often reversed, with cadence inflection
taking care of all intermediate endings, and
with the pause, or break reserved for more
final endings, where it is usually indicated
by a rest, or a break in the pedal line. See
Grainger's arrangement of Irish Tune from
County Derry, and Casella’s edition of
Beethoven's Sonata Pathétique,

Naturally, the break is invaluable in
contrapuntal music where the cleancut ter-
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(Continued from Page 15)

mination of one voice makes clear the entry
of another. Note this excerpt from Bach’s
Two-Part Invention No. 1.

ol g
But it is not necessary to lift the hand or
make a silence at the end of every slur line,
as some would have us believe. For in-
stance, in the second line of this same in-
vention, where the right hand has the
sixteenth figure inverted and sequenced,
it is far better to show these smaller group-
ings by dynamic shading working hand in
hand with a sense of cadence, And even
when rests are indicated, the cadence itself
still needs emphasis, inflection, modulation
—call it what you will, if we are to make
the sense clear to the listening ear, In the
following paragraphs we will take up ex-
amples of the various kinds of cadences
and attempt to show how this may be done.
Let us take some further illustrations

from this same Mozart Sonata:

H we play the complete four-measure pas-
sage as though it were a series of cadences,
each with “falling” inflection, the mind
and ear have the *terminations” they re.
quire, the passage becomes organized, and
thus it acquires “sense.” Perhaps the first
three pairé of chords are not cadences in
the usual meaning of the term, but since
their roots are a fifth apart, they have
something of this feeling. Actually, Mozart
is leading vs through all the triads of the
key of G, although we are scarcely aware
of this until the final pair:

Ex.T - =
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A further refinement would be to play
all the notes in the fourth pair of chords,
which actually do constitute a cadence,
somewhat more softly than those in the
other three, thus tapering off the phrase
and preparing for the entry of the closing
theme, which is itself only an ornamented
cadence formula: I, 15, Vi, L At the
end of this theme, | would suggest to the
student not to use too much “cadence-fall,”
or to make the last note too short. Let him,
instead, save most of this inflection for the
two “close-formations” which follow. These
are based on the same formula, ie., 1%,
V3, I, and in these cases he can make the
final notes short. The sixteenths should be

(Continued on Page 61)

The Réle of the Parents in Thj
Matter of Practicing

All members of the pupil’s
family have an important part in the
development of his musical training.

by MARGARET MEUTTMAN

ARENTS tend to underestimate them-

selves when it comes to musie study
for their children. They seem to think
they're not important. Nothing could be
farther from the truth, as any music teacher
can tell you.

Nearly all children take music lessons
at one time or another, either in school
classes, in band, or privately on the instru-
ment of their choice. Almost all parents
wonder what makes one child succeed and
another fail. Is it a matter of musical abil-
ity? Iz the child who plays well more
musical than the child who doesnt? Not
necessarily at all, they are told. But what,
then, is it, they ask in puzzled tones, what
else could it possibly be?

Here are a few answers, gathered from
first-hand experience over a number of
years, While they do not all simmer down
to one word—Family, they come fairly
close to it in one way or another. For
whether a child does well or not is often
a matter of character, of attitudes, of in-
terest. And parents would be surprised to
know how important members of the fam.
ily can be in determining the effect of these
influences in so far as music is concerned.

In spite of all the emphasis in recent
years, upon the psychological aspect of the
parents’ attitude, there are still some par-
ents who are inclined to discount their
mmportance in the over-all picture. This
condition may be true also with respect
to uncles and aunts and cousins and grand.
fathers and grandmothers and friends, and
}T fact, all the family relationships. But,
since parents are closest to the child and
usually have the most influence, at least
in ]11i1. early years, their importance in his
mlf;::ﬂiﬂﬂf:‘:lc:::;::;ni n -i.u'._'-‘tlnl] compare.,

; seven year old hoy
with flaxen hair and big blue eyes, who
could play any thing he heard: sueh as
large portions of the Mass he heard in
church. He could lsten 1o Beethoven's
Moonlight Sonata for the first time and
reproduce much of it with remarkable ac.

coracy. He could listen to a record of ;
symphony and pick out big aress of it o
the piano immediately. Here was 2 bo
with outstanding ability. But be nese
achieved anything whatsoever, musicall
Why? No doult there were a number of
reasons; bul one of them was that be -
fused to learn a note, to practice even :
minimum. His invariable reply was, “Wis
should 1?7 1 can play without it" Noge of
the arguments in support of studying mad-
any impression upon him or his fami
They cared nothing at all about music, o
though they were proud of him and o
joyed exploiting him before their friend:
as a sideshow exhibit when conversatios
lagged.

It is true, too, that a number of peopl
haye succeeded in music without being
trained, But the fact remains that this bos
:h'l'l;h remarkable ability, did not succesd
in music; that something more than taken
is needed. Some years later, when | agale
met him, | learned that he practically neve:
touched the piano. He thought it “sissy,
another reflection of his parents’ attitude

This is an extreme case, but it llustrates
something that occurs in other children
too. Right or wrong, parents and the child’s
[_-'ll'““!r' shape his response to music, nine
times out of ten. If there is a sympatheti
relationship between adulis and child, the
child will usually follow the dictates ol
the oldsters. If not, he may rebel agains
them. But whatever he does, it will be be
cause of them,

. I the father gets fun out of phji 'Inp' an
instrument, then Junior will, too. If the
mother shares her enjoyment of a piece
heard with others in the family, the chil
dren will be rﬂ"r]]tjl."_- to music, too 0
course there's a I‘ighl and wrong wij of
sharing her pleasure. If she is truly e
thusiastic and forgets all about the chil
dren and “educating” them, if she talks
spontancously with other adults about the
music heard, in the youngsters' presence,
then the best (Continued on Page 36!
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As a farmerette

A leading mezzo-soprano of the

Het rupuﬁhm (pera SAYS

concerning success that

It Isn’t

Luck Alone

Mildred Miller with her son

Mildred Miller us Coarmen

from an interview with Mildred Miller

as told to Gunnar Asklund

EOPLE SPEAK of luck in a profes-
gsional career at the moment when

the biz engagements begin, Accord-
ing to my experience, this isn’t entirely
accurate, Certainly, there is an element of
luck invalved both in getting engagements
and in |~r"|rlj_.' ready for them; but it shows
itself (if at all) long before the job stage.
The real luck in a vocal career lies in find-
ing at the start of study the correct teach-
ing and the general formative influences
which enable you lo go forward in an un-
broken line of progress. Even then, you'll
still have to work, and :uru'il still encounter
problems—new ones at every turn!—bhbut at
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least you'll know what to do about them.

That's about the only kind of luck there is.

In this sense, 've been extremely lucky.
| have always loved music in general and
singing in particular; bul, as | was trained
as a pianist, [ did litlle singing until my
voice had gotten safely through the eritical
adolescent vears. | was chosen as accom-
panist for the Glee Clubs both in Junior
High School and in High School in Cleve-
land, and was thus spared the hazards of
singing oo soon,

My voice was discovered while 1 was in
High School and, after [ had an andition
with Lionel Novak, my parents, at great

sacrifice, allowed me to study at the Cleve.
land Institute for Music. My goal was to
become a music teacher and 1 added the
clarinet to my other studies which included
theory, a most helpful course in Daleroze
thyvthmics and expression, and, of course,
voice, Here again, 1 had the luck to be
given exactly the sort of training | needed
at that time. | was LI‘!![ on vocalises, Lieder,
and English. French. and Italian songs,
with no hastening of operatic work.
During that period. 1 encountered my
first big problem. though 1 did not recog-
nize it as such. | had Ih-njyhl | was a so-
prano, My voice was big and adequately
resonated: still. 1 had difficulty with the
high climaxes (whether in exercises or
songs| which led to a tightness or edginess
of tone. This, in wtn, did nothing to build
up sell.confidence!
"llﬂ:l'i-i' ";'|¢|'||||4'!J!'|i,,-
work with the least
most pleasing tones of my voice.
She had

me work on these tones and then downward,

Then my  teacher,

Kraft. decided to
“edgy”,

These lay in the middle register

developing my scale in the opposite direc.

tion from where the difficulty lay. The pur-
pose was to make my tones rounder., My
most helpful exercise at this time was the
singing of scales on Hung-oh. This assured
a good forward attack, and brought the
forwardness of the Hung directly into the
Ok, As the rounder tones began to |||"n'r--|'|.
| found | was a mezzo!

Just at this time, I was trving to fnish
a four-year course in three, and went to
summer school which meant three lessons
a week: this extra time under my teacher’s
direct guidance put me solidly on the road
to progress. | have always found it helpful
to praclice with my teachers, especially in
the working out of new vocal patterns. The
immediate result was that the tightness in
my tones cleared up. [ lost the tendency to
sing sharp through being out of my natural
register, and good, round high tones ap-
peared without struggle.

That year. Borizs Goldovsky auoditioned
me and asked me to come to Boston for
work in his opera company. This was luck
—but without correct preliminary training
I should never have gotten it. 1 eouldn’t
;|,ﬂ||r|| Fiv :_’ir |"il'1'|'|| frrr t!h' .'t-'-'fl-r:if.ll'q' ||[ H 1
lovely lady in Cleveland. 1|
acknowledgze that debr. My six weeks and

am glad to

eleven roles in Boston gave me my next
push forward. | had been singing correctly
enouzh. but with the sell-consciousness of
the inexperienced student. Now 1 learned
to let go, blending singing techniques with
the abandon of stagze work.

Next | studied at the New England Con-
servatory., under Mme. Marie Sundelius
whose skill. plus the stimulus that comes
only [rom a truly good spirit. made her a
jov to work with., Changing teachers can
pose a |-r--E-[--|n: if you are devoled o the
old one, You feel tense about .]H'l"l'l-lrl:_" the
suggestions of the new; if you are devoted
to the new one, (Continued on Page 49)

17




s

18

Oh Doctor,
My Throat!

A specialist in his

field has words of
wisdom concerning
the care which should be

given the singer’s voice.

INCE TO SING or not to sing is the
S blood of life to every vocalist, it is

small wonder that a pain in the throat
or an acule laryngitis is cause for great
anxiety.

It is often =aid by thoze who know
nothing of a singer’s problems that “there
is more trouble with the throat in singers
than in other people.” This is not strictly
true; in fact, 1 believe that it is quite con-
trariwise; for the singer because of vocali-
zation and trained use of the voice knows,
or should know, how 1o use it to the hest
advantage. Exercises in proper breathing,
general bodily care beyond that commonly
in use, all build up the singer’s resistance
to disease, but do not make anvone bullet-
proof, I

“Throat trouble” is a common com-
plaint of winety percent of all patients who
visit the otorhinolarvngologist. Very often
the symptoms complained of are due to
causes to be found in the nasal sinuses or
in some systemic disturbance of the body
remote from the throat. Of these, so-called
|JU".5|.-I!1'I.‘¢I| l.ii.-i'l'l.‘-ll:_{l' accounts f:}r maosl come-
plaints of scratchy sensations or “soreness™
or hoarseness. The character or quality of
the natural fluid secreted by the cell of the
mucous membrane lining the entire res-
piratory tract has much to do with these
disturbances. This secretion should be of a
watery nature under ordinary conditions,
but when bacterial infection takes place
it changes to a sticky, viscous substance
which is hard to detach. Therefore, the un-
willing host serapes the throat, coughs and
tries Lo gel rid of it. This leads 1o muscular
strain and actual damage to the tissues with
an ﬁr-r.‘l.‘-'lu'-lml .l'-lrﬂﬂii r_rf hhm(l i|:| ﬂ],p- ;I;["“rn_

by IRVING WILSON VOORHEES, M.D.

Fortunate is the observer who sees this for
he is then sufficiently alarmed to seck di-
agnosis and treatment,

Prabably the throat r-pq‘r'i.'lli*.-t will request
an X-ray film of the sinuses in order to
determine whether there is any latent in-
fection or purulent (pus) condition from
which the 1|i:~1'|1i1rgu i= ﬁrlfliilﬂ ils way into
the hack of the throat HI.'I"\"]thr!-l“ ).

If this change from the normal goes on
for a long time, the secretion continues Lo
be troublesome because the secreting cells
have undergone some pathological change
and no longer produce the watery type of
secretion, This means that the back of the
throat is always dry and often uncomfort.
able. A hot drink of coffee in the morning
often acts to loosen up the dryness, and
one may get on quite well for the rest of
the day. But, unfortunately, this improve-
ment does not last, and therefore, the an-
noyance continues, calling for rather pro-
longed treatment by the throat specialist.

Any nasal obstruction from whatever
cause, even from a bad head cold will make
breathing at night difficult, and give rise
to sleeplessness or at least to disturbed
tleep. Upon awaking in the morning the
throat is dry, the voice is heavy or hoarse
because the inspired air has dried the
throat to a crisp. That “dark brown taste”
which used to be the jokester’s bag of
tricks becomes an annoying reality.

Of all the diseases of the larvnx which
trouble the singer. acute laryngitis is the
most alarming, One may retire at night in
good health, but have no veice at all in the
morning, or what voice there is may be so
rancous and unpleasant as 1o provoke pro-
fanity. This may happen on the verv das
set for an audition—and usually does! Per-
Im;:ls: one has waited for weeks, the oppor-
1!]!1|‘I‘_| to r—il]g’ for a manager, and at this
critical moment acute laryngitis spoils it
1'"|H[P|1.*t1'1}. As much as | dislike to SRV NG,
there is no use in cryving out to the larvn-
gologist for IH'EFI- for in the words of Omar
hlm‘_-"‘-'ﬂ-_lﬂ. “he moves as impotently as vou
or 1. Upon examination, the cords are red.
swollen and very likely have a thin exudate
upon thr*.m which vibrates in the airways
when trying to sing a note. There is no way
of reducing this swelling promptly and hav.

ing it remain so. In spite of all spray,
;muilin".‘t to the neck, ice collars, the 1..i.r
does not come back well enough to meet it
obligations. In fact, vocalization should b
forbidden entirely, and silence enjoined -
til the timbre and color has returned, The
“why™ is readily apparent. With such ,
condition of swollen cords one has 1o lores
the tone through the chink of the glottis
or space between the vocal corde This
causes strain and friction, and mav be the
very beginning of vocal breakdown. ssd
the focal point of vocal nodule formation
In fact, vocal nodules arise from an ob
structed ;."luml on the margin of a cond
which closes its little mouth and keeps its
secretion bound up within it Later this
little mass “organizes,” that is. it hardens
becames changed into fibrous tissye and
must be removed surgically,

One often hears of some one who hes
had vocal nodules and has “sung them ofi.”
This may be possible in the early stags
of the condition where exercizes mav tend
to open the little gland at the edge of the
cord and allow it to pour out its conlents
Then if no more secretion forms, the “cure”
= complele—at least until next time. If
one |istens closely, one may diagnose a
vocal noduale upon hearing at certain
pitches, a rough vibration which sounds
like “a l1il1 in a |||.|||_q|._" This occars only
in certain spots of the range, and the kil
ful singer may be able to “sing over
that is, she may minimize the unpleasast
Lo h'\ |t1.'|r1i'|;r'|||l|||nr| n[ |'|rr ;'u:n:i‘. ”“
ever, she knows lh.'|t it is there and becomes

very unhappy about it because it is nol wis
to divalge any defects even to a friend. sinee
suich information is readily seized e amd
capitalized to the discredit of the vocalis

Any discussion of “the throat” alwars
calls for a like discussion of the tonsils, bat
there is hardly any portion of the bods
which suffers more from misinformation
E\l'l\]uu’h hﬂ- an .|.|_|-|;||j|w.r1 aboat the tonsik

even among physicians, One save “the

no such thing as a normal tonsil.”™ Another
‘the tonsils are there for a purpose, and

should never be removed.” Still ano

“l1 know a F!ITI. a {J}l;l-]r -.F||_j:{'r1 wha had

her tonsils out and has never been able to

(Continued on Page 1)
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Igor Stravinsky i

Many present day music lovers

are becoming confused and disturbed by

THE NEW WORLD OF SOUND

Here's a bold but sane discussion

of modern trends in music which should do much
lo give one a proper pFr.prt.'ﬁnl

toward the new developments.,

by George Rochberg

HY 15 it that of all the contemporary
W forms of creative imagination, new

music is the only one which has yet
to achieve wide, general acceptance? The
“new” is eagerly sought after in the theater,
in the art gallery, in architecture, in the
movies, in literature; but in the field of
serious muzic, new works are still regarded
with suspicion and even open hostility. This
is a remarkable phenomenon, one which
exizsts for the first time in the history of
modern Western musical culture, Consider,
for example, the 17th and 18th centuries
when “new” music was the only known
diet, little or no interest |.H'.i|i:_l exhibited in
the music of earlier times. All over Europe,
and particularly in Italy, there was tremen-
dous creative activity. New forms and new
expressions were finding their way to
fruition. The production of opera in ltaly
during this period was as hectic a business
as the American movie indusiry is today,

new pieces being staged as quickly as they
could be slapped together. New symphonies
poured from the pens of Haydn's contem.
poraries, All kinds of music in wvast
guantities were produced and performed.
Audiences were alert and interested; they
participated in this rage of creative activity.

But we have bogged down. Our concert
halls are, as Aaron Copland so aptly de-

seribes them in his new hook, Music and
Imagination, “auditory musenms". In these
“museums” the same great pieces are heard
over and over again until no one is inter-
ested any longer in what iz being played
but in who is conducting or playing. This
interest in performance is the chief charae-
teristic of our musical life todav and one
capitalized on by the commercial forees
represented by concert managers and the
entertainment business of radio and tele-
vision. In a broad sense, then, this is the
situation in which “npew” muosic finds itsell
today.

What Iy be some aof the ohstacles in the
way of a genuine interest and participation
in new creative activity? What is it aboul
contemporary music that disturbs the equa-
nimity of listeners and audiences today?

What are the differences between this
new music and traditional music? First, i
i important to point out that contemporary
muzic, whoze seeds were sowed by Wagner,
Strauss, Mahler. and Mussorgsky and
whose early fruit became manifest around
1905-1915 in the works of Debussy. Ravel
Schinberg. and Stravinzky, no longer ad-
heres to the traditional harmonie ideas. In
the music of Bach, Beethoven, and Brahms
harmonic ideas are characterized by a
careful use of (Continued on Page 301
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The Drama of Drums

From earliest times

drums in some form or other have had

their place in the lives of the people.

by KATHRYN SANDERS RIEDER

musie, so the drum carries the pulse

and throb of insistent conflict and
drama. We hear its dramatic force in to-
day’s musical voice of the timpani; in the
popular South American dance rhythms,
and in the stirring use of the military. The
drama of drums is cloquent among primi.
tive peoples today as it was in man’s earliest
history.

When six-vear-old Frane Joseph Haydn
stretched a cloth over the meal b and
began to drum away with disastrous en-
thusiasm that sent meal flying in all direc-
tions, he was re-enacting much of the
universal approach to the drum. He reacted
to it with the enthusiasm of today’s music
lover and with the strong attraction of each
generation,

What is the great mass appeal of the
drum? Its rhythm, color, drama? The fact
that it is casily portable in travel, war or
migration? Is it because it can accompany
the voice? Because it attract= attention?
Because of its loud voice? Because the
sound carries considerable distance? Be-
cause it can be made of many materials
rather easily ?

JERT AS RHYTHM is the life-heat of

It is true that we often ignore drums
because, aside from the comparatively re-
cent use of kettle drums, they cannot ex-
press pitch. There is no way of controlling
regularity of vibrations which would re.
sult in definite pitch. Their musical fune-
tion is limited. Yet we cannot ipnore their
importance., Dr. Walter Damrosch once
called hiz timpani player his “back door
conductor”. Many tributes have been paid
the part played by drums in the most highly
developed music,

A drum is simply a skin stretched on a
frame or vessel of wood, metal or earthen-
ware. It is struck by the hand, fingers, foot,
elbow or even head of the player. or tapped
or beaten by some type of drum stick.

The drum may be simply a membrane
in a hoop such as the half drum or tam-
bourine. It may be a bowl shaped instru-
ment with one end covered with a skin, as
the kettle drum and many primitive drums.
A still different type has a membrane on
each end of the drum, as in the bass drum.

(Drums of various kinds have an im-
portant part in the Gamelan Orchestra
accompanying the tour of the Bali Dancers
as described in an article elsewhere in this
issue, Ed.)

All early people knew the drama of
drums, When the voice of the drum first
sounded there must have been awe, rever.
ence, fear, delight, and consternation as
the people saw that a skin stretched over
a hollowed out log or stone could speak
so powerfully. From that time the drama
of the drum has developed, in its use. in
the manner in which it is plaved and even,
al times, in the very materials which com-
pose the drum,

The drama of drums is well known to
travelers today as they journey deep into
the interior and hear the ominous sound
of the war drums. This was one of the
early uses of the drum: to strike fear in
the heart of the enemy. Warriors went into
battle with the war drums pounding in
terrific din. The sound of the drum also
gave courage and confidence to the warriors
going into battle. So important was the
drum for these purposes that each side tried
luluul-drum the other. At other times. drum-
ming was used to pace the marching, They
found that it also relieved the foot soldier’s
fatigue on long marches, ;

Primitive African drums are drama for
all ih‘:n hear them. There are many sizes
and shapes of wooden drums, o - :
The talking drums, the huge tmrn}t{:::;slmm-

_ , are
as large as ten feet long and a yard in di.
ameter. Placed on high elevations the sound
travels long distances uninterrupted, The

F—

message is picked up and relayed by the
next drummer ql,li[l!' ll'.'{'lll'IlE]}' I.ﬂd ‘-I“E':u\',
for a definite code is used. The ifﬂllia
which have grown up around these talking
drums have scarcely been exaggerated for
it is rare for a stranger to arrive at remole
jungle villages unannounced. The message
of the drums has gone before him telling
his name, his mission and whether he i
friendly.

The African Negro has many other
drums. Drums to give the marching time
to the native carriers, drums lo call men
to arms, drums to accompany the danee, 1o
sound the alarm. As opposed to the steady,
regular beat of the American Indian's
drumming, the African Negro plays the
most intricate of rhythms, Th:'i are amaz-
ingly difficult for highly trained drummers,
and some will tell you that one can never
hope to duplicate them accurately unles he
has grown up hearing them. Yet the Alri
can drummer seems 1o fall into their beat
cflortlessly  because of long  familiarity
with them,

Fetich drums in Africa were held in
mystery and awe. They were believed to
give the possessor a special influence with
a supreme deity with which the drums were
thought to have a close connection.

The first American Negro drums were
patterned after those of the African ances.
tor. Two sizes of drums were favored. They
were made of hollow logs and covered with
skin from a sheep or goal. Some were
played in an unusual manner; the drum-
mer bestrode the drum, beating it with his
fists or feel

The primitive drums of the American
Indian were of many sizes and shapes, of-
ten artistically ornamented. One corious
use was weather forecasting with drums.
A tight drum head and a clear tone from
the drum, they noticed, indicated fair
weather. A dull sound and a sluggish drum
head told of rain in the air.

When the Spaniards invaded central
Mexico in 1519 they discovered the Indian
people, the Aztecs, had a drum five feet
high. This drum, the heuhuet], was made of
a tree trunk hollowed very thin. Some were
beautifully carved with figures of men and
animals and a beautiful one has been pre
served in the museum at Toloca. Mexico.

The Spaniards learned, to their horror.
that the heuhuetl was used in the temples
on that most dramatic and dreadful occa-
sion of human sacrifice. To Spaniard his-
torians who told of them, they sounded
fear and drrml_ ﬂnﬂ"ullf‘iﬂﬂ as thes often
did the death of one of their u.hil.r coim-
panions or of a friendly Indian ally.

h{ﬂ.n_'l l'l]'i.!ﬂi[it‘e counlries ‘.h.’n.q,' glm-[]i
drama in materials used for drums. They
are sometimes made of skulls, often human.
with erowns cut off and skins fastened over
!h“"'“- They are often used in groups, hay-
Ing at times twenty grouped together.

Drums were (Continued on Page 621

MOZART AND BEETHOVYEN

Mozart's deity is the God of the Sunshine,
the Blue Sky of Peace, the Great Blithe
Spirit of Love and Joy. Beethoven is the
God of Thunder, Lightning and Whirlwind,
the Deity of Strife, of the Eternal Battle bes-
tween Righteousness and Wickedness. For
Mozart, music is a mystic eszence. le
bathes himself in its spirit; the fragrance of
its incense enfolds him,

On the other hand, music for Beethoven
i a militant crusade. He grits his teeth and
struggles—never mind the torture—be torn
to pieces if necessary, Only to the Fighter-
for-Truth belongs the victory. Even when
Beethoven emerges from his white fire, puri-
fied, calm and confident. the marks of bantle
cling to him. It often seems to me that each
serene moment in Beethoven is only a
breath-catching interval hefore the strife
breaks out afresh. &

When Mozart takes us to heaven we go
effortlessly; we don't know how we've
reached it. We are aware only of the all-per-
vading loveliness and serenity of the place.

But with Beethoven we must struggle to
achieve eternity: by the time we arrive we
know that we have fought the good hight,
deserve o long, blissful rest, and perhaps
enjoy it all the more because of the hattles.

One reason why Beethoven is more easily
understood and perhaps better loved than
Mozart or Bach is on account of his human-
ness. He is often of the earth. earthy: con.
siderable clay is mixed in his magic potions.
He is often willing to meet his re-creators
half way. ready to lend musician and ama-
teur a helpful hand by building a solid
bridge from the Irl'r||'rnrn| to the eternal—a
practice alien 1o Mozart. and seldom in-
dulged in by Bach.

The creative approaches of Beethoven
and Mozart are vastly different . . . Mozart,
pure spirit, rests remote, serene: Beethoven,
compassionate human, stands close, com-
forting, supporting . . .

TWO-NOTE PHRASE GROUPS
In teaching youngsters to play those sen-
sitive two-note phrase groups

which abound in all music. 1 have found
that the strong-down. and the weak-up tones
are easily understood if words are sung to
them:

===
vila h:;?r"

Ibpht-heaii-od
e

wn-hap s pr
Sivcouraged,”

These are alwavs plaved with key contact
fingers, with wrist gently dipping down for
the strong, and back up again for the weak
tone. If the pupil plays heavily on the final
weak tone. teacher laughs and savs, “Oh. is
that how you talk? . . . Do vou say ‘T'm
t-REID or “inspi-RED,” ™ That will turn the
trick!

PIANIST'S PAGE

Adventures in Piano

HOW ABOUT AN ENSEMBLE CLASS?
If vou start a piano ensemble class for
voung people or adults and advertise it well,
1 am sure vou will be gratified by the re-
sponse, For such a project you need two
piﬂnn.-_s_ of course, and four students in a
vlass. Duets | with two copies of each) can
he plaved on two pianos. A weak “primo”
or “secondo” takes courage. loses self-con-
sciousness and quickly fnds his |'I|HN.‘ in
the music when he hears the student at the
other piano plaving his part confidently.

Dozens of duets cut from the music sec.
tion of ETUDE and pasted on cardboards
can be used . . . Also, play much music for
two pianos, four hands, with each of the
four plavers reading one hand,

An ensemble class is a stimulating and
painless way to insinuate confidence and
security in reading at sight. 1t is also the
hest possible preparation for “Epsemble
Fun™ programs from time to time. .. Why
not try a class?

SIGHT-READING PRACTICE
SUGGESTIONS

Alwavs read short pieces. or parts of
pieces.

1. Silent preparation:

Kev? Name sharps and flats: “ring”
thein in the piece, if necessary: time signa-
tre? . . . lempo sign? . . . any recurring
rhythmic patterns? . . . count and tap them
. . . any tricky intervals or skips? . . . name
these intervals, feel them on piano without
looking or plaving . . . any unusual chords?

. where do clefs change? . . . mark . ..
choose measures at random—count these
{(by “ands™) and tap . .. staccato, or le-
gato? . . . Get thoroughly acquainted with
vour piece before vou play a note.

2. Now, at kevboard. play the chords of
the key of the piece, up and down (2 oe-
taves) . . . then play scale (both hands),
softly and slowly, of kev: . . . then Domi-
nant Tth and resolution . . . all this without
looking at kevboard or hands.

Teaching

by GUY MAIER

3. Count now—rather fast (no “ands™)
but play only first beats of measures . . .
Look sharply ahead: stop for nothing! . . .
Keep counting speedily,

4. Now count very slowly (with “ands™,
if you wish) and play first beats as before,”
and all the left hand. (No right hand after
first beats. )

5. Now play the whole piece as it is writ-
ten. Count very slowly—no pedal. Don’t
miss a single beat—missed or messed notea,
let "em all go by! Keep looking ahead a
whole measure . . . play quietly and re-
laxedly . . . Don’t stop for anything!

6. Now up to tempo and with expression
+ « - use short “dabs” of pedal . .. don’t
count this time.

7. For a change: (a) Play some short
excerpls with one hand as you “conduct™
with the other. (b) Point blindly to any
meastire . . . “take in” as much of it as you
can, then play it without even a glance at
the keyboard . . . Take vour eves away from
the score as you do this.

CLASS PIANO HAZARDS

Here's a priceless letter from a teacher
who was persuaded to embark on the rough
seas of elementary piano classes:

*1 haven't quite made up my mind vet
whether to hate vou, or be grah'iul o vou
forever. 1 guess vou'll understand when 1
tell you that [ started group piano instrue-
tion vesterday. You warned us we needed
lots of vitality, but 1 wasn't prepared 1o be
completely wrung out. Last night, 1 ached
from head to foot, and could hardly muster
enough energy to answer a simple question,

“Besides that, 1 have had to buy a type-
writer and a mimeograph. 1 won't make any
money for awhile. Here T am a wife and
mother of two children. Why don’t | give up
this strenuous life, let my husband support
me, and just be satisfied with being a hu-
man being?

“Never mind, 1 really know the answer,
Anyone with that (Continued on Page 63)
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QUESTIONS

AND
ANSWERS

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

ABOUT CLASSIFYING VODICES

® | am a lhigh school girl interested in
music, and [ find some classifications of
voices difficult to understand. Would you
please tell me the ranges of the following
voices: Contralto; Mezzo-Soprano; Lyric
Soprane: and Coloratura? Please tell me
also how a voice would be classified that
ranges from the C on the second space
of the bass staff to the C on the second
added line above the treble uaff.

P.R., New York

The most imimrlunl Ih":n;__: for you to
learn is that voices are classified partly by
their range but also parily by the color,
therefore it is not possible to tell any singer
positively what his voice is without hearing
the voice itself. Even after that different
teachers disagree. and of course the author.
ities disagree o, | do not have space to
give vou the compass and description of
the different kinds of voices, but if you will
read the article on “Singing” in the fourth
volume of Grove's “Dictionary of Music
and Musicians”™ you will learn at least a
few things: and if you will follow this up
by looking under “Contralto,” “Mezzo-

ete. in other volumes of Grove

i "
SOPrano,
! LZs that

vou will learn many additional things
will interest you. Grove's Dictionary 1s 1o
be found in almost any library, but if your
own library does not have this important
music reference work probably your li!:rur*
ian will be interested to know that Lrove
is referred to and quoted more than any
other music dictionary in the world, and
that the six volumes cost only $30.00. It
may of course be obtained through the
publishers of ETUDE. Incidentally, your
voice with a three-octave range might be
a soprano, mezzo-soprano, lyrie soprano.
ar contralto—it would IJ.'I'!‘I"'"I.I on the color
of the various registers, -K.G.

QUESTIONS ABOUT BACH, MOZART,
SCHUMANN AND DEBUSSY.

e 1. In the G Major Gavotta from Back’s
“French Suite,” do the staceato marks over
the upper notes refer to the lower notes
also?

2. How much pedal can be used in
Wozart? | am studying his A Major Sonata.

1. In Reflets dans Veau should the soste-
nuto pedal be used to hold the low A-flat?
One teacher says the sostenuto pedal is
never used in Debussy. Is this correct?

4. Please give the metronome markings
{from the slowest to the fastest permissi-
ble) for Bach's Minuet in G which begins

and for Schumann’s Melodie, both of which
are required numbers in the National Fed.
eration Festivals,

I enjoy your column very much and
always read it first when the new Etude
comes, Thank you very much for this help.

Mrs, M.N., Tennessee

1. Yes, both the upper and lower notes
ghould be plaved staceato,

2. The use of the l|:||u|p-nr pedal is per-
missible in playing Mozart, but it must
be employed with great diserimination,
Too little rather than too much is always
a safe guide in the use of the damper
pedal, and especially in works of the clas-
sical period,

3. Either the sostenuto or the damper
pedal may be used to sustain this low A-flat,
The ideal way would be to use the saste.
nuto for the A-flat, and the damper 10
“blur” the right-hand arpeggios. But that
makes it very difficult o manage the pas.
sage “ppp” as marked, since it is hard to
use the una corda pedal while using the
other two. Therefore most people use the
una corda in order to play the passage
very softly, and the damper to sustain the
low A-flat and to “blur” the right-hand
part. even though by =o doing. the low note
will not sound through the entire passage
as written,

The idea that the sostenuto pedal is never

used in Debussy probably arises from ),
fact that most Eurepean pisnos do 4
have this pedal. But there are many Places
in Debussy’s music where the sosteny,
pedal can be used to great advantage. Ay4
I think that in this particular place b
probably had in mind the use of this yer,
pedal, since he wrote this low Adfla
extend throogh a change of harmonic eolor,
You will note that in the fourth measy,.
of this passage the Cflat of the first three |
measures changes to  C-natural in the
fourth: vet the pedal point is tied over
through the first half of the fourth meas
ure. 1f the damper were held down through.
out the duration of this pedal point, i
would create a bad effect. So il the damper
is used, it must be released at the end of
the third measure and depressed again o
the start of the fourth, in spile of the nots-
tion of the sustained A-flat i the leh
hand. Similar ntljl.l*-llﬂ-l‘hl_ﬁ will have 1o be
made in the following measures. This seems
to me o indicate that "t'hl.lil}' m.i!:l'd wiell
have had in mind the use of the sostenu
pedal at this particular place,

4. Since these numbers are (o be psed
in a contest, | would suggest for the Bach
Minuet J=144, with J=108 the slowest and
J=1600 the fastest permissible. For the
Schumann Melodie (| which | assume is the
first number of “Album for the Young™
J=100, with =80 the slowest and |-112
the fastest practical. Remember, however
that the function of the metronome mark-
ing= is o suggest a proper speed, nol o
indicate that every measure must be rigidls
maintained at that rate,

Thank vou for yvour kind words. We are
always glad to know that readers derive
real help from our column. RAM

JUST WHAT DODES A METRONDME
MARK MEAN?

* Please advise me about u_‘.i'n_g a melros
nome for finding the tempo of a composi-
tion. I had supposed that the number re-
ferred to the number of beats per minuie,
bt in a MacDowell rnmpﬂ.d:frm that | am
studying the mark is like this: J=63. The
piece is in % and I don’t quile wnderstand
the matter.

Wrs. F.LC., Kansas

lin most cases the number included in
the metronomic indication indicates that
there are to be that many beals or L!ll]"f'-‘
per minute, but sometimes, especially i
fairly rapid tempos, the number refers to
the entire measure, a= in the case of the
composition that you are studying This
h“l"l“‘”" in 6/8 also, where the numbet
olten refers to a dotted-gquarter nole. If
you will look carefully at the metronome
mark you will I'Il“'nj.:l find that the kind of
nole is indicated as part of the sign, and
when you have once learned to do this |
helieve vyou will have no further trouble.
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READ YOUR ETUDE

0 you read your ETUDE thoroughly,
or are you one of those who give full
attention only to the pages dealing with their
own specialized line, then look casually
through the rest? I vou belong to the lat-
ter. be sure to turn hack to David Cher-
“iﬂ'l."ﬁkj""_i article: *“Casals’ A ppmn{'h Liv
Teaching the "Cello.” (Etude, June 19521
Having had the privilege of being this
great man’s partner in Sonatas for “cello
and piano, thus coming into close contact
with his phenomenal musicianship, 1 en-
joyed that enlightening article to the ut-
most, Becausze the principles exposed are so
sound, logical, revealing, and adaptable to
the piano, [ will condense some of them
here for the benefit of our Round Tablers:
“Scales are the foundation of practice
and a large proportion of practicing hours
should be devoted to them.

“A student should be advised to develop
his car by ever more acute listening and
experimentation.

“Fingers should be curved naturally, and
developed so as to fall like hammers, but
hammers that are furnished with springs,

“Fingerings that are strained or risky
ought to be dispensed with, hecause strain
in the hands induces strain in the head.

“The inward vision of a work purified by
vears of study from every angle, should
never ceaze to mature,

“Becoming fully analvtical and ‘splitting
every note to the infinite” is advisable. How
can this be reconciled with spontaneity?
Precisely becanse during performances the
intensity of inner feeling becomes complete-
ly integrated with the process by which it
has been refined, thus achieving a perfect
fusion of deep abandonment with utmost
control.

“In the rubato, the tempo must be strict-
Iy respected. Time lost on expressive ac-
cents being placed on the first note of a
group or on the highest note, is to be re-
gained by the intervening notes.

“Nature th‘ing alwavs |!11_1'|1 al lln' ool
of life and art, it is beneficial to develop
the habit of actually singing the lyrical
passages in the work one is practicing so
that their expression may take root within
and become organically part of one’s self.”

No one, I think. will dispute the fact that
Casals is the greatest “cellist of all time—
past, present, and possibly foture. The
foundation of his greatness are: sincerity
and simplicity, disdain for showmanship
and antics, constant H'{'l&jng for progress,
and an idealistic approach to human as well
as musical problems, We should listen to,
and meditate upon every word he says,

HAIL SOLFEGGIO!

Hitting on the nail repeatedly is neces-
sary in order to drive it in, =0 here’s an-
ulﬂ'ltr installment under that title (See
ETUDES of May *49 and May '52).
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TEACHER’S

ROUNDTABLE

MAURICE DUMESNIL, Mus. Doc.,

discusses ETUDE articles. Press notices,

the “Minute” Waltz, and other matters

In the June '532 issue, Jean Casadesus
presents  some iwrli:u*nl remarks on the
subject and stresses the importance of Sol-
feggio, which is considered so essential at
the Paris Conservatory and other similar
European institutions, “The basis of good
work is solfége,” he savs. “It fixes notle
relationships, sequences, harmonies; it en-
ables you to know what you are doing as
you move ahout the keyvboard: it facilitates
sight reading and the examination of more
new music. Here there is none of that,
solfége is not a part of muosic lessons, and
children seldom heard of i

Congratulations to young Jean for ex-
pressing himself so sensibly, and let’s be
frank: why do we hear so much faulty
rhythm, skipped beats, clipped values,
stumbling and general wohbling? The an-
swer is simple. Here it is. paraphrasing
Hans von Bilow's famous dictum on Tech-
nieue:

Three things are necessary in order to
become a good musician: 1. Solfeggio—2,

Solfeggio—3, Solfeggin,
DON'T GIVE UP!

So vou have given that first recital and
the notices haven't been up lo your expec.
tations? And vou go about with a long
face, wondering if i's really worthwhile
to go on and if it wouldn't be better for
vou to forget music and take a job,

Well, cheer up. Years ago in the German
magazine “Der Klavierlehrer™ the name of
Bruno Walter was mentioned in connection
with an examination at the Berlin Hoch-
schule. His merits were appraised thus:

“We heard a Symphony written and con-
ducted by a student in composition, Bruno
Walter. Tt is our belief that this young
artist may hope to become an honorable
composer; but there is one thing we can
say with complete assurance: Mr. Walter
will never be a good conductor.”

One may wonder if the author of this

amazing prognostication lived long enough
to see how il turned out!

THE MINUTE WALTZ

Should “Minute™ be pronounced Min'it,
or Mi-nute? This question has been asked
repeatedly, both verbally and in writing.
So let’s get right to the poinL

It should be neither, for this addition
is spurious and the Waltz should always
be referred 1o as *Op. 64 No, 2" in D-Hat
major, if one wants to be still more spe-
cific. No one knows when, where or how
the Minute originated, not any more than
one can trace the names of Revolutionary
or Butterfly applied to some ETUDES, or
of all things, *“The Bees' Wedding™ under
which Mendelssohn’s Spinning Song is
widely referred to in England. But while
the latter can do no harm, it iz different
with the Minute Walte. Many students—
gome teachers too—take the dictum liter-
ally and we have the sad spectacle of a
wild race on the black and whites, with
complete disregard of clarity, rhythm, ped-
aling, shadings and tonal values. The mel-
ody of the middle section loses its abandon
and charm. In short, such a performance
is offending to good taste and discrimi-
naling ears,

Recently a comely young woman pianist
whose name 1 forget was a guest on o tele-
vision program. Her number was that fa-
mous Waltz, and a big dial marking the
seconds had been set up behind the piano.
Can you imagine the millions watching
the hand . . . Will she, or won't she make
it? She did, in fifty-eight seconds, then
walked off with a synthetic smile and ap-
parently very satisfied with herself, How
many people noticed that she plaved no
repeat and left out two other passages?

In Franee the Op. 64 No, 2 is often
nicknamed the “Waltz of the little Dog"
It seems that George Sand had a small

(Continued on Page 58)
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ORGANIST'S PAGE

“Strange

Variations’

by
ALEXANDER

McCURDY

AHE-U]I".H writes:
“Dear Dr. McCurdy:

“For several months, we (the members
of a ecrtain church) have been subjected to
the organ-playing of a young man who has
studied organ for five years, has a fairly
good technique, bul insists on substituting
one chromatic rhurm' after q'l-”ll|-|1f']' [“r lh"
sood solid harmony found in the old hymns.
" “While the majority of the congregation
are apparently oblivious to it I'm at the
sereaming point. | have been ‘blowing off’
(gt home) from the very first, but so far
have found only two or three others who
fecl as 1 do.

“Now | am beginning to wonder if per-
haps 1 am an old fogey. 1 have a B. 5 in
music education (as of 1945, so I am not
too old) which may aceount for the fact
that I'm more sensitive to the situation
than the majority of the congregation. But
| know the old-timers can’t understand why
the tenor or bass line they've been singing
for vears now. somehow, doesn™t sound
|1';:||1.. They ‘stick to their guns,” however,
and can’t you just hear the result!

“Frequently | play for the services and
am nol averse lo an occasional harmonic
change when playing alone; but the organ-
ist in question changes the harmony radi-
cally even when playing for four-part con.
gregational singing. Even worse, he uses
his wildest progressions when playing for
the Commmunion Service.

“I've threatened several times to write lo
vou about this, and now, egged on by a few
fellow-sufferers, I've done it. We realize you
can do nothing to correct the situation: all
we want 1o know is your opinion of the

2

matter, and: ARE we old logies?

“Thank you™.

An ETUDE Reader.

Of course you are not old fogies! |
should think your congregation would give
up singing. The point has been made time
after time in these pages that everyvthing
possible should be done to encourage con-
gregational singing. Even under the most
favorable conditions, many people are shy
about lifting up their voices in song. To
overcome this timidity, experienced organ-
ists use every trick in their repertoire. It is
hard enough to gzet people to sing the most
familiar hymn. Tinkering with established
harmonies only puts new obstacles in the
way. There is absolutely no question that,
exeepl for certain |Jlt.'-.'|1t.1r1;_'1'-1 times when
a slanza is sung in unison, or a unison
liymn is used, the harmonies must be kept
exactly as they appear in the hymnal.

On the other hand, there are two sides 1o
every question and this one is no exception,
The conventional harmonization of a hvmn.
tune is =olid but inclined to be a little
stodgy. The expected harmonic progres-
sions fall smoothly into place: there is =el-
dom anything daring or unexpected in the
!'H’I.!'T-“'I'i.l.i":.‘: the music 1% a0 i'}-';h]iﬂnir:.lh
correct that it ends by being rather dull.
The =zensible reason for this is that most
churchgoers, not being trained musicians,
are unahle to cope with complex part-writ-
ing of the sort found in the B Minor Mass,
Yet we can hardly blame an organist, espe-
cially a musically sensitive one, if he same-
times wearies of the old, conventional har.
monies and seeks for a way to put new
freshness into them.

The story of your young organist call,
to mind an incident which took place may
years ago. This also concerned a youn,
L.:-;.-.mir-l playing his first 1_'|1un h job. He
had annoyed members of his congregation,
in the frst I'II.'II-I".. by ]-?-“I'"E[ away lo study
with an older, more famous organist, and
o% E‘]’?’-ti‘“i.'ll‘_',-. hin leave of absence [LII.‘ many
months. Secondly, he had outraged wor
shippers on hi= return by introducing
“many strange variations,” as they put i,
into their familiar Protestant hy mn-tunes,

The worshippers had no way of knowing
that their daring young organist, would
aone day be hailed as one of the greatest of
all composers, and that the “strange var
ations” which he introduced into the Luth
eran service would be acclaimed as master
pieces of musical inspiration. In othe
words. he was absolutely right 1o follow his
musical bent: amd his congregation had
every reason to find fault with him for do
ing so. His name? Johann Sehastian Back

I wish | could hear your young organist
play. It interests me that he can reharme
nize hvmns so readilv. | like 1o hear inven
tive harmony. | would even like to hesr
come of this chromatic harmony about
which you speak.

My opinion is that vou are fortunale 1o
have an organist who is able to change the
harmony of !I!..IHII'“.IHI". Not evervone can
do it. In mv travels here and there | find
Ay -rr;.nllli-lh who would gi\i‘ almaost any
thing they possess Lo bve able to reharmoniee
hyvmins at sight, or on paper, for that matter
in an inventive way. | receive mail constant-
ly in which the writers inquire about books
on reharmonization of hyvmns, with actual
examples written out. To these writers |
recommend the books by Geoffrey Shaw
and Allan Grav ( both :~u|!||i-|!ﬂl1 by H. W
Grav), the excellent book by T. Tertins
Noble, and that of David McK. Williams.

But enough i= as :_'|1|H| as a feast and any
thing can be overdone. From your letter |
suspect your young organist has done 100
muicch reharmonizing. You seem o think

that nothing can be done about it. | don't
agree, | believe that with tact and diplomacy
the situation can be resolved to the satisfac-
tion of all and the betterment of the servie
My suggestion is this: Call on your or
ganist. Tell him vou like his new harmoe
nies (that is, if vou really do). but not
every verse ol every h!.qlgr:_ Add that you
wish he and the |.'n||_;:n~:~_1.'iti.u11 would make
the most of his new harmonizations. Put
lorward the suggestion that they be used in
a hymn, a stanza or two of which will be
orthodox harmony, the rest i
unison. Urge him to display all his II'|lI~|'.'|I
ingenuity in harmonizing the portions o I

sung in

sung in unison, even writing some dezcants.

Finally, be sure vou have the mipisler s
co-operalion in the project, and request him
either to make an announcemenl or put 2
note in the program telling the congregation
what is to h.-l]:r|n'|:. { Continued on Page 64

SIX or eight-week session of summer

master classes wsually brings to the
= “teacher problems that do not occur
during his winter teaching. Students come
to summer sessions who, though good
plavers, are often ignorant of some of the
fundamentals of playing or practicing,

This was made evident to me a8 number
of times during the past summer. There
were several students who knew nothing
about the Wrist-and-Finger Motion. {This
problem was discussed on this page last
month). There were some to whom sight-
reading was an unopened book. Two or
three were bewildered by the modern finger-
ing for three-octave, melodic and harmonic
scales, beeause they did not know how to
manipulate the left hand in the upper posi-
tions, And there was some confusion of
thought regarding the best and quickest
way of tuning.

The ability to sight-read is, of course,
of positive importance to all serious stu-
dents of the violin, and the summer school
seemns to me to be the best environment for
the |l|-l'|'IuE]Il1E‘I1I of this ability: the students
are gathered in a specialized community
and can meet at almost any hour of the day
for informal trioe and quartets, and come
together regularly for supervised ensemble
practice, Given these conditions, it would
be strange if a plaver could not consider-
ably improve his sight-reading in six weeks.

Certain principles, however, must be un-
derstood and put into practice before sight-
reading can become fluent, and the first
of these iz a quick awareness of the first
beat of every measure. The student must
realize that he has an important date with
the first beat and must keep it punctually.
No matter how many notes he doesn’t |JL'1_L
no matter what mistakes are made, he must
be on that first beat with his fellow plavers.
And he must keep on going after he gets
there; the sight-reader who puts down
his bow with an exclamation of dismay
the moment he feels uncertain is only up-

setting himsell and his partners, He is
learning the hard way. Frankly, there is no
easy way of mastering sight-reading. bui
one certain step forward is always to be
ready for every first beat,

Another essential is to read ahead. The
eve should always be reading a beat or two
ahead of what is actually being played
somelimes even more than two beats. In
this way the brain and the fingers are reads
for what is to come. It takes an appreciable
amount of time for the eye to perceive, the
brain to evaluate what is seen, and to trans-
mit the necessary orders, and for the fingers
o prepare themselves for the carrying out
of these orders, The violinist who sees only
what he is :u'lLl:l”:‘_p p';:}ing will find that he
repeatedly stalls whenever there is a change
of pattern or of rhythm, or when there is
a zudden modulation or accidental.

To read ahead requires concentration,
\t first the eye will be always falling back
to the notes being plaved at the moment,

‘—————

VIOLINIST'S FORUM

Afterthoughts

on a Summer

Master Class Session

but it must be just as often pushed ahead
again. Patience and perseverance are
needed to form the habit. It ean be formed
more quickly if, in the beginning, reading
ghead is practiced in compositions with
which the player is already familiar. Exer-
cises, studies, solos, everything for which
the printed page must be used is material
for this sort of practice,

Another value in reading ahead is that
it enables the player to perceive rests, and
to prepare during them for what is comis
that is, to put the fingers and bow in posi-
tion for playing the next note or group of
notes. When there is a rest of several meas-
ures it will not be necessary to jump to the
new hand position, provided that the
player is ready at the split second of the
enlrance, I".flr Livin ||1ﬂ!|}' }I'l“l'lg PI“}I‘TF— ]'l.ﬂll
until the last possible moment before get-
ting ready—and inevitably come in late.

The ability to sight-read well is a neces.
sity for the professional musician, and a
source of unlimited pleasure to all musi-
cians, whether professional, student, or
amateur, Attention to the foregoing princi-
ples will not of itsell make a player a good
sight-reader—only constant practice will do
that—but it can be of immense help,

L]

The modern fingering of melodic and
harmonic minor scales offers no real prob-
lem, provided that the necessary move-
ments of the ﬁllg:.‘t.ﬁ and hand are well
understood. And certainly it is not hard to
understand them. Many plavers make the
necessary adjustments  withoul conscious
thought, but it is always better to know

HAROLD BERKLEY

what one is doing even if the movements
come easily and naturally.

Ty I (ST e
B meloef LoPhe el
i R e —t ]
L} I —

Melodic Auaor

Maore and more violinists, I find, are be-
coming [amiliar with these excellent and
logical fingerings. Their object. of course,
is to make all descending shifts on a half-
step, and they ecan be used for all minor
scales except A-flat and A, Even in these
keys the highest descending octave should
have the same fingerings as in the examples,
excepl that the third shift (1o the second
step of the scale) should be o the 2nd
finger instead of the 3rd.

Violinistic though these fingerings are,
it is quite possible to play them out of tune
il the correct technical procedure is not
well understond, The all-important techni-
cal element is the correct moving of the
hand. In Ex. A, the second finger should
hold on the F, so that when the fourth fin-
ger slides from A to B-flat, the second also
moves up & half-step. Some plavers like to
hold down the third finger as well, moving
both second and third up when the fourth
lides, It is quile l!l:'l."h:'\-lllll'[' to do this cleanly
and with gnml intonation, bhut | hesitate
to recommend it: and for this reason:

{Continued on Page 63)
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Corrente in A minor R
[taly during the 16th century enjoyed a Renaissance of such magnitude that the world is in eternal debt for the painting, literature,

sculpture, and music which emerged from this torrent of creative action.One of the great musicians of this period was Frescobaldi,

There ldll?ﬂj"l has been much discussion a prodigious erganist and composer whose influence on the course of later mu.sic is widely acknowledged lmi-u.jlr. T.hilslf;'ﬂ?fﬁnf.ﬁ
! is typical of the period in which il was wrilten; melodic phrases treated ina guasi:-contrapuntal siyle, the harmony resulling lrom

among educators on the subject | the confluence of the several voices. Grade 34 GIROLAMO FRESCOBALDI

(1083-1644)
biﬂdﬂratﬂ fJ = 100) Edited by M Ea}uaf-‘u
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When Should Piano Lessons Begin?

'- PIANO nf |m.s. ———

A e L

HE JARGON of psychology is flung
around freely nowadays, and one of
the terms we hear often is “readiness.”
We are told that until the child is “ready”

All sides of this important question are here

considered in a most intelligent and practical manner.

hy ROBERTA SAVLER

the field of child development we can learn
much about characteristic traits of chil-
dren of different ages that can help us to
determine a good age for starting piano

frequently becomes absorbed in a 1k
Only his characteristic lack of confidence
i= a drawback to his starting lessons at this

age.

for an activity he will make little or no lessons. From what he tellz us of five-year- T]u-_ right-ye.nr-uld usually comes out of . e % R e
i progress in learning it. Most of us who olds, we can see that many of them are at the .-hgh_liy withdrawn stage common ! = 5 rj il 1
{ teach piano have had the experience of at-  a good stage to begin piano study. Of  seven. His general tempo of living tends 1o —r ! Z = ; I
E templing to teach five, six, or even seven- course, every child is individual and ma- go into high gear. He develops rlm‘:limn-- 1 — 1 -] —F:
! vear-olds who seem to be hewildered and tures at his own rate, and two children of in motor activities and his mentality is aho ot = !
L overwhelmed by the whole business, and  exactly the same chronological age may be  stepped up. He becomes curious about peo crese. =
then have had a rare four-year-old just vastly different in their stage of develop- ple and things and asks a lot of questions, If"".] = % : —— ---—-—---—-—-———=-_:
ﬁ hreeze along with no trouble at all. Since  ment. Most five-year-olds. then, love to One disadvantage that offscts the advan == ¥ i = i

the psychologists have made us conscious
of readiness, we should be able to get some
help from them in determining a child’s
readiness for piano lessons,

First of all, readiness should be three-
fold: physical, mental, and emotional. To
consider the physical side, hearing., which
is the sense most concerned with music, ma-
tures at a very carly age; at three or four
it is at its keenest, If a child’s hands are
large enough to encompass five keys he can
play most beginning music in the five fin-
ger position. Since most of this music
doesn’t require pedal, he won't be handi-
capped by having legs too short to reach the
pedals.

Most parents and teachers have the no-
tion that the child should not attempt piano
lessons until he has entered school and ac-
quired a background of reading and math-
ematics. Perhaps that was necessary in the
old fashioned note-spelling, fractional note
value method of teaching. but if the mad.

From the work of Dr, Armold Gesell in

learn because of the sense of achievement
their accomplishments give them, and also
because of the praise and applause they
get, especially from their mothers, to whom
they have strong ties, They love to repeat
an activity that they have learned. which
makes them fine practicers. Once an initial
shyness wears off, they are friendly and so
are relatively easy to guide. Their atten.
tiveness is fairly good. One psychologist
puts the attention span for a five-year-old at
twenty-four minutes, At five, while the child
is still probably more alert with his ears
than with his eyes, he will enjoy copying
letters and numbers and also finding match-
ing pictures and forms.

Five is an age of stability, a “golden age”
in the development of the child. Six is just
the opposite. Six strikes out from the calm,
sunny shores of five into a storm of activity,
emotional upsets and conflicting impulses,
The attention of six-year-olds is easily dis.

Sit-'!n'!‘ﬂl'-ull‘l. HI'F al‘tcnﬁun i_u. E‘H"lf. ﬂrlll l'!l'

tages of starting early is that the averag
child is not capable of practicing by him-
self until the age of nine or ten. The young
child is incapable of understanding clearly
enough what is presented in a half hour
lesson to know how to practice effectively
the rest of the week on his own. He needs
someone to guide him, and wnless his
mother has the time to give to him, he
would be better off if he waited until he was
able to work by himself.

The nine-vear-old is growing up and be
coming independent. Not only can he work
alone, but he can take eriticism, something
the younger child iz too insecure to do.

If nine is good, ten is still better. Ten ®
another of the golden ages, a period o
equilibrinm before the stresses of “‘!"‘J",*
cence. The late Dr. Carl Seashore, who ‘*"‘!
much work in the field of the psychology ©
music, considered ten the most effective ag
for starting lessons,

with those necessary in piano playing. The
child who more (Continued on Page 3%
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tracted. Becanse they are entering ; : o i

!.. ern way of teaching by line-space relation.  growth phase, their }L‘uﬁr{linul intl:mi:u?l:::: in':?r:ti:'Lun -:1:1-1':::::; g 1:: .tt'f:li-:ilfr[-:: o 3 - |

b ghip and time values of individual notes is not as good as at five, They usually start b IJ:nI Lot £t m!t;;ﬂ' Il:.-“- oA oo I 1 —"—H:]'—_‘? S > i o =

E used, the school !cnming Elnﬂkgruund is their “hm] carcer at this time so IhHII T - and f}iﬂ'llhlnnta :: {:;'":’:' r:".u‘ ten : IFF - ! - _H'ﬁ -

i unnecessary. _ mencing piano lessons is an inadvisahle ex. The :"'\illf' F ‘f . e it ] 4 ~_1 11

i Far more important than physical or  tra burden. S T|.“n: in favor of the e e un poco ril _le———ap—

. mental rmdi:ltcu Iirza emotional readiness, After the turbulence of six, seven i« a :1.“:] T::frﬂﬂu-;;::::fr;:,t: 5 T::?h:i.:“};”' :! i — : _I__-l-—-_-‘--__-‘" P,
Does the child really want to learn to pla uieting down s ] et : ely easy iy : - - = } — 3
the piano or does hiz miother think it HE‘H]E 3!&&41?5 i wn:ﬁz :rl'l;':ugt;.nle :::;I‘.‘.‘n; :‘II ﬂ!u"a. :["hpn_ too, he knows f_,.“-rr I.‘il‘i';'_:; ] —F —Fbi_'-__j#E T — 3
be cute if he could !wrfm'm for her friends? much easier person to live with than the ies in which the movements II1IFEI| conlliK : o= TR i | e i - i - I
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Andante from Sonata

from which this poignant Andante is taken. This is piano music of dra.
or

d himself with during his

In January, 1788, Mozart wrote a Sonata in F maj
erved for first move.

i Mozart concerne
matic power, singing lines, and contrapuntal texture,— a synthesis of ““Ythinftn-au:gro usually res
short but t;tmnﬂduuu]y vital life. The form of this movement is that of the son J

ments but not out of place here. (Turn to Page 3 for biographical sketch,) Grade 5.
WOLFGANG AMADEUS MOzAnT

(1756-1791)

Andante (d:58)
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Grade 3. The Metronome

(From the Eighth Symphony) LUDWIG van BEETHOVEN
Allegretto scherzando (4-ss) B Arh by Wikiam Hudvon
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From “Themes from The Great Symphonies!’ compiled by Henry Levine. [410-40224]
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No. 110-40194 Farewell
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Grade 3. The Whiﬂpool ELLA KETTERER

Allegro (d:160)
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The Dark-keys Dance

MOLLY DONALDSON

Grade 31j2. SECONDO
Moderato (d-80)
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The Dark-keys Dance

Grade 3 12.
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Mister Policeman
ﬁIIStel PO]ICGIH& Grade 3. iy CHARLES WAKEFIELD CADMAN
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The Old Year Now Hath Passed Away

J. S. BACH
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Johann Gaudenz

von Salis

To the Distant Beloved

(Der Entfernten)

English Text by Constance Wardle

Moderato {J- :50)
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FRANZ SCHUB
Edited by Walter
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Lento espressivo

Valse Brillante

FREDERIC CHOPIN, Op. 34, No.2
Transcribed by John GFeanacos
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there are qualms about clinging to
the advice of the old: if vou are
devoted to both, you feel torn in two!
My feeling is that each good teacher
kas something valuable to give you;
if vou are wise, you can benefit from
them all since each one, through
varying individualities of approach,
works towards the same goal of free,
well supported, forward singing.

Mme. Sundelius aided my develop-
ment by making me aware of the
greater freedom of tone that results
from relaxing the facial muscles. |
found that, quite unconsciously, 1
kad been using too much lip-con-
griction in singing OU. With this
cased, through a free, relaxed posi-
tion of lips, my tone improved
nd 1 felt more confidence, At this
period, too, I learned to lift head
resopances, letting them come com-
pletely forward. A good exercise for
this is to sing an arpeggio from the
top down, concentrating on a free
attack on the high tone in terms of
biting down on something—but al-
ways relaxedly.

| stayed in Boston, studying and
singing. until [ had filled all the en-
gigements a young singer can find
there. Then | fell myself in a rut
| was advised to go to New York.
but determined not to show my-
glf there until | was ready for
the country’s largest music-center. 1
wanted to go toe Europe, and was
mosl fortunate to be granted a Frank
Huntington Beebe Award. This schol-
arship, once renewed, took me to
Stuttgart where | sang at the Opera
and continwed my studies under
Marie Wetzelsherger-Gluck, the Di-
rector's wife. 1 was now made aware
of the uses of chest resonance (not
“chest tones™!). Chest resonances
are useful in coloring some notes
in certain operatic sequences, but it

IT ISN'T LUCK ALONE
(Continued from Page 17)

is best 1o leave this work alone until
one’s teacher advocates and guides
it, and then it should be tried only
under supervision.

In Stuttgart, 1 learned something
else—the enormous difficulties a
young American singer experiences
in approaching opera! We have too
few training theatres here and my
experience was that no European
theatre would allow me to sing a
leading réle unless 1 had already
performed it on a stage! My dream
was to work out Rosenkavalier; vet,
as I had not yet sung it on a stage,
I was not permitted to make the
start, I wae kept on the Carmens
and Cherubinos I'd been singing in
Boston. I don't know how the situa-
tion can be bettered, but there it is
and it is good for music-lovers to
know about it. Still, it was wonder-
fully helpful in every way to get out
an the stage at Stuitgart at all. When
1 eame back to the Metropolitan
Opera, | was ready for bigger riles,
and in time, was engaged for con-
certs with leading orchestras and
broadeasts for The Telephone Hour
and the Voice of Firestone (which
does not by any means signify the
end of work or of problems!}).

It is only from my limited experi-
ence that I can draw suggestions for
other young singers. And the first
is—learn languages! Learn to speak
them and to become familiar with
their spoken sound; practice them
all you can. Spoken German, French,

.and Ttalian (not merely a reading

knowledge) are essential to anyone
in music. Even if you wish to become
a teacher, you gtill need to be able
to converse in those languages. And
learn them as early as you ean. After
high school rgm. it becomes harder
to aequire the basis of correct ac-
cents and fluent speech.

= E e L =

Also, learn instruments—and if
vou know one, learn more. The piano
is, of course, the most helpful. But
you can learn much about breathing
and phrasing from the violin or the
clarinet, You learn more about
musie, tool

Try to find your right teacher at
the very start, and if vou are lucky
enough to do so, follow her advice
with relaxed, complete confidence.
Then, when the adolescent voice is
“set” and you are ready to think
about singing at all, sing in public
as moch as you can—for small fees,
for no fees. One of my earliest re-
citals netted me five dollars which
I divided with my accompanist, feel-
ing 1 had carned much in audience
contact. This is of the very first im-
portance. Some students have the
idea that they must remain within
the shelter of study until they burst
forth for the Big Début. They might
possibly do themselves great dis-
service. At each stage of your de-
velopment you need to test yourself
against audience-reaction; you must
learn just how you function in front
of people, how they receive you,
whether you can sway them. I well
remember some pleasant but dificult
experiences  before women's clubs,
The ladies were kindly enough, but
definitely audience, sitting passively
in their seats waiting for something
to draw them out of their passivity
and convince them that here was en-
tertainment. It dawped on me that
they weren't there for my sake, but
for their own, and | quickly pulled
mysell out of my own needs, trying
to make them like me!

Your luck, then, will consist in
finding the right teacher, and the
right opportunities for proving what
you can do. Beyond that, it depends
on vyoul THE END

AMERICA IS COMING ALIVE, MUSICALLY

message of importance for his fellow-
men, he may hope for a fellowship
ot the MacDowell estate. Thus, for
EVETY young arlist in America there
stands in the state of New Hampshire
i guiding beacon calling him 10 ex-
ercise his highest and noblest efforts
on behalf of his comrades in the
journey of life; this beacon burns
ut the Peterborough Colony, where
if h‘: be deemed worthy he, too, may
retire for the atmosphere and the
quiet which shall aid him to realize
his full possibilities in the cause of
the art life of mankind.

_ The purpose of the Colony is be-
ing realized in its impact on the art
life of the public. To mention only
IWo cases out of many: Aaron Cop-
land, noted American composer, has
done portions of his major works at
the Colony: Hervey Allan wrote a
portion of “Anthony Adverse” in one

(Continued from Page 9)

of the studios. Several Pulitzer Prize
Winners and Guggenheim Fellows
are alumni of Peterborough.
“Another thing that should en-
courage voung people in music is
the fact that there is so much more
music in America today than in my
early life,” said Mrs. MacDowell.
“When MacDowell {20 she always
referred to her late husband) went
to Columbia he was the frst pro-
fessor of music the school had, and
there were only three such positions
in America. Now almost every high
school in the land has a music de-
partment with its chorus, orchestra,
band, departments of history of
music and theoretical music. Amer-
ica is coming alive musically, and it
is because music matters, because
music is important, because music
i« vital to the lives of our people.
In view of all this why shouldn’t

-

our young people face a musical
career with confidence?"”

Mrs. MacDowell stated that 1o
further the cause of music in Amer-
ica there exist today thronghout the
length and breadth of the land over
250 MacDowell elubs. The purpose
of these clubs is twofold: to en-
courage music in their own com-
munities, and to assist in the Peter-
borough Colony. “Buot I think you
should tell your readers that they
should realize that it is not for every
young musician to become a concert
artist, or a composer like MacDowell,
We need young people to carry on
music in every hamlet, village, or
city in the Union. To do this is a
noble profession, no less noble than
to thrill by presenting to the world
great music like that of MacDowell,
Tt is high honor to work in one's
own vineyard " THE END

“THE THRILL
That Thrills My Heart”

sirives to be fhe world's most glerlow love
wong. This song you will cherish always, and
OHNLY YOU hove the power fo advance it
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dissonance (the principle of dynam-
jc intensity) resting on a strong
foundation of consonance (the prin-
ciple of repose). About 1900, -‘:}.-'u-
sonant harmony broke loose from its
consonant moorings and began 1o
function” with greater and greater

intensity of Schinberg's Pierrot Lun-
gire. Second, it is important to real-
ize that with the increasingly greater
pse of dissonance to achieve more
intense levels of expression, the tra-
ditional technique of writing in a
onality (i.e. a key) was put aside
{not by all, it is true) in order not

er: third, that rhythmic conceptions
changed along with melodic and har-
monic ones. Rhyvthmic symmetry and
tyranny of the bar line of the 18th
and 19th century were given up for
g freer sense of thythm, (In the
music of the ancient Greeks, rhythm
was not confined to the regunlar 3 or
4 patterns of later western classical
music. The Greeks habitnally used
meters of 5 and 7 as well, rhythms
considered daring ([) in the first
two decades of this eentury.) The
fourth reason for these new direc-
tions-i= perhaps the most important
of all and may well underly the

THE NEW WORLD OF SOUND

(Continued from Page 19)

athers—imagination. So In‘ug a8 New
generations of human beings come
into the world. so will new 'Il'lf":ﬁm
because each generation ‘hrlngr.l.: w.“'fl
it fresh energy, an ll]j‘_-.'[lul..l.i'.ll I\'unhl}.
and an uninhibited imagination. Art
is primarily imagination &l _wnrk.
Behind every musical change is the

trepidation to the old.

The hest works of contemporary
musie are no longer new, St ravinsky
wrote the “Firebird Suite” in 1910,
“le Saere Du Printemps” in 1913,
“f *Histoire du Seldat™ in 1917, and
“Petrouchka™ in 1912 Schinberg
composed “Pierrot Lunaire™ in 1912,

performed in 1925, By now the init ial
shock has worn off and these works,
at first greeted with hostility and
antagonism, are now considered fair-
Iy “tame”. This is another way of
saving that what they have to =ay
has been understood sufficiently =o
that they are now secepted as stand-
ard works of the contemporary per-
iod, even though it may have taken
ax long as thirty years for this to
happen in some cases. But after all,
thirty years is not a long time when
we are dealing with major trends
and movements in :il'llu'"!‘l'lu:ll and
artistic evolution.

This new world of sound js yhe
result of fundamental change: |y
modern man's attitude toward hin,
self and the world about hiy
Twentieth century composers are gy
longer moved by the vision of whyy
has been accomplished. but by why
is to be. The creative anist lives iy
the future, secking a path to thy
future and inevitably producing
works whose newness is the gresteq
obstacle in the way of acceptance,
the

in art is necessarily strange because
a new vision has become manilest to
the world. To the people for whom
the composer works, patience with
themselves and with each new wark
could be a great virtue and their
participation and awareness of the
new rewarded not only by pleasure,

musi¢ is good, no more so than all
traditional music is good. Bat befors
we can discover the good we most
become a part of the discovery, lis
tening with patience, attention and
concentration. It is posihle with
this attitude to overcome the sense
of strangeness which 1 believe lis
at the root of the hostility which is
expressed toward the masic of var
times. The emotional content of Bar-
tok and Schénberg is certainly nol
that of Mozart and Becthoven bul
not necessarily leds valid because of
the difference. New ideas must be
given the opportunity to reveal them:

Mozart, and Beethoven Hut “I'-l'-'l-‘f_

a
ST

IMMORTAL BOHEMIAN
{Continued from Page 14)

i derived from the fact that the
:', ies who emigrated from Bohe
i (Caschoslovakia) were not al-
jowed to enter the city of Paris, but
were quartered at La Chapelle, in
ihe emburh of St Dennis. These
“eagoux” were looked upon as “un-
inachables™ in the France of that
period. They were first described in

kis artiet friends were of this cult
with scant regard for any kind of
laws, Jegal, moral, or ecclesiastical.
They made their own “laws of the
heart” as portrayed in *La Bohéme.”
For instance, when Puccini was
aruggling to have his first opera

induced his friends (including the
[smous composer-librettist Boito) to
mike contributions aggregating 250
lire. The performance was announced
bat the day before the début, the
masager Stetanani  (ound  himself
shart one thoosand lire and put up
1 natice, “(n account of unforsee-
able difficulties the performance of

‘Le Villi' is indefinitely postponed.”
Puccini frantically appealed to his
good-hearted Bohemian friends who
rushed to the pawn shops with their
valuables—jewelry, books, coats, fur.
niture, watches, silverware, walking
sticks, and paintings, and even pre-
cious opera scores—in fact, EVETY-
thing of any value they could lay

pawned a beloved diamond tie-pin
on that eccasion. The performance
was given May 31st, 1BB4. and was
a great trinmph. Puccini was on his
way to musical glory, and eventually
to & fortune of over four million
dollars,

A short time thereafter, he went

reminded him of his mother, Ae-
cardingly. he eloped with her to live
in the little fishing village of Torre
del Lago. He lived with Elvira twenty
years, during which time she bore
him one son whose name at hirth
was officially registered at Luecca.
“Tonio Puecini, son of Giacomn,™

At his death Giacomo left no for-

mal will but in a letter be bequeathed

Elvira half of his Patrimony and
his copyrights as well as the rights
to live at one of the three houses
As universal heir of all his estate
and copyrights, he named his son.
After having lived with Elvira for
twenty yvears Glacomo finally decided
that it might be a good idea to marry
her. Elvirn meanwhile had become
the widow of the Jate WNarcisco
Cemignani. Puccini secured the dis-
penzation of three canonical banne
amd the couple were married a1

The marriage. however, did little
te restrain Puecini’s itinerant heart
and mueh of the rest of Puecini's
married life was in a ceaseless tur.
moil owing to the towering and usu-
ally justifiable jealousy of Elvira.
However, when Puecini died in Brus-
sels in 1924, his last words to his

employed in developing his operas
may be found in many biographical
works. In moments of inspiration he
wrote rapidly but he did not force
himsell to work.

If we consider Pucecini’s Triptych
(“Il Tabarro,” “Suor Angelica,” and
“Gianni Schiechi™) as one major
operatic work, Puccini may be said
to have written eleven operas, “Le

Villi™ (1884}, “Edgar™ (1889},
“Manon Lescaut™ (1893), “La Bo-
héme™  (1896), “Tosca” (1900),
“Madame Butterfly” (1904), “La
Faniculla del West™ (1910}, “La
Rondine™  (1917), *I Tritico™
(1918}, “Turandot™ (1926).

Note that these operas are spaced
5 years, 4 years, 3 vears, 4 years,
4 years, 6 years, T vears, 1 year, 8
years apart. In other words Puecini
was not a rapid writer. The operas

Unfortunately pew s aly ; i . - average about five and one half
mojor - misor. ond Tih chords., .58 independence. The musical conse- 1 s i ceeking new expression, s Str: g 201 l':n_ S & the “Scenes de la Vie _'ff Baohéme their hands upon until the needed Torre del Lago, January 3, 1904, by  vears apart. Donizetti in his fifty-one

“—“3"{.‘5‘“ u‘ml':"muﬂﬂﬁh’: quences were, of course, tremendous. imagination see ll:lf it 1'rﬁna* This ﬁl.l'lftnﬂl.".dl : ::l;:ﬂn 11.1:.1.:| “l;n;‘ : --.n-i by Henri - Murger, which was the amount was raised. Old Arturo Buzei-  Father Mechelueci, 1o whom Puceini  vears wrote sixty-seven operas. With

nti m i ' " = e : & = ! %8 Ani 2 A, " 3 ! 3 : i : ;

That ﬂH-_':'."'l['ﬂ; “"'dr.i'.“h"“’r;:ﬁ:h' gg | | The world had never heard such in-  or a "r:d;:::l:ﬁ force in human life, Ii:r::l‘: “:-h:rm Y mmlun:i;.- hasis fior ?WE'-“H‘ opera I}’b"ﬁlt? Peccia, fl:n&i vocal teacher and made a very generous offering say.  the exception of “Lucia di Lammer.
topocity for mmmalia: Sl et 4 avin- I8 an U ; 3 ‘ L Bolem Puccini imsell, composer, lor i i i ing, “ Ity - “

59—BAS5 IMPROVISING BY tense, shocking sounds as 5”":3“ . which lends courage and daring » and familiarity we With 36 heve : 12 enamnt. IPOARL P g f'ﬂdflll in America. ing, “Father, you have made me very moor™ and the “Daughter of the
D s pndot k. sky gave to it in “Le Sacre Du Prin-  one whic ' i = S B ey 3 | lipped into a bobemian life because  once told your reviewer that he  happy Regiment,” most of these have nearly
e Bom el . temps” or the high-pitched emotional to the young and Dbrings in all situations. Yet every advance i he had little other choice. Most of

vanished from the modern repertoire,

Father Dante evidently did not
know that the author of “Madame
Butterfly™ was John Luther Long
and not David Belasco. Long was
never in Japan but he had a sister
who was a missionary there and cor-
responded with her brother weekly,

: ; artd ced his first and Le Villi, produced in Milan, the im-  to live at the home of his friend, son were “My poor wife! My poor He wrote the story of “Madame

Iﬂ—LAﬂn—ﬁM!lll:ANle'l"jl‘qHMi; to confine the new creative language and Bartik w-l"‘h“-f-j}?j:rnllflul-;-l‘-r' but _nl-u by a broadened nrul_.-i presario of the Teatro dal Verme at  Narcisco Gemignani. Soon he saw  Elvira!” Buiterfly” in 1898. Later he col-

ot s il By to old procedures which would in- second .m'm.m:'g;’-' seck™ was Brst OIS0 and therefors ast, and ki Milsn consented to make a presenta-  in his host's wife, Elvira, traits that Stories of the methods Puecini  laborated with Belasco in writing
Jﬁ:ﬁ‘gﬂ?fu;-p ’“ﬁl‘i’?."r"'?;,.,n_’”’ hibit the imagination of the compos- respectively; A itself. But not all contemporary b tion for & “consideration.” Puccini

the play from which the libretto was
derived by Illica and Giocosa. Pue-
cini’s opera was first given in 1900,
Long also collaborated with Belasco
in two other suecessful . Broadway
plays, “The Darling of the Gods”
and “Andrea” Mr. Long was for
years a close friend of your reviewer,
1o whom he told the following story

(Continued on Page 59)
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or bad company, THE END

“Now remember, | want fifty cents cash, not a lesson ™
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@ ADVANCE ©O

These books are now in preparation. Orders are limited to
two copies per book. Please send remittance with erder.

{Check or money order requested.) As each book comes aff
the press, delivery (postpaid) will be made.

@ YOUR FAVORITE DUETS

THEODORE PRESSER CO., sRYN MAWR, PA.

52

Compiled and edited by Georgé Walter Aunthony

With an eve towards variety and appedl, these ducts were selected from
hest sellers in the Presser, Church and Ditson catalog. Excellent as teach-
ing material, the numbers included are for players of equal ability,
ranging from grade 2 to grade 4.

410-41024 List Price §1.25 Advance of Publication 5570

RODEO by Maric Westervelt
Ilustrations and lyrics &y Jame Flory

Another delightful folio by Marie Westery clt and Jane Flory, this time
built around the Rodeo and using suthentic American cowboy tupes. These
second and third grade picoes will enliven both the teacher’s reperioire
and the student’s course of sudy.

43041015 List Price $.85 Advence of Publication 5.55

5ING ALL MEM—Arranged by Tom Scott
Ametican folk songs are always favorites to sing and to hear and these
arraneements for male chores by Tom Scott are “tops”, The 20 composi-
tions are grouped into five categorics—Sing of Work, Sing of Love, Sing
of Pun, Sing of Heaven, and Sing in the Saddle—all of medium difficulty.
Mew, appealing, excellently srranged—a perfect combination!

41241005 List Price 5.75 Advance of Publication 5.60

MARDI GRAS by Maric Westervelt

Hinstrations and lyics by Jane Flory
Maric Westervelt and Jane Flory have combined their special ahilities
to produce & collection of delightful music, lyrics, and illustrations. Mardi
Gras time 1in New Orleans comes to full life in these easy arrangements
of suthentic Louisiana folk songs. This folio may also be used for school
or club pageants

430-41014 List Price 5.85 Advance of Publication 5.55

{An Album of Funeral Music for the Organ)
Compiled and edited by George Walter Anibony

IN REVERENCE

A useful compilation with Hammond registration, which includes the
following selections: Bach's Alfe Menscben Masien Srerben (chorale pre-
fude) and Come, Sweer Death; Beethoven's Andante Canpabile from
*Archduke” trio and Fumeral March; Mendelssohn’s Ceon n  and
Fumeral March: Massenet's Elegie; Chopin's Prelude in C minor; Schu-
mann's Eresing Sowg: and Lacey's Lamenistion.

43341010 List Price §1.00 Advance of Publication 5.75

GRAND PARTITA IN D MINOR by Bernardo Pasquini

Tranicribed for orpan by Ginseppe Mo chetti
A brilliant theme with variations by this master composer, performer
and teacher of the 17th century, Freely transcribed for ¢ nodern pipe
organ, the sclections pr e excellent concert and recital material for the
pdvanced student. Hammond registration

433-41009 List Price $1.25 Advance of Publication 5.95

PUBLICATION OFFER

@iolin ([ uestions

By HAROLD BERKLEY

A FAMOUS BOW MAKER

. L. 8., lllinois. 1 have never secn
a . A. Piretzschner violin how, and
did not know that he made any. Are
vou sure that you have read the
Iatump on your bow correctly? H. H.
Piretzschner is rightly estimated the
best bow maker of the Family.

“AUSSIAN" VIDLINS

Mrs. J. €. H., Oregon. Violins
labeled “Rigat Rubus, 5t. Peters-
burg”, are usually suppozed 1o come
from Russia. but the fact is that most
if not all of them were made in Ger-
many. They are “trade fiddles,” of
no special reputation or value. Try-
ing to find out who made one of these
iddles would be like trying to find
the proverbial needle in the haystack,

AN EXCELLENT MODEL

. B €. Wisconsin. You should
certainly have the neck of your vif-
lin re-set. With the bridge as low as
you say it is, the instrument cannot
have brilliance, though the tone may
be verv smooth and mellow. (2} J.
R. Carlicle violine have been priced
up to $350.00, for he has an excellent
reputation as a maker.

NOT AN EXCESSIVE PRICE

G. W. M., California. You did not
pay Ly murh frr:r Your _I. "i’\ll‘l:.'!!'lh'lni
violin: some specimens of this mak-
er's work have sold for as much as=
£1200.00, 1 have =een a few of hi=
vinlins—there are not many in this
country—and thought them excellent
in workmanship and tone quality.

“How TO CHOOSE A VIOLIN"

A H, H., North Carolina. 1 am
not acquainted with the book “How
to Choose a Violin,” so unfortunately
I am not able to tell vou fts pub-
lisher, The Theodore Co.,
publizhers of ETUDE, might be able
to help vou. They have a tremendous
stock of hooks pertaining to every
department of music. I question,
though. that a book on the subject
would be of any real help to vou:
the personal element plavs such an
important part in selecting a violin,
If vou find an instrument whose tone
appeals to you strongly, il it has
no serious eracks and is not thin in
wood, if it is properly adjusted, and
if the price suits you, then vou are
not likely to go far wrong ]|1-hu'.in1;
it. However, it is always a good idea
to hear it played by a competent

Presser

violinist. for quite often a violin will
sound beautiful under the ear b
aot ot all beautiful st a litle &

tance.

POOR IMITATIONS

Wrs. _!. L. ”_.. Texas. A Copy of
a Stradivarius that is stamped “Made
in Czechoslovakia™ is
factory vielin worth at the very mog
£100, and probably not worth mare
than half that amount. There are
hundreds of thousands of such vie

ceriainly »

lins tossing around on the markes
of the world. There have been ol
Coilrse, Bome ;Ln-ul.l L:.F_FI hoslovakien

makers, but they puot their owm
names on the labels
M. A. . Maine. A violin whick

bears a label reading “Copy of An
tonius Made
many,” can be rated as
instrument without further evideace
It may be worth $100.00, though |
doubt it.

Stradivarius in Ger-

a Hactory

A J. B. SCHWEITZER (1)

Dr. H. B. D., Maine. A genume
J. B. Schweitzer is a very good vie
|i|t. ulll:‘ Im.:hi I.h" worth about
&6500.00, But he was one of the mes
copied of the makers, an
there are thousands of violins t
seen that bear his label but wi
are only cheap German insira
of very little value. What your vieds
may be, | cannot say.

later

CARE IN STORING VIOLINS
Mrs. A. A. Kentu l'nj A well

violin will not deteriorate of

inne

made
depreciate in actual value
not used for a number of 3
provided

that it h

always

kept from extremes of Lemperator®

been stored

Of course, if it has

sEined
just over an active radiator, 10ing

have happened to it! But if 15

strument has been taken care o,
all that could bappen would
that the tone ;1|'|;!".1 T

stiffi and raw until it had

played on for a few days. b
friend [l-i':l you,
to have your vielns 2F

what vour
advise you
praised by a reliable expert
praizal on an
tically n

ins roment

lifetime  investnenl

valuezs do not often change M

over a few decades. It is trus 10
i= not a greal demapd for ¥E
at present, but your violins woult

be moderately priced and there #8

almost continuons demand M8 ]

struments in that price brackst

THE END
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Answered by FREDERICK PHILLIPS

o Recently our church has been con-
templating adding another stop to
our present 64 stop, three-manual
organ. The twe in question are:
Tuba Mirebilis & or Harp. The
charch is very rarely used for re-
cirals, as our Cardinal disapproves
of such matters. Therefore, which
would you recommend for a Roman
Cathalie Chureh?

—T. 5., Michigan

The choice seemas to be between
what might be considered extremes
in the matter of volume and effects,
The Tuba Mirabilis is, of cours=e, a
yery heavy reed stop rather on the
trumpet stvle of tone quality, and
gaally on 15" or more wind pres.
sure, If your services could wse such
2 wop advantageously this might be
the wise choice, though it would
seem 1o the writer that a 64 stop in-
strument should already have suffi-
cient volume and power to take care
of all ordinary requirements of the
srvices. If this iz the case, the harp
wiald be a nice addition to add at-
iractiveness to the quieter phases of
the orgam work, and we believe it
could be uwsed effectively if kept
within mederation. Some might con-
sider the harp just a “fancy™ stop,
and & little out of place in church
worship, but we do not quite agree
with such premises. and unless the
ofgnn actoally nmeeds the power of
the TM., oar recommendation wouold
he the hﬂ:’]"'.

* | smetimes play a small reed or-
oan (18 sops ) in our church, but the
names have been torn off the stops,
f:'“-:l I cannot tell what they are. |
beliere §f was made by the Cormish
Lo, Fashington, N, J. Could you
name these stops for me, and advise
what to wse for playing hymns?
—dA. B., Sowth Dakota

A We are not sure whether the
[llllm;‘h Company is still in business,
i we suggest writing a letter 1o
them, giving the serin]l number of
e organ (which will probahly ap-
pear somewhere on the organ), and
they may be able to give the stops’
_“!“h in their proper order, Be sure
S P your name and address on
el l’"f"* e that it will be returned
I o in case the firm is out of busi-
tiess. The only other thing we can
:i:,lfq is the following list of most
II. H“i-h'. and their P;Trh aud
::]arnrtnrunc tone gualities, from
;"“l::hq}.;m might be able to identify
paag) 'Pe. Nlﬂf“‘-iﬂ pitch {same as
w1 indicated by 8 feet () ;

betave higher is known as 4,
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and an octave lower as 16'. These
are the stops: Diapason 8 —Round,
full and sonorous. Melodia 8'—Sweet
and full. Jubiletta—Sympathetic and
expressive. Vox Celeste 8'—like Ju-
biletta but softer. Dulciana 8'—soft,
glightly stringy tone, Gamba 8'—
Brilliant, stringy tone. Oboe B'-—an
imitation of the oboe instrument,
quite reedy. Flute 4'—rather pene-
trating flute quality. Principal 4'—
somewhat similar, bot londer. Sub-
bass 16'—heavy and sonorous, Bour-
don 16'—deep, rather rich tone. For
plaving hymns over before the sing-
ing, use moderately lond stops, with
enough of the 4' stops to give some
brightness, For congregational sing-
ing you can generally use pretty full
organ, controlling the volume 1o
snme extent with the knee swells,
For the really devotional tvpes of
l:\rnnu use softer Elops.

e [ am writing for advice about play-
ing the processional hymns, | have
been aeocustomed to maintoining o
steady tempe througheut the hymn,
with no pouse between verses, How-
this does sound hurried on
certain hymns, so. our minister has
requested us to pause for one beas,
This would mean that the choir
would be onr of step on alternate
rerses, | have been pausing for one
medasure (fwo steps), but this seems
overfong. Can you suggest a solution ?

—C. €., California

erer,

About the only suggestion we
could make 1o maintain the idea of
the left foot on the first count and
still have a one-beat pause at the
end of the verse would be to have the
choir halt in their procession for
just that one beat. In other words,
the right foot will come down on
the second count of the last measure,
then the choir will remain in that
position for just one beat paunse;
then as the next verse commences
start off again on the left foot. Since
this would be uniform throughout
the entire choir, and the pause very
elight, it would hardly create a
noticeable break in the marching
offeer. At firer it might he just a bit
awkward and a hreak in the sense of
rhythm, but we are sure this would
be overcome in a couple of practices.
Some choirs simply walk down the
aisle slowly withoot particular re
gard to the rhythm er tempo of the
hymn, and the effect is fairly =atis
factory. Under this plan it would
be possible to use even & 33 hymn
gs a processional, and a pause at
the end of the verse would offer no
serious obstacles,

At your touch -

a new experience in music!

The Home Mode| Hammend Oegan ly illusbrated obove. Price on request,

You press the keys of the Hammond Organ and a new adventure be-
gins. The song of skylarks—the brilliance of brasses, the whisper of
willows come alive as you play. This is music that relaxes you . . . re-
freshes you . . . renews you. And it happens cach time you play.

Your family joins the fun
when you have a Hammond
Organ in your home, For even
your youngsters can swiltly
capture the beauty of music.
the feeling of kinship that
comes with playing such an in-
strument. What's more, on the
Hammond Organ, even begin-
ners play surprisingly fine mu-
sic the frst month, And your
friends like to visit a home
where they may share the fun
of music-making, (oo,

You have room enough in your home for a Hammond Organ. There
are models to fit your home, available on payments exactly suited w
your needs. Hammond Organ prices begin at $1285 including wne
equipment and bench, Eo.b. Chicago (for the Spinet Maodel, not shown).
Ask your dealer for a demonstration. Then you will know why the
Hammond Organ gives lasting musical satisfaction to so many.

LHarvevrovn ORGAN

MUSIC'S MOST GLORIOUS VOICE

==== MAIL COUPON FOR FULL INFORMATION == ===

r
L]
1 HMammond [nirument Company :
i A210W. Diveracy Ave., Chicago ¥, Ilinods i
1 Withowt obligation, please send me information on the 1
CHURCH MODEL— : following Hammond Organ modbels: :
Hammond Drgans arc used 1 [ Spinet Model [ Church Model L
in sme 27000 churche, : [0 Home Model [ Concert Model :.
Concert Modcl has 32 pote ! "
pesdal keyboard built o AGO |} i i
specifications, and an addi- ¢ Street....... I Bnb ir 1
pional Pedal Solo Undt, tun- Cit P 1
able to prefercace by the : e E}ull.{:-.f:l::ulnnnr I cow e
organis. ‘-F----'----'-'--lll-Il'h—'----ll:t:r—t.:':*.-l-n}
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Turk Was a Faithful Dog

A True

=

Story

by William J. Murdoch

THEHE may be more famous
dogs than Turk, but you :wuului
have a hard time convincing a
musician of this fact.

Turk is the only dog ever to rale
his own listing in what is probably
the bestknown of all musical rei-
erence works—Grove’s Dictionary
of Music. Turk is also mentioned
in many other books on music,
t-:tpec‘.ulig. those dealing with the
famous composer, Josef Haydn.
Stephen Foster's beloved setter,
0ld Dog Tray, has also wandered
into many writings about music,
but none dealt with classical mas.
ters and their compositions.

It all happened because Turk's
master, an Italian singer and com-
poser named Venanzio Rauzzini,
thought a great deal of his four-
footed friend. History seems to
have forgotten what breed of dog
it was, but he was lovable, as most
pet dogs are. In [act, Raussini
thought so much of him that when
the dog died in the early 1790
the forlorn musician buried his old
companion in the garden of his
home in Bath, England. Life had
been kind to Rauzzini, though
people had not always been so,
and to show his appreciation for
hiz faithful friend who never let
him down, the singer placed a

tablet over Turk’s grave bearing
this inscription: “Turk was a
Faithful Dog, and not a Man."

While visiting England in 1794,
Haydn happened to be invited to
the Rauzzini home in Bath. Chat-
ting with his host in the garden,
Haydn of course saw Turk’s memo-
rial. The tribute pleased Haydn
very much indeed, so much so that
on the spot he composed a four-
part canon, or round, using the
words of the inscription. This was

a4

later published under the title
Turk and attracted much attention
—not because it was a great picce
of music but because a great com-
poser wrole it. “Papa™ Haydn,
the toast of two comtinents, the
man who had already composed
some of the preatest music the
world has ever heard, devoting his
genius to a dog! 1

It is said that artistic genius,
however lofty its expression may

Turk was a Faithiul Dog.

be, is in reality just the eommon
touch. How well Haydn proved
thiz when he touched upon the
warm friendship that existed be-
tween the sorrowful opera singer
and hi= faithful friend through the
years, his old dog TURK!

Musiec in

One Junior Etuder’s Life

by Joonne Dailey {Age 17)

MUSIC in my life has the num-
ber one position, rulilrugt _uhm-n
all other voluntary activities. It
takes the form of piano playing,
piano teaching. listening, reading
and special projects. .

a) Practicing. In summer va
cation 1 practiced r.un?i:lr.nlh
four hours a day. During the
school year this amount is reduced
to sisteen hours per week. ;

b} Teaching. 1 taught my sis-
ter before she began work w!lh
my teacher and 1 now practice
with her as much as possible.

¢ Listening. 1 attend the con-
certs of our Symphony Orchestra
and as many additional concerts
as my allowance permits. Each
week 1 check out from our Public
Library two albums of recordings

and play them over and over dur.
ing the week.

d) Reading., An avid reader, |
constantly read about music in
magazines and books.

e) Special Projects. My numer
ous projects include a notebook
containing an eight by eleven inch
drawing of, and a report on each
instrument in the orchestra, and a
physics paper on the constructios
of the piano. .

Next year, as a music major, |
shall be able to expand my pro
gram of musical activity.

iN.B. The above was entered in Janor
Etude comtest on “Music in My L
but was oo long to be eligible. Since it
is u good example of what one can 3

complish, it is of interest to other music
sludents. )

Who Knows

the Answers?

{ Keep score. (hne hundred is perfect)

Which of the [ollowing terms
relate to a change in tempo:
piu allegro, perdendosi, piu
mosso, pin piano, crescendo,
fortissimo? (5 points)

How old was Bach when Haydn
was born? (10 points)

Was music for Shakespeare’s
“Midsummer Night's Dream™
composed by Gounod, Masse-
net, Mendelssohn, Verdi or
Schubert? (15 points)

What is meant by a six-four
chord? (10 points)

Who ‘composed the first song
written in Colonial America?
{20 points)

6. What single note is equal to
four thirtysecond-notes, plus
two sixteenth-notes, plus one
riutls-d-iluarh'r-nhtv'.‘ (5 points )
What is a fret? (5 points)
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8. From what is the theme gives
with this quiz taken? (10
points ) e

9, F.sharp is the third of e
D-major scale and the sixth of

ety
éi;;_;'rir;;—_‘., =re=cec=rd

the A-major scale. Of what
minor scale is it the fourth?
(5 points) 3
10. Who wrote the composibon
for orchestra called “An {mer-
ican in Paris"? (15 points)

Answers on nexl page

TREASURE MAP

by Frances Gorman Rise

My pieces make a map that shows
The way to tuncful treasures;

The staf’s a trail that | explore
Down to the final measures.

They time my journey carefulls,
And rest at propel places:
They follow notes that mark i

way
On lines and in the spaces

At last my hands, helped by ™
cyes, :
The map's last sign obeving
Find treasures, bright with mele

dies

All theirs, just for the play®é

ETUDE-—~JANUARY pos

Junior Einde Contest

Junior Etade will award three attractive prizes cach month for the neatest
1 best ories or essays, or for answers 1o puzzles. Contest is open to all
poys and girls under eighteen years of -age.

Class A—15 to 18; Class B—I2 1o 15; Class C—under 12,

Names of prize winners will appear on this page in a future issue of the
ETUDE. The thirty next best contributions will receive honorable mention,

Topic fur essay or story this month: Music of the Band,

Put vour name, age and class in which you enter on upper left corner of
vour paper and put your address on upper right corner of your paper. Write
sn one side of paper only. Do not use typewriters and do not have anyone
cOpT YOUur work for YO,

Results of September Essay Contest
Prize Winners

Cle= A, Viale Mitchell (Age 16},

The Value of Llassical Music
Okinhoma, tied with Remo Flomi

( Prize winner, Class C)

(Age 16), Ariznna
{liss B, Thomas M. Hard (Age 1), | think there is nothing as beautiful as
Xew York classical music. It inspires and

us
makes us think of God. When we hear
greal compositions we never get tired
of them, We can hear them over and
over and still not get tired of them. |
take piano lessons and sometimes [
don’t want to practice. But when 1 think
of a beautiful composition it inspires
me to practice hard so that I'll be ahle
to play it goon, and mayhe, even com-
pose a little piece myself. When 1 lis.
ten to classical music | think of beau-
tiful mountain scenery and lakes and
rivers, and trees and plants of nature,
Good music makes people think of good
and forget evil 1 don't think there
would be so many wars if everybody
uniderstood the value of fine music.
Robert Zughy (Age 11), Maryland

dass T, Robert Zughy (Age 11), Mary-

fand
Special Honorable Mention:
Barbara June Falger (Age 16),
California
Honoralle Mention
(in alphabetical order ) :

Marian Aoders, Shirley M., Bossom,
Ruth Cross, Derothea Commings, Anita
Dgymend, Ella Dodge, Joan Espen-
schied, Lydin Farina, Lilian Farnsworth,
Mury Alice Fredericks, Elea Gray, Er
sest Huight, Philip Hopkins, Barbriclle
Hidsa, Bill Jackman, Nancy Loomis,
Amna Malsfpuris, Catherine Mauge, Ber-
ting Mayes, Susan Millett, Joanne Mol
inme, Jase Meor, Muriel Simmons,
Momica Slamka, Sybvia Stroud, Donald
Lughy,

ey S T Letter Box

(from Previous Page)
by Annabell Stewart Altwater

aHERWOOD MUSIC SCHOOL

Distinguished since 1895 for the training of professional
musicians. Member of the National Association of Schools
of Music, Faculty of renowned American and European
artists, Degree, diploma, and certificate courses in piano,
voice, violin, organ, ‘cello, wind instruments, Publie School
musie, composition. In the heart of cultural Chieago. Liv-
ing accommodations at moderate cost,

* SPRING SEMESTER BEGINS FEBRUARY Zud

For free catalog, write Arthur Wildman, Musical Director.
1014 50, MICHIGAN AVENUE * CHICAGD 5 -+ ILLINDIS

( =) ST.LOUIS INSTITUTE of MUSIC x

lohn Philip Blake, Jr., President

Bachelor of Music Degree in 24 Fields
Master of Music Degree in 23 Fields

Groduates Music Education Major program well qualified to teach all phoses of
Musie in public schools. A catalog will be sent on reguest.
Inttitutional Member Matienal Aneciafion of Scheols of Mewc

7807 Benhomme Avenue &t, Louis 5, Missouri

My vou bave & foll measure of joy in
153, May mothing bar your progress.
My sothing make you powse in your
whaper, May nothing tarn you from
yoor purpose. May your happiness in-
cregse. May none of your endeavers fall
fat. Moy vou rest content in work well

dise,

Send replies to letters in ecare of
Junior Etnde, Bryn Mawr, Pa.,
and they will be forwarded 1o the
writers. Do not ask for addresses.
Foreign mail is 5 cents; some for-
rign airmail is 15 cents and some is
25 eents. Consult your Post Office
before stamping foreign air mail.
Desr Junior Etude: Dear Junior Etude:
| would like 10 hear from girls about
5y gz who are interested in muosic. 1
&m tesching piano and also play French
bam, Ameng my hobbies are painting
g ]-H-l'l'f"'iTill'ﬂ[.

Virgisia Sprang (Age 17), Ohio

I play viola in a Junior Symphony Or-
chestra and am interested in all types
of classical mausic. | would like to re-
erive letters from music lovers, prr_[er-
ahly string players, and discuss musical
activities, ways of life and physical

aspects of different countries.
o Douglas Bedggood (Age 18),
New Zealand

Juniors in Costume Playlet
£l -Ih'k-l-l'll-l

Answers 1o Quiz
1. Piu sllegro (more lively); perden-
dosi (slower and softer), pin mosso
{more motion) ; 2. Forty-seven: 3. Men-
delssohn; 4. The chord is in gecand in-
version (the fifth is the lowest, tone,
six notes above that appears the third
of the chord, and the root is in the
middle) ; 5. Franeis Hepkinson (m
signer of the Declaration of Independ-
ence) : 6. A dotted balfnote; 7 A
slightly raised crossbar on the neck ."f
guitars, banjos anid other plucked in-

Eﬁ? Addington, Dallas Ziegenhorn,
o vizen, Herbert Ziepenhorn, June

CINCINNATI CONSERVATORY OF MUSIC

Wililam §. Mayler, Ph. D., Director ond Dean of Focslly

Estoblithed 1867, Operated under curpices Cincinnafi Insfitute of Fine Ark
affilioted with University of Cincinnati. Complete schoal of music—Degrees,
Diplemas, Certificates—dormitories, 10 ocre compus. For free Cotolog oddress,
C. M. Benjamin, Reglutrar, Dept. E. T. Highland Ave. and Oak St., CINCINNATI 19, OHIO

®be (Jletreland [natitute of (Dusic

Bachelor of Music—Mazier of Musice—Bachelor of Science In Education
[B.5. In Ed. by orrangemant with Kemt Stote University)

Ill"l"jl.ﬂfllllﬂl'l‘llﬂ. Mus.D., Directer

Esclid Ave., Cleveland 15, Ohio
Membrr of fhe Nofiongd Aseecigfion of Sokomls of Merio

—_—— e e—————————— T
COSMOPOLITAN SCHOOL OF MUSIC

F"i:rﬂﬁ' College, Special, ond Groduate Depariments. Courses leading to
Bochelor of Mutie, Bochelar of Music Education, Master of Music, ond Teacher's
Certificates in Music and Theatre Aris,

Clarence Eidam

William Phillips
Prosident Member MASM Dean
Edwin L. Staphen—Migr., 306 South Wobesh, Chicege 4, lilinoks

NEW YORK COLLEGE OF MUSIC

Arved Kurtz, Director Chartered 1878
75th ANNIVERSARY YEAR
College ond Profeirionnl Courses
Full o Part Time Clan and Individeal lssfruction Doy or Evening

Preparatory Tralaing for Children and Adulls
114 Eest B5 Shreeh, New York 28, N. Y.

ASPEN INSTITUTE OF MUSIC

June 29—August 29, 1953

Write for Cotologue

itk Margaret Daje Glenda Ball, struments for simplifying the production

vy Tilley, Linda Giles, Josn Dennis, of sccurate pitch; 8. Overture to Der

Huhh’ Gicbert, Jo Ann Pohlner, Char. Freischiitz, by vonWeber; 9. Csharp
i minor; 10. George Gershwin.

ETUDE—14NyARY 1033

Address: Genavieve Lyngby, Rm. 505, 38 5. Dearborn, Chicage 3, lllinels
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possible results will obtain. Tt's im-
portant not to reverse this arder and
1alk down to the children about good
music. Children have a healthy re-
yulsion against being lectured. But
they'll pick up attitudes of appre-
ciation. if they overhear them, much
more quickly and painlessly and per-
manently than if they are attacked
by them.

So. first and foremost, enjoy music
yourself, and have friends who love
it and whom the children admire.
Be sure o refrain from pushing your
ehild into music, himself, Tn fact,
if e wants to take lessoms, tell him
that vyou're not sure whether you
enn manage it. Or uze some other
excuge to delay him. The best thing
of all, perhaps, i= to explain that
when he gets older he may take
Jessons, Nothing has ever heen de-
vised that so whets a child’s desire
a= that sentence.

Never, never tell him he's going
to “have” 1o take lessons. That is
enongh to turn anyone against them.
And, if your hopeful Is already
studving, never he =0 foolish as to
let anvone sav in his hearing that
they're going to “let” someone quit.
The potency of such words! They
can undo all the good of years, espe-
cially if Junior is having a little
difficulty himsell. Such words onght
to be transposed. One should eay,
“Mavhe TT “let’ you take lessona,™
And. of quitting. if such a thing ever
has to be, “You're going to ‘have’
to gquit.” Express, by your attitude,
though not by your words, regret
and sorrow at hiz misfortune.

It is by things like these that
parents make or break their chil-
dren. musically. They onght to know,
too, that in every child’s experience
there will be times when he will
not appear to be advaneing. Every
teacher should explain this to par-
ents and children at the beginning,
so as to prevent their discourage-
ment. when such times occur. Often
the clifld who thinks he is standing
giill is actually integrating what he
has learned. Often these “plateaus
of learning” stretch out for a long-
ish spell. Then, suddenly, the child
spurts ahead dramatically again. Or
he may have a piece demanding very
carefnl and hard work, and he may
tire of it before he has learned it
These are dangerous times, but they
can be helped by giving him lighter
pieces for contrast, or by starting
him on some new, and hence maore
interesting, phase of work at that
time, along with the regular assign-
ment.

Which brings us to the touchy
question of practicing. Some parents
take the stand that it's up to the
child entirely. He must plan his own
time, gee 1o it that he works well in
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: THE ROLE OF THE PARENTS
IN THIS MATTER OF PRACTICING
(Continued from Page 16)

it without any help from the rest of
the family. This is putting a heavy
burden upon even the most enthu-
sig=tic youngster. For even to him
will come days when other things
loom more important than practice,
I1f. as is likely to happen, practice
becomes merely a matter of “inspi-
ration.” of doing it when one “feels™
like it. it jsn’t likely to get done
very regularly. Occasional lapses
will increase. and distractions will
multiply. The childs world is full
aof distractions as it is, witheut such
wholesale encouragement. Wise and
balanced planning must go into a
good practice period, and to expect
an immature person to solve all
these details and to withstand all
intrusions and changes of moods
that are difficult for even adults to
cope with, ix itself immature.

There are parents who go to the
opposite extreme anid watch over
every minute of the child’s practice
period. From the standpoint of im-
mediate results, this works out well.
il the child will aceept such close
sapervision. Tt gets good habits of
work established. These are waorth-
while accomplishments. Buot, from a
long-range point of view, and from
the standpoint of the whole child,
such dependency is not good if it is
continued too long.

The perfect practice arrangement
avoids the extremes of too little and
too much. But it does have certain
rules, most important of which is a
regular time which cannot be diz-
turbed. The child must know that
this time is inviolate, If the parent
lackzs the strength of character 1o
stick to this rule (and it is hard at
first, though only at first) then there
will be all the old problems and a
flock of new ones. Actually it’s not
=0 hard to talk things over with the
child, decide upon a reasonable
time, and then let nothing interfere
with it. The earlier in the day, the
better. as he is fresher then and
learns easier. Also, he doesn’t have
to be called in from play, always
an unfortanate situation all around.

Neighborhood children who in-
trude during the practice period are
sometimes o handicap: but if they
gee you are firm about the time, and
if it's always the same time, they'll
soon learn to respect it. Also, if the
parents tell the visiting children
ahout practicing in a happy voice,
as though music study is enjoyable,
as jt will be if it's given a chance,
the youngsters will begin to think
maybe they're missing something;
they may even begin to envy Junior
a hit, unless their experience has
been unfortunate. T know one girl
who actually begged to study piano
after her friends told her, day after
day, “I'm doing my practicing now;

you'll have to wait.? After months
of this treatment, she had developed
such a strong urge to practice. too,
that nothing could discourage her
when she finally was permitted to
begin. i
Above all, provide opporiunities
for the child to enjoy playing. Plan
surprises for others. Play duets with
him. Let him anccompany a group
singing familiar =ongs. Let him play
for Sunday School. When his father's
birthday comes, let one of the pres
ents be a favorite pioce played
beautifully by the child. Or let him
make up music. Encourage him to
write little themes and to develop
them simplv. Have friende in for a
Sunday afternoon of music-making,
when they, themselves, play with
gusto the things they like hest. Read
aloud in the evenings to others in
the family a few of the fascinating
hooks about musicians, great and
small. Let the child hear these
with others: and share in their en-
joyment, rather than reading them

to him alone, Toke him, once fy ,
while, as a very special treat, to 5
concert that he will enjoy. Make 45
occasion of it. For his birthday, play
him a lﬂ"-‘EI? |.'I‘iﬁ‘l.‘1 ar R.i"-t‘ i“m.z
record of it, if he has a strong vey
for it.

Sametimes, in the evenings, read
poetry, the things you really ga
excited over. to one another, and g
him absorb it. If it isn't directed 5
him, he won't be seli-conscions o
defensive about it. 1f your ehild has
thiz sort of background, you went
have to worry very much about his
enjoving music and related things;
nor will you have to drive him 1
practice. He will have both imag.
nation and will-power developed

1 alwavs think of the little by
who, returning from a partv, was
asked by his [ather what they had
to eat. The child looked at him in-
credulously. “We  didn’t  have 1o,
We wanted to!™ Let's hope thet's
the wav it is with the children in
vour [amily and musie. THE T

JUST SUPPOSIN’

{Continued from Page 11)

brings a unity of family interest.
leading to a loftier appreciation of
beauty in living by cementing the
bonds of mutual understanding and
love. never to he forgotien.

TO THE PROFESSIONAL MUSI-
CIAN muzic brings a field of won-
derful opportunities, determined by
his application and activities which
properly pursued can lead to an
excellent living in proportion to his
talents and efforts. Numerous per-
formers, singers, composers and
conductors have been rewarded with
fortunes running into millions,

TO THE CHILDREN IN PUBRLIC
SCHOOLS music brings a quick-
ened interest, which in many tests
reveal that it tends to raise the
standards of pupils in their other
stmdies. It promotes the school
spirit and teaches cofiperation in a
most acceptable manner.,

TO THE BUSINESS MAN, par.
ticularly to him who has heen wise
enough to learn to play a musical
instrument, music brings a welcome
release from the annovances and
cares of the day: o valuable resto-
ration of hi= creative ability and
desire for work, as well as a stimn-
lating avocation. Scores of foremost
leaders in the business world have
‘Ewﬂn 0 moved by their experience
in music, that they have invested
millions of dollars in introducing
musie in their business for patrons
as well as employees,
% Ei"ﬂ THE ”\'DUSTHI.:I'{JST musie
r:::;';‘ ’; means of providing blessed

liel Irom  monotony in factory
operations, inspires  workers to
greater effort at less cost of energy
and makes intraplant relations he.
tween management and the worker
more congenial and profitable for

hoth.

TO THE MEDICAL MAN music
brings through musical therapy one
of the most interesting problems of
today. Reports of research in psyche
somatic medicine, in connection with
music as supervised in cofiperation
with the physician. points to numer-
ous ecures and improvements in
patients,

TO THE B50CIAL WORKER
musie brings. particularly to thee
dealing with the grave problems o
vouthful delinguency, many cases al
amazing solutions. This is one of the
most serious and valoable services
of music. The evidenees of the valse
of music with recaleitrant children
is often =tartling. Small wonder that
the late Major John A. Wamer,
famous Harvard-trained penologid.
concert pianist with leading s®-
phony orchestras and for many years
Superintendent of the New York
State Police, said:

“If vou want to keep a v away
from saloon bars and prison hars
give him musical bars. In my cotv
tacts with erime [ have never med
a eriminal who had kad a warthwhik
training in music. In fact, I hawe
never known a criminal who bad
had a musical training even iw &
slight degree™

MUSIC 18 ONE OF THE MOST
POWERFUL MEANS OF HELP-
ING OUR CIVILIZATION T0
ADVANCE TO A NEWER .k.\l'?
BETTER ERA, BY ENABUNG
THE PFOPLE OF THE WHOLE
WORLD TO REACH UP T
HICHER AND MORE RATIONAL
WHOLESOME STANDARDS 0F
LIVING, FOR THE GOOD 0
MANKIND AND TO THE GLOET

K
OF GOD. rue P9
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BERNARD WAGNESS—A famous name that means a
proven, excellent method of piano study.
PIANO COURSE, Preparatery Book..... ves 33040113 60
PIANO COURSE, Book I..........ccuvu,.. 43040104 125
EMSEMBLE BOOK, Supplementary to Book 1. 430-40109 .75
PIANO COURSE, Book II........ e P 43040115 1.25
PIANO COURSE, Book IL........0000vees 430:40116 135

JOHN M. WILLIAMS

BOOK FOR OLDER BEGINMNERS (014 Edition)
410-40004 125
OLDER BEGINNER'S PIANO BOOK (New edition)
41040095 125
FIRST YEAR AT THE PIANO (Complete, Old edition)

F10-4009%  1.25
FIRST YEAR AT THE PIANO (MNew edition)
Part V. i risciianinas - S e sasataan 410-40097 50
Poart ll - aiviimaaaaa diean T Hlo-40098 S50
Pari il ovssnsnsansninmnssipobumymssmire 410-40009 50
Port IV Coaiii. R e s N S e sk 41040000 50
(Complete) .uvccvrvmrrrorsssnansnnsnnanssns 410-40148 125
SECOND YEAR AT THE PIANO ...........410-0101 125
THIRD YEAR AT THE PIANO ...... v e 410-40108 123
*FOURTH YEAR AT THE PIANO ........... 410-40103 125
*FIFTH YEAR AT THE PIANO ..............410-80104 125
TUNES FOR TINY TOTS ........ hpas b 040236 75

TUNES FOR TINY TOTS, Melodias para Chiquitines
{Spanish edition) Alo-40163 35

MARY BACON MASON

BOY MUSIC
(A frst piano method specifically designed
for boye between B and 16, Includes tuncs
that will appeal 1o young boys.)

FIRST CLASSICS AND FOUNDATION HARMOMNY
43040093 125
{A second year book with familiar classic
selections and cut-out games and color charts
which lead to an understanding of the funda-
mentals of harmony.)

ADULT APPROACH TO THE PIANO....... .430-40087  1.00
(This technical study of the fundamentals
of music is built on an interesting and adult
level for the older beginner.)

PRESSER CO, Bryn "‘f'wr- Pennsylvania

BLANCHE DINGLEY-MATHEWS
PIANO PATHWAYS covese 1040086 1.2

(A eeries of carefully outlined lessons cover-
ing the fundamentals of music, presented in
conversational form for the teaching of piano
in classes.)

ENsEREsEsR b aam

BOY'S OPEN DOOR TO MUSIC ...........420-40012 1.00

{Written in a etyle to encourage and stimu-
late the young boy to sight read well and to
play by ecar. Songs selected that are of par-
ticular appeal to boye.)

THEODORE PRESSER
SCHOOL FOR THE PIANOFORTE

Beginner's Book, Vol T..ovovviiiiiieaa 41000053 1,00
{An elementary work for young studenis,

from the beginning up to the scales)

Student’s Book, Yol I1....covaviiainre 41040092 1,00
(A systematic study of scales with arpeggios

and wriet motion. Excellent material for the

second pnd third grades.)

Player's Book, Val. IIL.......cooiv0ico  d10<40093 10D
(Study of technic—trills, octaves, repeated

notes, ete. including memory study and ear

training.}

FIRST STEPS IN PIAMO-FORTE STUDY ....410-40059 1235

PRESSER'S PIAND CLASS METHOD

My First Efforts, Book | ... 01040074 .75
Making Progress, Book Il ... 41040075 85

HAPPY DAYS IN MUSIC PLAY (Complete) $10-40264 125

Book | ... 410-40265 50
Book Il ....410-40266 50
Book Il ....410-06267 50

ol

Book IV ....410-40268

MUSIC PLAY FOR EVERY DAY (Complete) 4104073 125

Book | ....410.40069 50
Book Il ....41040070 50
Book lll ....410-40071 50
Book IV ... 41040072 50
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(Continued from Page 1)

Royal Philharmonic Society of Lon-
don, for whom Beethoven wrote the
composition, has been g;uu:muu}y
lent by the Society for exhibition in
s pumber of places throughout
Ameriea.

Brodsky, violin and Mr. Sokoloff;
and the final program will be given
hy the Stringart Quartet—Morris
Shulik, violin: Erwin Eisenberg,
violin: Gabriel Braverman, Viola;
and Hershel Gorodetzky, eello.

The Sixth Annual Mid-West
National Band Clinic was held at
Chicago, December 11, 12, 13, with
some 3000 in attendance, Six of the
nation’s finest school bands appeared
in the various clinics and some of
the top band directors in the school
and college fields conducted. The
feature speaker at the Grand Ban-
quet was Jesse L. Lasky, famous
motion picture producer. Lee W.
Peterson was Execotive Secretary.

The Original score of Beetho-
ven's Ninth Symphony was recently
given a public showing for the first
time in America when it was ex-
hibited in connection with a lecture
by Guy Marriner, noted pianist and
lecturer. given at the Free Library
in Philadelphia. The RCA-Vietor
recording of the symphony, con-
ducted by Toscanini, was played dur-
ing the evening.

The prize score, owned by the

COMPETITIONS  (For details, write to sponsor listed)

e The Kosciuszko Foundation offers two Chopin scholarship awards
(1000 each) to a pianist and a composer. Closing date f?r filing
applications, March 1, 1953, The Kosciuszko Foundation, 15 East 65th
Street. New York 21, N. Y.

# Ohio University Prize contest for a New American Opera. Award
§250.00, Closing date May 1, 1953, Addrm-‘s:: Hoellace E. Arment,
School of Music, Ohio University, Athens, Ohio,

» The 20th Biennial Youth Artists Auditions of the National Federa-
tion of Music Clubs. Classifications: piano, voice, violin, string quartet.
Awards in all classes. Finals in the spring of 1953; All details from
Mrs. R, E. Wendland, 1204 N, Third Street, Temple, Texas.

® The 13th Biennial Student Auditions of the National ch{-ratjn:m_ of
Mugic Clubs. Awards, State and National, Spring of 1953. Mrs. Floride
Cox. 207 River Street, Belon, South Carolina,

® The Horn Club of Los Angeles and Joseph Eger, Contest with two
prizes for new American works featuring French Horn. Awards $400.
Closing date March 1, 1953, Joseph Eger, 7209 Hillside Awe,, Holly-
wood 46, Calif.

® Cambridge String Choir Award of §50.00 for the Ilcutl arrangement
for string orchestra. Closing date, June 15, 1953. Details from Mrs.
Robert Conner, 524 No. 10th St., Cambridge, Ohio.

® Composition Contest, for women composers, sponsored by li_krltu.
Omicron. Award $150.00. Winner to be announced at Delta Omicron
National Convention in 1953. No closing date announced. Address
Lela Hanmer, Contest Chairman, American Conservatory of Music,
Kimball Building, Chicago 4, Ilinois.

TEACHER'S ROUNDTAELE
(Continued from Page 23)

the ineffable charm, the =sapreme
clegance of that whirling fgure,
played fast but not teo fast. Then
linger somewhat on the lovely mel
odv which sings above the gentle
and soft rocking of the accompani
ment. In doing =0 you will give
proof of musical tact, and you will
be true to the authentic tradition
which it i= se essential to respect in
order to attain a faithful interpre-
tation of Chopin's works,

poodle which at times interfered
with Chopin's conversation or even
playing. Once as he remonstrated
milidly, she supposedly told him that
with his genius he could improvise
‘eomething featuring the twirl of the
pet's tail. This, of course, is one
more falsification.

In conclusion: when you play this
 Waltz do not make it a sportive
event and do not attempt to break
_ mny record. Instead, try to bring out

MUSICIANS OF BALI

(Continued from Page 13)

of the ancient Hindu-Javanese em:
pire, Bali has never been conguered.
When, in the 15th Century, Muhan'f-
medanism (Mr. Coast speaks of it
as Islam) came to the nrciup:rllgu.
[ali resisted its spread, ¢linging 1o
its own native-Indonesian form o
the gamelan, Jslam forbids music in
its mosques, and the gamelan de-
clined in those parts (Sumatra, sec-
tions of Java) which embraced that
faith. The religion of Bali, on the
contrary, has always encouraged mu-
sic. Thus, the gamelan was required
for temple rituals and consequently
added new techniques and effects 1o
its original nses.

Acc::'i!iug to Mr. Coast, thte
unique characteristic of Bali music
is the fantastic development of the
metallophone, “Balinese drums have
been influenced by those of lrrdin;
the gongs, by Java (where, inciden-
tally, our largest gongs are still
made—Bali has not the facilities for
casting them) ; but a modern Bali-
nese metallophone section  is lila_r
nothing else in the world. This is
because the instrument has grown
directly out of the native life and
character, both of which are more
exuberantly gay than those of their
neighbors, Again incidentally, we
make our own instruments—the sim-
pler ones in the villages, the cast
percussives (except for the hig
gongs), in the area of Klungkung
where the smiths live."

The joyous character of Bali's mu-
sic is evident in the dance forms. a
superb blending of rhythm. motion,
intricate polyphony, fluent yet styl-
ized gestures, amd the dasling
beauty of the eostumes (which also
represent an expression of native
life, since they are designed, dyed,
woven, made, and decorated in the
villages). The Legong, Bali's great
classic dance, requires three per-
formers who must by tradition he
young girls. Tiny Ni Gusti Raka,
star of The Bali Dancers, is twelve
vears old and a recognized great per-
former of the Tjondona in the Le-
gong. The gquality of the music for
this dance recalls Mozart’s chamber
works, Bareng, favorite of all festival
plays, and based on the battle be.
tween good and evil, requires sim-
pler, more haunting music, together
with different instrumentation. Ke-
byar, a modern dance, based on cho-
reography by the famous Marie, is

performed te music taken from
North Bali and adapted in the South
to form a completely new and mod-

ern pattern. Its opening erash,
meant to sound like an explosion,
sets the mood. Here, the shadings
of emotion and expression grow out
of the single dancer’s reaction to the
musical eontent, emphasizing the
close relationship between the two
art forms. The company’s leading
exponent of the Kebyar is Sampil:,‘n
pupil of Marie's, and famous for his
dancing before he was ten. Indica-
tive of the native humor are Meg, a
dance of cheerful coquetry: Ketjak,
the savage and exciting monkey.
dance: Ende, the sword dance of the
clowns: and Tumulilingan, the bee
dance,

All of these dances, together with
the music that completes them, rep-
resent the native expression of the
people, based on ancient ritual forms
and developed through the centuries
to keep pace with changing customs.
The Ralinese reflect in their art each
new influence that presents itself,
rounding each out into works at once
fresh and authentically native. For
this reason. perhaps. Bali offers the
greatest variety and range among
all oriental dance forms.

Besides sponsoring the current
tour, the Indonesian Government has
sent along two Directors General of
the Cultural Department, R ':u!.
Indrosugondo, and Mr. Sutarjo
Chiefly responsible for its fruition
are Mr. and Mrs. Coast. Formerly 2
London business man and always a
balletomane, Mr. Coast served with
the British Army during World War
I1, spent nearly four years in caphi-
ity in Singapore and Siam, and got
to know and like his Indonesian fel-
low-prisoners. On his release. he
withdrew to Bali, to write and to see
about organizing a troupe of Bali-
nese dancers and musicians. He was
aided in his work by hiz wile, who
was his partner and is now his assist-
ant producer and costume designer.

It is due to their dedicated devotion
to Balinese art that America has had
its sensational new hit )

Tt is hardly likely that American
audiences will prefer the music of
Bali to that of the symphonic reper
toire. Tt is more than likely, however,
that Americans everywhere will pay
tribute to an art form that can re
sult when a group of plain people
set their minds to develaping from
within themselves the full expression
of their selves. In this sease, we may
find something to learn from this en-
tirely non-professjonal troupe _"I
Balinese artists, THE END

ILLUSTRATION CREDITS

14—Scibelman Syndicate
19—Trude Fleischmann
|—The Photo-lllustrators
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WHEN SHOULD PIANO LESSONS BEGIN?

o« lees “grows up” with the piano
ol ssnally play with more natural
ase than one who starts later.

A very important point in favor
of having the child begin lessons
atly s that generally the young
dild hasnt had experiences that
jure shaken his confidence. He has
o0 reason to fear failure and has
30 conception of the difficulties that
sait bim. 1f sufficiently praised and
scoursged by teacher and parents
s given material easy enough to
b fearned successfully, he will re-
sin that feeling of assurance which
JI ﬂ‘ﬂd"‘ Iid!‘* ngrﬂs.

A voung child has time for the
sinno. He either doesn’t go to school,
ar. if e dees, he doesn't have home-
vork. While be needs a lot of time
w play, his time isn't taken up with
oranimed groups such as scouts or
scial dancing classes. What is more,
ke is ot the stage in his growth
where, having accomplished some-
thing, he fakes great joy in doing
& over and over again.
|. Every group of children quickly

takes on & social pattern. Some chil-
dren are the leaders and others the
fellowers, Usually it iz the child who
mn do something that the others
ant, who is Jooked up t1o. The
wimgster who can perform for the
gheal reom or PTA Is going to be

slmired by the others, and those
l who sart later, even though they
atch gp 10 him, will not have the
digtinetion of being the first to ac-
mire & skill and will not gain
emdance on that score,

Ou the other hand, there are argu-
rents for waiting until the child is
odder, First of all, the child starting
P '® on can catch up 10 the one
who had the head start, as Dr. Myrile
MeCraw's study of the twins Johnny
tl Jimmy demonstrated. The older
thild will make much more rapid
Pragzess than the Bve-year-old, often
rwering as much ground in a couple
® months as the younger does in
i year,

2 child is hurried into Jessons
-'TEI'I.[I' be is ready, he may develop
lrlil"“t' for the whole husiness.
n'"’“’f" g% on, and have no interest
" Harting aguin even when he has
Iedthed 5 mﬂifim; mature age.
| adult level of control of arm,
Soulder, and wrist muscle is not
| :W'.':_rd until aboat the age of twelve,

L e e v
Tt
; nically
::.‘T: -dlﬁmi_t missic would not have
2 on his physica] development.
et of o . i
Shoulda ::‘1 the child begins?
| Dol we j:.:m SSCSIR a8 many
the l““"'-'ﬂ_-r'n'l:fnrl.nddu
v s v gt b hon? The
.1 1% mo, §if by exercising some
|lt‘¥1m.|n.um lﬂd .d e -
vising parents

we can save a child from
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(Continued from Page 26)

a frustrating few months or vear of
failure at learning to play the pianoe
which may color his attitude towards
it for the rest of his life. If, on meet-
ing a young child, the teacher gath-
ers that he has not been eager to
experiment with the piano to find
oat how it works, has not wanted
others to play for him, and is not
eager to learn to play for himself
it is better to advise the parents 1o
wail until he is older,

On the other hand, if the mother
of an eager five-vear-old who does
have time to work with him hesitates

to give him lezzons because he haen't
started o school ver, the teacher
can point out that five is actuplly &
better age for beginning than six
or seven, and that there is little real
correlation between music learning
and school learning, But the mother

should realize that she will have to |

work in conjunction with the teacher,
taking the responsibility for the
child's practicing, and must under.
stand that progress at five is going
to be slow, In other words, she must
be willing to pay in time and mopey |
for her child’s head start. THE END |

IMMORTAL BOHEMIAN

(Centinued from Page 51)

of his only meeting with Puceini
which wook place after a performance
at the Metropolitan Opera House in
New York on a very hot spring night.
Puccini =poke linde English and
Long little Italian. Puccini said at
last, “Ees hot!™ Long replied, “Yes,
it's hot.” Puccini went on, “Ees molto
hot.” Long responded *Yes, it's very
hot.” Then Puceini said with a pained
smile, “Ezs Moltississimo hot,” Long
followed with “Yes, it's gol durnis-
sissimo hot.” That was the entire
conversation between these two
noled ereators.

Puccini’s attitude toward modern
music was, of course, conditioned
by its appeal to him personally. He
had a high regard for the genips of
Stravinsky, (especially “Pefrouch-
ko™) and for the works of Debussy,

Padre Fiorentino's style is un- |
affected and fascinating, His sense
of verbal color is remarkable, Note
this passage deseribing Spring in |
Italy:

“The Almond trees turned a dusky |
pink against the grey of the moun. |
tains, the blue and scarlet anemones |
opening their =ooty centres, and the |
sun warming the earth, the pine |
proves aloce with hirds and the
horned owl, the assiola singing |
mournfully at night. The Mimosa |
trees inside the iron fence of the |
Villa Puccini were hung with sweet-
smelling golden tassels and there
was scattered pollen on the stone-
paved conrl.”

Poscibly Father del Fiorentino has
written a claszic in its feld?

Prentice Hall £3.50

then never taken up again.

We present this

practical as it lies in our power.

FROM THE ETUDE OF 1883

Each month during our anniversary year we plan to re-print an
excerpt from one of the issues of the first vear. We begin with the
following from October 1883, in which Mr. Presser said editorially:

The aim of this publication is specific and circumscribed. It will
primarily supply material for study of the technic of the piano.
forte: and secondly, be devoted to the general interest of pianists |
and piano teaching. It will take the form of an instructor, or text- |
hook, rather than a paper which is to be read at one sitting and |

We are thoroughly convinced that Piano Techric is not receiving
the attention it shonld by the average teacher and student of the
piano. The regular journals of music only speak of it in a general
way, and refer to it only incidentally.

When we consider the vast amount of subjects—that nearly all |
our musical activities are confined 1o, or connected with, the piano-
forte: that it forms the basis of all musical education; that most
of the music published is for that instrument; that the great com-
posers have written some of their finest waorks for that instrument ;
that vocal music and all other forms of music are greatly dependent
on it; that it has become a part of our society and civilization, we
have no further apology to offer for the appearance of this sheet.

The task we have undertaken is to promote the im‘rre.-:t af thi=
important branch of art and education, whir!l, we ln:hn-:-_, has not
received the consideration commensurate with its vast influence.
our first number with some caution. but with a
sincere determination to make the publication as valuable and

Students In1l Trevel Aspn, <201k Anmiversary
MUSIC STUDY TOUR
9050 Yieun: et siemes

Featuring Bayreuth, Rome, Paris,
and 45;.'“}.; :'Tu at Salzbarg. Con:
genisl group; open to non-music

andsor parformers as well
a3 studests. Your travel ageat or

: SIT A= 545 FIFTH AVE., N.Y.C.o MU 2-6544

PEABODY

CONSERYATILY OF MUSIC
Intriscting kn sl Uranches of mesle for thn beplumser
Voo mdvanesd  ododenl. B M, MM Prepares fur
profesianal careerd |8 msie, Incloding compsabig,
migle therapy, teaching Cemplete Instfoctbon in
milille selwel nsuske, Ascredibnd Bidmmer Sobool
Eelalerships. Mopmbsr N A S M, Catalog.
REGINALD STEWART, Birceior

™" L 1] i‘llﬁn.

« YVerne
Baliimore 2, M.

5. NEW NATERIAL

g ho awliber of
: AR Abewt Sweie (WU )

For TODAXS teacher of TODAY'H chiddeen

Thorpagh, fesciialing spprosches:  Ruodimeis
Gamg Heoli; Flano Mothed with hebry; 5-Fres
rure Keyh, Chart; large Asslgnossnd - Masis

Beool. Tracker's ratei. Samples on pegurel,
JAY SHELDON
101 Alsten 54, Brookline 446, Mo

ROOSEVELT COLLEGE
SCHOOL OF musiIc

Applied and Theoreticnl Musie, Compumition,
Musicology, snd Music Educstion. Hachelor

| of Music and Master of Musle degrem.,

Bulletin em Request
430 So. Michigan Ave., Chicago 5, Hlinois

JAMES MILLIKIN UNIVERSITY
SCHOOL OF MUsIC
DECATUR, ILLINDIS
Mers thsreugh training b musle. Courees frad-
Lig Ao dugtees of i Ruchebor of Musie, Dacheine of

Muple Edisrgilon, Mavsr of Musle, asd Master
of Marls Kdaraibon

Aleanberd uf Ui X utbonal Arssrintian Sehoolval Mo lc

Tiiibeeln et igon foguest
W. ST. CLARE MINTURN, Directar

HOW TO GET YOUR
.. BOOK PUBLISHED

forking for & publishar of yowr manic beak mowel,

e lare e i e Tk WAy
can [

Esshlst ET. L] L] xy Fae

VANTAGE PRESS, Inc., 120 W, 31 S¢., M. Y. 1
InCallarnio: 6356 Hollywood Bivd, Holiywood 21

Philadelphia Conservatory

of Music Téth Yeor
Mamia Ezensan DRAKE, [Wrecior
Owtstanding Faculty

Experi Child Training
Complete Degree Courtes

116 5. 20tk S¢. LOcust 71877

BALDWIN-WALLACE
CONSERVATORY OF MUSIC

BEREA, OHID (suburh of Clevelapd)

Afmllated with & Bret claos Libsral Aris
College, Four and five yesr reusam benillng
ta dogrees. Furuliy of Ariist Teschers, Spni
for catabogue of informalion bo:

CECIL W. MUNK, Direetar, Beren, Ohla

e e

FLAY VIOLIN BRILLIANTLY
A speeial refrealer fourse for wiclinlstse—sin.
pibfieed, st strosmiined. most eepirisg setlau]
Fver devised. Alss mnbue coufes for beruiners.
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Aﬁen“on

PTED AMERICAN COMPOSERS
GREAT MERIT FOR TEACH.

THEODORE PRESSER CO., Bryn Mawr, Pennsylvanis
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osel‘s WHO PROVIDE MATERIAL OF
c om P ING AND RECITAL
TIONS FOR THE CONTESTS
FROM THESE SELEC
g;lqr?-liEHATIOHAL GUILD OF PIANO TEACHERS AND
THE FEDERATED MUSIC CLUB
. e Margaret Wigham
% Louise Christine Rebe * e S LA
BY THE ZUYDER ZEE . 2l 110-26165 $.35 | WONDER WHERE THE
LITTLE NUT TREE .Yy 13040003 .30 ROBINS GO Iy 13041076 30
SPIRIT OF ‘76 RS DS 3 LITTLE PRELUDE | 13041071 3
TYROLIAN ECHOES 3 11027230 35 AND PLAY I 13041069 . :
RADE et S AR O HEAR THOSE .
i EVENING BELLS! 3 13041064 2 |
B Bentl SCAMPERING WHOLE STEPS 2 1304109 X0 |
% Berenice Benson Bentley
FROST FAIRIES = ... .. .. v 130-40323 .35 +* Sarah Coleman Brugdnn
WINDING RIVER ... 2 13040132 30 FIVE LITTLE CHICKADEES | 1027695 3 §
WITCHING HOUR . ... 215 130-40134 .35 OFEF FOR A RIDE 2 110.27585 20
SWEET SLEEP .2 13040105 .30 PENGUIN | 130-40432 3
WHITE VIOLETS 33 130-40129 .35 SPRING DAY | 110-27567 .‘.tﬂ
SWINGING HIGH | 13040433 X
. : TREASURE HUNT | 11028870 X
+ N. Louise Wright
BY A CRYSTAL POOL . ... .2V, 11027326 .30 % Mildred Adair
DUTCH CLOG DANCE S e R DANCE OF THE DAFFODILS 1), 13040193 X
FOAMING SEA . .. ... ... - U L el S DARK CLOUD GOES
HEAR THE OLD BAZOOKA! 2  110-27086 .30 PASSING BY 1}y 110-24807 3
JAUNTY RIDE . .............2  [110-40008 .30 FAIRY KISSES 1, 13040220 ¥
MOUNTAIN JOURNEY .. ... 3l; 11027796 .30 | FEEL LIKE DANCING 2 110-26235 -:ﬂ
| GO SAILING 2 1102643 X
SONG OF THE PINES iy 11022786 B
% Myra Adler
HAIL KING AND THE SNOW % James H. Rogers
QUEEH [(Wagnen seriet) . . ..o 2 130-40240 .35 CHINATOWN 11{(: | 10.23425 )
LAMBES IN THE MEADOW 2 13040273 35 Sk ee T e i
LITTLE PIGGIES il 130-40054 .30 ELVES 3 1 10-03897 JE:
MY BIRTHDAY CAKE 5 11027052 .30 FEU FOLLET & loosn
MY TING-A-LING o 130-41003 .30 HAYMAKER'S DANCE 2y, 1oy ¥
WEEPING WILLOW 2l 110-27705 .40 PRELUDE ARABESQUE 3 120-30132

CADENCE INFLECTION
(Continued from Page 16)

Ter the second time it occurs
“:1:& not outline the ¢ chord so
amagly, making more of the V'
pad its diminuendo to I,

Thus “falling inflection™ may be
cnsidered 1o be the normal inflec-
tion for & cadence, or for a figur.
stion hased on cadence chords. Web-
ster defines eadence in musie as fol-
lows: “a subsiding of melody, or
chard sequence, with or withouot fall
of pitch, to 2 harmomic close or point
of eat” and “cadenced,” the past
tezse of the verb, he defines as “hav-
ing cadence, or rhythmical fall.”

Hewever, we do have rising in-
fiection, prompted sometimes by an
exciting rise in the melody, some-
times by a8 modulation to a new key;
ar, &5 fn the following instance, by
1 desire of the composer to empha-
size & conclusion, and to say some-
thing striking and startling. 1 often
think that Beethoven's motto must
bave been “You never can be sure
what | am going to say next.”

Ex. @

In this case, it is as though he had
aid: “That's that!™ twice over, ex-
climation point and all.

Another illustration of an em-
p_luric conclusion with rising inflec.
tiess is furnished by the popular
thieal eomposition based on an old

Duch folksong, Prayer of Thanks-
fnmng:

f}j’-‘;—ﬁ A e
T et 343
L o e
I'--_—J"f'-w ba ihe B ledomn el
Ehardl with ~added fik

E:Iﬁ we have & double cadence, as
Ilu'ﬂl_-'_‘l o make sure that we came
"Ir:::ur-rhuhm_: and in this case, it
chrd ;I[:T:oFIanr o aceent every
et hnﬁm it should be pointed
g € near the end other in-
iy 'oare st work—a eertain
h":llmz out of the tempo, as well

rescenda toward the last chord,

T;:“l'l ”l“'" might be hard to prove.
o i
Which Ri"t'alil *ait on that chord,

. a feeling of finality,
h;:“i:.um the third is in the

I ke Eith measure of Debiisey’s

TUDE~LANy ARy pos3

La _I?He aux cheveux de lin®* we have
an :l.!untrar.iun of rising inflection,
this time prompted by a modulation
to the key of E-flat-

Since the modulation is to the right
side of the key circle—ihe bright,
active side, this probably accounts
for the use of a crescendo. Con-
versely, there are many illustrations
of modulating to the left side—the
passive, sentimental side, where a
diminuendo seems more in keeping.
See measure 27 of Bach's Two-part
Invention No. 8, where as he comes
into the key of B-flat, the key of the
Subdominant. the author finds it
more satisfactory to play softly. in-
stead of loudly, as indicated, This
makes the “crescendo™ four meas-
ures later much more logical, for it
leads baeck to the tonic. There is a
similar place in measure 18 of the
first Two-part Invention. Again,
playing softly as we come into the
key of F prepares for the erescendo
in the next measure which leads
back to the key of C.

Returning, now, to the normal and
customary: it i= safe to say that in
the vast majority of cases, we nse
“falling inflection,” if for no better
reason than this: that we know what
is coming, and it is not necessary
to stress the obvions, even though
this final note or chord comes on the
so-called strong beat. The cadential
importance of that note or chord
makes acceni unnecessary.

Another reason is that the first
of the two chords in a cadence is
wusually a dissonance, the second a
consonance, and it is customary to
accent the dissonance—otherwise it
is irritating to the nerves,” to quote
an old authority.

Ex.2_. =

The pianist is very much like the
man hitting his head against a stone
wall, who, when asked why he did
it, replied: “Because it fecls so good
when 1 quit.” We accent the dis
sopance because daing so makes the
consonance which follows *“leel so
good” and restful. Notice how a
pedal point heightens the effect:

reason  for

Here we have another
instrumen-

“falling” inflection—an

tal one. On the piano the held tones
in the left hand diminish rapidly.
Hence, in order to preserve a bal-
ance among the parts, it is necessary
to make the second right band chord
softer than the one which precedes
it. Pianists should therefore make it
a point to listen attentively 1o all
held-tones, so as to adjust the dy-
namics of the other parts to the one
being sustained. This gives a “trans-
parent” quality to the plaving, since
all the tones can be heard.

The Plagal Cadence, so closely
associated with the singing of
“Amen" at the end of a hymn, usu-
ally diminishes, perhaps hecause,
after a long and ample “Ah,” there
is a little breath left with which 1o
sing “men,” Another reason may
be found in the fact that the old
masters considered a fourth above
the bass (in the key of C, F above
C) to be a dissonance. This would
apply to illustration 2 in the pre
ceding paragraph; also to the half-
cadenee in the form §=3, to be
mentioned later,

There is also a language parallel.
GCummere, in his *Handbook of
Poetics,” writes as follows: “When
a word has two syllables, one of
these always receives a marked in-
crease of tone as compared with the
other.” This characteristic of human
speech applies just as forcibly to
the two syllables, or chords in a
musical cadence, and justifiez the
position we have taken that some
tonal difference, one way or the
other, must be made between the two,

With the False, or Deceptive Ca-
dence, where we have the Dominant
chord followed by the Submediant,
or some chord other than the Tonie,
as in Grieg's Patriotic Song:

Ex. 14 -

2

we have a new element to consider
—that of surpriee. If we wish 10
bring out this aspect of it, we might
give more tone to the second chord.
Such straight-lTorward procedure
seems quite appropriate at the False
Cadence near the end of Heller's
Warrior's Seng, and possibly at the
18th measure of Chopin's Prelude in
B minor. But some might disagree,
maintaining that it would be more
of a surprice if the resolution were
saftened, Such a procedure is cer-
tainly guite effective in the 16th
measure of Grieg's Parriotic Song:

A slight ritard and just a sug-
gestion of a fermata may be used at
the False Cadence in the 20th meas-

- P‘-r-u.hli-. for reprisst grawied by Dwrand & Cie,
Paria | sl Elkan:-Vogel Co., lur., hila. Pa.,

capyrighl ewnrrs,

ure of Mogzart's little Minuet in F
major; or, in some cases, a slight
hesitation just before the second
chord. A tiny break, or “luft pause”
is also often used before a “piano
subito,” mentioned above. While
this takes us into the realm of time-
inflection, which iz another matter
entirely, we might mention in this
connection holding back just before
& hnal note. Sometimes, especially
in choral compositions, we even
make a break snd take a breath
before this final note, and this makes
it all the more impressive when it
does arrive,

Coming now to the half-cadence,
it often appears in the form -2
e

B
= B

as in the fourth measure of the first
movement of Mozart’s Sonata in
A major, or the 25th measure of
C. P. E. Bach's Solfeggietto. Recog-
nition of the half-cadence iz espe-
cially helpful in studying the works
of French composers, whose ideas
s0 often end on the weaker beats
and thus form feminine endings.

A final suggestion: a distinction
should be made between the perfect
and imperfect forms of cadences.
A cadence is “perfect”™ when the
root of the Tonic chord is heard in
the highest and lowest parts of the
final chord, and “imperfect” when
it is not. The perfect form is more
final. and this distinction is impor
tant in thinking the music of the
old masters. For instance, in C. P. E.
Bach's Solfeggietto we have three
important V-I cadences in the course
of the piece—one into the key of
the relative major (measure 6}, one
into the key of the Dominant { meas-
ure 9), and one into the key of the
Subdominant (measure 17). All are
imperfect, for they have the third
at the top. As a result, these ca-
dences do not sound as complete
and final as the one at the very
end of the piece, where we have
the root of the C minor chord on
top; moreover, this same note re-
peated twice over for good measure,
This suggests that we inflect them
differently, using falling inflection
for the intermediate cadences, rising
for the final one. And to make
triply sure, mcecenting the last three
C's thus:

Ex. 17

Incidentally, note that Mozart has
done the same thing at the end of
the first movement of the C major
Sonata, from which we quoted
ahave,

In closing, a true story, told me
by Miss Edith Otis, well-known
‘cellist and teacher, will point the

{Continued on Puge 64)
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moral of my tale. While giving a
lesson to a hoy she pointed out that
the last two notes in a composition
were cadence-tones (as in our illus-
iration from the Bach Bourrée).

Il.“uul-ﬂpq whiidy, Hond for :;mumml..
1hpes roenplete L8
IR e A A TenErartion.

JOHN M. LEIFOLD
218 5. Highlsnd Ave. Los Angeles 36, Calif,
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“Aw,” said he, “1 have that in Room
G"! In other words, that was
“theary” and had nothing whatever
to do with performance.

But it has, and that is just where

CHRISTENSEN PIANO METHOD
Guscems(ul Uhroggh toe e nreaks. ED-
Board &-:;ur.u . el AL your denler o wmb

8.
ane for current monthly balietin ol
Breaks and Ml-ioi for Bil-SoRgs, of 82 far
17 monihs, Mentlon I Lescher,

THE AXEL CHRISTEMSEN METHOD

CADENCE INFLECTION
(Continued from Page 61)

the “applied music” teacher enters.
Since he teaches tone-production m
the instrument, it is he, and he alone,
who can do anything about cadence
snflection. Hence, the author hopes
he has convinced him mot only that
cadence inflection is important, but
also that it can be taught. l]! 5‘;!11.'11
things can be taught in speech, why
niot fn music? THE END

Studle E=P.O. Box 417 Ojal, Cafifornia

OH DOCTOR,

sing since the operation.” Yet again,
“yfter tonsillectomy, one is more
likely to have an attack of polie.”

Recently, [ saw a young girl whao
complained of “sore throat.”"” She
said that she “always has a sore
throat.” Examination disclosed very
small tonsils hidden away behind
the pillars, but they were, to a prace
ticed eye, obviously infected. More-
over, there was a chain of hard, ten-
der lumps (glands) in the right side
of her neck which were the result
of bacteria from the right diseased
tonsil finding a resting place in these
lymphatic glands. However, when
the father consulted the family phy-
sician. he was told that “Derothy
does not need her tonsils out because
they are so small you can hardly
see them!” Apparently he does not
know that the size of a tonsil has
little or nothing to do with its de-
gree of infection. In fact large ton-
sils may scarcely be infected at all,
and may be causing inconvenience
chiefly because of their size. Rheu-
matic fever and other systemic dis-
orders may be an aftermath of “poi-

Big money in spare time!
71,000 Tune pianos in 30 days

®n maslonl Enies Jetlpe needed, Phano faners m RN
Armamd. Low pesl tralning by Experis, Keyolalianges
iew plssrgragh fuceeds e trae rl.lrml s, W

fiernish  prrod s e aver A moeded ),
isbroclpyg HiEw e apiiert Gunieg. Pl
rediiisg 1 plash § Ir-\.lmll"iplﬁ to Fibs wp work
for WG esrnings v for free liturslure.

CAPITOL €ITY TUNING SCHOOL
Dent. 1140, 120 E. Michigan l'iLL-M-I_rIl Vh, Wik,

MY THROAT!

(Continued from Fage 18)

personal experience, The nearest
anyone came to that was through
hearsay evidence. Years ago the late
Dr. Alexander of New York showed
a half dozen singers before a group
of doctors at the N. Y. Academy
of Medicine who had scarring of
the throat, loss of the uvula {sofl
palate which hangs down in the
middle of the back of the throat),
and various other evidences of poor
result, anatomically speaking, and
yet these persons, all of them, were
earning a living through singing.
What about gargles. sprays, loz
enges ete. for an ailing throat? As
a matter of good oral hygiene. a
mildly antiseptic gargle is useful if
the wser knows how to bring the
medicine into contact with the areas
which need it most. Some people
canndt gargle without gagging or
swallowing the fluid, however hard
they try. In such case it is better to
medicate the throat by dropping the
given solution imto the nose while
lying on one’s back and allowing it
to trickle over the desired region
one wishes to reach. In general,
antiseptic lozenges are to be avoided.
They may up=et the stomach, and are
not efficient. Spraying is simply a
method of trying to get wide distri-
bution of medication over a large
part of the throat. It is sometimes
helpful, but need not be performed
as a sort of daily ritual. Advice in
these malters must be meted out by
l|:|r: specialist according to the spe-
cific needs of his individual patient.
THE END

o 3 son in the system.”
—-;: Well, what about the removal of
e tonsils in singers. Will an operation
— ruin the voice? Some years ago, 1
O []_':.! E = R g g oo gent out & guestionnaire to 500 sing-
& = 3 3 !i EE g ers and teachers of voice, and a
Z Z B Se ;E — second 500 to throat specialists.
oo £3 % - Analysis of the opinions expressed
E E & 3 ; 2 = seemed to show that about one per-
25 3 i EE T son in 100 thought that the operation
00 3 B ) of tonsillectomy had been harmful,
; ; iE %E ) but no one claimed loss of voice from
5 L1-]
m3 5@ i
s O i =0 ')
% @ Se % =
Z i:s B
E O ? - a-
g $3: o as called di
e was called upon to direct.
I"_E g %E g = “Srars and Stripes Forever” marks
il < = i == a return to the large-scope Techini-
z : ln ti > E color spectacle. Covering an event-
g = ; tg_i = ful nine vears in the March King's
g v ~ life, it recreates the mood and man-
§ % o ners of the gay "90's. The recording
g of the music and the casting of the
> g_ = < corps of bandsmen required the serv-
m | a o ices of 175 musicians, conductors,

and arrangers. To assure authentic-
ity, 20th Century Fox sent Al Fisher,

of the Music Department, to the

SOUSA MARCHES ON
(Continued from Page 10)

ﬁlr!mu Library at the University of
lI!lpui-'. to study the original scores,

Since the story involves the bands-
man-inventor of the original Sousa-
phone, a search was launched 1o find
one of these instruments, nicknamed
raincatcher” because of its upright
bell which Sousa himseli described
az dropping timbhre over the entire
%mnd “like frosting on a cake.” Fear-
ing that such an old instrumem
wuulld‘he dificult 10 come by, the
studio’s quest was kept a top i&:rﬂ.

Unable 1o locste one in out-ofle 1
way places, scouts finally appealed

to a musi¢ store—which had thres
of them on hand.

To a=sure military precision in
the marching sequences, Jack Pen.
neck, ex-Marine, actor, and veteran
Hollywood drill-master, drilled 100
war veterans for more than a month
—among them a tuba-plaver whe
had worked in Sousa’s band.

Sousa enthusiasts will be grateful
to the film's producers for exploding
a persistent and  completely  un-
founded rumor. Director Henry Kes
ter revealed that when he was a boy
in Germany, Sousa, already imter
nationally famous, was being claimed
by the Germans as their own. The
story went that Sousa’s real name
was Sigmund Ochs, and that his pro.
{essional name derived from his Jug.
gage on which his initials, 5 O wese
combined with his place of desting.
tion. USA. This rumer makes for an
amusing sequence in the flm as
Sousa discusses varions versions of
his origin, clearing them all fom
the scene with the fact that his name
always was Sousa, and that ke vas
of Portuguese descent,

The production of an importast
American saga like *The Stars md
Stripes Forever” gives off a seem

ingly endless list of focts and de
tails. You learn, for instance, tha
the dance sequences featuring the
two-step already give evidence of
stimulating a revival of that old-time
form in American dancing; the
Henry Kester uses an economical
and efficient trick in directing, never
letting his company know whether
he is testing a scene or actnall
shooting it; that the Southern sceats
wera ordered to be played “srieth
in American,” without Southern a¢
cent. You are tull.l that Inp etuff
afficers of the U.S. Marine Corpe
have approved the film as “a sples
did tribute to one of our most revered
Americans™: that Parents’ Magusme
awarded it a medal as “the outstnd
ing family movie™ for the il 1-1 i
December. But for musie-Jovers, 1=
important fact is that Souss is ap=
marching through the \mericat
sCene. THE EXD

L T

|

STRANGE "

VARIATIONS

(Continued from Page 3%)

I you manage all this pant of B¢
business skillfully, and win &%
organist to your W&y of hiskiti
without implving that hijs rebars®
nizations have no merit | f
that everyone is inclined te I::W"a'
in matters of this kind), 7 2
be rewarded by hearing o
h}mm done with un f F
ness, in a service n‘iliﬂh‘P"’Fk ;
remember for & long Gme

THE END
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From the pages of the Theodore Presser catalogue

AL direct to the movie success STARS

D STRIPES F i
Az dOHEVEB comes music of the ever-popular and famous March King!
S5er has ] i
issued a special volume of Ada Richter piano solo arrangements of music
any of Sousa's pulsating and rhythmic marches are

the various grade level i
; { s, Join the country in playi
and hearing the greatest of march kil rv in playing

from this movie. In addition, m

available in arrangements for
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IN YOUR HOME
FOR YOUR MODERNS

The only way you can play
ORGAN and PIANO TOGETHER
An Infinity of New Melodies

entertainment from your familiar plano keys. You can play piano alone PLUS
electronically authentic organ music PLUS never-ending combinations of the two.

The LOWREY ORGANO plays for all ages. It plays the inspired classics— -‘_il_.: - ; W
it plays the thythmic popular music of today. Here 15 the easy-to-own instrument ot &m
for the *young in the spirit of music.” % : m $

i
e 1 :
For information or demonstration, send the coupon on page 64, today. e %ﬁ%
4 AT ] -.h

_ SE o ale) [ R
a FOR TEACHERS ONLY
. Our new ORGAND music book, " Selections snd Suggestoss.” 8
just off the prEess. It shows how easy 1t 12 to r|.|1r aﬂ-j reach ﬂf

music on the pusno keys. It Lists ar $1.50. On s personal request oS
CHICAGO you, mentioning the number of students you have, we will sead yo
4 copy w |"_|!} our vl;.:-m[\||.'|‘:'.'n:'

Here is 2 compact music centcr for your home—a source of new pleasure and “ . m
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Patented Use of Electrenic Tubes

Makes Possible—7few 7Wadale
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“Tlise

GET COMPLETE INFORMATION IN THIS NEW
ORGANDO BOOKLET
Use handy coupon on page 64, This saves your
E:l'”lll' COover

Only with the invention of the electronic tube could this smazingly compact
source of organ music be developed. In less than two square feet of Hoor space are
harnessed the sources of the ORGANO's nich tonalities.

LOWREY ORGAN DIVISION
Lentral Commereial Industries, Ine

332 S, ”i-'hignn Ave., [_:hu'j.{:ﬁ 4 1L

Complete Buili-in Meodsly avallable from dealers wha ssll

Janzssen = Story & Clark Pianos.
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