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ETTERS

T O T H E

April lssue

Sir: I should be more than un-
grateful 1o put off one more day,
writing to thank vou for the April
edition of the ETUDE. Every issue
has been interesting, but the April
one—Excellent! Superh!

The outstanding article in the
issue, of course, was “The Swed-
ish Nightingale in America,” wril-
ten by David A, Weiss,

But my sincere, mosl sincere,
congratulations go to your music
selections. 1 want lo compliment
you on having such a variety. My
sister and I are learning the Sere-
nade from “Don Giovanni,” by
Mozart and I plan to learn the
Third Movement fram Symphony
No, 3 |1_1.' Johannes Brahms which
are hoth published in the April
1RSI,

Again my congratulations!

Tommie Etta Serivener
Aberdeen, Mississippi

Sir: Each jssue of your maga-
zine now seems 1o be a little better
than the previous one, The April
issue should certainly win friends
and influence teachers.

The Mursell article should be
distributed to all parents enrolling
their students for instruction. The
apprentice idea works and does
wonders in gelting students to
learn (I've tried it) and Kirsh-
baum’s ideas are good and well
expressed. In fact there isn't a
poor article in the whaole issue—
including my own,

The newly appointed chairman
of our local Ohio Music Teachers
\ssociation just phoned me and
said about what 1 =aid in my first
two paragraphs. You seem to be
giving teachers the kind of maga-
zine they want and T hope you
will be able to keep up the good
work,

Frank Friedrich
Bay Village, Ohio

Musical Strength and Relaxation

Sir: The article, “The Hand
and the Keyboard,” by Artur
Schnabel, in the February issue of
ETUDE, as told to James Francis
Cooke, contains a statement: “Re-
laxation is synonymous with good
pianoforte playing.” Yes, provided
it is coexistent with Strength.
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Strength without relaxation is use-
less; it produces only tightness,
as Mr. Schnabel says; but relaxa-
tion without strength results only
in feebleness, Tt is true that “a
great deal of tension and stiflness
i purely mental”; the cure of it
must also be mental. But that does
not mean just thinking of strength
and relaxation. There must be
musical strength and musical re.
laxation, and I want to set forth
briefly my system of obtaining
this musical strength and relaxa-
tion. A more accurate statement,
though, is: musically obtaining
strength and relaxation by Correct
Pitch-Control, There is something
mystic in the fact that Correct
Pitch-thought can give us complete
control of our strength and relaxa-
tion not only for musical but for
all other purposes. A pupil of mine
who has mastered this principle
of Correct Pitch-control was a
good tenhis plaver, and one day
he decided to put himself into the
condition of [ull musical strength
(and relaxation) hefore playing
his contemplated game., He re-
ported that never in his life had
he played a game so well; the
musical set-up had given him a
buoyancy of action with his tennis
racquet he had never before ex.
perienced,

Being in possession of this mu-
sically produced strength does not
mean that we can only hit hard
all the time; we can draw upon
it to whatever degree we wish,
We can give a gentle pat, or,
speaking pianistically, a gentle
touch, a gentle “caress™ of the
keys, and change instantly from
planissimo to fortissimo, or to any
degree of power between these ex-
tremes. The subconscious opera-
tion is immediately responsive to
our imagination and desire with-
out the least effort. O course a
technique of touch under this con-
dition has to be acquired, and I
know of no better material than
Wilson G. Smith’s Thematic Oc-
tave Studies, 1 think T have used
them with every one of my Piano
pupils since they were published
in 1902, and 1 could not get along
without them.,

Ferdinand Dunkley
New Orleans, La.
(Continued on Page 6)

June wedding coming up in yeur
family? May we join the family council
to make a suggestion f

and many of

Start the young couple off with a
brand-new Wurlitzer Piano. It's a gift
that will make them proud and

happy now—and one they can

their happiest

| moments were
enjoy tllrlllluhlﬂlT tl'lL' YEArs.
It's easy to give a Wurlitzer. For spent at their
Wurlitzer Pianos are made and priced : .

; : : ; Wourlitzer Piano
to give you the biggest piano value
anyone can buy. Wurlitzer purs
more into its pianos— yer sells them
for less— because Wurlitzer is the
CableT .' I. .Ll.. vlore Eaie iy
leader in its field. Mon e by
Wurlitzer Pianos than those of
any n.’fjﬂ' Hame.

Qont-thi. e
ATl

Wurlitzer Piano Model 2300
(Louis XV). Walnur. Like al
Wurlitzer Pianos, it may be

bought on convenicnt terms.

Wiarlitser ir famons for the
Hfaesl i elecfromic organsy,
feo—amanyg fhem a re
markabls sew elaidriomiy
organ for Bhe howms, Mary
o wnptall, Eday fo play.

WURLIIZER

World's larges? Bullder of Plonos oad Organs
Under Onn Greot Momas

THE RUDOLPH WORLITZER COMPANY, O KALE, ILLINOIS; EXECUTIVE OFFICES, CHICAGO, ILLINOIS




for the
first time
In years

otahe

F.O.B. FACTORY
buys the world-famous

musical excellence of

basic JESSE
FRENCH qucﬂlhl'l

v

Crescendo SPINET

Take the word of experienced
tuners, lechnicians, teachers . . .
those who know pianos from A
to £, They'll tell you Jesse French
pranos are second o none in their
price class. Strong words? Yes.
But here, in the remarkable new
*Crescendo™ Spinet, is prool 1o
back them up! Visit your Jesse
French dealer, today ! See, inspect,
play the new “Crescendo.” Then,
have your dealer explain the low
down pavment and easy budget
terms which will put this out-
standing new value triumph in
your home, now!

FREE BOOKLET helps you be

wrs you buy righfl Check the Eow |
coupen below lor your copy o s |
“How to Chosse the Right Piona™ m N
e guide you fo the right final (]
decision. We will also send, BT

free, o copy of "Music in Your mn A
Child's Development,™ Mail the 1
Tpon o, |
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By GEORGE

Berlioz: Svmphonie Fantastique

Eugene Ormandy and the Phila-
delphia Orchestra  present  this
highly descriptive work in a bril-
liant recording distinguished for
the variety of its tone colorings.
{ Columbia, one 10-inch disc.)

Mahler: The Song of Lament

Here is one of this composer’s
extended song cycles in a record-
ing by a trio of singers who turn
in a quite satisfying job. Ilona
Steingruber, Sieglinde Wagner,
and Ernst Majkut are the vocalists
who are especially good in the
ensemble parts of the work. The
Vienna State Opera Orchestra is
the accompanying medium under
the direction of Zoltan Fekete,
i Mercury, one 10-inch disc.)

Weinberger: Polka and Fugue from
“Schwanda™

Strauss: Dance of the
from “Salome"

Seven Vells

7 Nocords

GASCOYNE

Orchestra  di-
Ormandy. The

the Philadelphia
rected by Eugene
jolly “Schwanda™ music and the
sensual “Salome™ dance are given
characteristic performances by
this virtuoso organization. (Co-
lumbia, one 10inch disc.)

Puccini: Lo Bohiéme

A new recording of this ever-
popular work finds a well-balanced
cast doing justice to the fine score.
The Mimi of Renata Tebaldi espe-
cially mention for the
delicacy and purity of the vocal
work, while Giacinto Prandelli in-
terprets Rodolfo in a highly artis-
Mhers in the
capable Hilde Gueden,
Giovanni Inghilleri, Raphael Arie,
Fernado Corena and Melchiorre
Luise. The Santa Cecilia Chorus
and Orchestra
juncts and the eonduocting is in the

deserves

tii manner.
casl are

very

are valuable ad-

capable hands of Alberto Erede.
(London, two 12-inch dises. )

YOUNG COMPOSERS
RADIO AWARDS

Opportunity For

YCR

An
All Young Composers

THF. radio industry through its state broadeasters As-
sociations and BMI, and the nation’s music educators,
through established and reputable organizations, have
joined forces to provide an opportunity for the voung
composer to gain recognition and be rewarded for ae-
complishment in musical composition.

THE PURPDSE OF YCRA

This i= a music I.'IIII]l!HI‘-i|iII[| Cion-
test designed to encourage
in secondary

1962 CONTEST ENDS IN JUNE

Compositions may he entered now,
and until the end of the School vear
in June 1952, Awards will he made
as soon as practical thereafter,
PERFORMANCE FACTOR
IMPORTANT

YCRA does not contemplate mere-

COM [Hks-
ers of concert
schools and colleges, through a sys-

misic

tematic =eries of annual awards,

WHAT KIND OF MUSIC?

“Concert music” as an all-embrac-

Another excellent recording by (Continued on Page T)

THE COMPOSER OF THE MONTH

CU.\TI.\'UI.\'{'- this series inaugurated
last month Etnde brings to its readers
in this issue a briel biography of Igor
Stravinsky, one of the leading Ggures in
the field of contemporary music.

Born near St. Petersburg, June 17, 1882,
raised in a muzical atmosphere and at an
early age brought under the direct influ-
ence and teaching of Rimsky-Korsakoew,
Stravinsky by the time he was 26, had his
First Symphony performed in St. Peters-
burg. His first major important work was
the ballet, “The Fire Bird,” commissioned by Diaghilev and given
its premiére in Paris in 1910, This was followed in succession
!.I:- other hallets for ni.'lﬂ!iilf'l.'-- “Petrouchka,” “Le Sacre du
Printemps,” and “Pulcinella.” His oratorie, “Oedipus Rex™ (1927),
showed a marked religious trend in his ereative work, which
was further evident in the “Svmphony of Psalms.” written [or the
Sh anniversary of the Boston Symphony Orchestra (1930).
Stravinsky's work i= characterized by a remarkable rhythmic in-
ventiveness and by a reaffirmation of the principles of tonality.

Since the prinrnlu.: of World War 11, he has been in America,
becoming an American citizen in 195. A number of important
works, ballet and orchestral, have been wrilten on commission
Stravinsky's latest work, an opera, “The
which had an exciting premiére in Venice last
fall, with the composer condueting, is scheduled for performanee
b I!I!l" Mi'THrllllIi!jln {}"ll,"‘l'.j 1'_:1_||||1_|,1:|'|1_.- next season.

On page 29 of this month’s music section, will be found an
Henry I-!'\illr' of The Dance of I.'H- Princesse 5,
Firebird Suite.”

from wvarious sources.
Rake's Progress,™

arrangement by
from “The

ETUDE—JUNE 1952

ing term to describe what sometimes

is called “serious,” *“Classical” or

“good™ musie,
WHO ARE THE COMPDSERS YCRA
IS TRYING TO REACH?

Specifically, students in secondary
schoole, colleges and conservatories

—students who are likely to have the
soundest basie training,

WHO IS ELIGIBLE FOR THE YCRA?

Any student in an accredited pub-
lic, private or parochial secondary
echool, an accredited college,
versity, graduate school or conserva-
tory of music can enter YCRA. Com-
petition is limited to students under
twentv.six vears of age but time
spent in military service may he
deducted.

WHAT ARE THE PRIZES?

The national awards are as fol-
lows: §500 in the secondary group:

| #1600 each in the undergraduate and
graduate group. All awards are to be
used for further musical study in the
U. S There will be other suitable
awards at the discretion of local
broadcasters associations or commit-

uni-

leea,

Iy the awarding of prizes. It is in-
tended that the eontest be determined
by practical factors which will make
the music selected available for per.
formance, hroadeasting and record-
jr:!: purposes. The conperation of in-
fluential persons in all of these helds
has already been enlisted.

WHO STARTED YCRA?

YCRA is a joint activity of Broad-
cast Music. Tnc. (BMI), a musical
pecforming rights licensing organiza-
tion which has always been closely
identified with radio and television
performances, and of radio broad-
Aiding in the creation and
development of YCRA, however, are
those groups which traditionally have
been responsible for the creation of
concert music in the U.S.—musie ed-
ucators, publishers, performers and
the organizations through which
these persons make themselves felt.
Officers and members of such organ-
izations as the National Federation
of Music Clubs, Music Educators
National Conference, Music Teach-
ers National Ass'n and National
\ss'n of Schools of Music have given
unstintingly of their time,
isr:"l II'li"-I'JrF]'“_

cilslers,

EXper ience

For complete information, including application blanks,

official rules and other partienlars, write fo:

BROADCAST MUSIC, Inc., 580 5th Ave., New York 36, N. Y,

Conducted under the auspices of all

STATE BROADCASTERS ASSOCIATIONS

BROADCAST MUSIC, INC.
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“My TONhahinet

is indispensahle
o me”

says MARGUERITE PIAZZA

=—furaly soprass of Metropolion
Opera wnd ainging star of NBC.
TF s “Show af Shows™

“Iit keeps my music all sorted out and
[ neatly  filed in those clever drawer-
| trays” says Miss Piazea. “T never need
. waste lime searching [or the music |

wunt. It's always there at my finger

tipe—s=o handy! Proteets all my mmsic
ngainst loss or damage.”

Thise specially designed
lrausicr-trays almiosf hamnd
you the muasie you want,

Stgle 600 shown halds abour BIS shects of musle,
Wielte B wther
afyles for homes, studics, schoald, orebestras, Tank
Mipg. Co, IP12 N, Magnolia Adve., Chicage 1§, Nl

TONKabinets

Famed for accuracy

and dependability ... )
TllE A

METRONOME de Maelzel!

by SETH THOMAS

dealees mama amd [older showing

FOR YOUR

SHEET mUSIC

Here's the very finest metronome
you can buy—the Seth Thomas®
Metronome de Maelzel.

Made by a company whose name
has meant precision-in-time for 139
years, this dependable instrument is
casily adjustable for tempos from 40
to 208 beats per minute. Measure-
ment is both audible and vieible—
by distinct tick and cscillating pen-
dubam.

... 18 3 wonderful aid to the develop-

uriLs oF ROSARIO SCALERO, the
Pmninrnt ltalian musician who
taught a generation of ."l.uu-lrir;m
composers at the Curtis Institute
of Music, may regard themselves
as musical descendants’ of Pales-
trina, and musical great-grandchil-
dren of Paganini. This is how it
works out,

Secalero’s teacher was Sivori, a
favorite pupil of Paganini, whose
teacher was Rolla, studied
with Fioroni, a pupil of Leo, one
uf IE14~ [rujm‘lp'r- n[ Ihq' \:r'.llul“[illl
School, who was a disciple of Fago
called 11 Tarantino, who was the
apprentice of a chorister in Pales-
trina’s chapel in Rome. Altogether,
Scalero to Palestrina, ten

musical generations,

who

[rlll1l

Frits Kreisler enjoys practical
jokes. His most famous one was,
of course, the publication of his
own violin pieces as arrangements
of non-existent classical works,

-
Cunm'._'rni;u RARELY SUFFER
from an inferiority complex.
But there are—or were
tors suffering from a form of pol.

conduc.

itis, an incurable malady the prin.
cipal symptom of which is exces.
sive politeness towards orchestra
men, One soch econductor. a
Frenchman, stepped up to the pod.
ium, smiled did nothing.
“Commencez done,” w hispered the

and

concertmaster to him. ".".pr-'n Vs,
apris vous,” replied the conductor.

An Dhalian conductor was so
nervous before each performance

Inside the handsome, hardwood
case is a sturdy, key-wound mecha-
nism built with all the skill and pride-
in-workmanship that has gone into
every Seth Thomas product since
1813, It is lightweight and portable

ment of correct timing in music and
dancing,

See this fine Seth Thomas Metro-
nome at your music dealer, depart-
ment or jewelry store. It's priced at
only §12.90.

*Hox. U, 5. Pat. OF.
#I'rice subject to change

8 rF - (\
eth 1homas Jock:

'n_\ﬂ masfon, Casn,
Div. of Genercl Tims Corp,

that it took him some time Lo =um-
mon enough strength o give the
The orchestra men
looked at him sympathetically. and
then the first double-bass player
shouled : "If-srr.lp;_:i-r. Maestro, cor.

e - jr
raggio.

|I1|'I.I.r|]w;||_

0\1 E WHEN TcHAIKOVSKEY was
riding in a droshky, he had a
sudden impulse 1o play a joke on

By NICOLAS SLONIMSKY

an important-looking individual
|,\.']:|u wWils !l.hﬂ-il!j_’ b, Hr— '.”'“i""i
off, ti-i"lﬁ'ii his hat. The
slranger -1--p]u‘1i in embarrass
ment. Tehaikovsky looked at hi

l'llr-f'"i h||| rI--._|.
sand apologies! My error! Pless

and

and exclaimed

forgive me!” jumped back inty

his droshky and was off.

Tchaikovsky, Jurgenson, am
MNicholas Rubinstein were retum-
iﬂ‘,{ to Moscow in a suburban train
in which there were lllﬁld CiE
partments for |
Tehaikovsky jumped from his seat

ladies. Suddend
..rlil Il'].h-+|l-1t Il|“-.'lt‘ Iil‘ !’"ri'l'i':'
gone, singing the tune of the ma.
gurka from Glinka's opera, “Lil
the Czar.”
bowed 1o the ladies,

For Then he stopped
i'lthF-”\.

returned to his seal, still singing

the mazurka.

"l‘m. BASE LaBLACHE and
baritone Tamburini possess
enormously powerful voloes. Ros-
“i11i. ever a wil, wrole from Paris
to a friend in Italy: “Lablache and
Tamburini sang the duet from B
lini’s *The Puritans,’
tell you anvthing about their per-
youn must have heard i

| need oot

formance
!.nurw”,"

Brahms and Mahler we
walking together near Salehurz
As they were ¢ TSI thee hridee
of the Ischl River. Brahms o
mented  pessimistically thal thert
Were no more gresl pompHseT®
lefit, their
greatness were (o be r'\.pnh"i Ir
the future generations. Mahler
stopped, pointed at the river, "'Il
said to Brahms: “Here goes U=

I:i-'T wave!™

and no sucoessors 0

\|.1. NnF I.l‘f.r-n FUPILS &TC fre
i dead, but there is -[|||'-'=
the German pianist Lily Reiti->

torius, who was, as a young £
k 5 oL
kl-t'-r-i on the hrow by Lt S0
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on the brow by Beethoven, Lily

Reifl-Sertorius is a claimant to the

honor of being a sort of Beetho-
ven's granddaughter-by-kiss. She
rivalls in her memoirs that when
she worshipfully spoke to Lisat
seventy years ago, he told her:
“My dear child, we are both =o
far removed from the true perfec-
tion of art, that it hardly matters
whether one of us stands a step
higher or lower,”

When Lisst’s concerts were
announced in Russia in 1842, the
cultural society in St. Petersburg
and Moscow was in a frenzy of
expectation, “There is not a single
list in the papers without Liset,”
was a current Russian pun (list
iz the Russian word for page). In
the music stores of St. Petersburg,
one could purchase Liszt’s piana
pieces, and his portrails. Also on
sale was a song “Hommage & F,
Liszt,” by the singer Pantaleone
who traveled with Liszt and ap-
peared with him as a joint artist,

r Liszr’s concerTs in Russia,
£ two grand pianos were placed
in the center of the stage, with
keyvboards facing each other, Lisat
played alternately on one and the
other, so that his hands could be
seen from all parts of the audi-
torium. The first concert took
place on April 20, 1842, in the
Nobility Hall in St. Petershure.
\mong those present were Glinka,
Serov, Lvov (the composer of the
Russian Tsarist anthem), and
other notables. The eritic Stasov
recalls his impressions of the oe-
casion: “Liszt walked briskly up
the stage, tore off the white gloves
from his hands and threw them
under the piano. He bowed low in
all directions, and sat at the piano,
lmnmediately, silence fell on the as-
sembly, and, without further cere-
monies, Liszt began the Overture
to *William Tell,' The hall was
shaken by tumultuous applause,
after he finished playing, and he
quickly went over to the other
pianc, and kept changing pianos
for each piece.”

\iter Liszt’s concert. Serov
wrote to Stasov: “Tt is almost two
hours since [ left the eoncert hall,

and I am still in ecstasy. Where
am 1? Where are we? Was this

reality, or a dream? How lucky we

are to be living in the vear 1842
and to hear such an artist!”
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Liszt was. as a young boy, kissed

tempi, and added some of his owr
fiorituras to passages in {:}m]rin

Glinka was less impressed. He
gaid that Liszt's plaving was ex-
cellent in some pieces, but terrible [
in others, that he dragged out the

Beethoven, Weber, and even in
Bach. Other musicians criticized

Liszt's mannerisms, particularly

his throwing up the hands before

attacking a brilliant passage.

In that spring of 1842, Lisst
gave in St. Petersburg five public

concerts, and numerous recitals in

the private salons of the Russian |
aristocracy. His last concert fea. |

tured  free
themes offered by the public. A
hasket was passed in the audience,
and musicians present were asked
to drop into it Havdn's and Moz-
art's s.-jl.lnphnnju--. There were also
a song from Glinka's opera “Life
for the Tsar,” and a mareh from
his Russlan and Ludmilla,” Lisst
announced in French (which was
the second language of Russian
cultured circles at the time ) : “Mes-
sicurs ot Mesdames! Avant tout

jaurai Phonneur de vous faire en- |
tendre lezs thémes que je trouve |
dans cetta corbeilleci, et ce sera i |

vous d'exprimer par votre con-
sentement, lequel de ces thémes
vous voudrez choisir.” The great.
est applause greeted his playing of
Glinka's themes, and Liszt |.|-|-r-
formed a brilliant improvisation
on the song from “Life for the
Tsar.” Despite the great success he
obtained, Liszt himself was dis-
satisfied with his showing. On the
way to his hotel. he kept saying:
“l improvised like a pig!™

Even the stage coach in which

Liszt traveled, received its honors: |

The “Journal of St Petershurg
City Police™ advertised in 1843-

improvisations  on

“The new comfortable and ele-
ganl equipage in which Franz |

Liszt traveled in Russia, is leaving
for Kiev and Warsaw in ten days,
under the guidance of an experi.
enced coachman, It seats. twelve
peaple and is available for passen-
gers.”

The Director of the Paris
opera, whose name was Halanger,
did not like the name Hilda in
Rever's opera “Sigurd.” “Why
don’t you change it to Bilda?"
Halanzer asked .the composer.
“With pleasure. Monsiceur Balan-
zer,” replied Reyer. Halanzer got
the point; the name Hilda was
kept in the opera. THE EXD

1 REL-A-TOME INSTITUTE :
I Dapt, E-1, Carnegie Hell Date .
I 7th Ave. kb S6th 58, Mew York 19, M. Y. '
:' Ciantlemen :
1 Please send ma Rel-A-Tone Albume @ 520 eack, | sncicis § $
: Mamas :
1 Addres 1
: City State :
o o o - :

the untrained ear is the
root of all musical frustration

True understanding of the language

of music is impossible without basic
ear-training. Every day thousands of
"troined parrets” are being turned out
becouse of this missing link. Yet every music
teacher and musician of calibre knows that
basic ear training should start with the first
lessan and continue throughout o musical career.

Teachers — Ask Yourselves These Questions
Can your students

1. REFRODUCE & litthe tune ofter hearing it once?
2. TRANSPOSE any little tune by sar on their instruments?
3. MEMORIZE easily?

In ather words, are they developing their musical sarn

-+ - musical sars that know the relationship of one tone

o another before it is played or sung?

Rel-A-Tone Is The Answer!

REL-A-TOME, the world's first system of basic ear-training
on records will correct any weakness, within the student's
limitations, from the age of 7 to 70. This sensational new
system, endorsed by musicions end teachers everywhers,
can be of invaluable cssistance to you os a teacher or student.
It enables you to learn and teach all intervals by sar and
sight, simply and quickly.

The REL-A-TOME Course will train the student’s eor tos

1. Remember individual tones; .

2. Remember meladic lines;

3. Clousity by ear all sarts of tunes;

4, Retoin keydones ond their relations.

Order your REL-A-TOMNE courie
now and see for yourself how it will
help your students. The REL-A-TONE
Course consists of 3 unbreakable
vinylite (78 rpm) records in a
handsome olbum with instructions.
Complete for $20.00

Send check or money order to
REL-A-TOMNE INSTITUTE » Dept.E-1,Carnegie Hall
7th Ave. & 56th 51, New York 19, N. Y.

Poul Billori, M. A, Director

&




IN THE FINEST HOMES

...ON THE
CONCERT STAGE

ITS

(Chosen above all other pianos by the very first rank
of concert artists in each sphere of musical expression, the
| Baldwin is acknowledged as the pre-eminent piano
of the concert world—yet it is essentially a piano for
the home. That is why in homes where quality and
i enduring beauty are the measure of

1) &

value you will find the Baldwin,
A Baldwin in your home,
exquisite in its superh
craftsmanship, will give vou that
rare pride, that lasting
pleasure realized only through
ownership of the finest,

Baldwin

For informotion, name of locel dealer, wiites THE BALDWIN PIANO COMPANY, CIMNCINMATI 2 COHID
Beilcinrs of . Balidwis Grand Pames « Acvisealc Spisst Flanes « Mambton Verticsl end Grgnd Plorag -

Jogs barkd, Kuba.
twch, bgnimg,
Fana, Sanroma,
Sphvokovsly, Sirovinsky, Sziged, Tourel, Traoubel,
Whittemore ond Lows, Wi, and many sthorn

G

Buidwin Eiectronie Organy

Letters to the Editor

{ Continued fram Page 1)

Adult Plane Lessens

Sir: We enjoy the magazine
very much.

An article in the September
{1951) issue, *A Nebraska Farm
Woman Takes Piano Lessons,”
gave me courage to approach a
music teacher in our town to take
me as an adult heginner, which
she did. And I've never enjoyed
anything more than to sit and
Fr],-l.l'ti(‘{!' at the piano,

As for rest and relaxation, |
don’t know of a better way.

Mrs. Edward Schmidt

Finton, Louisiana

Articles

Rir: [ have read with interest
the ecomment= in the ETUDE.
When one realizes the many de-
partments of music: instrumental
— vocal — teachers COMpPOSeTs
— students — and that one has to
interest the student, the layman
and more highlv-trained person-
nel, T think we should thank the
ETUDE for doing such a good
job.

I think the ETUDE has a wide
public and i= doing a construective
bit in both fields of information
and education.

| myself have enjoved the maga-
zine very much. There have been
some oulstanding articles on voice,
as well as very interesting columns
in other music fields,

B. Bradfaord Wurphy
Crand Rapids, Mich.

Sir: The ETUDE improves with
every issue. It i= a constant souree
of help to me with all of my stu-
dents, from pre-school to very ad-
vanced pupils, .

FH:I'?!J-‘.FIJ' Cobh
Imericus, Georgia

Rii‘:‘l am enjoving mv ETUDE
magazine very much. [ recently
started a subscription again after
a lapse of some time,

The articles are excellent. Of
course being a singer and pianist
I lean more towards those,

| especially enjov the articles
by Guy Maier. Hizs lesson which
accompanied the Chopin Erude
(February) helped me 1o OVET-
come this music and thanks to him
and his advice on how 1o approach
flln‘i study it, ete., | can now play
it—maybe not as Horowitz would,

| but at least 1 play it quite well for

my own pleasure, anvway,

My one and only complaing |
that the music in the ETUDFE ...
sists mostly 2-3-4 grade. Why oy,
not there be more advanced il
—half of it, anyway, instead of .
much 2-3-4 grade. Dutside of t;
I am ]u'rfl'ril}' satisfied,

Mers. Christine Larson
zroton, Conn,

Sir: Your ETUDE has greai)
added to the pupils’ interest ;
music and we look forward o
each edition as we find many goy
points in the many branches
study contained in thewm,

.\.HF;'H of 5t Jm.l,'_
v“l"lilf'! fﬂ.‘-'.'rj-!rnl

Sir: Those Master Lessons an
tops with me, 1 follow them
sell and love every part of the
| live in the country
and [—alone on our farm s
from town or village, and my pi
ano is all the recreation | haw
for there are no muosic elubs close
enough o attend. S0 yvou

my mther

readily realize that | sure woulds)
I iss an issue of l‘TI “i reading,

Sometimes | wonder d G
Majier and Harold Berkley alons
with Karl Gehrkens and Maaric
Dumesnil can have anv idea bov
one enjoys and benefits by ther
writings as | do.

Lola Crislip

Hammondirille, (M

Sir: 1 have taken ETUDE fur
two years and now [ wonder how
I ever got along without it. 1 plo
piano, T am self-taught, and | et
play up to grades 3 & 4.

I am writing to tell you bow |
enjoyed the March jssue, The ar

ticles, “Master of Melody,” “The
Inspiration of Defeat,” and “Muse

from an Unstrung Violin," wer
Ereal,

I enjoyved “A Great American
Organist, Viegil Fox.”

l'.umpanwl to some of vour mu
sic sections, the March jssue W
okay, but still far from periect
Under The Hawaiian Moon, we
pretty and easy, Orer Hill oo
Dale, by Englemann was very good.

Why not have maore marches
|.“-Frl1'_l!~:| Or n“‘l!"l“l.
Don't think 1 dont enj®

ETUDE, It is the best music magr

zine T have ever read. But, ples*
work on the musio '!ﬁ'linn:
Russell E. dprogs

Limerick, Mmne

o
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BOSTON UNIVERSITY
SUMMER TERM

Dean Atles L. Percy, Directer

Intersession
May 26 to July §

Summer Session
July T—August 16

Over Forfy Courses in
oll Branches of Music

Undergraduate and Groduate
Cradit Tn Music, Mugic Edecafien
[with mojar in mulc) and in Arts,
and Education

Mos-degres ond Special Students
admitied

WORKSHOPS IN

Mutie Education—Gallup
Imitrumental Muslc—Findloy
Flanith and Teochsn—"Walfern

Clann Piano Teochiag—'wWoitier
Privals ImstrEtles with Artisf Fasully in I
Plass, Orgun, Vaise snd pll srobesiral imstro.
menls, Full Dermilery Fasilllies—Fall Aee-
raslioanl Oppertusmition. Cherun—={Drrhoaire—
Band—Canier t—Regilale. I

Fear Furfber [afarmalion plegss aevile

BOSTON UNIVERSITY
College of Music

Eugene H. Floyd, Acting Dean

BALDWIN-WALLACE
CONSERVATORY OF MUSIC
BEREA, OHIO (smbwrk af Chewelund)

AMitagted wiik u Bran ehess Libersl Aris

College, Four smd fve year coursed fesfing

ta deprees. Farulty of Artist Teachers, See|

for cutalsgae or informetion ta:

CECIL W. MUNK, Dirscter, Berea, Obls

DILLER-QUAILE
Schoal of Music

Mormal Cowria leading to Teaching Car-
tificate. Observotion of children‘s cleiies,

44 Emst BOth Shreet, How York 21, N. Y.

JAMES MILLIKIN UMIYERSITY
SCHOOL OF MUSIC
DECATUR, ILLINGIS
ffers ihorough irnining Is manle. Coorses load-
Ing ta :f"' of . Bachelor of Muale, Backebor of

Musie pratien, Msiber of Musle, I3
of Mowle Kduraiios, ety

Memberafthe National & ssociat lonSehoe |aef Musle
Bulledln sesi upsn Tequsst
W. 8T. CLARE MINTURM, Direetar

SHENANDOAH e

Courses leading to the B, Mus, and B, Mus,
Ed, tees, mber MASM. In the heart
of the Shenandoah Valley, Dayton, Vitginia,

Department of Music
Galesburg, 1ilinai

~KNOX
COLLEGE X:7te ¥ s

Calalog seml upsn reques? Chasrman

CONVERSE COLLEGE vzt

Edwin Oersohufeki, Dean, Bpartachery, 8 €

l.'lu.l—anl—ﬂ-u-
IE Musieal Comedy

- Adult treining—Eiage snd
Telavision. New Yok appearsncos
Agpraced for Vet Annex for Children Write
E_Alviene, ITH] R'way. N. T, Ciiy 18
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New Records

{Continued from Page 3)

Zandonai: Francesca do Rimini
To the ever-growing list of com-
plete opera recordings, this work
by Riccardo Zandonai, makes a
very valuable contribution. This
tragedy, based on the play by
D’Annunzio, was given ils pre-
miere in Turin, Italy in 1914, and
its first performance at the Metro-
politan Opera in 1916. This re-
cording made in Italy, employs a
large cast, which in the main is
entirely adequate, Included are
Maria Caniglia (Francesca), Or-
nella Rovero | Samaritana ), Mario

| Tommasini (Ostasio). Carlo Tag-

liabue {Gianciotto ), Giacinto
Prandelli (Paclo il Bellol, Mario
Carlin ( Malatestino dall o'echio),
Amalia Oliva ( Biancohore), Licia
Rossini (Garsendal. Grazia Co-
laresu ( Donella). Anna Marie Can-
ali (Altichiara), Aldo Bertoeei (A

| Notary), and Enrico Campi (Jes-

ter). The orchestra and chorus of
Radio Italiana are under the able
direction of Antonio Guarnieri.
{Cetra-Soria. 3 LP discs.)

Beethoven: Christus am  Olberg
(Christ on the Mount of (Mices )

Without doubt this oratorio
composed by Beethoven in the
period between 1799 and 1801, is
one of the master’s finest works. I1
utilizes 3 solo voices and a chorus

| of angels. a chorus of warriors,

and a chorus of Disciples. It is
extremely dramatic and there are
moments of genuine inspiration.

| Margit Opawsky, soprano, sings

brilliantly the part of the Seraph:
Radko Delorco, tenor, does some
very effective singing in the rale
of Jesus: and Walter Berry, bass,
in the role of Peter is entirely

| satisfactory. The Vienna Kammer-

chor, and the Orchestra of the
Vienna State Opera respond nobly
to the inspired directing of Henry
Swoboda. A complete libretto in
German adds to the value of the
recording. (Concert Hall, one 12.
inch dise.)

Bach: Three Concertos for Harpsi-
chord and Siring Orchesira
These three concertos, No. 4 in

A. No. 5 in F Minor, No. Tin G

| Minor are all given a capable per-

formance by Helma Elsner and the
Pro Musica Orchestra of Stutt-
gart, conducted by Rolf Reinhards,
This is joyful music, played with
apparent enjoyment by the artists,
There is a purity of style and a

balance of parts that are notable,
The recording is on the same high
plane, (One LP disc. )

Schumann: Svmphony No. I, B-flot
{Spring) )
A new recording of this Schu-

mann opus finds the Boston Sym-
phony under Charles Munch turn-
ing in a splendid job, equalled in
every way by the technical excel
lence of the recording. There is
fine contrast and balance among
the voices of the orchestra and all
in all the listener has much to en-
joy in this fine recording. (Vic-
tor, one 12-inch disc.)

vorak: Symphony No. 4 in G

Here 15 a ﬂliprrh rﬁ'unling af
this Dvorak work. George Szell
and the Amsterdam Concerlge-
bouw join forees to do a splendid
piece of music making. Szell’s con-
ducting has clarity and drive, and
the result is probably the best per-
formance to date of this Sym-
phony, considered by many to be
the composer’s finest. (London,
one LP disc.)

Lehar: Gypsy Lore

One of the best of Franz Lehar's
operettas is presented in an excel-
lent recording which really does
justice to the richly beautiful
score. The operetta is giveh as
Lehar actually composed it in its
original German, with no attempt
to modernize it with so-called
Broadway or Hollywood touches,
The nostalgia for Hungary evident
throughout the score is one of its
chiel charms. The principals in-
clude Herbert Ernst Groh and Rosl
Seegers in the two leading riles,
together with Carlheing  Karell,
Adi Appelt and llse Mentzel, The
chorus and Orchestra of Radio,

Berlin are conducted ably by Otto |

Dobrindt. {Urania, two LP dises, )

Debussy: La Mer

Here is a recording of La Mer
which might be considered just
about perfect in its fine delineation
of the melodie line. There seems
to be nothing missed and the New
Yark P}IiEhal‘1I'u!:lif'-ﬁ:i'rnphnn}' Or-
chestra with Dimitri  Mitro-
poulos at the helm do a job of
which they may be justly proud.
Debussy’s [beria makes a splendid
companion piece for the reverse
side of the record. (Columbia, one
12-inch dise.)

S GYPIDY

World's Largest Record Dealer

30% OFF

LONG
PLAYING
RECORDS

fram the lorgest ond most complete
long playing record collection in the
world.

235 West 49th Street
MNew York 19, M. Y.

SAM GOODY
2IE W, 49 5+, LY. T, N Y,

Without obligation, send me your
free Long Playing Record Catalog.

MHame

Street

be sure to see

THE
LITTLE
TREASURY
SERIES

Just What You've Always
Wanted in Piano Teaching
Albums.

Closely groded—yet contenis are
varied ond inferesting . . .

A new book gives the student a feel-
ing of occomplishmant . . .

Little Troasury Albums containing
only |6 poges mokes this possible . ..

Parents will not feel mosic costs are
too great—the Lithe Treasury Albums
cost only 50¢ eoch—scorcely more
than the cost of o single picce of
music!

SEE THE LITTLE TREASURY SERIES
AT YOUR DEALER'S NOW

« « « 0f pand for free descriptive folder 32
vou will be able to include fhis really rew
ides in your fall teochisg plans.

CENTURY MUSIC PUBLISHING co.

47 West bled 5. = Mew York 23, M. Y.




Attention! Piano Teachers!

Are you missing the many
benefits you and your students
should be getting from

MODERN METRONOME

TECHNIQUES

Discover for yourseld why
o0 many leachers (profes-
sionals, too) are getting
such wonderful results
with muderm  metronoma
techniques! Send only
:U.II' {cush or chtrlc.] :;I?-
ay for your copy of the
authorilative bnaE “Metro-
nome Techniques'' b
Frederick Frane. You'll
find it worth many times
its low price! Wnile 10:=—

FRANZ MANUFACTURING CO.

wWallaoce 5

PIAN

Learn this Independent Profession
AT HOME

NILES BRYANT BCHOOL
10 Bryant Bldg., Washington 18, I C.
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Beethovin !
Letters, Journals amd Conversations
Translated and Edited by
Michael Hamburger

During his life span of fifty
years, Beethoven wrole volumi-
nous letters of varied significance.
Most of these have been collected

in this volume. The letters -are
interspersed  with  contemporary
comments from Beethoven's col-

leagues, his patrons, his associates,
his publishers, his ne'er-do-well
nephew Karl, and from his many
lady friends. Beethoven's appear-
ance, his boorish manners and his
plebeian  background, were such
that he never married. The pro-
found beauty of his soul as re-
vealed in the classic grandeur of
his masterpieces, did nol win him
the love for which he always
yearned. His violent and erratic
temperament made marriage un-
thinkable, but his letter to “the
immortal beloved” found in his
papers after his death, is one of
the most I'hup:-ui]ir of all love let-
ters, Beethoven was always in love,
but no one knows to whom this let-
ter was addressed.

The earliest letter presented in
the collection is that written 1o
Councillor ven Schaden in 1787
when Beethoven was a lad of seven-
teen and already Court Organist
to the Elector of Cologne, It is a
courteous note, but shows little
intellectual maturity, such as did
the letters of Macaulay, Emer-
son, Wagner, Edgar Allan  Poe
and others. However, five vears
later in 1792, we find him writing
in a friend’s album, a statement

| of the fundamental ideals which

dietermined his carcer:

“To |1f'];1 wherever one can: love
liberty above all things; never
deny the truth, even at the foot
of the throne.™ In that statement
we find revealed a new kind of
musical genius incapable of snivel-
ing and cringing before the nobil-

n| ity and wealthy patrons,

Carl Czerny in 1798 gives a
graphic account of his lessons
with Beethoven: “His hands were
denzely covered with hair and the
fingers especially at the tips, were
very broad. When he expressed
his satisfaction in my playing, I
summoned up enough courage to

perform the Sonala Pathétigue,
which had just been ]-ui-li“hwl
(1799). ... When I finished, Bee-
thoven turned 1o my father and
said: “The boy has talent; 1"l
teach him myself and accept him
as a [nl|ri|. ?";Hlli |1'||L| to me ||||_1'1'
a week. But above all, get him
Emanuel Bach's texthook, *On the
True Manner of Performing Lpon
the Pianoforte’.’ During the hrst
legsons, Beethoven o ||]|||--| e
exclusively with secales in all the
kevs., showed me the only right
Er-l.-ilii-n of the hands, still un-
known to most plavers at that time,
the position of the fAngers and
particularly the use of the thumb
- .r-|]j|1,_-
did not fully appreciate until a
later Abhove all, he
attention to the [/

the usefulness of which |
much Lhimie,
drew my
which he himseli

reralo,
maslered in so
incomparable a manner and which
at that time all other
considered impractic al, as it was
still the from
Mozart) to play in clipped, abrupi

pianists

fashion (dating
manner.”

All in all this book
Beethoven's i.:r'ﬂ-'-ﬂl to a thinker
of great breadth. It cannot fail
to bring the reader nearer to the

indicates

immortal master—the greatest in-
strumental composer of all musi-
cal history,

Pantheon Boolks £31.75

Folk Danee Music of
Nations
By H. A.

|h 0 bt | avie
Selimomer ling

Mr. Schimmetling has provided
n scholarly reference hook of
fascinating melodic material of
Croatia, Slovenia. Czech. Slo ak,
Bosnia, Dalmatia, Serbia, Poland,
and other lands now for the most

part under the of the
U.5.5.R.

domain

He portrays the spirit, the
gaiety, the sorrow of simple e s
ant folk who have developed these
tunes during past generations.
Living close to the soil, they are
simple, naive and sincere. Here
and there in the 226 notation eX-

amples, he indicates how great
composers  have  utilized  these
tunes and rhythms in their master

works,

Associated Music Publishers £5.00

Donald Francis Tover
By Mary Crierson

Great is the personage wh
having lived a busy and produe.
tive life in following high arisic
ideals goes on o his rewand
leaving large numbers of loving
friends and admirers, who sill
stand bowed in homage, Such 5
one was Donald Francis Tove
born July 17,
the Rev. Duncans Tovey, a dis
tinguished
scholar, one-time chaplain of Trin
ity College, Cambridge. Toves
was born at Eton, where his
father was Classics master for
twelve years, His first teacher in
piano was Sophie Weisse, a pupil
of Deppe. He next studied with
that notable musical genjus, i
Walter Parratt
and finally with

1875, the son of

English  ecclesiaslical

--'--u-!r--r:r.-ui-u'-
James  Higes
(composition ), winning the Nel
tleship scholarship al Balliel C
Il"!_:i'_ Oxford. He was
(B.A.), with classical honors, is
1898, Thereafter, he
London, Berlin and Vienna, g

played

ing concerts of his planc pieces
chamber music, and orchestr
works. In 1914, he became th
Retd Professor of Music at Edin
burgh, establishing the Heid 3y

phony Concerts, In 19271925, b

made a concert tour in the |
States. He became a Fellow of the
Royal
1924, and was knighted in 1935
Sir Donald died in Edinburgh
July 10, 1940,

His excellent work as a |riJ:5-'r
composer and condgctor was sur-

l.lr”-l'j_:r of Urganists o

passed by his career as a lectures
on music and his f'“'"plfaln.t.ll fine
analytical essays upon famous mu
sical works.

Too modest, and i’t"F"‘!]'l‘ ot
busy, to prepare an autobiography.
he did neverthelees |r';l'll'-17'|"‘”k:
able collection of letters to noled
friends, including Joseph Joas e,
Pablo Casals and Albert Schweit-
ger. From these, Dr, Mary Grer
son, has put together a delightful
and informative book giving 2
most engaging picture of musica
life in England for seven decades
The book is illustrated by man?
fine hali-tone pictures.
Oxford University Press

$6.00
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A colorful word-picture of the 86-

vear old dean of modern composers.
who is being honored this month with
a week-long festival in Helsinki.

(0 WORLD-FAMOUS Jean Sibelius the month of June brings
anh honors, However, when the week-long Sibelius Festival
opens June Tth in Helsinki with a sold-out house greeting guest
conductor Eugene Ormandy and the Philadelphia Orchestra, the
great composer will not be present. Neither nation-wide acclaim
nor gifts heaped upon him by admiring countrymen will tempt
the 86-year-old master to leave Jirvenpia,

The dean of modernists, Sibelius has long occupied a special
niche in the hearts of music lovers the world over. They know
his music, but of the man who produced that music they know
little.

“I, Sphinx,” is his vsual laconic retort on the few occasions
he has been pressed for more personal data. Surrounding himself
with a studied reserve as difficult to pierce as the iron curtain,
the Master of Jarvenpia continues to dwell at *Villa Ainola,”
apart from mankind. What kind of life does he lead? What of
his family ties? .

In the summer of 1904 Sibelius built the log-based house at
Jarvenpidid (Lake’s End) which the family has occupied for nearly
half a century. At that time he was actuated by the dual motives
which, to a lesser degree, dominate hiz life today: an intense
love of the pulsing world around him, but an even stronger desire
for the solitude out of which stem his creative ideas,

In his earlier years absences from Jérvenpii were frequent,
necessitated by medical treatments for a threatened loss of hear-
ing, a serious throat ailment; later by a series of concerts in
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MASTER OF JARVENPAA

by Norma Ryland Graves

European capitals, and his American visit. Then came the nerve-
wracking days of the Red Terror in 1917-1918, when the family
was forced to take refuge in the lunatic asylum directed by his
brother, Dr. Christian Sibelius,

During the last few years with the exception of periodic visits
to his dentist or more recent trips to the hospital where Madame
Sibelius was confined with a broken hip, Sibelius rarely leaves
home. To him life flows on evenly in a conlinuous pattern, the
days of the week, the weeks of the vear as one.

Less than 30 miles distant lies Helsinki with its Conservatory
of Music, symphony orchestra, university, libraries, repertory
theattes, schools of art, extensive hook stores — cultural stimuli
for the people of Finland., But in the woods behind his home,
those leading to the lake, the master finds a stimulating pleasure
no urban walls can satisfy, Within the four walls of pine-shrouded
“Villa Ainola™, he finds his music and books, without which life
would be sterile,

Constantly at his side is Aino Jarnefelt Sibelius, gently reared
daughter of a famous Finnish general and his patrician-born
wife, who for nearly sixty yvears has devoled her life to him. In
the early years when Sibelius was away she kept the home
together: encouraged him in all forms of ereative expression. On
the small pension which the government allowed him (substan-
tially increased on his 60th birthday), she ran the household
smoothly and efficiently.

To her five little girls she was their first teacher, teller of
marvelous stories, instigator of lively pantomimes which kept
them quiet when Father Sibelius demanded silence, Alter the last
daughter entered the university she became her hushand's secre.
tary.

Fame had by now brought a voluminous correspondence,
Gifts poured in — from poems and white shirts to boxes of cigars.
In between times Madame Sibelius worked in the garden, trans.
forming rock-infested forest slopes into a bower of fragrant
roses, carnations, daffodils,

“She talks to them. They understand,” Sibelius said of her
when, on the occazion of my first visit to “Villa Ainola.” he
filled my arms with her long-stemmed red roses,

In the last decade, the Master of Jarvenpiii has changed con-
siderably, Perhaps this change is not so (Continued on Page 10)




10

Continued from Page 9

much physically—he still is erect and un-
usually active for his years—as in the way
he spends his time, Still a night hawk,
he roams the house at odd hours and con-
sequently is not an early riser. But he
no longer spends interminable hours in his
upstairs workshop. Late morning and early
afternoon he now divides between his walks
and his work, He refuses to lie down dur-
ing the day, cat-napping at odd moments
in his chair,

Evening finds the Sibeliuses in their
favorite spot—the log-walled hbrary, for-
merly the nursery, It is at the end of the
three downstairs rooms=—past the formal
parlor with its closed Steinway—past the
dining room with its huge corner fireplace ;
its windows a-bloom with a profusion of
potted plants.

“It is more comfortable here,” says the
master of the book-lined room, cheerful in
modern furniture and rugs. And more than
any other room it reflects the cultural
tastes of the two.

Both are familiar with the age-old clas-
sics of world literature, Sibelius reading
them in the original. In fact, he can con-
verse about as readily in Latin or in Greek
as in English, German, French or Swedish.
An omnivorous reader, he absorbs quickly
and retains easily, He is tremendously in-
terested in a variety of topics from astron-
omy to world polities, On vecasion he can
be a brilliant but the
one suhject in which the world is most
interested
from him only dignified silence.

As the two sit around the evening lamp
reading or listening to the radio, they offer
a study in contrast. Against the fragile
daintiness of his white-haired wife, Sibelius
appears Herculean. His frame is large, yet
his strong white hands with their sensitive
fingers are proportionately small. His great
bald head i= as shiny as if it had been
oiled. His eyes are particularly expressive—
large and reflecting the color of the tie
he wears—now blue, again gray.

When meeting strangers he has a habit
of looking intently in their eyes for a few
moments, When he follows the scrutiny
with a hearty handclasp or with old time
grace bends to kiss a feminine hand, the
visitor feels as if somehow he has received
a mental accolade,

Increasing years have nol materially
affected  Sibelius’ habits. He
dresses meticulously, choosing gray suits
and most frequently blue ties. In summer
he invariably wears white linen, He likes
to eat, oysters being a favorite dish, Oc-
casionally he has them shipped in from
Denmark. Like any true Finn, he is espe-
cially fond of coffee.

1

conversationalist,

his Eighth Symphony—elicits

personal

With two maids who have long served
the family and a secretary, the Sibeliuses

i i wrly. Madame
have more leisure than formerly, Mad:

Sibelius 'I-'\-'Hl.till like to 1-}:1‘::“.1 IHu'I:'i‘.'. llll“_‘

with their five daughlers and their |_-1'
lehildren; their 10 great grandchil-

grandecii :

dren. But Sibelius prefers Jirvenpai.

The five Sibelius daughters (the r-l‘xlh
died in early childhood) are all attractive,
well educated, happily married women.
But here the likeness ceases, From br.':tutl-
ful platinum-haired Eva to dnrk-h:nru_wl
Heidi, eighteen vears younger, they dis-
play varied interests,

Since the recent death of her husband,
Mrs. Paloheimo has devoted her time man-
aging extensive business holdings. Like
her sisters, she plays the piano. Her next
sister. Ruth, is the wife of actor Jussi Snell-
man, Popular in the theatrical world, the
pair are frequently called Finland's Alfred
Lunt-Lynn Fontanne. Katarina llves, the
third daughter, bears a striking resem-
hlance to her father and is an rrlﬂ“l““‘li"ﬂ
pianist. It is her son who, among the grand-
children, is showing marked musical talent
in theory and composition. Margareta
Jalaksen, like her father, is a violinist. She
often appears professionally. The baby of
the family, Heidi Blomstedt, is interested
in ceramics and has exhibited in Paris.

The five daughters are passionately de-
voted to their mother. Of her Mre, Palo-
heimo says: “Mother’s every thought has
been for my father. To her his music is
the word of God. Since she eannot be with
us in the city, 1 have tried to be a second
mother to my sisters.”

Sibelius, she says, has a keen sense of
humor and is not the stern man everyone
thinks he is. She told of an incident in
her girlhood.

Like most families they had occasional
quarrels, On this morning they were sit-
ting around the dining room table, glum-
faced and silent.

Suddenly their father jumped up 4ng
ran out into the barnyard. Grabbing a nois
hen he rushed back to the house, ‘j'"]-pi:.-,;
it on the table. Its excited clucking mad,
them all laugh. “Now I can get back |
work.,” remarked their soberfaced fathe,

As a father, Sibelius demanded of i,
daughters the same serious study, the same
goal of perfection that E}{' exacted for hiw.
self. *“We learned that,”" smiled his elder
daughter, “when my sisters and | were
studving music with one of our local tead,.
ers in Helsinki.”

Since they must nol disturl their father
they were |'|r|1'|].J-r'”I'l| Lo [!rnrlirr in o bleak
hn--rrllr-m room, Dressed in furs, their fig.
gers blue with cold, they did not alwaw
progress as rapidly as they wished, Then
to Eva Sibelius came a happy day,

Confident she had at last mastered the
technical difficulties of a piece, she 1ld
her father that she was ready to play for
him. When she finished what she thought
was an r'n],wriu."'_b' g_nmi ‘!I‘t’{nl‘li‘um‘r he
said simply: “Now you are just ready io
begin serivusly studying music,”

The hardest blow to her father has been
the loss of his original manuscripts. They
wlre given to his Leipzig publishers,
firm destroyved during World War 1L While
he still retains a few originals, his priesd
copies are gone. “He looked at them as i
they were his children,” Mrs, Paloheime
added.

In the twilight years which have stolen
upon him, Sibelius finds prolific composi-
tion no longer possible. But the world needs
no additional opus to evaluate his genius,
In the score of orchestral rump-ul!l.-ll:«.
tone poems, the seven great symphonie—
heady with an incense not unlike that of
his own pine-filled woods—the Master of
Jirvenpii has already enriched the world
“:Ill'l A |||:I|'1'||'-u-| g][t_ THE END

THE FIRST VIRTUOSO
by Robert MacLaren

\.+Ih} WAS the first virtuoso? That is.

who was the first performer who was
not a masler composer, but essentially an
executive artist, who indeed, might or might
not be an artistic interpreter of the works
of other composers? The virtuosity of Han-
del at the keyboard of the -.rgm; and the
clavier, was widely recognized, as was that
of Bach, in that he could play pedal pas.
sages with his feet with more eelerity than
most of his rivals could play with their
hands, .

In fact, time was when practically all
composers of consequence had to be vir-
tuosi. Beethoven, Mozart, Chopin, Lisgt
Mendelssohn, and Brahms are I."\]HI!HJ,III{‘G..
Wanda Landowska points out in her “Music
of the Past” that in all probability the first

|Jiilll1l virtuoso was Dansel Steibell He «
sidered himself a master COMpOSET, but his
works were so trite and so emply that none
can be Ilill.lllll IIhI.,l\ SAVE 1IN the st k-rooms
of some large libraries.

He was intensely jealous of Bewthoven
whom he considered his inferior, Steibelt
was born in Berlin in 1765, and died in
St. Petershurg in 1832, His career was that
of a 'u..lrulrri;.:_: charlatan. Most of his hite
he was hounded by creditors and proces
servers, He was continually blackmailed i
France because of a theft he had committed
in Paris. He died in abject poverty in
]h'h‘h\-ll“tg where he had been h.‘l:."":;'
meister to the Emperor Alexander Hi
voluminous and forgotten
were mostly hombastic show preces.

composilions
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It is impossible to separate technical
problems from musical problems: which

is why one should realize that
L ] L]
Music is an

Indivisible Whole

from an interview '.‘p‘il]]
Nicole Henriol

secured by Rose Heylbut

HE PIANIST begins to make progress when he adjusts his

study 80 as to link mechanical details to the continuity of
music. This is not always easy, The beginning of piano work
necessarily centers around mechanics—the young student must
learn how to hold his hands, how to put down his fingers, how
to make them follow each other smoothly. In time, he practices
scales and studies, and at last he is ready for compositions.
He begins his adjustment to music when he learns that finger-
problems trace their source to the linking, or continuity. of
musical passages. For example:

Let us suppose that the student has practiced the C-major
scale until it Aows perfectly, Encouraged, he turns from the scale
to the Mozart C-major Sonata which contains scale passages,
But now he finds that his ﬁ:]g{'l‘:ﬁ fail to rr:-}ur:ni‘_ Then he

ETUDE—]UNE 1052
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wonders what went wrong. Why does the smoothly-played scale
come out stumbling in the sonata? The answer does not lie in
his scale-work as such, but in the sudden introduction of that
scale into passages which give it a new setting. It is now pre-
ceded and followed by other figures: it may begin on re or mi
instead of on do; it may require altered fingering. When the
scale is played as music, details of its original form become
slightly altered, with the result that difficulties may wunex-
pectedly arise.

The =olution lies not in practicing more mechanical scales,
but in analyzing the differences between the scale as a finger-
drill, and the scale-form in building musical continuity. It is
exactly this analysis which improves piano study.

After the first months of unaveidable mechanics, the student
must learn to make technical problems depend on musical prob-
lems, It is impossible to separate them. When | was fifteen, 1
played in the International Competition at Brussels where Emil
Sauer told me something I shall never forget:—"How one plays
is less important than what comes out. It is the musical result
that counts,”

In other words, vour study should not center on hands and
fingers, but on bringing out a musical conception, If you have
a clear mental picture of what you wish the music to say and
can bring out that meaning, you need not worry about mechanics,

Mechanical details are, of course, important. The music js
more important. Its expression must be an ensemble of mental
concepl, emotional coloring. and responsive fingers, regarded
in that order. It is impossible to make music by concentrating
first on details of finger work and then trying at some later time
to join the details together. Music is a whole,

In my own work, | approach a new composition as such a
whole. 1 first play it through to get an idea of its line, its struc-
ture, its possibilities of meaning. Even if 1 have heard the work,
I cannot be sure of its values until 1 feel them under my fingers,
And I never pause for technical difficulties during that frst
reading. The purpose is to find the line, just as, when you look
for the first time at a great cathedral, yvou observe its design,
its style, its wholeness, before you study the windows or the
ornaments,

Familiarize yoursell with the work as a whole before you sub-
divide it into the detail of its parts, This will give you a large
view of its continuity of meaning (balance, contrast, the rela-
tion of the figures, etc.}), Such a “large view" never emerges
when vou begin with the details. Further, this over-all impres.
sion of the work sets the goal of your study, helping vou to
adjust effects and balances. One practices in a small room—
one plays the work in a large hall: what seems of immense
importance in the one place often has no meaning at all in
the other. By seeing the work as a whole, you are more aware
of its needs,

It is only after 1 have a very clear idea of the work as a whole
that I begin cleaning up details, finger problems, etc. And 1
find that an intense practice of details often tends to blur the
larger view! When that happens, 1 put the work aside—for a
few lIﬁjn-. a week—until 1 can come Lo it with new eyes, Then the
details merge and the whole conception becomes clear again.

I believe this is a wholesome thing to do even after a work
has been thoroughly mastered. Continuous {or much repeated)
playing can cause a kind of saturation—one takes phrases and
sequences for granted, the [reshness (Continged on Page 50)

Slim, blonde Nicole Henriot was born in Paris, began music study
at eight, entered the Paris Conservatnire at twelve, and won the First
Prize zix months later. She made her début at fifteen and her manv
tours have established her as one of the great pianists of our time.

i
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Choosing the Right Vocal Teacher

It is hig

should be selected very carefully. There must be

perfect understanding between teacher and pupil.

hly important that one’s teacher of voice

from an inteview with CRYSTAL WATERS

Sn‘.nl'e: of the best teaching in the world
is offered in America today, Our musie
schoals and private teachers have produced
fine voices. They have developed artists
who are comparable to those coming from
European shores, and yet we have a prob-
lem that should not he brushed aside. Many
promising students want to know where
and how to find this vocal training. and
after it is found, they are concerned
whether the teacher i= the right one,

After a reasonable length of time, any
teacher who is honest with himself and his
pupils, will be willing to have his work
subjected to an impartial test outside of
his studin, Local concert MANAZETE, and
music critics in all the principal cities,
whosze business it is to listen 1o the waorld’s
great artists, are generally very gracious
about auditioning new talent. The famous
opera and concert stars. will if their time
permits, agree to hear, and consult with
young people whose record justifies serious
consideration,

Why should todayv’s voung singer take
an unintelligent approach? Why should he
let a teacher misguide him, or lead him
on with false promises of a future career,
if he is not making progress toward that
goal? With the many avenues available to
him, the serious voung man or woman can
soon find out what his potentialities are
in the music field.

Let’s be sure that the teacher whom you
select has been a singer. Only those who
have sung can guide vou in producing vour
voice. The better the teacher, the better
he has been able to sing. However, it often
huppr:lu that a famous singer does not have
the qualities of a pedagog. He cannot im-
part his knowledge to others, regardless of
his standing as a performing artist. It is
necessary that you have a teacher who is
able to reach you, whose personality is sym-
pathetic to you. and whose instruction can
be accepted with confidence. A teacher who
will instruct you how to breathe, and who
will give you definite exercizes that will
build vour breath eontrol. will be a great

secured by Annabel Comfort

inspiration in your daily practice se=sjons,
Remember that a good voice demands
more than ordinary hreathing., The {ollow-
ing elementary exercises will enable you
to start studving right now,
(1} Stand in good posture with bent el
bows hanging at each side, While lifting
bent elbows, lift the lowest ribs as vou
inhale a deep breath. You will become con-
scious of a side to side rib extension. Drop
the elbows and exhale the breath,
(2} Stretch arms out horizontally, palms
down. While turning palms up, lift ribs
at the back and under the arms for a deep
breath. Feel the side to side stretch of the
ribs. Exhale and turn palms down, Repeat
10 times,
{3) Place one foot forward, stretch arms
forward horizontally, palms down, While
turning palms up, stretch forward and in-
hale. Feel the expansion of the back, espe.
cially the small of the back. Exhale. turn
palms down and return from forward
stretch. Repeat 10 times.
(4) Drop the trunk forward from the hips,
arms dangling to the floor. As vou inhale
for a deep breath. stretch the trunk away
from one hip. Feel the breath expansion
above that hip. Exhale and return forward,
Then inhale again and streteh away from
the other hip in the same way. |Eu_-|'n:al 10
times,
(5) Stand upright and clasp vour hands
above your head. While trying to pull
clasped hands apart. inhale for a deep
breath and feel how much You can increase
the outward pressure of the ribs under the
arm. Exhale and repeat 10 times,
(6) Clasp hands in front of chest level,
While pushing clasped hands together. in.
hale for a deep breath and feel how much
you can increase the expansion of the back.
Repeat 10 times,
{7) Sigh vigorously,
(8 .Expunrl the ribs for a deep breath and
remain expanded for 10 seconds, throat and
mouth wide open, Then collapse completely
and quickly and expand for another breath
tﬂkillﬁ ﬂ]luut 5 seconds f.”- Ihi,__-‘ :

{9) Expand the ribs for a deep breath and
press out on the lowest ribs firmly, Then
prolong a soft whispered ah for ten seconds,
Expand again and press out ribw, taking
about 53 seconds for this.

\ trill'hl'r 'Flhﬂl.ll-ll IINI hl.* ||,'|||: iy Fi'l.r
an example of how a melody line should
sound, Three quarlers of all vocal teaching
is by imitation. Not that your voice will
sound like vour teacher's; but if he can
show you how to secure clarity of tone,
frecdom, and confidence, it will be much
easier for you to develop these same quali-
ties in your own voice,

Look to the best possible source for
finding a wvoice teacher. In most large
cities there are well known music schools,
and university music departments, where
auditions are given, and where a student
may secure a frank opinion as to whether
he should continue studying or not. Lok
through the classified telephone directors,
or national music magazines which are al-
ways in the local public library, for 2
private teacher. Your local church ergas-
ist, or the H‘tuphnux_\' conductor in your
hulrlr‘ I'I'ln'\ll. Ibf ,.nu hnv.'f- a L.‘IT.;.h.llnFI hi“
give vou helpful information.

\ teacher should not only tell vou what
to do, but how to do it -'I-Tl.f! why. Instead
of saying, “open the mouth a littke more.”
or "close the mouth a little more” be
should show yvou the “how™ and “why™ lor
such instructions, The reasan for the open
mouth, of course, is to let the sound sut.
and o aid resonance in the voice The
inute you start opening the mouth to sing.
you will alse have to reeducate the tongoe
and Ii!l"- o pronounce the words, You _I»'ﬂdli.l.H
be told that the l'li,l!!'hr"r you sing, the more
open the mouth will be. with a high palate.
as at the beginning of a yawn. This aids
in beautify ing the vaice the same wav that
the shell or dome over an orchestra helpe
Loy rnlnrg.- amd ﬂlﬁll]if'l. its tone. Thr’
strange part of it is that the more yoU
Gpen the mouth, the more the tongue will
want to go down in the throat. like 8
cork in a bottle. (Continued on Page 55
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Contacts for

Artist Students

The importance of making the proper

contacts cannot be overlooked by the young

artist seeking success in a professional career.

by BERNARD KIRSHBAUM

HE ABILITY to make contacts that will
bring him to the attention of the music
loving public is something the advanced
student needs to cultivate if a concert ca-
reer is his ultimate goal. Every important
musical center has organizations that af-
ford opportunities for public appearances.
In New York City the Walter W. Naum-
burg award defrays all the expenses at-
tached to a début recital in Town Hall. The
Associated Concert Bureaun, Ine., of New
York City conducts nationwide auditions
for potential concert artists with the win-
ners of state contests appearing in semi-
final concert auditions in New York, and
finalists appearing in recital at Carncgie
Hall. The National Federation of Music
Clubs brings talented students from all
over the country together, and the winners
of the various contests receive cash awards,
Every serious student should know what
organizations abound in his section of the
country for making new talent known to
the public, When he feels the time is ripe,
he should enter auditions for a public ap-
pearance under their sponsorship. The ulti-
mate contact of one heading for a concert
career, is, of course, a concert manager.
Finding the right concert manager is about
as hard as finding the right teacher, and
in due time we will consider why this is so.
The purpose of contacts is publicity.
Many sensitive souls are shocked at the
idea that the artist, like the industrial mag-
nate and the business baron, requires con-
siderable advertisement to make his serv-
ices known sufficiently to create a natural
demand for them. There is an impression
that there is something sordid and under-
handed in calling attention to what a per-
forming artist can do, vet those who hold
this view mnever seem o have thought
through how else he is to become known
to the musie public, Contacts are his means
of making his ability known to others;
publicity is the resultant factor that makes
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this ability known to an ever widening
circle of people. The two dovetail into each
other.

Public appearances and publicity often
go hand in hand. Talented children are
often ealled upon to appear before social
clubs, to take part in entertainments and
benefits, to give full length recitals,

The local papers write these up and the
music reporter focuses altention on the
quality of the performances, Where there
seems to be unusual talent, local papers
take an interest in following its achieve-
ments as far as it goes. When such a one
receives a scholarship or an award, it is
featured in the news, often with a picture
of the lucky boy or girl. All such articles
and pictures should be clipped or preserved
in a special album. Should the time ever
comme when the student feels ready to en-
trust himself to a concert manager, that
album of clippings and pictures will be of
great assistance to the manager in calling
the public’s attention to his new client.

For the sake of publicity, the aspiring

Bernard Kirshhanm

pianist should not be above accepting free
playing engagements. Before he is ready
to approach a manager, he needs consider-
able experience in performing before all
kinds of audiences, noisy as well as quiet
ones, hostile as well as cordial ones;, un-
responsive as well as sympathetic ones. The
experience of playing before various sized
audiences, from very small with many
empty seats, to overflowing with standing
room only, is equally important. A further
enriching experience is the opportunity to
play concertos with orchestral accompani-
ment.

From all this experience the student
gradually gets himsell known to many
people, who, in turn. tell others about him.
By the time he is ready for his formal
début, he has a following that will not
only purchase seats, but get others to do
likewise.

The time to stop playing for nothing is
an individual matter, depending on various
factors. If there is a growing demand for
his services, be can begin much earlier than
otherwise to require a fee for plaving., If
hee feels he needs the experience far more
than the money, he may wait longer before
asking a fee, Those with no financial back-
ing are apt to demand a fee before they
are known, and so lose two invaluable aids
to a concert career; ample experience and
publicity that develops a respectable fol-
lowing.

But it is wrong to go on year after vear
performing gratis, The student then be-
comes a pawn of the music loving public
who will come to use him on every oc-
cagjion, no matter how trivial. When the
student comes to the point where he fecls
he should charge a fee for playing. he
should have no fears in explaining his
stand to those who invite him to perform,
even if thr.-}' imppﬂl to |'|1E'_in;‘up|n for whom
he gladly played formerly without a cent
of recompense, Honesty has nothing to be
ashamed of, and the student should be,
above all else, honest in this matter, He
should point out that very few people knew
him at first and he was glad to perform as
a means of demonstrating his ability as a
musician. But musicians, like other folks,
have bills to meet, rent to pay, food to
purchase, and relatives to support. For all
this they too need money. Having demon-
strated his ﬂlr'l“.l}' over a period of time,
he, the young artist, now must charge a
fee, in order to help defray the above ex-
penses. This is an honest and straightfor-
ward statement of the case, and will receive
respectable consideration in the majority
of cases, The fact that return engagements
sometimes are not forthcoming becauze of
this stand is to be expected as some people
have been so conditioned 10 engaging
pianists who play for nothing, that they
cannot bring themselves to laying out good
hard cash for such services. They consider
that they are conferring an honor on any-
one they invite to play and are deeply hurt
when a young (Continued on Page 64)
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Etude
feels privileged
to present this
inspiring story of an
unusual, idealistic
project in which music
takes a very

im portant part

by Jennie A. Russ

MUSIC AT

Sleinatiionad Junditigh Gusdens

N THE POLISH GARDEN at International Friendship Gardens

is a heroic head of Paderewski. It was presented to the Gar-
dens by the local group of the Polish Arts Society, with suitable
ceremony consisting of Polish songs and dances, and speeches,
To add to the festivity of the occasion, the actors were garbed
in Polish costumes,

This head of the great Pole was done by Robert Wilcox of
Michigan City, Indiana. Cast in terra cotta, it is said to be the
only heroic head of Paderewski in the United States.

International Friendship Gardens were established by Joseph,
J. Virgil, and Clarence Stauffer as an ideal application of peace
and good-will toward all men. These three brothers had long
thought about the troubled world we are living in and wondered
what they could do about it, Their garden exhibit, called the
Old Mill Garden, at the Century of Progress held in Chicago in
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A rehearsal on the beautiful stage of the Gardens

1933, attracted =0 many foreign-born people, that it occurred
to the Stauffers that perhaps a garden dedicated to international
friendship might be the answer to their dream. They wrote to
over three hundred world renowned people asking for their
co-operation in the enterprise, The response was beyond their
most oplimistic expectations. Jan Paderewski, the greal pianist
and one-time premier of Poland, was among the first who replied
was duly listed as a charter member
of the movement. S0 it is most fitting that his bust is the first
of an actual person to grace the Gardens,

Then the idea gradually became firmly established in the
minds of the brothers to have a permanent garden where people
of all nations could come in peace and enjoy nature’s beauties,
They searched the Chicagoland area thoroughly and had about
given up hope of finding a suitable (Continued on Page 20)
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The world’s greatest cellist
reveals some of the ideas

which have characterized

his artistry and teaching
philosophy, and which

have marked him as an

extraordinary musieal

personality.

Casals’

Approach ~

Pablo Casals—in n serions moment

to Teaching
the

Cello

IIJI_\_“H_I HARDLY bhe l"\|H'|.1H:| thiat les=ons, on the other hand, their roson
Cazals’ ideas about the eello, born as d'etre is made abundantly clear by the
they are of over fifty years of aspiration

] practical illustrations Casals provides. And
and analysis (and this on the part of the

there is a further problem attendant wpon
greatest cellist the world has known) - i any written account; for when actually
will hardly be expected that such ideas will
be particularly easy to put into practice.
\ilr is il |i.]\.l']‘|. l'ul]hi.lq_-j_]ug l:;.|n.;||" oW
playing, that they will aim at a dazeling
technique or a style inclined towards vir.
tunsity or display. But what they do seem

tea hil'-;.'. Cazals’ approai h never remams
the same, B being conditioned, on the one
II-1I'|I!. i"ﬁ 'hil,il 1‘..i|'|'| Iqupil i\' able to ;Li-.mrll
and, on the other, by what Casals {eels he
particularly needs to absorb, Thus a }nup'll

g 5 whose fingers are unable to do justice o
to poinl towards is & mode of expression

towards ¢ his {or her) purely musical powers may
extraordinarily vital and intenze, controlled

be told that it is n “l'l]aq{l'\t-lnlu'.l liw hlliq'ﬂl‘
that iz the basis of Progress; anil Jessons
will proceed accordingly, Whereas with

and incisive and, above all. one that is
determined wholly by the essence of the
music to be interpreted.

Of . course, no one hut Casals hims=elf
could present us with anything like a com-

| by David Cherniavsky

havid l'.|n.-rni|.n-L:-_ saomn of Mischel Cher-

‘ plete survey of these ideas: and even then T’:il\'-lnlh founder of the Cherniavsky Trio, i
" 2 w0 g 2 = i e im=ell a ecellist. lbhealth f(ollowing war

certain of his tec h”'*lu*'" ””E"shl prove diff. service compelled his giving up a \i:'lm

| cult to 1'\[."|-'||T| an paper alone, so subtle are carcer, amid he i now devoting his tfime 10

composing and writing. His articles have
appeared in the leading English musical
magurines. He lives in YVenee, France.

they in aim and method, besides being quite
different from ordinary procedure. { During
¢ £=]
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the plaver who is technically accomplished,
and who may be lacking in artistic depth,
Casals may concentrate almost entirely
o J:r-r!rlﬂli.- of style and interpretation,
in this way revealing a quite different range
of ideas. And this principle of compensa.
tion finds its way into smaller matters, Loo.
One pupil, for instance, who came to Casals
with an attitude towards the cello much
too delicate and refined, before long suf-
fered a shock when Casals began a lesson
by slashing at the strings with his bow
with elemental abandon and force, at the
same lime plucking the notes of each chord
with the free fingers of his left hand (so0
as to reinforce their articulation and reso-
nance ), This exercise seemed almost unin-
telligible at first; in fact, it was only in
retrospect, that is, after the pupil had
developed a more andacious command of
her instrument, that she realized where
its special purpose lay.

Casals’ teaching, then, is exceedingly
adaptable. Yet underlying every variation
in practice we can discover a fund of basic
principles which have not changed radi-
cally, though they have never ceased to
evolve, since the very beginning of his
career.

In the first place, Casals emphasizes the
natural basis of his approach, Nature hay-
ing always been, as he himself says, at the
root of both his life and art. This is mani-
fested in various ways. In the realm of
expression, for example, Casals (in this

The master relaxes in an easy chair
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respect like Toscanini) is forever demand-
ing a tone that sings, a lyrical impulse as
natural and spontaneous as that of the
voice, There are, of course, countless pas-
sages for the cello (such as the second
subject of Dvofak’s concerto) where this
obviously applies. But Casals goes further
than thiz; he pointz out how beneficial it
is to develop the habit of actually singing
{when one is in the mood and quite alone! |,
the lyrical passages in the works one is
practicing so that their expression may
take root within and become organically
part of oneself. This encourages the poten-
tial lyricism and fervour of the cellist in
a way that is entirely natural.

But even should this intensity of expres-
sion, this message within — founded on
an inward possession of the music — bvie
developed to its fullest extent, how is it
to be rendered completely musical and
reach the listener in the clearest and most
vital manner? The answer to this is, of
course, bound up with every aspect of
Casals’ style, but we may first of all single
out two items of fundamental importance:
one psychological and aesthetic, the other
primarily tec hnical,

Ta take the peychological first, Casals
speaks of la justesse expressive, or “expres-
sive intonation,” by which he means a kind
of intonation far more natural and articu-
late than that which is uwsually emploved.
As he points out, ordinary intonation has

become much too influenced by the !'~|lI:!1
temperament of keyboard instruments, and
in such a way that notes have come to
e n'y_;;rﬂml almost as ill:h'pi'll:l!'llt enlilies
of fixed position rather than as variable
stages in an unfolding organic line, Now
these stages, instead of being determined
mechanically or by the artificial compro-
mise of equal temperament, should respond
sensitively to their melodic implications
and to the harmonic progressions on which
lhl':l. are hased ~prugrr'.-.-'-iull-' that tend
to draw certain notes [ﬂgr‘thi'r and drive
others apart. The way this is put into prac-
tice will be investigated presently. But,
before going into detail, it must be empha-
gized that in the last resort all such subtle-
ties can only be achieved intuitively and
naturally, a theoretical and deliberate
approach being useful merely as a prelimi-
nary stage. Actually, most artists do (in
varying degrees] use expressive intonation
spontaneously; in fact, no players miake
greater use of it than do such instinctive
musicians as Hungarian gipsy violinists

a fact pointed out by Enesco 1o Casals,
But in so far as the influence of keyboard
instruments has blunted our natural sensi-
bilities in this respect, a certain amount
of conscious analysis is required; and this,
in addition to a wealth of practical exam-
ples, is exactly what Casals provides.

Perhaps the most obvious of these attrac-
tions is the attraction of a leading-note
towards itz tonic and that of a minor
seventh towards the note on which it
resolves, As a result, the leading note, in
comparison with its position on instru-
ments of fixed intonation, will be slightly
sharpened, and the minor seventh played
slightly flat. But Casals has noticed further,
and more subtle examples of what may be
called tonality’s “gravitational pull” than
these, He has found, in fact, that an attrac-
tion exists between all semi-tones, so that
not only is the leading-note drawn towards
its tonic, but the major third (when ascend-
ing) is raised towards the fourth; and
consequently — that is, owing to these two
basic deviations from the mathematical
norm — the sixth (again, when ascending)
is pulled slightly upwards towards the
miajor seventh and the second towards the
third,

In this way the scale has become more
dynamic, and has been made to possess a
finer sense of direction and progression
than when played in a merely mechanical
way. Indeed, justesse expressive fulfills
mich the same function as regards intona-
tion as does rubato in the sphere of rhythm
= -{”.I.‘ in both cases :-Lll'll |i1'ki.|1iur]- from
the mathematically “correct™ are essential
to organic expression and have entered
the realm of music entirely spontaneously,

(Continued on Page 56)
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I’'ll Take

the

Low

Road

by SIDNEY C. CLARK

F‘OR SOME TIME I have been seriously
pondering the all too obvious truth that
most private teachers in the field of music
seem to have but one thing in mind for
their students—the concert stage. It s
probably a fact that more would-be musi-
cians are discouraged by that attitude than
by anything else. 1 wonder how many
teachers have really thought of the odds
against their producing a single artist, no
matter what good training they are capable
of giving? Let's look at the situation for
a4 moment.

Nature, herself, has quite a hand in this
problem and, actually in most cases, seems
dead-set against such a thing. The child
who has the talent for it will be in poor
health and believe me, it takes the con-
stitution of a healthy horse to keep up
the grind that accompanies concertizing.
Given the talent and the stamina, the child
will have no memory—another necessity,
It is true that there have been a few really
great artists who have had no gift for
memorizing, but the talent must be com-
pletely overwhelming to counteract the
poor effect of playing with music! Sup-
pose the child has talent, health, and a
memory, more times than not he or she
is too lazy to do anything about it or his
parents are too busy and impatient or
financially unable to give the child the
proper training. The conclusion seems
foregone—the average child has perhaps
one chance in a thousand to become a
concerl artist.

However, with the exception of a very
few, all the teachers go after their pupils,
tooth and nail, so o speak—teaching
technique to one and all and stressing

Many private teachers concern

themselves more with the impression

they can make on the world,

than with guiding their pupils through

the magic wonderland of music.

the schooling of the old masters until it
comes out their ears, Don’t misunderstand
me. 1 don't think anything can take the
place of these things in their proper pro-
portion and place, but as a consequence
“f ‘h‘fir ITI.iSlIEG, thg |“ﬂjur:||_!. |'|{ l-lull{'lﬂ.ﬂ
fall by the wayside very quickly and grow
into musically frustrated adults like their
parents before them—always wishing they
could play something.

The surprising thing is that so many
of those people could actually learn to
play—given the proper consideration as
to their abilities, likes and individual per-
sonalities. Perhaps 1 should elucidate—
let’s take the average modern-day teacher.

Unless you have asked one of them about
lessons for a young son or daughter, you
may not be aware that one of the first
things some teachers will say is that she
for he) does not take any pupil unless
the parents will promise that John or
Betty will practice no less than one hour
per day. Fine. But 1 disagree heartily. A
small child who is beginning, is= unable
to concentrate longer than twenty minutes
at a time and hesides, it is impossible to
give a beginner enough to keep him busy
that long. You accomplish more in the
long run by teaching a child from the
heginning the rudiments of good practice,
and telling him to play his exercises
through three or four times each practice
session, than to start him out watching
the clock. If the child is older, say nine
or above, he has 30 much to do with the
three R's in school to say nothing of
Scouts, Church ﬂrganiaatinm and the
like, that it is pretty dificult to find a
full hour everyday. However, because of
this promise of an hour’s practice a day,
there is constant friction between parent,
child and teacher and before long the pupil
looks upon the whole procedure as some-
thing definitely distasteful. and that's the
hfginnin!; of the l:nﬂ1 ,-'\'H_ tt'i'll.'htfrﬂ will

find their students becoming mare and

maore interested in their lessons as they
advance and consequently will spend more
time in practicing. The trouble has always
heen that most ]:Ifi\'llll: teachers are more
concerncd with the impression they om
make on the world in gencral than they
are with the guidance of their charges
lhrnugll the wonderful adventure of muosic!
At this point I feel sure that somene
will bring up the endless hours of study
and rehearsal spent by students in the ol
country. Let’s face facts, It is quite tre
that many of our great artists do come
from Europe and that they do spend end
less hours in their practice, It is also troe
that the three R's take a back seat in their
training. A child who shows talent is pat
into a conservatory at a very early age and
spends most of his time everyday, week i
and week out for vears primarily on mase
—reading and writing come in a very post
secomdl. However, in our country all chil
dren are able to get a very good educatio
and, as yet, no one has thought of schesk
in which music would be stressed and that
would be available to the general pablic
So it is necessary for our young folks to g
in their music as a sideline and, as is wel
known, the only hours available in me
communities are the few after school hour
and Saturdays. This, in itself, presest:
problem because most of the youngsen
like to use their out-of-school hours in plis
Now, suppose Susan, whe i= a hright
eved girl of six, starts out on her musc
career wanling very much to play e
piano. She is taken to a teacher who &
plains the fundamentals to her and se®
her out with a few exercises, But Susas
amazed and a little overwhelmed at all t
things she must remember—hands just &
treble* notes, bass notes, rests, count®
aloud and be sure to keep your feet &
It can be pretty discouraging to a itk gir
because besides remembering all thee
things, the music she makes sounds !_i"
nothing she ever (Continued on Page 5!

ETUDE—JUNE

Here’s a teacher with the proper

vision concerning her calling.

From actual studio experiences

she tells about

Children Who Could “Never

" Learn Music,” But Did

by FLORENCE 0. ROBERTSON

———

FTER NEARLY thirty years of teach-
ing piano in the rural section of our
State, I am still wondering if we teachers
who hold so much of the musical future
and sweetness of life in our hands, have the
right to say to a child, “No, 1 can't teach
you, you'll never learn to play anything.”
Indeed my time is just as valuable as that
of any other music teacher. Yet when I say
“valuable™ it behooves me to do a little
searching for the true reasons for my pro-
fession, Truly there can be only one state-
ment: “Because 1 love music and because |
want to instill into the hearts of others that
same love, and help them to exalt their lives
by producing it.” If the latter part of this
statement is true then 1 am not teaching for
a brilliant spectacular musical performer
alone, but that the mediocre and even poor
student may have an “added portion of
sweetness” in the form of music to elevate
his or her life.

Music i= unlike other school work; it is
not an absolute necessity for mere exist-
ence, but i= something to help us live life
more abundantly, so for this reason, in my
estimation, force and harsh methods are
taboo. They do not belong with music: its
contemporaries are love, patience, desire,
and happiness, 5o 1 have chosen from my
teaching experience, five proofs that those
“who will never play,” did, and more often
than many like to admit. 1 humbly state
that these illustrations are not examples of
my superior teaching ability but they are
examples where love, patience, and perse-
verance conquered when it seemed almost
as if hope was gone.

The first of these proof cases, we shall
call Mary. She was a lovely gifted girl of
around 14 years when she first came to me,
Mary had spent many of her previous les-
sons in tears because she had the exasperat-
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ing habit of playing things as they should
sound (in her estimation ), rather than as
they were written; until finally her former
teacher threw up her hands in disgust and
vowed never to give her another lesson,
Her mother appealed to me and 1 immedi-
ately encountered a little of Mary’s obsti-
nacy when she made the provision that she
would take if T wouldn’t make her use that
same old red book. Mainly because Mary's
mother was an old friend, 1 accepted her
and determined to do my best.

My first class period was spent convine-
ing Mary that her ear for music was not a
terrible thing, but it was a great asset if she
became the master of it. Then 1 complied
with her wishes to change the hated study
book to Ada Ritcher’s “You Can Play.”
Bk. 1, a book that had a number of beauti-
ful melodies that she knew, and which she
must play exactly as written. We spent
many hours in ear drills, too, and it was re-
markable how well and how hard she
worked, To induce her to work harder on
her scales, 1 promised her a little silver
music pin if she would learn them accord-
ing to my specifications, So we played
them parallel, contrarywise, in thirds and
arpeggios. The triads we played in tonie,
sub-dominant, and dominant chords
blocked and running and in the different

This article and the preceding one came
to our editorial office about the same
time, and being impressed by the sig-
nificance of their themes, though similar,
we decided to use them simultaneously.
Each aothor approaches the subject
matter from a slightly different angle,
but the deduetions are parallel—the
teacher's real ealling is to instill a love
of music and music-making in the
hearts of her pupils,

inversions and cadences. How she loved
them, After two or three years she moved
away. The next spring 1 was invited to the
school recital and was thrilled to hear her
play Keats’ Dance of the Rosebuds. The
victory was won,

Then there was Bonny, another lovely
child, the youngest daughter of a wealthy
farmer and wvery spoiled. Her former
teacher refused to continue her lessons be-
cause “it was merely a waste of money;
she was too stubborn to ever learn any-
thing.” Bonny had the habit of doing ex-
actly what she wanted to do exactly when
she wanted to do it. She had spent the
entire summer on one simple litthe piece of
two lines simply because she refused to
practice it and consequently her teacher
determined to break her stubborn will, gave
it to her over and over but evidently she
failed to register Bonny's will power, for
it didn't work. So again I spent my first
class with discussion. 1 was determined to
find some little place where | could drive
a wedge and pry into her “Inner self.” At
last 1 found it, she wanted to play “some-
thing,” hymns or anything that people
would know she was really playing (her
expression ). She read music quite well and
her knowledge of time was fair, g0 1 knew
she could play if she wanted to, and it was
my job to make her want to.

I bargained with her; if she would prac-
tice her technical lesson, 1 would help her
with hymns, Then she brought in some
popular sheet music. 1 did not approve, but
I helped her, It suddenly became evident
that what the child was longing for was
music with an outstanding melody, so 1
began to hunt for simplified arrangements
of such pieces as Melody of Love and
Might Lak’ A Rose, ele., and her interest
began to soar. A little later T suggested
she play for a girl’s chorus and that was
when she really began to work, The last
year she studied with me, she asked to
chose her own recital piece and it was
Edelweiss Glide by Vanderbeck. She spent
many hours perfecting it and did it beauti-
fully; later she became glee club pianist
and is now a church pianist and a very
guur] one, too.

Johnny presented a very different prob-
lem. He was a big, over-grown 160-pound,
13-year-old boy, whom | had taught from
the beginning. His hands were big. clumsy,
and stiff; he could easily reach a span of
10 notes. But his zeal could not be matched
by the daintiest little Miss. The boys kidded
him—even hiz own Dad, but Johnny never
faltered; he was determined to learn to
play the piano, even though I dare say
there wasn't a spark of music in him, He
struggled and stumbled over his notes un-
til 1 felt I could scream, “ten little fingers
in a row, for goodness =ake, make them
go just =0." (Continued on Page 62)
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Continued from Page 15

place when they discovered an ideal spot in
northern Indiana.

This tract contains one hundred acres
and is just east of Michigan City, Indiana,
near U. S. 12, and fiftytwo miles from
Chicago. It is the valley of Trail Creek,
which runs through it, and the old banks
form a perfect amphitheatre. Trees sur-
round the whole area and form a ready-
made bird sanctuary.

After securing a hundred year lease on
the property, the hard work began. The
jand had to be cleared and the gardens
landscaped. It was some time before lhf:y
were in shape to be shown to the public,

One of the main attractions of the Gar-
dens is the Parade of Flower Shows which
follow each other all summer and fall, be-
ginning with the magnificent display of
hundreds of thousands of tulips in May,
followed by the gorgeous display of all
colors and kinds of roses during the Rose
Festival in' June, when hetween forty and
fifty thousand blossoms open for the enjoy-
ment of visitors who come from nearly
every country around the globe to see them.
All summer and until late fall the Gardens
present a display of color from myriads
of blossoms.

The east third of the entire tract has
been left natural for a bird sanctuary,
the center is devoted to the Gardens, and
the western end contains the Theatre of
Nations. The Theatre is to the right of
the main entrance and the long, trailing
branches of the weeping willows of the
Chinese Garden form a leafy foyer. The
willows also cover the bridge entrance to
the stage of the theatre which is on an
island in Lake Lucerne, the lake of Peace.

Artists who have performed on outdoor
stages in this and foreign countries all
declare the stage and its setting at Inter-
national Friendship Gardens are by far
the loveliest of them all.

The audience is forty feet across the
lagoon from the stage. The hox seats are
at the water’s edge and the gallery sits
on the side of a hill under the trees. There
s room for five thousand spectators.

Each year on Saturday evenings during
July and August, a series of concerls is
given, besides other gay and colorful events.
The list of artists who have taken part,
and the various programs given, would be
a long one. Among them have been Mme.
Jarmilla Novotna, who sang in the “Bar-
tered Bride”: Eugene Conley, Bruee Foote,
Perey Granger, and Lucille Manners, in
coneert, Others were Messrs, Chlapki, Leo
Podolski, and Brailowski, and Mme. Jos-
ephine Antoine.

An electric organ was brought to the
Gardens by Lyon & Healy of Chicago for
the concert of Dr. Bethul Gross, organist of
&1, James Methodist Church of Chicago.
The concert made (Continued on Page 49)

They came by the hundreds

to honor this small town
teacher whose life has been
dedicated to bringing the
joys of music making to the

young people o f her comm unity

Sevemy (ontinuous Yearsin Music
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N ASSIGNMENT in the English
A class of a small town high school
in Oklahoma was the incentive for what
was probably the most unusual evenl
ever witnessed in that town. The young
ludy who started it all was a piano pupil
of Mrs. Ida Dafoe Hardy, well past her
eightieth birthday, but still actively en-
gaged in Medford, (I"_hilu}mnm, in the
profession she loves. Writing her casay
on the subject, “A Wonderful Person |
Know,” the young high school student
found she had painted a word picture
of her music teacher which immediately
had a reaction amazing to all.

A public gathering was soon arranged
to honor Mrs. Hardy for 70 years of
service. 50 of which have been centered
in Medford. It resulied in an outpouring
of love, affection, and respect in which
religious and social barriers and per-
sonal differences were forgotten.

A= many of her former pupils as could
be present, came from far and near to
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lasses filling all available time

i |
(In thus giving recognition to one whe

| o well and humbly in the
".rl DE ferls that & =

frvap=ac,

honoring all those small town teachers whe
1l but eHciently, and ohe |
without much material reward, in the caze

PIANIST'S PAGE

Adventures of a Piano Teacher

THAT SECOND FINGER

HE thumb is. of course, the hardest

finger to train. But, do you know which
is the next hardest? Yes, seems incredible,
doesn’t #t? But it's that second finger.
Why? Because itz strategic position, its
powerful natural strength, and its much-
the-highest lift combine to put it seriously
out of balance with the other fingers. Iis
power and drive creale serious unevenness
in scales and arpeggios, Those of us who
were taught to raise our fingers high and
to clump them down mightily have bat-
tled all our lives with that second finger.
*Teen-age boys with large hands go through
agonies trying to keep it in line . . .

The pianist must watch it incessantly.
Tt should never be raised above the key top
either in playing or sliding to a new posi-
tion. To keep it close to the key top | often

advise curving it excessively, so that it °

curls under toward the palm. Here's a help-
ful exercise . . . simply repeat the second
finger slow and fast in various impulses—
twos, threes, fours, sixes, eights, with the
wrist descending slightly on the accents,
ascending on the other tones (the wrist
“give” is simply an oiling up process for
relaxation and endurance) . . . shorter im-
pulses are played slowly. longer impulses
fast . . . Repeat each impulse many times:

Ex.l

= e

1, 1 Dvwm,up, up

Lriw e

« +« (all other fingers are kept on key tops
in five-finger position. )

Special watchfulness is required when
the thumb passes under or the hand rolls
over the thumb . . . then the curved =econd
finger must grope (never lift) along the
key tops. This requires a fexible wrist
which moves laterally and freely . . . The
second finger feels its way along the key
tops, but never raises or flings out into the
air . .. Many simple exercises may be given
for this; for I'.'!l:.ﬂ.rli[lll‘. hold down the thumb
(lightly!} and play the key above, then
the key below with second finger. Do not
move the arm: shift the second swiftly back
and forth . . . Another excellent drill is to
play five notes of the C (or any other)
scale up and down from each scale step,
thus;

ETUDE—JUNE 1052

Questions on the Second Finger,
Recreating Masterpieces. Octave

Pieces. and Poler-Faced Pianists

By GUY MAIER

Ex.2
BT BT S £ A R T

gt ;1

A PRt T

T

.+« Feel that the hand is rolling around
the thumb; keep that second finger well
curved; don't lift it, hut grope along key
tops to its new position . . . hold arm
quiet . . .

ON RECREATING MASTERPIECES

Sometimes | think we are indeed coura-
geous mortals to try to recreate the great
musical masterpieces from those dead skele-
tons of squiggly lines, notes, rests, direc-
tions . . . all so approximate, indirect and
inexact. When [ consider how difficult it
is to reconstruct these works, 1 often feel
that only geniuses should bring back to life
the ereations of other geniuses, But heav-
ens! Where would we all be then? . . .
So, | am sustained by the thought that so
many teachers, artists and ordinary players
the world over spend their lives aspiringly
trying to recreate the masterpicces, great
and small . . . If you are discouraged when
vou can't play a Beethoven Sonata, Bach
Fugue or Chopin Ballads to satisfy your-
self, just believe, if you approach your task
with intelligence, persistence and love, and

continue to work unceasingly for vears,
that you must finally, sometime, approach
the ideal of the composer. It is indeed a
Herculean task: but console yourself with
the thought that if anyone were required
to recreale evactly the paintings or sculp-
ture of a Da Vinci, Michelangelo or El
Greco, he would spend his life making
copies of the originals, but in the end the
genius-spirit would elude him,

So, don't be too unhappy (especially if
you are young) if you can’t play that Cho-
pin Scherzo or Etude to suit yourself, your
teacher or the critics. Just plug along in-
telligently, listen intently, grow steadily in
music, and one day vou will play the com-
position as though the composer were look-
ing over your shoulder, whispering, “Bless
you! that was well done . . . that is truly
my spirit . . . you have made me very
happy . . ."

But don’t expect this to happen often.
Once or twice in a life-time you may ex-
perience such a thrill . . . but only if you
will think hard, listen long, and work dili-
genily.

OCTAVE PIECES

“Please suggest a few oclave pieces. or
studies which apply to the octave exercises
in “Thinking Fingers™."”

You will find several good, practical
short studies in “Etudes for Every Pianist.”
with lessons for each in the book . . . See
Page 36 (lesson on P. 11): P. 46 (lesson
on P. 17) . . . although this is a study in
sixths on white keys it is equally applica-
ble to octaves; P. 48 (lesson on P, 17) . ..
a E'I.IFH'I' r]l:llll'rf

Also, use Margaret Dee's recent octave
piece, “Puppet Pranks,” which is “the oe-
tave piece of the vear” (and of many
years! ). Short, easy. well halanced between
right and left hand. it gives students a
perfect octave workout. It is also a very
effective and amusing piece to play,

POKER-FACED PIANISTS

Why should it be considered a erime for
a pianist’s face to mirror the music’s pass-
ing emotion as he plays? Do we require
singers to enunciate texts with wooden,
inexpressive countenances? Or actors to
speak lines with dour, set faces?

A good pianist requires a body which
is at least as pliable as an actor’s or
singer’s, The player’s large muscle-masses
must move smoothly to perform the
incredibly aceurate (Continued on Page 51)
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QUESTIONS
& ANSWERS

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

BIELIOGRAPHY FOR MUSIC STUDENTS

s 1. | would greatly appreciale your recoms
mendation of some of the best books on
the following subjects: (1) Counterpoint,
(2) Harmony, (3) Theory, (4) Form and
Analysis, (5) Orchestration, (6) Musical
History (a good thorough book), (7)
Choral Conducting, (8) Training of a Boy's
Chorus, (?) Voice Training. (10} Thor-
ough Bass.

2. Can you tell me what is generally re-
quired of one to study for a Master's de-
gree in Music?

- T. 5., Pennsylvania

1. Unless one knows the musical hack-
ground and training of the person who is
to study certain books and the purpose of
his study, it is difficult to make recom-
mendations. About the best one can do
is 1o list the books most widely used in
the various fields you have suggested, and
recommend that you browse through most
or all of them and then select the ones you
think will best serve vour needs, Such is the
following list.

1) Counterpoint
a. Species
Kitson: The Art of Counterpoint
{Oxford University Press)
b. Sixteenth Century
Jeppesen:  Counterpoint
Hall)
Merritt: Sisteenth Century Polyph-
ony (Harvard Un. Press)
Soderlund: Direct Approach to
Counterpoint in Sixteenth Century
Style {F. 5. Crofts)
e. Eighteenth Century

{ Prentice

Piston: Counterpoint (Norton)
i Fugue
; ::.:::;t“ m[l}unl:ilf Counterpoint and
Canon { Augener)
Prout: Fugue (Augener)
Ny ;
- Ha?{':-n?;x: Harmany for Ear, Eye and
Kevhoard (Ditson)

McHose: The Contrapuntal Har-
monie Technique of the 16th Cen-
wry (Crofts) :

Murphy and Stringham: 1Crum|re
Harmony and Musicianship | Pren-
tice Hall} 24

Wedge: Applied Harmony, Books
| and 11 1G. Schirmer)

Piston: Harmony (Norton)

2 T]m];fiﬂ and Earhart: Flements of Mu-
cical Theory (G. Schirmer)

Diller: First Theory Book (G. Schir-
mer | )

Gehrkens: Music Notation and Ter-
minology (Laidlaw)

Smith and Krone: Fundamentals of
Musicianship, Vols, 1 & 1 Wit-
mark)

4) Form and Analysi=

Goetschins: Lessons in Music Form
{ Ditson )

Goetschius: The Homophonic Forms
of Musical Composition (G. Schir-
mar |

Lehman: The Analysis of Form in
Music (Comings, Oberlin, Ohio)

Murphy: Form in Music for the
Listener (Radio Corporation of
America )

5) Orchestration

Forsvth: Orchestration ( MacMillan)

Heacox: Project Lessons in Orches.
tration | Ditson)

Rimsky-Korsakov: Principles of Or-
chestration (Kalmus}

6) Music History

Ferguson: History  of Musical
Thought { Appleton, Century,
Crofts)

Finney: History of Music (Har-
court, Brace)
7) Choral Conducting
Cain: Choral Music and it= Practice
i Witmark )
Coward: Choral Technique and In-
terpretation  { Novello)
Davison: Choral Conducting ( Har-
vard lnh't:rﬁil}' Pres=)
Father Finn: The Art of the Choral
Conductor { Birchard )
Father Finn: The Conductor Raizes
His Baton (Birchard)
Ketiring: Steps toward a Singing
Church  { Westminster
Phila.)
Smalhman and Wilcox: The Art of
A Cappella Singing ( Ditson )
B) Training of Boy's Chorus
Gelrkens: Music in the Junior High
?:-Lrhun'l-...-:-|u-|':|.a1111_« ‘.-'!I:ipl-'ru' VL
VIL and XVI { Birchard )

Press,

Dyvkema and Gehrkens: High Sehoa)
‘Musie, especially Chapters V]
through 1X Birchard)

Howard: The Child Voice in Sing.
ing i Novello)

Jl’:ll‘ll't'l-lll'l: The T“ihi“! '"f I:Flr:,,l.L
Viloes { Presser)

Rorke: Choral Teaching at the Jus.
jor High School Level (Hall §

MeCreary )
Joice Trainin
< h”l{‘lruwu: 'HE- Singing Volee (Mac.
Millan)

Father Finn: Epitome of Same Prig.
ciples of Choral Technique
{ Rirchard)

Fields: Training the Singing Voice
(King's Crown Press, N. Y)

Pierce: Class Lessons in Singing
iSilver Burdett)

Shaw: Educational YVocal Technique
in Song and Speech, Vols. | & 11
fl‘li"-\--u'r?

10) Thorough Bass
a. History of Thorough Bass and jts
use in 1{th century muskc
Arnold: The Art of Accompaniment
frimm & Thn!uuﬂh Bass | Oxford

L. Press)
b. Academic exercises in Thorough
Bass

Heacox : Keyboard Training in Har-
maony, Parts | and 11 (Arther P,
Schmidt )

McHose and White; Kevboard and
Dictation  Manual  { Appleton,
Century-Crofis)

2, Requirements for a Master's degree
in music vary from school 10 school, and
within the same school for different majors.
In general, | believe that all schuools requite
sone work m .'llp'p!'wtl music | sanpetimes
leading to a recital, sometimes nol ), some
advanced work in music theory and music
history, some work in academic sabjocts
that is related to your ficld of spec ialization
All schools have certain entrance roquine
ments, which often include passing tests
history of music; mos
schools require the candidates for the Vas
ter's degree to pass a rumprrhrutitr ruan-
ination on I.Il'l'"l'Ir.!"__ music history, and his
own ficld of specialization. There is sme
times a n-ﬂ.hh; rﬂ[nirr'llvr'nl in ot least ooe
foreign language. Some schools require 8
thesis, some do not. I would [n:nmlﬂ'ﬂ'd
that you wrile to several schools a which
you think vou might like to study and a4
for their catalogue listing courses and ™
fquirements for graduate study in musi.

in theory and

HOW SHOULD A SMALL CHILD SIT AT
THE PIAND?

- ; ,Hll'l‘ ""”'f.‘_r; F-‘IT” soumie H"f'll'r” il‘ll‘

their very small pupils practically standind

at the piano, while others sit well

with their feer 'fﬂﬂfh.!‘ll:. There seemi B
i ontinned o P-:;r 62
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Teacher’s

Roundtable

MAURICE DUMESNIL, Mus. Doc.. explains Debussy markings,

discusses fixed Do, and eulogizes Toscanini.

PUZILING METER

® In Debussy's La Cathedrale Engloutie we
find %3-85, This ereates a problem in inter-
pretation: which meter to use? Please
discuss. —G.F., North Carolina

Debussy was a greal economizer in
terms of musical orthography. He disliked
anything overloaded and heavy. For this
reason he indieated %) and %5 at the begin-
ning of the Cathedral, once for all.

Obviously the meter—aor heat—shifts
from one to the other several times, Nor-
mally this would have required a new
marking each time. Bul not so with the
above notation which leaves the change to
the discrimination and the “feel” of the
interpreter.

When you play it, just count “one, two
three” as you counted “one, two three
four, five =siv.” True, there is nothing ab-
solutely mathematical about this, and vou
should not look for strict equivalence.
Don't forget that Debussy’s music calls for
great flexibility excluding any stiffness.
Thus you will pass from one meter to the
other with the preatest of case.

LA PLUS QUE LENTE

® WWhat is the meaning of the title La Plos
que Lente of Debussy's waltz? | asked my
piano teacher, but he didn’t know and when
he asked the French teacher at the college
he couldn't seem to figure it out either. Is
my guess right, that it means “a very slow
waltz"? Thank you for the information.

—K.GCM., Ohio

Your guess is a close one. for the exact
translation i= “The more than slow.” For
a more complete understanding of the back-
ground of this charming number, may |
quote the following from my book *Claude
Debussy, Master of Dreams™:

“As a diversion during his hard work
on ‘The Martyr of Saint Sebastien.’ Claude
sometimes accompanied his wife to the Blue
Room of the Carlton Hotel, where a quintet
of musicians pla}'ml, He loved to listen to
their leader, a violinist called Léoni.

“Those whose memory goes back to 1910
remember the enormous popularity of the
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“valse lente,” the slow wallz. Amoureuse,
Sourire " Avril and the False Blene were
on all the pianos, and Rodolphe Berger,
Muaurice Deépret, and Alfred Margis were
the kings of the hour. Clande felt intensely
the appeal of those melodies lulled by the
languorous rhythm of the accompaniment,
So he soon completed an exquisite pastiche
of the valse lente, to which he gave the
appropriate title, La plus que lente (more
than slow ).

“Claude presented his wanuscript 1o
Léoni, On the fromt page was his auto-
graph. Did the violinist know the cele-
brated name? Perhaps not, since he looked
at it casually, said *“thanks.” and tossed
the manuscript on top of a pile of music
that lay behind the grand piano. Of course,
he never played it. Once more pearls had
been cast before swine,”

THE FIXED “DD"

® In reading your reply regarding the
“fixed Do inguiry by Miss S.E.L., Colo-
rado (January 1952 issue), | was very
surprised at your statement that there is
no such thing as a “fived Do" system. [f
you would refer to the book “How to Read
Music™ by Maxwell Kanzell, you will find
a comprehensive study of this very subject.
Although this book wos published as re-
cently as 1944, it has already been aceepted
as a text book by many private and public
schools, I trust this information will prove
beneficial to you. —C.F.R., New York

Thanks for the information, which [
am sure will be beneficial to Miss S.E.L.,
to myself, and to . . . the author. However
I must say that my viewpoint remains un-
altered: the book you mention does deal
with the “fixed Do" but this is not the
issue, since the question concerned the
very existence of a “fixed Do" system,

Let’s look at the record, as Al Smith
used to say. Since lime immemorial the
Do was just a Do, as an A was an A and a
G was a G (Oh G!). Nobody thought of it
in any other way until it oceurred to some-
one that for some special purpose this Do
could be made to futter around from key
to key like a chameleon shifts from color

to color. Is this a reason why the tradi-
tional Do should be ecalled “fixed,” and
a “system” attached to it? 1 do not be-
lieve =0, and such was the reason for my
stalement.

As to the book you mention, it is valu-
able because it deals with solfeggio and
theory in @ manner similar to Dannhaiiser,
though with a somewhat more complicated
approach, Its difficulties remain moderate.
They do not surpass those found in
Lemoine’s first books, and certainly never
reach the grades of Lavignac's “Lecons de
Solféges Manuserits” or the more recent
lessons by Koechlin and Niverd.

May 1 repeat: 1 have no ohjection to
the mobility of the Do, Tt is useful within
a limited scope, and has a place in musical
education as long as no exaggerated claims
are formulated in its behall.

TOSCANINI ON TELEVISION

I do hope most of our fellow Round-
tablers could hear the Wagner Festival
conducted by this great gentleman just be-
fore the turn of the vear, for it was an
unforgettable experience coupled with an
invaluable lesson,

This concert might have been called the
Triumph of Simplicity, No showman-
ship here, no dramatics, no pomposity,
no gesticulations, no antics of the kind
displayed so profusely by the egotistical
fakers of the matinee idol variety, Still,
what an extraordinary control the Maestro
exercises over his orchestra. A flick of his
baton unleashes huge waves of luscious
tone; a glance, or a quiver of the finger
tips sullice to mold the dynamics into per-
fect balance: slight—almost imperceptible
—waving of the arm brings to each phrase
its proper outline. All is done effortlessly,
almost subconsciously, but so  intensely
that it brings instantancous response {rom
the hundred men. They play as if they
were under a spell, and it was fascinating
to watch the expression of their faces when
occasionally the camera shifted away from
the conductor’s podium and moved from
player to player.

Dinner time had come; but although
enticing fumes from the kitchen stove made
their way through the open door and in-
sinuated themselves into my nostrils, |
could not tear myself away [rom this mani-
festation of Art supreme until the closing
bar had been performed.

“What has that got to do with a piano
Roundtable?” you might ask,

Well, my friends, let's come back to
Earth: the point is, that the above prin.
ciples can and should apply in equal meas-
ure to pianists and piano playing.

WANNA BARGAIN?

Gleaned from dynamic Motor City's
newspaper advertisements:

“You bet I've got "em. Cheapest doggone
pianos in town,"”

Who can top this one?
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ORGANIST'S PAGE

Church music committees often are

pussled as to why they get such

Poor Results from a
Good Specification

W hat looks well on paper does not always
produce the organ that was promised.

A frank discussion of a real problem.

By ALEXANDER McCURDY

ican Guild of Organists.

As | examined it more closely 1 found
its conslruction was m'nﬂ} as Ilim=_'- ns 0
cracker-box. T felt that with one inadver-
tent kick the whole structure wounld eol-
lapse, Since sturdy construction is the first

“PASSE Quam Videri” means “To be

E rather than to appear.” This quota-
tion came to mind recently while going
over a new organ which a certain church
had just installed at considerable expense.

The specification for the instrument was
excellent, Reading the list of stops 1 felt
sure that the organ, if well placed, would
be altogether satisfactory.

Here is the specification:

SWELL

requirement of any good console, it may
be imagined how astonished 1 was to find
this jerry-huilt structure as part of the in-
stallation.

The next step was to test the pistons, |
set the swell pistons, then the great and

16' Q‘ll_ill[fill”l -1-: Fh.lh:, 1 |'H'I]JI|. I then tried the :_’I'I:H'TH] Ili'-|1I11_-u_ u:]]?.'
) [tn||1..~1m| .:I_]"t'ruu-l}m e Bl it T e eyt Ay Surnanuid
! Gedeckt Mixture

couplers. To my amazement T discovered

o
mpet - 1
& Trumy that the general pistons functioned merely

I
¥ Viole

] ¢
! Celeste & Vox Humana as a switch, connecting, for example. swell
GRE 'EDAL viston No. 1, great No. 1 and pedal No. 1.
(pl“"-T A | B |
' Diapason 32 Resultant General piston No. 2 would connect swell.
& Flute 16° Diapason great and pedal pistons No. 2, general Nao.
# Gamba 16" l:llui|1t:4.luu 3 would link all the No, 3% and =0 on.
4 Flute @' Diapason Such an arrangement leaves a great deal
4 Octave ' Quintaton to be desired, to say the least, in the wavy

of flexibility.

Trying the sound of individual stops, |
found the quintaton of the swell to he of
pleasant quality. After the first 12 notes,
however, it changed to a gedeckt which
turned out to be the & pr-rh-n-kl of the swell,
The 4° Aute was from that set alsa,

[he strings and ccleste were paz=ahle,

COUPLERS
16°-4" to Swell
16°-8"-4" from Swell to Great
164 to Great
& from Swell to Pedal
& from Great to Pedal
4 pistons to swell
4 pistons to great

1 pistons o pedal The principal turned out to he a

script, old-fashioned digpason, with
the 4 principal and the 2° wetavin also

coming from the same set of pripes,

nonde-

1 general pistons

Great 1o Pedal reversable
Sforzando Pedal

Crescendo Pedal

Unizons off for swell ond great

The mixture was a combination of pripes
from the so-called fuintaton.

The trumpet had a [airly brilliant tone
It looks impressive on paper, does it not? but was sluggish in speaking. The tone of
And as I sat down to play I was much the vox humana was pleasant.
pleased to find an apparently excellent ex- One of the best stops was the great diapa

of Zre; apa-
ample of a draw-knob console. It seemed son, which was unenclosed, The
comiortable and was more or less in con- came from the &' and

the other a.|”i,_, from
farmity with standards set up by the Amer- the swell,
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The resultant was n series of fifths, the
fundamental borrowed from the diapason
and the fifth from the quintaton. The diape
«om in this case was part of the gres
diapason, only the lower 12 notes being
ilnll'!u'lulr-ﬂl.

The organ had only & couplers to pedal
In these enlightencd times it is hard W
imagine why any organ-builder would do
such a thing. 1 cannot imagine a duller
sound than the full pedal organ, with the
big fifths, and only manual stops comisg
down to the pedal at o,

As | tried the organ T felt more asd
more L:||1|1.|p||3._ 1 wondered how on card
have seen i

SO

the church had h:i|1EN'I1I‘iI to select this i
slrument.

LT
L iheations, Someone must have had a2
idea of what should go into an orgm. e
the installation the resalt of bad "1“":.
Or perhaps members of the church fielt ther
were getting a bargain.

Upon inquiring | learned that a commi
tee was chosen from the congregation .
investigate organs and lo invile proposs
from several builders, The firm which 5_'{
the contract was the one which “1|'5'H“!':?r
hest sales talk,

Specifications were arrived at in
hazard manner. Someone told the comst

a hap

lee they "U;'-fh'| to have a 1|ta'h-Ll'l't'
sole. So they did, Someone else tokd l:”
rh"? ought 1o have a 32' stop, and ta
was included, So was the vox humana I,-I
.|”||-[ expert -"{5-}“‘!] Thl"ll- 1o '|..|11”- bt
manual and general pistons, bt did ool
mention that the general « ""'i'l‘ rs shoukl

|IIl!r'F-r ndent and that thes ..h..u':.-i }u-’t L
the

manuals,
In due time the Organ _"r;'Lh:l Illl' ot
installed. What I"'I-"l"""'"\l then was it
tsually h-‘l'['i'l!- in 1-l,|l h cases. Th' bt
ful new organ which cost the "'nnﬁlr.l‘:

a large sum of (Continusd on Pagt
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Practicing

Means THINKING

by HAROLD BERKLEY

N THE APRIL issue of ETUDE there
I\aplu‘;lru-d an article by the editor of this
department  on the general principles of
practicing. However, an understanding of
general principles, though certainly neces.
sary, does not give quite the whole story—
one must know how to .L!|i]11} them in spe-
cific instances, It is with the application of
these principles that we are now concerned.

First to be considered are scales and ar-
peggios, How should they be practiced in
order to get the best results in the shortest
space of time? Obviously the student must
concentrate on accuracy of En]tl'h and lrr'lllll}
of tone. In all practicing these qualities
must be gz inseparable as Siamese twins.

but what is essential for obtaining true in-
tonation and a good tone. First and fore-
most, & keenly critical ear. But even a keen
ear is not enough if the student allows him-
sell 1o play with a weak, uneven finger
pressure and an unsteady bow stroke. From
the early days of violin study, the teacher
must demand from the student, and later
the student must demand from himself. a
constantly strong finger grip and a firm,
clinging bow stroke in all :|:la1.'1'|1-; of scales
and arpeggios. If this habil is acquired
early it will lay the foundation for a truly
solid technigue. The more advanced a stu-
dent is, however, the more il becomes neces-
sary for him to walch his finger grip in
scales, for the faster they are played the
greater is the tendency for the grip to be.
come light and “skittery.”

After a player has become fairly ad-
vanced and can play three-octave scales al
a moderately rapid tempo, he should not be
content to practice them only in triplets

or quadruplets; he should also practice
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Part 2

them in varied rhythms, for this increases
both the security of the finger pressure and
of the finger pattern itself. Such rhythms
as the following should certainly be prac-
ticed, both legato and detache:

1 ' e e
e

T ———— -
e F__F :
_— _

—

i B ‘ ' & - -

Eiilh s Hie e ti s

-

S e s L e,

v e - —

Until they can be played with ease and
accuracy, scales and arpeggios should take
up about one-gquarter of the student’s prac-
tice time. Now and then, however, it is a
and idea to girr half the pru:'tiﬂ' time to
them for a couple of weeks or so.

Many students, and some more experi-
enced players, use scales merely as a means
of “warming up,” running their fingers up
and down the strings thoughtlessly for a
few minutes until the fingers feel limber, It
is @ pity to waste time in this wav, and it
is a greater pity if the plaver thinks he has
accomplished anything valuable. Scales and
arpeggios are the bases of violin technique
and deserve to be always practiced with
thoughtful attention. Merely to play them
as a matter of routine can accomplish little,
In fact, such practice can easily have an
effect quite opposite from that intended,
for routine practice iz a fertile soil for
the growth of bad habits—the mind is us-
ually wandering and the ear inattentive, so
that inaccuracies develop and thrive, the
player being unaware of what is happening.
For the practice of scales and arpeggios,
the watchwords must be Thought and Care.

These words can be the twin guiding
stars for the student in all his practicing,
though when he is studying etudes and
solos some other qualities are also im-
portant, But when he is working on exer-
cises that are purely technical, they are
still the essential factors of good practice.

Exercises such as those of Schradieck,
Seveéik, and Dounis have no musical value,
they are pure technique and are designed,
in almost all cases, to increase the strength,
the accuracy, and the independence of the

VIOLINIST'S FORUM

left-hand fingers, At first no thought need
be in the student’s mind other than that of
playing the notes in tune. And he should
bear in mind that there is no such thing as
a correct tempo for these exercises. No
matter whether they are written in eighth-
notes, in sixteenths, or in thirty-seconds,
the tempo at which they should be prac-
ticed is the tempo which, for him, reduces
the possibility of error to an absolute mini-
mum. He should try to play each exercise
accurately, even if very slowly, from the
start, Anything else is a waste of time. I
the student does not gain strength and ac-
curacy from these exercises he gains
nothing.

Unless some special problem has to be
solved, some particular weakness eradi-
cated, the student should not spend over.
much time on this sort of work. Pattern-
exercises of any kind are dulling to the
musical sense and should be used with dis-
cretion, Four or five of them are quite
enough for the daily practice.

Bowing exercises are another matter. The
student should spend on them as mouch time
as he can afford, for, thoughtfully prac.
ticed, they will give him a control of the
bow that will greatly enhance his left-hand
technique. Many quite intelligent students
still think that technique is the concern
solely of the left hand, and that the right
hand can safely be left to itself. Not a few
teachers seem to agres with this idea. Baut
it is a very dangerous fallacy. If the stu-
dent wants to play his best he will be as
much concerned with bowing as he is with
left-hand technique. And the acquirement
of a good bow technique requires plenty of
thought—it cannot be left to instinct.

Studies cannot be practiced quite like
scales and exercises. There is an element of
musical value in studies, sometimes more,
sometimes less, that must not be lost sight
of. Granted that the student’s first aim must
be to play the notes in tune, he should,
however, try almost from the start to make
the study musically interesting. In other
words, Imagination must come and take its
place with Thought and Care, Even in a
study that seems to be musically dry there
are harmonic progressions that can be
made interesting by suitable dynamic
changes.

It was said in the article in April that
many students think they have practiced a
study if they play it through three or four
times, This may be pleasant, but it is not
practicing. A study should be played
through once to find out where the difficult
passages lie; then these should be prac.
ticed separately, ten or twenty times each,
until an improvement is noted. But it will
not do ju.r-t to repeat them over and OvVEer
again without thought. The student should
pause after each repetition, assess its short-
comings and decide what to do in order
to avoid them, (Continued on Page 52)



4 leading basso of the Metropolitan Opera states, “Once you are sur,

of a relaxed throat free of all tension or forcing, forget about it}

Prelude XXII

This Prelude is a remarkable example of Bach’s power o create music of deep, poignant beauty. [ts harmony, resulling from the subtle, ever -

moving contrapunial voices, is rich in texture, almost orchestral in sonority. Play it without sentimentality and make the slowly unfolding
voices sing. Grade 5.

from a conference with Cesare Siept

‘ J. 5. BACH (1685-1750)
secured by Myles Fellowes

Andante susw: .

Cesare Sicpl ns Don Carlo

Forget About

Your Throat

Cesare Siepl

YHE PERSON who loves to sing will
1 find voeal study a stimulating pleasure.
If he has secret dreams of a singing career,
however, he should make certain that |l_'=' 18
endowed with more than a love of singing.

It’s helpful to face the fact that "m*'t"”“?'
ing careers grow out of a number of ‘{"“'ll'
ties which are inborn. Certainly, these
qualities can- “indeed, must—be developed.
But if they aren't there, in the person, 10
start with, the most devoted study cant
push him into the rank he dreams of occu-
pying.

The qualities 1 have in mind are natu-
ral voice, an instinctive {eeling for it= cor-
rect use. and the kind of interpretative
powers which reach across the fl"l!]i.;_'hl*
and move people. The wisest slep the ca-
reer-aspirant can take is to make sure he
prossesses them, in some degree. The teacher
of integrity can aid him in finding this oul.
The actual singing lessons are less impor-
tant than cstablishing what the ambitious
htll{i['"l can 1'||'||| l'linll‘ﬂ! ‘!'-'-

When it comes to actual =inging, it is
my view that vocal tone goes through three
E-Iillugl'.*, It is born in the vocal cords, helped
by the diaphragm, and produced {as to
color and I|u;'||il]r'1 in the resonance cham-
bers of the face—in the masque. Let us
examine what can be done towards this
three-fold development.

The kind of tone produced depends on
the inborn structure of throat and vocal
cords. This can never be changed. Thus,
as far as the throat is concerned, develop-
ment takes the form of assuring correct
ase. This, 1 believe, involves as little activ-
ity as possible, Make certain that your
throat is always relaxed, easy, The larynx,
or “voice box™ must never move. Whether
one EiIJ;_.',F hiﬂli or ]n'n.', 1_![1- 1|“-_,iti:1” “F the
larynx must be the same, and one can
easily check on this by holding one’s hand
on the throat. Once you are sure uf a re-
laxed throat, free of all tension or forcing,
forget about it!

It is in the region of the diaphragm that
the singer’s chief development takes place.
It i= here that tonal support originates,
through correct use of the breath. | have
come to believe that good breath control is
also a ;mrt of natural r‘1!1!uh|n|~”| (many
of the greatest singers are quite unable to
P_“-ptnin how they use their breath they
simply breathe and sing!): but the e
chanics can certainly be learned and im.
proved,

The ideal Fi”gi“F breath is l:||'l.']1. wide
and natural. Here is an exercise which .
find !"u-ip[ul. On one [1.-_1.}-., breath,
five long vowels (AH, AY. EE. 0l
budgeting the breath so that al]

sing all
l, 01y i

are of

equal duration and intensity, but holdiy,
the last {OU} a bt lullgrr and finishin,
it on a marked diminuendo. ""P"-” this
through one qclave—not through one's fi]
range.

This single exercise has three great 30
vanlages. It develops hn-a.l]'ﬁug and breg)
control; it helps in acquiring the pue
vowel sounds which are the basis of good
sinEing and it perfects intonation and
correct ||i1l h.

Onee correct  breathing has been 5
-|ui:r-1|. the breath must be sent up into the
regions of resonance, Here again, as in the
case of the vocal cords, nataral dructyse
is the determining factor, Color and quali
of tone vary i for “m»«rl or bad! ) according

*

to the width of the nasal passages, the
[POTOUSNESS of the h”l‘ll.‘ﬁ. the aching of
the hollow spaces in which tone resonate
Vocal technique can improve lone by seeyr
ing maximum vibration in the proper
places—it can never change its natunl
quality.

In working for Hmui resonance, keep the
tone in the masgue (the frontal nasal cham
bers). Try to feel it vibrate there, Sing
towards the evea! Resonance i# also sided
by much legato practicing. Try to sing bk
a cello., Among ],uli.«linhrd works, the
_"'.\Hl_fl.'lr!_l' of Concone is excellent. Thers &
also a small book of exercises (oot of prmt
and difficult to find) called Stodies o
Lablache, the great Neopolilan singer wham
many people regard as a Frenchman be
cause he changed his name. These later
drills are especially for the male voie—
which brings up an inleresting poist ol
difference.

Do men and women singers work i the
same way? The answer is ves, but beoss
of l.EiHr'rin!.: |-|11. -hriugir..li strycture, 1
registers are very different. The woma!
natural breath is instinctively higher. Ths
means that she has to learn to breathe mo
deeply, always maintaining relaxabio The
problem of the “top breath™ exists for i
singers, of course, and must be r”'hﬁ':‘
guarded against. [f vou find the lesst lenf
ency to move the shoulders up and dw
in inhaling a deep breath, your bresthizt
is faulty. The origin of the breath i &
the chest but the diaphragm where sappet
comes from the strong miasches of the b
men. But women singers, @s 2 rule, bt
to l""lTn this more 1|L|'|ld:llulllt'| than ™=
: The analvsis of good singing, & | sor 2
is 10 keep the throat relaxed, easy 26 F
healthy condition and then forget ghout &
I"l'\l'llrp !|;|-ni,.|-\.-r hr""ﬂthi“ﬁ] ﬂ'l'l" .|.r_'|‘..'.7
breath high and forward into the ¥
r'I'I-.'II:I!I}'u‘rH n{ FesOn ANCe .

But learning (Continued on Page *
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From "The Well-Tempered Clavichord,” Vel. I, Edited by Carl Ctrrn_’r.EﬂU-Uﬂﬂﬁﬂ]
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Motion-Repose
.1 style. The first section,
t!ri:;q:l:aycgin a limpid, fluid man

Allegro risoluto, requires strong finger,
ner. Grade 6.

This composition contrasts a vigorous style with a
and a flexible wrist; the section marked Calma shoul

Allegro rigoluto (4.:92)

EFREM ZIMBALs

£ ‘? " ——
Repose- calma (e 56)
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Dance of the Princesses
from “The Firebird”

Stravinsky is one of the great musicians of the 20th Century. Thislovely excerpt from his music from the ballet,“The Firebird,” composed
in 1910, reveals the profound influence Rimsky-Korsakov had on Stravinsky's early style of composition. Grade 5..{See Page 3 for a bio-
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Among the three symphonies which Mozart wr

this work unique among Mozart's total output_In

to anew realm, presaging the vigorous, sharply rhythmic scherzi

Allegro iJ:mg}
e 1

Minuet

from Symphony No. 40 in G Minor
gte in the summer of 1788 is the
the Minuef Mezart has laft th
of Beethoven.

e stately,
Grade 4 1fz.

PIANO

G minor, whose bitter passion and strength mj,
dignified court dance behind and movesj,
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Also available in the Analytic Symphony Series No. 2, edited by Percy Goetschius.

Copyright 1943 by Theodore Presser Co,

a2

b i &

Jd ana? o

5 5
n &
25 % 3~ F'H-HI '3--"'_"'-.._\
— — .| - EEE; 3 \h'
ﬂ #é:'l;"_‘_ ﬂ:s_-"i\l ﬁ-
\-’"H-..____. | t |
8 P iy
| —
P " e .F-
= 1 e - 3 e
SE== =8 ESES=— o Simss oS
J 5 5 = = T2 1 -
&
Sl T T L G i A I B Ty, ¥ 4 3
] B
o=y : I I =

2 b2
R e sid = ° s.
e i | L » B
A0 b bl ey o |
o pu M . ; B
g‘-’ii; A e L S E?t f‘_fr
a - E g'-'t r'n: m ! - F -
- : v #ﬁi-._ ¥ 1 i T .
J I WS D.C,
g rp al Fine
- 3 R ot £ *
T e T I e ey
= v 1 ¢ % i . | | ¢ o
Fl 5 £l
Overture
from The Nuteracker Suile
P.I. TCHAIKOVSKY
'% Arr. by Adn:R:'rggr
: = 3 : i »
ey — ! = e
e S L e et T
T T 1] " T T i
PIANO P = rp
f } | — —r ' —1=
' a1 T e L &
H . . o 3 . 1
./ EE"'--_.—-/_' ,5 1 “""—.#"i#i :
pd a0 =y A — e =
f = F ] I _-__F F 1 L H—
;\}U I 1 Il Ir | ! _Fr FS i : 1:_ #‘r % : b@f_ : - - i
i | f dolce canfabile —
1 & 1 | L i | I | 1 H— 1 1 HI
1 1 ! 1 L] { # [‘ !’u | L¥ [ ") | [ ™) T & +H+—
l : i— 7 = Lo S H’ﬂ’_ - L
; : 1 - ::_ - % Lasttimeto % !
Coda ¢
RH. R.H, 4 -—_.,_‘\ 3 '_"--.\ 2 A — “Fﬂ_\
41 - 4 \ 4 2
Eat i3y 'y ﬁiéﬂ_—_ﬁ—“\\\ T @-ﬂ . QE#'F-— = E Et#ﬁ Pud ey,
[ — I r" If‘._ — 1 H— ﬂ::
- E
- 2 ] : =z
l !:g — Hmf" I”; L:fH, :-nr.w;_ > R ey dim.
I 1 | |
(EESES SIS SE T:;ﬁ”:ﬁf“" I
- r ..ﬂ._- -
1 ‘_.u-"'_'_‘--. ,.-———‘————_____\ . $4 31 [ a2 1 . L‘. al {.-.l‘)‘l'l"-”
: g E## > - P, U - :&; - " - : 5 senxg n}w]":.:m:n-
e Fe=za: ]
SSSESSSEFITIAIE FESILESTEETES
s T T — —F ' - 1
CODA o= o b e g
! F p— 1 p——p— 3 —3 i -]
. . ] . — e e e e e &
5 2 1 - _‘- ;
From “The Nutcracker Suite” by P.1. Tchaikovsky, arr. by Ada Richter [410-40178] -> =
Copyright 1941 by Theodore Presser Co.
CDE-JUNE 1952 33




Dreams to Remember

Last month's issue carried Iand Il of this set of four pieces. This month we presen

ing out the full sonority of the piano. IV should be played lightly,

III

with the 6/8 bars divi

t LI and IV. Play Il in a singing -.1-,,|,. bris
ded into two large beats. Grade
F

FRANCIS HENDRIKS
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WUSIC AT INTERNATIONAL FRIENDSHIP GARDENS

(Continued from Page 20)

.||f‘ 4 {d\l’rFH“:' j[ﬂpﬂ‘-—-iun on 1_|“._
-.I..liv.':.ru' that a fund was started to
iI||_'| afl electric 'H‘IIJ_I-T‘I- o bhe I'il'llnl
crmuanently at the Gardens,

i, Rudolph Ganz, president of
e Chicago Musical ‘:‘f"rl—'r. gave

.ono rocitel one evenimg,

: { few of the operas given include
Fanst” “The Mikade.” “I1 Trova-
Iu_l{'_.' “Tules of ”lln:ltmu“ [ when
(igletta arrived and departed in a
gl gondala), and “Hinsel and
{iretel” (when the two children slept
o o real, grassy mound ),

The growing evergreens and pop-
aid the grass on the stage pro-
vided g perfect setting for a scenc
o the “Magic Flute.”

(e special occasion was when
there Was @ Folk Dance Festival with
diree hundred participants. There

lars

et geven groups of nationals from
Sweden, Japan, Poland, Lithuania
and Rossia who |u-r[--rrn+-+| native
bisces, besides American  Square
damces and a group of colored dane-

e, Another time the Klompen
Bemeess of Holland, Michigan, ap-
pesred,

\nteinette Rich of |:|Iil'.J.;_"ll pre-
wited ber Piane Symphony which
B -"I|:;|:||'|-(1i of ten ‘white spinet
pianos placed on tiers,

[here has also been an accordion
lusd from Hammond, Indiana, and

the: Harp Ensemble from Indiana

)

Univerzity at Bloomington,

The night a group from the Chi-
cage Symphony Orchestra plaved at
the Gardens, the aurora borealis put
on a wonderful displav. All electric
lights in the theatre were put  out,
except those on the musicians stands,
and the audience was completely
thrilled bv the combination of I'I.I‘H:-
mony and nature.

The renowned Carnegle Steel Band
and Chorus have appeared several
Liimes,

Mr. I. Virgil Stauffer, the execu-
tive director of the Gardens, is a
gradunte pianist of the Chicago Mu-
sical College. Miss Florence Smith
is the musical dire tor at the Gar-
dens and is als=o president of the
International Friendship Gardens
Music Festival, She is a doctor of
mu=ic and also the organist of the
Christian Church in Michigan City.

The finals for the contestantz of
the Chicageland Music Festival in
August each vear from northern In-
diana and southern Michigan are
held at
take all dav. They are for vocalists,

Friendship Gardens. and

men's, women =, and mixed choruses,
for pianists, and yiolinists, for trom
honists, piano accordionists, retted
inslromeni=, hath il|-|i'.i.1|||.||-|.s .llll’!
in groups, adult and juvenile bands,
baton twirlers, and flag swingers.

The baton twirling and flag swing-

A Teachers Diploma
or
A Bachelor's Degree

ing contest with hetween three and
four hundred participani= is the
largest in the United States.

The CGardens dedicared to Eng-
land, Franee. Scotland. Poland,
Switzerland. Australia, Holland, Nor-
way, Sweden and others are replicas
of formal gardens in those countries:
that is, as near as they can possibly
be in such a small area.

The Greek garden depictz an an-
cient legend of o father and his four
sons who ruled the world, They are
reprezented by five slender  ever-
greens with square tops, placed close
together. One, taller than the others,
is the “father.”

There i= a cradle hedge on both
sides of the entrance to the Scotch
garden which attracts considerable
attention, The English. garden is
perhaps the most pretentious with
its evergreens, large boulders. and
three entrances and exits, while the
Polish garden i= probably the muost
eolorinl.

There is also a Little Symphony
Theatre sheltered from the other gar-
densg, where small concerts, meeting=
of various groups, and weddings are
held, At one end there = a raised,
grassy platform that is large enough
for a full svymphony orchestra. and
at the other end there is
pool. all making a most delightful

a4 mirror

place. Tall tree= form the “walls™
and shat it off from the rest of the
garilens,

To add to the attractiveness, there

are mazes, mirror pools, long vistas,
two pure white swans (from the Cen-
tury of Progress), a couple of fla-
mingos, two church bells, and sev-
eral summer or tea houses, The large
replica of the Freedom Bell, which
toured America recently, will he
shown to visitors this snmmer.

There is a lilac lane and a tulip
lane, The largest garden is the Rose
or Persian Garden, where thousands
of roses bloom from June ontil late
fall. There are conventional paths
acrozs it for the convenience of vis-
itors who all wizh a close view of
the growing gems. Beds of flowers
and meandering borders are scat-
tered all over.

Two of the Stauffer brothers live
in the Alsskn building from the
Century of Progress. This was the
contribution of our Federal Govern-
ment to the enterprize.

By constant care and attention,
these Gardens have been developed
until now they have taken their place
with the most famouns in America.
They are also situated the farthest
north of such gardens and are unique
in the purpose te which they are
dedicated.

Fach year more people from other
lands, and also our own, visit them,
for here they feel they are on hal-
lowed ground, far awav from the
cares of the world. They are prone
to linger and meditate in thi= out
door eathedral and take its spell with
thein when they leave. THE END
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In Your Spare Time at Home

CONSERVATORY-TRAINED MusIiCIANS COMMAND BETTER INCOMES

The I!iEFI*” type of Musical Training by Extension Methods, os ﬂil‘f'l_'“P'l
sty Btnsien Conservatory, is not on experiment, not a maoke-shift, ! 5
wndaems in the coresrs of thousands of musicians and teachers who owe thelr success entirely
perenelited and painstoking cooching of this great Conservatory. Portinl listing of courses below:

CHORAL COMDUCTING:—Brand new course

tchider oll the modern techn iques—even rodio

L'Mtnﬂin;_

NORMAL "-ﬂ"n‘.—hppdullf dujightl’ for

:-“m" o future teachers, Treots and
"y preblem of the progressive teacher.

."m“m"“h—ﬁ" the tricks of medern arrang-
"5 drawn from the esperiences of the biggest

Bomg™ arrengers in the country,

t':'.,l_ TRAINING:—Designed to give you the
™1 ts reed b sight, to transpose ond e
slucble training for veesl or in-

Rctite, [y
Trmentol work

Usiversity  Extension  CONSERVATORY
® EAST JACKSON BLVD. (DEPT. A-750) CHICAGO 4. ILL.
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solves

for tecching cthers,

d end perfected by the Univer-
but has proven its volue an

HARMOMNY:—Written by two of the fines
theorists in the country. Simple, yet ihnru‘ugh
in svery way. From basic fundamentals ru_glﬂ
through te Counterpoint and Orchestrotion.

HISTORY:—A medarn course including oll fypes
of music from ancient criging to 20th Cm_'lh.-rr.
interesting—with emphosls on the analysic of
music—not a dull collection of focts

PUBLIC SCHOOL MUSIC:—Fifs you for actual

work in the schoel room. Our model leisons :h-
velop originality ond give you an excellent guide

to the
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This is Your Gfporlunil_r—ﬂuil' CDIEHH Todur*

UNIVERSITY EXTENSION CONSERVATORY, Dept. A-750
28 Ecst Jockson Bivd., Chicago 4, Ilinols
P 1d me catolog, sample lessons ond full inferma-
“ ding course ] have marked with an X below.
] Pigno, Teacher's Normal Course [7] Voice
[ Piano, Student’'s Course
[] Public School Mus.—Baginner's

] Cheral Conducting
O Clarinet

[J Public School Mus.—Supervisor's [] Donce Band Arranging

[ Advanced Composition [ Vialin
71 Ear Traoining & Sight Singing [ Guitar
: [ History ond Analysis of Music [] Mandolin
1 [] Hormony [] Saxophone
: I} Comet—Trumpet [] Double Counterpoint
: [] Professicnal Comet—Trumpet [ Banjs
: R L e T T
: Street No. ..ovnvnraivins SR e e R s
: i o T e e 2 e L T L R SEMEY
: Are you teaching noew?......u If g0, how many pupils have
g - P ek Do you hold a Teacher's Certificate?........
Have you studied Harmony?. . v.... .. Would you like to eom
the Decree of Bachelor of Music?




gets Jost. At such times, it is good to
stop playing the work for a while.
When 1 began public engagements,
1 was asked to perform the Schu-
mann Cencerto, so frequently that 1
feared such saturation. Accordingly,
I “rested” it for two years and came
back to it with a new freshness and
added vigor.

The great point is never to forget
that music is an indivisible whaole
. .« not “technique™ in one place
and “feeling”™ in another, but
one single expression, One needs
dizciplined fingers to  bring out
musical meaning, but mechanics
should never be practiced as a thing
apart; always as music. Thus, T pre-
fer to practice dificulties in their
musical context, After the first years
of study, scale passages in Mozart
and Beethoven are more helpful than
plain scales. For several reasons!
First, it i= hard to put thought and
feeling into isolated scales, with the
result that fingers develop while
mind and heart lie =till] Also, by
s¢parating “technique™ from “music™
in practice, and then suddenly bring.
ing them together in a work, you
may find vourself so startled by the
rush of the music that your fingers
slip. The solution is never to prac.
tice mechanics as something apart

to eing involves more than wvocal
mechanics. The tones one produces
must convey music! Which brings us
to problems of interpretation. Here
for the third time, I must call atten-
tion to the difference beween inborn
abilities and studied development.
The truly great interpreter, like the
great dramatic actor, draws on a
natural gift. Call it “personality,”
or vitality, or whatever vou like—it
i= there, within him. Less gifted in-
dividuals have to learn what to do.

The first step, | think, is building
up a fund of confidence in oneself.
The student who is sure of himself,
his work, the value of what he has to
say, makes a stronger impact on his
hearers than the one who is constant-
Iy afraid. Thus, one should early
learn to depend on oneself. Test
your exercises by how they feel to
you—remember that the best teacher
in the world can’t get inside your
diaphragm; he can explain and
direct, but you must be the final
judge in terms of your own sensa.
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MUSIC IS AN INDIVISIBLE WHOLE

(Continued from Page 11)

from music. Work at difficulties
where they occur in the text—always
beginning a few measures ahead and
continuing through a few measures
after. By linking the difficulties to
the passages where they lie, you
gain smoother continuity.

After the early years, it is good
to practice etudes as music. 1 find
entertainment in  playing through
Czerny as if the various drills were
pieces—with pedal, shading, phras-
ing, eolor, meaning. My fingers bene-
fit from the drill values, while my
mind and my emotione are also busy
making them sound like music, In
the 2ame way, the simpler sonatas of
Haydn, Mozart, and Beethoven afford
excellent drill material which is
also musie,

I am fortunate in never hecoming
fatigued at the plano, When I played
for the Jeunesse Musicale, in Brus-
selz, I gave two performances (major
works) each day for seven days, and
left the engagement as fresh as when
I began it. People asked my
“method™ of aveiding fatigue and =0
1 began to think about it. The an-
ewer, | believe, is never to use a
position or a gesture which iz not
entirely  free, comfortable, and
natural. 1 find that a less-than-per-
fect gesture (or position) which feels

natural is more nseful to me than the
one built according to the rules. We
must begin with the rules, to be sure;
but soomer or later each playing
hand must adjust itself 1o the needs
of ite inborn structure. One has only
to observe the hand-uses of our
major pianists—no two use their
hands the same wav, vet they all
make great music!

Music-making presupposes a study
of style. Technique (which means
not finger mechanics, but the com-
plete means of getting musical re-
sults) wvaries with each composer.
You cannot play Lisat, Couperin,
and Ravel in exactly the same way!
Thus, technique roots in a knowledge
of styles,

Further, pedal use is important.
It should never be used as a blur to
conceal deficiencies! A good sense
of style helps to guide vou in the
use of the pedal (using none in the
works of the old mazters like Coup-
erin and Rameaun ). And at each stage
of work, one should refresh one's
knowledge of the printed indications.
They were put there by the com-
poser! Thus, they represent the first
step of serions study, and should
never be taken for granted. During
my tours, when 1 often perform the
same work several times a week, [

FORGET ABOUT YOUR THROAT
(Continued from Page 26)

tions. In interpreting, yom must as-
sume the responsibility of studying
the words and music and discover-
ing what they mean to you.

The next step is to enter into
interpretative values by mastering
the languagez in which you sing.
Here the American student, T think,
faces a special problem—and I am
constantly amazed by the excellent
way he solves it. In Italy, French
and German operas are sung in
Italian;: the singer has no problems
in penetrating to the deepest mean-
ing of his texts. And, while the
Italian recitalist =ings in several
languages, the entire field of recital
activity i= less than it is here. The
American student must learn to sing
both operas and recital sengs in
several foreign languages,

Now, the point in learning lan-
guages is to penelrate more deeply
than the mere dictionary-translation
of the individual words, One needs
a certain amount of feeling for the
language itseli—its color, its spirit,

itz idiomatic expressions, and in-
flections. Thus, the best way to pro-
ceed is to combine rigorous study
of grammar, reading, ete., with muech
practice in hearing and speaking the
foreign tongue. 1 cannot sufficiently
stress the point that perfection of
pronunciation, while desirable of
course, iz secondary to the fuent
feeling for the language. I must say
here that 1 have been amazed and de-
lighted by several of my young Amer-
ican colleagues at the Metropolitan,
whoe (without ever having lived
abroad) are able not merely 1o sing
but also to converse—a live, actual-
1?-—511 French, German and Italian.
For them, interpretative problems
are immediately cut in half.
Anct:her way of deepening inter.
pretative values is to study the emo-
tion of the music. In all great works
vou will find that the CoOmpaoser has
vt-eddtd musical line and textual
significance so closely that one helps
the other. If the words speak of
love—ar patriotism, or anger, or re-

find it most helpful to study &
printed text every day.

Sonority of tone is aided by g
tention to the interior of the myg:
Too often students conlent theg,
selves with studying the melody line
and the bass, This is & mistgke
Sonorities improve with a study of
the inner voices (where harmosic
resolutions often occur), and thes
interior parts should be carefully
explored—separately, in  combins.
tion, in contrast. 1 find it a help
sing the lines of the various voices
as | practice a passage, both [y
emphasis and for phrasing accordjng
to the natoral breath,

The student should, of comrse
read much musie. Also, he should
play chamber music, both as an sid
to reading and as a means of enlarg
ing his knowledge of musical forms
and stroctures, Nor should he work
so exclusively at his music that he
shuts out opportanities 06 read fine
books, to study great pictares, to
enlarge himself in nature. The de
velopment of heart and mind is of
equal importance with the develop
ment of fAngers, for, while piae
plaving proceeds through the fingers,
it should never be separated from
the making of mausic,

THE END

bellion—the music reflects an ides
tical emotion. Thas, one serves the
meaning of the music in addition
to mastering the text.

In the last analysis, it fs jost this
ability to forget self and serve the
meaning of the musie, with complete
love and faith, which is the essence
of the artist. It is delightfal w
sing around the house, but an i
something different! Which bring
us back to the point at which we
began. Learn 10 sing well, certainly
—but even before you concentrate o0
singing, make certain that vou are
endowed with the qualitics which
alone can make yvour studies succes
ful. Don't confuse a love of art with
the ability 1o serve it!

THE END

ILLUSTRATION CREDITS
14—Eugene Ericson

26—Villan: lnlngnu
Bruno, M.Y.
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I'LL TAKE THE LOW ROAD
(Continued from Page 13)

hoard belire. 8o she drags along at
, anail’s pace for almost a year—
the teacher scolding, her mother
colfing and the awful old scales
ging on forever with a dull piece
or two threwn in for good measure.
But ooe day when mother isn't
fening, Susan picks out a favorite
melody with ene finger. That is more
ke it! She can hardly wait to play
it fur teacher. And teacher. if she
is 1 right thinking person will he
just 2 delighted because she has
fpnd the right opening to make
nisste really live for Susan.

Sgean's teacher spends the whole
Jessin ptrind showing Su<an how to
ut chords to the melody Susan has
picked out 50 laboriously and the
child goes home trivmphant—she
an ot lagt, play a familiar tune
and what's more she did a part of
it all by herself. And, by following
wp this experience with a fairly thor-
pagh discussion of the fact that all
music & pot together in just the
ame fashion, and by letting Susan
iske the lead for a little while in
plaving the things that mean some-
hing 1o her, the problems of that
music teacher are in a large part
oer. Susan takes g keen interest in
ber music, i« constantly striving to
pliy wher tunes, has obtained a
lizle of the mechanics of composi
tion and has learned the most valu-
uble feseom of her musical edocation
~is experiment. 1 would personally
guarmtee that Susan will never lose
ber inlerest in music. She will have
to be told 1o practice oceasionally,
o5 el ehildren have to be told, but
she won't ever consider giving it ap!

Perhaps the mest discouraging
ling a teacher does to today’s stus
dents is to refuse to allow them tao
phay the swrcalled “popular™ musie,
Is my apinion (which 1 find is also
the oginion of many of the truly
geat planists of our day), popular
musit i extremely important—it , is
& American as the Fourth of July!
“hﬂ I-'ﬂ-lﬂ way mlLl.Ill one hnd uf

Icui:'llinr: & good. solid rhythm foun-
du!l:ll'l ? And, most important of all,
don't forget for the majority of nlu;
dents—adult and children alike—
;rupulz_lr music is where the interest
lies. Now, doesn't it seem reasonable
o assume a person will put more
effort and time on something in
which be is truly interested? Afier
all, we don’t all like =pinach, either!

Think of the dozens of busy adults
who want 1o learn to play for their
own and their friends’ entertainment,
but who can find no time nor heart
for endless hours of scales and ech-
nique, Wouldn't you think it would
be evident to any teacher that grown
peaple, some with children, =ome
working. but all above the age of
20, could hardly be expected 1o be-
come great artists? And yet, most
teachers give them the came training
they give the children, worry over
all the minor detuils and fnally dis-
courage the person to the extent that
he gives it up as hopeless, It is too
bad those teachers cannot be shown
how very much they are missing—
there is so much pleasure to be had
from working with adults and trying
to help them develop a style of their
own. 5o what if it is Boogie?

In short, if teachers would but
realize that each pupil is an individ-
ual with entirely different needs and
attitndes, likes and dislikes, and
wold treat them accordingly, there
would be fewer people wanting to
play and more actoally plaving.
'nlr':r" 1ru|||.|1i Iu‘- ﬂl-ll 1hq' h:ﬂ.ljhlm'tiﬂll
of losing no pupils for lack of in-
terest, and the teachers, themselves,
profit in that they keep abreast of
all the latest hit-tunes as well as
their belwed elassics. The stadents
of such a teacher will always love
music and will always play—bhe it
very well or jost mediocre, One must
bear in mind that musie is an outlet
and a very good one and the satisfac-
tion one gets from playing is some-
thing all his own.

THE END

ADVENTURES OF A PIANO TEACHER

{Continued jrom Page 21)
-

F‘r-‘h‘”d aims and to control the
'"ﬁi‘_'ﬂﬂ_'- subtle dynamics which the
Mise expects from him, One sure
"‘drﬂrlﬂ. il a free body is the al-
o imperceptible  forward  and
Hekward movement of the torso as
L emrdinates witl the phra=al activ-
" of the music, Nobody abjects
L if it s niol excessive. W hat
1IM:1““ be anything but beneficial

W relaxed face purtraving the
:“_"“ emation? Like the torso

g the facial mobility must never

Eeentuated or extreme, but slight
it ey

T the following yourself ar
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I

{even better) on vour students: Play
{up to lempa) a8 passage or |M1.rtinu
from one of vour light, rapid pieces,
or a mimiet or dance. As you play
it with an immobile body, frown
and glne yvour eves (o the Lr}'qurtl
.. . Then pause, take a deep, re-
laxed breath and play the passage
again. This time smile slightly as
vou play, and glance up am! away
from the keyhoard once or twice . . .
Which way was more accurate?
Which sounded better? Which felt
better? . . . If the answer to these
questions is No. 1, you are a lmkt*r'-
face . . . Better not try to change!

8 little piano books

NOTEBOOK for ANMA MAGDALENA BACH
LITTLE PIAMO BOOK for W. F. BACH
LITTLE BACH BOOK [J. 5. BACH)
G. F. HANCEL—LITTLE PIANO BOOK
J. K. F. FAISCHER NOTEBOOK
NOTEBOOK FOR WOLFGANG [Mozart]
THE YOUNG MOZART
SIMPLE SHORT PIECES [1750)

Send for descriptive brochure!

ASSOCIATED MUSIC PUBLISHERS, INC.
25 W. 4Sth St. N. Y. 19, N. Y.

each 60 cents

{or your local dealer)

CHORAL DIRECTORS! MUSICOLOGISTS!

ORGANISTS! MUSIC LIBRARIANS!

The works of MARC ANTOINE CHARPENTIER end MICHAEL
DE LALANDE are now being restored under the sponsorship of
the French Geovernment, Edited by Guy Lembert and G. Roussel,
the following cre some of the American Premieres available ex-
clusively through the WLSM:

De Lalonde, M.R.—Loefemini in Domina SATBE .. .......... .25 woice 30
De Lolonde, M.R.—Quom Dilecte SATBE . ..........c0000.. 1.00 voice A5
Chaorpentier, M.A.—Mese Do Somedy de Posgue SATB .. ... 1,76 voice .35
Chorpentier, M. A.—Aime Redempior SATB .. .. ........... 185 voice 35
Request v

[] Crgan Cotologue B -Mnhi Catologue O Mess Cofalogue

World Library of Saered Musie
1846 Westwood Ave. Cincinnati 14, Ohle

o ———— — —

Attention! Teachers, Schools, Students, Parents
A Bosh Tes Con't Aferd to Miss—Just OF the Press

THE MODERN TEACHER'S GUIDE
To the First Seven Years of Piono and PFiono-Clams Study
(Ineluding the 'Pre-Piano" Class)
By MISS VIRGINIA CHURCHILL

An “'Up-to-the-Minute” Guide, contoinlng "Gilt-Edged” Lists of oll Moterial for Plono ond
Fiane-Claun Stedy, Booke, Records, efc. plon |7 arficles detcribing the wia of thiz materiai:
and "'Oyiiings-of-Precedora’™,
Price 55 per Copy. (Becovws of the Perscacl noture of this “Guide", and ity ¥oluable Listiegs,
Al Saiea ere Finel.) Order Your Copy now from your Local Dealer, ar Direct fram:

MI55 CHURCHILL'S MUSIC WORK SHOP

¥ Chestnut 5., Salem, Mass.

HOW ABOUT AN ETUDE SUBSCRIPTION

FOR THAT GRADUATION OR RECITAL GIFT?

A subscription to ETUDE conveys your best wishes over and over for
a whole yeor. Each menth your musical friend is reminded of your
thoughtfulness . . . and each month receives over five dollars worth

of music plus o wide selection of entertaining and informative
articles.

So much for so little. Just $3.50 for subscriptions in the U.S.A. Send
us your instructions and we'll send a gift card in your name. !

- T e s e e, i S ,,.,-,_,_,[

ETUDE the music magazine,
Bryn Mawr, Pennsylvania

Please send a one yeor gift subscription in my name to:

MName:
Address:

So 'we may acknowledge receipt of money, be sure to put
name and address on the amemn. g e ST
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CAPITOL CITY TUNING SCHOOL
Dept. §40. 129 L. Michigan Ave., Lansing 18, Mick,

ROOSEVELT COLLEGE
sCHOOL OF MUSIC

Applied and Theoretienl Musie, Composition,

Musicobogy, snd Muosic Education. Brehelor

of Music and Master of Musie degres,
Bulletin on Reguest

430 Y. Michigan Ave., Chicago 5. Iinois

??’ﬂ l'gﬂ' I'Ef :bﬂﬁ

prasenting for piano fecchers
SPECTACULAR FLANS AMD IDEAS
bafitting the ovar-crowded schedules
of TO-DAY'S STUDENTS
SUMMER REFRESHER JULY T throwgh 12
781 M. Maorthall 5t., Milwosnkes 1, Wis,
—— SINGERS-MUSICIANS ——
Need Stage Presence, Dramatic
retatien, Confdence

ILO ELIZABETH LOTH

Presenis ereative imdividasl lechnlquaes 1o
develop poise and dynamie self-fxpresslon
ewential for sucossalul perlormuossce
Special Semmer Session: June 23—Aug. 2
Cansuitatisn—Clrebs 7.5088
Studias : B33 71k Ave. (53th). New Yark 1%, N. Y.

The DUNNING COURSE
of Improved Music Study
MILDRED BRIGGS, Decn of Educatios
Faculty
For information and other clom dotes od-
dreas
EXECUTIVE HEADQUARTERS
20471 Bleas, Detrelf, Michigan

nar Maonthly Hreak Buolletin enables you
to build up and glamouripe tle songs on
thee Hit Parsde with clever breals, novel
ngures wtid trcky hoogie effects.

RBend 10 rewis Tor larest copy or 2 for a
yout, Mentien il tencher,

THE AXEL CHRISTEMSEM METHOD

Studia E, P.O. Boz 427, Ojoi, Calif

& fmscipating stindy, Send Der
g Lhese clenr gmd ooemals

ewpeeialiy  for  melf ESIPUE NI,
JOHM M. LEIFOLD
200 B, Highland &wve, Loz Aagelss I8, Calil

RESULTS GUARANTEED
STHENGTHEN yeur yilce s
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ram will eadl

BT &n
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PRACTICING MEANS
THINKING

{Continued from Page 25)

then play the passage again with
these thoughts in mind, This sort of
practice will bring resulls in a very
short time.

Even after the more difficult pas-
sages are fairly well mastered, it is
a mistake always to begin practicing
a study from the heginning, Most
studies can be divided into three
sections, and sometimes the practice
should begin with the third section,
sometimes  with the second, and
sometimes with the first. In this way
an equal amount of time and {reh-
ness of mind will be spent on all
three sections and the sudy thor
oughly learned. This principle of
practice can be applied from quite
early grades.

When working on  stadies, the
player must keep in mind the neces
sity of maintaining a round, vilirant
tone, This can be done if the tempo
i= slow enough to begin with. Bu
if a faster tempo is taken hefore the
notes are well learned. the intona-
tion may possibly be good but the
tone quality will certainly suffer. A
glow tempo enables the student to
think what he is doing.

Solos should be prepared in very
much the same way as studies; that
is, after a preliminary run-through,
the difficult passages should be iso-
lated and practiced separately. Un-
less there is some particular reason
for learning the solo in a hurry, il
will not matter if the easier portions
are left untouched for several davs
after work on the solo has begun.
For the stodent with limited prac.
tice time, this is the only method to
follow: he must concentrate at firet
on what iz hardest. When the dif-
feult passages are brought under
control. less time need be spent on
them, and the time thus saved can
be given to the easy passages.

In the preparation of a solo it i=
highly important that from the be-
ginning the student pax close atten.
tion 1o all marks of expression. How-
difficult the passage may be,
however slowly he may be playing,

EVET

he should endeavor 1o give expres-
marked crescendo, 1o
all accents and to all staccato dots

in short, to all markings which indi-
cate. how the composer wished the
||i:r~|'|- to be |;---|[--:::1-.--|. In thiz way
an in[r-;:r;|_1i-|| |1'rl1|;rill'|1 will he de-

sion Lo every

veloped. for the technigque necessary
for expression will have been buoil
up together with the technigue of
accuracy. When, because of the slow
Lem e of ’ll::i‘lil'r. a lrli"lg bow stroke
must be broken, it should be divided
inte three, so that the next marked
bowing may start with the correct
stroke,

Another point that needs though
in the practicing of a =elo is TONE,
A sole is intended, sooner or later,
for performance in front of an audi-

’\@iolin L@uestions

By HMAROLD BERKLEY

AN APPRAISAL SUGBESTED

Mrs. J. W. British Colum bia.
There are many hundreds of Llu_m-
sands of violins, varying in quality
from terrible to very good, that bear
a correctly worded Stradivarius label.
This being the case, it is impossible
for anyome to give an opinicn  on
any such violin without first exam-
ining it carefully. 1{ you have any
reason to believe your violin is o
good one you should communicate
with one of the firms that advertise
on this page and find out what the
fee would be for an appraisal. It
would not be large, and if you con-
sidered the expense worth while you
could then send the violin to that
firm. 1 should warn you, though,
that the chances are small of your
violin being worth more than $100.
Most violins bearing a “Strad™ label
are worth less than that.

AN UNCERTAIN QUERY

Miss E. 5., South Dakota. I dont
quite understand your query regard-
ing “the name of the firm that
|'|1'|'|'||Hl-- ih"ll'llhl'"]l.l-“ |:'1\.1':1.
violin dealer handles
ments, for the vast majority ol
lins on the market today are second-,
filth-. and even Aftieth-hand. If vou
want to have a violin appraized, send
it, curefully packed. 1o one of the
firms that advertise in ETUDE, and
vou will be sure of having an author-

=
used  instru-

LR LR

itative opinion on the value and
origin of the instrument.
A POSSIBELE STAINER

F. . J., Pennsylvania. The
chances are that vour violin = a
copy and not original. There are

hundreds, probably thousands  of
copiez in existence for every genuine
Stainer that =till survive=. But by all
means have wvour  instrument ap

praised by an expert.

DON'T RUIN YOUR VIOLIN

. M.,

heaven's

Pennsvlvania,
sake. don't

MNow,

l"'i—""'- o rum

your violin by using plastic wosd
to build up the depressions unde
the feet of thie I|l'.|1‘|}.'l'. These ‘i-"|‘-f"-
sions can be cradicated, but il the
tone of the violin = not o be im
paired, the work must be done by
a skilled repairman. It §s a ticklish
joh. There are a number of repair
men in I']!iliuh*“-hia and New York
who could do it for you. You ap
parently have a good violin—don’
fool with it,

ADVICE ABOUT A CELLD

K. 5 M. Manitoba. | can alngin
i i,.i..1|||.|ti|-n n*;::tr-liru.' '.hl' orlls
maker you mention. As he s 4 oo
femporary, I do not give his name.
If vou are contemplating the por
chase of a cello, why do you pal
buv it through a reputable deale!
Then vou would alwavs be sure af
geiting the purchase price allowed
for & better
al
"E'a.'lll" [

to you on a trade-in
instrument. On o modern instry
lakes a

will improve or detere

e always
whether it
rate as the vedrs pass, It alwarn

pays 1o play sale

CONCERNING NEW MATERIAL

Wichigan. As

the

L. 0.

teaching

H.,

material from

regand
begin
ning to Kreutzer, 1 wonld advise wa
to look through vour files of ETI Dk
to find the for Feho 198
Aug. 1944, Feb. 1949, and Dec. 198

If vou do not have sccess 1o Hirat

[sdtjEs

copies, wrile lo me Sgain, eRCEENZ

a -I.|r|'|'|'-1'|1 addres=ed envelope, (2

“MNew™ & o he= tis violin leaching

are not necessarily better than the

older _I|I|F|l||.,1|,+:|'-_ Novelly is ol e
There
* methods that have nothing b

As fue

essarily are many

new

virte

recommend them bar novelty
the
his business ability but am
nbout the soundness of
{31 As for books "--\.'I--.-ull-l'.'.r. L
find sometl
uable in the varfous Bornefl p hb-

bedi hl'r v menlion, I L

hie svslem

ideas, vou may e
cation=, and vou may be intrresied

in my book, “The Modem Technige
of Violin Bowing.™

ence; the gquality of the sound. there
fore, must be pleasing. If it can be
made eloquent, so much the better
But, merely pleasing :
l']ln]'li'rﬂ. TONE

student’s mind

nr expressively
musl the

l“' ||1

: alwavs when he
working on a solo, whether |y
practicing the melodis
the most difficult tecl

passages of
mical passages

Instinect and a capacily for Eemild
tion can carry a stndent for quied
while, but what really makes o 19
an interesting and pespected viedinm
i= instinet plos theaght ples M
Lience Liven these three Qua s
1 student of even average takent 69

ET & lllrlj: O

THE END
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rgan

_‘uesti"ons

Answered by FREDERICK PHILLIPS

o Mease give your opinion of the
{allowing oF gan _ip:'i_r'.ﬁr_'rl.ffnn.i, the
price and the space required ; also
v porrectians or additions. G REAT
{ipen Diapasan & Concert Flute
7. Melodia &, Dulciana ¥, Clarabel-
le & Octave ¥, Flute ¥, Chimes,
Tremolo. SWELL—Bourdon 16,
Flute £Amour &7, Fifteenth 2, Pie-
oo ¥, Obie &, Vox Celeste &, Sali-
aanal &, Fiolin “ru]ur.u.lﬂ &, Violina
¢ Trumpet &, Stopped Diapason &,
Ver Hamana &, Erzhaler B, Tremola,
PEDAL—Bourdon 16", INapason 1,
f.?ﬂd fﬂ’, F-rl'lh‘ I'-ﬂ. "-'n’-rrfru L'l'.. .F!H{l'
[ Ussal conplers, etc.

F. .f.. IL f'-'uuu,

Graerally speaking, the -1rr'|'“"]1 -
tions given would be l1uitv salisfac-
tery, with one or two qualifications.
We do not quite =ee the need for
both Concert Flute and Melodia on
the Great. as they are very similar
in tosal quality. The Trumpet might
be better om the Great than the
Swell, and in it= place on the Swell
e Cornopean, In the Pedal the
Floe 8 and Melodia 8 are quite
smilar; why not uze either one but
nat both? We can not think of any
siditions that would mean much in
the way of improvement. The mat-
ez of price s very uncertain under
present conditions, and we should
besitite 1o give more than a very,
ey elgstic “estimate” possibly in
the peighborhood of %25.000. The
space also is a rather difficult matter
o etimate at all accuratelv, but
:*'f}'l‘l speaking a chamber aboumt
A by W feet should take care of
things, allowing from 13 1o 20 feet
in beight to provide for pedal pipes.
We definitels suggest that vou con-
tect some reliable organ builder for

wite guthentic information on these
subijects,

ol _"'”'-'Inl like to knowe the latest
'Ifh' pipe organ versus the elec-
‘nieic organ. How do the two com-
Pere in tone, and to what extent will
the r'r::rllﬂl.n' nrnp.il:.'n' .I'Jr.-' f"lf“' =
Bn? | have been told that some

FIPe organ manufacturers are substi.
titing electri ally aperate o _tpr'ﬂ.ll.'r'H
:r' the Ifi foor pipes with verv little
“hiceable difference in quality,

-E. 5., Nebraska

J:T we sending you a copy of an
I'_l:] ;b[-'!“ |]r- “('{.u!ll\. in the
. of January, 1949, which

1"--r- this question quite thorough.
id we believe, fairly.

hurt quite
i the electronic

E recenl years
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instrument  has undergone definite
improvements, and is therefore bet-
ter suited to church use than =zome
of the earlier models, buot if the
money is available for an adegrare
pipe organ many auwthorities recom-
mend =uch an organ. Actually, the
best plan probably is to 'u-rg,-. thor-
oughly try out each of the electronics
in which you might he interested,
and also contact a few reputable
pipe organ builders and have them
demonstrate some of their organs
already installed in other churches
of about the anid price
would require for your own church.
The electronic organ is ondoubtedly
here to stay and will meet a definite
under certain circumstances,
but to what extent it will replace the
pipe organ would be very hard 1o
predict. The haz been in-
formed that the substitution of the
16 loot stops to which von refler has

sl Vil

meedd

wriler

proved satisfactory, but he has no
personal knowledge of such a case,

¢ e use piano and single keyboard
organ together at our church, and
wonder if any music is arranged for
these two instruments, We use old
faverite hymns and want to play for
the offertory. The organist has to

keep pretty well to the tune but the |

pianist is able to Gl in with ranning
accompaniments. Please let us know
what music is available, (2) Also
please advise why the right hand
.i.r_._s aon the argan ._iun'.!!lrf !a‘HJHI-"}'.
The ergan is new to our charch, so
we are all afraid of it

Mrs. H. ., Pennsylvania

We suggest that vou purchase a
copy of the “Lorenz Folio of Organ
and Piano Duets,” which contains
mpmlw;- fur l|i:.u1|| i_“lri e tll.‘ililllll
organ together. It will be necessary
to ohtain two copies, one for the or-
ganist and another for the pianist.
Your local musie store will probably
have it. or it may bhe obtained from
the Presser Co. You might also be
able to use “Concert Transeriptions
of Favorite Hymns,” “More Concert
Transcriptions of Favorite Hymns"
“Eighteen Hymn Transcrip-
all by Clarence Kohlmann.
These are variations of hymn tunes

and
tions,”

written for piano, but they could be
used in this way: the pianist play as
wrilten and the organist simply play
the hyvmns in the original form as
found in the hymn books. We be-
lieve in most cases the keys will
gorrespond and the arrangements go

Tugﬂflrl‘.

You touch the keys and it happens lo you !

Hammond Orgon illvihafed sbava i1 tha Hame Model—price on requeil,

You play and from the Hammond Organ flow the

o

myriad voices of music. Here is sunlight, pe
memory =music that sweeps away e h care as o
ally as a cobweb., This is truly music’s most glorious
voice —a voice so versatile that it can beomne your

=

lide to new musical fulfillment, And even a be-

ginner can ]rl.ﬂ_r the firt month.

Your family lile's more [un
with a Hammond Organ.
You enjov a closcr compan-
jionshipwith your chikdren.
They, tod, can play even
with litthe previous musical
training, And this can be
the bheginning of an en-
prossing hobhby or career,
With music like this, their
friends amd yours come to
lisEE—1is I||.|'| s b0 take part
in the fun.

The Hammond Organ offers you a
choice of models that bt easily into
vour home, meet every musical meed,
CGenerous terms hring payments oom-
fortably within vour means. Hammond
Organ prices start at L12A!

5 includ-

ingg tone equipment and bench, Lo,
Chicago (for the H|Li|u."l Muoddel, not
showWi.

For a lifetime of musical pleasure
for vou and your entire [amily, see
vour Hammoaud Organ dealer now.

LHarivrovnp ORGAN

CHURCH MODEL—
Hammond Organs are used
in some 27 000 churches.

Concert Model has 32-note
AL predal ey board and an
additional Pedal Solo Unit,
funalle o preferchoe by
the organisi.

r
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MUSIC'S MOST GLORIOUS VOICE

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

Hammond Instriment Company :
4210 W. Diversey Ave., Chicago 59, Hlinois I
Without obligation, please send me information o the |
following Hammond Organ models: |
L]

[ Spbnet Maoded 1 Church Model :

1 Home Maodel O Concert Model i

1

Name 1
(]

Rirevt ]
City Iy, ome Sate :
FEI, MANNGHD IMATRUMENT COMPANT @ 1

o o o o o e e e e )
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The Three Kings

By Gertrude Greenhalgh Walker

Bmm:n{.w came home from
school loaded down with books.
“Look, Mother all these hooks to
study for exams. I know I'll never
have time to practice.”

“Now, listen Barbemay, vou'l
have plenty of time to practice and
make the honor roll in school, too,
if you just let the Three Kings
help you!”

“Who in the world are they?"”

" “They are very important
KINGS, Barby, Omne is named
THINKING. When you practice
let THINKING help you before
you even touch a key. That will
save you lots of time and trouble
and prevent you from making even
one mistake. Thinking means to
look at the title, composer, and
Opus number of the composition;
looking at the key and time signa-
tures, finding the best fingering to
use, the correct use of the pedals;

the meaning of the expression
marks, what touches you should
use and the plan of pattern of the

¥
e

“Well, Ma, 1 think you have
something there! What's the name
of the next King?”

“His name is WORKING, When
he joins forces with THINKING.
success is sure to follow,”

“That’s wonderful!™

“But, just a minute, Girlie.
There is & bad King called SHIRK-
ING, and if you give him a chance,
he will spoil everything. In fact,
he was the one who was trying to
make you give up your practicing
during exams,”

“Never fear, Mother. SHIRK-
ING will never enter my life. 1'll
see to that right now. And 1'll call
on THINKING and WORKING to
help me be an honor student in
music as well as in school.”

Who Knows the Answers?

{Keep score. One hundred is perfect)

1. The combination of two vislins,
one viola, 'cello and piano is

called a 2 (10 points)
2. In Wagner's Opera “Lohen-
grin,” the Knight Lohengrin
comes in & boat drawn by a
A — ey
1 L — i y ot
= ? 1 i T
F
swan, to rescue his heroine,

What was her name? (20 points)

3. A great many pianists play the
Black Kev Etude, composed by
a famous composer. What was
his name? (15 points)

4. How many thirty-second notes
are required to fill one meas-
ure in three-eighth meter? (10
proints )

5. If a major scale has five flats

34

in its signature, what is the let-
ter name of its sixth degree?
(5 points )

6. Which of the following words
relate to music: canon, cala-
mus, calando, cannon, carillon,
cariole, chant, chanticleer? - (5
points )

« Is Tosca the name of a com-

poser, a muosical term meaning

staccato, an orchestral condue-
tor, or an opera? (5 points)

What is the surname of a com-

poser whose given name was

Edward Alexander? (10 points)

9, On what degree of the scale

it the supertonic triad formed?

(10 points)

From what is the theme given

with this quiz taken? (10 points)

=1

10

Answers on next page

The Waltz That Was Lost
(Pla}'let)

by Leonora Sill Ashton

CHARACTERS: Johann Strauss,
composer; Madam Sirauss, his
mother: Hilda and Rosa; Gretchen,
a maid; Hans, an errand boy.

SCENE: Interior with piano,
chairs, and table. Books, sheets of
music, and music paper scattered
around. A man's shirt hangs on back
of chair. Enter Gretchen with broom
and duster: looks around room.

GRETCHEN: Again! Everything
upset! And guests coming in a few
moments! H only Mr. Johann would
keep—. (Begins to clean room,
straighten music, pick np papers,
ete. Singles out one sheet of music.)
Well. here's another waltz he has
written: No wonder they call him
the Waltz King. But he should be
called the King of Carelessness.
{ Dusts room as she hums. As Madam
Strauss enters, Gretehen picks wp
broom and duster, also the shirt, and
runs ouf, .Fﬂ rf'!;’“".lf’ [f] Ir-““"j- [El]
door, she wdmits twoe ladies and
wshers them tnfo room. )

MADAM STRAUSS: Oh, Hilda!
I'm so glad to see you; and Rosal
Sit down. It is so nice to see you.
You have been away so long.

HILDA: Tell me, has your son

written any new music lately?

A Cliff on the River Danube

MADAM STRAUSS: Oh wves!
Every day, at all times. Johann com.
poses, That is why 1 keep these pads
of paper around the room, so, when
music comes to him, he can write it
down before he forgets it

Hflﬁ.-\: I wish we might hear one
of his waltzes. They are all o Jovely

MADAM STRAUSS: You shall
|1Fdr one he wrote yesterday, | heard
||.qu playing it. It was soft like rip-
pling water in sunlight. { She scarches
among the sheets of rmusic) | -u.i'lxi

play it for you if I can find it. Where
iz thar waltz? (leoking around)
Gretchen! Gretchen, come here! |
wonder if Gretchen could have e
stroved that sheet. (Enter Gretehen),
Oh, Gretchen, that waltz—ihe new
one—Did you see it? I can not fing
it. It is lost. (Men's voice is heard
outside, calling, “What is lost?)
{ Enter Johann),

JOHANN (greeting the ladie,
then his mother): What are yoq
worried about, Mother? What can
you not find?

MADAM STRAUSS: Your pew
waltz. It is not on the plana, nor
on any of the muosic pads!

,,H"” ANN: Of course nol, ll'l'l=|:'l'r.
That music came o me when | wis
walking on the river bank. I had s
paper with me and no place to write
it down so 1 wrote it on my shin!
(looking around the room). | lefi
that shirt on the chair so | could
waltz,
unless it has gone to the launde!

GCRETCHEN (horrified): Tha
ghirt! The one that was on the
chair? Why, 1 put that in the las-
dry and the boy is at the door now.
(She rushes out and is heard calling
Hans! Hans! Come back!)

MADAM STRAUSS: Ak! It &
lost—that beautiful walte, | The teo
fadies shake their heods and Johaan
hunts for i),

GRETCHEN (entering brpath
lessiv) 2 Here it is! The shinn and
the music!

JOHANN (raking the shirs cager
Iy} : Good! Now | will play this mel
ody for you. (Places shirt on minsie
rack). 1 shall now call it the Waltz
That Was Lost, but it's real name
is going to be THE BEAUTIFUL
BLUE DANUBE. (Ads he plos
Gretchen and Hans join hands and
dance, followed by the two ladis
who dao the same. Modam Strazu
smiles happily as she rocks in ket
chair to the rhythm of the Falz).

Curtain

COpY the It's mot lost—nat

RIVER AND MUSIC
by Aletha M. Bonner

A melody in music,
Of Europe’s mighty stream—
By Johann Strauss, composer,
Is this Blue Danube theme
From Germany's Black Forest,
This river, deep and strong.

Is joined by tributaries
Az South it swings along.
For many miles it travels
To reach its final sea— g
The Black Sea. where it emphs
In steady, rhythmic glee.
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NO CONTEST THIS MONTH

Results of February Puzzle Contest

Answers 1o Chain Puzzle

A - Adagil - OrgaN - NoteS - StafF.
FlaT - Tubd - Accidental. - LegatQ - Or -
atarilh, 1t was also possible to use the
warl gndante for adagio, followed by
Faglish horn instead of organ. Also,
thee was 8 slight misprint in No, #
wheee the word note should have been
the word mat, but the contestants gll
wemed 1o take this for granted.

Prize Winners for Chain Puzzle

A,
o Martin Berkowite F.-"..gr 151,

New York
ﬂ- H.
Shirley H. Campbell {Age 130,
Canal Zone

Carol Jane Carlson (Age 11),
Muontana

Letter Box

Somal w letters in eare of
Junior Ewade, Brym Mawre, Pa.,
and they will be forwarded 1o the
writers, Remember foreign mail re-
quires fivecent postage; foreign air
mail, 15 cents. Do pot ask for ad-
drrases.

Dear Junior Etnde:
| can mot speak English very well o 1
g i our Civil and Information center
o study i, There | find the ETUDE
and enjoy reading the Junior Elude, 1
play violin s am in the second vielin
setion of our symphony orchestra. The
members of our orchestra all work im
tbe day fime so consequently we can
mt have enough time for rehearsal. We
gve a regular concert every year, |
ke |5, Bach’s music and [ like or-
chesira misic of all composers. I would
be very glad if others who are inter-
ste] in music would write to me.
Skinishi Osugi fAge 20}, Japan

| have stodied piano for several vears
ind bope alsa to take wvoice lessons. |
wigll like to hear from other music
overs,

Warthena Hamblin ( Age 14), Mississippi

Honorable Mention for Chain Puszle
(in alphabetical order).

.\..'mrni Anderson, Winifred Andrew,
Gretchen  Archer, Theodore Ba‘a]dmiv}'.
Stephan  Baranowski, Charmaine Ben-
der, Mary Ann Braden, Jay Chambers,
Margaret Ann Davis, Remo Fioroni,
David B, Green, Jr. Sandra Green,
Martha Hiten, Bryan Hurst, Joan Jack-
son, Sharon Maureen Lougheed, Liz
Maury, Linda Mercante, Linda Kay
Moon, Carol Mae Mo, Ida Mae Me
Cutchan, Jackic McDonald, Tecla Man
Fore, Edith Melntyre, limmy McSween,
haren  Peterson, Carol Pordy, Judith
Ross, Roger W, Roszell, Linda Russell,
Ann Scholtz, Miriam Sherman, Jessie
I{ A slane, Esther =W I'ipl-l'l.. Beth
Weatherly, (Many other good papers
were recelved, also some which id not
follow all the hon't [ﬂlgl'l (7]
give both age and address!)

rules,

Az soon as our ETUDE comes | look
at the Junior Etude because it is =0
interesting, | would like to hear from
some American and foreign Musie sto-
||.--r|ln. | -h,l.lh_u |li||lllr..

Doris Larson (Age 13), lowa

I have studicd music nearly ten years
and hope to make it my career. I am
assistunt organist in our church and
enjoy it very much, [ would like to hear
[nlm others.

Frances McElwee fAge IT), Arlansas

| am taking piano lessons and had my
first recital and received a high mark.
Even though T do not play Chopin yet
I ook forward to deing =o. We have
many of hiz records at home.

Barbara Gardyne (Age 11), New Jersey

Answer 10 Who Knows

1. Quintet for piano and strings,
sometimes shortened to pianoe guin-
tet; 2. Elsa; 3. Chopin; 4. twelves
5. B-flat; 6. conon, calando, enril-
lon, chant; 7. opera; 8. MacDowell;
9. seconds; 10. Song to the Evening
Star. from “Tonnhauger,” by Wag-
s

Juniar
Areordion
Band,

Seward,

Alaska

frkea K_"k"'ﬂ'- Bary Davis, Mary Heady.
,”'1”:"* Kekoni, Lunny Reed, Mickey Bill
i, Nordell Carroll, Tony Murkowski,
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Tressler, Dickie Ericksan,

Ir. Forrest K
Bruce Lewis, Kathryn M., Baker (Mike

Warriner and Darlene Syoboda absent) .

Religious Music Conierence
AUGUST 23 TO SEPTEMBER |

Program:

Daily chorul rehearsals during which choral technigues
will be practived and discussed; choral choir repertory;
A fundamentals of choir divecting; organ; choir organiza-
tion and administration; hymn singing and imerpreta.
tion: chorie speech; organization aml administration of
children's choirs; religious drama.

Study in Wisconsin's vacntion wonderfand with:

Robert B. Lee
Dhorothy Kline Lee
John T. Clough
Ernest L. Cox
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Mrs, Thomas J. Ingram, Jr.
Amy Londhue Laosmis
Harcid Sliker

Marion Sliker
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LOUISE ROBYN SYSTEM OF MUSICAL TRAINING
FROM THE PRE-SCHOOL TO THE ADULT AGE.

JULY Tth, 1952 to JULY 17th, 1962 |
MORNING AMD AFTERNOON SESSIONS

Direction—ETHEL LYON and associates

Modern Mathods of plans Instruction as cpplied fo children of all oges incleding pre-schoal |
will be pretented.

The cowrse It open fo fecchers os well of fo advasced students who with to prepars H'fl'fﬂ-;
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OLer in Condewator%
OF MUSIC

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

Member Notional Associolion of Schools of Muic

Write for:

—— Conservatory catalog describing de-
grees awarded

admission and audition

procedures

— Bulletin on

— Calendar of music events for the cur-
rent year

e, — Programs of concerts and recitals

given during past season
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Box 562, Oberlin, Ohie
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CASALS' APPROACH
TO TEACHING THE CELLO

(Continued from Page 17)

hiowever much they may have been
analvzed later on. (Incidentally they
provide yet another example of how
all things artistic, like all living
things. are based upon orgenic,
rather than upon merely symmetrical
or stereotyped principles).

We may say, therefore, since this
is but a theoretical account in which
it i= simpler to speak in terms of
scales than of living music—we may
say that in a rising scale, although
the primary pivots (the tonic, the
subdominant and the dominant) will
he more or less fixed, every other
degree will be drawn slightly up-
wards, Whereas in descent, where
Casals, by the way, generally uses
a different fingering. such deviations
will occur in differemt positions,
though based on the same natural
principles; this being also true of
minor scales. Now since scales are
the foundation of practice—it is well
known what a large proportion of
his practicing hours Casals has al-
ways devoted 1o these—expressive
intonation should seon become habit-
pal. This i= not o say, however,
that it should ever lose its Hexibility,
its essential organic quality. In some
contexts for instance. it will be more
marked than in others, according to
the special harmonic and melodic
exigencies of the moment and ac-
cording to every other demand of
PI"II’I""i‘-‘ilIII. And it is for thiz rea-
son (among others) that it can never
be employed in a merely imitative
way, -an intuitive grasp of its in-
stinctive basis being absolutely es-
gential, just as is the case with
rubato, ribrato and glissando. With
this end in view, the student is ad-
vised to develop hiz ear by ever more
acute listening and experimentation,
beginning. {or example, by analyzing
a recording made by Cazals (eg,
the slow movement of Elgar's cello
Conecerto or a Bach suite). Eventu-
ally the natural, indeed inevitable,
raison d'eire behind expressive in-
tonation should gradually make it-
self felt

Now il justesse expressive en-
hances music’s sense of progression
—in other words, the feeling it im-
parts of an inevitable expressive
flow—just as rubate achieves this
with regard to rhythm, transforming
mechanical metre into a  living
pulse®, =0 Casals’ second main prin-
ciple, his percussive technique, en-
hanees the resonance and elarity of
the actual sounds. Again this is a
principle that is basic to his whole
style and technique, and brings
about an extraordinary sense of wi-
tality and precision. The fingers of
the left hand, which should be
# Neither of these refinements, that
is to say, is determined by the cel-
list's merely personal feelings.
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curved naturally, are to be developed
o as to fall like hammers—but ham-
mers that are furnished with springs.
In Casals’ words. they should be
“thrown” and allowed to relax im-
mediately upon striking the siring.
And in order 1o achieve this spring.
ing vitality Casals advises frequent
practicing without the bow, especial-
ly in the practice of scales. For if
used properly, this technique should
enable scales to be played with such
marked percussion (though entirely
without strain) that each note
gounds elearly by means of the fin-
gers of the left hand alone, ©pen
girings. in ascending scales, are sel
vibrating by a slight plucking by
the first finger. which, by the way,
should not have left it= place on the
preceding string. And in descent,
thi= plucking by the fingers of the
left hand is made the constant prin-
ciple, it being effected by each fin-
ger as it leaves the string. Once
again the scale should sound clearly
without any use of the bow, and
again there should be no sign of
stiffness or strain, When eventually
the bow is used this technique
should =till be emploved so that
notes are now activated by the left
hand percussively as well as by the
right. The enhancement of the gqual-
ities of clarity and resonance. and
the general intensification of the
cellist’s =tyle have perhaps to be
witnessed to be fully appreciated.

An extension of Casals’ percus-
sive technique is what i= called the
Qlizard movement'. This concerns cer-
tain changes of position, and should
also be practiced in the first place
without the bow. Its main aim is to
produce & movement that is quick
and clean—in fact as darting a® a
lizard—combined, however with com-
plete relaxation and ease. In the fol-
lowing passage for instance, the third
finger must be allowed to hover in
anticipation before darting forward
onto the first, and the ehange should
sound inevitable:

Ex. 1

z 5 ': 1 | J......‘._

Al giair
Moreover, strength  should derive

from the weight of the whole arm
rather than from a eontinued pres.
sure of the fingers,

Similarly. when descending by
steps of a semi-tone Casals olten
“jerks" down. using the same finger
for both notes, This movement which
must also be clean and relaxed, is
especially advantageous when em-
ploved in the highest positions. for
there it i= often otherwise impossilile
to play semi-tones in tune, the space
between two fAngers bheing too amall.
And similarly with highlyv-placed
trill=: in order to play these in tune
(when a semi-tone apart ), it iz often
necessary for the higher finger—the
finger that trills—to strike the finger-
board in such a way that only one
corner of its tip actually touches
the string; for only thus is it possi-

ble to produce sufficiently close semi-
tones and make the trill sound |rul:_r
expressive rather than only approxi-
mately in tune.

It is largely by these means then,
and especially by his “expressive ins
tonation” and “percussive tech-
nique,” that Casals achicves a style
so compelling and clear. At the same
time he atinins a basis over which
he has complete contrel so that he i=
free to add any necessary embellich-
ments (such as those induced by
glissando, portamento and wvibrate)
precisely where the music demands,
independently of sluggish fingers.
Casals, in fact, believes that it is
the music’s content. and the music's
content alone, that should determine
every detail of style; and for this
reason he will be inclined, before
taking up a new work, to read R
through several times from the
printed page. then play it on the
piano  (sometimes the cello part
alone), so as gradually to assimilate
its essence apart from any considera-
tions of the cello. Then when in full
possession of its content, by which
time the music may be almost known
by heart, he will take up his instru-
ment—and find that many of the
most subtle problems (including
questions of fngering and bowing)
have begun to solve themselves.

Fingerings that are strained or
risky Casals is nowadays inclined to
dispense with, believing as he does
that strain in the bhand induces strain
in the head—and nothing is more to
be avoided than this, Many stretches
and extensions are therefore abjured,
but there is no abandonment of
Caszals’ revolutionary basic ingering:
the use of the frst, second and
third fingers in place of the first,
third and fourth, in 'pll.-l.'_u'inp“ for in-
stance, scale passages on the two
upper etrings. The scale of I} major,
for example, is Aingered in this way:
Ex.2 Z "
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so that vet another means is added
for making passages sound more
fluent and expressive, and of keeping
the hand “open.” and therefore pres
pared for such swinging-movements
as the following:

Ex.
9

Apart however from exercises, Casals
is forever changing his fingering,
simply because his interpretations
themselves never become rigid and
fixed. As already mentioned. it je
the artists’ complete absorption in
the movement as a whole that SETVES
as nucleus from which all else ETiwa:
and this inward vision purified by
years of study of the work from r'h,-r';,:
angle, should never cease to matyre:
the executant like the rul'ntmhrtl
shfmlui be continually evolving tn
npginnl expression, style and tech-
nique, Casals therefore makes no

more than temporary decisions abog
details, though he may be guite .
thusiastic about these ot the time
Fingerings, indeed, are changed
frequently that in order to aid his

memory, Casals will occasionally
watch his left hand, thus becoming,
at the same time, more consejously
aware of its functioning.

Mow this conscious awareness js
both characteristic and paradoxical,
Throughout this essay it may have
been noticed how Casals believes i
“aplitting every note to the infinie"
and in becoming fully analytiesl
about everything he does. How there
fore can this be reconciled with an
artist =0 markedly spontaneous
whose whole approach is above all
inspired? The answer is surely tha
such .'Irl-.'ll_'n"-i"- is |hl=4i.]|tr, m fact
necessary  precisely
Casals" volcanic temperament and
the depths of his feelings within,
During performances it is of course
forgoiten or, at any rate, swept aside
by the overwhelming conviction of
what he I|;|h Lo =ay. "J.I.-h.l.'-h‘ mind Hn‘n
becomes completely integrated and
knows no distinetion between his
J‘Ir\!lit.ﬂ!.llri ..!:I'I.il ”Il" process hlu 1.\|n|'|:
it has been refined. Though his de
tached listening continues unabated
,-||1|| h:]- jrowers of concentration are
exerted to their full, this = oaly 1
give birth to an inner vision and
to fuse deep abandonment with the
utmuost control,

becanse of

To a cellist withowt inner [orces
many of the ideas in this essay—
which represent, be it remembered,
no more than a selection and ap-
proximation of Casals’ ideas—muy
seem too abstract and dessicated 1a
be of much practical help. Indeed
they are recommended only to such
students as are able to imbue them
with support and understanting from
within. Some principles it is troe
can be illltli‘ir'lj Ir} almost every cellis
—for instance,
Ili_illjr".‘ (though even this, with s
guitar-like precision, might be prweted
in a specifically Spanich soul j. Same
again require the development of &
purely artistic sense—"expressive ir
tonation,” for example, or rubats,
concerning which Casals insists iy
tempo being strictly respected:
“lime lost on

“percussive  lech

r:\lp[r_c-u-ui\.r accents
being placed on the first note of 8
group or on the highest note is to be
regained by the intervening noles
And some principles are dependesi
upon parely individoal taste—for -
stance, those having to do witk
certain | howings and  fingenng
{which may further be conditioned
by the cellists’ hand). But one ideal
stands out above all others, prove
ing as it does the very foundation o
Casals’ greatness. This is the ideal
of the anist forever seeking improve
ments (in the outer world as well 2
within), caring intensely for homat
qualities, for those that are paturs!
and simple, and devoting his whle
being 1o art. THE END

ETUDE—JUNE 195

POOR RESULTS FROM

A GOOD SPECIFICATION

(Continaed from Page 24)

ey 18 3 dod. Its performance is
» disappeintment bath to .-rgar?i»t
ol cogregation. In desperation
dey call in some of u= to tell them
«ihat can be deme about it”
 wish [ conld give them a more
hopeful answer than that they shiould
umk the whole thing and =tart over

gk z A

That i« why T thougln of the Latin
gette already quoted. It is mare im-

ot for an organ lo
ather than to appear good. A con-
segation s nol imerested in how
o goen instrument looks on paper,
jt i bow it performs during the
Vi,

[am not arguing against unit or-
sns In fact 1 am not arguing about
smthing, except that when churches
gesd 4 great deal of money for an
srgan they are entitled 1o expect a
wilbailt instrument that is suited
io their needs.

There would e
wiied congregations and  fewer
frostrated organists if church music
pmmittees would  follow
umple rules:

First, chisssr o rl'ill|l.||r{r' buailder.
The builder must have fnancial
dability amd must be willing to
dmmd back of his product, He must
b oae in whom the church has full
fidence,

The design of the organ it=elf re-
quires forethought and careful plan-
ung. Comsideration must |

e g

fewer disap-

these

given

to what the church wants in the way
of an organ and how much it has
to spend. Often an expert. if con-
silted, can tell the congregation
valuable ways of getling the most
for ils money.

After the organ is built. have it
installed in a proper location where
it has an opportunity 10 speak. Do
nol expect it to be effective if the
pipes are hidden behind a brick wall.
Thi= rule may seem too obvious for
mention, but 1 have seen it violated
=o often that I feel it i= worth em-
phasizing again.

Finally, remember that cost is not
the only criterion of worth in organ-
building. The best instrument is not
necessarily the one that
the highest price.

sells  for

Not Jong ago 1 playved an organ,
illliil |:}_$' e ol
builders,

America’s  best
which cost less than ten
thousand dollars. The church had
hoped to four times this
amount, but was hnally forced to
do its best with the smaller sum.
The builder
two-manual organ in a perfect loca-

raise

provided a modest

tion. There are no irills or extras,
bt the church has a fine instrument
upon which music can be played.

In the near future | hope 1o have
rlit‘tilrr-. and :‘-jll‘i"l“l'.l]illrl‘- of this
organ, which will
ETUDE readers that an organ, in
order to be |_'n||||. need not be pro-

hibitively expensive, THE END

demonstrate 1o

i it
i

“Mast modest band leader [ ever worked for ot
e
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AND MASTER CLASSES

NEW YORK CITY—STEINWAY HALL
PIANO TEACHER'S WORKSHOP AND YOUNG PIANIST'S
REPERTOIRE CLASSES: JULY 21-25
ADVANCED PIAMNIST'S REPERTOIRE CLASSES: JULY 21-AUG. 8

PRIVATE LESSONS: JULY 26-AUG. &

Address: Secretary Guy Maler Clasies, Steiawey Hall
| 10% West 5Tth Streat, Mew York 17, M. T.

|
MINNEAPOLIS: MACPHAIL COLLEGE OF MUSIC

| TEACHER'S WORKSHOP, YOUNG PIAMNIST'S AND ADVAMCED PIANIST'S
REPERTOIRE CLASSES: JUNE 30.JULY 4
PRIVATE LESSOMNS: JULY 5-11
Addrew: MeePhall College of Music, LaSalle ot Twelfth 5i.. Misneepolis. Minn.

BERNICE FROST 2

PIANO EDUCATION COURSES and PIAND INSTRUCTION

Jullliard Summar School
June 30th %o Auguii Bih

College of Saint Mary-of-the-Wasatch
August 11th fo 23rd Soit Lake Clty, Utak

MNew York City

ASPEN INSTITUTE OF MUSIC

June 30 — August 31, 1952

Address: Genevieve Lyngby, Rm, 505, 38 5. Dearborn, Chicago 3, lllineis

COSMOPOLITAN SCHOOL OF MUSIC

Preporotery, College, Special, and Graduats Departments, Courses leading to
Bachelor of Music, Bochelor ef Music Education, Master of Music, and T'l'm:Edr 5
Certificates in Music opd Theotrs Arts.

Clarence Eidam William Phillips
President Member MASM Dean
Edwin L. Stephan—>nlgr., 304 South Wabesh, Chizogo 4, Hllincis

PHILADELPHIA CONSERVYATORY OF MUSIC
Mamiy Ezersan Drske, Director Arvizox R, Dueake, Dean
75+th ANNIVERSARY YEAR
Dhwr Bfty stusdent recitals, speclal evemis, Farully eoncerts. apera, rorembls snd shooms stomaalls
Enw anp Struemsmas s, Piane
Boms Kovurzes, Fiolin and Oreliesten
Prepurstary Departmear—Confers feadisig Lo degioe

216 South 20th Street, Philadelphia and Branches

Dr. William Braid White

[Fourteenth year!
Endorsed and nnpfﬂrld by Steimway & Som, W, W. Kimball Compeny, and ofher fomous
piane manvfotterers.
Offert o d-months course in plone tuning ond technology, frolaing men ond woman for fhis
undermannad feld, where deamand exceads supply.
Write for free infarmation fo

THE SCHOOL OF PIANOFORTE TECHNOLOGY
5149 Wost Agatite Avenue, Chicage 30, llinois

) T PIANO TEACHERS

This iv your invitatien ts attend the INTERNATIONAL PIAND TEACH-
4‘ ERS ASSOCIATION 1933 Matieasl Comvedfien &1 the Hitel Statier,
Waiklngten, D. C., July 7. A 0. I8 Conventiea will featiere four duy
Tescher Tralalag Courss, Natlonal Student Piass Maylng Examinablens,
and many ether sveats, For cemplate information and salaleg sf owver &3
LET.A, Tetchar Aidi wiile

ROBERT WHITFORD, Founder-President
204 M.E. 315t St., Miami 37, Fia,

>

A USELF-INSTRUCTOR'® BY JOSEPH A. HAGEM
Farmerly Editor of Musical Theory jor “The International Wusician®
To cemply wilh mamy ro fer & Sell:iputronter 8 MEY bas bens nidded to Mhis searss be eliminate
the mead of & teacher. Oy checking fhe work dene on susreises of the lessan with (ke eompiebed
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spezinl inired prise of §7.00 brieg mads fer & limifed tims snly. Write for details and
moneysbark 5

70 WEBSTER AVEMUE, PATERSON, M. J.

JOSEPH A. HAGEN - - -

e e

PIANO TEACHERS MUTUAL wnuuq
P. D. Box 76 Graat Bend, Kansas}

‘Wirite ur regording a plan to owisk privaie teochers Tn rolsing tuition rater °Hl fhey are F
1“, occord with lving coity In localities where such conditions do not exlst, el

:
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ALSO—Erchkonges in feaching locolities orronged. Locations secured for feachers. If you plan ]
clogs, Nt lecefion with ws E




CHOOSING THE RIGHT
VOCAL TEACHER
{Continaed from Page 12)

This should not be permitted,

A voung stndent often asks what
bie or she will be. a soprane, con.
tralto, a tenor. or bass. How can any-
one possibly classify a voice until its
full range has been developed? An
untrained voice may have a sweel,
thin, small quality which has been
used sinee childhood. The full pos
gibilities ol this voice cannot be
determined until the lower tones
are brought out, Another student
may use the full robust quality o
the lower range, and will need the
highwvoice developed. Only time and
study., will determine whiere a voice
will live the best.

One of the outstanding questions
in your mind will be, “What hope
have 1 for becoming a professional ?7
No teacher can truthfully ans®er
this, even if voy have a beautiful
voice, It depends on your ability
he a “eeli starter,” The teacher can
guide and tell von how: bat you
must do the work, Yon must be
willing to drill yoursell with intelli-
genee, and return to the studio with
vach lesson learned 1o the best of
your ability. You may ask. “"How
long will it take?”" Nobody can tell
how diligently von will work, You
mav get a job very soon. Soppeee
vou obtain work on televizion, afd
the director wants you io sing. He
may not expect perfect singing: but
vou will want to sing well, o you
keep on studving. Most of the pro-
fessionals who are really ambitious,
continne to stndy, because they want
to improve their performanee. With
the existing competition, they can’i
afford o stand still. M you are
ambitious and want to become a
radio, television, musical comedy,
or coneert star, you must learn the
fundamentals of music. Learn how
to sight read, study theory and har
mony. and elementary piano.

Don't expect a good teacher to
give vyou o cheap price for his
services. Unless you study with a
good one vou will waste your time
and money. Even if the price seems
too high. an adjustment can usually
be made. A shorter lesson (at a re-
duced fee) will ‘give vou ideas to
work with at home. and more prog-
rest will be made, than if you pay
and study with an inferior
teacher,

Talk with several teachers - and
see what each one i= going te do
for vou. Will he teach you deep
breathing? Tt iz s0 necessary 1o
have a column of air serve your tone
from the beginning to the end. Who
is going to widen your range? You
must have confidence in singing
high full tones—tones that you can
diminish and swell at will. Your low
tones should be vibrant, rich and
mellow, and your woice should con.
fidently swing back and forth with-
out a “break.” Will he teach you
phonetics? The pronunciation of the

feas

a8

words must not only be clear, but
alse enhanee the beauty of your tone,
Will you be taught expression in
your singing? Whal you sing must
come from vour mind and heart and
not from the printed page.

I don't think that a teacher should
ever offer a seholarship, It is con-
sidered unethical tp advertize schol-
arships, unless the teacher i= on
the farulty of a conservatory, or a
music  schonl sapported by private
i l'lll.l“'h‘l.'t] |.IJl'II-|4.

Bewdre of false advertising, such
as “Sinsers needed for radio. tele
vision, chornses, or stage.,” No one
has to advertise for singers. There
is always a long line of them apply.
ing for legitimate jobs, and plenty
of supply for the demand. Usually

such an ad will lead vou w &
teacher’s studio. He needs pupils,
and uses this a= o “come on’ or

“ruze” 1o get them, He may ask you
1o make a recording, and in vour
eagerness for work, you will do in
He will then point out faults that
miay not even exi=l and sart 1o give
you a “=ales” talk. :

Any one who wishes 1o call him-
self o voice teacher can =et Ivinmi sl f
up in business. We have not yel
reached the point where a teacher
must have a license, Even this would
not a==ure the tulented azpirant that
he or she was going o receive the
best instraction,

Florid arizs. operatic material,
and difficult songs should not be
attempled uontil have
breathing habits, sing on pitch, and
until vou have secustomed yourself
to the many coirdinations necessary.
These may remind you of a three-
ring circus—keeping the throat open,
thinking words, and expressions, all
gt the =ame time. Light songs, and
hallads from the light operas should
be chosen until the voice rolls om

Ll ] sCmre

with ease: only then should 11hc
classics graduaslly be taken up. The
study of classical songs will fllwﬂ.}'.-
help the popular =inger, :n'hlIr the
study of popular songs will benelfit
the classical singer.

Pupils often ask if @t is necessary
to study books of voral exercises.
[ am not against these hooks: I_mI
many  of the modern teaching
methods have a more direct ap-
progch. In modern yocal studios, tone
i= worked out slep by step on phrases
of 2. 3. 5, hnd 7 notes. and on srales
and arpeggios: 1-3-5-3-1. 1-273-'.!-!,
and 181, Singing oclave Jumps
helps 1o free the voice from fear
of digtances. The stdent should
learn 1o do them without a “hreak.”
These exercises are most importants
bunt =oivgs afford concrete opportunity
for an immediate practical applica-
ton of eneh vocal process. We lose
time sudying books and exercises,
They do not give enough melodie
training at the beginning, and one
should  familioriee  himself  with
melody from the starl.

Should o student =ign either a
short or long term contract with a
teacher? 1 always say *No.” There
i= no teacher who make your
contacts for you. To do o, be or she
would have to be an agent instead of
a teacher, Obviously, if the teacher
is willing to sign a contract and
take such a chance, it is bad judg-
ment on the part of the novice to
bind himself to such an agreement.
As the vears go on, the pupil may
Lbecome a great saceess in spite of
the teacher. The teacher will {rom
a legal stundpoint be able 1o collect
much more than he normally woald
have been entitled 1o, and the young
artist will feel honor bound to pay
the teacher. il for o other reason
than the unpleas=ant publicity it
could cause, and which the voung
artist cannot afford,

Frequently opportunitiez do come
into teacher’s studios, and they glad-
Iy turn

these jobs over to their

“But, Mrs. Fitzwater, | hardly came prepared to play.”

9
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bhest F[Uil!.lﬁ‘l“l students.

In eagerness to get paapils, teachers
PIn]’lIiGI' contacts, No pull can e
vou a radio, television, or movie cop.
tract. You must make the audition
and if vou are prepared and meri
it. von will get a joh.

Should a student sign a contract
with an agent? As a rule agents wan
to =ell @ name that is already made
They do not want to spend the maney
or the time involved to pul across
an unknown singer. In the beginning
do not sign a contract with an agem
unless it is 1o your advantage. Yoo
may be the exception, and an agem
may [ITH uf hl"lll o ;-lll:l. and grt von
work that you could nm get yourself;
but my advice is, “sell yoursel{ by
asking for auditions at all of the
broadcasting stations, musical shows,
and Ipru:il.ll.'lillll!l, and ask 1o -il'.l|.£ for
church organists. There are good
solo positions available in many of
our churches”

The head of the radio department
of one of the largest advertising
agencies in New York once. called
me 1o that he would like
audition some of the talent from my
studio. He chose a woman to make
an audition, who s pow prominest
in pictures in Hollywood. First be
asked hier to make recordings, and
then she signed a comtract tha
would give him a substantial pereent.
age of the money she would make,
Az far as she could tell he seemed
to make no effort to procure amy
contacts for her. She persevered
She tried hard o grl work, and sud-
denly was signed for ane of the top
radio shows, She gl this jilll'l]I"T‘flI-.
Not only did she have to pay the
agency

BAY

with whom she had -i|.|:.=||"-j
the contract. a commission; but she
discovered later, and to her surprise,
that this show was pul on by this
same agency, They had never notified
her that this job was available
Do not be deceived by a teacher
who teaches voice, and plays fluent
piano accompaniments, His acoom-
paniments may help and support
your singing for a while, and you
may think that vou are deing woe-
derfullv well. Then, because you
have no foundation. vour throat will
begin 1o tighten, and be squeezed
and a recording will show you the
thin, metallic, tones that you are
producing. This teacher is nol 2
singer, and does not know bow o
give you the proper instruction. Yed
are losing time, and meney, and
may even lose vour woice. If the
latter is true, a good woice teacher
will help you restore it
Teachers often give the studest
false promises, and hi] l:|iI'I'i|.'I1,i-|:|:|"']:“-k
Their aim is to add to their teaching
schedule. Dont be gullible. Your
best attitude is to be determined ¥
make the most of the talemt ¥
have, and to fill your capacity 2 4
singer. You will discover that as 7
advance, your capacity will inc1east.
and you will accomplish mare and
more. THE END
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For Parents Only

Parents can do much to aid the

teacher in the practice problem

by FLORENCE M. PORTER

o can parents do 1o get ¢hil-
drem to practice, g=ide from the
i coiperation with the teacher?
Fied, take 2 busines=s-like atti-
e towarls mSC, for children take
air gititudes from parents, Hegard
apsic 15 important part of edu-
wfim 1o be given fir=t place in a
ks life.

Perenis can Ilrr||r a child 10 do his
yrctice withont an argument by
pleazing 2 WRITTEN sCHEDULE
sith the child, so that the practice
periin] dloes mol conflict with favorite
ndie  prograis.
oot meetings or ouldoor exercise,

dancing lessons,

Belare s | praciice, it it can be
L'ﬂ;g"'t- Fmplurr- biest result= with
ket effort and least conflict with
s petivities. Parenis who spatch
diddres away from plav are likely
w ez antagonism and hatred for
mmie, A schedale avaids this. A re-
behing snack gives a lift to those
whe must practice after school,

Parents also help by not letting
dibleen miss lesson=, practiced or
wt Yom can give his will power a
Eisle |'.'d-‘r'r-!, wil ||1'.'1rril'|-.:|I£ dora gt
ke, Parents should insist that stu-
dis ke their Jessions regularly,
i considering “but 1 haven't prae-
ooel” sufficient excu=ze for mi=sing.
:‘ﬂ-‘:!f]'l. this excuse leads to less
ol I practice. The hreak in les-
sifs camses 8 hreak in interest, hath
be sudent and teacher. It is the
ttacher's responsibility v give the
!“‘W. and the parent’s responsibil-
i 1o ser that the child goes regu-
larky for the lesson,

Be sure the tracher is capable,
uderstanding and interested, i Vi
M more practice. Nothing helps
U student like an affectionate, under-
1“""_"?' teacher. If vonr «<hild
Ihﬁh.: like his teacher or her meth-
o find out why. But if it i< be-
fause she s trying to make him into
tpod musician | by careful, acen-
.": T:rl:l.llmi‘"a'i.”' a poor one (he
2 or himselfi then vou
: e teacher play over his
::‘ Eateria for him or dioes she L)
= {riey l-|nfjn I'I "ltll 'i"“""'“ﬂ: gy
kh? Doee ‘L' i‘_“.'nh ‘HI;II- her
vt il peeen; :I}I e o i

devenis Y [hwes she stress

®Curaey, for you know lipde ill
by ) sdents wi
iy mare accurate than they

e
. Does the tea her make lis-
" inleres

. offering Incentives
Fartiey ¥

R e
limes parents can even en-
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courage students 1o practice  hy
changing teachers, when a stugdent
gets tired of one or when antagonism
develops. Some of the best teachers
become tiresome, at times. Every
teacher has strong points and some
have weak ones, so don't restriet the
child 1o the same teacher too ]ung_
if be isn"t doing well. A change is a
new leaze on life and music,

Parents should provide good in.
struments and have pianos tuned
iwice & year, to invite practice. A
pleasant room helps, too, When com.
pany comes in, thev can be enter-
tained elsewhere—we hope. Neigh-
borhood children should be warned
that when they hear the ||.j:11|... going,
they must not eall,

Some parents with the
child while he proctices, if HE
wishes, They offer encouragement to
“try that hard part once mote” op
“now

remain

vour scales sound beautiful,
the tones are rich and clear.™ A re-
minder Lo
accurale.
Ever read his note ook ? Does his
teacher grade each part of his les
som? Parents learn a lot from this
source, where they find the teacher’s

count helps get things

comments upon how well the pupil
iz doing or what needs more atten-
tion, Here will be found instructions
for ||r1||'lil‘r—]|1|h many limes each
exercise, scale and piece is to be
plaved each day, etc. Here also vou
will find “PD" stamped up in the
corner which assures you the money
vou sent to pay for the lesson didn"
get lost in transit.

Many parents, like teachers. give
children rewards for good work,
Etude the music magazine stimulates
interest in music and offers new and
easy pieces for all grades and ages.
It appeals to those who either =ing
or play. Youngsters like the Junior
Department, Adult students like it
all, especially the Question and An-
swer page, and the Teacher’s Round-
table. Other parents plan special
outings or entertainment of various
kinds for rewards.

Parents help students to practice
by stimulating interest and jgiving
children chances to use their music,
even organizing music clubs and
evening coneeris when students play
for friends and relatives. with cake
and ire cream Lo make it an “occa-
sion.”

Adter all, you parents are the ones
whis should be given “stars” for
vour efforts in getting children to

practice. THE EXD

sHERWOON MUSIC SCHODL

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, "eello, wind instruments, Publie School
music, composition. In the heart of cultural Chicago. Liv-
ing accommodations at moderate cost.

* SUMMER SEMESTER BEGINS JUNE 18 *

For free catalog, write Arthur Wildman, Musical Director,

1014 50. MICHIGAN AVEXUE *+ CHICAGO 5 * ILLINOIS

ALEERT ALPHIN, Dir.
A Complete Schoeol of MUSIC, DRAMA and DAMNCE.
Degree. Diploma, Certificate Courses. Faculty of &0.

Dormitories for Women. Cataleg on request,
dgsociate Member of National Asseciation of Scheeals of Munle

L 2 S T ek |

26 FENWAY, BOSTON, MASS.

CINCINNATI CONSERVATORY OF HUSI(I:_-.

Dr. Luther A, Richmen, Deon of Foculty

Established 1847, Operated under cuspices Cincinnati Institule of Fine Arks
affiliated with University of Cincinnoti. Complete school of music—Degrees,
Uiplomas, Cerlificates—dormitories, |10 acre campus. Fres Caofolog.

Regular Semmer School Courses
C. M. Benjamin, Registrar, Dept. E. T., Highland Ave. and Oak 5+, CINCINNATI 19, OHIO

THE CLEVELAND INSTITUTE OF MUSIC

Bachelor of Musie—Master of Music—Bachelor of Science in Education
[B.S. in Ed. by orrangement with Kent Stote University!

BERYL RUBINSTEIN, Mus.D., Director
3471 Euwclid Ave., Cleveland 15, Ohlo
Mamber of the Notionol Associafion of Schosly of Misic

GERSHWIN * ROMBERG * HERBERT = mﬁl. . r&nu . mun;.i.us
MADE EASY FOR THE PIANO by ADA RICHTER

Wonderful materinl! Grade 224 price enly T5¢ ench album
GEREHWIN Made Esay for the Plano Vol. 1 . .. . Vol
IIEll:i.ll:m:h'.f.l Made Euay for the Flano Vol, 1 ... . Vaol, IJ: Idl-.n-:::uq::liuh':'\t::l:?‘
YVICTOR HERBERT Made Essy for the Plane Vol 1, ... Val 2, (4 sotags In eagh)
FRIML Ma#s Easy Lor the Flanos . , . . (7T sangs)
PORTER Made Esny for the Plaso . . . . (7 sengs)
YOUMANE Made Enay for (e Plane . . . . (& sooga)
Hend for free lsting of thousands of titles af all types of plana musle
LEWIS ARFINE MUSIC, Dept. 302, 17 W, 4Bth 5¢., N. Y. C, 34, N. Y.

WINNERS IN RECORDING COMPETITION

220 cash prizes awarded in 24 classes.

220 gold medals, 251 bronze medals, 206 “citations for courage.”
FIRST PRIZE, tie, each $375, to Herbert Rogers (pupil of Resina
Lhevinne) and Gershen Kenikow [Nadia Reisenberg).

SECOND PRIZE, artist closs, tie, each $250—Phyllis Rappaport
[Madia Reisenberg), Esther Fernandez (Rosina Lhevinne).

New Membership Year Starts July First
NATIONAL GUILD OF PIANO TEACHERS

el Allison, M.A., Mus, D., Pres.
Box 1113, Awtin, Tenes

%



THE WORLD OF

The Metropalitan Qpera Com-
prarey’a spring tour, which began on
April 14 in Cleveland will end May
31 in Montreal. The tour is two
weeks longer than last vear and
covers 7000 miles, The number of
performances will total 55 and will
include 16 different operas.

The Artur Schnabel Memorial
Committee recently held s first
annual meeting, Oficers elected for
the vear, are Cesar Saerchinger.
president:  Mark  Brunswick, lLra
Hirschmann, Roger Sessions, amd
George N, Schuster, viee-presidents;
John F. Oppeoheimer, secretary;
and Horace Borchardy, treasurer.
The committee sponsared a concert
of Sehnobel’s chamber music on
April 18, 1o commemorate the TOth
anniversary of his hirth,

Kirsten Flagstad, sang her fare
well performance with  the  Metro-
politan Opera Company in - March
at a special prodoction of Gloek’s
“Aleestis,” Mme. Flagaad's  per-
formance wa= “worthy of the great-
e traditions of the Metrapolitan.”

A Hollywood film director, Hivr-
man Mankieiwcies, will have charge
of the stage directing in a new pro-
duetion in English of “La Bohéme,”

to b presented next season by the
Metropolitan Opera Company,

The Pablo Casals Festival
which CENE 0N June 15 ot Prades,
France will not be confined 1o the
music of =Schubert, Schumann and
Brahms as orginally announced. At
the opening concert, Bach’s “Mu-
sical (ffering.” will be included and
in the closing concert on June 29,
Casal= will play the fourth Suite for
cello and with Myra Hess, the Third
Camba Sonata.

The Lewisohn Stadinm  con-
eerls will inaugurate it= A5th anni-
versary sea=on on June 23, The sea-
=on will continue for =ix 'H-l.‘l'k".-
closing on August 2. World-famous
conductors  including  Dimitrei  Mi-
rroponlos, Pierre Montens. and Alex-
ander Smallens will appear with
the Stadiuvm Symphony  Oreliestira.

Roosevelt College School of
Musie in Chirago was the scene of
a highly suecessful two-day  piane
migsic conference in April, Leading
authorities in their respective fields
were present to lead in the varions
dizcus=ion=, These ineluded Polly
Gibhs, Maurice Dumeznil
Crowder, Margit Varro, anil Nellie
G MeCarty,

Opera Workshops are -|lrlitI|:5-
ing up all over the country and it is
a very healthy sign. Many of these
purely local undertakings do a splen-
did work. Among the recently .-I.I!.I-
nounced projects of this kind, i=
the opera workshop to be 1‘.|111du|_'|:|-|1
by Oglebay Institute, ot Wheeling,
W. Va. where Botis Goldovsky, na-
tionally-known authority on  opera
will direct the project running from
August 10:-30. Mr. Goldovsky I8
widely known through his work as
director of the New England Opera
Theatre,

The Young People’s Concerls
Committee of the New York
Philharmenic-Symphony Society has
made a |..'“I to the Young I‘i'lllllt"."l
Coneerts Association of Japan con-
sisting of 183 albums of ;1hu1|r-|,1.:';:|r'|1
records of symphonic muosie, Since
1939 the latter organization has been
presenting  youth  symphony  con-
certs patterned after the 29-year-old
serics of Young People’s Concerts
given in New York. The National
Federation of Music Clabs ok the
responsibility of crating and ship-
ping the records,

The filtv-ninth Annual May Fes-
tival of the University of Michigan
wis !||1'-r'|:ilq'|| Mo 1-4 with the
Philadelphia Orchestro again having
A preminenl part in the various con-
verts, Eugene Ovmandy, Alexander
Hilsherg, Thor Johns=en and Mar-
gnerite Hood were the conductors
of the vrehestral and ehworal coneerts
and =oloists ineluded Eleanor Steber,
Patrice Mun=el, Astrid Varnayv. Pa-
tricia Newav, Set Svanholm, Anton

Dermota, Mack  Harrell, Philip
Duey, George London, Nathan il
stein, and Guimar Novaes,

herlin Conservatory of Mu.
gic was the scene of the Second
Festival of Contemporary American
Music. held there March 28-29.30,
Among the composers whose works
were performed were Walter Asch.
effenburg, John Diercks, Joseph
W, Howard Whittiker, Edward
Mallos, Herbert  Elwell, 'William
Maover. Jolin Clough, Robert Crane,
Perer Mennin, and William Hoskins

Robin Hood Dell will open the
season on June 23 with a  star
gtudded schedule that promises the
mo<t snccessful six weeks concerts
in 1= history. The opening night
attraction will be Lily Pons with
Andre Kostelanetz conducting, Ok
ers to appear include Marian Ander.
son.  Yehudi Menuhin,  Jeannetie
MacDonald, Huohert Merrill, Reberta
Peters, William Kapell, Jan Peerce
and Ezio Pinza. The conductors will
be George Szell, Erich Leinsdorf,
Alexander Hilsherg, and Dimiir
Mitropoulss. An innovation this sea-
son will be a series of 5 Wednesday
morning Young People’s Concerts
during July for which Alexander
H:]-Elf'”: will be the conductor

Maurice Van Pragg, for 36 vears
a member of the New York Phil-
harmonic Svmphony Opchestra, anid
ginee 1922, itz personnel manager.
has retired 1o be wocceeded by Jo
\ng']r- Ir'.|r|11 of the
double-bass section.

ﬂd'iFII il‘l'

COMPETITIONS (For details,

e Seventh annual Ernest Bloch

Ir'fr‘.li' fik lh"'lli.’]_ll?f Fu:.\u'f'n',.

Award, Sponsored by The United

Temple Chorus, Composition Contest open to all composers, Prize
2150 and imir“rﬂﬁuu_ l::llls-iug date Ovtober 15, 1952, United
Temple Chorus, Box 18, Hewlett, N Y.

e Bernard Raviteh Music Foundation, Ine. Contest for two-piano
1'||I1||1u-iﬁ|ln'-. Prize of 3104, {:ilb.--lhg date _Ililllt' 3 Details from
=, M. Blinken, Suite 604, Fort Washington Ave., New York 35, N Y.

e Capital University Chapel Choir Conductors” Guild annoal anthem
1,'1l|r|F'|rli1i1|||. Upen to all CONT U TS, Contest closes August 31, 1952,
Complete rules from Everett Mehrley, Contest Secretary, Mees Cons
servatory, Capital University, Columbus 9, Ohie,

® Marian Anderson Seholarships for vocal studv. Closing date not
announced. Marian Anderson Scholarship Fund., e/o Miss Alyse

Anderson, 762 3. Martin St.. Philadelphia 46, Pa.

& Purple Heart Songwriting Awards, Popular, standard or sacred
somg=. First prize. 21000 ; second prize, 8500; [our prizes of $250 each.
Closing date not announced. Order of the Purple Hean. 230 W,

Mh S N Y. C

® International Competition for Musical Performers, for wvoiee,
piano, harpsichord. violin, oboe, saxophone. Prizes in all classifi-
cations. Closing date for applications, July 15, 1952, Secretariat of
the International Competition for Musical Performers, Geneva Cons,

of Music, Geneva. Switzerland.

® Sixth Annuwal Composition Contest sponsored by the Friends of
Harvey Gaul, Ine. ”Flrn toe all compozers. Prize S300 for biest one-act
opera. Closing date December 1, 1952, Vietor Sawdek, Chairman, 315
Shady Ave., Pittshurgh 6, Pa.

0G4

{Jr. Frances Elliott Clark, 92
Education Department, demonsirates for 1. %
department. one of the Vietrala ;-Inrl1||;_'t.||,||.. popular during the era in
which -Ihrjnur:l-i-!i--} the use of recorded musi as a teaching i:h”:"""m in
!hl"“"”"'” s public schools, Photo was made during a visit to Philadelphia
in larch to attend the biennial meeting of the Music Edocators National
Conference, of which she was a founder in 1907 and the first president

-¥ear-old Director Emerita of the RCA Victor

. Hollweck, manager of the

ETUDE—JUNE 1%l

: ”“H-‘__” \E 165

Whats

*0 Promise Me™

List Price §1.00

Piano Solos

i Mae-Allean Erb
arpeggio and scale hgures, Words)
Louine E. Stain

Wisrds b

Groda |
CONTRARY ME

SMudy in rasy
COWSLIP BELLS

Legato melody for alternate hands

Grade 115
BMHCING ON THE TIGHTROPE
{Lively staceato stadv )
FAINDROP TAG Derothy G. Knowlien

Saccate study for both hands)

Martha Beck

Brode 2
EG BASS TUBA I Albert DeVito
5 Hemorous stuidy using chromatic chords)

CLOWNING ; Martha Beck

Mudy in synenpation )

Grade 11
1Y THE LITTLE MILL Maorgaret Wigham

'h“-l'"‘-'!ll' study in artiealstion of staccato

indervals against legato phrases)

Grode 1
HRADE OF THE POOKAS

Viedimir Padwa

.’H"!“'- Alternate legato and staceats in B H.
sgnnsl slaccato chords in L. H.)
Grse 115

Alios MUCHACHOS Denes Agay

elisl i tango, Full vet not too hard)

Organ
l;ﬂ].uu“ : e .Charles L. Tolmadge
""ﬂ"'rlh'. el & piece: contrasting minor anl
Bpr kevs, Hammond registration. Recital material.
bl h"'_i'l' recreation. Not difficalt 10 play. Caolorful
ke lexiure, )

Violin
Herbert Ralph Ward

T Eeay Wielin Saloq
Urvaiye
Mgkt by Juna

i i o e
Twa Peasing melodic pieces for the voung violin

Yitent. Recital material.)

ew al

el selevtions of wedding music,

WEDDING MUSIC FOR ORGAN

This Hl“ll'tilvl'l ]IJ‘\- In---rl el ited fn:r the 1‘!:11L‘rni|-||.|'~ i nrgnm-
ists ®i that they will have at their disposal the mos
The pieces are of medium
dificulty and are arranged for Hammond gistration Ineloded
are the two wedding marches, by Wagner and by Mendelesohn:
by Reginald DeKoven: “At Dawning™ by
Cadman; *A Dream™ by Bartleti: *1 Love You™ by Gerieg; .1n-.|

*The Sweelest Story Ever Told™ I':I Stults,

Final Advance of Publication Price $.80

PEIICH e o w0 @

ADVANCE OF pUBLICATION OFFER These books are now in

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

CONCERTO GROSSO *8 Christmas Cencerteo
by Arcangelo Corelli

t fregquently Transcribed for Organ by Giuseppe Moschefti

Corelli’s inspiring Christmas concerto is perhaps one of the
most heautiful examples of the concertante style, This present
elition is the fruit of ten years" thought and work and in trap-
seribing it every effort has been made to remain within the pare
epirit of Corelli’s original conception. Effectively transeribed,
433-41007

433-41008 it iz superh for organ recital.

List Price $1.00 Final Advance of Publication Price $.80

NEW RELEASES

110-4017%
Lio-40181

130-41101

130-41102

11040180

130-410%8

130-41 100

130-41107

110-40188

133-41003

| 14-40015
| | 4-40014

For New Releases send orders to Depf. E-6-52.

IHEODORE PRESSER CO.

btyn Mawr, Pennsylvania

$.30
20

a0
.30

30
=0

J0

40

.30

S0

83

Choral

PROIEL st s D. F. Wells 31240107 $.12
{ Moderately difficult, a cappella)
RIG-A-JIG-NG = d Harry R, Wilson 117-40108 b
i Medivm, American folk song, Rhythm chorus)
AROCKIN' ALL HIGHT . Harry R. Wilson 312-4010% A8
{ Mediom, Christmas, Spiritval from St Helena
Island, Piano ace. optional)
A-ROCKIN ALL NIGHT Harry R. Wilsan 312401 10 .15
(2354, Medinm, Christmas, Spiritual from St Helena
Island, Pianoe ace. optisnal )
POOR WAYFARING STRAMGER George Lynn Jlz.40011 .8
i Diffiealt, Madrigal stvle, a cappella)
FATHER MOSTHOLY .. o.ovivinevannsan Cecil E. Lapo 31240112 b
i Moderately difhoult, & cappella, SATE divided )
| WANT JESUS TO WALK WITH ME .. George Lynn 11240113 b
i Medium, a cappella, Negro spiritual, Soprana
slo, SATHIT)
PRAISE YE THE MAME OF THE LORD . ... Lvov-Tellep 11240014 A5
(Eazv, a cappella, from the Matin Service of the
Eastern Orthodox Charch)
O COME, LET U5 SING ...... J. Henry Francis 31240115 22
i Medinm, Anthem for Choir and Congregation,
a cappella)
BELLS OF CHRISTMAS |, Givseppe Moscheti 312-401 14 A2
i Christmas carol for Unisen Janior Choir, may also be
sung by mized voiees, SATB, Easy, Organ ace.)
BLACK IS5 THE COLOR OF MY TRUE LOYE'S HAIR
Gearge Lynn 332-40087 A5
{ Traditional, Diffienlt, Madrigal style. a
cappella, =SAT BB}
TE DEUM LAUDAMUS ... John Leo Lewis 33240088 20
i Maoderately difficult, Piano or argan acc.)
IM THIS NIGHT CHRIST WAS BORM
Giluseppe Moschetti 332-40089 A2
i Based on Hodie Christus Natus Est, Christmas introit,
Vedinm, Piano or organ ace., a cappella ad lib.)
e e i +___“_
THEODORE PRESSER CO. | enclose §. to completely 1
Bryn Mawr, Pa. cover the following order: :
Ma. of Coples :
431341008 Wedding Music For Orgen {5.‘ 80 = i
431341007 Concerto Grosso . . @ 80 — :
. ]
HAME I A IR N O EELL R ol b
ADDRESS.__ ——— - e e e . 3 e :
CITY-. a . STATE .~ &
IONE 1
———————————————————————— i
il




Band . Orchestra .

COMPLETE EQUIPMENT :

Announcing the Seventeenth Season

[STEPHEN COLLINS FOSTER MUSIC CAMP

EASTERN EENTUCKY STATE COLLEGE, R'IGE_IDND. KEY.
5 WEEKS—JUNE 15 TO JULY 19
Ensembles L

Only §90.00

For Instruction, Board, Room, and Recrecation
COMPETENT STAFF : : EXCELLENT FACILITIES

Private Lessons at $1.00 to $1.50 Each E::_t.rn
For Details write James E, Vax Peursewm, Director

Instrament Classes

: ENROLLMENT LIMITED

I% THE BeavrFun Brue Grass Recion o KENTUCKY

WHERE SHALL |

GO TO STUDY?

Privare TEACHERS [Mew York City)

HELEN AMDERSON
Concert Pionist

Interesting eourse—piano, harmony
Many Svecessful Pupils
Ik W. TInd 5t M. Y. C. Tal, Sc 4-838%

MME. GIOVANNA VIOLA (nuL

Dramatic Seprana
Teacher of Singing—"'8el Canto”’
Exparienced Europeon froined Artist
Cooching Opara, Coacert and Radio |
Corract woice production, defective singing
cortected.
Begianen occepled
Phane: Trefaigor 78230 Mon., Teet., Wed., Thurs.
09 West End Ave. Mew York City

MME., BOXALL BOYD
Il.-!:hi'['l.lﬂ-

Piaahit—Taachar—Coach—Program Bullding
Addren—S5tainway Hali—Maolo Stedies—

113 W, 57th St., Naw York City, M. 1.

EDWIN HUGHES
SUMMER MASTER CLASS FOR
PIANISTS AND TEACHERS

JULY T—AUGUST 1&
For fell Information oddrews Secrefary
I8 West 871k Street, Mew York, M. Y.

Method Leimer—Gistaking
for beginners & odvanced students
VELIZAR GODJEVATZ
Pupil of Karl Leimer

[twachar of Dilulﬂn#}
PO, Box £101 New York 1%, N, Y,

[FRANK) {ERNESTO)
LA FORGE-BERUMEN STUDIOS

Voice—Piana
Among thote who hove studied with Mr. Lo
Farge are; Marion Anderscn, Lowrence Tiks
bett, Richard Crocks, and Mme. Matzenauer.
140 Pork Ave., Hew York
Tal. Atwater 5.7470

EDWARD E. TREUMANN

Concart Planit—Arilsd-Teocher
Recommended by Emil Yon Souer, Martiz Moz
kowihi apd Joseph Hofmann,

. rnegie Hall, Sulte EXT, ETth 5t af
7th Ave., New York City  Tel. Colembus 540357

Fionlit, Composer, Teacher
304 Wert 7ok 54, Mew York Su-T-377S
Recent Compositioms peblished by
G. Schirmer, Ine.

CHARLES LAGOURGUE O. 1. &}

VOICE FRODUCTION=—SINGING
for informafion:

B W. 5Tth 5t., Mew York

RICHARD Mc:CLAMAHAM
Matihoy sxposent, fermerly his representotive,
Privafe Lewtons Teochers Couries, Semingri—
Summer elou—5outhwest Horbaor, Me,

B Shiw Bidg., M.Y.C.
{Tues.-Fri) CI. & , other doys, KI. 9-3034

CRYSTAL WATERS

Teacher of singing.

Popular songs and Claatics,
T.¥.—Rodio—Stage—Concart,

405 Eont S4th 5. Maw York 22, M. Y.

CAROL ROBINSON
Concert Plopist=—Artist Teacher
405 Eost S4th 5t Maw York 22, M. Y.
Plaza 5-511

LEOPOLD WOLFSOHN

Composer, Planist and Teacher

Teacher of Aron Cepland, Eile' Siegmelster
and many artith ond teachen,

BEGINNING TO ARTISTIC FINISH
Hatel Ansonia, B'way ot T3rd 5., Mew York City

ALFRED JACOBS

Yiolin & Vielo
- Highly Recommendad by
‘Wm. Primrose, Ofto Kiemperer B Mizhal Pioatre
Carneglie Hall Call Cloverdale 3701
Wilte to TEI0-18fh Ave., Brooklyn 14, M. Y.

Teacher Coach

Private TEACHERS [Western)

EVANGELINE LEHMAN
Mus. Doe.
Teacher of Yoica
Singers prepored for public recltals
Special training for chalr and choral directors
Studio address: 167 Elmburit Ave.
Datrolt

3, Michigon
Telephone: Townsend 5-8413

HAROLD HURLBUT
Singars whe have stedied wiih kim inclidae
MADIME COMMER — HOMWARD KEEL
and athers of Matropelitan Opere—San Fran
ciaco, 5% Louis and Hovana Cperas. Holly
wood Bawl—Radia, S!u-pe. Seresn, Television
Addren: 2150 N. Beachwood Dr.
Hallywoad, Calif. Tel. GL 1054

EDNA GUNNAR PETERSON

Concart Fionist—Artist Teacher
17447 Costellommare  Pocific Palliodes, Calif.
Du. 31577

ISABEL HUTCHESON

Rafrasher Course for Plano Teochers:
Modern FigraTechnic:Cooching Concert Pianisks:
Grovp Work: For further inlormation oddress;

Stedio 102, 10095 Elm 5i., Dallas, Texas

Auguit Tn New York

SAN FRANCISCO CONSERVA-
TORY OF MUSIC, INC.

3435 Sacramanto Streel ‘Walnut 1-3498

Bachelar of Mutic Degrea Opera Department
Acrtish Diploma Pedagogy Certificate
Approved for veterons
Children's Soterday morning Closses.
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CHILDREN WHO COULD "NEVER
LEARN MUSIC, BUT DID"

{Continued from Page 19)

Then one day we were playing scales,
when saddenly I realized Johnny was
playving his chords almost perfectly.
That was the answer—chords, march-
ing musie, hymns, ete. He h‘nu]!i
never be able to execute Jong heauti-
ful runs, trills, ete., and fast mu-
gic. but he could play beautiful
“blocked” {an expression of my
own), music. Just before he went
away to college, he accompanied an
audience to sing America, then as
his recital piece played, Beethoven's
Glory of God in Nature, It was worth
all his {and my) effort.

The fourth illustration is the most
pathetic of all. Sally was an ex-
tremely nervous child. Both of her
parents had an impediment of speech
due to a highly nervous condition,
but they loved music and were pa-
thetically anxious that their only
child should learn just a Little musie.
She was a brilliant child except for
this nervous condition, and she
learned very fast, yet some of her
lessons were absolutely worthless, As
she started to play she would scratech
her head, rub her arms, twist in her
clothes, or “diddle” the notes until
it would torture the patience of Job,
The correction of one error would
ruin the entire piece regardless of
how kindly [ spoke. However, | soon
learned that on these lessons when
her nerves were in that condition,
only a review of previously learned
lessons was of any value to her. So
we drifted until she could play some
hymns and a few simple pieces. She
will never be an outstanding pianist,
but she can play enough to bring
her much happiness and I am firmly
convinced that my efforts were worth
while.

My fifth case deals with parental
attitudes. Susy was a motherless
child, and the oldest in a large fam-
ily. Her father plainly informed me
that since he couldn’t hear the last
of it, he wag going to let Susy take

a few music lessons, but he didn
want any of that f.lﬁ.t‘?u stufl | mean.
ing classical music), he didn’t have
the money for it, and it was no ac
count any way. He just wanted her
to play hymns. Along with thes
unigque terms came the sympathy of
Susy’s classroom teacher who said
“She's the dumbest kid in the room,”
My first reaction was to flatly state
my opinion. but when 1 looked into
those beautiful, pleading. brown eves
of Susy's, | knew 1 couldn’t refuse
her. So with a used Beginners Book
and a battered hyvmnal we began, In
took only a few lessons to know thas
one of her talents was music, tha
she was not dumb but circumstanees
made her seem that way, We began
hymns with Jesus, Lover of My Soul
and worked upward into mare dif.
ficult keys, etc. When she moved to
another school, she could play al
most any hymn up to five flats or
four sharps. 1 gave her a number of
pieces of that “fancy stufl” becanse
I wanted her at least to be intro-
duced to the Masters of music. |
sincerely doubt that Susy will ever
again be permitted to study music
with a teacher. Her road of life will
at the best be a hard one. So if |
have contributed in the least to the
elevation of her soul, my task was
worth while.

Every music teacher counld ne
doubt give similar illustrations,
Many teachers have given up; others
like mysell have struggled on onil
some degree of results have been
accomplished. Some will ask why
we take such cases, Surely it i=alt
for money, becanse certainly the
brilliant child’s dollar is more de
sirable—or—is it? 1 am still wonder-
ing if the many, many average of
above average students ever gave me
the degree of satisfaction that 1 got
from the few “who could never learn
to play™—hbut did. “Ease s the lovely
effect of forgotten wil.” THE END

QUESTIONS AND ANSWERS

(Continued from Page 22)

be quite a divergence of opinion
abour this matter, so | am asking
you for vour opinion,

—Mrs. L.I.R., California

Because I myself have not done
any piano teaching for many vears,
I wrote to two of my friends for
information—Miss Neva Swanson of
Oberlin Conservatory of Music, and
Miss Gladys Parsons of Roosevelt
College School of Music, Both women
are expert in teaching small chil-
dren, and both agree that the essen-
tial thing is that the child should =it

fairly well back and that he should
feel comfortable and relaxed. They

also state that the chair should be
adjustable in height and that both
feet should rest on some sort of a
foolston]l or box until his legs are
long enough =0 that his fect touch
the floor.

Miss Swanson states that pedaling
is not as important at the beginning
as correct posture, relaxation, and
good hand position; but Miss Far-
HOM= Iikl"r o have Iu_-r ||u1|j]-l. usc 4
pedal box zome of the time even
though this may be feasible only a
lesson times. Both teachers agree
that the elbow and wrist should h_-'.‘
about level with the kevboard.—h. G-

THE END
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Can You Stack These

on Your Record Changer?
by Allen Benson

the names of twenty com-

[N AT i
H roed their talents to

P,.H: 'l'lll' fu

"F::;-pm‘! you want to listen to

ks of these composers in the
o lited, beginning with No. 1:
finsky-Korsakov.

20, David
19. Debussy
18, Verdi
17. Wagner
16. Bellini
15. Massenet

14. Bizet
13. Flotow
12, Ponchielli

11. Rossini
10, Tehaikovsky
9, Donizetti

B, Offenbach

T Mozart

0, Meverbeer

5. Puccini

4. Thomas

3. Delibes

2. Humperdinek

Can you regroup the titles so the

operas will follow each other in the |

sameé order as names of the COmm-
posers?
: i
If you can’t match at least ten
operas with their composers vour
record plaver must he gathering dost

a. Don Giovanni

bh. Lakme

. L'Africaine

d. Barber of Seville

e. La Ginconda

f. La Perle du
Brésil

g. Hiineel and
Goretel
Lucia di Lam-
TR LI S

i. Pelléas et Mél
i=anile

J+ Rienzi

m. Le Coq "Or

n. Eugen Onegin

o. Mignon

pe Martha

q. Carmen

r. Madame Butterfly
& Ermani

1. Rimskv-Kor- t. Contes d'Hoff-
akoy man
ANSWERS
Wmep iR g i g o
2 10 g iRy L ] |
0§ OEE 4 L f Bt R |
Hoop T CLp e cgr ct eI -3 02

RECORDER SPEEDS TEACHING

0 LOWER the mortality rate

imong music  sludents, one
whool has come up with a teaching
wihod which is now taking prece-
df'ﬂl'ﬁ over previous teaching tech-
miques, The Monarch Conserva-
kns of Music in Hammond.
1"*‘"“‘!1. has sd-:plrtl the electronic
!h"llr[l.frl

Fallowing the theory that rapid
#sgress in the study of music in-
fperes the student’s continuing in-
et Monarch Conservalories
®ommends the recorder as a
ﬂTl:w-sa;rr for music students and
:-II“I-‘ 1o the fact that no student
th whom Monarch instructors
kf"'" used this method has discon-
e mosic study,

i.m this new method a teacher
"’:1 EWe a student as much in ten
Misles, Monarch claims, as he
n:-: Previcusly have given in an
Mire lessop period. The reason:
:’Jﬂkﬁﬂr{ lime was previously
. Up with repetition designed

¢ the points of the Jesson

SUDE—juxp 1080

can

sink in. Under the new system, the

entire lesson is recorded, and the

student takes home the spool to
play on his own recorder at home
where he can relax and refresh his
memory concerning the lesson and
hiz own

Tue Exp

listen critically to

playing.

-

| COMPOSERS,

.. ST. LOUIS INSTITUTE of MUSIC x

John Philip Bloke, Jr.. President

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

Groduates Music Education Major program well qualified te teach all phases of

Musie in public schools. A cotalog will be sent on request.

Tnatitutional Member National Associafion of Schoals of Munic

T80] Bgnhomme Avenua

St Lowis 5§, Mimouri

CLASSIFIED ADS

HARMOXNY, Compo=ition, Orchestra-
tion, Musical Theory. Private or
Carrespondenca Instruction. Manu-
scripta revised and corrected. Music
Arrang Frank 8 Butler, 32-48 107
Ht.,, Coronn, N, T.

LEARN PIANG TUNING-—SImplifed,
authentls instruction §4,00—Liter-
atura free, Prof. Hoss, 464 Heecher
Bt.. Elmira, N. ¥,

AEW PIANDO MUTE LETE YOU
PRACTICE DAY OR ¥NIGHT WITH-
NDUT MSTURBING O°FTIERS, Muates
plane about 8679, Easlly attached or
detached without harming mechan-
Ism. State upright, grand, or apinet!
Hold only on money hack guaranbeds.
Hend £5.00 for mute and full '“"'1;'1"::&

tiong, Richard Mayo, Dept, 004,
Latona Bireet, Phila. 47, Pa.

WIHITH S0NGS: [tead ~“Songwrilers

Roviaw™ Magoazing, 1650—1 r!rl.'l:l.ﬂ--
wiy, New York 1%, 234 copy: $2.00
¥ enr.

SWING PIANO—HY MAIL—30 self-
o, 10 advanced
i, 11 modern plano
introductory offer

o Liw ore, artiets, desalers, 30
worth of musgic for 310 (samples).
{yver L |:|||'h!|i'=|.1:i|a1|s-l—-4'1|1h-c1l1| s
popular LD, Phil Breton FPublica
Ll i, Dox 1402, Omaha &, Nebr,,
17.5.A

HAUK MOPULAR SAEET MUSIO TO
i, Hallads, Haglime, everyihing.
Cutalog 104, Classics axchanged for

] 3 ‘e, E3161 High, Denver

Band - Orohestra -
eripts correcled
lication. Words

-‘-.rur

and prepared (or EI
snt to muslic-school song2. Send
manuseript  [or catimate, Prompt
pervice. Val's Arranging Studlo, 110
Weat 10th 3t Sarazota, Fla, i
LEAIRN PIANG TUNING AT HOME.
Course by Dr. Wm. Brald White,
world'® leading piano technjcian and
tepcher. Write Karl Bartenbach,
1001A Wells St.. Lafayette. Ind,
UL MUSIC WANTED:. Have you a
collection of old musie gathering
dust in your atiie or barn? Turn it
Into cash, Write to COeorge Goodwin,
Box 48, New York 18, N. ¥. i
VIOLINMAKERS — Amateurs— "ro-
fessionals, Fine fone Huropsan wood,
materials, sup e/, patterns, instruc-
tions, Tlustrat ratalog 10¢, refund-
rremior Vielin Supplies, Dept
130 8. Broadway, Los Angeles
allfarnka. Vi " i
L BALK. Hare records, Liste Col-
I lons bought, F. Hirschmann, 104
Dunenn Ave, Jersey Cliy, New Jersey.
THE SCIENTIFIC MUSIC TEACHER
Monthly—E£2.00 year. Hequest #
ple. Morong, Hox 21, Brooklyn 25,
New Yark.
ORCHESTHA STATIONERY —Busl-
ness cards, Adeards, Placards. Exclu-
sive two-color line, Samples. W. J. Kut-
srhach, P.0. Box &84, Pottetown, Pa.
ARMANGERS, CiN=
Uirrims: Stackpole’s Chord Chart,
ench melody note harmonized 1
ways, a2 renderings, with chord
namens. Stackpole's Music Shorthand,
gyslem of stenography for muosic, to
jot down an Idea quickly or when ont
of music paper, Both sent together for
21, postpaid. Order from: Paul Clare
Sinckpole, Arden Hall, 2110 West
venango, Philadelphin 49, Penna.
JOW TO TEACH POPULAR PIANO
(chord system}). Free lr1-['-:1'n‘||i|.l:!ul'lr
Stuart Studios, Box 442-C, Unlon, N, J.

TR SALE: One Robert Morton Ipa
rr‘p:!:n four =top unit, F1H00.00, Alzo
chimes, ete, Cozatt Organ Co, Dan-

ville, 1L

WANTED: Lady Flano Teacher in-

terested purchase parinership in
reputable musle school, Write Hox
33, oo ETUDE magasine, Bryn

AMawr, Penna.
THE ART OF SIGHT READNING. He-
come i good Slght Header and s
hetter musician. § legson coursa com-
plete in booklet form §3.00, Componi-
tlong corrected and Ink copies made.
Lyries set to Music. Danford Hall,
Composor-Arranger, 1914 W, Lunt
Ave, Chlcago, I

LET ME PRINT your original com-
positlons for you, Becure copyrighta
Attractive title pages, Heady Tor sale
whan du-lh’u-h--}l. Edythe DaWitt,

Paris, Texis,

OLD AND NEW VIDLINS, Collos,
Bowa,

A1

Repalring. Eaken,

Hupplles.
Ht,, Chambers-

k., Washington

Modern planoe introeduoc-
180 Modern Plano Runs

ﬁr-n;s £1.00,
f£1.00. Modulatlons (popular rhythm

siyled) $L.00. Piano Improvising (2
violumes) §2.60, Jaze bronks and end-
ings (3 volumes) $3.75. Effective Jazz
Bass $1.25. Money hack guarnnles
Hiuart Maosle Stodio, Box 442-0%,
Unlon, M. J.

21 Bieinway Grand, 6 -

4 u1:l.1.'("li by Biteinway &
y C. Holstad, 337 Oak
apolia 1, Minn,

MUSICIANS! Harmonization Chart
(3272 waya) 5100, Chord Chart £0.50.
2ild Modern Chords (Sth, 11th, 13th)
21060, Maodern Chord H:itml‘.l{i:lluhh
2.6, Traneposing Chart §1.00. Ma-
gieal Terms Dictlonary 5050, Com-
plete Modern Harmony Course (340
paiegpes, H82 exampler and exercises)
2600, Money hav{: guarantes, Htuart
Musie Studio, Box 442-0;, Unlon, N. J.
SPECIALIZED ARRANGING AND
oM . Plano, wvocal, band
fabm e, erl) aml orcheslra goor-
Ing. Melodies composed for lyries
Munusceripfs revised and correctoed.
Prompt service, Bteln Studlo, €02
East End Avenue, Lancaster, Penna

PLAY ACCORDMON, STUDENTS AND
TEACHERS of other Instruments
can easlly master the bass bhuttons,
“Ciufde to the Hassea™, with Indleator
and Tondex Slide, covers everything
necessary for s thorough knowledge
of the aceordlon bhasees and thelr
nees. Heading from accordion music
and plano music, Helutionghip of the
huttons, Fingering, Bullding other
chorls, Substitute choards, ete, Every-
thing you can possihly learn on the
bass hutlons of an socordion. Sent
PFOSTEALD for §Lo0, O¥ BROUGH-
T ."le. 2:;.'“ Que St 3. K., Washington
20, Iy, G,

WANTED T0 BUY—Full-line music
store In clty of 30000 to 100,000,
Write ETUDE, Box 32, Bryn Mawr,
Penna.

HAND MUVILIDIYG EXERCISES FOR
FIANISTS by Weldon Carter, which
If practies] about 20 minutes dally,
will have an almost unbelievable
heneficinl eMect. Teachers with litile
tUme for practice will be able not
only to Keep up thelr technie buot
actually improve it. The exeroises go
nt the weak points in the planist's
hand and almost at once achleve
noticaable results in the playing of
intermediate and advanced students
Hend £1.00 per copy to Weldon Carter,
Diregtor, Washington Musical Insti-
tute, 1730 Hixteenth 8Street, N.W.,
Washington, D.C. From July 18t to
Bepl. 15th Weldon Carter wﬁl taraath
In Mantucket, Magz, and orders for
copler may be sent to him there or to
Washington Musionl Institute,
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CONTACTS FOR ARTIST STUDENTS
(Continued from Page 13)

artist sometimes mentions that he
too must live, The student should
lose no sleep or shed no tear over
parting with such people. Were he
to appear at their beck and eall for
ten years, he would not receive a
cent for hiz efforts, To the very end
they would believe in the honor they
were conferring on him as being
above monetary consideration. The
sooner the parting from such people,
the better,

The amount of the fee to charge
for one's services is another indi-
vidual matter. Ten dollars should be
the lowest in most cases, but $5 has
often heen a starting fee for a few
selections, Where an elaborate pro-
gram is called for the fee will ac-
cordingly rise. The student with
financial backing can afford 1o be
more just to himself in assaying
what he should charge for his serv-
ices. Generally, because he can af-
ford to hold out for a larger sum,
he will be getting from §20 10 $50
an appearance, long before the less
fortunate student would even dare
o dream of asking such fees. Bul
regardless of how independent the
siudent feels he can afford to be, he
should never overcharge; never sel
up as an ideal the idea of taking in
“ull that the traffic will bear.” The
backbone of artistic growth is in-
tegrity of character, and that im-
plies honesty to self and to thoese
one serves., Honesty to sell implies
evaluating one's ability in the Tight
of growing experiences; honesty to
those one serves implies seiling a
fee that takes into consideration this
ability and the economie conditions
of the time, Balancing between these
two factors, the student establishes
his price range according to length
of program, to the purpose of the
concert, and as to whether he is
soloisl or anccompanist,

The progress and achievement of
the advancing student may be con-
siderably [urthered by the friends
he makes among those interested in
music, Consider the story of Pade-
rewski's life as revealed in “The
Paderewski Memoirs,” for an exam-
ple of the help to artistic growth
that abiding friendships bring. When
Paderewski first came to Warsaw 1o
study at the Conservatory, he needed
a good piano for ]lrat'tii!l':‘ Pur poses,
Hi= father took him to Kerntopf, a
well-known piano manufacturer, The
eldest son Edward Kerntopl came in
while Paderewski was trying oul
varions pianos. Paderewski's father
was about to purchase a piano when
voung Kerntopf =aid. “Nonsense, you
don’t want to buy a piano; it would
be worthless after a year. | will give
him a piano to practice on and for
nothing.” And until his death, Ed-
ward Kerntopf took a deep interest
in Paderewski's struggles, He imme-
diately showed this interest on dis-
covering that the boy's father was

04

in search of living quarters for his
talented son. “Oh, let him live here
with our family,” he said. *We are
already ten children in the family,
One more will make no difference,
or you can pay a trifle to my mother
just for the food if von wish, because
we are not rich. Leave your boy here
and then he will have a piano too.
He can practice on any piano—there
are plenty here. It will cost us noth-
ing. and it will not cost you anything
either.”

Paderewski lived with the Kern-
topf family for several years, and
Edward took him to all the concerts.
When teachers prophesied thar Pa-
derewski eould never become o pian-
ist, Edward simply laughed at them.
He had abeolute faith in Paderewski,
and the great pianist pays tribute
to thiz staunch support in these
words; “From the beginning he was
interested in my advancement, He
was always trying to educate me—
he was my protector and helped me
in every way. Without his friendship
and interest, that first vear at the
Conservatory might have been quite
different—it would have been much
harder . . . he guided me at & crucial
moment when 1 was alone and per-
fectly helpless, and could not find
even a possibility of helping myself.”

When Paderewski went te Berlin
to study composition under Friedrich
Kiel, he had the good fortune of
finding living quarters with a family
by the name of Ronde, whoe took the

same care and interest in him as the
Kerntopf family in Warsaw. In Ber-
lin, Paderewski made the acquaint-
ance of Mr. Hugo Bock, the pub-
lisher, through an introduction by
Moritz Moszkowski, a very well-
known musician. Throagh this in-
troduction, Paderewski was ahle to
get his early compositions published.
Furthermore. in Mr. Bock’s house,
he had the epportunity of meeting
many distinguished artists, chiefly
musicians, and there he met all the
musical celebrities who were living
in Berlin or passing through the
German capital. In this way he came
to kiow Anton Rubinstein who told
him he bad an inborn technique for
the piano. In the face of all whe had
told him he was not built to be
concert pianist, this was a revela-
tion. It changed hiz world com-
pletely, as he had made up his mind
to devote himself to composition.

Such friendships are a priceless
boun to the ambitious student. No
one can prediet how they will arise.
They often occur accidently.

Sometimes pride impels a student
to shun the hand of friendship
through a feeling that accepting
help from anvone is not right, for
it is not really getting ahead accord-
ing w merit. Nothing could be fur-
ther from the truth. When someone
becomes interested in a  planist’s
career, il is an acknowledgment of
his= belief in the merits and talent
of that person. When Paderewski
saw how people were becoming in-
terested in him, it made him work
all the harder 1o justify their faith
in him.

“There’s nothing like a metronome to help you keep perfect time.”

— = =

A student with a strong sense of
responsibility will never abuse the
hand of friendship, and need never
hesitate on that score [rom sccepting
help from those in a position to fur.
ther his career.

Finally. when he feels the time s
ripe, the young pianist places him.
selfl under a.concert manager. It js
the responsibility of the concen
manager o supervise the business
side of formal recitels, 1o plan tours,
to get bookings in all sections of
the country, to atiract aodiences
through publicity and free passes,
Many a New York début recital has
a large audience due to the great
number of free tickets and reduced
rate coupons issued by the manag.
ing office.

The kind of manager a pianist
comes under playvs a tremendously
important part in shaping his career
0= a concert ul‘l]nl. I.Imir'r the wrong
guidance, greal damage can be done
to such a career. A concert manager
who operates on a strietly business
level of contracts and cash transae-
tions, with practically no interest at
all in the aspirations and ideals of
his artists, is limited in the good
he can do. One who i= vitally inter-
ested in such matters will, as a rule,
prove of greater belp to the pianist
whoe is beginning his climb towards
recognition in the world of muosie.

The voung pianist should net louk
upon a New York debut as the end
all of his sirivings, but as one of the
aeps along the road of musical ma-
turity. to be taken only, and if, he
= ripe enough for . A coneert
career i= bul one of the avenues
through which a hnely trained pian-
ist can serve his fellowmen, One
may be very fne. indeed, and wet
lack a certain intangible factor in
his personality—a certain magnetism
—that one feels, bot can’t describe,
in a fArst class artist. Paderewski
took a long time getting to the top,
and it took more than one concert
to get him there. He had his shame
of adverse criticism before world
recognition fell to him. The wise stu-
dent will bide his time, allowing his
talent to slowly ripen; he will look
forward to a series of eoneerts under
a good manager, knowing that his
chances of ultimate standing among
the s=tars of the musical world &
about fifty-fifty: he will, at the same
time, be exploring possible other
avenoes of utilizing his musical gifts
for the benefit of those among whom
he lives. A New York début should
be but one of the goals in view, not
the end-all.

The student who keeps in mind all
the possible uses to which his talent
may be put. will generally go fur-
ther than another who holds rigidly
te one, and only one goal, despite
all that experience and wisdom may
show as to the inadvisability of doing
#0, Life should be a constant Teach-
ing out toward goals that change
according to one’s experiences and
the growth of wisdom.

THE END
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+ PUBLIC SCHOOL ORCHESTRAS AND BANDS
Glenn H. Woods

This ook oflers many practical suggestions such as: the impor
tance, preparation, and organization of instrumental instruction,
uning, sating plans, and making a conductor’s par.. A helpiul
yolome lor all err interested in mstrumental music in the field

ol education.

43740072 $2.00

+ THE VIOLIN: ITS FAMOUS MAKERS AND PLAYERS
Paul Stoeving

An excellent lirtle volume which discusses all phases of the vialing
arigin, outstanding artisis, methods, makers, and the dey elapment
of the violin art

43740077 $ .75

* PREPARATION AND PRESENTATION
OF THE OPERETTA

Frank A  Beoch

In this book the author has presented clearly stated solutions (o
the probilems of the production of operettas by amateur groups,
He discusses stage |r-:]'|u|'¢ in regard to the music and action with a
view 1o reproducing the work as the composer had conceived it

4374000 $2.00

+* THE WELL-TEMPERED ACCOMPANIST
Coenrood V. Bos os fold to Ashley Pettis

Fascinating reminiscences by one of the leading accompanists
ind voice coaches of our time which present a memorable pic-
tare of the people and life of the “Golden Age” of song. This
book should make easy vet rewarding reading, especially for the
vocal student. ’

417-41000 $2.50

* TOUNG FOLKS’ PICTURE HISTORY OF MUSIC
Jomes F. Cooke
A ‘.kt" presentation of the history of music written in language
tily undersinod by a young student. IHlustrations ol composers,
mitruments, etc, which accompany the book, are to be cut out

ind pasted in their proper place. A proud possession when com-
pleted, and musical knowledge obtained in the process

07-40017 $1.50

* GREAT PIANISTS ON PIANO PLAYING

James F, Cooke

An unusal compilation of talks on the art of pianoforte play-
Y tome of the greatest masters of this instrument. Here is
OMmation, practical advice, and inspiration for all piamists.

740034 $3.00
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MASTERS OF THE SYMPHONY

Percy Goetlschius

A discussion of the evolution of the symphony and the masters
and their works,

437 -40014

MUSICAL INSTRUMENTS
Edgor 5. Kelley L]
Descriptions and discussion of development of various classes of
Instruments.
437-40062

FROM SONG TO SYMPHONY
Daniel G, Mason

This excellent and enjoyable book of music aims toward fuller
appredation, recognition of musical masterpieces and an under-
standing of their significance.

437-4002% . 52,00

TALKS ABOUT BEETHOVEN'S SYMPHONIES
Theodore Thomas and Frederick Stock

Two famous conductors have analyred the nine symphonies in
untechnical language and illustrated the essays with helpful
diagrams. Clear and authoritative analyses ol the themes and
structure of the symphonies, lucid expositions of their relation o
each other, and a logical account of Beethoven's own artistic de-
velopment as revealed in them are all part of this excellent
study.,

$2.50

$1.50

437 -40040

PIANO PLAYING WITH
PIANO QUESTIONS ANSWERED
Josef Hofmann
A helpiul discussion of the problemas and technique of piano
ipl.-ning and answers to many of the questions asked by all
pianists.
417-40020

MUSICAL TRAVELOGUES
Jomes F., Cooke

The picturesque, as well as the practical phases of the romantic
music centers of the 0ld World probably never have been pre-
sented in more captivating, popular form than in this volume.
Vast musical knowledge, extensive travel, and a pleasant style
of writing make Dr. Cooke's personally conducted tour to the
most interesting musical spots of the world delightful reading.

$3.00

$2.50

$2.00

Send orders to Dept. ES-6-52

THEODORE PRESSER CO.

BRYN MAWR, PENNSYLVANIA
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~THE WORLD'S MOST UNUSUAL UNIVERSITY”

Mo school has higher academic standards.
No school has exactly the same emphasis.
No school has quite the same combination of

evangelism and culture.

GRADUATES—WHETHER 'IN FULL-TIME CHRISTIAN SERVICE
OR IN BUSINESS OR THE PROFESSIONS, WHETHER IN AMERICA
OR ON THE MISSION FIELDS AROUND THE WORLD — ARE PROVING DAILY

THAT THE EMPHASIS AND TRAINING OF BOB JONES UNIVERSITY
PREPARE ITS STUDENTS TO MEET SUCCESSFULLY THE EMERGENCIES OF LIFE.

BOB JONES UN'VERSITY GREENVILLE, SOUTH CAROLINA

MUSIC, SPEECH, AMD ART
WITHOUT ADDITIOMAL COST
ABOVE REGULAR ACADEMIC TUITION

ACADEMY AND JUNIOR HIGH SCHOOL 1M COMNECTION
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