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FOR TEACHERS, PROFESSIONALS OR RECREATIONAL PURPOSES . . .

this service offered by The Theodore Presser Co. is another step forward in helping our
customers make the right choice, These selections are from a distinguished group of com-
posers and alflhnrs and have been carefully chosen by our Music Editors. When ordering . ..
be sure {o write catalog number to facilitate prompt—correct delivery. ‘
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PIANO SOLOS 312-40033 How Lovely Is Thy Dwelling

Grad
133_31105[; | Place ... i Brahms Op. 45
NS draie n the .ﬂ:uh.:nmn,, . .John Verrall $§ .30 Organ accompaniment by R.

069 Now It's Time to Run and Play Donald Curry . . ot st
P Margaret Wigham .30 SATB—A Solo

. 332-40066 lord, Thy Word Abideth
130-41067 Corporal Lollipop. .Elliot Grifis .30 g FR'-'J” EI :""'ﬂ”?‘?"
Grade 2% Secular SSA A cappella
130-41068 Merrily Over the Waves We Go 332-40014 Song for Mary
RN Margaret Wigham .30 — Wesley M. Harris
130-41065 Waterfall .. ... . Olive Dungan .40 312-40048 Thou'rt Like a Lovely Flower
Grade 5 Edward Strubel
130-41036 Manhattan Barcarolle rcid
Clifford Shaw .30 332-40060 The Bargain

Grade 6 Gladys Blakely Bush
110-40148 Impressions . . .Efrem Zimbalist 1.50 VOCAL

Medium Voice, A minor, di to Fora
121-40018 Come, My Love (Amami)
Walter Golde

BOOKS

430-41 GGE Fifteen Descriptive Miniatures for
Phrasing and Style, Op. 105
William Scher
437-41002 The Sacred Oratorio
The American Academy of

TWO PIANO, FOUR HANDS

Grade 5
130-41066 Third Street Rhumba
Clifford Shaw 75

BAND
Two Pieces for Band
Slow March from “Scipio"
Handel-Leidzén
Song of the Volga Boatman

Glazounov-5Strass Teactirs of Singing - .
”ﬁgg:}; Standard (Full) Band .. ... .. 3 f 1.75 ‘ B
SymphonicBand ........... 2.50
Coeckbriad Sanee . a ot :50 Prices subject to change without notice
O Pane s v e .30
EHoNAL A}

Sacred SATB and Organ

332-40070 Benedictus Es Domine (Blessed
Art Thou)
H. Alexander Matthews .16

THEODORE PRESSER coO.

$ .22

A2

A2

10

16

.50

gD

1.00
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and MElI}IIIll

+..when you play their records on the
NEW ZENITH COBRA-MATIC
with PITCH and TEMPO CONTRO L!

HErES WhY -

Unless a phonograp vh record 15 'll'l.r.n.| exactly at the '~|‘1!'|._\.I it
was recarded, it will be "off” not only in pitch and | tempo but
also in timbre, the individual qualicy and “tone color” chat
gives great voices and masterfully played instruments their
full, breathraking beaury!

It's a lirtle known fact, but all record players (including
Zenith's prior 1o the Cobra-Maric) vary in turntable speed ar
time of manufacture and get worse as they grow older. A differ-
ence of only 1 R.P.M (Revolution Per Minure) will make an
LP (Long Playing 3314) record sound sharp or flat by more

than a quarter tone! And two brand new phonographs may

differ by almast a full half-rone in pirch!

orid’s Greatest TV=

Cobro-Matic Record Player and Black Magic TV make Zenith the W

Only the NEW ZENITH COBRA-MATIC—of alf automartic Radic-Phonagraph Combination! llustrated—the New Zenith® “Hawthorne.” with 165
; q. in. 2-in- wlir and recrangular) Reflection-Proof Screen; Lo lag \[4: &
reC slayers —enables y slay rec at the exact speed i e JEERCRE AT R ¥ 95
ord players enables you to play ords eXact Speed e ot h0d Watlo. Feriod éablée, lnrarious Mahogany vess 5‘9

to give 51_-1‘:';_-1_'[ pitch, tempa and timbre, It plays not only the
three standard speeds (3315, 45 and T8 R.P.M.) and the coming

also ALL intermediare speeds—

Don# Blome Vour Records Until bov
Hove Tested Vour Phonograph

Make This Simple Test in Your Own Home!

new 'ilu.'vd af 16 k.P.M., but
thousands of them — between 10 and 85! Now, even your cher-
ished old rime Gold Seals, Columbias, Victors, Brunswicks, that
were recorded ar different .\i~|.--_-n|x_ can be }-I.n}.u| with |-L'1't'ur

pitch, tempo and rimbre that give them new tonal quality!

perpe B34 To demonstrate fo yowriel] how
The much yowr own phonograph—re-
Mauzsic Lover’s gardless of make—is “off [‘I[l’..li and
i speed, just see your Zenith dealer.

D]"&Iﬂf : He will lpan vou o ithout charge a
stroboscope (a simple -}w-.i-n'u;.n-

uring device) which you set on your
phonograph turntable ]T I.J--II eell
you if your speed (and therefore
your pitch) is too high or too low
and by how much

-
J ®jacloder Federal Excite Taos. Prkca sebject 13
change withow! solice

woms snse RADIO
and TELEVISION

Another greal “ZENITH FIRST"—
obtainoble ONLY IN ZENITH

Zenith Radie Corporation * Chicogo 3%, Wingis * Over 30 Yeors of “Know-Mow" in Radionics™ Exclusively * Also Mokers of Fine Hearing Aids
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HESS uses the Steinway exclusively, as
does virtually every famous artist of
today: Graffman, Levant, Milstein,
Movaes, Toscanini, Tureck, Vronsky &
Babin, Laszlo, and many mora.

Founded 1881 by THEODORG Mg
By

FIRST NAME IN PIAND METHODS!

MICHAEL

AUTHORS IN THIS ISSUE . . .

ANDOR FOLDES (“Ir's All Done with Muscles,” p. 15), was
born in Hungary, of a musical-professional family, He began the
PUBLISHED MONTHLY BY THEODORE PRESSER CO., PHILADELPH4 Pi study of piano at four, and gave his hrst public recital at seven,
: He continued his studies in Hungary with Dohnanyi and Bartok,
came Lo the United States in 1939 and played his first rec ital here
in that year. Since then he has toured widely as a solo recitalist,

the music magazine

AARON

Editorial and Advertising Offices, Bryn Mowr, Pa,

PIANO COURSE —
JOHN BRIGGS, Editor and has appeared with the leading orchestras of this country, He
2 . has also given four European tours since 1945, His book, “Keys
The course that combines student ond leocher appeol. Devised fo | Darathy F. Garrelson, Managing Editor Charles J. Reed, der I i -Fl,h 1" h‘ i d in six ¢ o Mir. Fold %
sustain stedents’ interest and enthusioim. Smooth step-by-slep odvance- J. Clees McKray, Music Editor LArerss Lo the I.f'!.!' u:':rlr_ as appeared in SIx countries, r. I'oldes 15
ment, combining the elements of plano technic with melody. MHarald Berkley Maurkes Il1|mr-|ri-|r Elizalisth A. Gosl Guy M now a U, 5. citizen.
Ip.l]‘h,uhﬂ Aaron P'.ﬁ.NQ‘ PRIMER — Development of rhythmic pat- Kurl W, Golwrkens  Aletander MeCardy  Wilirid Pelletier  William lrh:,,,"l
':1”“ through "“’rdﬂﬂPF"ﬂB — Easy-to-understand diograms — Attroctive lemes Francis Caske. Ediver Enveriti ELISABETH SCHUMANN r’SImmx: " H”r'r_rp“"__.! Master
rhymes ond melodies plus lorge Motes, Wlestrations . &0 oy : tati i ; .
GRADE ONE ‘ ] Lesson, p. 26), is authoritative as an mterpreter of Strauss’ songs,
— In the very frst lesson the student aclwally begins to | ' : = : :
— having toured Europe and America in recital with the composer

play. Simple, Direci, Modern Approach je a ol ; i i
d lid foundation in an . - . -
o at the piano. Mme, Schumann. a native of Merseburg, Germany.

playing
ERA_DI:‘ T™WO — El.hr Arrangements of Clossicn — Original Meladic VGJ 59 No. 2 C U h T I": N 'I‘ H FEEHU*RY made J:m_r ll[n'r.'lllr_‘ debut in H"mhurgl sang '“?F season al the
5:::::"" — Pedol Studies — Music Construction — Miner and Chromatic 1%l Metropolitan and was for twenty years a shining light of the
: PR NS I ; 1.00 Vienna State Opera. An outspoken opponent of Nazism, she left
GRADE THREE — Orig; iplive Pi ek * . MES i ook e A
in hasping with Whird qi*:i'"m g:_"i';':l"['l :'“'" "‘;""" sound difficull™ bul FPREATURES . Austria when the Nazis came in. Mme. Schumann now divides
i L i U . &L ¥ " 5 2 .s i
GRADE FOUR — Forms of 1:“1,,;.-,,.", o 5“:3;' ,':':ﬂ'"'i‘ g e : :,m THOUGHTS AT 70....0uvue.. | il K Bk 3 her time between her apartment in New York City and her son’s
P o - Ul -1 —— d i i k . P T W : .
e DO SO el GO R Chadie p ot Sy Forn MUSIC TEACHING AS A PROFESSION. ............ . Sig;and Speth | home in England.
Recital Maleriol ot i | 500 JEANIE WAS A LUCKY GIRL. .. cic0ccsusessnsinis Murian M |
M ’ THE ORIGIN OF THE FUGUE. .. ... il <448 i (3hed . = _— e ”»
1] if':ﬂ:_'“':ﬁruﬂmﬁDULT PIANO COURSE — The odult approach IT'S ALL DONE WITH ﬁ:ll'-*ill-'l_lfqll =, SiRe BEnany e ke N W REINALD WERRENRATH ("Singing Can Be ‘H”“MP' ¥ 16),
i P . e . . ] DLLER: s s s a s sidn i i . - e | . g F
material in Iu.giL:IPI:::p ‘::‘i:’t :::::: ty. through basic principles to melodic SINGING CAN BE SIMPLE .R-i”.l; .:w o is one of America’s outstanding recitalists. Both his parents were
L it . DIMELE: s s s ssss 33 548 S gty T - ¥ & - - "
1.00 |  THAT INEVITABLE SYMPHONY DEFICIT....... .....J [} :’.ﬂﬂ :: singers; his father, Charles Werrenrath, was a famous oratorio
MICHAEL AARON PIANO TECHNIC REBUILDING A FAMOUS VIOLIN. ......ivavvavivania, gk % tenor and a close friend of Gounod. Reinald Werrenrath was
Er;;‘_ﬂ:: IGDK:.._.I_;I___ e A A oSt g E born in Brooklyn, and studied with his father, Carl Dufft, Frank
[ — I o Fal . & " u . E w
sechaic. Dailonad 1:';:'“. rh.:u::;e:?':-:? :":' 'I"-';h' 'Erfﬂdl:' problems of DEPFPARTMENTS King Clark, Dr. Arthur Mees and Percy Rector Stephens, He sang
J i n wres i . x " B
contral ol lone ond louch. E e n. i MUSTCAL MISCELLANY .....00ceinvonns Nicolas Slomimaky 4 one season at the .‘min‘trﬂl“"l'hﬂl- but for the most part made his
MILLS MUSIC, INC e oo LAY 112t Mol Sty 4 (el ocial, He s now teaching in New York City.
5 S ' & | N (. CORRECT BREATHING FOR SINGERS.........Johs Fisley Williassss 13 '
CHEATING A STRING ORCHEST o : i o - "
Chicaga 4 1819 Broadway, New York 19, N. Y. los Angeles 14 WHAT THEY DIDN'T TRAGH YOU I SCHOOL. ... e HORACE JONES (“Creating a String Orchestra.” p. 19), was
A S O T g = ADVENTURES OF A PIANO TEACHER. . Pt e, ,-“H;m . born in Wales and brought up in New England. His parents sct- Hupatawhits
e ¥ Gt S R s VIOLINIST'S FORUM .............. S G i tled in Bridgeport, Connecticut, when he was very young. Mr. in mahagan
- § i iy sransannssss s orold Berkley & IO . : - ek g i
g I‘lTr?Hilllf:htle ::‘;-H-"Em =A Master Lesson. .......... Elissbeth Schumenn % Jones studied violin as a boy with Isidore Troostwyck of Yale
. ; ' MUSIC LOY r"n;:[:fq‘:;r';;-i|'ti-]_}- ............................... u University, then with Paul Stoeving in New York., On Stoeving's
3 Iuno ORGAN Q1 iR L RS A Thomas Fanlhner 5 recommendation. Mr. Jones entered the Roval Academy of Music
oL o e Lok Bty i e R Frederick Phillips 5! in London. where he graduated with highest honors, Later he i I i g i
£ UNEOR BIUBR 03200 tcwinss e onvssoneabinisp s Eicabash 4 Coa 34 4 When you invest in anything as important as
5 | S : o % studied in E . Wi Cesar T TN frods i
. ...' . _':FM;::-;:': ;:[.',‘ ANSW |_!|:5_ Ve A o vens Karl W, Cobebens 3 tudied in 1".1.Irupl with César Thomson =Il1¢.| "'H.ilr" Br IiL]\}.. He @ piano, you naturally want an instrumant that
_,Il.ll us send you free this new folder . . . ACHER'S ROUNDTABLE . ......co0vvvvnnss U By oot has played many concerts, both here and in Europe, and since will net your family the richest dividends. The
: : 098 he has bee y - slriniie de . . ioli ; 3
in which s Tesnatis chiblcars .w 1928 he has been head of the string de partment, professor of violin great advantage of buying a piano with the famous
S ss MUSIC and conductor of orchestras at the University of Colorado. Steinway name is that it combines pure beauty of
- - . i3
.hjllpI You answer qu“ﬁgn, many p < ontemporary Compositions tone with matchless durability. So magnificently
Anzonetia. . - - - . - s 1 1 z
. R e e " 1] : r t co ] ths i 140
4 parents ask about l.'l'ﬂrﬂn. music _';-_lnrtlm-r.‘ .................................... l.i:n:::: Iﬁ::ﬁ - THIS MONTH'S COVER ;:J:Jr r::LTr:itEE:r'lf}h::ru\:IE::::::::?: jc::: e
ambourin, . .. ... = @ s b
. BN £ . T R 1 misade s teereanaes cerencsssnnessjonn PAlppe Ramms ¥
lessons. Rignaden ;. oo ppe Rem A LT . ; ;
i BN 1 o 3 ‘liﬁ::ln.":: La ettt bt tanan e aeiaa Purcell.Beer 11 The ballet “Coppelia™ was the inspiration from which Artist True, the initial cost of the Steinway may be
¥ - e 25 OF Do om0 v e as o g g e gy L. van Besthores i Joseph Connolly got the idea for this month’s ETUDE cover. A higher but, judged by value, it is actually the most
A G e s e s Eﬁ“.:l:':m ;: native Philadelphian, Mr. Connolly studied in art schools there, economical of pianos ! Consider, also, these factors:
’:_’;"" e e T L 2 e TR e n:w‘:: 5 then went to Paris to complete his training. As may be imagined, A L=l £ e 42
- Theme from “The Magie Flute™, ., .. . . - Erer d hiz hobbies include going t # Only the Swinwoy hos the potented Accelerated
F;']El::: t“.l(;!?.ar cgh::]}:; plano will find Un the Mountain {Dhuet) YA S R A I 3 v lh“ hullt‘t- | R ———
IiC In rour ild's Development" frrasresacnenssssss o Surak Lowise Moienharer 3
A pfl'ﬂ{,‘tjl:ﬂl and useful aid in di‘f’.‘u.ming Instrumental and Vocal v provai Riinena & Only W Selawuy hes My -puleind Diaphrag-
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‘I & Powy Ride. ... 3 we must llt"-'t‘lllil a new school of American compaosers, :"m. I;“ ~ 'ﬂ:?t radls and television statisns.
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level of piono study for pionistic
dovelopment carefully covered.

@ Moy accompany any first book. .75
P 7he BERNICE FROST
PIANO COURSE INCLUDES

BEGINNING AT THE PIANO ., . ,.......
AT THE PLAND,

BERNICE FROSTS
Companion Setics |
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NEW CATALOG M-51
e S e Sy Roachar:
Semdl ﬂ:}f’ .Pn:;:rr capg S

BOSTON MUSIC COMPANY

118 BDYLITON STREETY BOSTON 14, MASE

MUSICAL

By NICOLAS SLONIMSKY

\l iR, the pioneer of French
light opera. had a psycho-
logical aversion to his own
music, and rarely attended per-
formances of his own operas.
His idol was Rossini. One eve-
ning, he went to the Opera to
hear “William Tell.” Relaxing
in his seat, he waited for the
low E of the l"!'nl!-h. with which
rll[‘ overturs frl‘;_!jhh. .I-h!' Cion-
ductor gave the sign, but in-
stead of the expected E, the
orchestra struck a crashing
diminished seventh  chord,
which Auber, to his horror,
recognized as the introduction
to his own opera, “La Muette
de Portici.”
he was 87 at the time—he
jumped from his seat and fed
the theatre. It seems 1h;|t Iu'-
cause of the illness of one of
the prineipal singers, the per.
formanee of *William Tell” had
been cancelled, and Auber’s

Despite his age—

own opera was pul on instead.

Straussiana: Richard
Strauss told this story of his
first ﬂllr‘1|'|]lT al |'||r|1|1lwiti|p|1 On
Christmas day in 1870, the
children sang a three-part Noel.
Little Richard listened and then
suddenly =aid “Mother, 1 can
write music like this, too.” And
he did! . . His first symphonic
work was performed when he
was only 15. When he appeared
on the podium to acknowledge
applause, somebody asked:
“What has the }1”1_.' to do with
the |1'm| e?” “Nothing,” was the
reply, “except that he composed
the thing."

In a letter wrilten in May
1885, Hans von Biilow dubbed
Strauss “Richard the Second.”
Yet, Strauss, in his vouth, vio-
lently criticized Wagner. He
wrote to the composer Thuille
after hearing “Hu-i,frmi for

the first time: “It was abomin.

ahle. The hideous I1i_h;g||,|r,-;_‘.

would melt rocks into omeleites

My ears buzzed from these aly.

tions of harmonies, . " Bot in

later yea.s, Strauss became i
of the most ardent Wagnerie
When asked what mosic |
would take with him if he wer
marooned on a desert island, |
named “Tristan and [eold "
along with Bach's “WellTe
pered Clavichord,” and Besth
ven's string quartets.

Stroauss  briefly  visiwl
France between the two wars. A
the French border he had som
diflir'ull:i with his visa, and ;
superior officer was called
straighten it out. He looked &
the name in Ihu* passport, saluts
and exclaimed: “Monsien
Strauss de Vi ienne ! ! Le Roi de
Valse! Passez!™ Mindfol of his
troublesome visa, Strauss &
nol disabuse the Frenchman i
his mistaken identity for i
long-dead King of the Waltz.

In his early years, Straes
was the target of so much v
peration from the press that ¢
sizable Sehimpflexicon i
tionary of cusswords) could b
made frnm t]‘lr quni.'l[irarl‘. The
astute l’hiljp Hale damned
“Don Juan" at its first Amer
can performance in 1891. D
Juan was more direct in b
methods,” he wrote. “Accord
ing to Strauss, he was verbes,
and a good deal of a bore
When he made love, he bes
upon a triangle, and when b
was dyspeptic, he confided b
woes to instruments that moans
in sympathy.” But 11 yeo
later, Hale called the work ©
daring. brilliant compositot
one that ;rain!ﬂ the hero &
might a master's brush on €2
vas,” and rhapsodized: ” "
expressive the Ihl_‘mﬂ What
Fh"l‘d ing Pﬂ“llln ™ Music eritics
even the great anes, modity
their response o u't{:lmll”
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Hichard Sirnuss
. rocks into ameleties
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\ MUSICIAN'S imagination of
ten makes him hear what
hie wants to hear in music. The
fullowing two stories are related
about Meyerbeer, Dissatisfied
with the tone of the B-flat clari-
et in one of his overtures, he
asked the player to change the
instrument to the A clarinet.
The player went through the
motions of picking up the A
clarinet, but at the last moment,
when Meyerbeer was nol look-
ing, he took up the B-flat clari-
net again, “Listen, gi'rl[le'uu't'l.“
said Meyerbeer to the orches.
tra. “How muoch richer does the
A\ clarinet sound in this solo!”
In another passage, Meyerheer
desired to obtain a vanishing
pianissimo in the kettledrums.
‘Softer, softer!” he admon-
ished. The drummer tried again
aml again, but Meverbeer was
not satisfied. Finally, he stopped
playing altogether, and jusi
moved the sticks in the air
without actually touching the
drumhead. “Fine!”™ exclaimed
Meyverbeer. *This is the pianis.
simo | want.” Richard Strauss
rationalized the uselulness of
inaudible playing. In his jocu-
lar “Ten Commandments™ for
conductors |yi1|=|.l.*_-i11'11 in his last
collection of essavs in 1944, he
says: “H you ecan hear the
brass at all, they are already
plaving too loud.”

When an opera tenor ap-
peared for a curtain call, some-
one in the audience hissed. “It
must be the colonel with whom
| quarrelled the other day.”
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B F. E. Auber
He fled lis own opera

saild the tenor to a friend. Al
his next appearance, the hissing
“YNour colonel
must have brought his whole
remarked the

WaS CVEN WS,

res ||||| ol along,”
tenor's friend.

()l.ll-l'h-‘lllu\]ill music lovers
who complain about the
lack of melody and the over

abundance of dissonance in mod-
ern music, will find philosophi-
cal comfort in the fact that even
in the placid nineteenth  cen-
tury, people also found their
music discordant. “The Musical
Times" of London published in
its issue of Januvary 1, 1895, a
glossary of musical terms “hy
a discontented musician,” in
which the following definitions
are given; Music: A succes-
sion of more or less discordam
sounds: the more discordant
the sound, the better the music.
MeLoDY : an obsolete term. Ihs-
coin:  See Muysic. CounTtER
roistT: Two or more themes
{HII'IIEIII_L made o g0 h:lgr‘I"ll‘i
whether they desire it or nol
{ Two barrel-organs playing dif-
ferent wnes in the same sireel
are a good example of counter-
point. )] Key Sieyature: The
number of flats or sharps placed
at the beginning of a piece Lo
indicate the only key not used
in the piecce.

Amusingly enough, ther
really exists a nineteenth-cen-
tury composition, in which the
key signature seems to “indi-
cate the only key not used in
the piece.” It is Brahms® Inter-
mezzo No. 4, Op, 76, which has
two flats in the key signature.
But the B-flat Major triad is
nowhere visible until the last
two bars of the piece,

g
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Wherever there ts music at its best
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More and more symphony
archestros are choosing the
Boldwin os their official

piono. Yes, wheraver thare

1 will find the Baldwin.

In their own words, countlass

conductors ond soloists have

expressed thair own reasons for choosing the Baldwin planos
You, toa, will be thrilled by the response, the strangth,

the purity of tone found in the magnificent Baldwin,

Consult yoor classified telephone diractory for the nome

ord oddram of your Boldwin representotive —or write

Tha Baldwin Piano Company, Dept. ET-2, Cincinnati 2, Dhio

Baldwin

THE BALDWIN FAND COMPANY, CINCINMATI 2, OHID

Boldwin also buikds the exquisite Acrosonic Spinst, Homilton

Verficals and Gronds, ond Baldwin Electronic Organs.




BOSTON
UNIVERSITY

C:: f ége nf mu sic

Dean Warren 5. Freeman
Couries In all branches of munic
ond muic edecotion, Freparatory,
undergroducte ond graduate rhedy.
Eminant foculty Includes:
® Richard Burgin
® Arthar Fiedler
® Froncihy Findlay
® Helnrich Gebherd
® Karl Gelringer
® Rolond Hayes
® Erpevt Hutchesan
® Carl Lamisn
® Albert Spolding
® Stradiverivs Quartet
® Jomes B, Houghten
® H. Awguitine Smith
Music Education Warkihop—
Opere Werkshop
=—Figao Warkibop

Year-round study avellable fhrough twalve
weal wWwmmer progrom

For information, cataloges, Hustrated
folder, write
Denald L. Oliver, Director of Admisslons

BOSTON UNIVERSITY
Reom 115—T705 Commonwealth Avedue
Boston 15, Massochusetts

Deu/

UNIVERSITY
CHICAGO

THE SCHOOL OF
Music
Offers accredited courses in
Pmn?, Voice, Violin, Organ,
Public School Music, Theory,
and Orchestral Instruments.
Confers degrees of B.M., A.B.,
and M.M.
Distinguished Faculty

Address Registrar jor Bulletin
DePAUL UNIVERSITY
SCHOOL OF MUSIC

Room 401, 64 East Lake Street
Chicago 1, Illinois

T —— e e

BALDWIN-WALLACE
CONSERVATORY OF MUSIC
BEREA, OHID (suburb of Chvsiund)

Amllated with o frst class Libersl Arts
Colbege, Fowr and Ave year courees leading
te degrees. Focuhy of Arist Teachers, somd
for catalogue or [nfecmation te:

HAROLD W. BALTEI, Dean, Barea, Ohils

—
Drama— Dpera— D ance
Susiznl Comedy
[T sl trabning —Siage mnd
Tel "
A pprined

Vork spprarances  siressed
E. Alvisss,

ar Veli. Armex for Childrea, Wrile
IThE Hwayr. N. ¥, Cliy .

#l Hecords

By GEORGE GASCOYNE

Bach: Chromatic Fantasy and
Fugue

Bach: Fantasia in C Minor

Two monumental works ol
Bach are played admirably by
Gyorgy Sandor, pianist. Mr, San-
dor displays technical fluency, ad-
mirable control of dynamics and
tone-color, an overall conception
of the work having breadth and
dignity. (Columbia, one LP disc).

Lassus: Lamentations of
Jeremiah
Des Pres: De Profundis;

Ave Maria

Two magnificent works by
composers of the Netherlands
School are given a stirring per-
formance by Paul Boepple and
the Dessoffl Choirs. | Concert Hall
Society, one LP disc).

Beethoven: Sonata, Op, 102,
No, 1

Beethoven's Cello Sonata is
plaved warmly and expressively
by Pierre Fournier, cellist, and
Artur Schnabel, pianist, in this
new recording. Ensemble is excel-
lent and the tonal blend leaves
nothing to be desired. (RCA.
Victor, three 45 rpm discs).

Stravinsky: Duo Concertant

One of Stravinsky's most
agreeable works, the Duo Con-
certant (1932) is recorded in a
fashion which can be considered
definitive. The violinist is Joseph
Szigeti, and the composer himself
is at the piano, The result i=s a
stimulating performance of an in.
teresting and challenging work.
{Columbia, one LP disc).

Bach: Sonata No. 3 in C Major

Bach’s unaccompanied sonata
for violin has recently been re-

| corded by both Ossy Renardy and

Adolf Busch. Comparison of the
two thus inevitable,
and interesting. It reveals that Mr.
Renardy has the better fingers, He
plays the work with fire and pre.

versions is

cision. By comparison with Mr.
Busch's earnest, musicianly read-

ing, however, Mr. Renardy sounds |

a bit superficial. Mr. Busch, on
the other hand, seems bothered by
double and triple stops, and other
technical hurdles, slowing the
tempo when such things appear.
Mr. Renardy's record was made

for London (one LP disc): Mr.
Busch’s for Columbia (one LP
disc).

Gershwin: “Rhapsody in Blue”

Gershwin's versatile COMMSE-
tion, which before this has had all
sorts of arrangements and tran-
q‘ri’lti‘”‘l‘.*, MW !'”ll"rgi"'ﬁ in a I“..Il
piano and orchestra wversion hy
Jose Iturbi, who conducts the
RCA-Victor Symphony Orchestra
in the recording and alse plays
one of the solo piano parts, His
sister, Amparo Tturbi, is the other

pianist. [(RCA-Victor, one LP
disc).
Bartok: Two-Piano Sonata

The sonata which Bartok

wrote for two pianos and percus-
sion instruments shortly belore his

death is performed expertly I"T:

William Masselos and Maro Aje-
mian, pianists, with Saul Good-

man and Abraham Marcus playing |

the various percussion instruments.
A stimulating performance of a
difficult, challenging work. (Dial
Records, one LP disc).,

Beethoven: Sercnade in D

A seldom-heard and lovels
work by the master is plm-ﬁ-l
charmingly and effectively
John Wummer. flute, Alexander
Hf:hnritlrr. violin, and Milton
Katims, viola. (Columhia. one LP

disc).

Kodaly: Psalmus Hungaricus
Kodaly's massive work for
chorus and orchestra,
in 1923 for the 50th anniversary
of the union of the cities Buda and

by |

composed |

B .
Pesth, is performed under the di- |

rection of Antal Dorati b the
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NEW R'EEURHS continmed

Dallas Symphony Orchestra. The
chorus is that of the North Texas
State Teachers College. and the
Dallas Children’s Chorus. The bril-
liant work receives an excellent
rendition. (RCA-Victor, three 45
rpm discs).

Beethoven: Concerto No. 1, in G

This recording of the Bee-
thoven Piano Concerto in C Major
is the first made by Walter Giese-
king since the war. The recording
is of high quality, with remark-
ably little distortion of the piano
part. The orchestra is called the
“Philharmonia,” which may be a
geratch band but does not play
like one, { Colambia, one LP disc).

Kurt Weill: “Down in
the Valley™

Kurt Weill's “folk opera,”
which has had a staggering num-
ber of performances in all parts
of the country since its premiere
lwo years ago, is now available on
records, sung by Alfred Drake,
Jane Wilson and Norman Atkins,
with an and chorus
under Maurice Levine, { Decca, one
LP disec).

orchestra

Bartok: Six Quartets

The six string quartets of Bela
Bartok cover nearly his entire Jife-
span as a composer, The first was
written in 1907 ; the last in 1939.
They mirror faithfully his devel-
opment a8 a composer, and the
gradual evolution of his musical
thought, All six have been recorded
by the Juilliard String CQuartet,
and are performed with skill and
devotion. (Columbia, three LP

discs).

-

Haydn: Symphony No.

in E-flmt
Haydn: Symphony No. 35

in B-flat

The Haydn Society of Boston,

continuing its project of recording
all the works of Haydn, comes up
with two symphonies not often
heard in our concert halls. No. 22
is unique among Haydn's works
for its use of two English horns in-
stead of the usual pair of oboes
The performance by the Vienna
Philharmonic Orchestra, under the
direction of the American conduc.
tor Jomathan ﬁlitrilf}i‘rg. is excel-
lent. (Haydn Society, two LP
dizes),
Bartok: Sonata for Solo Violin

Prokofiefl: Sonata No. 1, Op, 80

Yehudi Menuhin, who worked
closely with the late Bela Bartok
in the creation of the unaccom-
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panied violin sonata, and who gave
the work its first public perform.
ance. has now recorded it for

RCA-Victor (one 12-inch LP disc).

Of the Bartok work, Mr. Menu- |

hin has said that it introduced
effects previously unknown to vio-
lin literature. And obviously it
presents inordinate difficulties of a
technical sort. Probably few living
violinists besides Mr. Menuhin are
equipped to cope with this stag.
geringly abstruse work. It is in
Bartok's familiar pungent idiom,
and makes challenging listening.

On the other side of the record
is Mr. Menuhin's performance of
the lively Prokofiefl Sonata No. 1,
with Marcel Gazelle at the piano.

Stravinsky: “Firebird” Suite
Leopold Stokowski, conduct-
ing the orchestra specially assem-
bled for his RCA-Victor record.
ings, leads a dazzling performance
of Stravinsky's “Firebird” Suite,
It is music for which Mr. Stokow-
ski has a .-p-m'ial affinity, and the
sound engineering i= of a high
order. { RCA-Victor, one LP disc).

Debussy: “En blane ef noir”
Infante: “ Andalusian Dances™
Jose Iturbi and his
Amparo make up a duo-piano
team for this performance. The
“Andalusian Dances” are spirited
and colorful. The Debussy, how-
ever, would benefit from a more
subtle, evocative style of perform-
ance. | RCA-Victor, one LP disc).

gister

Hindemith: “Four Tem-
peraments”

This work, which dates from
1940, is in sections identified by
the names of “temperaments™—
specifically, “Melancholic,” “San-

|
|

guine,” “Phlegmatic™ and “Chaol- |

eric”"—rather than the familiar
tempo markings of sonata form.
It is a clever, imaginative work,
put together with skill and fine
craftsmanship. It is heard in an
expert performance by the Zimb-
ler String Sinfonietta anid Lukas
Foss, pianist. (Decca, one LP
disc).

Honegger: Concerto da Camera

The “neo-classic” trend of
Honegger's work, like that of many
contemporary composers, is mark.
edly in evidence in this chamber-
music work, It is given an effec-
tive performance by Arthur Gleg-
horn, flutist, William Kosinski,
English horn, and the Los Angeles
Chamber Symphony. Harold Bryns
conducting. (Capitol, one LF disc).

AN

L

%
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NEW! LET'S WRITE AND PLAY, Burrows and Ahearn.
A companion book to The Young Explorer At The Piono.

Price 75¢
THE YOUNG EXPLORER AT THE PIAMNO, Burrows ond
Aheam. A song epprooch with a systematic progrom for
the development of reading. Price 60¢
THE ADULT EXPLORER AT THE PIANO, Ahearn, Blake
and Burrows.  Arronged in o style suited for the adult hand,
addressed to edult intelligence. Price $1.00
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437-41002
THE SACRED ORATORIO
A PRONOUNCEMENT of the
AMERICAN ACADEMY of
TEACHERS of SINGING

Here is a book every serious vocal
teacher and student should own.
This work, compiled by a group of
leading vocal teachers, was prompted
by the current resurgence in the held
of the Sacred Oratorio. One section
is a historical background of the Sac-
red Oratorio from the beginning to
the 20th century, giving it2 origin
and dates and names of leading com-
poser=. It includes Italy, Germany,
England, France and America.

Another part is devoted to the best
procedure for study and performance
dealing with Tonal Production, Mu-
sicianship and Diction. Valuable help
i= given for Tempi and Translation,
as well a2 an excellent discussion on
the use of the appoggiatura which all
singers must understand in order to
sing oratorio,

A representative list of 18th, 1%th
and 20th century Sacred Oratorio is
included with dates, text, editor or
translator and publisher. A second
listing consists of Recitative, Aria,
Duet, Trios and Quartettes listing the
voice for each as it appears in the
score, List price, $1.00

430-41008
FIFTEEN DESCRIPTIVE
MINIATURES FOR PHRASING
AND STYLE
by William Scher

This interesting book of second grade
pieces is a new collection designed 10
develop technic, style and imagina-
tion. Each i= musically interesting;
all can be used as recital pieces.
There is sufficient variety of style
and mood to hold any student’s
interest.

List priee, %.75

430-41005
FAVORITE PIECES AND SONGS
by Mary Bacon Mason

Adapted for use in classes and with
individual pupils, Faverite Pieces
and Songs is aimed to foster a real
love of muosic, widen the range of
reading, build rhythmic sense, give
strength and control to the fingers,
and increase practical knowledge of
keys, =cales, and harmony by con-
secutive study in one key at a time,
The first 32 pages constitute mini-
mum requirements; the remainder
consists of supplementary picces,
studies, and duets for recrealion,
recital, or reading. The range of
difficulty is from grade 2 to 2%,
List price, £1.00

43041004
MOTHER GOOSE IN NOTE-LAND
A Colorful Music Reader for the
Rather Young
by Josephine Hovey Perry

The purpose of this reader is to fully
establish concepts of the treble and
bass section of keys and notes and
their correlation to one another. The
Middle C approach is used, and one
note at a time is added in both bass
(to be colored red) and treble (to
be colored green) elefs, In Part Two
standardized black and white notes

NEW BOOKS

appear, and the child plays folk-
gongs and other airs with satisfying
melodie content. Key charts and
interesting illustrations add to the
usefulness and eye appeal of this
well-planned first music reader.

List price, 8.75

43341004
TEN ARIAS FOR ORGAN FROM
THE CANTATAS OF
JOHANN SEBASTIAN BACH
Arranged and Edited by
Carl Pfatteicher and
Richard McCuordy Ames
In presenting this work, the editors
followed a precedent =et by the
master himself, when he transposed
for organ =ix arias from his caniatas.
In addition to the inspiring nature
of the music, they form excellent
gtudies for both the mature and
maturing organist. Hammond reg-
istration is indicated,

List price, 82.001

410-41014
CHILD BRAHMS
Childhood Davs of Famons
Composers

by Lottie Ellsworth Coit
and Ruth Bampton

Easy-to-play arrangements of
Brahms® music, combined with the
story of his youthful activities. This,
the ninth book in the series, follows
the same general plan of the previ-
ous books and includes directions for
a miniature stage =etting, a list of
recordings of interest to children
from five to twelve vears of age, and
attractive illustrations,

List price, £.40

41041013
THE FIRST EASTER
by Ada Richter

This story with musie, treating the
Easter theme, follows the general pat-
tern of the many other successful
suites of this composer, The music is
about grade two, in most part ar
rangements of hymn tunes, all have
words and illustrations. Usable and
most welcome as piano lesson assign-
ments, in recital, school and church,

Just off the press
Available NOW!

Lends itself tn pantomime, with or
without narrator for descriptive pas-
sages, Helpful suggestions are given
for presentation of tableaux and set-
tings. List price, .75

43741001
AN INVITATION TO BAND
ARRANGING
by Erik Leideén

Dr. Leideén believes that the only
way to Jearn band arranging is to
arrange—there is no “magic form-
ula.” Anyene who can read four-part
harmony can begin this step-by-step
method. Transposition and other
hazards are carefully explained, and
the scores at the ends of chaplers
are extremely helpful.

The book is divided into five main
parts, including scorings from vocal
settings, arrangements for piano
compositions, and  transcriptions
from orchestral works., The volume
may be classed as theoretical, but the
|'Il‘l'lll."l|1|€'.- laidd down are baszed on
Dr. Leideén's extensive practice in
the arranging field, and life-long
teaching experience.

List price, £5.00

430-41007
DITSON ALBUM OF
PIANDO DUETS
Compiled and Edited by
. . Clees MeKray
This collection, ranging from grades
three to five. has been edited by

Dr. McKkray with an ey 54
much variety in type m 'Pf'ﬁibi:
It contains classics with which v,
people should be familisr, s ¢
Song of India, Rachmaning .F‘l:
lude in € Minor, and H““h"hrk-";
Spanish Dance. It also contains {
songs such as Deep River and Ji,
nese Melody, and lighter clas,
like the Hexentanz { Witches [age
of MacDowell. You players will
enjoy, too, such novelty numbes; .,
'Tis Raining and Shadows of 3,
Vight. List price, $1.%

41741001
MY FIRST NOTE BOOK

WITH MUSIGRAMH
First Lessons in Theory b
Ada Richter

The author s widely known ze o
of America’s foremost writers |
plano teaching materials for o
dren. This new book is preof that e
fundamentals of muosic theary can |+
taught 1o very small children. The
musigraph has large-size treble i
bass clef staffs. There are sevenl
pages conlaining symbols of mus
to be cut out by the student. Az the
pupil learns about thése symbob
(such as noles and rests of differen
values ), he places them on the mas
graph. This functional spproach s
mediately interests the pupil in the
thearetical side of music; in foct it
makes a game of learning notes

The musigraph uses action rathe
than less interesting writing or =
citation. It can be used by the child
too young to write and bs altractively
illustrated with pictures that make
music symbaols come to life.

My First Note Book may be wed
for private or class instruction. It &
also ideal for classroom use in pui
lic schools for very earliest work in
music theory. It is a “must” for every
music teacher in the studie, and fn
the elementary school music saper
visor, The child will value his oo
Copy., List price, §.84

41741002

PEDAL MASTERY
by Rowland W, Dunham

Pedal Mastery iz a book all organ
ists will find invaluable. Mr. Do
ham, distinguished organist and
teacher, skillfully presents a clear
and understandable pedal method
which will assure absolule mastery
of this difficult feature of the orgn
In his book, the best tenets of the
English and French schools are pre-
served and welded with new princr
ples used for the modern elecine
organs, List price, §2.50

THEODORE PRESSER CO.,
Bryn Mawr, Penna.
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S-:ml‘.l'l?«lt»‘.:‘- reorLE ask the question, “How dues

the composer receive his inspiration?” 1 think the answer is
that one can only receive the highest inspiration from the
fullest. richest living. 1 do not know how any given person
can live richly: that is something he must discover for him-
«lf. But 1 do know that in my own life most of my works
have heen inspired by poetic or philosophical ideas, perhaps
«omelimes unconsciously. 1f this be program music, let it be!
The essential thing is that musical logic be observed. But art
for me is an expression, an experience in life, not a jigsaw
puzzle or an application in cold blood of mathematical theo-
ries of musical composition,

[ had but little schooling: my formal studies ended when
[ was 14 1 was thereby compelled to study for myseli. All
my life T have attended God’s University. This has made me
rely upon my own thinking. I believe this has been much for
the best.

In God's University one finds many assistant instructors,
with Nature as the head of the faculty. Those assistants are
foo many to name, but I can mention a few: Josquin des Prés,
Orlando di Las=o, Vittoria, Palestrina, Bach. Haydn. Mozart,
Beethoven, Brahms—they are the ones to whom one may go
with any problem in all music, and they will always give the
correct answers, After years of study, some of it completely
barren of helpful results, 1 decided to consult these men. It
was from them that 1 learned the true art of musical logic,
musical composition.

I think the scores of the masters are the best teachers, Yet,
perhaps we who have studied those scores deeply may lead
the young musician a little way, point to him some of the
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By ERNEST BLOCH

As told to Leroy V. Brant

A famous composer sums up the conclusions
reached in his long creative lifetime, which has

established him as one of the greatest living artists

things which experience has taught us are important. So 1
have tried to do, and perhaps a bit to suggest to the younger
generation how to live richly.

Every mind should become acquainted with some of the
great thinkers of history. Confurius has been one of the most
helpful to me; then come Plato, Jesus, the moderns, One
should read them all.

One should have a hobby. For my hours of relaxation ]
like to take a few apples, a bar of chocolate, my camera, and
my miniature scores of the Bach 48, and hike into the moun-
tains or on the beach. Also, I like to see how rapidly 1 can
write a Bach fugue from memory—to date 32 minutes is my
record, but 1 am trying to reduce the time to 28! 1 am an
American now, 1 must do as the other Americans do, try for
some kind of record!

In my teaching | impose no ideas, I only try to help the
student find his own viewpoints. | know this is the only teach-
ing that makes the pupil strong. Another thing, in the 50 years
that 1 have been taking notes on music, and on many other
things as well, T have learned that music is only a phase of a
larger thing called life; it is indeed a way of life. An illogical
life is a poor life.

It should always be remembered by pupil and by teacher
alike that one may teach the techniques of composition, but
no one can teach composition itself.

Granting musical talent in the beginning, I think the maost
easenlial lhi:ug to the young composer is |'|'l:l:|1l‘!'it}'. Dishonesty
in music can destroy the soul, just as dishonesty in politics
can destroy a nation. The composer who strives for effects, o

CONTINUED ON NEXT PAGE




Thoughts at 70

by Ernest Bloch
CONTINUED FROM PRECEDING PAGE

appeal 1o the taste of the pap-suckers, will
surely destroy his own soul
The composer must remember that “Thou
ghalt be logical” is the first of his com-
mandments. He must then remember that
melody came even before conscions logie,
A thing that is illogical can mever live,
and music without melody is unthinkable.
The composer must strive for simplicity.
One of the most beautiful pictures in sy
possession is a Chinese painting of the
Ch'ing or Manchu dynasty, over 200 years
old, a painting which depicts .l]'n'm-
branches of bamboo, nothing more. The
painter wrote on the Chinese-made paper
on which the painting appears the follow-
ing quatrain:
“One, two, three branches of bamboo
With four, five, six leaves:
If they are few, yel they are sullicient
Why should more be required?™
Music, again, I say, should be simple,
If three pages of manuscript tell the story,

why should more be required?

_ The element of understandable beauty
12 important to the COMpOoser. ﬂ:—nfuu:iu‘s
once commented that “the measure o

is man"; i we translate this into :l.un:?:
“the measure of music is man.” .\{i;aic:
_|||L|:~l appeal to man’s sense of beauly, else
it I8 poor music, or no music at all.

Foo many young composers begin well.
then have no idea where to go. This js
probably because of too little studv of ﬂ'w.-
logic of the masters, They should write a
thousand things patterned after the clas.
sics, then burn them all, and having at.'-
quired a technique, should throw ov trrl:mr;i
faith in tradition, habits, slatements of
!l'.‘{f'hi'l‘h, should in short become completely
independent. And never fear that the in.-
fluence of the masters will be Ehﬂkﬂ-l It
will be hehind the dramas of their mu.sit-
a tower of strength in need! b

Composers musi remember that grcatness

lies in doing little things well. With Bach

the tiniest detail becomes of magnificent
inlpul'tanr'v in the dey -'|upmr'nl of s
scores. Even the restrictions he sets for
himself become heights of glory, It is ovls
to the little mind that such restrictions
become a burden. Liberty lies within the
law. To attempt to become free by doing
everything differently is folly—just con-
template @ play in which no actor ever
appeared twice, every actor spoke in a dil
!‘"rﬂ" language and about different sulb-
jects and always at the same time—woull
that be Liberty, or would it be insanity’

."'l.lﬂl'lllil} and kil"hl‘{i new |H-]~||-|i.r|rr_-,
i“rl"di"F the ultra-free use of dissonance
for its own sake, rouse bitter controverss.
I may say that in much of moden music
the elements of logic and beauty appear 10
be forgotten. It seems 1o me that the con
poser must consider that if we destroy the
dramatic instrument called tonality, or kev
center, I"F‘I"ﬂ"} we must find something
to take it place. (Continued on Page 57)
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Music teachers are not frustrated soloists but

skilled practitioners of a specialized and exacting art.

M usic Teaching as a Profession

By SIGMUND SPAETH

Sigmund Spaeth, lecturer, musi=
cologist and radio commentator, has
written 30 books about music. His
latest is “Opportunities in Musie,"”
from which this article is taken.
Copyright 1950, Vocational Guid-
ance Manuals, New York.

NQUESTIONABLY, the greatest opportunities in music
today are in the educational field. A really good music
teacher can always be a busy, successful and presum-

ably happy person.

It is a mistake to think of music teachers as frustrated
artists. unable to make a living through professional perform-
ances and hence compelled to instruct others in what they
themselves were unable to accomplish. Such a thought is not
only an absurd fallacy but a cruel injustice.

An outstanding music teacher usually is or has been an
excellent instrumentalist or singer, perhaps with practical ex-
perience also as a conductor or composer or both. Compen-
sating for the possible lack of such experience in a teacher
is the innate grasp or intensive study and mastery of the ar
and science of pedagogy as such. The ideal teacher should be
equipped in both directions. Lacking one or the other, he may
still make a respectable success. But if he is neither a com-
petent performer nor a natural or well-trained teacher, he is
doomed to disappointment and possibly complete failure, There
i+ Ettle room for teachers of any kind who are using that
profession as a last resort, tacitly admitting that they cannot
make a living in any other way. Nor will modern students
and parents be satisfied for long with a teacher, particularly
in music. who is held down by old-fashioned formulas and
routine, without individuality or imagination,

\ctually, it has been proved that the best performers do
not necessarily make the best teachers, The greatest artists da
so much by instinct, perhaps even on the inspiration of the
moment. that it is often difficult for them to analyze the true
reasons for their success, They have, of course, an elaborate
technique, but even this becomes almost unconscious in lime.
If they can remember clearly the processes of their own de-
velopment and impart this information to others, they may
hecome excellent teachers, always with the advantage of their
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own glamoreus reputation as performers.

To be able to illustrate by actual example may also be an
advantage, but it is far oo easy lo fall inte the dangerous
habit of saying “Do it the way 1 do.” and then expecting a
pupil to imitate perfectly a performance for which the neces-
sary technical equipment is still lacking. A careful analyst,
with a good working knowledge of psychology, and the basic
principles of technique, can often achieve far better results
than the voeal or instrumental genius, naively aware of alimost
unique powers of interpretation, but perhaps totally unable to
explain them.

SCHOLARSHIF AND PERSONALITY

There is a justifiable feeling on the part of educational
leaders that a capable music teacher should actually be a
good musician, with not only some ahility as a performer but
also a background of musical theory, harmony, counterpoint,
and a working knowledge of the history of music and the
lives of the important composers. Yet. il is entirely possible
that even so well equipped a person may prove unsuccessful
as a teacher, perhaps lacking the right personality, the neces-
2ary "‘_l-'l.l'lilﬂ-ll't_\' and understanding of those less privileged, and
the whole-hearted enthusiasm which can overlook minor flaws
in the IH"lr_EllilllU!] of honest effort and _ur:uhl;ﬂ progress, (zreal
scholarship and personal ability of the virtuoso type may all
too easily create impatience with average accomplishment. a
severely didactic manner. and the dull and fussy emphasis
on detail characteristic of thoze who “cannot see the woods
for the trees.”

A true artist must be a perfectionist; but a successful
teacher is condemned to [n*r}wlua] |':-:||||\r1’!mi.-t'-i. The real test
of good teaching is not necessarily the quality of the pupils’
performance, which may depend largely on individual gifts,
but rather the stimulation of a sincere and permanent enthu-
siasm. A teacher who holds the interest of a number of pupils
of various grades of ahility, not necessarily outstanding, is of
greater value to a community than one who can point with
pride to a few prize exhibits, always ready to show off their
dazzling skill, with the probability of equal success under
any other competent instruction,

For teaching the so-called “appreciation” of music, which
might far better be called “enjoyment”, a minimum of tech-
nical knowledge is required, particularly as a performer.
although the ability to illustrate at the piano is always valu-
able. For such work the use of records takes the place of
personal interpretation, and the (Continued on Page 60)
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eanie was a lucky girl
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She was young, she was pretty and she sang
like an angel . . . she was all set to be a star at the

Opera House as soon as she found the right teacher

BY MARION HART

MNames in this story are fietitious, but
the story itself is not. It is repeated with variations every
year. Throughout the nation, unskilled or unserupulous
voice teachers capitalize on the inexperience of young
vocal students, and in doing so diseredit the profession

and its thousands of honest, able practitioners.—Fditor

EANIE SMITH was a lucky voung lady. She was pretty
21, and, as everybody in Little Lake agreed, she had a
fine I} ric soprano voice. Why, when she sang in church
lears came to people’s eyes, her voice was so fresh, clear
and sweet. She sang without the slightest effort, like an
angel.
. .\!iﬂhi'r .'II:II.I l'-EIIhI'l’ wWerse ]lrlrilll :',:[ Ji-nn"-, .:rui eVen 1,':-'-|,|."]'|
I meant -1.I.'J}|i|1_:: |I|'r|;- and IJu-n-, I]h‘i,, decided 1o send Ii.l'lz'-
|'!1i||| of theirs to the great city, to learn all about the art of
singing and become a big star in the Opera house.

Moather washed Jeanie's blouses, bought her a new skiri.
and F-'dL'Lt'tl her clothes. Father flled !}:1.' Ford with gas, and
drove Jeanie to the railroad
station. The neighbors came too,
and gave her a proper farewell
party.

“Now,” Mother repeated over
and over, “take care of yourself,
there's a good girl, and give our
love to Aunt Mary, and don't
cause her any trouble while
staying with her.”

Jeanie kissed evervhody zood.
bye, Joan and Bill and Rachel
and Ha;_znh and Betty and Bob. Finally the train pulled out of
the station, Jeanie felt very im|u-rlat.1l. pleased with life and
certain she would be one of America’s great gingers very
5hortlg.: All she needed was a good teacher .. e >

.lf-s_mw ‘harl been in New York for six months now, She was
working in an office during the day. The amount of money
her parents were sending her was |r-|.ut enough

gh.
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She had found Madame's
name the second day of her
stay in the city. Madame had
sounded very impressive, so

Jeanie courageously telephoned

for an appointment, which ma-
dame graciously gave her.

The girl met Madame and
was fascinaled by the statuesque
figure, the low speaking voice,
the small gesticulating hands,
the many strands of pearls.

During Jeanie’s audition, for which she was charged 85, a
smile of great pleasure spread over Madame’s face, Her little
eves had a kindly, appreciative light in them. She jumped up.
kissed Jeanie on both cheeks and told her that such a voice,
so pure, so sweel . . . had to be trained by Madame, and that
Jeanie had won a scholarship.

The girl marvelled, Her parents would have to send less
money. Poor Ma, with the arthritis in her fingers, wouoldn't
have to do all the wash herself . . .

Through these dreams Jeanie heard Madame’s voice, saying
that as Jeanie had won a scholarship the fee for the term
would be half. Madame usually charged 830 for a half-how
lesson but for Jeanie it would be $15. Three lessons a weck.
payable in advance. Jeanie was gently pushed toward the door,
Viadame kissed her again, told her when to come back and
then Jeanie found herself in the corridor, Strangled voices,
pretty voices, high voices, low voices from adjoining rooms.

The girl walked dazedly oul
into the street. She was not
quite sure what had happened.
All she knew was that she had
a lesson with Madame day after
lomorrow.

Somehow, during that lesson,
when Jeanie found that the way
she had been singing up 10 now

was completely wrong, =she
I ;

mandged to tell Madame that
it was absolutely impossible for
her to take three lessons @ week. One was just as much as sh
-|.4.-||| }lu--1|:li'l ﬂ”hfl:l.

Madame seemed upset, surprised, bewildered. Al that cheap
rate the girl could not afford three lessons a week? Why, o
singer should have a lesson every day. How did Jeanie think
she would ever achieve anvthing?

And so the girl started working. She never went 1o a movie,
-.||.e-r|q| VEry |i11||- (H10 [|||||| and extras, }l.:!'il] i'll"] Aumt Mary ii'll'
rent and saved as much as she pessibly could to bhe able to
take more lesson= later on.

Now. after six menths, Jeanie had lost weight, Her throal
hurt her constantlv. It was difficult for her even to make a
sound at Madame's lessons, but Madame did not scem to
think anvthing was wrong. Everybody has to pass through this
slage, she told the ;_'ar|. ,lr.'!!nir was on Lhe Iij..'hl track

Then one day the girl lost her voice completely. Madame
Wis VETY s mpathetic, and sen Jeanie to her own doctlor. She
was told what she had . . . . she did not recognize the medical
terms but knew il was something serious, The doctor tald her
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to eome back in the morning for a treatment.

The treatment did not help, but it cost her $20. She whispered
1o Madame that she would have to stop her lessons for a while.
That was perfectly all right, Madame podded, though it was a
shame [or Jeanie to lose the money,

Jeanie did not quite understand. Well, Madame said kindly.
after all. the term was not over. They had agreed on a term,
so even in case of sickness the girl would have to pay for
the remaining lessons whether she took them or not.

Jeanie looked at Madame’s kind face with dry eyes, Some-
thing did not svund quite right. She turned away, bt Madame
was there, putting her arms around Jeanie. Surely the girl
understood. Madame was 20
|-||r“r_~=| with requests for lg=-
sons, that it had been a great
sncrifice t..l}n.i.l:_'_-' ]l'.ll!i.i- three
times a week. The girl should
be grateful.

Jeanie left Madame, saying
that she understood, gave her
notice at the office, packed her

suitcase, said goodbye to Aunt

Mary and look a coach Lrain
home 1o Little Lake.

After a long rest, her voice returned. but when her parenis
asked her to sing one of their favorite songs. she was unable
to. Her throat was tight, her jaw quivered, her voice biroke.

Jeanie is one of many unfortunate bovs and girls, Some-
limes these young singers have beauntiful voices 1o start with,
but, as misfortune will have it, get into the hands of a charlatan,
Or there will be very little natural voice, but someone may

see a fal check in view.

(e of the most difficult things 1o find i= a good singing
teacher. and sometimes a teacher who may be good for om
pupil cannot help another simply because he cannot reach
him mentally, But if a yvoung person, not famniliar with this
great field, does start out with the hope of a singing career.
his best bet is to approach a well-known school. In case e
i« not able to study there, the school’s placement burean may
recommend a teacher, someone whao has had his training there,
or who at least has a good reputation. And although this does
not necessarily mean that this teacher is the best in the world,
at least the voung student will know that he is dealing with a
serious, educated and trusiworthy person

\ singing teacher should be as carefully trained as a doctor.
since he 15 in a position Lo ruin a student’s veice. injure his
throat and spoil what mizht have been a good career. Bul as
long as singing teachers are not
required 1o have degrees, the
yOung, iru'\bn'rir‘nn'qi student
-.||-||4i|:| he 1.1r--f||l in '=!'11'1'|il|:.1
his teacher. If he feels that he
i= being exploited. or that he i=
losing his voiee, or nol making
any progress, he should forgel
his =ense of lovally and look for

somehody  else.. who will help

him onto the right road 1o sue-

pesz in =inging. Tue Exn

e
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By KURT STONE

HE WORD “FUGUE" comes from the

Latin “fuga™ meaning “flight.” Be-

fore “fugoe” emerged as a title for
musical compositions, fugue-like picces
went by many different names—"canzona,”
“ricercar,” “fantasia,” “capriccio” and
others. All, however, employed the device
of making a theme “flee” from voice to
voice,

This device, essentially the technique of
imitation, dates all the way back to vocal
music of the 14th century, It was used in
the late 15th and 16th centuries, in the vo-
cal motets which were the immediate fore-
runners of early fuguelike instrumental
compositions.

In these motets, and later in many madri-
gals, the text was divided into short phrases,
each characterized by its own theme. A
motet consisted, roughly, of as many brief
imitative sections as there were themes, In
each section, the theme entered successively
in the different voices. Once all the voices
had sung the theme, the section came to a
close.

Since our present-day sirict division
between vocal and instrumental music was
unknown at that time, such vocal composi.
tions were sometimes played by instru-
ments. Out of this practice of writing music
which could be either sung or played. there
grew a host of suhﬂ}' differentiated tech-
niques of composition. Along with these ap-
peared a profusion of names for these par-
ticular techniques and types of picces.

Their distinguishing characteristics, how-
ever, are so evasive (at least to modern
ears) that it is rather hopeless for us now.
adays to find our way through this laby-
rinth of classifications. A very crude sim-
plification is therefore unavoidable if we
want to bring order into the chaos.

Thus, very roughly, the ricercar was an

instrumental composition, imitative ( hence,
fugal) in style, with relatively slow note-
values, The canzona was pretty much the
same thing, but livelier in tempo. In char-
acler the ricercar leaned lo the vocal side,
while the canzona was instrumental in char-
acter, containing forid passages and skips
not typical of vocal music.

Both these early types of fugal composi-
tion might have one or several themes: but
{again in order to make things clearer than
they really are) let us dis
car and canzona from the later fugue Ir}'

tinguish the ricer-

saying that the former two are mostly | but
not always!) based on several themes,
treated one after another, each in its own
exposition, while the fugues are mostly
based on a single theme, recurring in all
expositions,

We generally assocjate the term “fugue”
with the types we know best—those by
Bach, Handel and their contemporaries. We
know much less of their forerunners. sinee
only a few of them have been published in
easily accessible editions. These early pieces
can be identified rather casily, however,
when we do come across them. because
their harmonic structure is far less involved
than that of Handel's and, particularly,
Bach's fugues, .

In addition, as we have said. most of
them do not kﬁ'p the same theme _I_ruirl;.:
throughout. They seem, instead, to consist
of several different fugues. or beginnings of
fugues, played one after another without
pause. These “fuguelets” have conlrasting
themes and different meters and trmpi._
What holds them together is that they are
all written in the same key, and that II'H'rn-
sionally a slow, improvisatory passage is
iterpolated to serve as a transition from
fuguelet to fuguelet.

On Pages 27 and 28 of this month’s
ETUDE appear two works by Dietrich Bux.

tehude and Girolamo Frescobaldi. Tliq’ are
i|:|purl.‘m[ steps in the (I{"\'t‘]{il:ll'ﬂcﬂl h

led from the multi-thematic ricercar or

canzona to the mono-thematic “Hach®
fugue.

The Canzona on Page 28, first published

in 1635, was written by Frescobaldi, one
of the greatest ltalian organists and coms
posers of the 17th century., His [ame was
such, it is reported, that in 1608, when he
was 25 years old, 30,000 people came 1o
hear him play the organ at St. Peter's in
Rome, even though he had never been
heard in that city before.

The cansona is a series of independent
Tuguelets, (see |".\m|||1h~ 1. shown on P.F
51), none of which undergoes the elaborate
development which was to be so characters
istic of the later fugues by Bach and his
L]} it"'ilfl.“ TAr i.t"‘.

At the time when rather looselvknit
compositions of this type were in vogoe, 3
desire for greater thematic unity began lo
make itself felt. The result was a transi-
tional form of early fugue. Like the can-
zona, this form also consisted of separale
seclions of different character, but the
themes of these sections were related to
ecach other as variations are to an origi-
nal melody. Such a series of thematic
transformations is seen in Example 2

Even in our Frescobaldi example. how-
ever, (Ex. 1) a certain affinity between
the themes of the three fugal sections is
already present. (Compare, especially,
the first and third subjects.)

The Canzonetta (p. 27) is by Dietrich
Buxtehude (1637-1707) whose composi-
tions and artistry at the organ maile such
a great impression on Bach, In this piece,
the principle of thematic relationship has
been advanced to a point where there is no
IUH;_‘:I'[ a :'huhge nf meler or t|-|||!\|l_ no
more separate transitional passages, and
where the sole variation to which the theme
is subjected consists of its being inverted
in the second section (Measure 19). In
the third section (Continued on Page 51)

ACED WITH THE PROSPECT 1|i LR L
lessons, a boy 1 know shied away

: 1 Cr T
from the piano as being “sissified,

Shortly after, 1 led the talk to sports and
asked the child to feedl myv arm and leg
musclez, “Boxing ?™ he asked. “No,” | said;
“just piano playing.”

Work at the piano is as valuable a
muscle-builder as hiking or swimming, and
surpasses them in providing sport for the
spirit as well. The soul needs exercise as
well as the body, and there is no better
way of getting rid of excess emotional
energy than by playing piano for an hour
or two, solely for one’s own amusement,
Music-making demand= the participation
of the whole being,

The secret of fine playing lies in just
||ﬁ-. |'u||||'|||'tq' i'rhll]'lhr'lﬂlil'_lf'l iIE II1iII.l!. .-‘-pirit.
eves, ears, fingers, shoulders, wrist, and
bodv. When fully realized, such coordina-
tion perfects independence of the hands.

In my student days, | discovered that
my two hands worked too much together,
Plaving in opposite directions was never
s0 easy as parallel motion. Having always
believed that one progresses best by break-
ing down one’s weaknesses, | devised an

exercise o I'll!ll]il't nny Iwo hands to work
independently.

1 learned a Bach Prelude (in G Major,
from the First Book of “The Well-Tempered
Clavichord”) playing the left hand in G,
;||u[ ﬂn' |-|'r,rh[ in !;--IHITLJ. T]wn i 1r|i!j.m|
them together, It =ounded like good con-
temporary music and carried out the Bibli-
cal injunction of not letting the right hand
ilun'u what ||1r' Irfl !I,lrll] does, Best 'If d]l
I had to think! By the time 1 had mas-
tered this exercise, my hand= were quite
independent.

l-th_\, masic is writlen as 1I'|"'|rll:|:l| in
the right hand plus accompaniment in the
left. If this form is never varied, how-
ever, the two hands gel into fixed habits
which are immediately felt in learning a
picce in which the normal order is re-
versed, or in which melody and accompani.
ment are divided between the two hands.

Let us think, for instance, of the middle
section of Schumann's “Novelette” in E
Major (Opus 21, No. 7) where the mel-
ody appears first in the right hand., while
the accompaniment is divided between the
two hands. Later on, for a few bars the
left hand carries the tune, while the run-
ning fguration is still evenly divided be-

It’s all done with

Playing the piano equals hik-

ing or swimming as a muscle-builder and

surpasses them as sport for the spirit

By ANDOR FOLDES

As told to Rose Hevilbut

Iween :|'|;|l,;||l amd left. Naturally, the tone-
slliulitf.. must not suffer from the fact that
the left hand takes over temporarily from
the right—the melody line must go on

uninterruptedly.

The above-mentioned experiment with
the Bach Prelude serves the purpose of
teaching the hands to he completely on their
own. | also found it helpful to study a
certain number of left-hand pieces {(such
as the famous Etude by Blumenfeld, shorter
“'rlrl.,h |11, _"'.'i'!'li;jlli.n, ;||u! 1.h|-|ri|| ll.!ll-ili|l-
tions by Godowski). It is of great impor-
tance that the left hand should be just
as balanced and powerful as the right

It is quite strange that while there are
L‘II';-."I' numbers of left-hand pieces there
is hardly any work written exclusively for
the right hand!

As muscle power develops , one finds
that the goal is no longer a mere selling
down of the correct finger an the correct
note, but the achievement of the proper
balance between making an effort and then
relaxing from it.

In the beginning, all pieces are hard

It rr'iillil'rh conscious  effort to et the

r1|1j--|'|='- ir:tn !h-‘ I'1r_'.---.u.h-r.-.'.-r'.-.ll i f'ru;r l':_"-
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Having to master too many rules
and theories often confuses the vocal

student instead of helping him

By REINALD WERRENRATH

J ULES LOMBARD, a famous basso of
the 1860's and 70's, was once asked by
his assisting artist, a young soprano:
“With whom did you study, Mr. Lombard?
From whom did you get the groundwork
to become so marvelous an artist?™

“My dear, I had just one vocal lesson,
and it took me six months to recover from
the effects!™

While | cannot vouch for the authentie-
ity of Mr. Lombard’s statement, the report
of the conversation is substantially correct,
as the young soprano was my mother,
Aretta Camp, then in her early twenties.
Without condoning hiz attitude, it is pos-
gible to appreciate it, in view of the many
complex methods employed in teaching
voice,

Hundreds of books and thouzands of
articles have been written on vocal pro-
duction, many of them using such abstruse
terminology that even singers of long ex-
perience are baffled, let alone beginners.
Admitting that the vocal mechanism, the
construction of which is more thoroughly
understocd now than in earlier times, is
complicated. may we not attempt to sim-
plify our approach to the study of it?

While a rudimentary knowledge of the
construction and operation of an automo-
hile should be part of every driver’s train-

ing, not one out of a hundred is an expert
mechanic. A close friend of mine spends
almost as much time having his car over-
hauled for fancied trouble as he does on the
highway: his knowledge of its operation
is just enough to be dangerous,

Let us look at the problems of produe-
tion of the human voice, however com-
plex, and try to simplify them for the vocal
student. | must state at the outset that 1
do not consider myself a Svengali who
can enable any Trilby te sing. But 1 do
feel that my 50 years of singing and 15
years of teaching should entitle me to make
an understandable approach to the study
of vocal production.

Percy Rector Stephens, with whom 1
Elud'I!ElJ {[]r -2-1' }{‘ﬂl‘ﬂ :Ill.l,l “'h'jH‘ MEmMory [
revere as one of the great vocal teachers
of modern times, used to cite a simple
mathematical formula which has been of
inestimable help to me both in singing and
teaching. Said he, “Breath makes the sound
and vowels make the form. Sound plus
form equal tone.” A simple picture of an
often obscured subject, easy enough for
any student to understand,

Every wind instrument player—and the
voice is a wind instrument—is first tanght
to breathe. As far as T know thére may
I::I: several theories regarding the inapira:-
tion and expiration breath in the case of

wood-wind and brass players; the various
systems of breathing advocated by differ-
ent teachers of singing are (0o numerous
to mention. It may be stated in passing
that accounts of the earliest teachers of
singing record little or nothing rrguﬂjnp
this important factor—due, no doubt, to
their lack of sufficient anatomical knowl-
edge. What system of breathing, then, to
use—abdominal, intercostal, clavicolar, or
any combination of the three?

I have always used a deep breath in
which the abdominal walls move forward
and the lower ribs are expanded, front
and back, in the act of inhaling. It is
definitely an “out™ breath and not an “up”
breath, much as a pair of bellows would
operate in a vertical position with the
nozzle at the top. The act of taking breath
shnl.lhi b rnu:]{'lah-l} I‘a.-!—h)' N means
jerky, however—and when possible the
maouth and throat should be in the position
of the vowel to be sung.

This inspiration of breath on a defi-
nite vowel should immediately result in
the act of phonation, like the stroke fol-
!"?Wi!lg the back-swing of a golfer’s club,
in one continuous motion, not two., In
other words, the taking in of a deep breath
should at its climax be turned at once
into sound, As this (Continued on Page 6L}
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With royal patrons gone out of fashion, and

wealthy backers hard-hit by taxes, our musical

organizations must look elsewhere for support

That Inevitable
Symphony Deticit

By ].

i Lir_:\ THE PHILADELPHIA OR-

cuesTRA (annual budget $1 million) last
year ended its 50th anniversary season with
a deficit of only $15,000, it was aceounted
something of a miracle in musical cireles.

Colossal deficits have come to be as
standard a part of the American orches-
tral scene as dress shirts and ermine. Here
are losses incurred in a typical season by
leading symphony orchestras:

NEW YORK PHILHARMONIC-

SYMPHONY . vvsosnnmnsinnss £109,200
CHICAGO SYMPHONY . ..ucsses . 2166465
MINNEAPOLIS SYMPHONY . .uueies £135,000
ST. LOUIS SYMPHONY . .ovuvioses £123.914
PITTSBURGH SYMPHORY . ......- S 204,000
LOS ANCELES SYMPHONY ........ 200,000
BALTIMORE SYMPHONY ...cucva £138.754

And so it went with orchestras great
and small. The large Eastern orchestras
were helped out by income from record-
ings and radio broadcasts. Even so, they
were unable to break even.

Orchestras, squeezed by rising costs and
a fixed income, are between the upper and
nether millstones. In business, when pro-
duction costs rise, the new expense is passed
on to the public in the form of higher
prices. But orchestras dare not raise prices
too drastically, They know that for most
of their patrons music is a luxury casily
slashed from the family budget. As a re-
sult, income is limited by the number of
seats in the hall, multiplied by the highest
price the orchestra ventures to charge for
them. As a rule, the total is not sufficient
to cover the cost of the orchestra season.
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Inevitably a staggering deficit is the
result, Someone must pay the difference
between income and expenditure. The only
question is: Who?

In former times, the answer was easy—
a royal or titled patron, Louis X1V set the
example, with a large orchestra under the
direction of Jean Baptiste Lully. Other
European princes sought to make their
palaces each a miniature Versailles, com-
plete with court musicians,

Thus originated the splendid Mannheim
orchestra, which so delighted Mozart, the
orchestra which Prince Nicholas Esater-
hazy (“The Magnificent”) created for
Havdn, the court orchestra of Frederick
the Great, and others all over Europe.

In democratic America, the place of the
royal patron was filled by men of wealth.
The Boston banker, Colonel Henry Lee
Higginson, founded the Boston Symphony
Orchestra and supported it for many years.
Clarence H. Mackay, head of Postal Tele-
graph, was a mainstay of the New York
Philharmonic. Henry H. Flagler, oilman
and Florida promoter, aided the New York
Symphony Orchestra (later merged with
the Philharmonic k. Edward W. Bok, pub-
lisher, was a chief supporter of the Phila-
delphia Orchestra: William A. Clark, finan-
cier., of the Los Angeles Philharmonic.

Rising taxes, however, have driven the
wealthy patron from the American orches-
tra scene, Our symphonies can no longer
look to one Maecenas for support. The
money must come from elsewhere.

When the Philadelphia  Orchestra
emerged with its deficit of only $15,000,

the feat was largely made possible by a
grant of $50,000 from the city of Phila-
delphia, This was the first time that the
city had contributed to the orchestra’s sup-
port. (Mher communities, however, have
for some years made contributions from the
public treasury o musical organizations.

Some cities appeared reluctant 1o call
this a subsidy; but grants of up to $70.000
a year have been provided for such things
as concerts in the schools and special con-
certs al nominal rates of admission. Denver
gave its symphony the use of the municipal
auditorium rent free: Portland, Oregon,
rented its auditorium to the Portland Sym-
phony at half price,

Other cities which have given their or-
chestras financial assistance are Indianap-
olis (850,000 annually), San Francisco,
Baltimere ( $65.000 annually ), Los Angeles,
New Orleans, St. Louis, Salt Lake City,
Houston and Buffalo, In Sioux City, lowa,
a special orchestra tax nets the city’s orches-
tra £10,000 to $12.000 annually,

In addition, the orchestras in San Fran-
cisco, Los Angeles, Atlanta and Tampa
receive grants of cash from county as well
as citv. New Orleans is helped out by a
yearly appropriation of 87,500 from the
municipal board of education.

Several states have appropriated money
for the support of symphony orchestras,
including Vermont, Massachusetts, Rhode
Island, North Carolina and Arkansas,

Thus it is apparent that, however much
we may oppose the idea of “state subsidy”
in principle, we have gone a long way
toward subsidizing our orchestras in fact.

Americans seem not to take kindly to
the idea of a subsidy, It is incompatible
with the American tradition of rugged in-
dividualism and free enterprise. It brings
back memories of undistinguished WPA
music projects in the Thirties. And to the
American mind it suggests one more step
in the direction of a socialized state.

In Europe, on the other hand, it has
long been taken for granted that great
music will not pay its own way. The Lon-
don Philharmonic Orchestra, which during
the war conducted public appeals for funds
exactly as do the Metropolitan Opera and
the New York Philharmonic-Symphony,
has abandoned this approach as “undigni-
fied and haphazard.” Instead the National
Arts Council and London City Council
have underwritten the orchestra to the tune
of $150,000 a year. The British govern-
ment also subsidizes Sadler's Wells Opera
and the Hallé Orchestra in Manchester,

In the Netherlands, seven major orches-
tras receive (Continued on Page 063)
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CHORAL SINGING

Correct Breathin o

for Singers

Despite the elaborate theories advanced

by many people, no thinking and no mus-

cular control are required for breathing

By JOHN FINLEY

’1_: E FIRST THING a new-born child

does is breathe, and the last thing a man
does @s his spirit leaves his body is stop
breathing. Between these two extremes, the
beginning and the end of life, we breathe
every second of the day and night through
weeks, months and vears. We have dis-
cussed tuning and timing, and before ton-
ing can be discussed advantageously it is
necessary that we understand this whole
subject of breathing.

There are many fads and fancies tanght
in the name of breathing, each one silly
in itself but carrying weight with the voice
student who has not learned that singing
is a normal function of the human body.

For example, there is the log cabin meth-
od of breathing. Since Lincoln and Hayes
were born in log eabins it therefore fol-
lows that one must study breathing only
with a man who was horn in a log cabin,
and thus have the only true approach to
the American way of breathing,

Then there is the Chinese Urn method
of breathing. A great urn is placed in the
middle of the studio and every voice student
must imitate its shape, practicing each day
to open his throat to the point of nausea.
When he has mastered opening his throat

in a flash to its widest extent, he has learned
to hreathe,

Next comes the method that makes good
piano movers. The pupil lies on his back

WILLIAMSON

on the lloor, and starts raising and lower-
ing one brick placed on his abdomen., When
he can easily ruise one brick he gradually
increases the number to a dozen. H}' so do-
ing he is supposed to have mastered good
breathing and, of course, should be able to
use hiz ahdomen to push pianos around.

Then there is the whistle method of
breathing. A little whistle, such as one finds
in teddy bears, is given the student at the
first lesson, The whistle sounds the inhala-
tion and exhalation. When he learns to take
24 steps to one intake of breath and 24
steps to one oulgoing of breath he has, so
it is said, mastered perfect breathing,

We are alee told of the methad that ad-
viorales |i|lir|g the chest as high a= possible,
taking the posture of a pouter pigeon. And
§0 on—and on!

Many vears ago our class in Vocal Meth.
ods at Westminster Choir College made a
survey of the different methods of breath-
ing advocated in books on singing written
largely by voice teachers. It was quite up-
setting to the class to find that each book,
almost  without  exception, approached
breathing from a different viewpoint, We
next made a survey of the subject as pre-
sented in books by great phyvsicians, With.
out exception these books set forth the uni.
form idea “that man breathes to keep a
normal sapply of oxvgen in the blood
stream and to eliminate carbon dioxide.*
These medical books mentioned nothing

about breathing for eating, sleeping, <in,.
ing, athletic sports, or study., They gave by
one reason for breathing, and that was i
one stated above,

Why then is there so much confusis
among students and teachers of singing’
We helieve this confusion has come ahog
because those of us who teach, insead o
;-'tuu]_\ilu_: the p'l\ siology of the body. hae
built up our own beautiful theories an
fancies as [acts, We forgel thal the teack.
er must necessarily tlalk two languages
the one understood by the performer and
the other understood by the listener, For
example, we say that the great singer sing
on the breath, and so we tell our gtudests
that they must sing on the breath,

What we really mean is that the sound
to the listener must seem to float through
the air. We forget that sound has a normal
speed at sea level of 1089 feet a second
or over 700 miles an hour. If we sing on
our breath, as we so many times are told
our breath must travel at a -pﬂ-ﬂ of owver
700 miles an hour, or at the speed of sound
A ,-':-"rulln- June breeze that wouwld have to
travel even 60 miles an hoor would be
devastating. What would the same brees
do if it were travelling at the speed of

sound. that is, over 700 miles an hour?

The truth is that sound waves move not
on air, but move through air, in the same
fashion that water waves move. If we throw
a stone into the middle of a pond. the
waves move out from the imi!'ll of contact
until eventually they ripple to the shore
The water itself does not move, but the
energy created by the stone striking the
water creates wave after wave, Just so,
sound travels not on the air but throogh
the air in successions of condensations until
the i1lilii!| energy ||-[ tl‘u: \'il}rqlinuq is &
hausted. We are told that in a voice free
of interference the vihrations will travel as
far as the SiNEer can see

If we breathe to kw*p up the normal
supply of oxygen in the hloodstream and
exhale to eliminate carbon dioxide, and if
the breath does not leave the bodv when
the vibrations leave the body, then we
find that the old Italians were right whes
they placed a mirror or lighted candle in
front of the mouth, and refused to accept
the Fiﬂl:il‘lg if the mirror clouded or the
candle flame flickered. Both results showed
that breath was escaping.

The problem for (Continued on Page 49)
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BAND & ORCHESTRA DEPARTMENT Conducted by William D, Revelli

Creating a String Orchestra

At the University of Colorado, “informal education” 'is

O N ALL SIDES TODAY, we hear the

cry, “Emphasis on the strings!™ At the
College of Music at the University of Colo-
rado, that i= an old story. For the past 23
vears we have given priority to developing
new string players, For several years we
ghandoned our full symphony orchestra, in
order to develop our string orchestra to a
very high level of musical excellence.

Very often, when I am asked 1o explain
the l|t'.$'€"|i'|pllll"!|11. of the string orchestra of
the University of Colorade, 1 answer, “Oh,
we use our informal education.™

To many people this is a rather baffling
reply. 1 then explain further.

From all the formal teaching you have
received. lectures you have heard, and
books vou have read, have you ever
stopped to consider how very few words
of wisdom or impacts of personality have
served vou as guideposts throughoul your
career? It is this inspiration of a person-
ality, a few lines from a speech, a sentence
from some article read, or, perhaps, an
old adage recalled, which 1 call my “in-
formal education.”

Let me quote o you a few of my [,fll‘ldﬂv
posts:

{11 From an article by Louis Persinger
in an ETUDE® of years gone by: “It is far
better to develop some very simple piece
to the utmost of vour technical and artis-
tic capacity than strive after some great
work far beyond your reach.”

10ld adages which make the same point
are *Don’t bite off more than you can
chew.” and “Cut the suit to fit the cloth.™)

(2) From a lecture heard in my high
school days, “The written word is but
frozen speech.”

(31 Another old saying, “Slowly but
surely.”

{4) From a small treatise by Lionel
Tertis. the renowned English violist:
“Pprfect intonation is the rock-foundation
of the string player's equipment.”

i51 “All work and no play makes Jack
a dull boyv.”

(6) “Genius is 109 inspiration and
90 perspiration.” L

{71 “Hitch vour wagon to a star,

Let us take these gems of informal edu-

*mmnE—aancany 1913
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the basis for a successful stringed instrument program.

By HORACE JONES

cation and see how they apply to the de-
velopment of our string orchestra. You
will find that they apply 1o other musical
organizations as well, and, very often in-
deed, to private instruction.

(1} In the ETUDE article of many years
azo, Louis Persinger asked: “Why do you
léy. to play the Mendelssohn Concerto when
you have only the ability to play a piece
by Dancla?”

It is my conclusion, afier hearing
many amateur groups from pre-high school
age on up, that one of their chief failings

is attempting to play material far beyond
their ability, both technically and inter-
||r1'tul'|-n-h. How often do we hear an ele-
mentary or junior high school orchestra
attempting to play an “easy” piece by Mo-
gart or Haydn? Easy-looking to the eye,
yes: but extremely demanding in technical
control and finesse, Or we hear a high
school or collegiate orchestra “playing
at” a major symphony, a work of such
difficulty that professionals polish it for
years,

It is my Dbeliel that true aesthetic
value is gained (Continued on Page 57)

Horace Jones, conductor of the string orchestra at the University of Colorado, re-
hearses with @ small group of string players for accuracy in intonation, phrasing, dy-
namics and clear ensemble. He makes sure his players master easy works first.




20

Rebui]ding a Famous Violin

With his fingers crossed, Jascha Heifetz undergoes the 10-day ordeal of

having his 200- year-old Guarnerius del Gesu taken apart for a major checkyg

ASCHA HEIFETZ, wear.
ing a relieved expression,
poses with his Joseph Guar.
S nerius del Gesu violin after
the 10-day ordeal of having the
instrument taken apart.
During his recent tour of [s
rael, the violin began to show |
signs of wear, and on his return

to America, Heifetz was faced | : ..
| Los Angeles studio of Benjamin

Koodlach, son of Abraham Kood-
lach, who until his death four
vears ago had kept the Heifetz
violins in condition. (Heifetz

with the necessity for a major
overhauling job on his violin.
This was a hard decision for
Heifetz, since he feared some-
thing might happen to the fiddle, o
one of the world’s finest instru- owss o yiglinh ) L Jear Jie
ments. Made in 1742 it was in
perfect mint condition. It did not

vounger Koodlach overhauled
Heifetz' Stradivarius, and Hei-
fetz was pleased with the result.

even have a sound-post patch £ : ; ;
rhic ; P P Gt IMherefore he decided to let Kood-
which is found in many old Cre-

: lach take the Guarnerius apart.
mona violins.

Finally Heifetz Sonbad atibe Photographer David Kovar's

3 With Heifetz again watching, Kood-
lach smooths rib of violin. Top lies up-
side down, showing wooden bass-bar.

2 ; Koodlach removes dried glue with
chisal, being careful not to touch wood,
200 years old when violin was made.
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studio is next to Koodlach's. He
got permission to take pictures
of the operation. The series of
photos on these pages resulted.

The first step was to remove
the top. The picture at upper
left on this page shows how a
Guarnerius looks inside. The
cross and ecclesiastical letters on
the label (lesus Hominum Sal-
vator— |esus, Savior of Man-
kind) were used by the devout

4 Heifetz and Koodlach discuss next
step. C-clamps hold in place the lining,
which has been removed and reglued.

1 First operation. With a cautious assist from
Heifetz, Koodlach removes top of violin and ex-
amines inside of instrument. Top was removed with
very thin flat-blade knife. It come off perfectly.

maker to distinruish his violins
from those of his father, uncle
and cousins, also well-known vio-
linmakers. Hence lus surname,
Guarnerius del Gesu.

Koodlach worked for 10 davs,
12 to 14 hours a day, on the fid-
dle. He studied each step in
advance, then told Heifetz how

he planned to go about it. Every

CONTINUED ON NEXT PAGE

5 Using a jeweler's eyeglass, Keodlach
studies corner blocks. Clamps have been
removed from most of lining, now dry.
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&  After final gluing, top and back of viclin
are clamped to sides. Heifetz examines it, won-
ders if it will play as well as it did before.

Rebuilding a Famous Vielin

CONTINUED

day Heifetz came to the workshop
and watched. Occasionally he lent
a cautious hand in the proceedings.
(Photo 1).

Finally Koodlach started to put
the fiddle back together. He had to
close the windows to keep a constant
temperature, so the glue would not
chill. This was one of the touchiest
operations. After 15 minutes, Heifetz
couldn’t stand the strain and left,
telling Koodlach’s assistant: “Lock
the doors and don’t let anybody in.
Mr. Koodlach has very exacting
work to de.”

A week later, Heifetz returned
to the studio. Well pleased, he pro-
nounced the fiddle as good as ever.
He is now playing it in his concerts
this winter, Probably never again
will he need to have it overhauled.

7 Koodlach uses eyeglass ogain
to remove filmy dirt from seroll,
without marring original varnish.

9 Painstekingly Koodlach fits the
new bridge, made of maple his fa-
ther got in France 40 years ago.

11 Setting soundpost, before
tuning. If soundpost is slightly off,
violin will not deliver a full tone.

8 |nsame manner Koodlach goes
over entire surface for specks of
dirt adhering to the instrument,

10 Stringing up. Long, meficu-
lous operation is now nearly com-
pleted, except for one final detail

12 Operction completed. The

Guarnerius, like new, will thril
millions in hands of Heifetrn
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Ri-'.{.'HN'FL!' the music commilttes

chairman of a large Eastern church called
me up in greal perplexity.

“We're having trouble with our organ.
ist,” he said.

1 asked what was the matter.

“Well—" the chairman groped for words,
“Being a layman, I'm afraid I can't ex-
plain it very clearly. But there is some-
thing wrong with his playing. The church
service doesn't seem to go quite right.”

Here was an astonishing piece of news,
The organist had a fine reputation as a
soloist, and was much in demand for guest
recitals, A few days earlier 1 had heard
him play a recital which was absolutely
first-class, both as to program and play-
ing. He had played the entire program
from memory. His performance was ac-
curate and well-controlled, even in the most
rapid passages. His phrasing and nuances
were those of a sensitive, intelligent mu-
sivian. Altogether he was the last man 1
would have expected to hear charged with
lack of professional competence,

I communicated this thought to the
chairman, who said: “That’s why I'm call-
ing you. The committee wondered if you
would be willing to sit in as an impartial
observer, and let us have your opinion of
the service, along with suggestions on how
it could be improved.™

The giving of gratuitous advice can be
a thankless task. 1 was hesitant at first;
but when it became clear that the organist,
far from resenting it, would welcome the
opinion of an older and more experienced
colleague, T agreed to serve as arbiter.

With conductor. choir and organist
participating, we arranged a “dummy”
service, It began with the prelude and con-
tinued through the hymns, the anthem ac-
companiment, solo accompaniment, the
bridges from one to the other, and the re-
sponses, accompanied and unaccompanied.

The prelude was well done. Then came
the first hymn. It was a shock. The organ-
ist played the notes, but that was all. His
playing had no authority. He did not fol-
low the conductor’s beat. His rhythm was
unsteady and his playing did not give the
firm support that inspires a congregation
to sing. '

Presently the conductor gave the cue
for a simple “Amen.” But the organist did
not take the cue correctly. When he finally
came in, he used a stop of such veiled,
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ORGANIST'S PAGE

VWhat they

didn'r teach you

in school

An organist may be a brilliant soloist, yet be un-

able to play a simple church service effectively

By ALEXANDER McCURDY

amorphous quality that the singers could
not get the proper pitch.

The anthem followed. It was “How Love-
ly Is Thy Dwelling Place,” from the Brahms
Requiem. Its accompaniment is not easy to
play, and 1 reflected that it would give the
organist a chance to show off his splendid
technique. To my surprise, he did not
watch the conductor’s beat. and before he
had played a dozen bars the ensemble was
al sixes and sevens,

The registration for the anthem was
badly chosen. It was timid, thin in quality
and gave no support to the singers, He did
not use conlinuo throughout, as he should
have: for the most part he played only the
piano reduction of the orchestral score.
Thiz is all the accompaniment we find
printed with “How Lovely 1s Thy Dwelling
Place,” but a skilled organist should be
able to fill in the voice parts when necessary,

The offertory seemed effective enough.
There was then to be a bridge from the of-
fertory to the Doxology, taking place at
the Presentation. The improvisation which
the organist supplied at this point would
have shamed a first-year counterpoint stu-
dent. It was wandering and incoherent. It
was a series of disconnected ramblings,
concluded by an abrupt leap into the key
of the Doxology. The conductor had no
idea when to give his choir the cue to be-

gin singing. The whole transition was
bungled, and in an artual service would
have spoiled the impressiveness of what
ought to be a highlight of the service, the
Presentation.

Next followed a tenor solo, “The Lord
Is My Light,” by Frances Allitsen. The ac-
companiment to this =ong is brilliant and
effective on the piano: but it is difficult to
play on any organ. Unless carefully worked
out, the rapid arpeggiated triplets become
merely a blur of sound, That is what hap-
pened in this instance, The aceompaniment
was not clearly articulated, hence it lacked
rhythmic steadiness, The registration used
was timid, to say the least, and gave inade.
quate support to the singer. | was amazed
that the tenor managed to get through his
solo against such heavy odds,

Following the Benediction, and at other
points in the service, an “Amen™ was sung
by the choir. lInvariably the organist
played a chord of such fuzzy, indistinet
tone that it was impossible for the singers
to hear their notes.

The “service™ concluded with the Post-
lude, which was excellent,

Immediately afterward, we had a meet-
ing, at which I summarized my findings as
follows:

1. The organist (Continued on Page 60)
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Richard Strauss: MORGEN

A MASTER

ELISABETH

LESS DN B Y

SCHUMANN

s 1 was privileged to sing “Maorgen”
A often with Richard Strauss at the
piano, 1 feel I am perhaps qualified

to convey the composer’s intentions to

young artists and music lovers, | sang it
not only in many concerl appearances in
Europe and America but also on occasion
when Strauss would =it down at the piano
and strike the first chords of the long, all-
explaining piano prelude and 1 would get
up, as if on cue, and start 1o sing; not for
the people present, not for the hosts at
whose house the Strausses and 1 might find
ourselves. but only to be able to get the
chance to sing an extra Strauss song with
the composer again at the piano.

With one exception, which I shall relate
a little later, “Morgen™ never posed any
problem for me, This doesn't mean that 1
cannot easily understand the many pitfalls
it =0 often holds for the unsuspecting stu-
dent. Understandably enough, many stu-

dents believe it to be a “surefire” song,
and only after a long acquaintance w ith it
they discover it is muach more difficult than
sume songs, which, on the surface, look
more hazardous,

Before 1 discuss the song in detail let
me make a few general observations. You
will notice that in this article | am avoiding
the word “Lied.” There is a very simple
reason: “Lied” is merely the German word
for somg. When mentioned in German con-
versation it therefore does not acquire the
aura of “important importation” which it
so often gets in English or French conver-
sation. Austrians and Germans would never
refer to a Debussy “chanson.” It would be
a “Debussy Lied"—so let us call “Mor-
gen” a Strauss song,

Now, one of the primary things about a
song is that, under all circumstances, you
must understand the words, Strauss, for
one, stressed this all the time. Not only for
his songs, but for his operas, If forced, he
would have sacrificed vocal beauty for in-
telligibility of the word.

It always amazes me how excellently,
generally speaking. American and English
German—a  lan-
guage with which they, in many cases, are
not familiar. 1 have noliced quite often

voice-pupils  pronounce

that some of them pronounce German or
French much more distinetly than they do
their own mother-tongue, English,

This is not canfined 1o the Anglo-
Saxon music student. Last summer, as a
judge of the International Voice Competi-
tion in Geneva, Switzerland, 1 listened to a
girl who, 1 thought, surely must be singing
in a Scandinavian language with which I
was nol familiar, But suddenly she sang
one word which was unmistakahly German.
Later 1 had a chance to talk to this girl, I

asked her, “Tell me, did you wnderstand
the meaning of the words of that song you
sang?" She replied in perfect German, “But
of course, Madame Schumann! 1 come from
Bremen,”

Strauss’ conviction was that if andiences
did not understand the words of a song they
would be so hored that no amount of in-
spiration on the composer’s part could keep
them awake during the entire song recital,
| always advocate, for the audience’s sake,
that entire poem translations, rather than
the more customary and more economical
annotations, should be printed in the pro-

gram.

Concentrating now on “Morgen,” it is
impossible to sing the first phase of this
song correctly if you do not fully concen-
trate all through the long, beautiful prelude.
This prelude tells the entire story. lf you do
not capture the serenity, the feeling of peace
and space during those first 13 bars, you
will not caplture them for the rest of the
song!

| hesitate to “prescribe a recipe” for the
re-creation of this mood of serenity. Ev ery
individual has a different association which
helps him to conjure up a special mood o
atmosphere. 1 will not describe here what
I, ]n'r.r-ur.al]}', am \'i.!’-LI:IIHIng in order to
summon up the rr:;ui.n-ul feeling because in
doing so, some students might try to use
it as a shortcul, copying my associations
instead of using their imagination and their
own creative powers.

The r-ingvl‘ should take a breath on the
first beat of bhar 14 in order to Flitlt“ into
the first phrase of the song. (This, of
course, must only be general advice, de-
pending again on the individual breat hing
habits of the -ing:-r.-, For some il rnight
have to come a fraction carlier—Ifor others
a little later. |

The most important thing to remember i
that in this particular song the singer'’s
voice must dovetail with the accompani-
ment as if it (Continued on Page 56)

“Morgen’’ eppears on Page 18 of this menth’s ETUDE.
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NOTE:. All dynamiecs, tempo indications, and fingerings are those of
‘For a discussion of the Buxtehude Canzonetta,

Canzonetta

the editor, They do not appear in the original and are meant to be suggestions anly.
see the article by Kurt Stone in this issue,

DIETRICH BUXTEHUDE
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[Molto moderato]

Canzona

noro L'EPisTora®

NOTE: All dynumics, fingering, und bracketed tempo indications, ete., are those of the editor. They do not appear in the ariginal and are meant to be suggestions snly.
Far a disrussion of the Frescobaldi Canzona, see the article by Kurt Stone in this issue.
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GIROLAMO FRESCOBALDI
1583-1643
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* From Fiori musicali, a collection of contrapuntal pleces based on chants of the Liturgy, composed In 1835,
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Tambourin
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4231 423 1

No. 18468 f i
Jean Philippe Rameau (1683-1764) olifi iter of operas and ballet music. This charming “Tambourin™ takes its name from the dance for which it 12 a2
wr?:tm.ll 'Ely Provencal dance in :"Tt:mllr. I ::';ft:nnnccsmpmird h;. flute and drum (tambour ), hence its name. The Ilﬁh'"‘“" Eli“" ‘i’.m_d first ocrmn jy ':_‘#'ﬁ —— 3 |__j
Measure 3 and is repeated throughout the piece should be played in a lighter, more ornamental mnnrlbsrh:hm th::d.m;;::-i "]4 melody notes. In playing the mordes T %ﬁ:
: : = 3
Vvace {Measure 4, third best, and following) the first note shou aece JEAN PI;ILI['?E RAMEA el 9
2 R, 4 .
- : PR ) : m 2 :p
1 - 1 T ¢ P ——
r e —— Cresc. K ~— e =
: : —_—
,.-—-«.[ | | ] h"'JI _l["-.-— -
——r e % 1 423 ; 5 3 3 2 3
.l Fa 'I -
- F._ - F. - - F - p r : rf = —72
¥ Y ¥ ¥ ¥
4 1 : —
.r-——--...\:‘l 3 S ., S -'_"‘--..\I. : Ty f i |
= = ' — = -
== u=7—f ' 1 = e 2 %
—_— | —— ?— — p— ;—f:- —_— e = o 5 f
|_.,..-r-"-'|_"_"'-- ! ]I. ! — i 2
—— — Rigaudon
- i T N, 41051000
was usually in 274 or 414

F Pureell’s *Rizandon™ takes its name [rom a French dance of uneertain origing probably from Provence or Languedoe, The Rigaundeon
v shows the

time, consisting of theee or Tour parts of unegual bength. The donee tself was characterized by a pecoliar jumping aep. The style of the piece .
“Rigandon” use the damper pedal sparingly and strive for elear, detached tone. This is a

HENRY I'URCELL

inftwence of the non-sustaining instruments of Purcell’s time, In playing the
valuable exercise in staceato playing, Grade 3,
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DONALD LEE MOORE

Of Days Gone By
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Valse Pierrette

No. 22597 : - ion in F Major should be played with singin
A Tlight, graceful waltz that lies well under the hand, affording an interesting 51“"]!‘ in legato playing. The middle T rlhi': II:Ju:':r.J [.;,’::urﬁg;irq r,nnlrnl i'ﬂh;ll_h:
tone and smooth, well-controlled legato, Observe careflully the “rallentande™ markings the tempe should be retarded jus
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| A Pony Ride

Grade 114 ; MAE-AILEEN ERB
Moderato with strong rhythm {J.: 80)

A O e i =3 5 3 2 _,q
frp— N e —‘":""'3 e :

1\ E T = =5, - -! =
e ] ahe - e
A-|fly-ing o'er the|beach we ride I, and my lit - tle] po - ny, Ve
J‘ » . --'-"'"_._-_-_-_ ] .

’ " %.P . - 5 I' L{.
H 7 ] it e s ¢ i i I v
3 2 5 3

r"l‘ I 1 oY I T — " o e = '____-_
) S e e L BN
—" —— 1 O L L__H_  pu——— & &

fly so fast, I'm |filled with pride, As we go gal-lop-ing by'__ His |hoofs are pound-ing the

cresc. _—2— | o™ ;
. : h;. ’“‘ =8 @
I ] 4 & ‘ i T H ! —a 1_.
% o o S e 20 ! : -
; : 5 1 1 4 1
3 2

_'._ [ T = T TS I TR e ﬁ—
(v x5 T =
s e E e o

cool, damp sand, Klop, |Klop, and Klip-pe-ty [Klop they go. The | reins 1 tight -1y  held

o fo 14 B § e ) e 2 W) s e

Ly ] { i IF ﬁ [’ .f -IF- II ,
) T T 1
2 4 3 4 1

I -
As we go dash-ing a - long! A fly- ing o'er the beach we ride
———————— =
! ":H_-\'P' £ .
=1 _: o Jf}:_._h.:____ 2

*i
x
l-ﬁ-

4
..__..* >
r
iy

e

} e
S e =
+ | ° T i
I, and my lit- tle | po - ny, He | nev-er stops, but keeps right on, Till

r 3 rit. 4f g » ]
' : —l . .1 TTd » e =+ §
" — 3 '
-

T 1
R = 1
] 2 1 'S
j Copyrighy 1950 by Oliver Ditson Company IFHERS T Dlgrviy ot Snteriy

% ETUDE-
ETUDE-FEBRUARY 1951 DE-FEBRUARY 1951 &




Two Short Pieces Finale

No. 1283, RoMANCE FROM “QUEEN oF FRANCE” SYMPHONY No. 1383
Grade 214, ¢ Grade 23%.
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Drummer Boy
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cavrMerRicH “"Carillonie
Bells”, installed in the
Chapel of Westminster Choir
College, are connected to the
organ console and provide
the fulfillment of an organist's
dream. Their dynamic range
is 8o great—their tonal qual-
ity so superior—their un-
distorted volume so rich, that
they are a distinguished asset
to any organ.
Dr. Alexander MeCurdy,
head of the Organ Depart-

Bell tones of majesty and beauty for
the organ . . . unmatched by any others

SCHULMERICH ELECTRONICS,
28101 Carillen Hill, SELLERSVILLE, PA.

mesiit Al 1i"|."1ﬂH|1i.hs|vr, 1|'|].H
us: " "Carnllonic Bells” are n
conetant joy to us. We find
their use with our organ
limitless, We learn new ways
to use them in our program
every day. The bells from our
tower have a gorgeous tone,”™

Organists and church aw-
thorities evervwhere are dis-
covering their true beauty of
tone and musical versatility,
You should investigate them
fully. For particulars write to:

o

INC.

TO BE WELL-INFORMED ABOUT MUSIC
Don’t miss an issue of E T U D E the Music Magasine

| with

STUDENTS—MUSIC LOVERS to earn
Liberal Commissions selling ETUDE
all other major mogorines. Mo Cost
or Obligation. Write for complete
details today to:

M. E. NICHOLS
CURTIS CIRCULATION CO.
Independence Square, Phila. §, Pa.
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THE WORLD OF

This month Boston University
continues its year-long festival of
music by New England composers
a chamber music program
featuring the Stradivarius String
Quartet. Composers represented
are  Daniel Gregory Mason,
Paul Hastings Allen, Randall
Thompson, Mabel Daniels and
Lukas Foss . . . Uday Shankar
and his Hinda Ballet will return
to the U, 5. next season for a ten-
week tour beginning in December
. .. Next month, Charles Munch
and the Boston Symphony will
commemorate the 10th anniver-
sary of the birth of Vincent d'Indy
with a special d'Indy program,

Claudio Arran and Jennie
Tourel have been added to the
list of artists appearing at the
Festival of Great ' Britain, which
opens May 3,

Austria’s famed Salzburg Fes-
tival this year will open July 27th
and continoe through Awg. 31.
Leopold Stokowski and Wilhelm

| Furtwiingler head the list of con-

ductors. New works scheduled for
the Festival include Verdi's
“Otello” and Berg's “Wozzeck.”
Other summer music events sched-

| uled for Austria are the Bregenz
Festival, July 21-Aug.

12: the

74

Bruckner Festival at St Florian,
late July: the Vienna Festival,
May 20-June 20;: and the Graz
Festival, in July.

Eugene Ormandy, who in
December made hizs debut as =
Metropolitan Opera conductor by
leading three performances of
“hie will shortly
conduct the recording of the pro.
duction Columbia Records.
“Fledermaus" is Mr. Ormandy’s
second experience in conducting
an opera, his hrst being a per-
formance of “Madame Butterfly”
at the Hollvwood Bowl in 1948,

Margarelt Truman’s first re
cordings made under her exclusive
contract  with RCA-Yictor are
scheduled for release shortly, Her
first album, made with a choral
group conducted by Robert
Shaw, will include a group of
early American songs.

Jarmila Novoina, Doris Doe,
Lorenzo Alvary, Martial Sing-
her and Charles Kullman sang
leading roles in the performance
of “Faust” which opened the
World Outlook Conference at Bob
Jones University, Greenville, 5. C.,
last month. The governors of
South Carolina, Hawaii and Alaska
were presenl for the evenl.

Fledermaus,™

for

COMPETITIONS

mouth, TIL.

{PHONOGRAPH |

(For details, write to sponsors listed)

¢ 19h biennial Young Artists Auditions in piane, vielin, organ, vwice.
Prize=: $1.000 each. To be held in March and April, 1951, Sponsor:
National Federation of Music Clubs, 455 W. 23rd St., New York 11, N.Y.

® Vocal solo composition, choral composition. Prizes: 8300 for each.
Closing date: March 1, 1953, Sponsor: Sigma Alpha lota. Write: Carl
Fischer, Inc., 165 W. 57th St., N.Y.C., N.Y.

® A setting of P=alm 148. Prize: $100. Closing date: Feh, 28, 1951,
Sponsor: Monmouth College {attention Thomas= H, Hamilton), Mon-

* Competition for orchestral work, not over 10 minutes long, to be
premiered by Baltimore Symphony, Closing date: March 15, 1951,
Details from Dr., L. B, Keefer, 3818 Toudor Arms Ave.. Baltimore.

. Cili‘!llliﬂ"'f music or .'-I'I!RH orchestra work, h‘_l.' COT praser under 19,
Prize=: §25, 810, Clozing date: April 30, 1951, Sponsor: Jordan Col-

lege of Music, Indianapolis 2, Ind., at. Mr. William Pele.

& Choir Photo Contest. ”II-F!II o ﬁllﬂ-llr-rft‘hﬂinnal choral ETOURS |Ir|.['_|'.
First prize, $382.50; nine other prizes. Ends June 30, 1951, Sponsor:
Choir Guide, 166 W, 48th Si, N. Y. C.

. Tl_:lllu: Composers Contest—Chamber music work by composers 16
to 25 years of age. Prizes: %150, £50, Closing date: April 1, 1951,
ﬁilr:ﬂ-n]‘: National Federation of Music Cluhbs (address above).

® Chopin Scholarship Awards, for study during 1951.52, of §1.000
each 1o a pianist and a composer. Closing date: March 1, 1951,
Sponsor: Kosciuszko Foundation, 15 E. 65th Si.. N. Y. C.
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CORRECT BREATHING FOR SINGERS

(Continued from Page 18)

ke cinger, then, is to discover how
i wse the least amount of oxvgen
od how to create at the =ame time
the greatest amount of energy that
il travel in vibrations from his
hody 8t the speed of sound. Since
medical scientists have studied the
whole question of oxygen supply in
the human body, it would seem wise
for teachers of singing to build their
teaching methods regarding the study
ul hlt‘ilhil‘lﬂ TR the hndings of
hese scientists. We  learn  thm
homan beings use more oXygen w hen
they are under emotional tenszion
thaz thew do at any other time. For
sample, air conditioning apparatus
in theatres tends to break down when
3 large audience i= wilnessing a
pnse. emotivoal play. However, no
such breakdown the
showing of beantiful scenes in tech.

arcompanies
niendor.

A large amount of oxvgen is used
by the mind. Physical activities use
the least oxvgen unless the emo-
tiomal urge 1o win comes into |||il'a.

Ii we examine =inging we find
three different functions in  man,
working simoltaneously and each
ane using up the oxvgen supply.
The first i= the imaginative control
of the great artist, who must con-
siantly plan to so portray the music
that the listemers are stirred emotion:
tlly. The second iz the s=cli mastery
of the performer who must hold
frly against the presence of hys-
terie or sentimentality in  himself.
And the third §= the demand of the
wirmal functioning of the body.

When we say that the great artist
s mastered lreathing, we mean
thit he has so mastered his self-
cititrol and has developed such poise
# o use up linle of the oxygen
apply that the blood siream must
furmish 10 all parts of the body in
"_fdfl-‘ te carry on the normal func-
tion of jua keeping alive. The
tagtral functioning of the body is
such that desth eomes almost simul-
lnesusly with the absence of oxy-
g Even such a fundamental ex-
perience ms tuning hecomes Impos-
“ible when the oxygen content in the
Moo stream is low.

Most of us have had the exXperi-
ece of climbing up & mountain and
bnding nurselyves panting vehemently
when we reached the top. Although
¥ suid we were short of breath,
tually we were short of oxvgen.
gers always find it next to impos-
‘ible 10 sing in cities of high altitude
until they have become acclimated 1o
“uch heights, | remember one time
F"“f‘ years ago when Westminster
it arrved in Laramie, Wyom-
g late in the afterncon and gave
! toncert that evening. Because of

Fﬁnrﬂ:[ﬂ of OXYEEN We had
ificulry keeping in tune, some had
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The first thing a student must
learn, whether he be a solo singer
or a choir singer, is 1o decide what
emations he will allow to take con-
trol in his own mind and body. Fear
is the first demon that must be faced
and put down. Fear of sharps, fear
of Aats, fear of 16th or 32nd notes,
fear of double dots, fear of so-called
high tones or of so-called low tones,
fear of long phraszes, fear of pianis-
simo marks, fear of fortissimo marks,
Each ane of these little fears, =0 dear
to many of us, must he mastered or
each will take its toll of the normal
oxygen supply of the body. Chang.
ing these fears has to do with knowl-
edge and mastery of self, not with

what this great Home Study

Lreathing. It seems to me that the
first requizite in defeating fear is a
good course in theory and in simple
acoustics, To be sure there are many
other pet fears. such as the fear of
peaple—ithat they will laugh at us,
eriticize us, or talk about us. All of
these make ue “short of breath.”

Courage is o fundamental require-
individual who ex-
pects tn appear before people. To
even hegin the study of breathing
the singer mu=t have courage enough
to forget <elf and focus his attention
upwn I:fll-' |||1'.:-I.|I!+' rlf tlluq’-: T whull'l
he is singing. With fear eliminated
hee will soom diseover that no matter
what his what he eats,
whether he = sleeping or awake,
breathing poe= on day and nigh
without hiz volition. This realization
will convinee him that there is not
much to worry about in breathing.

Before one can master the matter

ment [1 Ir EYery

prsiure,

of breathing. he must accept the fact
that air moves only under pressure,
and that air enters the body only to
equalize the pressure within and
without the hody. When the oxygen
content is lowered and the carbon
dioxide content is raised, a little
organ at the bhase of the hrain,
called the medulla oblongata, hids
the individual expel the air. The
instant this i= done the air pressure
outside the body pushes new air in
to keep the pressure inside and out-
side the zame.

There i= no vacuom and no vac-
unm pump in the body. Exhaling
is the result of lowered oxygen con-
tent. Inhaling is the result of the air
pressure  outside the body  being
greater than that inside the body.
Man has behaved this since
the day he was born. No thinking
and mo muscular control are re
gquired for correct breathing.
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BY THE HOME STUDY METHOD
Music has always ranked high among professions. There is
never an overcrowded field for the well trained musician.
@ Interesting positions are open in every part of the Musical Organization has to offer you. At
field. Schools and Colleges are making it necessary for very small cost and no interference with your
every teacher to be equipped for his work; the Radio regulsr work, you, easily and quickly can
is calling for highly specialized training and standard- quality for higher and mare profitable posi-
ized teaching makes competition keen even in small tions in the musical world, |
communities. |
J DIPLOMA OR BACHELOR'S DEGREE |
Are you an ambitious musician? Wae help. you to eam more and to prepare |
A successful musician is most always a busy one, Be- for bigger things in the teaching field or any
cause of this very fact it is almost impossible for him branch of the musical profession, We award |
to go away for additional instruction; yet he always the Degree of Bachelor of Music. With a ;
finds time to broaden his experience. To such as these diploma or Bachelor's Degree you can meet
our Extension Courses are of greatest benefit, all competition,
Digging out for yourself new
ideas for the betterment of ressccscsss===Fill In and Mail This Couponmmemssssssmsms |
your students is a wearisome : UMIVERSITY EXTENSION COMSERVATORY . A=T1T :
time-taking task. When you £ Fi lln:#illuu: Illvd.hﬁhhnl“d I-I. Ih.-:w: 2 s
1 i L] ESSE s m& CaTa A Ustra i
s a”rh:;:d :.!Rn;;a;ijtg::‘- 1 W'--'r‘!: lah:‘:: marked b:fw:' —_—— i ATonion. rgerding :
L i e Y : Piane. Teachor's Normal Course q Harmony ] Vielin 2 |
successful teachers, you may [ ™ piano, Student's Course | Cornet— Trumpet O Guitar .
be sure that their confidence y [ Public School Music—Beginner's —| Advanced Comnel i M "
justifies yowr confidence in ¥ LlRublic Schoul Musie—Advanced (] Walce as S A |
| new ideas or your work which ¥ “ gu Training & Sight Singing Clmiaat URE | EiRised Orgen |
we make available to you. : ] History of Musie Dance Band Arranging | Banjo a
Lock back ever the past year! ' ' |
What progress have you made? - MEmE.  ceoetesrssarasianes setresnnan Adult er juvenile - '
If you are ambitious to make : Streat Mo.....c000 sanbssaaedh PRI I | R P e W et :
further progress, enjoy Breater g win LU s e e s s b e e State.......... .
recognition, and increasing fi- : Are you teaching row?. . ....... It 50, how many pupils have you?. .. .... :
nancial returns, then b s i 1 Do you hold a Teacher's Certificate?. .. . . Have you studied Harmony?, . .. . .
it to yourself to find out 3 Would you fike to earn the Degree of Bachelor of Music?.............. E

L L T T T T g

rue Uviversity Extensiow C’Muwa;wy
28 EAST JACKSON BLVD. (DEPT. A717), CHICAGO 4, ILL.




century

prasents a group of new teaching
pisces in tha first and second grades.
We are certoin that in this list you
will find interesting and warthwhile
pieces which you will want to use.
Your Cantury Dealer will be happy
to show them to you.

Piano Seclos—Grades 1 and 2

3481 Big Drom Major, The, ¥-1. ..  Topkine
1983 Fleatimg. ¥ Hlartan
3350 Frem My Oardén, ©-2 Jluapi
o84 Fewr O'cloch. -1 Hepkin:
1973 Last Pavane, The, Am-2.... firanabo
A%%1 Littls Vake -2 Faldea
1953 Marehing Homa, ©-3 Foldr
J9%3 Misty Evenleg, O-2.., s - - Benrmulln
1976 Marming, -2 Fi ur ProkafleT
A5aS Dutdenr Samg, T-1....... 3 . Kral
Teall Polis Det C-1 Malfe
AT Pug Nase. (1.1 salgmn Tl
Z80 Queen of the Medes, G-2 + Bty
3903 Owjet Balilag 0-F. ... ...00000 oy

1406 Ruf aad Taefl, Des-2 Rhe|fer
2470 Blavenlc Dmass Na. 0, A-2 Dvorsk-Hapking
AaA Spelng Fever, -1 Bodfs

147 Squirrals Pleale. Fm-2 Erkhart
080 Starry Way, -1 ... F Tapkii
300 Theee Chears for the Team, F-2 . Bielocer

178 Tws Capriess. Dm-F-1 Faganinl-_ Sieioer
Century Edition is 20¢ o copy

Our Groded-and-Clasmified — or our
complete caotalog listing over 4000
numbaers is free ot your decler or on
request from ws.

CENTURY MUSIC PUBLISHING CO.
47 West 63rd 1. New York 23, N.Y.

( TUAN

yr: Approved Service

Professional kil costs nothing extra. For
the best in tuning and repair service wee
vour classi phone directory for A5 P.T.
members. Indorsed by pano manulacrurers.

Sind 3¢ stamp for pampblers “"Prage
Care" and "Mﬂmnfu" ra Depe. E

o B b S T
1022 W, Garfield Ave. Milwaukes 5, Wia.

PIANO TUNING PAYS

Learn this Independent Profession
AT HOME

STUDY HARMOMY BY MAIL
It iv crective, B improves sight ploying
and it gives an inside waderstanding of
compoiery’ works
Evary detoil s corefully exploined and
lustrofed.

For fertber [nformolion wiife:
William E. Burke, LT.C.L. M.R.5.T,
271 Yonge 5%, Teroate, Caonada

all

Musiec Lover’s

BOOKSHELF

By THOMAS FAULKNER

THE GOLDEMN AGE
OF ITALIAN MUSIC
By Grace D'Brien

oy THE 15th to the 18th cen-
turies, all Enrope was an Italian
colony as [ar as music was con-
cerned, Ialian musicians traveled
to England, France and Germany:
composers from everywhere went
to Naly 1o learn their trade. The
Florentine Giovanni Battista Lulli
became the founder of French
opera, as Jean Baptiste Lully:

Handel and Johann  Christian
Bach went to London by way of
Ttaly.

This 1_1||1|1i||..']1_I|||i| of the music
o ] h':. Ilﬂl]ﬂn ‘,':Unll:![:l!‘t'lh- -
ductors, singers, instrumentalists
and stage designers lasted until the

| garly years of the 19th century. In

the 18307°s, Wagm-r'i predecessors
in his eary conducting jobs were
all lalian musicians.

Miss O'Brien’s new book reveals
how this state of affairs came
about. tracing the evolution of mu-
sic in Italy in relation to political
and social happenings of the time,
The volume should be a useful
reference work.

Philosophical Library, $4.25

SPEM IN ALIUM NUNQUAM HAEUI
By Thomas Tallis

Tmnus Tarras' Motet in Forty
Parts is one of the monuments
of contrapuntal writing in the
Baroque period. The intricacy of
its part-writing is not matched
even in the grandiose scores of
Mahler, Bruckner and Richard
Strauss, and is surpassed only by
Benevoli's Festival Mass (1628),
which has 53 individual voices on
the printed page.

After diligent comparison of
early manusecript versions of the
work (the original, eomposed
gometime in the middle of the 16th
century, is lost), the editors of the

| Oxford University Press have pre-

pared a score which is a faithful
re<creation of the Motet, and a
document essential to the study of
Flizabethan music. The Motet has
been recorded for HMV by Mich-
ael Tippett and the Morley College

Choir, constituting an ecasier way
to hear the work for most people
than assembling for a performance
eight choirs of five parts each.
Oxford University Press, §1.25

SCHOENBERG AND HIS SCHOOL
By René Leibowitz

PHLIHI-HHB\ René Leibowitz, at
present leader of the French
school of twelve-lone composers,
speaks with authority on Schoen-
berg and Schoenbergian  tech-
niques of compositien. Mr. Lei-
bowitz studied both with Schoen-
berg and with Schoenberg’s pupil
Amon von Webern, His book is
valuable as a further clarification
of the aims and methods of
Schoenberg, whose influence for
better or for worse has been pro-
found on the music of this cen-
tury,

The book is translated from the
French by Dika Newlin, one of
the foremost Schoenberg apostles
in this country.

Philosophical Library, $4.75

GREAT ORCHESTRAL MUSIC:
A Treasury of Program MNotes
Edited by Julian Seaman

ERE 15 a handy volume for the
concertgoer, record collector
or radio listener to orchestral con-
certs. Mr. Seaman has collected
program notes on all the standard
works of symphonic literature,
from ;\rEln-ck}"s Variations on a
Theme of T:-llaikm..-:tky o Wein-
berger's Polka and Fugue from
“Schwanda.” Annotators include
Lawrence Gilman, Pitts Sanborn,
Robert C. Bagar and Louis Bian-
colli (New York Philharmonic-
Symphony |, Philip Hale (Boston
Symphony Orchestra), Philip H.
Goepp (Philadelphia Orchestra),
Felix Borowski (Chicago Sym-
]}htuly ). Bruno David Ussher (Los
ﬁngl‘lﬁl Philharmonic), and Don-
ald Ferguson (Minneapolis Sym-
phony}. Mr. Seaman has chosen
shrewdly, and the annotations in
his book are at a uniformly high
level. The foreword is by Deems
Taylor.
Rinehart & Company, §5

edition

after edition of these masterpinces i
offered to the musical public. Wy
invite you te compars CEMTURY
EDITION with any other ot any price.
You will probably agree that Cantury
is at least as fine os any other editias
and you teo will ask “How con they
sell it for 20¢ o copy?”

Piane Solos—Grades 3, 4 and §

B078 Adr in O Majer, Helee X1V, —3 . Hasdal

Snin Bagatells im B, ih 33, Na 3-0 Besthoes
a0l By the Laks ol Walleaviadl, Lh-§ Lisnt
3843 Cewrmite in E Mimer—3 Lasiis
il Ewesimg im the Copmiry, —3 Mlaricd
55p0 Cemge—La Mano Abaja, F-1 Thedabel]
74 Feliwang, ibp. 12, Na & FEm-d dirkeg
Sl Emtermerra, Op. 105, Mo 0, B0 Braleg
Hi7: imtermezse fr. Pelile Swits, P-7. Boerniis
BT Masustie, L°Arlesienns, -0 Higel- Nk
00 Moment Musiesd, Op. Bl %o 1, O
Behher
A0R2 Maweletle, Op. 21, Na, T, A-0 . Bchunie
aE9% Prelude & Fugue ig C Miner, —5 1 85 Harh
3502 Mhapssdy in Eh, Op. 109, Na 0-0 Pesbisd
I Mhumba—Ls Chupndsra, 1-] Brialek]
anai Bamba—Yarba Byem, (-1  sre. Guesiber
atnn Bin Litle Preludes P
bl Semats in C Wajer—3 . - Bearlaitl
A Thais, Meditation, €1-3 Massenat
1l Three Etwiles hepia

Century Edition is 204 a copy

Our Graded-and-Clanifisd — or owr
complete catolog [listing over 4000
numbers is free of your dealer or en
request from ws

CENTURY MUSIC PUBLISHING E0.
47 West 63rd 51, New York 23, K.Y,
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Learn to sing Hlﬁ“
TONES

with confidence
and ease
Indrs fe WY a8
DWW of Bine taney. you swers
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richaess aed  dealily 'Il': s
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FREEMANTEL YOICE INSTITUTE
Extemsion Divisien

Dept. E-2, Stelnwoy Hell, 113 W. STtk 5,
Mew York 19, New Tork.
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PIANO BREAKS

Onr Monthly Break Bulletin enables poa
ta build up and glhmourise the Fogs o8
the Hit Parside with clever breaks, movel
Agares afd fricky bhoogle sffecta,

Bewd ) cenis for latest copy or 52 for a
year. Mentlen Ul feacher,

THE AXEL CHRISTEMSEM METHOD
P.O. Box 437, Ojal, Calif.

IRISH ORPHEUS —The e of BANDMAS-
TER Pairiek B. Oilmors, [E39-183, b
Marwood Durlingion. Resd sbsul his pops-
Iar tours. amaring Boaton Jubiless, [nmous
New York Band, his Natiens] Anibem. et
Btudenis will be lnapired by i TN
lovers delighted, Behoal, college snd publs
musle Ibrasies are not complete witheot I
NMiustrated. Price §2.50. Remit by maney
erder or check to: IRISH ORPHEUS,
Box 1341, Washington, D.C
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ORIGIN OF THE FUGUE
{Continued from page 14)

(Messare 39), the uriginn_] form of
the theme is combined with jts in-
FErHD _

All thet mow remains in order to
grive at & “real” fugue is to bridge
the gaps between sections with in-
wgrated transitional “episodes.” hav-
g these episodes modulate 1o
different keye so that the various
gpesitions do not sound repetitious.
I other words, contrasting tonalities
ure used to substitute for the graduo-
dlly disappearing contrasts of theme
ad tempo.

Actually, these changes were al-
eady taking place while canzonas
nd ricercars were still being written.
(e of the greatest single-theme
fagee writers before Bach was Bux.
wchade himzelf.

There 2 no need to reproduce
Bach fagues here, since, unlike our
other examples, they are readily
graflable. It may be of interest,
howeser, o compare the D-sharp
Miner Fogue from Book 1 of “The
WelkTempered Clavier” with other
fugues in the same wvolume. The
Dsharp Minor Fugue (which, in-
cidentally, appears in the key ol
E-Ast Minor in the Busoni edition! )
# atill rather close in structure o
wer Buxtehude Canzonetta. Its theme
goes through & number of variation-
ke tramsformations in the course
of the piece. In Measure 24, it ap-
pears  with rthythm altered; in
Measare 25, inveried; in Measure
b, sugmented (ie., with time-values
doabled) ; and in Measure 77, three
different forms of the theme (origi-
sl augmented, and with alered
thythm) are combined (See Ex. 3).

The fact that the slow tempo of
this piece would make it a ricercar
rither than & canzomette does not
kvt any bearing on its stroctural
tharacteristics. Still, the most ap-
Propriate name for it is “Fugoe™—
the ane Bach chose—since there are
i bonger any clearly separated sec-

tions, and no changes of meter, while,
on the other hand, there is a good
deal of modulstion.

't 10w have come to a point

e our simplifications are in
" of becoming distortions,

tnce Bach himself occasionally re-
thd to the older terminology by
tlling some of his more extended
,hm ricerears, without diminishing
@ dnyway his harmonic and modu-
ory complexity in these pieces.
owever, Bach's ricercars have as
le 1o do with the historical ricer-
@ of canigona as have the dance
Wovements in Bach's suites to do
¥ith the traditional dances—al-
ude, bourrée, gigue. courante,
ft—whose names they bear.

rhn" will be clear if one examines
M{thhm six-part ricercar from

* "Musical Offering.” which
"y very well be the last piece ever
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“‘: have u:‘lﬂ:ﬁl’ﬂd under this name
(if one ignores our present-day
period in which the “neo-classivists™
are atlempting to rejuvenate forms
of past eras),

3 The fugue with a single theme and
integrated, modulatory episodes was
not the final stage at which Bach
and his contemporaries rested. On
the contrary, ﬂ|e!r S00T lnfgan o
use more than one theme in their
fugues. However, this did not in-
dicate a return to canzona forms;
instead of treating each theme in a
separate =ection only, Bach and his
contemporaries  introduced  their
themes one after the other, but then
combined them all toward the end
of the piece, In this way such “mult-
thematic” fugues were brought to
an intricate and often highly drama-
tic climax. (For especially interest.
ing and beautful examples, see the
C-sharp Minor Fugue in Book I of
“The Well-Tempered Clavier,” and
the F-sharp Minor Fugue in the
second  volume, These are baoth
triple fugues, although not entirely
according to textbook defnitions.
In the C-sharp Minor Fugue, Bach
does not wait until the end with his
restatement of the frst theme, but
keeps it going practically continually
throughout the piece. In the F-sharp
Miner Fugue. the “violation™ con-
sists in the fact that the second
theme gets almost completely lost
toward the end).

In our own time, the beginning of
a new phase in the history of the
fugue appears to be taking shape, By
far the most profound and successful
attempt in this direction is the
“Ludus Tonalis™ (literally, “Game
of Tones™) hy Paul Hindemith. In
this work, the spirit of “The Well-
Tempered Clavier” has been re-
captured, but “translated” into a
present-day musical idiom,

In “The Well-Tempered Clavier,”
Bach touched on practically every
form of instrumental composition
carrent in his time. Many Preludes
and even a good number of Fugues
in “The Well-Tempered Clavier™ are
based on the character of the dance
movement of the 17th century Suite,
on the slow introductory sections of
the “French Overtures,” on the bril-
liant Toccatas, and, of course, all
old and current forms of fugal
compositions,

Hindemith likewise makes use of
present-day or recent forms. In his
“Ludus Tonalis” we find a Waltz,
Cake-Walk, Pastorale, March, some
nervously rhapsedic pieces, as well
as some plaintively reflective ones.
And just as Bach exhibits every con-
ceivable technique of EUE‘] writing
and other styles of compositional
mh“irl“f_. g0 do l’ﬁ]‘ldl:!llilh*!- pieces
range from the stern, m—"“"“"untﬂ]
intricacies of inversions, crabs,
eanons. ete., to the almost impres
sipnistic vagueness of rustling pass-
age work or the heavy rhythms of
rich chord clusters.

Maost significant is a comparison
of the harmonic structure of both

Hx. 1

Thame tsubjasts

L2400

1} Frobargar ti618-67)

works., While Bach simply collected
suitable pieces, running twice chro-
matically through all the major and
minor keye, Hindemith goes a step
further by interrelating all the picces
harmonically,

Bach's pairs of preludes and
fugues are often related in no other
way than their common key, and
egch- remaine a wunit in  it=elf,
Hindemith, on the other hand, eon-
nects all hi= fugues through “inter-
ludes" which are designed to serve
ag harmonic and occasionally even
thematic bridges from one fugue to
the next., The “Ludus Tonalis” con-

tains enly one Prelude, and a com-
plementary Postlude. These act as
the frame for the entire collection,
not for any individoal piece. The
Prelude modulates from the tonality
of C to that of F-sharp, and the Post-
lude, which consists of the inverted
crab (i. e. up-side-down and back-

«wards) version of the Prelude, mod-

ulates back from F-sharp 1o C, thus
concluding the series.

The succession of keys of the
fugues and interludes of the “Ludus
Tonalis™ is based on Hindemith's
theory of related tonalities, and
is outlined in concentrated form in
the Prelude and Postlude.

Bach wrote the first volume of
“The Well-Tempered Clavier™ in
1711, The second volume was com-
pleted in 1744, In 1943, Hindemith
completed his *Ludus Tonalis,” just
one year short of the 200th anni-
versary of Volume II. After Bach
completed his great work, there were
one or two feeble attempis to write
cyecles of fugues along similar lines.
It required the passing of 200 years,
however, and the complete rise and
fall of the symphonic and romantic
era, before a composer of real signi-
ficance felt ready and inclined to
take up where Bach left off.

THE EXD
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Edited by Elizabeth A. Gest

Tarantella Festival

By HAZEL B. DOREY

SGRHESTD is a beautiful town
in southern Dtaly, built high on
a clifl overlooking the Mediter-
ranean Sea. Tourists go to this
town every summer to witness the
famous Tarantella Festival, danced
under the orange trees and palms,
which are hung with colored lights.
The spectators sit at small tables
around a glass floor, lighted from
beneath,

In the Festival there are 12 dan-
cers, dancing in couples, and some
of them sing folk-songs as they
dance. The tarantella is a vigor-
ous dance in six-eight time and
rather fast. There is an old legend
about this dance, telling how it
was named for the tarantula, a
very large spider. If one was bitten
by this poisonous spider he could
be cured only by dancing until he
fell exhausted, However, interest-
ing as the story may be, the taran-
tella derived its name from the
town of Tarento, also in [taly,
where it originated,

The dancers are dressed pic-
turesquely in costumes of old Italy,
the girls wearing long, full skirts
of bright colors, with sashes and
short velvet or satin jackets: on
their heads they wear Roman-
striped ribbons, pinned on top and
hanging down each side. Some-
times the girls play tambourines,
which are also decorated with rib-
bons; sometimes they carry long
scarfs which they swing gracefully.
The men's costomes are inleresi-
ing, too, with their dark red velvet
trousers to the knees, long white
stockings and black shoes; white
shirts, sleeveless green jackets and
hright sashes fringed at the ends.
Scarfs on their heads finish the

a4

gayly colored costumes,

" The orchestra consists of three
accordion players, three violins
and a bass viol. One man played
upon a churn held under his arms,
which produced a deep sound as
he pushed a long stick in and out.
For some of the dances the men
carried sets of three mallets, fas-
tened together with more bright
ribbons, the tops of which were
struck together to make a clacking
sound.

The effect produced by these
dances, the costumes, the lights
and the music iz something long
to be remembered.

The character of this lively
dance of former centuries has been
well presented by many composers
who have wrilten tarantellas, in-
cluding Weber, Heller, Mendels-
sohn, Chopin, Liszt, Gurlitt, Les-
chetizky, Poldini and others. Do
you have a tarantella on your list
of memorized pieces?

Who knows the Answers?

{ Keep score. One hundred is perfect)

When did Franz Liszt die?
(15 points)

How many thirty-second notes
are equal to a dotted cighth-
note tied to a sixteenth note?
{5 points)

Is the chord C.E-flat, F-sharp,
A, in toot position or is it
inverted ? (15 points)

How can you tell whether a
triad or chord is in root posi-
tion or inverted? (15 points)
Iz Ezio Pinza a violinist, pia-
nist, singer or composer? (3
points )

Which of the following songs
was com by Schubert:
Hark, Hark, the Lark; Hark,

the Herald Angels Sing: Still

as the Night; The Night has
a Thousand Eyes? { 10 points |
A witch with a broom-stick
is a character in what opera’
(10 points)

From what is the theme given
with this quiz taken? (15
points)

Which of the following terms
relate to mood: cantabile,
ImenaG mosso; I]'lﬂTl'."II(lm Fl'iu'
nizsimo, dolce? (5 points)
How many strings are there
on a viola? (5 points )

10.

{ Answwcers on next page)

The Harp in Ancient Wales

BY MARTHA V. BINDE

I.\' THE OLDEN DAYS in Wales
the harp was a much beloved in-
strument. It was not the golden
harp of our time but a much
smaller one which could be ear-
riedd under the arm of the harpist.

It was considered to be such an
important instrument that every
freeman was obliged to learn i
and play it well. This was a parl
of his education and the “mark
of a freeman.”

An old story tells of a slave
who escaped and posed as a free-
man. No one discovered this for a
long time and he was accepted in
mansions and great halls every-
where. In one such hall a |'t:|l:r|l
was given to him to play, as every.

Dancing the Tarantella in Sorrento

one supposed he was able to do.
All freemen could play the harp!
But this was too much for the dis
guised slave. He could not play it
Then he was discovered as a slave
and sent back to his master.

Composers and Overinres

By Elsie Duncan Yale

N overture is a symphomni

composition in one movement, |

whether introducing an opera or

an oratorio or standing alone, hav- |

ing no connection with any other
composition. In the first columns
are the names

of twelve com- |

posers: in the second column are |

the names of twelve overtures
Match the name of the composer
with the name of the overture he
wrote. The player having the most

nearly correct list at the end of |

four minutes is the winner.

Smetena William Tell
Beethoven Tannhauser
Schumann Lecnore
Mozart Academic Festival
Mendelssochn Oberon
Strauss Rosamunde
Rossini Manfred
Weber Magic Flute
Brahms Hebrides
Wagner Roman Carnival
Berlioz Fledermaus
Schubert Bartered Bride
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Junior Etude Contest

Junior Erude will award three attractive prizes each month for the neatest
snd best stories or essays and for answers to puzzles. Contest is open 1o all
pove snd girls under eighteen vears of age.

Class A—15 to 18; Class B—I2 to 15; Class C—ynder 12,

Names of prize winners will appear on this page in a future issue of the

FTUDE. The thirty next best contributors will receive honorable mention.

Special Drawing Contest

l‘r HAS BEEN several years since
fie Junior Etude has had a draw-
ing ot painting contest but some
wery nice work was submitted in
these contests. This month there
wil be no essay or puzzle con-
wst. and everybody can give their
ghention to drawing or painting,
|even Ihgugh you mighl not con-
sider this one of your special tal-
enis ),

Your pictures may be of any
size, in soft pencil, charcoal, ]:I-t!l:l--
and-ink, crayvon or water color,
but, of course they must relate in
some way to music,

Be sure to put your name, age
and address on the picture and
remember the closing date will be
March 1st. Address: Junior Etude,
Bryn Mawr, Pa. Enclose postage
for return of pictures,

Resalts of Oetober Essay contest;
“Why | study Music™

Answers to Who Knows

1. 1886; 2, cight; 3, inverted; 4, when
in root position, the letters of a trind
or chord never follow each other as
they do in the alphabet bot there is=
always one letter omitted between the
tones of the triad or chord. Thus, the
chord given is not in root position be-
cause the letters E and F (regardless
of flats or sharps) follow each other in
the alphabet, The root position of this
diminizhed chord is I"nlmTp. A, C, E-flay,
one letter of the alphabet being skipped
between the tones of the chord. In a
triad. C, E. G, is in root
the letters being “every other one” in
the alphabet; but E, G, C, or G, C, E
are inverted sinee two letters are skipped
in each position. This is a definite rule,
and easy to remember. 5, Singer; 6,
Hark, Hark. the Lark: 7, “Hansel and
Gretel,”™ by Humperdinck; 8, “Rosa-
munde” Overture. by Schubert; 9, can-
tabile and dolee; 10. four.

Prize winners for essavs:

(Claee A, Marlys Karen Lindquist (Age
16}, Wisconsin

(las= B, Linda Pleak (Age 13}, Ilinois

(lass C, Richard Rov (Age 11}, Maine

Honorable Mention for Essavs (in
olphabetical order ) :

Gearge Barton, Paula Browne, Mary
Elbn Callis, Sally Crooks, Everet Cum-
mings, Allan Frank, Petrina Freeman,
Kancy Hayes, Denise Hackey, Philip
Gephart, Eleanor Gorman, Lorraine M.
lalle, Larry Lee Lukens, Betty Dale
lodwig. Anbhor MacGraves, Georgetto
Mann, Gloria Mortimore, Elbert Nelson,
Mimi Nodelman, Betty Peters, Marian
Patts, Frank Prizina, Florence Rabb,
Beba Joyee Salyers, Mary Sanders,
Gary Sunderman, Jean Spealman, Doris
Treat, Ellen Ann Watson, Mary Bruce
Woode, Berths Wintermute,

motto is *A winner never guits and a
quitter never wins,” We are enclosing
our kedsk picture.
From vour [riends,
Larry Lee, President
Bill Hogan, Secretary, lowa

LETTERS

Replies 1o letters om this page will be
forwarded to the writers il sent in care

o JUNIOR ETUDE.

Dear Junior Evade: ® | have studied piano for six years
Our Boys' Music Club i now in s
Bifth year and we are all piano students
of sar sponsor. We have our own officers
mectings., Our

and enjiy the Junior Etude and would
like to hear from other readers,

Ardienne Talbor (Age 13,

New Zealand

amd onduct our own

Boys’ Music Club
Fort Dodge, lowa

Roger Volker, Lon Burle
son, David Coolidge, Myles
Yan Patten, Kenneth
Rumge, Kenneth Heyl, Jim
i-_lhf:!, Gregory Oleen,
Richard Coslidge, Norman
Range, Richard Boehnke, Fred Isaacson, Stephan Tompkins, Alan Rahbinson,
Kermit Larson, Tony Tompkins, Bill Hogan, Larry Lee, Romald- Petarson.
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position, |

There's both PROFIT
and PLEASURE
in attending

MINNESOTA
SUMMER

T SPECIAL COURSES IN MUSIC AND
o - MUSIC EDUCATION
—

June 18-July 28 and July 40-Sept. 1

Facts come faster on Minnesota's cool, friendly campus , . . where study-
ing is genuine Tun! Here, just 15 minutes from six sky-blue lakes, you
may select from over 1,500 courses, competently taught by a na-
tionally-recognized stafl.

Splendid library and laboratory facilities afford excellent opportunity for
graduate work and research . .. right-at-hand vacation pleasures,
plus stimulating plays, concerts, lectures and social events will make
this a thrilling summer.

Write now for Helpful Complete. Bulletin
Dean of Summer Session, 560 Administration Bldg.

University ofF Minnesora

MINNEAFOLIS 14, MINNESOTA

EASTMAN SCHOOL OF MUSIC

of
The University of Rochester

HOWARD HANSON, Director
RAYMOND WILSON, Assislant Director

Undergraduate and Graduate Departments

SUMMER SESSION
June 25—August 3, 1951

FALL SESSION
September 24, 1951—June 2, 1952

For further informotion address

ARTHUR H. LARSON, Secretary-Registrar
EASTMAN SCHOOL OF MUSIC
Rochester, New York

ST. LOUIS INSTITUTE OF MUSIC
John Philip Blake, Jr., President William Heyne, Educotional Director
Bachelor of Music in 23 Fields—Mester of Music in 22 Field:

Member Motional Association Schoolt of Music—5+. Louis 5, Me.




STRAUSS: MORGEN (A MASTER LESSON)
(Continued from page 26)

were an instrument—an instrument
which has the ability to speak words.
Only then will the mood of serenity
be successfully conveyed to the lis-
LENers,

There are songs which, due to a
climactic high note, sound difficult
to an audience and never fail to
make an effect. “Morgen” is not
such a song: still, it is one of the
muost exhansting songs for a singer.
For the inner tension, the concen-
tration which must flow under the
calm vocal current of the song must
never waver from the first note of
the piano prelude to the very last
vibration of the elosing chord,

Any singer who looks at this song
must douhtlessly feel that “Morgen”
is all legato. Of course it is and,
difficult as this might be for your
breath control, it must never be for-
gollen.

In the first phrase, “Und morgen
wird die Sonne wieder scheinen,”
the words must follow each other
evenly, just as identical pearls fol-
low each other in & necklace. In bar
18, “gehen werde,” 1 take a short
breath after the word “werde” and
in bar 19 I make an almost imper-
ceptible pause, without taking a
breath, just hefore “die Glueck-
lichen,” for the purpose of accent-
ing the poetic value of the wuords,
“Jie Gluecklichen™ (*The Happy
Ones").

Perhaps the most important note
of the entire song occurs in bar 25;
it is the G of “wo-genblauen™ (I
sing the song in G major). The word
“Wogenblauen” itself i= so heauti-
fully used by the Scottish poet John
Henry Mackay (who etrangely
enough wrote the lyrics of “Morgen™
in German) that I do not think many
singers could fail to convey the feel-
ing of space, the freedom of the
shore and the ocean bevond. which
this word brings to mind, It is a
phrase which should be sung sparei-
ously, though never nhl:ring the
hasic note-values, Sometimes | have
heard this passage sung as if there
were a fermata sign over each note.
That, of course, i= completely wrong
and only distorts the over-all line.
This G in bar 25, by the way, held
the only dificulty for me; but this
was a purely technical problem
which had to be. and was, overcome
and an amupzing anecdole comes o
mind in connection with it. B 1
elinll leave this until a little later.

In bar 27, Strauss wrote an eighth
rest right after the word “still.” Yet.
whenever T zang it with him he
alwavs wanted the entire plirase.
“werden wir still und lang=am"™ =ung
legato without halting at the resl
which he himzelf had put there
After the word “langsam” (bar 27)
however, he asked me to take »

56

breath so the next phrase, “nieder-
steigen”™ would be sung with the
“secents of importance” which each
quarter note of this bar 28 demands.
I hardly need to explain that those
quarter notes express so vividly the
descending, step by step towards the
shore. If vou look back to bar 13
of the piano prelode vou will see
that Strauss has already anticipated
the emphasis on “niedersteigen” of
bar 28.

Sometimes # singer is nol quite
carcful and holds the last fourth,
the syllable “gen” of “niederstei-
gen” a fraction too long. This should
never happen. For the accompani.
ment’s next chord (see example)

Bar 29

sounds badly when the G of the pre-
ceding bar is still vibrating at the
same time the plano plays the G-
sharp of har 29

New bars 31 and 34 are, probably,
the bars that are most dificult for
the singer from a psychological point
of view and are, therefore, very often
sung incorrectly, During bars 29 and
30 the singer is silent. Then—up
comes bar 31 and it is only natural
that the inner tension urges you to
start singing again. Most singers,
due to this urge to let the voice out
once more, start the word “stumm™
of bar 31 and the words “und auf”
of bar 34, from one to two beats too
early. This is understandable, but it
ruins the marvellous tranquility of
that part of the song. And it is really
only a matter of using one’s ability
to visualize the printed music at
hand. If vou follow this you will

then express the composer’s inten-
tion of space and tranquility, instead
of spoiling these two lovely phrases
by coming in too soon, Let us siress
how much ean be expressed with the
consonants  “st™ in  the word
“gpymm.” Of course it is pronounced
as if it were spelled “shtumm,” and
as with other consonants, it should
get its special emphasis which, with
a correct technique, will never hin.
der the flow of breath or the correct
position of the vowels.

Se many pupils ask me or, in
many cases, write me about their
hreathing problems that I should like
to =ay here a few words in passing.
1 think of “breath” as il it were
smoke, climbing through an open
chimney. Breath, the most important
factor in singing, should have its
origin in the lowest part of the
stomach from where it rises upwards
towards Heaven. (Or towards the
ceilings, or the apartment ahove
yours, if you prefer.)

Except for the final word, (bars
57 and 38) the “Schweigen” and
the postlude, there is nothing I can
add. Strauss asked me to let the “n”
of “Schweigen™ ausschwingen (vi-
brate), not adhering strictly to the
note-value of one quarter. But this
should not encourage anyone to hold
it unduly long! It merely means
that he gave me freedom in singing
that last “n” of “Schweigen™ let-
ting it fade away.

In the postlude (Nachspiel) you
must keep the mood, as much as in
the prelude—the feeling of serenity
and of peace. A singer who has sung
“Morgen” beautifully to the very
last note of “Schweigen™ can still
ruin the entire performance by *let-
ting up” during this postlude. When
I recorded “Morgen™ in Strapss’
own orchestral setting of the song,
the harp played a wrong note in
those last five bars of the postlude

“Other men just sing!”

and we had to repeat the entire song

twice. Bul even then, though we
were at the His Master’s Voice sto-
dioe in London and there was no
live audience, 1 would not have dared
let up on that inner intensity during
those last bars of the orchestra’s
postlude.

Now, that linle story which 1
recalled about the G in bar 25 Of
all the notes in my scale the G was,
perhaps, my “Achilles heel™ My
first part at the Hamburg opera
{where 1 started my operatic career)
was the Shepherd Boy in “Tann.
hiuser,” Although 1 had at thm
time 35 roles in my reperioire, the
Shepherd Boy was not among them,
When the Direkior told me that this
would he my debut role 1 quickly
bought the score and, crossing the
fingers of my left hand, though,
“0Oh, I hope there are not oo many
G-naturals in that role” Well, as
you know, there are nothing bw
G-naturals for that Shepherd Boy.
Although I was petrified, the critics
said, “At last a Shepherd Boy whe
sings in tune.” Still, 1 wasn't =atis-
fied with my G for quite a time to
come. When I came to America for
the Strauss Tour in 1921, 1 el
worked at this one tone constantly,
Richard Strauss had chosen me 1o
be the =cloist in his orchestra con-
certs and he honored me by plaving
accompaniments in a crosscountry
tour of recitals, devoted solely to
Strauss songs. | would practice and
practice that G and sometimes ask
Strauss for his advice. He made cer-
tain suggestions,

“Color it thi= way,” he'd sav. “Now
ging it on the vowel ‘Al " Finally,
just before one of our recitals, when
I worried him again about my prob-
lem-child he said, “Now lock! Ii
your ‘" iz good enough for me it
should certainly be good enough for
the people out there. So please stop
weorrying "™

Soon after that tour the problem
was solved and from then on my G
became my favorite, because it had
to be worked-for so hard. Two vears
after the Strauss Tour | sang a con-
cert at Frankfort, Germany. After-
wards there was a reception and one
of Germany’s top music connoisseurs,
a famous throat specialist, Dr. Spiess,
was my table companion. During the
meal course he =aid. “You know, my
dear Madame Schumann, it was really
a great privilege 10 hear you again
I I could be so hald as to voice one
criticism—it would be that yvear G,
vou know, the G above middle C, &
—" My expression must have been
one of such misery that Dr. Spiess
burst out laughing. “I'm sorry,” he
roared, pleased a= Punch, *1 can'l
carey this through. Last week Rich-
ard Strauss came through Frank-
fort and said, ‘After the Schumann
recital you must tell her that every-
thing was fine, except that one
G in ‘Morgen"—and watch her face
when yon tell her!?™ ™ THE EXD
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aly by a performance of technical
ol artistic beauty. Therefore the

ik undertaken must be well within
s ghility of the group.

i1} “The written word is but fro-
on speech.” So, in music the printed
wie i frozen music until melted
iy the players through the imagina-
ion of the conductor. T am of Welsh
beent, and | base a good deal of
ygpaestive effect in rehearsal by
witstion of the penillion contest of
e Welsh National Music Festival
o Bsteddiodd. The contestants are
gven @ tune to which they make up
aiuble words as they sing. In the
gne wiy, [ often find that by set-
g impromplu words to themes and
inging them to the orchestra, I am
stls 1o instill a feeling for the mu

gal line.

| always iry to dramatize a work
od iis interpretative markings, |
wll oy groups that | am the director
of a motion picture. The score is the
gript snd we must not only read
fhat seript but visualize the color,
the stmosphere, and the characters,
Vhen we play Havdn we go back
ia our imagination to Prince Eszter-
hury’s elegant court.

| fnd helpful a graphic explana-
i of sforzndo-diminuendo: “It's
lke throwing water on the window
pze—splash!—and then the water
trickling down to the ground.” And
i forte, gradually decrescendo 1o
bghle piano i= “just like an open
loweet turned off slowly, until the
fow of water seems to disappear.”
Sudents respond more quickly than
W in endless repetition of “Play
boder® and “Play softer.”

(3} “Slowly but surelv.” 1 once
wsked very great violinist how he
macticed. His reply was, “Very,
wry tlowly—like a beginner.” What
be should, perhaps, have said, was.

CREATING A STRING ORCHESTRA

(Continued from Page 19)

“Very, very slowly—like an artist.”
One of the greatest violinists of
the past 20 years, when I asked him
the same question, replied, “Slow
practice is gold.”

A great foult in rehearzal is ex-
cessive speed. Experience has taught
me that the excitement of publie
performance tendz to an urging on
of tempo, and woe to the group with
no “slack™ which can be taken up.
Rehearse quick numbers slowly:
speeid will take care of itsell in time.

(4} “Perfect intonation is the
rock-foundation of the string play-
er's equipment.” It is very difficult
to listen to onesell in the midst of
great volume of sound. Sofl playing
and slow playing will work wonders.

Give the string= at least the basis
of good intonation by frequent peri-
tuning; not all tning at
once, but a few at a time. In an
amateur group, two or three minutes
of tuning for every tem minutes of
plaving will guarantee better in-
Lonation.

(5) “All work and no play makes
Jack a dull boy.” Just replace the
word “Jack™ with “the orchestra,”
and “boy™ Early in
my collegiate teaching career, 1 was
called into the office of the Dean.

“]"n} heard some inml.i lhing.-'-
about vour classes, Jones," was his
first remark.

“Thank vyou.”™ 1 replied. “1 am
afraid, however, that they have too
good a time.”

“Listen, my boy,” he answered.
HII.H}' teacher who doesnt get  at
least one hearty laugh from a class
in the hour is, in my opinion, a
poor teacher. A good laugh takes
only ten seconds."

ods of

with “group.”

I hare never forgotien those words,
and find merriment a few times dur-

ing a rehearsal is a great relaxer.
Many times the langhter is purposely
at my expense. Be one of the group
—not a martinet! They will love
vou for it and play the better for
vou. Il they respect your knowledge
and ability, you can “let down your
hair,” and they won't take advan-
tage of it.

(6) “Genins is 109 inspiration
and 909 perspiration,” Not being
blessed (or otherwise) with an or-
ganization composed of geniuses,
but just the good average American
boys and girls. I change the quota-
tion to “50%% inspiration helps de-
velop  another 507%  inspiration.”
What is the source of this inspira-
tion? Well, in part at least, the great
string sections of the NBC, Phila-
delphia, Boston, and other great
orchestras which we hear on the air
and on records. Let uz take our
Bach chorale again, and you will
hear me in such comments as, “Lee,
that doesn’t sound like the Phila-
delphians—they'd really make it

sing. Let's try it again now. Make

it beautiful. Keep that vibrato going
~always vour left hand alive. That's
better. Don't you get a thrill owm
of it? Your thrill must be 10077 ;
then the audience might get at leas:
507 of iL”

Then again, “Let’s have that erys-
tal clearness of the Bostonians.
Make it shimmer. Remember how
they sound?”

{(7) “Hitch your wagon to a star.”
Or, as I translate it, “Hitch vour
ears and eves to the stars.” 1 am
constantly reminding my players
that they should take advantage of
opportunities to learn from watching
and listening to the great in the
profession,

Yes, “informal education™ can be
a potent means for building our
ensemhle groups, a: well as develop-
ing “common sense” teaching tech-
niques, Try it—vyou will find it
fun! THE END

THOUGHTS AT 70

{Continued from Page 10)

5 far as [ know nothing in atonality
kes that place. Perhaps it will in
Leme ; I would not say no.

‘ll_iln if dissonance be logical,
Bt All the masters have, from
the time of des Prés, who used four
fomsecutive sevenths, to this day.
But do not use it unless there i= a
Mason for it, and do not use it in
fioesd. As you can ruin your Laste
o good eookery by too moch condi-
L you can ruin your taste for
the best in music by the use of too
mich dissonance,

Diten when composers employ dis-
I'I':I'-'-h;'-‘ ptalning]ea.niy. audiences do

dimire it; they only submit be-
st they think they should do en,

'-l:rl the composer becomes the un-
Eriaker of misie,
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In their endeavor ta hecome dif-
ferent sometimes Youmg composers
forget that “it is only the modern
which can become old-fashioned,”
that the masters arc ever in style. A
true work of art loses its school,
is eternal. Great writers use few
new words. The existing language
suffices for them. Thus in musie
there exists the possibility of several
centuries of proper evelution in our
svstem of tonality, of several more
in the fields of the older modes. The
important thing is the mind behind
the words or the notes that it pos-
sesses something important to say.
The simpler the vestment of the
idea. the more readily perceived it
will be. T think one reason for the
flood of poor compositions which

plague us today is that students are
prepared for examinations. not for
living.

America needs more people who
love music for itself not as a means
of climhing the social ladder. This
condition will come, but it is not vet
here. Too many people of wealth
“take up” music as a fad. Music
must be for all the people, not merely
for a snobbish few.

America needs more composers
who feel the greatness of America.
In America is evervthing to make for
greatness. The folk music is among
the richest in  history, having its
roots in every held of the world.
Liberty is here, the greatness of

nature in superabundance is here, |

wealth of living i= here. Some dasy
one will come, sent from God, wril-
ing great music by the immuiahle
laws of God. And that compos:
shall show us all the way., THE Exp
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for admission are held in var-
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Degrees: Bachelor of Music,
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Master of Music, Master of
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DAYID R. ROBERTSON, Directer Member of the National Associ-
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COLLEGE OR HOME STUDY?

o | am a high school graduate
and have decided to make piano
teaching my career but am not
sure how to go about it. | have
stadied abouwt three Yedrs, and |
can learn by myself to play fourth
and fijth grade music quite easily.
I have also had some harmony.
Just now I am not taking lessons,
but | practice at least an hour
every day. Should 1 go back to
péano study under a private teacher
here or o to college? If 1 go to
college what sort of course shall |
take? —Miss G, H., Kansas

My opinion is that you should
go to college for a period of four
years, specializing in piano, bul
also taking courses in psychology
and music education. Select a col-
lege that offers a course which
prepares pianists to teach piano—
including class piano, which 1 be-
lieve to be the way most beginners
will be taught in the [uture.

Here is a program that [ sug.
gest you follow: (1) Write to the
Secretary of the National Associa-
tion of Schools of Music ( Profes.
sor Burnet Tuthill, Memphis Col-
lege of Music. 1822 Overton Park
Ave., Memphis 12, Tenn.) asking
him for a list of the music schools
that are accredited by the Associa-
tion: (2} Read through this list,
selecting perhaps a dozen schools
that are right for vou so far as
geographical location is concerned ;
(3) Write a letter to the Secretary
of each school in which you are
interested, asking for a catalogue
and a statement of entrance re-
quirements. Tell him you wish 1o
prepare }Illll"‘-l']r lo teach piano

| and ask him to tell you what his

college offer= along this line. 1f
you care Lo do so vou may tell
both Professor Tuthill and the
college secretaries that you are
writing at my suggestion. —K. .

QUESTIONS ABOUT
RHAPSODY IN BLUE

® In studying Gershwin's “Rhap-
sody in Blue” I have come across
several problems on which 1 need

help, (1) On page seven (two
plano score), measures seven and
eight, the E octave in the bass is
in  parentheses. Does this mean
that the octave is to be played?
If so0. 1 wonder why | do not hear
it an recordings.

(2) In measure this
sarme page, there is an E-natural
in the bass, In my opinion this is

feven an

a misprint amnd should be F. Am |
right?

(3) On page ten, beginning with
the second line., does the oclove
higher symbol refer to both staves,
or only to the top one?

(4) On page 27,
shouldn’t the quarter note in the
bass he pr trated and ;Jfrnr'rf f-r'_.l'r'.lf
the secomnd the
treble?

i15) How would you suggest play-
ing the trill and tremolo figure on
the last page? I don’t undersiand
il. —5. W., New Yaork

measure 11,

rj'Hﬂ."It"F node F.-'J

(1) Sinee the octave E i= in
parentheses, the performer is free
either to play it or omit it, as he
pr('!rt'!‘:-t. “'h} the octave does not
sound through on the recording |
cannot know.

(2} Some editions print E al
this point, others print F. Since
arguments could be raised in favor
of either pitch, | think you are
safe in playing whichever one you
prefer.

{3) The Bva symbol refers 1o
both of the treble staffs for the
first piano part.

{4) Yes. It is printed before
the second quarter nole in the
treble in some editions. and since
this is a rhythm of three against
four, the quarter note in the bass
should be |JJ.J:I.'|.1‘:| before the second
quarter the treble, re-
gardless of how it is printed.

(5) Play the octave A-flat in
the right hand, and the A-natural
in the left hand, thus:

nole in

A b - - - 2
e te e e hw fmhula
o

If this is too difficult, shorten
the figure to six or even only four
notes. -R. A M.
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MAURICE DUMESNIL, Mus.

playing the coda of a Chopin Nocturne

octaves, learning to sight-read,

Doc., advises about

» practicing

UNUSUAL CODA

If possible, please explain the
e aJ' closing measures—those
jllowing the trill—of Chopin's
Vocturne, Op. 32 No. 1. | find it
bard to explain it to students. [s
i od libitum? Or should it be
payed in strict time? It is an end-
irg that [ do not fully understand,

—Mrs. J. H. B., Texas

In this Nocturne the coda be-
gins with the measure following
ke trill. From there on vou can
plry as you feel, for there is no
kfnite time to follow and the
misic takes on the character of an
wprovisation calling for a great
imedom of delivery.

You will notice that this coda
¢ complelely different in  style
fmm all that comes before. It
wiuld be impossible to give you
fere an exact interpretation of this
pestage, but if 1 tell you that it
mist make a sh.arp contrast with
e preceding pages and that it
nght 1o be recited with a feeling
of dramatic, even tragic, intensity
vhich gradually softens into re-
sghed appeasement, | am sure you
Wil find within yourself the key
6 an adequate rendering of one

ot Lhopin's most moving compo-
sitlms,

THOSE IMPORTANT OCTAVES!

Would you explain the correct
nethod of playing octaves? I am
13 Years old and have taken piano
“ons nearly eight years. Unfor-
tsctely | have never practiced
:Irl'q.rrs. Recently | was told that
E-__-'l are u!rmfurr!}- Recessary.
. fr.uI:-I You give me some sugges-
Lo # —Miss M. €., Ohio

of Il%d\-iu_- ¥ou to get Volume IV
o 99ch and Technic™ by Dr.
.Iltillalll. Mah:}n_ Th“ is llr'l ﬂd-
:.:'Jtlj-ll'.'llullri; #s regards all forms
Y F'laj"“? octaves, and the best
! Illnlrl.niuttwn which explains the
a-ll;é-l-'lt'[? tﬂ'[‘l.niqu,- of wrist artinn.
the *veral Etudes are added at
|-1 = 1,"" volume. | am sure
1% I'n’lﬂk 'Ih'I“ fll your needs am!
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guide you toward a mastery of
that most important phase of piano

playing.

ND TIME LIMITS HERE

How long should it take to get
up to the tempo markings called

for by Czerny in his Opus 2997
For example, should these be ai-
tained during second, third, or
Jourth years of study? Also, can
you give me the nanies of materials
for sight reading practice? Have
the selections which appeared in
ETUDE in past years been col-
lected and published in separate
volumes ?

—W. C. I., Connecticut

| wish 1 could answer your
first question ]rrrr'l.-c-rl}, but this is
impossible and here’s why: the
|rl'|.g!]'l of time needed to reach a
given metronome marking varies
from one student to another. It
depends entirely upon individual
gift, facility, seriousness of pur-
pose, favorable hand structure,
concentration during practice, and
other qualities—or their absence!
Books with titles indicating “First
Year at the Piano,” or second,
or third vear, etc., must be taken
with a grain of salt. One pupil may
assimilate both the first and sec-
u:lri books in only one year, while
another will remain two years or
longer on the first volume. It is
the teacher’s juh to evaluate the
student’s progress or stagnation,
then tell him or her what to do,
much in the same way as a phy-
sician prescribes medicines for
his patients.

Some of the selections which

appeared in ETUDE are assem- |

bled in albums and can be used
for sight reading practice. But be

sure to pay attenlion to the grades, |

and don’t be ambitious oo soan.
Never read pieces of the same
grade as those you are able to
perform. 1f you can play pieces of
the fifth grade, read at sight pieces
of the third and fourth. And do
that slowly enough to insure accu-
racy. This is the key to progress

in sight reading.

aPECIALIZEN TRAINING FOR
MUSICAL CAREERS

Eminent artists give Sherwood
students professional instruc-
tion in all fields of music.

SUMMER SESSION STARTS
JUNE 18

Lakefront location. Living accommodations at moderate cost,
Degree courses in Piano, Veice, Violin, Organ, Cello, Wind
Instruments, Public School Musie, Conducting, Theory, Com-
weition. For free eatalog, write Arthur WEfdmnn, Musical
irector, 1014 South Michigan Ave., Chicago 5, IIL

S H ER WOO D MUSIC

SCHOOL

Member of Motiensl Amociation of Schosly of Megic

The Seal of Approval of the MNational Guild of Piane
Teachers stands for accomplishment. Hold o well-
earned Guild Certificate in your own hands. Wear the
beautiful pin yourself. Feel the thrill of accomplishment.

For information, write Bex 10113, Austin, Texos

A Voo AMP Siboeted L
ﬂf Pl.ﬂ-"ﬂ .ﬂ?ﬂf,liﬂg pi&"ffﬁ
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Send for your copy!

ASSOCIATED MUSIC PUBLISHERS, INC.
15 West 45th Street Mew York City 19, N. Y.

THE ROCKWELL SCHOOL OF TUNING
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MODERN EQUIFMENT IN MODERN FIREPROOF BUILDINO-—EXFERT INDIVIDUAL IN-
STRUCTION -PLEABANT ENVIRONMENT AND ECONOMICAL LIVING CONDITIONE
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ROCKWELL SCHOOL OF TUNING
C. A. ROCKWELL
Phone Clearfield 5-3931

CLEARFIELD,
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MUSIC TEACHING AS A PROFESSION

(Continued from Page 11)

music teacher becomes in effect a
guide, philosopher, and friend, whose
infections enthusiasm may actually
prove more significant than an ab-
solute eommund of factual detail
The chiel object of such teaching
i to establish good litening habits.

THE VALUE OF ENTHUSIASM

THEIIE iz a place in the field of
music education for honest en-
thusiasts and stimulating personali.
ties, regardless of exactitude of schol-
arship or thoroughness of musical
training. If anything has to be sac-
rificed. it might better be technical
equipment than human qualities,

The ideal music teacher should he
able to give private and individoal
as well as class or group instruction
gn one or more instruments or for
the voice, besides acting as a stimu-
lator of musical enjoyment, perhaps
handling large classes in “apprecia-
tion,” conducting choral or instru-
mental combinations, or both, and
possibly doing some composing and
arranging of music for special oc-
casions a= time permits. That sounds
like a large order, but it i= by no
means an impossibility.

A musician of such versatility and
enthusiasm can exer! an enormous
influence in any community, and
such people are badly needed in
many of the smaller cities of Amer-
ica. Choral societies, chamber-musirc
groups, symphony orchestras, con-
cert courses, and opera companies
have actually resulted from the ef.
forts of a few such pioneers. Many a
professional musician might far bet-
ter choose to be the outstanding
fizure in a small community than
to be swallowed up in competition
* flowing through big cities.

Private teaching is as a rule more
precarious than regular salaried
work in a school or college, although
it financial rewards may he greater
in the long run, plus a compensat-
ing freedom for developing other
musical activities. The public school
system of America makes heavy de-
mands upon its music teachers, with-
out offering any considerable in-
come in return. Salaries vary in dif
ferent parts of the country. In the
South an annpal income of $1.500
or less is by no means uncommon
in teaching. In the Nogth and the
middle and far West, music teachers
often start at clo<e to $3.000 a vear,
with a chance to reach $5.000 or
more within a reasonable time. A
supervisor conmands higher pay
than the individual instructor. Al
hest, however, the normal limit for
music teachers would seem 1o be
about 86000 per vear, although
there are outstanding cases of an-
nual earnings up to $10,000 or more,
through extra-eurricular  activities,
such as writing succeszful textbooks.

Private school: generally pay bet-
ter salaries than a beard of educa-
tion can afford. and with more than
merely  fnancial  compensations,
Members of the music departments
of colleges, normal schools, and uni-
versities enjoy some leisure for ere
ative work and for personal develop-
ment a= well a= for significantly in-
fluencing the musical taste and en-
thusiasm of a number of young peo-
ple.

LOOKING FOR PFOSITIONS

OST of the college: and univer-
sities now have placement bu-
reaus, which undertake to find posi-
tions for promising graduates. There

are also the established teachers’ market eould be considerably en.

agencies, and, of course, it is always
pussible for an individual to hear of
openings through personal contacts,

For publie school work. a college
diploma is essential, while super-
visory and other responsible posi-
tions usually call for at least a Mas-
ter’s degree, Such graduate work,
however, can be done after a teach-
ing career has actually started, by
making use of snmmer vacations
and other spare time. Most colleges
and universities now have regular
courses in public school music, which
qualify graduates for immediate
work in that field.

The preporation for music teach-
ing should natorally include the
study of one or more instruments
or vocal training, or both, some con-
ducting experience, child psychology.
the history of music, as well as the-
ory und harmony, and perhaps one
or two madern languages. The music
teacher with a general education
along the lines of art and literatore
naturally has an advaniage over the
musical specialist of more limited
horizon,

Unfortunately, there is still far
too much of the old-fashioned music
teaching, following a set routine,
complete with scales and exercises,
sticking to worn-out formulas, and
treating every pupil a= a potential
concert artist. Most students of music
cannot possibly hope to become pro-
fessional performers on even a mod-
est scale.

MUSIC FOR EVERYRODY

F TEACHERS of music. and par-

ticularly of the piano, could
grasp the fact that most of their
pupils would be quite satished with
playing for their own pleasure,
merely achieving a little musical
self-expression, with no desire 1o
“show off” or make money, their

larged. There are many adulis, in-
cluding housewives and young bu-i.
nessmen, who would be glad to take
some music lessons, if not oo much
were expected of them,

The test of good teaching iz nw
brilliant performance but the con.
tinued interest of the pupils, From
that standpoint, much is stifl 1o be
accomplished in the field of music
education.

Young musicians of =olid training
and sincere enthusiasm will find un.
limited opportunities for valuable
work on various levels, from kinder-
garten to college, eventually influ-
encing entire communities and turn-

® Music is so bound np with
our nature that we could not
do without it even if we swished
to.

—BoFtius (475524 AD.)

ing their favorite art into something
far removed from the mere drudgery
of routine. By emphasizing the ele-
ments of recreation and entertain.
ment, they can make music a living
foree and a normal part of life in
general, instead of a highly special.
ized skill, restricted 1o a privileged
few of particular talemt and experi
ence.

The Music Educators National
Conference has recently emphasized
the slogan, “Music for Everybody.”
and thi= practical idea, if applied
with sincerity and conviction, ghould
result in a far greater demand for
music teachers of all kinds than this
country has ever experienced in the
past. In the entire profession ol
music there is no more honorahle
and significant position than that ol
a good teacher. THE END

WHAT THEY DIDN'T TEACH YOU IN SCHOOL

(Continued from Page 23)

plaved his solos in an expert man-
ner.

2. Hymns were not well-prepared
for congregational singing.

3. Evidently there had heen no
rehearsal with the choir director.

4. The organist did not give the
director sufficient attention.

5. Accompaniments were ill-pre-
pared and were thin and weak be-
cause of improper registration and
pootr arrangements,

6. Modulstions and short impro.
visations were poor.

After presenting these general im-
pressions, | asked to meet the organ-
ist alone. We had a long talk, then
went back to the organ, and I illus-
trated each point that we had dis-
cussed with the cheir director and

]

the committe chairman.

Regarding Point 2. [ suggested
that the organist vse a more trans-
parent combination of stops with
super couplers for congregational
hymu-=inging: and that he 61l in the
harmony where needed.

Point 3: It i+ indispenzable to go
over hymns carefully with the diree-
tor before each service, And the
anthems and responzes should be
gone over in church af the organ,

Point 4: The whole performance
is coordinated by the choir director.
Everyone taking part mast follow
the director’s beat—organist as well
as singers.

Point 5: The organist must care-
fully siudy his anthem and solo ac-
companiments, filling them in where
there is need for support, and re.

membering that what i= effective for
the piano is not alwayvs effective for
the organ. | suggested that the or-
ganist study Carl Weinrich's ar-
rangement of Malotte’s “The Lord’s
Prayer,” an artistic transcription of
an accompaniment which in its origi-
nal form is better adapted to the
piano than to the organ.

Point 6: The ability to improvise
well i= a gift. Not all of us can match
a Courboin or Dupré in this respect.
But any organist whoe is willing
work at it can gain enough facility
for the modulations and brief impro-
visations required in  his  church
service. There are many excellent
and helpful books on this topic. |1
mentioned the one by Edward Ship-
pen Barnes in my December, 1950,
article. Two new ones that every
organist should have are “The An
of Moduelating,” by Carlos Salzedo
and Lucile Lawrence, and Harold
Bauer’s “Primer of Practical Key-
board Modulation.” Both are puh.

lished by G. Schirmer, New York

Thus my adeice (o a gifted b
perplexed voung organist, His ca=e
has set me to wondering whether
there are others in the same predica:
ment. Is @t possible that
schools and conservatories in this
country are neglecting their job?
Are they giving students all the
preparation they need to be good
church musicians—including practi-
cal knowledge of modulation and
simple improvisation? Or do they
simply expose them to a few classe-
in theory and let it go at that?

I fear that undue emphasi=z on
virtuosity in solo playing may have
caunsed some organists to lose sight
of the fact that their first job is 1o
be good chureh musicians, Every-
thing else must be subordinated to
that. Yirtuosity is admirable when
it serves to make the service more
effective; pursued as an end in it-
self, it is nothing. THE END

music
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gl of afmdamental” as it is
setimes palled, comes up the
st it belongs definitely in back
 the mouth and must be felt there,

Now for the second element in the

_ens equation—vowel n; form,
S ey yawels, most authorities
:I:Pt;l lips and jaw should be
and the tongue as flat as
Ouly in the long “e” will
fie sides of the back of the tongue
e against the upper hack teeth.
The fve Latin vowels are the basis
o most singing forms in English,
 (eman, French and Dralian—"a"
(s i father}, “¢” (as in well), e
| (i feel), 0" (as in post, without
de closing sound of the English
%7, end “u” (as in hloom).

These are primary vowels, there
jeing many modifications thereof, as
ariogs forms of “a™ as in fall, hat,
g and the German umlsot “i”
{Fuach “u"} and German wmlaut

e
[ 3

In addition 1o the simple or eon-
dmt vowels there are others, espe-
dally in English, spelled as vowels
bt pronounced as diphthongs, which
ue often entirely neglected in the
gidy of forms, These are “a™ (as
adilel, 51" (as in light), “o™ (as
& bme), “oi” (a= in woid), and
“w" (as in brow). Each has a long
pimiry sound on an open vowel and
i #osndary or vanishing sound on a
doied vowel, best expressed as a
kag line with the short vowel fol-
kwing, thus:

ey b ——————3
Eght:  ah —ououou-o—§
h!l (1] L]
g e P e

h'“'-‘l-h-——ﬂ--n—-—-——l:-ﬂ

| ot recommend too highly
e carefyl study of these diphthongs,
B the intrusion of the terminal
wid results in a closed or smoth-
ed tone, heard all too frequently.
the discovery is mot a recent
" may be judged by the following
fwerpt from Thomas Hastings'
Masical Magazine™ for September,
1835
"4 and ¢, for example, participate
' the sound of 7, just at the instant
rﬂﬂl the voice passes o some follow-
g I'!Tlﬂ of syllable, Thus the word
::F ® 1o be cung much as if written
e, m which a has nearly the
e sound as in the interjection ah.
ety of radical sound of the
ongal vowel s that which
i ld be prolonged, while the see-
v "I":*'HIH be heard only at the
Wration or vanish of the voice.”
g considered the primary
-..|m“ of tone—eound “l:‘] fnrrn?i
ETe At several contributing fac-
in the production of voice almost
) lly essential. OF these, posture
"t important and could have
“d mentioned gven before sound
form,
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SINGING CAN BE SIMPLE
(Continued from Page 16)

On  this subject most teachers
agree that an erect hodily position—
the chest slightly elevated, the ab-
dominal muscles flay at the start of
taking breath, and the head on top
of the spine, not in front of it—is the
ideal posture. Add to this a loose
jaw and relaxed tongue, and you
have a breathing mechanism which
is well-nigh perfect.

Resonance is probably the most
discussed problem in vocal produc-
tion, and one on which there is the |
greatest divergence of opinion. It is
generally recognized, however, that
so-called resonance i= cansed by over- |
tones or harmonics, and that some
voices are naturally more resonam
than others. There are still teachers
who encourage their pupils to sing
“dans le masque,” a dangerous pro-
cedure, which, if overemphasized,
leads 1o o nasal quality. There are
others who stress “placement” in the
sinuses or even in the mouth.

While these structure: undeniably
do contribute some overtones to the
fundamental sound, recent research-
e= have established the fact that the
pharynx—the upper part of the
throat immediately above the larynx
—is the most important resonator in
the entire vocal structure, It has
further been established—to my sat-
isfaction, at least—that in the effort
of thinking of the sinuses, the
pharynx is opened to its fullest ex-
tent, and thus complete resonance
i= obtained,

It was & never-to-be-forgotten
privilege 1o study my operatic roles
with the great French haritone, Vie-
tor Maurel, during my brief but ex-
citing career at the Metropolitan.
Maurel summed up the question of |
resonance and so-called “tone place-
ment” in these memorable words:

“You Americans sing in the mouth,
in the nose, in the stomach. T tell |
you 1o open your throat and sing |
free. free. FREE!"™ And then the |
grand old trouper, at the time well |
over 70. would illustrate by singing |
some phrase with a completely “free”
production.

As a corollary to Maurel’s state-
ment, let me add that I feel that
resonance is the result rather than
the cause of a complete tone. [f the
throat is open, if the breath is full,
if the vowel is pure, the resonance
will be there. If any of these ele
ments is lacking the tone will lack
resonance.

Ella Wheeler Wilcox wrote:

“Sg many gods, so many ereeds,
So many paths that wind and wimd 3
When just the art of being kind
Is all this sad world needs,"”

May I not hepe to have been kind
to some perplexed student by simpli-
fying to some extent what has usu-

WHERE SHALL

| GO TO STUDY?

PRIVATE TEACHERS (New York City)

Private TEACHERS (New York City)

HELEN AMDERSOM
Concert Plonist
TRAINING FOR PROFESSIONAL CAREER
Tens, Interpratation—Master's Techniqes
Speein]l Coorses for Teachery
and MNos-Professionols.
s W. Tind 5S¢, N. Y. C,

Tel. 5C 4-8785

MILDAH POLIA

French Meiro-Soprano
Colnist with Fronce's foresmost gymphonic O
ganizations: Pesdeioup —Lomoureus.—Orchas-
tra Syrmphonides de Pars,
Tebeher of woice and Freach inferpraiotion,
Aszisting Artists in French Progrom building.
Founder of “THE FRENCH MUSIC CENTE!"
1728 Broodwoy, NYC.
New ond ald Freanch mutlc ovallable, from

MARY BOXALL BOYD
{Pupil of Laschatizhy)
Flanli—Taachar—Cooch—Program Beilding
Addran—Stairwoy Hall—Nola Studics—
113 W, 57th 5., New York Clity, M. Y.

TOM TIMOTHY

HARMONY . COUNTERPOINT
COMPOSITION - MODERN ARRANGING
T Weet dBth 50, Suit

L =

1
I.t‘dh;‘“r York City

clastic o popular.
Private cddress:
276 West T0th Sheest, M. Y. 71, N. Y.
Tol. TR 45674 or EN 24510,

RICHARD MeCLANAHAN
Matthoy erponast formerly his repraventative,
Private Lestonrs, Tecchert Courpas, Forgme—
Cammar ¢lote—=Sacthwest Horbor, M,

B0l Steimwoy Bldg., N.Y.C.
(Twes.-Fri) CI. &-B%50, other days, KI. 7-B004

LEOPOLD WOLFSOHN

Pianist and teachsr
Temcher of Aron Copland, Elie Siegmaister
and many artiats and teacher.

 EDWIN HUGHES
Pianit's prepared for public
parformonce ond Tor University,
Collage ond Contorvatary
Teaching Poiltions
1 Wart E9th Strast Haw York 34, . Y.

ANNE YAGO McGUFFEY
Teocher of Voice
908 M Street, Morthwest
Waikingten, D.C. District 4079

(FRANK] [ERNESTO)
LA FORGE-BERUMEN STUDIOS
Yoica—Piono

Among thote who have studied with Mr. Lo
Forge ore: Morign Anderson, Lowrencs Tib-
batt, Richard Croekd, ond Mma, Motienawsr,
1180 Park Awe., Corner B%th 5t Mew York
Tal. Atwater ¥-T4TQ

ALMA FAUST

TEACHER FOR PIAMO TEACHERS OR FOR
AMATEUR PIAMISTS

PRIVATE LESSOMNS CLASS LESSONS

Becutiful fons ocquired thry [ntegroted
ingtructron

Pupils teoching successfully oll over the U. 5.
STUDIO NEAR COLUMBIA UNIVERSITY

00 Wast [11th 5% Hew Yark 25, M. Y.

Telaphone: Manumant 1-8772

EDWARD E. TREUMANN
Caoncart Planist—Artist-Teacher
Recommanded by Emil Yon Saver, Mortiz Mosz-
kowihi ond Joweph Hafmonn,

Studia, Cu-ru;“l- Hall, Seite 837, 5Tth 54, at
7th Ave., Haw York City  Tel. Columbus 54357

WM. FICHANDLER
PIANO, THEORY AND EMSEMBLE PLAYING

14 West T5¢th 51, Mew York Clty. SU -37s
Compaosition by 'Wm. Fichandler
publithed by G. Schirmer

i Espacially directed to an sffective musical on

*Coacial Stmmar Cotrge™
BEGINNING TO ARTISTIC FINISH
Speciolat in Teehnical Development and the
Art af Interpretation, Cooching far Recitol,
Hetel Artonic, Bwoy of Tird 5t Mew York City

CECILE JAHIEL
Concert Floniyt—Compoter
Iet prize of the Paris Contervatory
Former popil of Cartet and Rovel
Meridar closes lar cohcart phanisty.
Privats lesaprs,
i# Egut Tath Street Mew York City, N. Y.
REgent T7-7000 or RHinslander 41589

CHARLES LAGOURGUE O.1. €2

~_ VOICE PRODUCTION=SINGING
S.-;M-had-nc{i#m:ul Theary, Compeoaition
®W. 57th §

t.. How York
Lagourgua’s COMPLETE TREATISE

ON TRANSPOSITION
fs availoble of Thacdore Presser Co.

MME. GIOVANNA VIOLA yy0:
Dremaotic Soprane

P
Teacher of Singing—""8e| Confa™
Experienced Eurcpeon froiced Artigt
Coothing Opera, Concert and Rodia
Correct voice prodection, defective singing

carrected,
Ilqlllﬂ“l accepfed
Phone: Trafalgar 7-8230 Mon., Tuss., Wad., Thurs

08 Wart End Ave. Maw Tork City

FRANK WILLGOOSE

Piana Instruction

proach lo the valy young.

Many years of success in this Reld,

Teachers are invited for conselbation, either
pertanally or by mail, regerding child stedpnt
problems,

Addresi=—2Y Prims Averus

Huntington, Long Islond, N. ¥.

"PIANO. SIGHTREADING CAMN BE
TAUGHT" by IDA ELKAMN

World fomous  origisator of "Ear Troining

Sightreading Fions Msthed.”
Carmegis Hall

Studic 301, Tth Ave. B Sith Street, N. Y. C. 1%,

Private TEACHERS [Western)

CRYSTAL WATERS
Singer and Teocher
Concart, Opera, Stoge, Radio, TV,
Mu“nr famops ttedents.

ri

te lor circular
405 Eant S4th 5t, Hew York 72, M. Y.

HAROLD HURLBUT
Singars who hows thudied with kim include
NADINE COMMER — Hanry Cordy,
and singers of Metropoliton Opero—3%an Fron
cace, S, Louks ond Howana Operos, Holly-
wood Bowl—Raodia eic,
Address: Hellywoed, Calif. Tel. GL 1088

ally been made to appear a mystery=—

[eontinued on poge A1)

the production of tone. THE END
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JEROME D. ROSEN

Vielin Recitals—Artiatic Violin Irgtroction
Founder “Ancient String Inttrument Ensemble

508 Delmor Bivd. 207e N. Kirkwood Rood
51, Lowis 12, Ma. K

EDNA GUNMNAR PETERSON

Concert Pionish—Artist Teacher
19 S0, Horvard Blvd. Lot Angales, Calif.
ou. 32997

irhiwood, Mo

EVANGELINE LEHMAN

TEACHER OF SINGING
Opara—0Operetin—COroterio—Concer
167 Elmhurst Av., Datrolt 3, Mich, Ta, 5-B412]

DR. FRANCIS L. YORK

Advance Piamo Imterpretation and the Theory

work reguired for the degress of Mus. Bach.

ond Mus. Mos, Speciol in interpretation.

DETROIT COMSERVATORY OF MUSIC
Datroit, Mich.

ETHEL HART—CONTRALTO

Piano-¥oice Studie
51055 E Baverly Bivd., E. Los Angales 12, Calif
Un. 1-3001 WUn, |53

ISABEL HUTCHESOMN

Teacker for Piomo Teachers i
Modesn Plara Technic: Grovn Work: Coaching
Concert Pionishs, Condecting Pione Teochery

Fatum,
“Shudio 22, Ieoss Eim 51 Dallos, Texos—
. BA. &214

v T

~

marl
Ta Traini
For complate i
LPT.A,

SAN FRANCISCO CONSERVA.-
TORY OF MUSIC, INC.
M1S Sacromento Sirest Walnut |-34%
Bochelor of Music Degree Opero Departmant
Artists Diploma Pedogogy Certificate
Approved for veterans
Children's Soturday morsing Closses.

ALBAMNESE
Fiano M. D,

PIANO TEACHERS

‘f! This is your invitatien to attend the International Piase Teachers

Assaciation 1981 Moflesal Convention, al the

Hatsl hhlgluul‘ﬂu

ourEe,

rmation aond free catelog of almost fo
wacher Aldy welfa

ROBERT WHITFORD, Founder-President
18 Morth Perry Squore, Erie. Pesna.

Diol Dunkirk 3-T845

Los Angeles 00 5o, Maw Hampihire

Hotel Statlar, [for-

Maw York City, July 16, 17, 1B, I9.
tedent Plama Playing inations ate.
wr doren

CLASSIFIED ADS

HARMONY, Composition, Orehes-
tration, Musical Theory. Private or
Correspondence  Instruction. Manu-
poripts revised and corrected. Musio
arranged. Frank B, Butler, 32-46 1087
8t., Corona, N, Y.

LEARN PIANO TUNING—Simpli-
fed, authentic instruction ¥4.00—LJ48-
erature free. Prof. Ross, 456 Bescher
Bt., Eimira, N. ¥.

AEW PIANO MUTE LETS YOU
PFIRACTICE DAY R NIGHT WITH-
DUT DISTURBING OTHERS, Mutes

pinno about §6%. Hasily attached or
detached without harming mechan-
lam. State upright, grand, or spinet!
Sold only on money back Euarsntes,
Band Ii.ﬂ{r for mute and full instrues-
tiongd, Richard Mayo, Dept. 004, 1120
Latona Strest, Phila. 47, Pa.

YOUR UNWANTED MUSIC ax-
changed plece for piece, bf each)

uality matched. Burpee's Specialty
shoppe, Delton, Mich.

MW T FINGER VIOLIN O0HR-
RECTLY. Hughes Studico, Route 2,
Three Rivers, Mich.

VIOLINS FOR SALE: Fipne hand
mide ¥ioling Wonderful tone, Mada
from finest selected wood, Write for
particulare—George & Jomeph Haoll,
617 East Main 8L, Loulsville & Ky

BACK PPOPULAR SHEET MUSIC
TO 16860 FOR SALE. BALLADS, TLAG-
TIME, EVERYTHING. CATALOCG 104,
WILL EXCHANGOE CLASSICS FOI
BACK FOPULAR MUSIC. FORE'S, E.
d151 HIGH, DENVER §, COLORAT.

FiiRl SALE. Hare reoords. Lista,
Collectionsn bought. E,. Hirschmann,
10y Duncan Ave., Jersey Cliy, New
Jereay

ANRANGING for Band-Orchestra-
Plano Voeals. Manuscripia corrected
and prepared for publication. Words
get  to muslc-school monge.  Bend
manuscript for estimate. Prompt
service Val's Arr.'s.nflm: HStudio, PO,
Bax 2168, Daytonn Heach, Florida.

WHRITENRS, COMPMSERS: Youor
name on penny card brings price 1=t
Maugdalens Kuhlman, 184 Sowuth Point
Dirive, Avon Lake, Ohlo.

EWING IPTANOG—IEY MAIL. 30 self-
teaching lessons, 3,00, OVER B0
FUBLICATIONS—classleal and pop-
ular. Order “hoprhythmology,”’ new
progressive plano sole §1.00. All new
work Order frea samples. PHIL
BRETON PUBLICATIONS, P.0. Box
1402, Omnhs B Neh, IL.E A,

SALESMAN—Established Publish-
Imge frm wants man with car o saell
muele lHbrary to familles of music
students. Introduction from teacher
maokes It eany to sell Knowledge of
miisle not necessary, Guarantoe pald
while learning. Liberal commisaion.
l.‘-'n'l\'-'rhlrt' Soclety, 188=—ith Ave,
N. Y. 16 N.T.

CORDED. Send musle and check for
$4.20. Muos=le returnéd wiith UN-
BREAKAHRLE REMIRD, Vinesnt Hes
('::r;ilrm Service, P.O. Box 206, Union,
FATLTY VIOLINS CORRECTEID.
Practical experience of 10 years re-
vadle “the secrel,” Batl=fuction Eu“r.
antesd,  Information  fres, ¥ L.
Behwenk, Redwood Valley, California.,
WIMEN ANDTEAUHERS : Hedoma
our representatives: make big money
ad others do: spare or full time. Dg-
nified, plensanl ocenpation. For de-
tails write: Mosic Teachers' Asso-
:rlnl_i-rl. 28 Potiers Lane, Great Noeck,
N.
FIAMG ACCOMPANIST WANTED
by ndvanced amatenr violinlst, adult,
fastpdying Mendelssahn's Concerio)
to practice for mutual henefit, Waould
alza like to join or form trio or
quartet group. Gedney 5-14T5 (X Y.CH
E":'_F'I’l!!lﬁh. . i
ATTENTION PIAND THEACHERS:
Three excellent intermediante plano
compo=itfons 504, Miller, %2 Allen St
Irvington, NI -
JERRY TREK, Matropolitan M-
e o, New York, endorses Vielin
Tonepost. (Fittlng $15) 150 *old/
new” masters, $40 up. One Jean-Dap-
tiste Vulllaume iHEI!”FlITl Certificate)
2150, Paimor (Toneposty Flddlery,
Zion, 1Mincix

ACCORDIGNISTS. lLearn o read
from piano muosic. Lesrn Lo arrange
for the accordlon. Stndy HARMONY
in T Thorough Lessona proepared
especially for the Accordlonlst. De-
seriptive pam vhlet Froe. John M. Lej-
|;--IJ. 215 B Highland Ave., Los An-
geles 36, Calif,

FOon SALE: Private PII riy  dls=
peraing collection. No dealers. Giam-
battintn Guoadegnini violin,
17T Laurentine= Btorlonl viola, 181
Juseph Guadasgninl ‘eella, Other in-
piruments and bhows State refer-

Parma

encos, PO Box 36, Arlington Helghts |

76, Mas=a

able, n practieal, bhasie list of plana
teaching materlal, graded, covering
classicn, technioal stoudies, pleces,
ote., for children and adults, 52,50,
or write Jarvis-Mayeon Enterprises,
1824 Bpruce Street, Fhila. 3, Pa,
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IT'S ALL DONE WITH MUSCLES!

(Continued from Page 15)

correct position for playing. After
a long period of slow practice the
fingers begin to relax. It is at this
point only that real playing begins
The goal of kevboard activity is to
give out the required dynamic energy
without becoming tenze or strained.

The finest pianists are those who
can create an atmosphere of excite-
ment-tension for their hearers. And
the more relaxed a player is on the
stage, the more he can excite his
listeners. The more excited he ap-
pears, the colder will be his andience
reaction.

In learning works that demand
speed, many students progress to a
certain point and then complain of
stiffnes= in the arms or hands, [ find
that this i= usually the result of not
really knowing the piece! The most
common form of tension comes from
technical insecurity, but tension can
also ecome from unsurenesz about
tempo, rhythm, dynamics, memory,
or notes. The cure i= work on the
danger spot.

Finger-doubts can often be over-
come hy using the proper fingering.
And only the playving hand can de-
termine what its own proper finger-
ing shall be. You fit the piano
the hand. not the hand to the piano.
We must get around the keyboard
with the fingers God gave us, regard-
less of what other—even better—
fingers may do.

Young pianists sometimes tell me
that their hands are built wrong—
that they strike wrong notes because
of thick, =tubby fingers which
“spread.”™ 1 have always believed in
disregarding handicaps. Act as if
thev didn't exist, and they will soon
disappear. For the short, stubby fin-
gers I recommend two weeks of
work exclusively on the black keys
{Chopin"s Etude on the black keys
ie ideal). Striking the key in the
dead center will make rebellious
fingers “smaller.” Tt also makes for
a more precise attack and, thus for
more beantiful tone.

Mastering wide leaps, or jumps,
is very much like learning to take
hurdles. Many fine works, like
Liszt’=s *Mephisto™ Walte, or the
Coda of the second movement of
Schumann'’s Fantasy, demand them
—and there i= always an exciting
win-or-Jose chance of hitting the
right key. To lessen the gamble, try
slow practice.

Playing without looking at the
kevs i= always helpful. One should
know the twpography of the piano
{in all octaves) by heart and by

TPIANO THACHERS: Now avajlc | feel Avoid the over-involvement of

double activity wherever vou ecan.
For those who can play without con-
stantly having to watch their hands,
the entire question of sight-reading

becomes much simplified. The fin-
gers will “look™ for the keys in their
own way. Conversely, one of the
several practical purposes of memo.
rizing is to avoid the double strain
of playing and watching the printed
notes,

When it comes to finger fluency,
I think of the old riddle: which
came first, the chicken or the egg?
Do we begin with musical thought,
or with the technical equipment
that enables u= 1o express musical
thought? The best answer is to keep
musical and technical development
as evenly matched as possible,

The first step in achieving bal.
anced evenness is to do away with
old taboos about a fixed way of
holding the hands and fngers. The
sole test of “right” fingering is
whether it j= comfortable and safe
for vour playing hand.

The best evenness, the hest sense
of comfort, come when all five fin-
gers are lrained to play with equal
strength on all black and white keys.
To achieve this, it is helpful 1o
practice all scales with C Major
fingering ; to practice arpeggios by
moving the whole hand, withou
over-dependence on the passage of
the thumb. Disregard the idea of
strong and weak Angers,

Also, we must make the piano
sing, without percussiveness. The
best start i= for the teacher to play
a simple melody, first neutrally,
without any emotion, just notes—
and then beautifully, with a lovels
singing tone. Once a pupil recog
nizes the beauty of the singing tone
the chances are that he will imitate
it, regardless of how he holds his
hands,

Finally, watch rests, tempo, indi-
cations and dynamic marks as accu-
rately as you wateh the notes them-
selves. All are equally important
Your task is not only to strike the
right kev=, but to recapture the
thoughts of the composer. Interpre-
tative markings are an integral par
of the opening movement of Bee-
thoven's “Moonlight” Sonata. Here
Beethoven indicated: “sempre pp ¢
senza sordine,” Then, as if to make
his intention unmistakably clear, he
wrote ahove the top staff: “5i deee
suonare (ufto gquesto peizo delica-
tissimamente e senza sordine.” (“The
whole piece is to be pIa.'_h:d as deli-
cately as possible, and without
pedal.™)

Here, interpretative signe are as
important a part of the composer’s
intention as the notes he put down.
The true meaning of interpretation
is to watch for, and observe care-
fully such signs. THE END

ILLUSTRATION CREDITS:
12, 13—Drowings by Marian Larer
20, 21, 22—Block Stor
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THAT INEVITABLE SYMPHONY DEFICIT

{Continued from Page 17)

support. They earn about
medhirde af their budget, and the
kit 1s made up by the national
gvernanent, the provinces and the

=

lﬁwﬁfnﬂ Opera in Stockholm
eded its 1949 season with a defcit
of 1L470,000 Swedish erowns {about
350,000 . The fixed national sub-
e i= 1000000 crowns. To meet
e additional costs, the city of
ockholm gave 100,000 crowns, and
e Swedish government the rest,

The story is cssentially the same
gerywhere in Europe. In France,
ment puts up about two-
:;&.% wotal budget of the Paris
Opéra and Opéra-Comigue. The Aus-
uran government sets aside 8,000,000
hillings annually for the Vienna
Ggte Opera. And in ltaly the gov-
emment appropriates vearly some
1.200,000,000 lire {about $2,000,000 )
fur the suppart of opera companies
threghout the nation,

Sate subsidy is an old story in
kaly, as in most European coun-
ries. More than a hundred years
see, when Verdi was erushed by the
filluee of his second opera, Barto-
lsmea Merelli, the impresario of La
Sals, belped the composer finan-
diilly and encouraged him to start
writing again. Composers today who
ie upable to get their operas per-
firmed on account of soaring pro-
duction costs may well ask what has
lecome of sympathetic impresarios
ke Merelli. But the fact was that
Merelli necded Verdi's opera; a con-
dition of his government subsidy

was that he must produce each vear
a number of new works by Italian
composers.

As for this country, it is obvious
that subsidies as such are not for-
eign to vur way of life. In the 19th
century, America’s railroads were
given indirect subsidies in the
form of land grants. Today, shipping
and air transport are subsidized out.
right. Governmental “price supports™
are & subsidy to farmers. Hospitals
and housing projects receive Govern-
ment aid. Public schools are sup-
ported entirely by municipal and
state governmenls, and the citizen
pays his school tax whether he has
school-age children or not.

Nobody expects the publie schools
to pay their own way; in fact, though
they operate at an almost complete
“debheit,” we do not think of this
a4 a deficit but as a cultorally valu-
able and whally justified expenditure
of public funds. As Virgil Thomson
has pointed out, a part of the finan-
cial perplexity of orchestras and
opera companies today is caused by
their tendency to think of themselves
as un=ucceszful monev-making or-
ganizations, rather than as success-
ful money-spending organizations.

There is at the present time before
our own Congress a proposal for a
venture in subsidizing the arts. The
bill. which would provide for a na-
tional theatre and a national opera
and ballet, has been introduced in
both houses of Congress. It was
sponsored in the House of Represen-
tatives by Rep. Jacob K. Javits

{Republican, New York).
Congressman Javits was careful
o introduce a note of caution. “I

realize full well™ he =aid, “the
dangers of the paralyzing hand of
Government control of the arts, and
of the use which can be made of
them to control thought, hence my
hill provides for a Constitutional
Convention to be called by the Presi-
dent, representative of all branches
of the theatre, opera and ballet—
performers, workers, writers and
audience—to draft and propose plans
{but not WPA schemes for unem-
ployment relief) which will deserve
Government support while providing
for the democratic control of a na-
tional theatre and a national opera
and ballet by the constituent ele
ments so called together.”

On the foce of it the Javits bill
represents a great forward step in
American Congressional thinking on
the sabject of Government support
of the fine arts. It is generally con-
ceded, however, that the bill has no
real chance for early passage.

An ironic sidelight &= that the
15. §5. Government, while reluctant
to grant aid to American orchestras
and opera companies, is in the posi.
tion of subsidizing European musical
organizations via the ECA. Accord:
ing to a recent article in the Satur-
day Review of Literature, “ECA
considers the minds of men as im-
portant as their bodies and equally
in need of nourishment. At the same
time that ECA is helping to feed.
clothe, house and employ millions
of Western Europeans, it is exerting
jtsell to make sure that Europe’s
magnificent cultural tradition s
strengthened.”

Meanwhile, dehcits of American
symphony orchestras continue mount-
ing year by year. Boards of direc-
tor= appeal to the public, to moneyed
individuals, to philanthropic organi-
gations,

One newe source is from industrial
corporations. In Casper, Wyoming,
the symphony is subsidized by oil
interests, The Herpolsheimer De-
partment Store in Grand Rapids
spends $1.500 a year (in addition
to it= annual contribution to the
orchestra’s general fund) to fnance
one studemt concert for the Grand
Rapids Symphony. A teen-agers’
store in Dallas sponsors “date-night™
eoncerts for the teen-age group.

Woodrum’s, a home-outfitting store
in Charleston, W. Va., has spent as
much as $3,500 a season sponsoring
Charleston Symphony broadeasts,

The Chattanooga Times has spon-
gored student concerts by the Chat.
tanooga Symphony, and a dance-hall
and night-club syndicate in Wichita
sponsored a series of summer “pop”
concerts for the benefit of the
Wichita Symphony, In another city,
banks joined in making a $5,000
contribution to the local orchestra.
The Burlington Mills Corporation
gives $10,000 annually to the North
Carolina Symphony to pay for mem-
berships for its workers.

Such contributions help, but do
not solve entirely, the problem of
orchestral fAnances. And it muost
somehow be solved if American
orchestral standards are to be kept
at their present high level. 1f an
orchestra’z playing is a source of
civie pride, it seems no less worthy
ol civic support. THE END

ADVENTURES OF A PIANO TEACHER

(Continued from Page 24)

tn do this accurately and easily
the first time, withom a surrepti-
limes glance as you begin, you are a
!'HF good pianist. If vou can't do
& don't tell anvone!

After this test each student played
o or three positions of the C and
Dfat major arpeggios in accents of
twos {two octaves), threes (three
ertaves |, and fours.

During the technical drills all
*ots of pianistic principles were ex-
punded and emphasized. . . fairly

wrist for arpeggios: hand roll-
Mg over relaxed thumb: thumb
ﬂ'“_"th' curved at all) always
F"Ilﬂs like the point of a pencil on
southwestern tip.” In scales each
finger Ih-ld to play its special key
it with the thumb moving gently
Under each finger, The Bach exer-
Fises required just the proper amount
of forearm rotation to “ail up” the
ers. Many points were made to
& individal hands and bodies.
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The students criticized each other
eagerly and keenly. I often mfde
humorous (but always kind) carica-
tres of students’ faults, asking the
pupil himself for criticism. Surely,
such a lesson in technique is a fas-
cinating adventure iur_hut%l teacher
and pupil. It most certainly is for me!

There was vet time to hear Fuch
student play a portion of a piece.
Many practice helps were nﬂ'rrl.':i.
and musical principles discussed in
Mozart's Sonata in F Major an!.i C
Minor Fantasia, Bach’s |w:navm}~e:i
Invention in B-flat Major, Chopin's
Waltz in B Minor and the Fu{:las]e-
Impromptu, and Cyril Scott’s “Lotus
Land.” (Remember that ﬂ_!lr.ﬁu are
not “talented” students but just boys
and girls who would l'tke. tn}plag
iano with minimum practice.}
pl:’hm you sel a group project like
this against the private lesson, _|hcr_e
is no question in my mind which is
better for student as well as teacher.

To be sure, a private pupil would
have s=at much longer at the piano
and dumb-dumbed. But i that help-
ful or wise? Isn't a concentrated
ten-minute lesson on a piece better
for him than a lackadaisical half
hour? Doesn’t he learn more about
music, technique and practicing in
a class, isn't he more alert and in-
terested, aren't his lessons and music-
making more social experiences?

For adrenturous piano teaching
organize some classes, especially be-
ginners’ groups of any age. If you
are timid about this, try the follow-
ing: Require all your students to
meet in small groups for the first
month in September at the begin.
ning of the year's work., Segregate
the grades, of course. At the lessons
putline the year’s goals; explain new
techniques and get these well started
in each group; put inte practice
the processes of learning a new
piece, first away from the instrument.
then at the piano; go throagh these
step by step many times: show the
group how to save time and energ:
by economical and concentrate!

practice; give sight reading assign-
ments and reading helps: assign
duets and two-piano music.

Don't hegin private lessons until
the =econd momth. I'll wager, then,
that you will want te continue some
clase work during the whole year,
Practice procedures and techniques
are much the same for all students;
isn't it casier to present them in
elasses than 1o repeat them endlessly
and dryvlv to each pupil? It's worth
trving, if only for the time and
energy it saves,

Don’t ever stop experimenting.
Use a wide variety of approaches,
books and methods. Some experi-
ments will fail, but what of it? I've
known doctors to prescribe warm
packs for an ache; when these didn’t
clear up the difficulty they cheer-
fully switched to cold packs. When
a teacher stops experimenting. he
becomes a hack. A piano class is
an experiment. An experiment is an
adventure, Your students, especially
the wouthful ones, will greet with
cheers any experiments you decide
o make. THE END
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Lent SATB Easter (Continued) SATB UNISON
392-13491 Andrews. When 1 Survey the Wondrous Cross. .20 492-13721 Candlyn. Lift Your Glad Voices in Triumph.. .18 Palm Sunday, Eoster [ Continued) s
87014324 Bach. In Deepest Grief. .. covvvvnirssnraas 20 332-15058 Eichhorn. Lamb is Innocent and M. ...... 15 312-13251 Gronier—Monney, Hosanna. ......... 15 : 3;_0" "ET Anderson, Day of Resurrection. ..o vvvvnivins 12
492-14650 Bach. Crucifivus—B minor Mass. .. .ovvavnns A5 492-15277 - Fichthom. Behold, the Angel of the Lord.... .23 51321332 Handel—Warhurst. Hallelujah Chorus (G 31.:_.'_15I 74 Barnes. There is a Green Hill............... 10
33214253 Chadwick. A Ballad of Trees and the Master.. .16 31221628 France. An Easter SOng. ....ooovevessonsas 16 Messiah . ... 1% " 832-14951 Barnes. Obedience .............rvsvsanss. 12
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“WHY IS BOB JONES UNIVER-
SITY LIKE A SHOE FACTORY?"
someone asked a student.

He answered, "Because Bob Jones
University builds souls, ships
heels, and sends them out in
pairs.”

The student gave a good answer.
Bob Jones University selects its

BOB JONES students carefully, but if, in spite

of this, it happens to get a “heel”

UNIVERSITY it does “ship” him.

LLE, SOUTH CAROLINA £ :
PeLEaN Bob Jones University has high

academic standards. It puts spe-
cial emphasis on culture and Chris-
tian refinement. Itstandswithout
apology for the old - time religion
and the absolute authority of the
Bible. From such an institution,
a great many Christian young
people naturally would go out
in pairs.

Music, Speech, and Art without
additional cost above regular
academic tuition.
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