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THE STATE OF MUSIC: 1900-1950

What is happening to music in America —by HOWARD HANSON
What is happening to music in Europe —by H. W. HEINSHEIMER
Modern Music: The first half century —by DAVID EWEN
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Afford an Etey?

For Teachers or Pupils—
Charming ORGAN Music
at Unbelievably Low Cost

Why pay more when you cin immeds-
ately own and play a thrilling ESTEY
Organ? For an unbelicvably low cost
there's an Estey model, with its outstand-
ing orchestral effects, to suit every need
or desire of teacher or pupil.

Teachers or parents can start small
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“Talk of the Town" depart-
Them a Rest!”, p. 17),
with all the notable pianists of our time.

As a reporter for the New Yorker's
ment, CHARLES COOKE (“Lef’s Give
wangled interviews
Having ascertained the virtuoso’s |
the day, Cooke would stay to talk piano techn
home to try out new ideas on his own piano. Several years of
this resulted in a delightful volume, “Playing
Pleasure.” which shows what can be accomplished with patience,
persistence and one hour of practice every day.

A wartime captain in the Air Force, Cooke stayed in the
service after V-J Day and now makes his headquarters in the
“My teaching,” he writes, “is confined to
1 the !ill"'.‘ﬁ'll Il:'i}:t’ Of

yosition on burning issues of
ir!u:', then rush

the Piano for

o =L
Pentagon Building.
adults with m‘rn-pl'nl‘i-:'-.-_ainnﬂl aspirations
amateur pianists,”

press, ETUDE received word that

HOROWITZ uses the Steinway exclu
sively, as does virtually every famous
artist of today: Borovsky, First Piano
Quartet, Hutcheson, Lehmann, Lipkin,
Pressier, Weissenberg, and many more
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Dnss pooR musical penmanship
reflect inferior quality of the
| music itself? Mitrofan Belaieff.
 the wealthy Russian merchant a‘nd
founder of the famous Russian
publishing house which published
| works of Himky-l{umkuﬁ. Bornl.:n—
din, Moussorgsky, Balakirev, Cui,
| Glazunov, Liadov, Seriabin, and
many others, held to that helief.
When compositions submitted for
the substantial Belaieff prizes
were sorted out for preliminary
examination, Belaieff invariably
put aside untidy manuscripts.
“Experience teaches us,” he used
to say, “that illegible manu-
scripts rarely merit attention. We
look them over last of all.” Most
of the great Russians of the Na-
tional School wrote in a clear
hand. But would Beethoven have
passed Belaiefl's scruting? Beeth-
oven's manuscripts were the de-
spair of his copyist, who said he
would rather copy ten pages of
Rossini than one of Besthoven,

An amateur pianist struggled
{through a8 movement of a Mozart
sonata, “Are you a pianist by pro-
fession?”  someone  asked him.
*No, I play for my own amaze-
ment,” replied the amateur.

The Oxford Companion to
Music defines Cancan as “a hois-
terous  and latterly  indecorous
dance of the quadrille order dating
from about 1840, adding, “its
[ exact nature is unknown to any-
one connected with this Compan-
ion.” Quoting this definition, “The
New Yorker” commented: “You
are in the wrong racket, boys!"
Well, the Cancan seems to have a
highly learned origin, It all hegan
with the debate of the pronuncia-
tion of the Latin word Quamquam,
which the purists pronounced
Kuamkuam, and the vulgarians
Kankan. Gradually, the word Kan:
kan, or Cancan, became synony-
mous with idle talk, gossip, or
{ scandal-mongering. The quadrille
[that shocked the Parisians of the

By NICOLAS SLONIMSKY

1840's took on the word Cancan
to deseribe the gay and mischiev-
ous character of the dance.

Semeone has said that it takes
20 trombones to convey adequate-
ly the impression of silence. In his
“Symphony of Silence,” Malipiero
makes use of a full orchestra, a
battery of percussion instruments
and a harp. The score of “L'Ap-
prenti Sorcier” of Paul Dukas con-
tains five full bars of dramatic
silence with nothing going on in
any of the instrumental parts. It
ig wsort of “conductor solo,” after
the famous snort of the bassoons
presaging the experiment with the
rohot brooms, The actual duration
of the rests is two and a half sec-
onds, about the time that it takes
a radar :-i;:lul] to bounce off the
JLITHLIN

J-.lal

===

Ineidentally, to correct a per-
sislent mistranslation, the title of
the piece, “L’Apprenti Sorcier,”
does not mean a Sorcerer’s Ap-
prentice, but an Apprentice Sor-
cerer, that is, a tyro magician,
from Goethe’s ballad, *Der Zauber-
lehrling.”

THE pRUMMER of Habeneck's
orchestra in Paris, a man
with the extraordinary name of
Schneitzhoefler, was so annoyed
with mispronunciations of his
name by the French that he had
calling cards printed: “Schneitz-
hoeffer (pronounced Bertrand).”
He was a man of unpredictable
deeds. When he decided to leave
Habeneck’s orchestra, he did it
with a bang, During a soft pas-
sage in a ballet suite, he suddenly
opened up with a terrific roll of
the kettledrums, and then threw
the sticks high up in the air. The
musicians and Habeneck himself
instinetively hunched their shoul-
ders to dodge the flying sticks, but
y’ith the dexterity of a professional
juggler, Schneitzhoeffer caught
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Panl Dukns
Five bars of silence . « «

them. He made another roll for-
tissimo on the drums, then put on
hiz hat and coat, and left.

As is well Enown, Verdi failed
to pass his examinations al the
Milan Conservatory, when he
lmlay.'i-:] some of his own 1'u111|m.~|'-
tions. Years later, when he became
famous. he met one of his former
examiners, Antonio Angeleri, him-
self a composer of piano music.
Verdi sat down at the piano, and
began to play. “Why, this is my
piano sonata,” exclaimed Angeleri.
“How did you happen to learn it
g0 well?” “It was not difficult,”
remarked Verdi. “Before it be-
came your sonala, it was my Fan-
tasia which I played for you al
the Milan Conservatory.”

B};ru EEN 1803 and 1813, Paga-
nini was Director of Music
at the Court of the Princess of
Lucca, Napoleon's sister. He was
then enamored of a noblewoman,
whom he did not dare to woo
directly. At one of his concerts at
the Court, when the Ia._]:. of his
heart was present, he announced
] new !Fii"l_'i' i!!r ‘.'illli“ unaccol-
panied, under the title, “Scéne
amourense.” He took off the two
middle strings, and then proceeded
to play a sort of amorous dia-
logue, in which the G string was
the swain, and the E string the
fair maiden. As Paganini’s plead-
ing on the G siring became maore
and more impassioned, the lady’s
cheeks flushed as though she
understood the meaning of the
music. The Princess, who was not
in on the secret, asked Paganini:
"“-"h}.' don't YOu compose some-
thing for only one string?"” Paga-
nini followed her suggestion, and
wrote a “military sonata,” sub-
titled “*Napoleon,” for the G string
alone. He played it at the Court

ETUDE—JANUARY 1951

Franz Lachner

Wagner irritated him

of Lucca, on Napoleon’s hirthday.
August 15, 1805,

Franz Lachner, the learned

composer of many symphonies
and operas, was an invelerate op-
ponent of Wagner, and resigned
as court musician of Bavaria,
Wagnerian
came a dominating factor at the
Court. As luck have it,
Wagner and Lachner were intro-
duced to each other in 1881. Wag-

ner ||.|uw| uliﬂh .|!I|1 said: E |'I.I\r'

when tendencies bye-

waould

already heard of you, Herr Lach-
ner,” Irritated at Wagner's
manner, Lachner replied coldly:
“] regret 1 cannot say as much.”

After the first performance of
Boieldieu’s opera “La Dame
Blanche” in Rouen. in 1829, the
orchestra followed Boieldieu to his
hotel and serenaded him with the
overture from the opera. This act
of homage had unexpected conse-
quences, The plavers were arrested
for disturbing the peace, and were
brought before the court. The de-
their laudable
intention, but the court fined the
defendants, I'".J“n;_- that “the excuse
for II.'i_'.'iTlf_[ ]II'IILI:,.U" to a famous

fense emphasized

composer is spurious, for this in.
fringement on the law must have
given offense to the composer him-
self as a loyal respector of law
and order.”

In a small Italian town, the
municipal council debated a sub-
sidy for the production of Verdi's
opera, “The Two-Foscari.” After
lengthy deliberation, the honor- |
able members adopted the follow- |
ing resolution: **Due to the lack of
funds, we can sufficient
money to produce only one of the
Foscari. The other will have to
wait until more favorable times.'

grant

THE FIRST NAME IN PIANO METHODS

MICHAEL A |
AARON

PIANO COURSE

Perfect Uninterrupted Sequence — Natural Progression

MICHAEL AARON PIANO PRIMER................ccooeuns .60
GRADE ONE .......cccccoraerisssspsrsnnannaniiassssssasnssnring 1.00
GRADE TWO .......coimrmiamasaiatnraranosninsransssnnsinssnnses 1.00
GRADE THREE 1.00
GRADE FOUR ............ccouniceeias e 1.00
MICHAEL AARON ADULT PIANO COURSE .. 1.00
MICHAEL AARON PIANO TECHNIC—Bock One...... 75
MICHAEL AARON PIANO TECHNIC—Book Two...... T3

ELEMENTARY PIANO SOLOS by Michael Aaron

ALL ABOARD -1 CLOWNING T .

ICE CARMNIVAL =3 INDIA a5

PRAIRIE RIDER 30 STORY BOOK WALTEL .30

TATTLETALE (with words) A5 WHIMSY A5
WOODLAND CASCADE A0

Leading PIANO BOOKS

for Students and Teachers

Guy aievs YOUR BACH BOOK

24 Bath tompoiitions, chosen from Suites, Paorfitar, Two- and Three-Yoiced
laventions, Well.Tempered Clavichard and "'Goldberg’ Variations........ 1.50

Guy Maiexs YOUR CHOPIN BOOK

23 Chepin compositions especiolly compiled by the gifted teacther—Preludes,
Mazurkos, Mocturnes, Waoltzes, Polonaiies, el 1.00

THINKING FINGERS

GUY MAIER & HERBERT BRADSHAW
HUMDREDS of finger exarcises for intermediole end odvanced pionisti—exacl,
siimuloting and original direclions en how to proclice them 1.00

HAZEL COBB priano Books
e THIS WAY TO MUSIC

An eosy reading approoch to the piano.
® RHYTHM with RHYME and REASON

Counting mode “Easy of Pie.”

GETTING 'ACQUAINTED wih e KEYBOARD

® Book One: PRACTICE PATTERNS

® Book Two: SCALE PATTERNS each book 75 cents

A Learning Music Program
by FLORENCE FENDER BINKLEY

Supplements the student’s beginning material ond aids the teachers in plonaing
o well-balanced study progrom.
MY MUSIC DRAWING BOOK PP VRO SRS o Gy ey
MY MUSIC WRITING BOOK o ; cessssniarire ol
MY MUSIC SPELLING BOOK ’ eriiaras eneil sanaiig IR
MY MUSIC READING BOOK e MECRAE
PRACTICIN' TIME i il &0
BINKLEY MUSIC READING DRILL CARDS ” L .
FMROLLMENT AND LESSON RECORD [Report Card)

STANFORD KING Piano Books

PIANO PLAYTIME FOR BOYS
PIANO PLAYTIME FOR GIRLS venne oO0

Perfect link between King's BOY ond GIRL Series ond JUNIOR MISS ond

MISTER Series.

MILLS MUSIC, INC.

1619 Broadway, New York 19, N. Y.

Chicage 4, llinois Los Angeles 14, California




to the piano teacher who desires...

————— (ONLY THE BEST!
" BIG-NOTE BOOK

s BIG-NOTE BOOK

MORE MINIATURE MELODIES for LITTLE PIANISTS
Select groups of melodic compoitions, pleciing to the ear, with mosl of
the harmony in 3rds. The pieces all woy within the five-finger poition.
Big, Eawy-To-Reod Motes Eoch Book 50¢

p(dqa:’a; With Pleasure BT

Veol. 1 —A FIRST YEAR BOOK OF MELODIC PIECES for PIANO SOLO

Vel. 2 — A SECOND YEAR BOOK OF MELODIC PIECES fer PIANO 50LO
Voriod meledic places of interest to children, Sultable for the small hands
of the young beginner. Eoch Book 50¢

JUST FOR GIRLS BJUST FOR BOYS

A collection of pions pisces which A cbllection of 10 plono pieces.
gl will enjoy. Medium grode se- Great interast sustainers for boys.
lections witable for progroms. S50y Suiteble for programming. 50¢

Let's Play Duete RS

A group of four-hond pieces for youthful players. Stays within the
familiar range of young studenis.
Book One 50¢ * Book Twe 50¢

TUNES FOR TWO Bty

the Easier Grodes
Gives the shudent the epportunity Tor exprassive playing, with Both dust

parts praving very inleresting. 50¢

The B. F. WOOD MUSIC COMPANY, INC

24 Brookline Avenue = Boston 15, Mass,

NOW rrobuce vour own
band . ..choral. .. 10-staff. . . 12-staff

MUSIC MANUSCRIPTS!

[—

Foar new A. B, Dick music manu-
script stencils now let vou produce
bundreds of copies easily, quickly,
inexpensively, Band, choral, 10+
| staff, 12-staff—take your choice.

Simply add notes with an easy-to-use
stylus. Then mimeograph as many
copies as you wish, Or, run steocil
"as is" for manuscript paper. Stene
cils can be filed for re-run.

Mail the coupen below or see your A, B. Dick disirib-
wtor for full delails on these four stencils, for use with
all mokes of wwitable stencil duplicating products.

'r--t——-———---l bl sk bl L pp——

Tell me more about the following stencils:

O Band O Choral [ 10-staf I 12-5taf [ New A, B, Dick mimeographs
Name

Position
Organization
Addreas e L &
Y i ——fone____Sute =

Mail this coupon to A. B. DICK COMPANY
% 5700 Touhy Ave., Dapt. E-151, Chicage 31, il
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By GEORGE GASCOYNE

| Bach: Six Violin Sonatas

Bach’s unaccompanied vio-
lin sonatas are the most searching
test of a violinist's style and tech-
nical fluency. The test is met ad-
| mirahly by Alexander Schneider.
| who has recorded the six difficult
works for Mercury Records. (Four
12" LP discs)

Mozart: Symphony in E-flat
(K.543)

Mozart: Symphony in €
(“Jupiter”)

Two often-recorded works
of Mozart receive still another per-
formance by Haus Rosbaud and
the Bavarian State Radio Orches.
tra. Aside from over-brilliant
strings, the performance is com-
mendable. (Mereury, one 12” LP
dise)

Mendelssohn: Vielin Concerto

Two new recordings of the
Mendelssohn Concerto are avail-
able, One iz a glittering virtuoso
reading by Jascha Heifelz, Sir
Thomas Beecham and the Royal
Philharmonic  Orchestra.  (RCA-
Vietor, three 45 rpm dises). A
more restrained  performance s
that by Alfredo Campoli and the
London Philharmonic Orchestra,
Edouard Van Beinum conducting.
(RCA-Victor, five 45 rpm discs)

Brahms: Piano Quintet, F
Minor

The heroic  quality of
Brahms' almost orchestral Piano
Quintet is captured admirably in
this recording by Clara Haskil,
pianist, and the Winterthur Quar-
tet. (Concert Hall, one LP disc)

Sessions: Symphony No, 2
Roger Sessions’ Second Sym-
phony, which last year won the
awards of both the New York
Critics’ Circle and the Naumburg
Foundation, has been recorded by
Dimitri Mitropoulos and the New

York Philharmonic - Symphony.
Mr. Mitropoulos and the Phil

harmonic als=o plaved the work at
their concerls last season, and as
a result have had a great deal of

jence with the work. This
shows in their performance, which
is competent and sympathetic. The
new symphony is & work which
bears re-hearing. (Columbia, one
LP disc).

Rose Bampton Sings to You
New =ongs by American com-
are sung with 3-_\,||1I|:||||}
and understanding in this recond
]}y ﬂm dil.-llnll.'.ui:-]'h'd soprano Rose
Bampton. Works heard are “Some
Girls Are Prettier,” by Elinor
Remick Warren, “To Live \;_ratin."
Olmstead. “Wailie, Wailie,” Scetl.
“Everything That 1 Can Spy,”
Bone-Fenton. “Romance,” Shaw.
“Eternal Life.” Dungan, “Some
Girls Are Prettier.,” Maury, “Con.
trasts,” Faith, “River Road,” Sar-
genl, “Believing,” Agay, “Unti
You Came,” Huerter, “Journey,”
Christie. ( Theodore Presser, one

LP disc).

latroduction to the Lowrey
Organo

The Lowrey Organo is a ver-
satile device. shaped rather like
a giant fine-toothed comb, which
fits any standard piano kevhoard.
Striking the piano kevs depresses
a series of switches which in turn
cause notes to sound in an elec
tronie tone chamber. The Organo
does not interfere with the piano’s
action, and can be turned on and
off at will. When turned on, it
produces electronic argan tone.

A series of stop tabs offers a
horn stop, a string stop and a
principal, all at three levels of
inh."!mil}, There i= a slow vibrato,
a fast vibrato and an expression
(volame) contral operated |13 the
left knee.

This flexible combination is
demonstrated on records l'l'!.' Mar-
vin C. Korinke. The album also
i‘(illlﬂi]l.’- a \'u]u"w rpf [uu.ri!r SONgE
arranged for the Organo. (Special
Columbhia recording. |
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The Preparatory Book — Guides tiny

fingers through their first adventure
L into music. The approach, based on

familiar Airs, is easy and interesting,
making a special appeal to children.

B Pl . s s ot P

//_a;,-_
"/ — -ﬂ’#
3 Q‘—' - T — s
N

BOOK 1-a—Teaches youthful students
to think and feel musically. This book
lays the foundation for all future les-
gons . . . stimulates lasting interest in
piano study. Based on familiar airs,

BOOK 2-a- Technic~the pedal —
rhythm, fascinating new subjects in the
student’s realm of music, are fully ex-
plained . .. adding delightful new experi-
ences to his piano study.

BOOK 1-b — Here the student makes
more serious effort at Interpretation
and musical understanding: By master-
ing the fundamental Touches he thus
acquires color and greater appreciation.

= o i A ———— e el e i - -

mlﬂl'u;;;;;ﬁ [OURss

Mitogw ag; T™HE by

)
1| "I'fr
'%ﬁrﬁ“
BOOK 38-a-In this book the pupil
learns the real meaning of Form, Mood
and Style. As he advances he finds more

pleasure... more enthusiasm in complete
understanding of the music played.

BOOK 3-b—While studying this book,
the pupil is acquiring a repertoire of
recital pieces. His foundation, gained
from the earlier books, enables him to
reach the stature of "young artist”.

o — T S — S e S O S S S S SR S S S e S ——

SEE THESE NEW BOOKS at your nearest music dealer. Ask,
also, to see other John Thompson books and courses on modern
methods of piano study. They offer you a wide choice of material for
every purpose, See your music dealer today — or write:

WILLIS MUSIC COMPANY

DEPARTMENT C, 124 East Fourth Street, Cincinnati 2, Ohio
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BOOK 2-b-—Chords and arpeggios open
new fields of interest to pupils in Grade
9% Selections are a bit more mature —
but always familiar, melodious and
stimulating.

With MELopy ALL THE WAY
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Glaster (Iantatas

Presser, Church and Ditson Editions

For Mixed Voices

DAWN OF THE KINGDOM
By J. Truman Wolcott
Excellent for a short Easter mu-
sic leature of the church serv-
ice. The music appeals to the
average listener as well as to
the musical; and hi: wllllﬂn the
capabilities of 1 volunteer
choir. Time, 30 minutes. (Bar

and T solos)
12000 Bcniaiidliba ramnbis .75

THE RAINBOW OF PROMISE
For Soli, Chorus and Organ
By William Baines
A splendid cantata for the choir
to render as part of a regu-
lar church service or Sunday
School exercise, The solo sam
are evenly distributed and the
choruses well arranged. Time,
20 minutes. (SB solos, SA duet)
41240054 ... e Y. L2

VICTORY DIVINE
For Soli, Chorus and Organ
By ]. Christopher Marks
The content of this brilliant, me-
lodious contata is such that it
is useful to both wvolunteer
choirs and the professionally

Six Easter Cantatas

trained, numbering hundreds of
voices. Time, 1 hour. (STB solos)
Words only, $2.50 per 100.
41240189 ........c0n-00n $.75
412-40188 (arranged for

L nt SRSty S

THE GLORY OF THE
RESURRECTION

By Charles Gilbert Spross
Tells the Easter Story in a most
attractive and effective way.
Frederick H. Martens made the

compilation around which the

composer wove his musical ef-
fects, enhancing the beauties of
these Easter thoughts, Time, 35
minutes. (SATB solos)

42240094 ........0uniaen $1.00

EVERLASTING LIFE
For Quartet and Mixed Voices
By R. R. Forman

Part one of this stirring cantata
is faith in the Creator as the
Giver of Life and His power
over death. Part two presents
the Resurrection. A beautiful
melody is carried throughout
the program. Time, 45 minutes.
(STB solos, AT duet)

A12:40089 L. il B Te

by Louise E. Stairs

These Easter cantatas are exceptionally well suited to the non-
professional, volunteer choirs, as vocal extremes have been
avoided. Easy to sing, pleasant to hear, and well balanced in
their choral writing, they are recommended without reservation.
41240160 THE RESURRECTION SONG

Time, 45 minutes. (SATBar and Bass solos). ............ §.75
412-40162 THE RESURRECTION SONG
Time, 45 minutes. (SA with Barad lib.)............. ... g9

412-40206 THE ETERNAL MORNING

Text, Elsie Duncan Yale. Time, 45 minutes. (SATB solos) .75
41240115 KING ALL GLORIOUS -

Text, Elsie Duncan Yale. Time, 50 minutes. (SATBar solos) .75

412-40164 THE RISEN CHRIST

Time, 45 minules. (SATBar and Bass soles). ........... .75
412-41004 THE MATCHLESS MORN
Text, Elsie Duncan Yale, Time, 50 minutes. (SATBar and

Bons solos) ... i.ierai

Words only, for above cantatas, $2.50 per 100

Easter Cantatas by Lawrence Keating
Volunteer choirs will enjoy performing these melodic cantatas

with their inspirational texts.

412-40182. .. TRAVAILand TRIUMPH . . ......c0vvuunn
Time, 40 minutes. (SATBar and Bass solos) Suitable for two

separate programs.

oo 7O

412-40073. .. .THE CONQUERING CHRIST ......0vvnvvsuis 75
Time, 45 minutes. {SAT solos, TBar duet)

412-40098. .. HAIL!KING OF GLORY . ....oovivinrinnnnns 75
Time, 40 minutes. (SATBar and Bass solos)

412-40158. .. . THE RESURRECTION MOBRN . ... .c0vuriniins J9
Time, 50 minutes. (SATBar solos, reader with musical
accompaniment)

412.40185. ... TRIUMPH of the CRUCIFIED ................ 75

Time, 45 minutes. (SATBar solos optional)

Words only, $2.50 per 100.

{

each item, os your order cannot be filled without it.

For Treble Voices
THE EASTER LILY
A Musical sical Playlet for Children
= 1o 12, using 7 girls and 4 boys (any number
chhcﬂi‘;nmm&ombﬁ':d;iziﬂwMJ tells a story of how
ga Lil becumﬂya the trc _Easter flower. The music is
aimnla‘y there are directions for one easily arranged scene and

costuming. Time, 20 minutes. . e
41240086 .. ....-- i A ol AL .
THE DAWN
Cantata for Two-Part Treble Voices
by William Baines

treble voices, unimﬂi:lo and two-part through-
gnﬂ“;gs;;ru:ﬁm- to wolunteer choirs. Suitable for competent

jwn L m i o 1 - i

4]3—4‘%82 ?. iy tmm.ftﬂ. R . . . . . . i v ioeslis s s .60
THE RESURRECTION SONG

For Two- or Three-Part Choirs
by Louise E. Stairs

itata or written for four-part mixed
voices has been arranged

red 1 Danforth Simonton. y lo re-
hearse, tuneful; the variety in vocal solos is excellent for the vol-
unieer choir. Time, 45 minutes. (SABar solos) Words only, $2.50
100. )
1240162 5iieenant e $ .75
By B. M. Stults
This is the composer’s arrangement for the SA with B ad lib
chorus is taken from his mixed voices chorus. Part one is from
the Old Testament; the second, a brief narrative of the Resurrec-
tion; and part three tells of the Immortality of Christ, Himself. The
music is bright and ; throughout. Time, 35 minutes
Words only, $2.50 per 100, o

41240109 ....... ..., A

i I

Easter Cantatas by R. M. Stults
A variety of cantatas whiﬂh will make any Easter program inter-
esting to hear and easy for the ¥ choir to perform. Each
cantata is written for Soli, Chorus and Organ.
412-40091. .. FROM DEATHUNTOLIFE .................. $ .75
Time, 35 minutes. (SATBar and Bass solos) Suitable for two
separaie programs.
412-40157. ., .KING of the AGES . . .......... .. 75
Time, 30 minutes. (SATBar solos) ke -
412-40055. .. ALLELUTAY .. & ovivesns .. .. oo T ot Fi S99
Time, 35 minutes. (SATBar solos) Words only, $2.50 per 100.
412-40085. EASTERGLORY ................. ... ........ 75

Time, 35 minutes. (SATBar and Bass
Wards only, $2.50 pez 100, o108

\
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ETUDE the music magasine

F ARG AXY il ESS)

l he most potent

musical forces of the first half ot the

twentieth century were...

ACHILLE CLAUDE DEBUSSY: IGOR STRA-
VINSKY: ARNOLD SCHOENBERG ; MAURICE RAVEL:
RICHARD STRAUSS: PAUL HINDEMITH; ARTURO
TOSCANINI; GEORGE GERSHWIN; BELA BARTOK;
SERGE PROKOFIEFF: JAN SIBELIUS.

Tais 15 THE VERDICT of a jury of leading composers,
musicians, music educators and music journalists from all paris
of the United States.

With the first 50 years of the 20th century just ended, ETUDE
asked leading musical figures: “Name 10 (or more) musicians
who in your opinion were the most potent musical forces of this
century so far.”

Replies were varied. Tabulated, they gave a timely and signifi-
cant cross-section of today’s musical thought in America.

Most astonishing result of the symposium was the low esteem
in which Dmitri Shostakovitch is currently held. Shostakovitch,
hailed in the Thirties as the eventual heir to Sibelius’ mantle of
greatest living symphonist, was named by only two contributors
to the symposium.

That a low opinion of Shostakovitch’s gift is the result of cur-
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rent U.S.-Soviet tension seems unlikely, since another Soviet
composer, Serge Prokofieff, figured prominently in the ballot-
ing. Irrepressible Douglas Watt, music editor of the New York
Daily News and The Neu Yorker magazine, even named Josef
Stalin as one of the century’s potent musical forces, on account
of the severe party discipline under which Soviet composers
have been working for the past 15 years.

As was expected, composers dominated the list of 20th cen-
lury musical forces. Those frt‘llllu‘:lll\ II.IHLI"Ii+ in addition to the
ones listed above, were Puccini, Mahler, Aaron Copland,
Vaughan Williams, Alban Berg, Ernest Bloch, Howard Hanson,
Heitor Villa-Lobos, ||'-n_. Harris, Samuel Barber, Erik Satie,
Darius Milhaud and Gian-Carlo Menotti.

In general. conductors felt composers most important; while
many composers included performers in their lists of significant
musical forees. Arturo Toscanini, midway between Hindemith
and George Gershwin in number of votes received, stood among
the first 11 names for “setting new standards of orchestral per-
rlJTTllilllt'l'.“ Pil}iln t:u-.'ll-. Frilr. l\!’!‘i_—-h*l', i_l'u;urh! :“Tnkuh-ki_,
Jascha Heifetz, Serge Koussevitzky, lgnace Jan Paderewski,
Enrico Caruso, Ferruccio Busoni, Artur Schnabel, Pierre Mon-
teux, Kirsten Flagstad, Vladimir Horowitz, and Lotte Lehmann
also were chosen as outstanding influences of the century from
the standpoint of raising the standards of performance,

CONTINUED ON NEXT PAGE
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PAUL HINDEMITH

CLAUDE DEBUSSY ARNOLD SCHOENRBERG

Armstrong. George Gershwin apparently is in a class by him-
elf, being considered a writer for the masscs by earnest musi-
cians and a serious composer by Tin Pan Alley tunesmiths,

From Arnold Schoenberg, stormy petrel of modern music,
came a polite refusal to contribute his opinion:

“] am sorry; it is one of my prineiples not to engage in such
problems. 1 do not feel competent in such matters, which are
better to be answered by musicologists and critics. 1 do not
know whether it is fair to expect impartiality of me, whose posi-
tion still forces me rather to fight than to be pleasant.”

And from Dimitri Mitropoulos, conductor of the New York
Philharmonic-Sympheny, came a reply both witty and schol-
arly: B

“Please excuse me from your symposium. I feel I have more
peace of mind when I eat alone, in other words, | prefer the
posium without the sym.”

(In ancient Greece, a symposium was a convivial exchange
of ideas around a banquet table.)

For names of other contributors, and what they had to say
about music in the 20th century to date, sce next page.

| The most potent musical forces coxrivven

Only impresario for whom a vote was cast was Serge Diaghi-
lev, for whose Parisian ballet performances Stravinsky wrote
| “The Fire-Bird,” “Petrouchka™ and “The Rites of Spring.”
Founders of three great music schools were named: Augustus
D. Juilliard (The Juilliard School) : Mrs. Efrem Zimbalist {The
Curtis Institute of Music) ; George Eastman (Eastman School
of Music). Other pioneers in music education included Hollis
| Dann, Bertha Baur and Oshorn McConathy.
| Only one performer of popular music was named—Louis

MAURICE RAVEL

BELA BARTOK
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Here is what leading musicians thought about 20th

century musical influences

LEOPOLD STOKOWSKI, con
duector

Banrok, Bere. Corraxp, Hispe.
s, Hoxeccen, PRoKoFIEFE, Sclo-
EXBERG, SHOSTAKOVICH, SIBELIUS,
STHAVINSKY, Varcuan-WiILLIAMS,
Virra-Lonos.

EFREM ZIMBALIST, [irector,

The Curtis Institute of Music

Srravss, Rimsky-Konsakov, D
pussy, Ravil, Pocawy SIBELIUS,
ScHoESBERG, PROREOFIEFF, DBARBER,
MexoTTL

AARON COPLAND, composer

Dinvssy, Busoni, MAHLER, SATIE,
ScHOENBERG, BARTOK, STRAVINSKY,
Hinpesmira, Raver, ProKorierr,
MiLnaun,

FRITZ REINER, Metropolitan

Opera Conductor

Bawrok, Besc, Depussy, Hivoe-
wmiTH, Manver, Prokorierr, RAvEL,
SCHOENDERG, STRAUSS, STRAVINSKY.

MORTON GOULD, Composer

1 have listed composers who, to
my mind, have developed or ex-
panded particular facets of musical
expression. The perspective can only
be limited to our time, and an in-
fluence is not of itself necessarily a
fulfilled !I1:I-10'T|lir'|'l‘: therefore, |
have listed these composers only
with regard to your specihic inguiry.
Without agrecing, or disagreeing,
with their creative works, 1 feel that
they have either summed up certain
influences or penerated others, for
good or bad.

The last few yiodrs have seen a
tremendous expansion of our native
l.'I|,‘.'jli,'.fr FesSOirces, .\Etlhluph I think
that the primary generating forces
have been European, there have been
in this country forees that have been
polent in termE of our particola

ARTURO TOSCANINI
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enviconment, and I, therelore;, have
listed them. In some cases a com-
lll'.--l‘ll- influence is due 1o |.'|l"|lJ"[Il
performances and exposure, in oth-
ers, to his gifts as a teacher. The
distinction between the raw mater-
jal, the conveyor belt and the On-
ished product is difficult to make as
regards musical compesition, and it
iz sometimes difficult 10 know, as a
matter of fact, which is which.

With these considerations in mind,
I submit the following: The two

major influences

SCHOENHERG AND  STRAVINSKY,
then—ManLen, Desvssy, Raver,
Gensuwin, Barrox, Hanms, Coe
Laxn, Brocm, Progorierr, Hixpe-
MITH.

GEORGE SZELL, Musical Diree-
tor, The Cleveland Orchestra

Here is my choice of musicians
whi, in my opinion, had decizive in
fluences on the musical physiognomy
of thiz century. I am limiting my-
self 1o the smallest number of names
because | feel that in going beyonid
this number it would be difhealt,
“ven |||||-||--Ii|!|-. to avoid coniusion
and unfairness,

As composers: STRALUSS, DERUSSY,
ScHOENBERG, HINDEMITH, STRAVIN-
SKY.

As Interpreters: Toscaxini, Cas.
ALS, SCHNAREL.

WILLIAM GRANT STILL, Com
poser

LeoroLn Stoxowskl, Frirz Kegis

LER—both because they brought to
their respective fields a trae creative

i!l!;'lﬂ-l and because of their '-i'lrL
tual  qualifications. Ravel, Debussy

anid Sibelins—hecause they wrote
nitsic rather than noise. Strauss,

Stravinsky—because of their innova

tions. Puccini—becaunse of his in-

spired creative «ift and his revitali
ation of opern. Howard Hanson

GEORGE GERSHWIN

because, besides  his eompositions,
he has been the greatest single force
in the development of our own native
SETIONS MUSIC,

SIGMUND SPAETH, writer, [lec
furer on AL sie.

DisvposcH, ToscaNisi KoussE-
viTsky, Mnrs. Epwarp MacDoweLs,
Exnsest Newsax, Heswy Haprey,
Jases Francs Cooxe, Mas, Erren
ZisparLisT, GeorceE EASTMAN.

WILFRID PELLETIER, opera

rrlh-.JH- for

DEBUSSY, SIELIUS, STRAUSS, SCHO
gxnenc, Binc, Barrox, Hispesimtm,
Messaien., Howeccen, CorPLAND,

EDWIN FRANKO GOLDMAN,

frlr.lll-fr: conductor the (sl dman
Hand

Foscasist—who showed to what
perfection o hestral playing could
e developed, Sousa—whe wrote in
spiring marches; took his  band

around the world, Vavcuax, Wn
LiaMs—who wrote music [or orches
tra and also original band musc
Monteux who gives wonderful in
terpretations  of orchestral  muosic
Ricwarp Stravss, Smerivs, Raved,
Denvssy. Heirprz—who showed 1o
what extent violin plaving could I«

perfected.

LEO SOWERBY, composer

Dnussy, Raver, Smmewns, Vaven.
AN-WiLLIAMS, Stiavinsky, Banrox,
Hixoesmrmi, De Facra, Vicia-Lowos,
Crusuwix,

SAUL CASTON, conductor, Denver
Symphony Orchestra

Ricuann Stravss, Raver, De-
BUSSY, STRAVINSKY, SCHOEXBERG
Areay Benc, Hixpesmitu, GEnsuwis

Leororp Aven Casais. Stokowskl

SERGE PROKOFIEFF

DAVID DIAMOND, composer

Busoxi, Ricuanp Stravss, Man
LEK. SCRIARIN, STRAVINSKY, SMCHOEN:
pERc. Satie Denvssy, Faumé, Mic-
marn, Hispesmite, Barrok, Vavcu
A% Winniams, LoPLAND.

IRVING KOLODIN, Wusic aditor,

Saturday Review of Literature.

IhEmn sy composer, SCHOENRERG
COT T, (r ERSH W N—COI pOseT,
Toscaxist—performer, CASALS—per

former, Lovis ArmsTaoxe—periorm
er. Famin Benunen—disk  records,
James Perminro—labor, A, D, Jwi-
Liain— philanthropy

NORMAN DELLO JOIO, con

Illli\-'F
HispEsmimin—In my opinion  the
most complete man of mosh ol the

century. Aside from the individuoal
ity of his own music, as leacher,
plaver, and writer of already stand

urdl theoretical works, he has served

as a great stabilizger in confemporary
musical thought, STravinsKy¥—Be.
cause his music has perhaps aflected
more composers stylistically than any
other Dinrssy—Whose  aesthetic
|I'|||'|-"|'|" W IveEnRn vl n Ial iy
sensitized concept of sound. A short
lived but clariiving reaction o over
blown Germanism. Unfortunately
the music has been appropriaied a
a 1 | Ii-'--' il commercial s
l" CCING ] rom  his 1U'l.h. | |ll'iL'--r
that America's fast-developing lyris
theatre has most to learn. SCHOES
gEnG—Whose life's work has rais
many valid gquestions albeit in
opinion has left wi nnresolved. A
shrill but honest voice of the 20th
century musician's  groping <on
sClence, Proxornery—Has CHOTH

nearest 1o a solution of the question
of fusing in his music European
|‘.|I‘-=-.|| ---;-| i=fpcal pon ynd I‘:-;--m-:
apirations. A model

CONTINUED ON PAGE 47

nationalistic

JAN SIRELIVS
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What is happening to music in

«+» AMERIC/

Fifty years of

music education have raised our standards of composition

and performance, but many problems of American music still remain

By HOWARD HANSON .

I'r 15 ALWAYS salutary from time to time to
attempt to assess not only our rate of progress but also its direc:
tion, For change is not necessarily progress, the new is not
ipso Jacto better than the old, and the quantitative developments
must be equated with the qualitative. Nor for that matter is
progress an all.embracing, cohesive and unitary force. Genuine
progress in one facet of the art may at the same time be accom-
panied by deterioration in another.

If we consider first the credit side of our ledger there would
seem 1o be at least two fields of music in which we have made
both quantitative and qualitative progress, The first field in
which a positive advance in the past 50 years can hardly be
questioned is that of music education. This is true both of the
lower and higher academic levels.

The tremendous progress of music in the elementary and
secondary public schools and in the parochial schools has been
frequently commented upon. One needs only a memory extend-
ing over a period of 25 yearsfo be conscious of this progress.
Twenty-five years ago music was a subject hovering precari.
ously in the periphery of general education. By the time of the
second World War it had become apparent that the place of
music as a part of general education had become securely
established, Even those school boards which still felt that the
arts in general education were a luxury which could be dis-
penged with in war time discovered how firmly music had be-
come woven into the social fabric of the public schools.

This “infiltrating” of music into the life of the student has
been accompanied by a marked advance at both the technical
and appreciative levels. Thirty years ago it would have been
considered zacrilegious for a high school orchestra even to
attempt to perform a symphony from the classic repertory. To-
day. in marked contrast, there are thousands of high school
orchestras, some of which achieve an almost pruf:-ssidnal com-
pelence in performance.

Orchestral development has been accompanied by at least
equal progress in the growth of the symphonic hand, with the
result that there are in high schools over the country truly
magnificent bands which are far removed both in size ans
quality from those of earlier days.

The a eappella choir, regarded 50 years ago as an artistic
.rarily. may now be heard in almost every first-rate high school
in the nation and at a qualitative level which is frequently

amazingly high for an organizaion of student singers.

Educators from abroad have commented again and again
upon this unusual technical development which far surpasses
that'ui most, if not all, other countries. They have from time
to time been somewhat critical of the choice of musie which
those organizations perform but for their technical expertoess
they have had only the highest praise.

Sirni!ar progress may be noted in music cducation at the
]J{Ufmmnlal level, F]f;ty years ago the gilted music student felt
with c::nmden.tl:lg justification the meed of foreign study for
hoth his I.u::hmcll and aesthetic development. Thoroughly com-
t];l-'lcnt music schools were very few in nuniber and the present

ay college department and the modern university professional
school of music were virtually unknown. Today there are in
addition to ll'le-g!‘ﬂt endowed professional schools of Curtis,
F.fav-lmaln and Jullh_l'.rd, well over 100 excellent university schools
;“nll;s: awnd‘ “".u"semd*??'."‘“‘.“' of music as well as independ-
s 5:{ Ee;::[l:f“l giving instruction of high quality in a

‘ Our Wmﬂhoﬂj' mﬁalll“ﬂl, which were few in number 50
i,t:a_rs dﬂgﬂ-ditnd the personnel of which was largely foreign-
i:-la:::iuhi“ :Erﬂgn-bom, are tﬂdl?' not only greatly increased
8 T excellence, but consist in the wajority of Ameri-
n-trained instrumentalists, ;
e condition in Europe in the fourth and fifth decades of
ot u).:ishz'linght‘m the United States an increasing number
:".mrr'icm;g h Is'“m and teachers with the result that the
Ser i By today truly international in their peda-
necessary, but ::ll;t:llm o 50 years ago it seems not anly un-
s tually foolish, for an American student to go
ad for technical study. 2

rﬂl: l\}.‘:tﬁ:;:? olfa:sTﬁm we have already made great proy-
incrensed hul.ythe sl nuﬂ;bﬂ' of Alﬁfﬁc«an composers greatly
improvement. 1 ha ity of their writing has shown correlative
that when our Am“.mm’;;:md ﬁ'ﬂ"_ﬂ time to time on the fact

erican Composers’ Concerts at the Eastman

School of Musi :
ol Music were begun 25 years ago a large number of

compositions submitted had to be “weed
=0ine ed ) e
:1 i::;;u[. .bITuday t!:m are literally ]imdredant;ti c?r; m«::rrl"::;
niable technical competence and it is not unusE:i for a

hissia composition student entering the Eastman School to
S ~ehoo ]
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=1

hly competent orchestral score upon entrance.
it is interesting to

difficulty that suffi-

submit a hig .
Again from the standpoint of quantity,
ohserve that 25 years ago it was with some
cient composition material could be secured for
four or five concerts. Today there are 52 composers studying
in the Eastman School alone, and the works written here in
one year would more than supply all of the compositions neces
sary for a comparable series.
[ hat | should emphasize the quantity of
relation be-

a seres of

It may seem strange t
I am convinced, however, that the

and quality is a very real one. In the
music a great composer seldom arises as an isolated phenome-
There must be a creative spirt! abroad in the land. This

erly 1'u|li\'l¥l(‘(‘| :mrl t‘lll‘.nlll'-'l;:vl! l]!‘\t‘Ill|I:- many com-
the few who will go down

compositions.
tween quantity history ol
noi.
spirit prop
posers, and from these many come
in history as the creative figures of the country and of the age.
Among the approximately 600 composers whose works have
been performed at Eastman during the last quarter century are
many who are already taking their place in the repertory of con-
American music. The quality of much of this music

lemporary
] [il\lll'.l!'|)- with the contem

is very high indeed and compare
porary oultput of other countries.

Let us now loock on the debit side of our musical account
book. In the field of communication we must, 1 believe, admit
that the good music created and performed today reaches only a
junute proportion of the American people. This is especially
true when we consider the tremendous technical means lor
communication at our disposal.

In the field of American music. for example, a recent sur-

vey of the National Music Council shows that there is actually

The pioneering work
of conductors like Sto-
kowski and Damrosch, of
teachers like Dr. Hanson,
has developed audiences
capable of evaluating our

native COMpOSErs.

HOWARD HANSON, com poser
Direetor of Eastman School of Musiec

rondurctor

ETUDE—JANUARY 1951

SAMUEL BARBER, composer

LEOPOLD STOKOWSKE,

IiLEl_\l‘ii by owm major sym
The amount of American
“live” pﬂ:'lurnldlh'i‘r 18

less serious American music being
phony orchestras than ten years ago.
music which comes over the radio in
though this is fortunately compensated for

very small indeed,
radio stations which devote

by the large number of smaller
many 11u11|'2- to the broadcasting of serious musie, including the
music of American composers.

In the field of recording the situation is equally discouraging.
The recorded catalog of American compositions is pitifully
small and a large part even of this small catalog is actually un-
available. For example, if the reader will examine the November
1950 Long Playing Record Catalog he will not find one record-
ing of America’s most famous composer, Edward MacDowell!

This | regard as both shocking and disgraceful.

It is probably too early to judge what we may expect from
it would seem that the zealous commer-

television. However,
greal radio networks of

cial interests which have stripped the
<o much of their value insofar as serious music, both *
i.- I'III‘II'1'I|11'1] i'\|Jr'1'T Lo 41u evern ]1'-.- [tll us

‘classical”

and conlemporary,
in the field of television. The author does not own a television
set—and does nol expeclt lo—so0 he can hardly pose as an
authority. It does seem, however, that here again, as in radio.

a fabulous invention should be of immense cultural and spirit-

ual value to millions of Americans.

A\nd so the history of the past 50 years has been at the same
time a history of tremendous advance accompanied by the rise
of a host of ]itnlnlc-:na which we have not vel even hegun to
depends Americ s

THE EXD

solve, Upon their rapid selution, 1 believe,

continued musical progress for the future.

ROY HARRIS, com poser

HENRY HAPLEY.

O e ST

WALTER DAMRBROSCH,

conductor

AARON COPLAND, composer



What is happening toO musiC 1n

++++ EUROPEE % *

Opera and concerts are flourishing; performances are better and more

numerous than ever; but creative activity is almost at a standstill there

By H: Wi HEINSHEIMER

vir since | returned, a litdle while ago,
from a four-month trip through Europe—the Europe this
<ide of the Iron Curtain—1 have been asked by my friends
al home: how is music' deoing over there?

The answer is that it is doing fine, very fine indeed in the
performing department, in orchestras, opera houses, chamber
music ensembles, radio stations. soloists. music festivals. In
all these strongly resurging activities it couldn’t do much
better. But it isn't doing fine, not fine at all, when you look
at the creative side of music, when you search for new
COMPOSETs. NEW SCores, new constructive minds.

In Seandinavia and Germany, in France and: Vienna, in
Italy, Belgium and Holland 1 asked every musician in the
know—econductors, music erities, teachers, publishers, the
directors of leading opera houses, the distinguished secre.
taries of symphony orchestras: Who are your new composers ?

Many names were mentioned. | was asked to attend per-
formances, to listen to recdrds, to meet some of the composers
who have emerged in the past few vears. But after they had
left and 1 was alone again with the men who—a little hesitantly,
to be sure—had suggested the meeting, and we were talking
freely among ourselves, we all had to admit that there was a
strange weakness in these new scores, an obvious lack of
power and imagination.

Nowhere was there a great, overwhelming figure, or even
a controversial but striking talent among the new generation.
There were no young men who, in 1950, could take the place
of the young men of the last generation: of the young Stra-
vinsky, the young Hindemith, the young Milhaud, the young
Respighi, the young de Falla, the young Barték—to name
only a few who are now established names in music repertory.

I spent a week in Brussels to hear, at the festival of the
International Society for Contemporary Music, a carefully
selected cross section of new European music. 1 had attended
the festivals of the society in the twenties and early thirlies.
In those days, every one of them featured (among a lot of
dead wood. of course.) at least one or two important works.
They had been the center of international attention. Con-
ductors, performers, and publishers had gathered from all
over the world. No one who attended went home unrewarded
in mind and spirit.

At the Brussels Festival of 1950, all the old glamor was

gone, Few if any critics from foreign countries attended.
Publishers showed their indifference by their absence. Con-
ductors and soloists paid no attention to what was going on.
Most significantly, the United States section of the society was
not represented at all

Works 1 heard were, T assume, fair samples of the best
the dozen or so countries represented at the festival could
offer. They were depressing in their lack of, well. let’s say
it, of real talent. Even a new. startling. shocking departure
would have been welcome. It seemed a sign of the times that
the most striking and certainly most successful work heard
at the week-long affair was a posthumously performed com-
position by Anton von Webern, the Austrian composer and
Schoenberg 'ﬁﬂ'ﬁ]ﬂl‘ who was mysteriously <hot six years
ago at the age of 62, i i §

_:_”"’ “"MMSNI lnlhuritj!.-nf the generation of mu-
ToCit N fifty and more years old is evidem all over
Zidopr bﬂ‘)'!g 10 ﬂ’.‘l generation myself—and I remember
EE]LY‘WEH{:}ITG time, thirty years ago, when we wouldnt even
Tnda: :’he e PWt age! They were old, very old hat.
still th s 1 the ﬁﬂlﬂ_ of new European music are
3 ‘E‘H}rks of the men of my generation, the men who

grew up in the twenties. No one among the young composers
m:;ms hﬁzly = tak:e the place of Igor ﬁiru\'ins-k}-. Arthur Hon-
Ew“u"-;":; arehllmi?ﬂnk’ ﬁi;r Alban | g Arnold Schoenherg's
Europe. Paul l:%- p'lill)' :t]'ll":ld mm seriously discussed all over
The ﬂﬁtsta & mﬁ R : 18 ﬂ'_u cerman)"a leading composer.
a man of ﬁ;}.m[% E:I];![ ’“*Ital'“n music is Luigi Dallapicolla,
attained somv; I::ni anm'.ﬂ“"s‘__fifﬁ master who has recently
Sturm und Drang. nence, is likewise long past the age of
= '113':“:: i;n:cwr.r the reasons for this. The last war, to me,
the first Wmt:l?jung '”‘P'-lt_l-lhon. Terrible as it was, so was
a crop of creativ i d‘:h.'eh. nevertheless produced so rich
be deeper Poﬁticel T o 'Eﬂﬁlmmeclial(- wake. There musl
paralysis in Eurn* . spiritual reasons for the creative
seems, to helinrqp-ﬂn music of today. There is so little. it
confusion. lack :i “L"'u little to ook forward to. so much
hope. So fnuny of E:ru““:ml security, lack of foundation and
tions have heey d PCT! “."'W political and social founda-
et destroyed in w0 ghort a time and nothing,
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place. The ground is still trembling from

vet. has taken their :
. the waves of a new one can be sensed in

the last earthquake : L e |
the troubled air. Maybe this just isnt the time and the place

wser to sit down and listen to the inner volces ol

for a comp
; : Right

heauty and faith. They will sound again. 1 am sure
now. 1-was unable to hear them.

FIHE DEVASTATING influence of our disturbing time is even
[‘mnn* devastatingly evident in the field of light |.1||I:«i--,
For decades the European theatre, particularly the subsidized
houses of Germany, Austria, Switzerland and Scandi-

opera i 3
on a continuous supply of operettas from Vienna

pavia, relied .
and Budapest. Their expectations were never disappointed. In
proud suceession there Ci!l}l['i].]':.'d year after year a mew Lehar,
o new Benatzky, a new Leo Fall, a new Uscar Strauss, a new
Robert Stolz, or a new Emmerich Kalman operelta.

All this has been wiped oul mercilessly,. The Vienna of
[ulh.l\v' (lui‘:— nol -Ell.e-'ullin' I'_‘J'Illlt‘ love stories, wallzes, L'1-LI'|)|1'I-.
Its widows aren’l merry any more, Countess Maritza is an
exiled waitress on 7T9th Streel near First Avenue in New York.
And as for the Dollar Princesses—they are today r«-illi-.-r'nlwi
only by the dignified though scarcely czardas-dancing gentle-
men of the ERP. A few aged survivors ol the generation of
waltz kings are still grimly at work. Clinging o a pasl that
is terribly dead and shockingly far away. they can produce
no dreams, only nightmares, . . .

The manager of the opera house in Zurich spoke to me
about the difficulty of building up a reperlory under these
circumstances,

“We can't go back to the past.” he said. “We have to draw
on the present and look at the future. We have just Eltnt'!ji'!'il
here—and it lurned out to be a smash hitl—an American
opera, ‘Porgy and Bess.' ™

The next day 1 attended a performance of “Porgy and
Bess,” by George Gershwin, sung in German by Swiss aclors
and singers. 1t electrified a packed house. It was the present,
the future they felt in the music and the story. It was New
York that made a hit in Zurich, not Vienna,

While the creative side of music is undergoing a critical
transition period in Europe, no such crisis seems to harass
the continent’s performing facilities. The symphony or hestras
of Europe are known throughout the world and several of
them have recently been heard in this country. Two other
fields of musical activity impress the visitor from America
as being interesting, fertile, and basically different from
similar activitics here at home. These are radio and opera.

Just a few weeks after [ returned from my frip a national
magazine had this to say about symphonic music on the
American radio:

“Big radio is giving serious music and musicians the brush-
off. CBS has axed its CBS Symphony, its once-fine ‘Invitation
to Music’ and its summer broadcasts from Manhattan’s Lew-
isohn Stadium. ABC has 1|E'||‘i]]u'i.| some 13 hours a month
of “live’ classical music broadcasts since last year. NBC
dropped its ‘Orchestras of the Nation’ series which for five
vears has given U.S. music lovers a listen-in on the principal
orchestras of the country. Network radio, with armies of
pulsetakers to confirm its judgment, seems to be betting its
future on the assumption that the U.S. prefers comics lo
classics,”

The radio situation in Europe is quite different. There are in
Western Europe at least twenty radio orchestras, all operating
under mon-commercial radio sponsorship and therefore quite
illl.l('.]x'u('unl of the results obtained by the “army of }lll!rit'l;.l.k-
ers.” Furthermore, they are not threatened by TV—television
is unknown on most of the continent. -

The significance of these independent musical units, ambi-
tiously competing with each other for the most interesting and
stimulating musical fare, and their in- (Continued on Page 57)
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PARBLO CASALS

Performance standards in
European music have never been
higher than at the present day,

GIACOMO PUCCINE
Will *Porgs and Bess™ be the

successor to “La Boheme™?

ERNST KRENERK
There are familiar foaces,
but few promising newcomers,

ALERAN RERG

DARIUS MILHAUD

i startling, shocking nuwmber
would hare been welcome.

His “Wosseck™ was staged at
the Duesseldorf opera house.




MODERN MUSIC:
the first half century

’I:! A GREAT many people, the term
“modern music” implies much more than
merely the music of our times. It signifies
music that is discordant and disordered,
as disrespectful of reason as it is of tradi-
tion, a phenomenon of the 20th century.

It is quite true that many composers
gince 1900 have gone in for unorthodox
musieal sounds and forms.

In an attempt to give music more scope,
some composers have broken down the
confining walls of structure and allowed
their musical ideas to roam in unrestricted
spaces. They have freed themselves from
what they called the “tyranny of the key
center, or tonic” by writing atonally. They
have opened up new avenues of musical
expression by combining  tonalities,
rhythms, notes never joined before.

Inevitably, some composers went 1o ex-
tremes. They wrote for “instruments™ not

iously called upon to make music.
George Antheil included anvils, airplane
propellers, electric bells, automobile horns
in the scoring of his “Ballet mécanique.”
When these “instruments” emitted their
unholy sounds in Carnegie Hall on April

Mahler symphonies, Busoni transcriptions, other post-Wagnerian ro-

mantic works gave way to Satie’s whimsy, new sonorities like Villa-Lobos’

GUSTAY MARLER

FERRUCCIO Bl SON

By DAVID EWEN

10, 1927, one wag—seated in the front row

__attached a white handkerchief to his
cane and rose waving his symbol of sur-
render! An Italian modernist by the name
of Luigi Russolo wrote a work for “thun-

derers.”” “whistlers.” and even a “snorer.”
Nicolas Slonimsky has a composition call-
ing for a “ecat’s meow” and another in
which toy balloons are to be pricked by
hairpins at a climactic moment, Ferde
Grofé has a typewriter banging in his
“Tabloid” Suvite, and Richard Strauss

employed wind and thunder machines

for “Don Quixote” and “An Alpine
Symphony.™ i
What must surely be regarded as the
ultimate in outlandish instrumentation was
achieved by Harold G. Davison in a work
entitled “Auto Aecident.” His score calls
for the following equipment: “Two plate
glasses, each resting on a wash bowl or
crock, with a hammer or mallet in readi-
ness to smash them.” These instruetions

then follow: “On page nine, measure four,

these plates are to be shattered with the
hammer, one on the second count, and the
other on the second half of the third count.

HEITOR VILLA-LOROS

‘In the next measure, the bowls cuntnining
the broken glass are to be emptied on 4
hard surface, table, or floor.

Some composers, once again disregard.
1“3 order and tradition, have tried to open
up new ‘horizons for melody. Mussorg.
sky's success in the 19th century in mold.
ing the melodic line out of speech patterns
[ ificently realized in his master.
piece, “Bgﬂ;_ﬁuduunnv"—wnn the start-
ing point for those who wished to create g
new kind of recitative. This recilative—
8 imme—nhad no fixed pilch in the
usual sense. When Alban Berg's opera
“Wozzek™ exchanged the formal opera
‘aria and recitative for Sprechstimme, one
eritic, Paul Zschorlich, confessed experi-
encing the sensation of “having been not
in a theatre but in an insane asylum.”

- Others, not quite =0 ready Lo surrender
the discipline of fixed intonation, tried
intervals that were smaller than the long-
: ol half-tone. Alois Haba, a Czech,
devoted himself exclusively 1o wriling

m—lpmhmmr Hi¥ upcr.‘ "D'ie Mul.
ter,” not only required quarter-tone sing.

ing, but even quarter-tone instruments,
For the premiere performance, a special
quarter-fone piano, quarter-tone clarinets,

‘and quarter-tone trumpets had to be con-

structed. A quarter-tone piano has also
been built in this country by Hans Barth,

- who wrote a whaole library of piano music

for that instrument and performed it
.'tl_lro-nghm.ﬂucounuy.

~ New harmonic techniques were uncovered
by blending un- (Continued on Page 48)
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Let’s give them a rest!

Five overworked piano pieces by Mende

and Rachmaninoff should be r

A.L[. OF US who love the piano, pupils and

teachers alike, know that certain compositions, al ever) level of
difficulty, are played to death and taught to death, Especially
the latter.

Here, for example, is a group of compositions which 1 pri-
vately (and yawningly) refer to as “The Five.” They are: Men-
delssohn, Scherzo in E Minor; Chopin, Nocturne in E-flat;
Chopin, “Military” Polonaise in A: Debussy, “Clair de lune”;
Rachmaninoff, Prelude in C-sharp Minor.

For the past two years, | have rigorously avoided teaching
any of these works to my own pupils. I don’t suggest that they
be dropped permanently from the repertoire. Most of them are
eminently worthy pieces: in fact, it is their very worth that has
led to their being overworked. But 1 do recommend that they
be given a long, long rest.

Of course, for every barnacled number that is retired a sub-
stitute must be found, preferably at the same level of musical
value and technical difficulty. For *“The Five,” I suggest the
following replacements, each of which is just as difficult as
the number it replaces, and has the additional merit of novelty:

1. mENDELSSORN: Etude in B-flat Minor, Op. 104, No. 1.
(Presser). Substitute for the =ame composer’s Scherzo in E
Minor.

I place this composition first on my list ‘hecause it is my
favorite substitute, It is my opinion (shared by many friends,
including the late Olga Samaroff Stokowski and the brilliant
young pianist Claudette Sorel). that this is one of the most
heautiful works in all piano literature, It is very important that
it be studied from a well-edited score. Look at the first page,
which is representative of the whole five-page piece (see cut)

Observe the basic problem of thig piece: to make the slow,
exquisite melody sing out, like a voice or a violin. against the
never-ceasing arabesque accompaniment of passage-work. This
arabesque must be several degrees softer than the melody it
accompanies, A further difficulty is that the melody notes are
taken, in rapid interchange, by both hands—and most often
by the thumbs. In fact, although the piece is entitled “Etude
Lamentoso” in the Presser edition, 1 have somelimes sugeested
that it be given the more accurate, if less poetic, title of “Frude
for the Thumbs.”

There are two trills in this piece, one in the final measure
on the first page, and a repetition of it on Page 5, which pose o

baffling problem for the player. How is one to trill with the

right hand when that hand is needed for rapid arabesques?
A footnote in the Presser Edition suggests a workable solution.
{See cut),

2. caorin: Posthumous Nocturne in C-sharp Minor (Schir-

mer) . Substitute for Chapin’s Nocturne in E-flat.
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Issohn, Chopin, Debussy

etired in favor of less hackneyed numbers

By CHARL ES COOKE

More and more arlisls are now programming this composi-
tion. Joseph Battista and Clifford Curzon frequently play it as
an encore. It is nr1|} three pages long, but P ked into these
pages are as much beauty as frequently goes into longer and
more ambitious compositions.

It presents no great difficulties (other than purely musical
ones; to the advanced student, | suggesl, however, that the
four right-hand runs clustered toward the end be given special
attention. Decide, before beginning intensive practice of these
runs. exactly how you will “anchor™ the supporting leeft-
hand notes to the right-hand runs. A good plan is o
mark your “anchorings” with a pencil, and follow the mark-

ines  with great care during (Continued on Page 064)
g Etude Lamentoso
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*Play the first note of the trill (E2) with the right hand: then complete

trill with the left hand 5




Keeping time in choral singing 18 more

complex than merely counting four m a bar

RHYTHM

makes the music go

BY JOHN FINLEY WILLIAMSON

HE MOST DIFFICULT task a choir mas.

I ter faces is that of making his choir

sing in correct time and yet keep the
music moving forward in rhythm. Peculiar-
ly it seems more difficult for a choir to mas-
ter correct time values than it does for it
te master correct pitches.

Early in childhood we learn to count.
There is not an individual in any part of
the United States who does not know that
two and two make four, that one and a
half and a half make two, that four ones
make four, but the instant dotted noles,
cighth notes, sixteenth notes, thirty-second
notes and triplets appear the individual’s
mind becomes confused and he starts sing-
ing them ta the wrong time.

l’ernunaﬂy I believe our trouble has
come from the fact that our study of time
in music has been on a wrong basis. We
are early taught to count time with regular
accent, perhaps because the dictionary de-
fines rhythm as “regular recurring accent.”
We are prone to believe that all accents are
developed through time values. However, a
change in pitch. a new chord, or timbre
creates an accent. By changes in timbre 1
mean changing from soprano to alto, or to
tenor, or to bass. All of these forms of
accent are determined by the composer,
who must have created them as he wished
them to be, and certainly they should be
recreated by the performer, whether he be
singer or conductor, without the addition
of falsely asccentuated time values,

I have found that if I think of time val-
ues as pitch durations only, my choir has
a much simpler time in phrasing and in
keeping a legato line. So many of us in
church music try lo I-.l'r.'|l a rt',','.u]ll.l.*lj-‘ re-

curring accent such as 1 23 4123 4
This seems to make the singing of choral
music easy, but in reality it makes it cease
to he music. How can one crescendo unless
the accents are increasing in volume,. or
how can one decrescendo unless the accents
are decreasing in volume?

If we can accept the idea that time is
merely the duration given to each pitch,
we shall lose all desire to give false accent
to these pitch durations, And the natural
secents created by the composer, throngh
rhnugrfs in pih:h, dlangt'-.- in p'll‘.('.’n dura-
tion, changes in chord, will be heard with-
out offending the listener with false time
accents.

With this concept in mind, time values
are easily taught to a group. They are
tasily taught because we recognize that
time in music is nol a mental thing hut a
forward-moving rhythmic progression of
pitch durations. The deadening result of
choral music when every individual counts
and keeps “perfect” time without a thought
of rhythm is the thing that makes choral
music more objectionable than anything
else, whereas if the music be made to move
forward, it becomes a living pulsating
thing, which brings joy or sorrow, gladness
or pain to the listener.

Who doesn’t enjoy the ballet and who
doesn’t enjoy tap dancing? The Rockeltes
at Radio City Music Hall are an excellent
example of living rhythm. Choral music
can be just as alive as tap dancing, ballet
or the Rockettes, but no satisfactory result
can be achieved if the group is allowed to
count time or even think the time value
given to cach note.

Thf-re_- is a positive way that correct pitch
durations can be achieved in a forward-

CHORAL SINGING

moving rhythmic progression. 1f each num-
her that the choir sings is clapped out hy
the hands before the choir even attempts
to sing it, @ rhythm sense w ill be developed
very quickly, This clapping should not be
dainty, easy tapping, rather the tips of the
fingers chould strike the palm of the hand
with vigor and strength, so that each note
in the music is rgpn&-‘mnlcd by a sharp vig-
orous clap. Bach becomes a beautiful ex.
perience in timing when such a method is
used. The performance of Mozart, Haydn
and Handel can be made extremely simple
when the rhythm is thus established. Each
individual becomes conscious of a muscular
sense of a forward moving progressgion
which is so essential in music. May I repeat
again that the lappin; must be firmn and
vigorous $o that it almost stings the hand.
Timing must be translated through the mus-
cular reaction in the body.

After the tapping is correct throughout
an entire number, it i= wise to sing and at
the same time continue the tapping. Here
the conductor will face a definite problem.
Individuals ¢an tap in rhythm, they can

‘march and dance in rhythm but they will

not sing in thythm without much prodding.
If they sing in rhythm they must think, and
people genmlly pl'i'f--r not to think. The
vague non-thythmic wandering that most
choirs go through allows the individual
singer to interpret individual words with
no thought of the line or rhythmic pattern
ereated by the composer. 1t also allows him
to close his eyes, shake his head from side
to side and use all the bad mannerisms that
singers who eannot <ing always use. If the
conductor demands that the song be rhyth-
mic the singer must think and understand
the interpretation of his song. He must
know what the music savs, and he must so
contral amplitude as to make the rhythmie
progression set forth a pattern that ex-
presses what the composer felt when he
created the music,

The conductor will find a new jov in
his conducting. Suddenly his beat seems to
spring along because the choir is not ever-
lastingly dragging out each time value. The
conductor will find that the choir need not
watch him so closely as he thought neces-
sary, nor remember his series of do’s and
don’ts, for suddenly all rhythm is trans-
lated through their bodies and a unity and
a oneness of expression, not to be compared
with the deadening monotony of counting
1 2 3 4, is achieved. The leader will also
find that he is ceéasing to be a time beater,
and heg’inning to be a eonductor.

I ClLrI L urge too strongly that the leader
require every individual to tap the rhythms
“Eﬂml-.lﬂl}'- Lazy and non-rhythmic ‘mem-
bers will still be lazy and non-rhythmic if
they are not (Continued on Page 61)
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A famous Shakespearean stage director,

«Don Carlo” was a sensation of the 1950-51 Metropolitan season, tells

whose opening night

How I Stage an Opera

I ROM THE DRAMATIC point of view,

srand opera is an unnatural medium, or
f.'i.lhi']'.. a non-realistic medium. It is meant
to be sung; its chief appeal is the music.
Spage elements must adjust themselves to
thr"‘tll‘ll“”lll‘ of voice and orchesira.

At the excellent production of Menotti’s
“The Consul,” music-lovers marvelled how
well the singers could act, while theatre-
enthusiasts exclaimed how well the actors
could sing. Yet both groups readily ad-
mitted that neither singing nor acting was
superlative taken alone. The excellence of
the performance lay in the fact that the
two elements were much better fused than
in conventional grand opera.

The point is further illustrated by the
delight people take in performances the
words of which they cannot understand.
Instinctively, they feel that opera is
“different.” Well, it is.

In  criticizing operatic acling—often
justihably—it is well to remember that
the opera-stage is not, and never can be,
quite the same as the theatre, It looks like
acting: actually, it is acting-subordinated-
to-music. And the peculiarities ol uperatic
acling cannot be wholly overcome.

In preparing the staging for “Don
Carlo.” at the Metropolitan, 1 was advised
to direct certain scenes exactly as | would
on the stage. That sounded good until a
study of those scenes showed the plan
Lo l"‘. ‘Il!]l"'.“.“ihl'a. \\lllilf' I}H.' I“llf‘i‘- |l:“\'-'lL
along to varied figurations and mounting
climaxes. the words were the same, re-
peated many times over. On the dramalic
stage, an actor makes his point and gets
on to the next, all his means of expression
progressing with equal fluidity. In opera,
the score sets the pace; words and gesiures
must follow it. There’s little a director can
do about that.

Again, the chief concern of the operatic
performer is to sing well, to get out beauti-
ful tones. His stance, his motions, his
lln'ﬂit.ll.”'l_:l- are !i”lill’.‘l] b)‘ lh" lit'll]illllt“‘ ('E
good singing. The familiar wide gestures
of opera have persisted because of (a) the
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By MARGARET

need of subordinating motions to singing:
and (b) the need of timing gestures Lo
last through the long line of a vocal phrase.
When an actor savs “sood-bye,” he turns
and leaves at a natural pace, When a tenor
sings the single word “Addio” through
16 bars, his accompanying gestures scarce-
Iv stand out as a model of spontaneity.
And there’s little a stage-director can do
about that, either.

Finally, there is the question of style.
Operatic stagecrall relies upon re-crealing
the style of the period in which the work
was produced, and it is the composer’s in-
tention, not the librettist's, which leads. In
preparing “Don Carlo,” | studied the his-

tory of the epoch, Schiller’s play, and the

Margaret Webster coaches duel scene in "Don Carlo” between Jussi Bjoerling, Robert Merrill

WEBSTER
I= tarlel 1o Rose Hevibut

H|h'l-ll- libretto: but my Iwisl 1|l'||s Camaee
from Verdi's score ,llui 1|'1--~l' of his letters
which bear upon it

Yet granting that the scope of opera s
limited and ||n||-1r"|i'1-|'l|. there are ways Iin
which it ean be rid ol some of its lummery.
I do not set up xpert. |

have never worked in opera before, and

as an operalic e
everi as a layman 1 am no more knowl-
gigeable than the average, Yat briel experi
ence has shown me |---i|-'.- of .'I.}IILII-I.II.!I.

If wide gestures cannot be eliminated,
biring

thev can be made reasonable. To

truth te operatic acting, meaningless “tra-
ditions™ must be scrapped. Gestures should
be based on demands of the action, and

:-!1nl||li {uH-.u 1|||ut- (G ontine r." '] f'-:_,-' rl. )



The Art of
Mezza-Voce Stnging

Dependable breath control and endless
practice are the requisites for mastering this indis-

pensable part of singing, declares a famous basso

By ALEXANDER KIPNIS

IN Y LoNG CAREER | have always
noticed that those singers who had the
desire to sing piano or mezza-voce have
been able to do so only gradually. We all
know very wdl that to many Eingers soft
singing seems a waste of time. One must
remember that the singer who was born
with a lyrical quality of voice will achieve
the goal much more readily than the one
whom nature endowed with a more heroic
and heavy voice.

In addition, there are many great sing.
ers who have the talent, the ability, and
the knowledge to sing and express them-
selves in piano singing (as 1 choose to
call it), but very frequently these same
singers are prm'r.-nlv:i from doing so be-
cause the character of the music which they
sing does not give them the opportunity to
show what they really can do with their
voices. Very often, also, fine artists are pre-
vented from singing piano by a certain
public which dislikes this sort of “soft sing-
ing.” They would rather consider long,
high, and strong notes. accompanied by
big portamenti, up and down with huge
sighs after each tone, as the real bel canto.

I remember vividly a tea given by an
owtstanding singing teacher in New York
many years ago. Some of the most promi-
nent of the great singers of the “golden era”
were present, and among them was the
unforgettable and incomparable Titta
Ruffo. 1 was then a voung man, starting
my career with the Chicago Civic Opera
Company. Ruffo, 1o whom | had just been
introduced, asked me to sing something, I
sang a lyrical, sentimental Russian folk
song, accompanying myself at the piano
with a few chords. When 1 finished, Ruffo,
who had been standing next to the piano,
looked at me for a while, then turned to
H].W.'I_!k to the host and his other colleagues,
saying:

“This man sings exactly as | was taught
to sing and always wanted to. But, unfor-
tunately, my manager prevented me from
dning 80, B-em.g advertised as the possessor
of one of the greatest baritone voices of
the century, I had to comply with the wishes
of the puhl‘ic who P\pw-lvd in ev ery pi'lrl.l‘.ic
to hear my full volume. One day when 1
realized my fame as a great artist was
ﬁiﬂ}*“ﬁﬁﬂd thoroughly enough, | decided
to sing the way I was taught and as 1 had
t'—‘“ﬁfd to. During a performance of ‘Rigo-
!um _‘l!"lt night [ sang the great monologue
Cortigiani,! concluding the aria with its
most beautiful cantabile in D-flat on 2
i‘Bf‘jainEd pranissimo,

But instead of the usual ovation 1 had
expected, only a few hands started to ap-
plaud. I was greatly surprised! After the
act my manager came to my dressing room
“IHh‘a very worried l!!mr-.*:;sir-n and asked
me, ‘Ruffo, are you sick? What happened
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1o you? The audience is tarribly disap-
|:-.|ir'=.lmi with your singing tonight!” When
[ answered, ‘No, I'm not sick: this was
the way 1 was told to sing and how 1
always “dreamed of singing, my manager
.uai(I,“if you want lo ruin your career and
your popularity with the audience,

lose :
iust go on singing like that. But if you

wish to continue your triumphs as the great
Ruffo, give more brilliance, more volume,
hold vour noles long.” And that's how |
Was 1;n=-..=nle1! from singing piano.”

The gift of piano or mezza-voce singing
is not always given to the child in his
cradle. Judging from books and stories of
the past about singers and singing in gen-
eral, there was always a search for the
really true art of piano singing. Only a
\-._»rv-lm-.' have been able to achieve this goal
of ;'(nrn]nh'h‘l\ expressive niezza-voce.

The genius of a crealive musician has,
of course, a great deal to do with the
method of vocal production of his period,
For instance, we know that Mozart, Bellini,
Rossini and others composed a great num-
ber of their operas and songs with specific
singers in mind, We also know that Wag
ner and Strauss, as well as the Frenc h ex-
pressionists, have created music to which a
whole new generation of singers had to
adapt themselves, in order to be able to
do it justice. We still have dozens of so-
called Wagnerian singers who would be
aveatly bewildered if they had to sing a
part in a work by Mozart, Handel, or Verdi.

Wagner has created this generation of
shouting singers. 1 doubt whether this was
his intention, however, for in his many
operas there is so much lyrical music which
could and should be sung with the most
exquisite lyrical qualities, This is true even
of such dramatic parts as Siegfried, Tristan,
Sieglinde, Wotan, Hans Sachs, and Gurne-
manz. Unfortunately, Wagner is very often
misunderstood in this regard. 1 received
my greatest impression of true Wagnerian
singing at a performance of “Tristan” in
the Berlin State Opera. Joseph Mann, a
Polish tenor, sang the title role with a
lyrical quality which moved the audience
deeply, and which would have easily done
justice to the part of Rodolfo in “Boheme.”

As | pointed out, there is hardly a
singer who intentionally shouts when he
sings, or who constantly sings forte. He
does =0 because he cannot [}rnliur‘u a real
singing piano tone. We also know that
there are a ;_jl'l'.'lt many hillf_'l'l'.h who can
only sing softly or who can croon their
melodies. This is due to a lack of resonance
in their voices—an inability to produce
an expressive forte. The latter (the crooner
typel has at his disposal the microphone
as a means of escape. Unfortunately for
the former type, no instrument has been
invented which could transform a shout-
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ing tone inlo a beautiful piano tone.

The question remains: How does one
produce an expressive piano in singing?
The procedure from the physical standpoint
is very simple: inhale only half of your
lung capacity; transfer the air into your
diaphragm. When the diaphragm muscle
takes control of the air, send the air column
as gently and softly as possible up to the
larynx. Begin to sing with a tone of the
middle register, starting with an “h" before
“5" (*ha” or *ho™); in-

the vowel “a™ or
crease the ound up to a mezzo forte, and
then slowly decrease the same tone to a

pianissimo.

Continue the same exercise n chromalic
steps up to the point where the singer can
still Irl:'rjdllli' a well-sounding tone. The
throat must always be kept open, and the
tone should be concentrated in the “mask™
of the face and should always “touch the
“}"‘-” 'H]i' \I-!uhu- L|.L'r rcase ~]|ihll|l| ll:' _‘_'l.tti-
ual and slow so that the ear cannol per-
ceive when the tone stops. Al this moment
the head tone or the so-called “[alsetto”
takes over and forms a bridge between a
chest tone and a falsetto. The change from
a full chest tone Lo a |,|i.l|.|~\|:|1-- falsetto must
be executed without any break in order that
the sound should appear to be as one unil.
The change into a falsetto applies only to
men, however; a woman's voice doesn’t
have the break between chest and head
tones unless the singer is a low, chesty
contralto.

I would like here to say a few words
about falsetto singing. In several countries
it is considered a sort of fake singing. This
is partly true, but it is only so if the per-
former cannot swell out the same tone 1o
full resonance and brilliance. But as a means
of diminishing a high note from a fortis-
simo into the softest pianissimo, | consider
a falsetto not only legitimate but very beau-
tiful and effective. For -‘\:I!n[l‘t'. heow great
\\'1_;11[1[ 1|‘|,-.' |'ﬂr‘-|'t in' 1| “1‘!.1!1.]:|11'- m lli:- l‘ll'-l
aria. “Celeste Aida,” could diminish the
high B-flat into a real pianissimo as Verdi
expressly intended!

Ex: 1 ___ morends
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Or. as in Schumann’s “Mondnacht,” dur il:l'._I
all the repeated passages such as:
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a third example of the use of the falsetto
take the famous “Verschwiegene Liehe” by
Hugo Woll. In thizs one passage:
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if the singer cannol jump to the D-sharp
with a clear falsetto tone, then the whole
effect of the RONKE i= lost. I Ihl'll'[lll'r' \u-il|-l
say that the -u-r:i”.--n! hated and c'-»|1-ir.l||!|r1|
falsetto singing has a definite place in the
technique ol the male performer in lieder
and songs, as well as in operatic scenes
and arias.

The physical explanation and descrip
tions are .-..|||1|.|i'.i||\|-h ~1||1||il. but  the
actual |1|n-lm1iu1| is far more complicated.
Most knowledge of singing can be learned
onlv through imitation. A student can only
acquire the right knowledge ol piano ton
production by choosing a tea her who will
be in a position to demonstrate and correct
One legato phrase, expertly demonsts el
by a wood teacher or singer, will do more
to clarify piano singing than a whole chap
ter scientifically written on the same sub
ject. And so my advice to young hopeiul
SINEers would be to select a teacher who
himself is able to sing or who can immedi
ately correct .|1u| demonstrate,

The art of singing is very abstract. One
can read volumes about it and still be very
vague as to iis ;Ir--rrn;-l:-hlu--nl. It is not
like harmony or counterpoint, where there
are fixed rules to rely on. There will always
be some singers with good voices seeking
the famous, beautiful piano tone and rarely
finding it. On the other hand many young
singers perform miracles in piano singing
and crooning. We have to realize that na-
ture has a great deal to do with the ability
to produce lyrical-dramatic singing. Very
seldom can we expect the same voice to
deliver a Siegiried and a Rodolfo, a Wotan
and a Renato, or a Hagen and a Sarastro
Even though a singer may have the best
possible technique, if nature has endowed
him with a dramatic voice, he will not be
able to do full justice to a lyric al parl
Technique will help, but it cannot replace
nature.

It is for this reason that | would ad
vise young singers lo remain within the
realm of their own vocal equipment as
40N aAs 1'|||-i'[' I\i-r' ni voloe h.h I--‘-'Il estab
lished. Many

thus be avoided. But even a dramatic singer

heartaches and lnli':|'!|= can
should be able 1o conquer piano singing
sufficiently to render most effective the ty Ll
of role for which he is best suited. THE ExD
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Some thoughts on § S8 fe daichors”

Is it permissible 1o use dynamics?

How to
perform Bach

By ERNO BALOGH

Eu:m CONCERT Pianist is [requently

asked questions like those listed above. Not
one of them can be answered in the green
room after a recital with a simple “Yes”
or “No.” Many of them are not matters of
fact, but matters of opinion, Therefore I
take this opportunity to state, not what JS
“eorrect” or “the truth” or “the only way,’
but merely my own opinion, which i=
neither unigue nor entirely originak

l.,ununlrr first, the question of * *authen-
ticity,” By this I suppose is meant a per-
f(l'r"]ﬂ"!'f" ias ﬂl.‘ﬂtl:l _ﬂ}- ]luf‘l"illl" iiLt’ e 'DI
Buch's own time. To have an idea of the
level of performance in Bach's time,, we
have only 1o examine the instruments
and the literature of this, the Baroque
period.

The first thing that strikes us in the
seores of Bach and his contemporaries is
that they made few demands for grada-
tions of dynamics. Iudications of forte
and piano, crescendo and decrescendo are
sefdom found. Those that occur in Bach's
works were added by later editors,

Bach and his contemporaries, of course,
wrote for the small dynamic range of ex
isting instruments. In that period they
offered VEry limited u|r[mrlunilicn for
variety in tone and coloring. What we
call imterpretation must have had little
scope 200 years ago. Contemporary ac-
counts suggest that to have a good legato,
and both hands well coordinated, was
about all that was demanded in Bach’s
time. Just as the possibilities of the instru-
ment were limited, so must have been the
expectations of listeners,

To have some idea of the possibilities
of Bach’s instrument, one should examine
and, if possible, try out the clavichords
and harpsichords which were the pianos of

Bl

(&) L]

%

4= [ ]
[ ]

hiis time. Both the “i.ilnlmlll.:!h Museum in
New York and the Smithsonian Institution
in Washington have remarkable collections
of old Lt-\lnumr-]. instruments. Here anyone
interested in old music may see the crude
beginnings from which our modern piano
developed.

The clavichord, most widely used of
keyboard instruments in Bach’s time, was
a little box which ene put on a 1able. It
was ahout two feet wide and had a span
of four octaves, In terms of today’s nine-
fool concert grand piano, this seems little
more than a toy, Instruments of the 17th
and 1ith centuries, were  built
for the rooms in which they were played.
These were much smaller than modern
concert halls. Even a duke or prince pre-
sented concerls in o reception room or
chamber (hence the name, chamber music)
seating not more than 15 or 20 people,

Siges of copcert halls have increased

I]ll“l‘\l‘r.

tremendously in the past 100 years, When

Chopin played his Paris concerts at the
Pleyel Hall, during the 1840°s, the hall
seated 200 peaple. Chopin complained of

s “large size,” feeling it destroved the
intimate character of a recital before a
smaller group, In Berlin, the Bechstein
Hall, seating 500, was considered a hall of
ample dimensions when Brahms and Joa-
chim played there. Compare this with
Carnegie Hall. seating about 3,000, which
is characteristic of concert halls today.

As halls have become larger, instra.
ments  have become bigger and  more
powerful. Listeners’ ears, too, have become
aceustomed to music on a larger dynamic
scale,

Thus the question of “authenticity™ in
Bach's music comes down to this: How are
we to play these works, composed 200
vears ago for a tiny instrument with a

s o Should one use pedal when playing Bach?

Should one follow the “geadition”?
If so, what is the authentic tradition?
What is an “authentic” Bach interpretation?
o Should one play transcriptions, or is this

a sacrilege?
» Should Bach’s music be playcd -‘L“HIL‘I!.}' as it
was played in his own time?

o How swas Bach’s music played by himself and
his contemporaries?

o Which edition uses the correct embellishments?

piece sound as if it were being

small [t]mugh beautiful) tone and limited
dypamie range, meant for small rooms and
small andienees, on a 1951 concert grand,
in a big hall filled with peaple whose ears
are trained only in 20th century dynamics
and coloring?

The listener who lives in the 20th cen-
Lury, whum_a pulw i= attuned to the tempo
of today, and who has the sound of
modern instrument= in his ear, cannot go
backward 200 years, and like it.

“Yes," the Rni"i:h of Tradition will
remind you, “hut you huu- ta give an
authentic [!Brfm nanee

My answer i= that an authentic perform.
ance is possible if vou use the sane instro-
ment, in a room of the same size, and find
someone who can tell von how Barogque
music was P(,'rfﬂrm:-li i more detail than
We can guess from the few notes (K. P E.
Bach, Forkel, etc.) which have come down
1o us,

And if you had that “authentic” per-
formance, 1 am sure vou wouldn't like il
We have witnessed o harpsichord performe
ance with orchestra in Carnegie Hall played
b}' the grealest li\'ln,-_r artist of that instru-
ment. | say *

witnessed” becanse the per

formance eould scarcely be heard. These
old instruments do not belong in big

modern concert halls.

But should we Iry lo recreate the tone-
color of DEI:I itl.‘trulnu-nl,- on a modern llillill-l
when we play Bach?

To answer that question, | try to imagine
what Bach would da if he -.u'n- rnufrmﬁl*d
l'!ﬁ modern grand pianc, [ am i]lllti‘ sure
that he l\-lmlt] take full advantage of the
instrument and would make II::‘ most of
all its potentialities. Bach loved to try
out instruments. When he arrived in the
evening. at the (Continued on Page 31)
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Lorimer Memarial Chapel

ORGANIST'S PAGE

he New Organ
ar Co//})f

By ALEXANDER McCURDY

Built in classical style, the new instrument is at its best in contra-

puntal playing, but is versatile enough for modern compositions also.

Cm py CoLiLicE has a new

Georgian campus high in the hills over-
Iuann- Waterville, Maine, a new and acous-
tically excellent auditorium, the Lorimer
Memorial Chapel, and a new organ built
in the classical tradition by E. F. Walcker
and Company of Ludwigsburg, Germany.

The new instrument is of interest to or-
ganists because its specifications were
I‘rall il UII }l\ il'l“l'_'li 'lr‘:_'\dll-l!'l-‘"f".'h‘)[ilf'l‘::i"h'
er-missionary Dr. Albert Schweitzer, and
also because it is one of possibly a dozen
organs in this country and (:Jumthl built il)
the Walcker Company.

Most of the Walcker organs in America
date from the 19th century. The largest and
best-known one, formerly in the Boston
Music Hall, and now located in Memorial
Hall. Methuen. Mass., was installed in 1863.
Organists from all over Europe and America
flocked to see it, for it was the most elabo-
rate instrument yet built by a firm which
specialized in elaborate installations.

Eberhardt Friedrich Walcker, who
founded the company at Stuttgart in 1820,
first won European fame for the instrument
he built in 1833 for St. Paul's Church at
Frankfort-on-the-Main. In 1856 he com-
;11.!'11‘11 a f.ir;_'z' organ fnr ]..Illl (:Eltl'lrfl'r.'ll h-"J-\'-
ing 100 stops on four manuals, and a then-
novel device for drawing out all the stops
in succession for a crescendo, which could
be reversed to produce a :liminumuiu

Since Walcker's death in 1872, the firm's
business has been carried on by his five
sons and their descendants. The new Colby
Cl)l]i';:t‘ instrument is the first Walcker or-

gan installed in the U. S. since the war.
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modest three-manual the stop fitted into the complete ensemble.

|'-.||lu!1|!‘ Organ 1«11i|u|rl'-. on 'l|'li‘ other
blend of tone
characteristic of the instrument. Their or-
cans were designed frankly to sound like

orchestral

It is a |'1'|.st'|\x'|>
affair, having 37 speaking stops and a total
of 2430 pipes. Its main interest for or- hand., alwavs aimed at the
ganists is the fact that it is built in pure
I:armllw -1\11'. and thus is at variance with
organs, rather than to imitate
eflects,

It is interesting to note that, after earnest
and often heated debate,

th| pri i|[|d e fu”nhr"[l I][ITll i!||ITP' T“'ll””.\
by most American organ builders.
In the early vears of this century, build-

ers in this country aimed at creating some- American builders

thing rather like the texture of a large are al present turning more and more to the
“'”"l'}“""‘ archestra. Individuality and classic conception of organ-building. As a
piquancy of tone for each stop was the malter of fact, there are instruments built

ywrime consideration, re u.ah“n-nf how well by American (Continued on Page 63)
1 )
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Console of the new Walcker organ at Colby College




BAND AND ORCHESTRA conducted by William D. Revelli

Matke your city MUSiC-MiI‘lded

ny 15 1T that some cities are more
culture-minded than others? One
city may support a symphony or-

chestra, concerts, theatres, arl musenms:
while another city of comparable size can
boast few or none of these lhingg.

We of the Denver Public Schools believe
a city’s feeling abont the fine arts is a
direct result of its citizens’ early school-
ing. An old proverb says, “As the twig is
bent, so is the tree inclined.”

Translated into terme of education in
the arts, this means that citizens of a com-
munity should not wait until they are
grown men and women to discover how
much cultural benefits can  enrich their
lives, 1f t|1|-'._v are lo derive greatest tnju}'-
ment from the fine arts, and from music
in particular, study of the arts should be-
gin in their early formative years.

This iz the philosophy underlying the
music program in the Denver Public
Hr'l'mnls. “':t' are -.'ulll.-'ihl'lb:l thi‘m can h-t'.
no worthy musical development in our
city without a comprehensive program of
music education. And to do the most good,
the program must begin early.

Consequently, we make every effort to
emphasize the role which parents can play
in their children’s music study. Fregquent
discussion and study groups emphasize that
seeming  “monotones”  can  bhe  guided,
awareness of lone developed, rhythmic
sense sharpened. We go on the hypothesis
that any child who is not physically handi.
capped can sing and respond to music.

When the ehild enters kindergarten
and first grade, we begin immediately to
establish the foundation for further study.
The child is made aware of music through
group and solo singing, rhythm bands,
hearing good wwusic and creating original
tunes 1o go with rhymes appropriate to his
age level of understanding.

Once this foundation has been estab-
lished, the student’s progress through the
elementary grades represents a gradual in
troduction to music and musical literature.
For students who have the necessary inter-
est and talemt, there are class lessons in
||'ulnfr and in siring, brass, reed and per-
cussion instruments. For more specialized
instruction, students are encouraged 1o

e A music educator’s obligation to
the community does not end within
the four walls of studio or classroom,
maintains this well-known educator,
formerly director of music education
in the public schools of Denver, Col-
orado, and now a vice-president
of the American Music Conference.

BY JOHN C. KENDEL

ﬁlllti}' with the many - competent }lt'i\'ﬂli!
teachers in our city.

When the student reaches secondary
schﬂﬂl, it 18 a golden nmlurmuit_\‘ to in-
crense his interest and enthusiasm for
music study. Music is a required subject
“"i_“' in lhe seventh and f-i;:hlh ;iftltll‘ﬁ of
junior high school. For the remaining high
school years the classes are all elective.

It is therefore the mission of teach-
ers in those first two vears of junior high
lo arouse an interest in music that will con-
tine, Sinee we can report that in ouf
senior high schools 33 to 50 percent of our
students choose music as an elective course,
it indicates that those teachers are doing
an filll-‘lﬂnl'li]];! i1l|i ur !-.'!ll'_-_-nuju_-ullill.

1‘-“ our !-'-!‘f‘!!lHl;I!'_\- .-il"uurl courses are
offered by well chosen teachers specialls
trained in the | Continued on ]”l{l'_l"' aH
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A MASTER

LESSON BY

HAROLD BERK LEY

HANDEL:
Sonata in D Major

VIOLINIST'S FORU M

ANY MUSICIANS and artists
have compared the music of Bach with the
paintings of Rembrandt. It is a compas is0n
well taken: both were meditative by nature
and sought to convey Truth that had its
pssence deep within them. In the same way
we can also compare Handel with Franz
Hals. for both men were of a hearty, out-
_'_'ni:ll_:,_ﬂ l“-!m-iliuﬂ \~'|1i|']'l wis |l'”l'r'll'c| n
their art.

Handel. however, was not entirely an
axtrovert. He had his hours of deep intro-
spection. These are eloquently embodied in
many of the slow choruses and arias ol his
oratorios, in the slow movements of the
Concerti Grossi and the violin sonalas. But
most Handel Allegros have a hearty, oul-
of-doors quality expressive of a natur that
meets life gladly and warmly.

The late Franz Kneisel remarked more
than once during the years that | studied
with him, that no musie |‘||Hﬂ”.r'i[ the Handel
sonatas as a means of teaching to a violin
student the essentials of good bowing and
zood musical taste. My own teaching ex-
perience has convineed me that he was
right. One has II1||_'- ] consider the two
movements printed in this issue of ETUDE.
They call for broad yet sensitive phrasing,
imaginative tone-shading, a sense of musi-
cal form. and certainly a fine control of

various lypes of bowing.

It may surprise many violinists that I
advocate playing the first note of the Ada.
gio with a Down bow. An Up bow is tra-
ditional in all editions. But if one considers
what must happen to the tied half-note E,
it at once becomes logical to play it on the
Up bow. This E must be fully su=tained,
and as it approaches the first beat of the
secand measure there must be a .-Hf_‘hl Cres-
cendo so that the full musical value of the
suspension may be felt. This is muc h more
easily performed on the Up bow than on
the Down., The same holds good for the
high B in the second measure, which needs
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(Adagio and Allegro movements)

to be played with a momentary sensd il
climax. A somewhat faster vibrato and a
faster bow-stroke will [l!’mhrl'u- the neces-
sary effect. Despite the short diminuendo
on the first beat of measure 3, the seconil
and third beats must be played w ith a full,
forte tone. And attention should be called
to the fact that the first note in beat two s
a sixteenth, not a thirty-second. The di
minuendo on the fourth beat should be
made only on the last two sixteenths.

The dotted
danger spot, the softly lyric character ol
the |;hr;l-|' tending to make the student lose

) : L e
rhvihm in measure 5 15 a

kis sense of [’h_\[]lJlLi' exaclness, \“ dotted-
thythm passages need care, and this move-
ment has many of them. There is a long
crescendo from the first beat of 5 to the
fourth beat of 7, a crescendo that must
intensify gradually; therefore it is impera-
tive that the first beat of 5 be [r].l}l'tl Very
softly indeed. The first climax of the move
ment—there are two—is reached on the D
of measure 7. For the duration of an
.’i:"hlh—lmlr- this D should be i'l,l'\ ed with a
full and vibrant tone; then, during the last
half of the beat and the first half of the
next beat, the diminuendo comes quickly, so
that the first B in measure 8 is taken mezzo-
forte. On this note alse the tone -|t]i||\|\
ebhs. and the last three beats of the measure
are Ill.i'.r'li 1!Ili|'[!§-. These beats, oo, need
care if they are to be played in true rhythm.
The erescendo in 9 should start at the be-
;ilmiu;_- of the first beat, in order that the
-'..-1-1.||.] ,|r||! |hi|'it may ]n- !II.HI-IE uilh a
full, [||1-|I;|! not too intense, forte. The tone
must .:|r|-|| at once on 1]‘!-' ].I-l heat of Q. and
the section should end softly and delicatelv.

The piano interlude in measures 10 and
11 is an es=sential link between the two
halves of the movement and calls for a
round, singing tone.

Measures 12 and 13 and the first beat
of 14 need the same style and expression

that was given to the (.qu]inu phrase of the

movement, {Ill' llll' W ||hl§l‘-"‘- are -Illr'l'lt"l"q'il

in shape and fecling. In both, the dotted
rhythm of the piano part should be clearly
Iu:rti;_-hl out. A soft, gentle tone and a re-
laxed vibrato are required for the G-sharp
in 14, and there must be no hint of a slide
lrom the JIJ--t'-'di.I'.:; note, A\ crescendo
k\“lJl'l I"' ||l|t "1‘ I'i 10 ||| !]||' Ineasures, l1|'
crescendo comes in 15, and must ot L
overdone: it leads only lo a mezzo-lorte in
16. There is. however, a very real crese endo
in 17. leading to the full forte in 18.
Measure 18 is the second and the main
climax of the movement. It calls for a
deeply-felt intensity ol tone. But it cannot
b -n.-'!--II.l!ll,ll't.'l'nl_ The mood o lofty se-
renity which pervades the movement must
never be lost, The intensity relaxes grad-
pallv in 19, so that when measure 20 18

reached the tone 1s -!Ili|<' soft.

Deliberately short bows should be taken
in 20. so that the tone may be soft while
still retaining that core of intensity which
is essential to every tone, Longer bows may
be used in 21 and still longer ones in 22,
in order that the erescendo be built up to
the first beat of 23. This forte, however,
should not equal that in measure 18 The
last two beats of 23 and the first three of
24 should be played with a quiet, almost
“innocent™ tone: but the first two beats of
',_'._1 .'1---'|1 i TIFIJII'i, Ss0norous -!ll.l.“'[\- ‘-\-]!;H'h
must die away into a question on the last
two beats of the measure. This question is
answered bv a firm, declarative statement
in '_3“.

After good intonation, the prime tech-
nical essential for this movement is
an evenlv-drawn., smoothly-connected bow
stroke. Each phrase must flow along with
the inevitability of a deep. broad fiver.
Except in measure 18, and on a few iso-

lated notes, the (Continued on Page 52)

The Adagio and Allegro movements of the

Handel I Major Sonata appear on Page 12
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WHAT'S WRONG WITH

Music <A, ppmdﬂz’m @

By GUY MAIER

Here are the startling results of a survey conducted to
find out how today's college students feel about Bach . . .

T workn you do if you asked
W the members of a large university

class ‘in the History and Appre-
ciation of Music to write down the name
of the composer they found hardest to
understand (and why), and learned that
88 out of the 130 students not only voted
for Bach, but wrote of him with pens

dipped in vitriol? This, teo, after 97 of the

class stated that they had previously taken
one semester of a college course (or its
equivalent) in Musie Appreciation; which
meant that they had already “gone
through™ J. S. Bach.

Some examples of their anti-Bach senti-
ments: “too faliguing. too remote, obnox-
ious, too jnmhlt!ll, too heavy, mechanical,
too dissonant, jumps around too much,
monotonous, purposeless, too ‘exercisy,’
lacks depth. no feeling, no satisfaction,
dark,; drab, no emotion, no excitement,
meaningless, no life”™—and one prize line,
“He's ton dull and drug omt” . , .

It was only too obvious that Bach’s
music was poison to most of those healthy
lads and lassies out front. (Mozart with
13 votes and Beethoven with 8 were pale
competitors in the unpopularity poll.)

What would you have done? Would the
shock be lightened if vou knew that these
students were not music “majors” or even
“minors™ but young people who came just
1o learn more about listening 1o musie—
or perhaps because this was a “cinch”
course? But how did the students get that
way ? Surely most of them must have been
exposed 1o years of listening to good mu-
sic and to music participation-—bands,
choruses, orchestras, radio, recordi
in elementary and high school days. Is our
much vaunted and expensive school music
system paying adequate dividends? Some-
thing is amiss somewhere,

After recovering from the shock the in-
structor etuck out his neck still further.

'He named and played two selections by

Bach. uul:ins ',l]ip:'stlldt-nlsl to write “ohser-

yhtions™ ollf &"n'@mpmilinnﬂ. No technical

or interpretative comments were offered be-

fore he performed Variation No. 5 of the

“Goldberg” Variations (a simple two-
voiced pastorale) and the Prelude and
Fugue in F Minor (“Well Tempered Clayi-
chord.” Book 11).

Again the comments were revealing,

'but thiz time different in tone:

" “After hearing this [ feel as if 1 could
“easily understand Bach: it sounds so simple
“and clear.™

“This Bach is very enjovable, and quite
unlike the Bach music 've heard.”
‘SIf all Bach’s music were like that, 1

“would like it.”

“*1t makes me want to take back what
1 said: it does have a clear-cut melody.”

“It held my interest all the way throngh.
which most classical music does not™

Some studenits were more chary in their
commenls:

“Not too bad considering it was Rach.™

“I wouldn't eare to hear a recording of
that.”

“That piece will never make the Hit
Parade!™

“So long as Bach is that short, it's okay
with me.”

(Remember, these are the same student:
who had just torn old Johann Sebastian to
shreds.)

One lad unwittingly gave an exeellent
thumb.nail characterization of Bach’s mu-
sic: “Strangely enough, it seemed heavy,
yet light!™ But the prize went to the girl
‘who pooh-poohed: “Although Bach’s melo-
dies are harder to follow than someone’s
like Mozart, I don't think he's too hard to
understand, It's people like Roy Harris
that throw me!”

Most of the (Continued on Page 62)
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Andante(d = 84)

Ballad

AFTER THE ScoTTISH BALLAD “Enw.mp" iNv HERDER'S
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's “STIMMEN DER VoLKER.”

JOHANNES BRAHMS, Op. 10, No. 1
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Dance
Dansg ECCcENTRIQUE

an excellent study in crossing the left hand over the

also is
played with crisp,
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Moon over Madrid
No, 110-40093

A uselul study in contrasting rhythms, alternating two, three, and four-beat patterns. Take care to muke the distinetion between the triplets of quarter and eighth-notes
and the dotted cighths and sixteenths, which careless players some times perform as if they were the same thing. A nietronome would be vseful 1o make sure that the
eat is precise throughout. The composer’s indication of “moderate tango lime” suggests a metrenoime setfing of 76-84. Grade 5.
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No. 13041027
As its title suggests, Dr. Lehman's waltaz is

ahsolute legato and warm, singing tone. Follow the rnml
Major, is an effective contrast; note that it is marked “non
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You will enjoy
America’s Most
Progressive
Piano Course

THE

LEILA FLETCHER
PIANO COURSE

BOOK ONE
BOOK TWO
BOOK THREE

available now.
Price each, $1.00.

Bock One, for beginners; Book
Two, grade 1: Book Three,
grade |l/.

There will be a series of eight
books in the LEILA FLETCHER
PIANO COURSE.

Write for free thematic

Jolder

MONTGOMERY MUSIC INC.

130 East Main Street
Rochester 4, New York
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THE MOST POTENT MUSICAL FORCES

(Continued from Page 11)

for those concerned with the con-
temporary problem of nationalism
in art, Gensuwin—The personal ele-
ment of this popular music influenced
the path of music on an international
scale. One could say that it is the ex-
pression of the lonely city-dweller’s folk
gave pause to advant-
garde complexity. REese—Whose two
hooks on music of the Middle Ages and
the Renaissance have done much to
broaden knowledge of our western musi-
cal heritage. VinciL Tromson—Whose
understanding of the
contemporary  musical  scene  has
checked the decline in musical criti-
cism. Unfortunately for music, one of
the few literary stylists left. A stimu-
lating point for disagreement.
Toscasivi—He set 20th century per
forming standards.

aspirations. It

perception and

{III'.’IJ

FABIEN SEVITZKY, Conductor,
Indianapalis Sympheny Orchestra.
Ricnanp Stravss, Raver, Denissy,

Sraavinsky, ScHoexserc, Brock, Mac-
Dosarp, Hesry Hanpiy, CHADWICK,
Arriien Foore, Frepemick CoNVESSE,
Dexms Taviow, Roy Hamms, Cristox,
Baunen, CorLasn, ARTHUR SHEPHERDS
Kouvssevitzky, who gave help to many
young and artists in the
United States,

COMPOsETS

LUTHER RICHMAN, [Director, Cin-

cinnati Conservatory of Music

Vicron Hensenr—Wide public usage
of music. Bexvia Bavn—Greal leader
in music teaching. Horus Daxx—Out-
standing music  educator. ToscaNTsi
Orchestra and opera field. Damiosci—
Influence on  vouth. KoUSSEVITSKY—
Champion of Modern American musie,

GensHWIN—composer.  Brnuis—Great-
est  influcnce on  greatest number.
McCosatiy—Music  educator, Hoist

—Outstanding eomposer.

HARRIET JOHNSON, music editor,
New York Post

Scnopsnere, STRavINsKY—For their
contributions as innovators, PROKOFIEFF
—A creative giant. SmELIVS, VAUGHAN
WiLtiaMs—For their contributions to
symphonic  form.  Bartok—Another
giant. HrxpesiTi- For his contributions
as scholar, teacher, creator. GERSHWIN
—Probably the first American genius.
Virrs-Losos—For his creative gifts ond
research in folk-music, MexoTTi—The
maost vital young contemporary force in
opera. Ricuarp Ropgers—For bringing
a mew creativeness, in collaboration
with Hammerstein, to the field of “light
opera.” Barsen- The outstanding young
American composer in the field of abso-
lute music. (I suppose Barber and Men-
oiti cannot yet have “contributed” much
in influence, but they are certainly pres-
ent influences).

PAUL CRESTON, Composer

PADEREWSK], STRAVINSKY, STRAUSS,
Sepoestire , Canuso, Deavssy, Tos-
caxivt, Knmster, Puccini, Raves, Cas-
vLs, HINpEMITH.

DOUGLAS WATT, music editor, New

| York Daily News and The New Yorker

Denvssy, Ravel, Stravinsky, Pro-

koFiErr, STrauss, GeErsawix, CoPLAND,
Puccisi—For his great effect on and
admirable lessons for theatre composers.
DircHELEV—Who  eommissioned
Becuuse of the tigid discipline unier
which Russian composers have worked
for the past 15 years or more.

BERNARD ROGERS, composer

Bartok, Casals, DeEBUSSY, Puecisi,
Ravey, SCHOENBENG, STRAVINSKY,
Srravss, SmeLivs, ToscANINL

MILES KASTENDIECK, misic edi-

tor, New York Journal-American

instrumentation and
For realism in
revitalization
For his

Manren—For
counterpoint; STRAUSS
music: STRAVINSKY—For
through rhythm; ScHOENBEREG

harmonic  revolution;  DEnyssy For
impressionism; Pueciy For opera as
theate Bartok—For expansion of
sonorities: Corrasp—For an American
style: Toscasixi—For recreative inter-
pretation; KREISLER For artistic ideal-
ism.

DAVID ROBERTSON,  Director,
Oberlin Conservatory of Music

For establishing and main-
which have

KueisLen
aining artistic
not yet been surpassed by any louring
artist. LorTe Luusasx—For locusing
world attention om the comparatively
lost art of leider-singing. It is doubtiul
that the standard of her perlormances
will ever again be equalled. Toscasit
—His performances of symphonic and

standards

operatic scores have set a unique stand-
ard for a period of over hily years
Gersuwin—His explorations in  the
American “idiom"” established the Amer-
jcan composer s a distinet foree in
world musie, Aipert Scuwenzen—To
whom the world owes a debt of grati-
tude for restoring the personality and
the music of J. S. Bach, Howann Hax
son—For his zeal in representing the
capse of contemporary American come
positions, and for leadership in the
area of musical education. STHAUSS
In whose personality and composition
we see the culmination of Germanic
leadership. Mamiax Axperson—Through
sincere artistry and forceful personality,
ghe has overcome an almost insarmount-
ahle obstacle—race prejudice—and has
achieved a place of unquestioned leader-
ship n vocal artistry, Ravir—In whose
compositions we view the culmination
of French influence, one which has had
world wide significance in the area of
composition. StaviNsKy—Whose total
contribution to the musical scene has
’,-:nluundiy influenced the twentieth cen-
tury.

PAUL NETTL, Frofessor of Musi-

cology, Indiana University

Bantok., Gersawiy, Joserwm
Hixoemire, Erxst Kunrs,
Recer, Huco Riemaxy,
SposTakovitcH, Riciann
Stravinsky, ToscanixL

Haven,

MampLen,

STHAUSS,

II_ﬂW.A]lD TAUBMAN, music editor,
New York Times

DesussyY, SCHOENBERG, STRAVINZKY,
Bartox, Brocm, CopLAxD,
Manrer, Proxoriery, GERSHWIN,

many |
famous 20th century works, STALIN— |

SCHOENBERG, |

WiLLiams, |

MASTER DIFFICULT RHYTHMS

) .;mndwd FRAMI Electric

Metronome || $15.00
With Perfect

Flosh-beat [ $17.50

FRANZ MANUFACTURING COMPANY

NEW HAVEN, CONNECTICUT

ITALIAN
SPANISH
GERMAN

The World's Standard “*"J15.0
Another longuage |u invaluoble
to musicians,

In your own homs you can lesrn any of 20
lsnguages By Uha et | aece il el
LINGUAPHONE CONVERSATIONAL
METHOD . auiekly, saslly. serrectly. Made
by noted Ianguages Temsheri] enderssd by
mualelams, sducators: esed In wihiaals, sallegen
and by sver s millisn home-study students
Sand for interesting FRAEL Baak.
LINGUAPHOME INSTITUTE
3901 Rockefeller Plaza, N. Y. 20, M. Y.

internatismally

Ssnid me the FREE Linguaphsne besk. 1
want s learn language
Nams
A didr ey

s 4
MANUFLEX

patentcd

is back in

MUSIC

NOTE: For some time, Manuflex
advertising bas been concentrated in
the field of medicine. In nearly ev-
ery part of the United States and in
many European countries, Manuflex
is helping the handicapped te fegain
the use of crippled bands and fingers.
Manufiex iz installed in more than
75 public and govermment rekabili-
tation clinics. I am highly gracified
at the recogrition accorded Manu-
Bex az a factor in the reliel of human
sufering.— Rex Underwood.

ALL-TIME GREAT FRITZ KREISLER
realized years ago the potential benefits
of MANUFLEX to pianists and violin-
ists. He shrewdly pointed out the fallacy
of wasting precious time on practice for
flexibility, when, as he wrote, “*Through
the application of Mr. Underwood's
Manuflex this Aexible condition can be
brought about in & few minutes without
muscular effort.”

Such scnsatiomal artists as planist
Fiekuany and violinist Spivekosky are
realists in the matter of technic and ad-
vise ust of the Manuflex. Our free bro
chure quotes many famous artists and
teachers on the Manuflex,

Planists - Violiméiats

Bee the MANUFLEX...try it...cxperi-
ence the near miracle of almost immedi-
ate flexibility. MANUFLEX is scienti-
fic—unbelievably efficient and versatile.
Adjustments are instantaneous.

@ Send for free illustrated brochure of
the Manuflex in action — or send your
check for $20.00 for a beautiful Manuflex
sent postpaid. Use it freely for 5 days
and if not satisfied, return it and your
money will be refunded.

MANUFLEX COMPANY
2130 NE Klickitat, Portiand 12, Ore.
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MODERN MUSIC: THE FIRST HALF CENTURY

|f_ur1{;'.'irimf I.“f)!’ﬂ. P!I‘I{l' lfJ.'!

l'rnlm]llm the final

lines,

related
atep in this direction is the tone-
cluster used by Henry Cowell, who

wrote piane pieced calling for bang.
mg hsts, élbows, and lorearms on
the keybourd.

Unusual experimentation in per-
cussion was undertaken by another
\mertcan, John Cage, who writes for
pared piane” Cage “pre-

the o
pares” lis piunos by stufling dampers
of metal, wimd, rubber, or felt he-
tweenn  the  sringe  in  carelully
med=nred |m-iliﬂTl~. Thi= “prepar-
ing” gives the instrument percussive
qualities it never before has known.

sonurity  have
vielded strunge Preferring
i eall music “organized sound,”
Edgar Varese has combined tones
ranging from the extremes of regis
ter with fantastic perenssive effects,

To arrive at rhythmic freedom,
like Erik Satie began
writing barless music, while eom-
posers like .";!r.'j.\in"-k} and Ives ex-
ploited  complex  polyrhythms, Bt
the French composer, Olivier Mes.
siaen, achieved rhythmic complexity
in his “Turangalila”™ Symphony by
angmented, diminished and reversed
rhythms, by using them canonically,
and combining them esntrapuntally,

Experimentation,
excessive experimentation—is no ex-
clusive aberriation of our own times,

When the 16th century “camerata®,
of Florenee, broke with polyphony to
produce the then “new art” of homo-
phony {a single melody with har-
monie accompaniment in  place of
several simultaneously-sounded mels
wilies), this was as much a break
with the past as is Schoenberg's de-
sertion  of tonality. The learned
Kapellmeisters of the 17th century
went to their Emperor to denounce
Havdn as a charlatan becanse he
dared 1o tamper with (and therehy
to  amplify)  existing  symphonic
forms.  And after Haydn—Mazart,
Schubert,  Schumann,
Chopin, Liszt, Wagner all struck om
for new paths,

Because most of the great  dom-
posers of the past were adventurous
in their thinking and impatient with
tradition, it has been possible for
musie o grow and change, as every
living organism mnst,

Experiments  in
sounds.

|'||.|n'|_:||1-l-l-

hll'h'l"l-l'r" -+VEn

Hq-r-l]rnqu

Dissonance is as old as musie -
sell. There are unresolved discords
even in Monteverdi (1567-1643), a
fact that inspired the theorist Ar-
tusi to remark acidly that musie such
as this eould appeal to the senzes
bt not 1o regson. Mozart’s C Major
Quartet (KA465) confused and as-
tounded its contemporaries with s
opening-bar  discord: to  this day
the work is known as the “Dis.
sonamt™ Quartet. Beethoven ulwnml
his First Symphony with a dominam
seventh. and scandalized the erities,

I

Nor is dissonance the only 20th
century practice to be found in the
music of the past. Perey Scholes, in
the *Oxford Companion to Musie,”
(ides  an interesting CANOMIC LS.
sage from one of Bach's works which
istukably  polytonal.  The
whole-stone  scale was used—hefore
Muozart, Rossini, and

I= un

Dehuasy —hy
Berlioe.

Not eversthing modern, then, is
new, Nor iz evervithing that s
modern, essentially “muonilern.”

For every composer who, like
Burtok and Schoenberg, has fear-
lessly looked into. the future. there
have been others whe have prefpreed
to look to the past, The later Stra-
vinsky, Respighi, Casella—even a
younger  American  like  Norman
Dello Joio—have often gone 1o the
Tth century for their forms and
styles, Hindemith has adopred the
polyphonie style of the bareque age,
though in 4 modernized version. De-
bussy and Paol Creston returned to
the melody of the Gregorian chuamt
fur their thematic material.

If Roger Sessions and Charles
Ives have gone in for excessive eom-
plexity, there have been others who
have preferred the most siringe=m
economy and direciness of expres.
sion. Jean Frangaix or Francis Pou-
lene have virtually made g fetish of

simplicity in Ry ul their ':'"fk‘-
Aaron Copland has conseionsly
adopted u style that is easily as
similable by unsophisticated Hl-!lil-
others have done likewise,
sometimes motivated by [I_lﬂil.ii‘l‘i] ur
social  considerations. Fu:wynna
music also demands the most ﬁilpl"lll'
approach:  eomposers like Hinde-
mith, Weill, Copland. have produced
the kind of music that could serve
an educational or utilitarian function.

Fur every Anton Webern or sSchoen:
berg who has gone in for cere-
bralism, and for every Reger and
Busoni who has flled his wark with
intellectualism, Faustian  struggles,
metaphysical concepls, there s an
Elgar or a Glazunoy or even a Si-
belins who preferced the romantic
and the emotional, the sensual. the
passionate,

[ other words. there have been
more approsches than one in the
music written since 1900 For like
the musie of any other era, our own
has been subjected to the same foroes
of action and reaction which have
always produced opposing styles,

In the last decades of the 1%tk
century, under the enchantment of
Wagner's “Tristan” and his “Ring"
('}'rlu. COOl =TS in Germany spent
their emotions  lavishly; they also
went in for translating philosephic
concepls into tones, With Mahler,
Reger. Busoni, this approach’ was
carried into the 20th century,

J"I.IIIII!"! Elli'iiluh]!. {lll‘l:{'s wiere set
inte motion to counteract the ex-

enees

SIGNOR PIZZICATO

ATOE CGENOVESE

p—— of this romanticism. Erik Satie
and Clande Debussy went in for
minigtures,. subtlety of expressign,
[I-Eli(ﬂ-r} of effect, Thus :hlllrf'i:-'.ii:".
j=m came into vogue. But its s
became overprecions, oversensual,

Reaction came with the expression.
jst abstractions of Schoenberg and
his  disciple=s, stripping musie  of
emotion aml feeling. Others ¢om.
batted both romanticism  and  im-
pressionism by reverting 1o the
classie forms.

The birth of the Russian national
school in the 19th century realized
a stele derived from their own folk
sources, Out of the examples of the
sppsxign Five ' —Mussorgsky, Rim.
sky-Rorsakov, Cui. Bualakirev, and
Borodin—came the national schools
that sprouted in many parts of the
20th century world: in Spain, with
Albéniz and Manuel de Falla: in
Hungary with Bartok and Kodaly;
in Rumania with Enesco; in Poland
with Szymanowski: in Hrazil with
Villa-Lobos: in Mexico with Chavez;
in this country  with Siegmeister,
Copland, Cowell. Ives,

With many cxpressionist and neo.
classic composers, music was becom-
ing oo much of an esoteric art ap-
pealing only 10 the intellectual few.
A powerful movememt away  from
this tendency was =el into motion in
different countries, In the Soviet
Union the sttempt was the ereation
of a proletarian an speaking for
and to the masses. In Germany of
the 1920°s, f(unctional music for
schools. the theatre, the radio. and
the movies was produced by men

like Hindemuh and Weill, In this

comntry composers like Copland,
Blitestein, Gershwin, and Morton
Gould introduced the styles and

techniques of popular and folk
musie inlo their major works,

In the lsst analysis, however,
movements and  countermovements,
are only incidental forces, The most
significent foree is still the ereative
one: the production of works of
art that are hionest, forceful, original,
To the historian or critic surveving
the first 50 vears of the 20th century.
it may be illuminating that trends
were orystallized  with  Debussy's
“Pelléas et  Mélisande,”  Stranss’
“Don Juan” and “Salome,” Stravin-
sky's "Le Sucre du Printemps” and
“l..lli.'ilni[‘t' .l" ~1|I||.|[.“ "('[g‘- “Waoz-
zeck” Falla's “El Amor Brujo.”
Hindemith's “Matthis der Maler,”
Ravel's “Daphnis et Chloé,” Seria-
hin's I!iﬂﬂll sonatas amd -'\_-lll|l|lul'lii“-
Un]niuml'-. "."'aiup;ilul'h].;n :'ipriug.."
Gershwin's  “Rhapsody in  Blue”
Illll'l ill. 1|It--'.r‘ works new t|»r-|mi:]|:r"=
were realized-—in many cases mudde
possible by the preceding excesses
of experimentalist=. But to the lover
of great mosic—nimt only of today
but also of the nexp 50 ]'t"."ll'.‘--‘illr'
salient fact is only that these arc
works of major artistie importance.
music which brings esthetic pleasure,
music which bhelongs with the great
ereations of all times. Tue Exp
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Music Lover’s

BOOKSHELF

By THOMAS FAULKNER

THE PIANO WORKS OF

CLAUDE DEBUSSY
gy E. Robert Schmitz

grorg His untimely death in
B 1949, E. Robert Schmitz had
made an international reputation
as one of the outstanding Debussy
interpreters of our time. A Ihm.‘-
ghgoing Frenchman, despite his

L'u - »
Schmitz had

Teutonic surname,
patural affinity for Debussy, rein-
forced by long and thoughtful
gtudy of that master’s piano works.
His Debussy playing was a de-
light. His recorded performances
are outstanding. At the time of his
death. in fact, he was engaged in
recording  for RCA-Victor the
whole of Debussy’s piano works.
Regrettably, Schmitz did not

live to complete the task; but he

)

did finish his book about Debus-
sy's piano works. It is filled with
helpful ideas on how to play De-
bussy, and with penetrating obser-
vations about the music itself.
Schmitz had the inestimable ad-
vantage of having known Debussy,
and many of his thoughts on in-
tn=r|-rr‘l:llin|| stem from the
poser’s own ideas. The book is an

come-

important contribution to Debussy
literature,
Duell, Sloan & Pierce, $5

STUDIES IN MEDIEVAL
AND REMAISSANCE MUSIC
By Manfred F. Bukofzer

Fii\'l'l\'t'l.\l} its series of “Books
4 that live in music,” the W. W.
Norton Company here presents a
survey of “that solemn 15th cen-

A Teachers Diploma
or
A Bachelor’s Degree

tury which can hardly be studied
too much—"" the period in which
musical notation, part-writing and
instrumentation were evolving into
the form we know today. Dr. Bu-
kofzer's investigation is scholarly
and thorough. W. W. Norton, 86

GUIDED SIGHT-READING
By Leonhard Deutsch

Pum teacHERs and students
sometimes work at cross-pur-
poses because the teacher wants the
pupil to make a good showing at
the June recital, whereas the pu-
pil may be more interested in ex-
ploring piano literature himself.

Dr. Deutsch’s book will be found
stimulating in such cases. He ham-
mers away at the thesis that mem-
orizing a few showy pieces does
not make a pianist, good or bad.
\n{' ||i5 COmmaonsense illl".!- th-rlll
fingerings, finger-drills to increase
speed and [fuency, methods  of
practice, etc,, are stimulating,
whether or not one wholly agrees.

Dr. Deutsch began his career in
the 1920°s by way of psychology.
As a student of Alfred Adler he
|'f\'|wr1|n|'|1h-d with Vienna piano
students, including those previ-

ously classified as “unteachable,”

Results of his experiments led to
formulation of his unorthodox
teaching ideas. His book is recom-
mended reading for teachers and
students, Crown Publishers, $2

THE VICTOR BOOK

of Overtures, Tone Poems
and other Orchestral Works
By Charles 0'Connell

Tms 1s a companion volume 1o
the Victor Book of Symphon-
jes, also by Mr. O'Connell. and th
Victor Book of Concertos, b
Abraham Veinus. It treats of com-
positions not included in either o
the earlier volumes— Bach’s “Bran
fll'lllll]l’;_'" Concertos, nu'lsllr-r\ g
“Festivals” and “Images” for (s
chestra. Mendelssohn’s “Midsum
mer Night's Dream” music, the
great tone-poems of Richard
Stranss, Beethoven’s “Coriolanus’
and "l'j;:muut" Overtures, and the
various overtures to “Fidelio.”
Fach work is annotated with an
account of the circumslances un-
der which it was written, and the
place it occupies in relation to th
composer’s total ontput. The prin.
cipal themes of each composition
are quoted in musical examples.

Simon and Schuster, $3.95

NMUSIC

In Your Spare Time at Home

The highest type of Musical Training by Extension Methods, as developed and perfected by the Univer- This is Your DPP
sity Extension Conservatory, is not an experiment, not o makeshift, but hos proven its volue an -
soundness in the carears of thoutonds of musicions and teachers who owe their success Gﬂ”lﬁly to the
porsonalized and poinstoking coaching of this grect Conservatory. Partial listing of courses below:

CHORAL CONDUCTING:—Brond new course
includes oll the modern techniques—even radio

b'Dﬂdnu;iing,

HARMONY:—Written

in every way.

NORMAL PIANO:—Especiolly designed for
teachers or future teachers. Treols ond solves

every P'ﬂbiqm of the progressive teachar.

ARRANGING:—All the tricks of modern arrang-
ing drawn from the experiences of the biggest

"
hame " arrongers in the country.

Elﬂ‘ TRAINING:—Designed fo give you the
ity to read ot sight, to tronspose and to
Invaluakle h‘aTn;Hg for woeal or in-

abil
transeribe,
thrumental work.

University Extension ConservaTory

HISTORY:—A modern course including all types
of music from ancient origins to 20th Century.
Intsresting—with emphasis on the onalysis of
music—not a dull collection of facts.

for teaching others.

by two
theorists in the country. Simple, yet thorough
Frem basic fundamentals right
through to Counterpoint and Orchestration.

PUBLIC SCHOOL MUSIC:—Fits you far actual
work in the schoel reem. Our model lessons de-
velop originality and give you an excellent guide

- =

UNIVERSITY

28 East Jackson

of tha Ffnest

tion rega

[] History and Anal
[ Harmony
[} Cornet—Trumpat

Your. .ivvevie DO

o

EXTENSION CONSERVATORY.

caloiog, B¢

Depl. A
Blvd., Chicago 4, Illinois

e o
irked with an X below

ae | have ©

[] Pigno, Teacher’'s Normal Course [ Voice
[ Piano, Student's Course

[} Public School Mus.—Beginner's
[[] Public School Mus.—Supervisor's [] Dance Band Arranging
[0 Advanced Composition

[ Ear Training & Sight Singing

[0 Cheral Conducting
[ Clarinet

[ Vieolin

M Guitar

[] Mandolin

[} Saxophone

[ Double Counterpoini

yuis of Music

[0 Profeasional Cornet—Trumpaet [ Banje
NOtDg. . ivvasvsnndunse vevalsswins A
T R G e e PR o S e

Are you leaching now?........ If so, how many pupils }

you hold a Teacher's Certificate?

28 EAST JACKSON. BLVD. (DEPT. A.715) CHICAGO 4, ILL. Have you sludied Hormony?......... Wt
= the Degree of Bachelor of Music?
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century

presents o group of new teaching
pleces in tha first and second grodes.
We ore cerfoin that in this list you
will find interesting and worthwhile
pisces which yow will wont to use,
Your Century Deoler will be happy
to show them to you.

Piano Solos—Grades 1 and 2

yond Big Drum Major. The, F-1 Hophiny
ised Fleatiog F-0 Heanlan
%0 From My Oardan, C-2 Teape
a4 Fewr O'clock. (-1 ’ Hapkin:
3978 Lavi Pavans, The, Am-2. ... ... (ranaidos
1950 Litthe Wadss, -2 o Folides
042 Marching Heme, O-1.. Foldes
I3 Misty Evening, C-2.. .. Bearmolin
76 Merning, -2 PR, |
1985 Outdeor Beng, O-1. . e oL . Krafi
1986 Polka Det, -3 s «husynsRolln
AT Pag Node, G-1 s s ant e spkis AN
W94 Queen of the Rodes, O-1. . . Blelnet
W45 Quiet Sailing, 11-2 Crotiy
SR Mufl amd Tul, Dhe-2 Bielter

1971 Slavenle Danse Mo, §, A-2 Drorak- Hoplkine
Mgl Bpring Fever, -1 . .........0 Mnlfe

AT Squirrel’s Pienie, Fm-2 Fekhart
WAl Starey Way, 7:1 TlopXing
3988 Three Cheers lor the Toam, -2 Bielner

W Twe Capriees, Dhm-F-1 Paganinl- Sislner
Century Edition is 20¢ a copy

Our Graded-ond-Classified —or our
complate cotalog listing over 4000
numbers is frea ot your dealer or on
request from us.

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

\AAAAAAAAAAAAARAAALLALLAS

Learn to sing “ l(;“
TONES

with confidence
and ease

vy learm Gse WHY
HOW of high tones. yae sgeire
e piribide ride il
i R g

o) e o
High Tames 888  jionaily famcus wvolce easher
Mow ta Bing Them'' V7% 00, D1 102 Sorrpst tuirs

& ,

by
Froderie o

forw. Qi -
Freamanisl day for waly BF. g

Foumded 1912
FREEMANTEL VOICE INSTITUTE
Extonsion Diviilon
Dept, E-2, Stelaway Hall, 111 W, 57th St.,
New York 19, New York.
Y Y Y Y YYYYYYY

For teaching purposes—

CLAIR DE LUNE

by Cl. Debussy

Simplified edition in key of C
Price 1.00

Obtainable fram your dealer ar

Elkan-Yogel Co., Inec.

1714 Sansom Street Phlladelphia 3, Po.
Sole ogents In the U, 5, A,
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MAKE YOUR CITY MUSIC-MINDED

(Continued from Page 24)

music teaching field. In high
school, all musie classes are offered
on a five-dav-n-week basis, and carry
the same credit as academic courses.
It is generally accepted that the
student receives as much enrichment
for future life from music study as
from any other wrea of education.

Our efforts do not stop in the
sehoolroom, If |!1l‘)‘ did, Iht‘."}.‘ would
not measure up to our goals, No
| teacher worthy of the name is will-
|ing 10 confine his influence to the
| four walls of his studio or classroom.
| We encournge every teacher 1o share
with the |1¢-ighi'mrinmtl and city the
goodd things he ie doing. In this way
parents are made aware of the privi-
leges and training their children are
receiving. School music groups ap-
pear at assembly programs, parent
teacher meetings, service club meet-
ings and other public gatherings.
Exchange programs between schools
are provided, and in both junior and
senior high schools formal music
programs are presented on week
nights and Sunday afternoons. These
functions not only provide enter
tainment, but keep citizens aware
of the progress we are making in
music eduacation.

Our Music Festival, held yearly
the first week in May. is our out-
standing muisical event. At these four
programs our large Municipal Audi-
torium is opened to the public, as
guests of the schools, to evaluate the
work of our department.

The Festival opens with a pro-
gram by a 4.500-voice chorus of sixth-
grade stodents. We  believe this
group is the largest ever assembled
to sing serious music of unison, two-
part and three-part songs. Fortu-
nately, our auditorium will accoms

¢ | modate this mammoth chorus, as well

as an interested audience of over
7.000 friends and parents,

Our second Festival program in-
troduces our junior high school =tu-
dents. An allcity chorus of 800
voices from the ninth grade, an or-
chestra of 450, and a band of 350
plavers, offer a varied program of
standard and modern compositions,
For aur third program, we present
members of the glee clubs and le-
ginning a cappella choirs, totaling
700 girls and boys, and the all-city

'-hip.’tl school band of 300 plavers.

The Festival with a
concert by the allcity a cappella
choirs, consisting of 350 carefully se-
lected singers, and the all-city or-
chestra of 150, This program is the
high peint of the Festival, and offers
the most ambitious of our musical
programs.

One of the outstanding musical in-
fluences in the school community is
the series of student concerts pre-

t‘](n.q_-:

sented by the Denver Symphony Or.
chestra. We feel this activity is im-

portant enough to Justﬂy offering i;
on school time as @ major part 0
our course of study. Programs are
chosen by the conductor of the or:
chestra and the director of music
education, and pupils are thoroughly
briefed on the music before they at-
tend. More than 3,000 alert siir.l&m‘l.!
attend each of the season’s six con-
certs. Their rapt attention proves
that the plan is working.

The question is .h‘hi;ill.ér our
music-training program is carrying
over into the adult life of the com-

munity. We believe it is. We are

convinced that the great interest in
music manifested by Denver citizens
is a direct outcome of our program.
1t is no accident thut we are selling
standing room at every concerl of
the Denver Symphony Orehestra,
which has been in existenge as a
professional group only six years,
With no desire to detraet from the
masterful conducting and program
arranging of our distinguished con-
ductor, Saul Caston. and the astute
management of Helen Black, we pos-
tulate that unless a great enthusissm
for gnod music had been aroused in
the hearts of our school children,
this condition would have been im-
possihle.

Denver has one of the most in-
pressive recital sedsons to he found
in any city of comparable popula-
tion. Last season. 26 programs were
offered to capucity audiences. There
are muny excellent choral societies
and church choirs, composed largely
of our students and alumni,

Members of our staff are éncour-
aged to participate fully in com-
munity and civic organizations, The
director of music education is a
member of the hoard of directors of
the Denver Symphony, & member of

’ Composing for "effects™
is the sign of a dying art.
—Franz Brendel

the Rotary Club, for seven years con-
ducted the Denver Summer Opera in
conjunction with the Denyer Post.
conducts the annual city presentation
of “The Messiah,” and takes an ae-
live part in many community activi-
ties. The supervisor of instrumenial
music plays in the Summer Concert
Municipal Band and participates in
city and state music organizations.

We feel the evidence of Denver

supports our thesis that any com.
munity can rise to greal musical
heights if there is a sound program
of musical development from the
earliest grades through high school
If students’ relationship to music js
pleasant throughout  their schaol
vears, the eventual result must be
abiding love for good music in that

41 West 63rd S, New York 23, N.Y.

edition

ohter edition of these masterpieces
offered to the musical public. Wy
invite you to compara CENTURY
EDITION with ony other at any price,
You will probably agree that Cantury
iz ot least os fine as any other edition
and you too will ask “How can they
sall it for 20¢ o copy?"

Plone Selos—Grades 3, 4 and 5

3975 Alr In G Mujor, Bulte XIV, —3  Handsl
3510 Bapatalle in D, Op. 33, Na, 2-3 Deathien
.m By the Luke of Wallesstadl, Ab-4. . Lisx
3883 Cowrante in E Minor—3 ay i LTy
3509 Ewening in the Country, —3. . < Dartok
3980 Cenga—La Mano Abaja, F-3. ., . Helafell
374 Falksang, Op. 12, No. B FEm-ll . Grles
3990 Untermeseo. (p 7. No. L. Et-4, Beaks
3872 Ietermora fr. Petite Suite, P9 Borslin
277 Manustis, L Arlesionne, Eb-d Hiser Bloek
3500 Moment Musical. Op B4, X, 1, |;:"

4002 Mawelatts, Op. 21, No. T, A-B,, Bebumann
3009 Prelude & Fugue In C Miner, —3 1, & Bach
32 Rhapsody in Eb. Op 110, Noo 8-4 Brahem
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SOME THOUGHTS ON HOW TO PERFORM BACH

(Continued from Page 22)

alace of Frederick the Great, he-
!E-N(, even changing his clothes from
he tried out every in-

the journey £ 1
grument the King had, =0 curious

wae he to hear them.
Bach would doubtless have been
fascinated by the modern piano.

What is more, he would probably
have accepted it on its own terms.
Ih I|1t‘ aame wWay, \\'ilf“!l we |rl-'rﬁu"m
Bach's keyboard works, we _Im_:.-t
esent them in terms of today’s in-

B4 ;
and the expectations of

strument
todays ‘s listeners,

It is a mistake to worship tradi-

vion for its own sake. The dead
hand of the past can stifle originality
and creative thought. Moreover,

|astes change. There are fashions in
musie, a& in everything else.

What would today’s audiences say,
for example, if a concerl artist
played from music? Yet
did this in the past—including Cho-
pin, when he |||.i.\r-d his own works.

It is thought a sacrilege today if
anvone applands between the move-
ments of a sonata or symphony. But

Beethoven's

evervone

movement of

the slow
was encored at

Seventh Syvmphony
its first performance. When Beetho-
ven and Chopin performed their own

concertos, the movemenls were sepa-

rated by applause and by other
hllrk‘.

In Europe, as recently as 25 years
ago. one plaved encores after every

group if demanded. Today it is con-
sidered proper to play encores only
after the final group.

It iz the
sreatness that his works will
transplanting in time. That his mu-
sic 15 adaptable to the thunders of

of Bach’s

hear

VEIY cssence

[ll|i_j\"~i concert ;:[ulhl no tl"“‘i ﬁl.‘l!‘l
the tinkle of the clavichord is fresh
proof of its abundant vitality.
Instead of a desperate striving for
“authenticity.” it seems to me more
important to consider what are the
qualities of a good Bach performer.
To play Bach well, one has to have
a good legato and a crisp leggiero
toich. To do justice to the poly-
phonic part-writing one must have
independent and well-trained fingers,
and one needs good ears to hear
what i= going on in the music,

About embellishments: Not all
editions of Bach use the same em-
bellichments, so the question arises,
Which is authentic?®* Until the
end of the 1%h century, the Bach-
Gesellschaft Edition, which was not
edited, was the authoritative edition
of Bach. After the issuing of that
monumental edition, other Bach
ruurni-'.q-l-ii".,. pr-“\inu-]y unknown,
were discovered in various libraries.
he Steingraeher Edition, edited
by Hans Bischoff. made use of these
new original source-materials, using
small notes and footnotes to distin-

L

luly, 1o
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hiat Baeh Edition Shall § Play?™ srose,
-y 3

guish between editorial additions
and Bach’s own manuseript.

Bischoff's edition gives embellish- |

ments not found in the Busoni edi-
tion of Bach, and vice-versa. And
both differ at many points from other
editions of Bach’s works by equally
well-known and experienced editors.

People who distress themselves

about diserepancies of this sort.

however. do not stop to reflect that |

in Bach’s dit}' embellishments were
left to the discretion of the per-
former. They served merely as oma-
ments, to embellish the melody, and
also to fill out the gap that occurred
whenever one ]p]u}'r'l’l a I'Il'.!il-“'\"'r note
on the non-sustaining instruments of
Bachs day. Though the embellish-
ment was indicated most of the time,
the performer could nse it, leave it
out, or change it as he saw fi.
Finally we come to the question:
T= it a sacrilege 10 play trapscrip-
tions? When 1 played my first con-
cert in Holland, my manager asked
me to substitute another work for
the Bach-Liszt G Minor Fantasy and
Fugue. He =aid that in Holland. one
does not play transeriptions. For that
matter, I know many artists who
would never play a Bach transerip-
tion in this country. They =ay that
Bach wrote so many clavier works
that there is no need to play his

argan picces in transcription.

I wish soch artists would stop to
recall how Bach himself loved to
make transcriptions. Not only did
he transeribe works of Vivaldi and
other contemporaries, hut his own
compositions as well. And so have
scores of other composers from Bach
Lo IJ(."JHH.-'L'!-'.

In his remarkable book, “The Lit-
erature of the Piano,” Ernest Hutche-
son makes this penetrating observa-
tion: “Whenever yon play a piece
of the old literature on the piano,
vou are making a transeription,
whether vou like it or not. Can any-
one imagine Bach himself. ardent
lover of the kevboard, playing on
any instrument whatever without
availing himself to the utmost of
its natural resources?”

I believe that any kind of tran-
scription is aceeptable if it is done
in good taste and without changing
or disturbing the original character
of the work. The oftener we hear
Bach's music, and the more forms in
which we hear it, the better it is
Whether it be a solo guitar (and 1
am thinking of the magnificent Bach
plaver, Segovia) or a hig symphony
orchestra (which Bach never heard
and probably never dreamed of), if
it is properly presented it will al-
wavs be a testimony to his genius,
a genius which has not been sur-
passed and which is more enjoyed
and appreciated today, 200 years
after his death, than ever before.

THE END
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Remember those first music lessons—the thrill of them?

Your teacher said you showed promise. But somehow you never finished those
music lessons—and the years went by. Alter you were married and the
children came, you seldom found time even to think
about your music, Sometimes, though, you heard
the organ at church, or at a friend’s house, and you

had an urge to play again. Well, why not
naw? The children ave raised. The years aheal
are all yours: Don't yon owe the girl who
never finished her music lessons something
special? A Hammond Organ, for example!

For just $1285* you can own a Hammond
Organ. Budget terms? O course,

You needn't know music. Thousands
without any musical training have
learned to play simple picces

on the Hammond Organ in less
than a month.

Large or small house, you'll find

a Hammond Organ model to fit it.
Simply plug inte an clectric

outlet and the Haimmond Organ is
ready o play,

Why wait? See and hear the Hammond
Organ—the world’s most widely used
organ in homes and churches—at your
dealer now. And mail coupon for
complete information.,

PRICES START AT $12B5* FOR THE SPINET MODEL

LHarvivrovp Orpcav

MUSIC'S MOST GLORIOUS VOICE
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4210 W. Diversey Ave., Chicago 39, 1linofs
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1
1
1
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ey §  tunable to preference by
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]
]
1
]
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rebated to l’ll.l‘i'thr: N

B O, Tone State

]

Concert Model has 32-note
and an

*. 0, b, Chicoge. Prices includa

rgan

uestions

Answered by FREDERICK PHILLIPS

o | have always been Emzmua;i n

organ mechanics, and on finishing
high school wonld like to go to some
college or technical sehool that .nf-
Jers a course to organ mechanics.
Can you advise where such a course
is available, the length of time re-
quired, and approximate cost?

—JF. ., Bermuda

We do not know of a school or
college having facilities for a course
in organ mechanics. A certain
amount of information on this sub-
ject would undoubtedly be included
in a full course of organ instruc-
tion in the leading music o
but a real knowledge of organ me-
chanies would be best acquired by
working in an organ factery, and
to attain anything like an adequate
coverage of the subject would re-
quire several years. There is a book
which would give you some infor-
mation, and we suggest obtaining a
copy of “Contemporary American
Organs,” by Barnes, from a local
hook or music store,

® (1) Our church has a double
manual Mason and Hamlin reed
organ, hand pumped, and 1 should
like to know who could supply us
with an electric attachment, so thur
the organ could be operated elec.
trically,

(2) I have never played a double
manual  instrument  before, and
should like to know which keyboard
is the solo and which is the great
organ. | notice these terms used in
maost organ music, At what time is
the upper keyboard used and when
the lower? Which stops should be
used during preludes, offertories,
communion, and which during choir
numbers?

—Mrs. F. I H., F’r:sﬁ_l'ngfan

(1) Weare sending vou the names
of two firms manufacturing electrie
blowers for ergans, and also a man
wha has plans for this sort of work.

{2) In a two manual organ, the
upper keyboard is known as the
“Swell” and the lower one the
“Great” In the larger organs (usu-
ally four manuals) one of the key-
boards is called the “Sole.® b
sometimes the term “solo™ is used.
in organ music to denote certain
passages which carry a pronounced
melody. In a small organ there are
usually several stops which have a
quality suitable for solo purposes,
but without knowing the exact stops

on your own instrument it would be
impossible: to name the particular
ones, For the same reagon we could
hardly suggest particular stops for
the different parts of the church
service, but your own experimenta.
tion should be sufficient to furnish
satisfactory answers to these prob.
lems. The type of music actually
determines this factor more than
anything else. To help you, we sng.
gest you get a copy of “Primer of
Organ ch'iﬁtra':iun:' by Nevin,

® (1) I have been given permission
to practice on a Hammond organ
in @ nearby church, and would like
to know of some methods and books
which will help me. | play piuno
music up to sivth grade, but am
pretty well tied up with femily du-
ties, so do not expect to wdvance
much further. There is no organ
instructor within accessible distance.

(2) I should also like information
regarding the Connsonette split
manual organ. | have been unable
to find a book showing how they
are sel up and how to manage the
split manual. 1 would alsa like to
know how a regular pipe organ is
set up and operated,

—Mrs. J. 8., lown

(1) First of all get a copy of “The
Hammond Organ,” by Stainer-Hal-
leit, and use this a= a basic method.
This and other hooks are fully de-
seribed in a circular we are sending
vou. We recommend all of them and
the descriptions will enahle you to
choose those best for vou.

{2) We are not familiar with the
Connsonette, but there is an elec-
tronic organ called “Connsonata.”
However, a descriptive circular be-
fore the writer does not indicate
anything pertaining to the “split
manual”™ If this is the instrument
you have in mind we suggest writing
to the manufacturer, whose address
we are sending you, The old-fash-
ioned “parlor” reed organs usually
have a set of stops to the left of the
middle which affect the lower part
of the kevboard (generally 10 mid-
dle C), and on the right hand the
stops affect the upper or treble por-
tion of the keyboard. Thix may be
what you have in mind, and there is
nothing te learn other than just
where the dividing line is. and to
keep this in mind when playing. A
fairly f?l'ﬂlﬂt‘itf outline of pipe organ
set-up is contained in the Stainer
Pipe Organ Method,” from which
the “Hammond Organ” was adapted
for Hammond use,
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HANDEL MASTER LESSON

(Continued from Page 25)

vibrato should be narrow and mot
oo fast. Here restraint is called for.

The mood of the Allegro contrasts
with that of the preceding m-n'-'-:-mcm.
There are light, playful episodes,
put the greater part of the movement
calls for a vigorous ma-‘vulm!!y‘.

The forte, marcaio indication can
be taken literally. A strong accent
ded on the frst note, and all
gighths in the first
phrase chould be strongly marked.
It is better to take the first three
beats of the third measure in the
lower half of the bow, a whole how
being used on the fourth beat. There
should be no diminuendo in the first
half of 5, and the last beat of the
must be taken firmly but
cent. In fact, there should

is nee
'hl‘- staccalo

medsure
without ac
be no accent in measures 0 to 12,
But a hroad, singing forte tone is
certainly needed. Nearly every stu-
dent makes a slight pause between
the E in 12 and the first Din 13
T|I.i- -|1--I|]|l |.|- correcied, flrL' the n
is as mu«h the end of the old [l]ll'-l-"'
as it is the beginning of the new.

A _-|wl'i:|l problem of howing tech-
nigue presents itself in measures 13
to 16. Thinking only of a forte tone,
most players make the string cross-
ings with the arm, thereby using a
deal of motion with small result, The
wrist alone should be responsible
for the crossings, the arm being con-
cerned only with the length of the
bow stroke, In other words, the fore-
arm should move as if the two
strings were being sounded simul-
taneously. while the wrist motion
takes care of the alternation of
sirings. But there should be linle
lifting and dropping of the hand. An
exaggerated motion will impair both
the volume and the {]’II:I“M of the
tome., The phrase 17-20 must start
playfully, the tone gradually becom-
ing more emphatic in 19 and 20.
However, a mezzo-forte tone is all that
is required in 21, and bow strokes
of only moderate length can he used.
On Tlh_’ other hand, ]nup'r and 11!!1,9_,{'1‘
strokes must be taken to bring out
the crescendo in 22 and 23. The
same technique applies to the cre-
scendo in 24 and 25. In measure
26 the eighths demand a vigorous
martelé,

The piane statement of the prin-
cipal theme in 27 to 30 ealls for the
same sharply detached style that
was used for the opening measures
of the movement—but with much
less bow, In 29 and 30 the crescendo
"lh““l‘! be very gradual. Auathorita-
tive, brilliant playing is necessary
for the quarter notes in 32 and 34:
almost the full length of the bow
should be used, coupled with a
rapid, intense vibrato. Measures 35
o 39 constitute the first real climax
of the movement and must be played
with assurances. The last half of 38
and all of 39 require the full, vibrant
tone that was used for measures 6-
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12. There should be no break be-
tween the last note of 39 and the

first in 40—for the same reason that |

was stated above in discussion of
measures 12 and 13.

The forte-piano in measure 40 can
be misleading—there should be no
accent. The first sixteenth is played
forte, while the next note and those

following are piano. Not much ere- |

scendo is needed in 44: the real
crescendo comes in 46 and 47, and
even here we don't need very much.
The forte in 48-50 is broad rather
than dramatic, with, at the same
time, a clear-cut difference between
the staceato and the legnto howing.

It is immaterial whether measure
51 is played with a small spiccato
or a delicate détaché—the important
thing is the diminuendo, It leads to
the scherzando eighths in 52, 53,
and 54. These ecighths must be
plaved very lightly, while the tenuto
half-notes should be fully sustained
without, however, any increase n
tone-volume. The crescendo does not
come until 55, when it builds in.
tensely to the third beat of 56. In.
creasingly long bow strokes must be
taken in these two measures.

Measures 57 to 63 require the
ntmeost spirit and brilliancy of style.
Actually they climax the movement,
despite the broad forte with which
the movement ends. A slashing half.
bow stroke is needed for the martelé
eighths, so that they may have the
power and dash inherent in the
passage,

One must use a small détaché in
64. the bow stroke being gradually
lengthened in 65 and 66 until about
half the length of the bow is used
for the last two beats of 67 and
the first two of 68. The sudden piano
in 68 and 69 needs very little bow.,

The full length of the bow is
needed for the quarters in 70 and
71, the plaver returning quickly to
the lower third for the succeeding
gighths, From the beginning of the
sixteenths in 71 to the end of the
movement the tone must be a full,
broad. and glowing forte, which in-
creases in intensity to the final meas.
ure. The last phrase can be taken
at least twice as slowly as the rest
of the movement—about 56 beats
per quarter note.

There is much to be learned from
a study of these two movements.
Apart from the accuracy and vigor
required of the left hand, there are
matters of taste concerning sensitive
and eloquent phrasing and the shap-
ing of long phrases that are built
up from shorter phrases. Then, too,
when practicing, the player must
|11.'|.:|| bhow strokes so ﬂl.ul he is in
the right part of the bow for any
purli.rtilnr passage. Succeeding move-
ments, Larghetto and Allegro, will
be analyzed in the March ETUDE.
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Four Famous Notes

By LEONORE SILL ASHTON

Um.'t.x HENRY had given a
record of Beethoven's Fifth Sym-

phony to Tom for Christmas, and
the members of the Presto Club
were coming that evening to hear
it. Harold was the first to arrive
and he and Tom chatted about
the Symphony as they waited for
the other members to come.

“1 read that those first four
notes—you know the ones 1 mean,
the ones that open the Symphony
—sounded like the tapping of a
woodpecker,” said Tom.

“Hinph!™ exclaimed Harold. *It
must have been some super-giant
woodpecker! 1 read that they
were the most famous four notes
ever written because of the won-
derful music Beethoven drew from
them,”

Then the others arrived, and
Tom put the record on.

As the music progressed those
four famous tones of the opening
theme could be heard again and
again in different ranges, with dil-
ferent instrumental color and with

I L

T

different variations and harmonies
woven around them. Sometimes
the four tones changed to a slower
pace; great sweeps of sound made
hearts beat with excitement ; violas
and cellos played the tones; they
came mysteriously from the bass;
brilliant brass shouted them; and
finally the movement ended with
bursts of triumphant music,
When it was over the boys and

5

girls applauded spontancously, as
though present at a real concert.
Then Uncle Henry commented.

“One reads frequently about
those four notes,” began Uncle
Henry, “but I like best the descrip-
tion of their being the summons
of fate. You all know that life calls
to each of us lo overcome some
difficulty in order to accomplish
something important. When we are
very young perhaps, as an exam-
ple, we must practice with per-
sistence in order to learn to play.
As we grow older we are con-
fronted by much more serious
difficulties. They are real and there
is no getling away from them.
They are positive and decisive,
like those four notes, They either
conquer us or we conquer them,
making our lives miserable or
happy.

“Beethoven's fate was deafness.
He conquered that difficalty by
developing his inner ear, and con-
tinued to compose music, We seem
to hear about his difficulties in his
Fifth Symphony. The reality of his
struggles, whose coming seems to
be announced by those four open-
ing notes, is heard throughout the
great work that follows them;
weariness, tempestuousness, sad-
ness, despair, impatience, defiance,
shouts of courage, moments of
peace, and finally the end, the
resolving of the struggle in tri-
umph and victory, expressed in
great outbursts of glorious musie
from the orchestra. Yes, the Sym-
phony you have just listened to is
some of the most heroic music that
has ever been composed.”

OLD NEW-WORLD

Musical Instruments

By ELIZABETH SEARLE LAMB

I.\ EARLY TIMES Sin‘ I:ltr‘lil.‘;i
America, long before the Spani
arrived and I?ruught with them the
musical culture of Europe, a great
many musical instruments were
developed. Some of these are still
in use, some we know only from
description, while examples of a
few others can be seen in museums.

Among the oddest was the_"—mu
flute.” developed by the Amazon
Indians. This was a circular disc
with holes, through which the In-

Old Dance. Bolivia

dian produced the tone with his

nose!
Musical oddities in Mexico in-

clude rattles made of dried butter-
fly cocoons filled with gravel; 4
water drum made by placing
hollow hall-gourd on the surface
of the water in a clay pot, and
il with a stick covered with
ﬁ::ﬂdhnsks: a turtle-shell drum
with a ‘Pai;l' of dl,'{:r-hnrn!:
m pottery drum which was
ceremonially washed and given
brandy before being used in cer-
tain rituals.

In what is now Bolivia, giant
Pan's-pipes were made of sugar
cane and blowing in the open end
of the tube: similar instruments
were blown through mouthpieces,
and a twin flute was used in which
two vertical flutes were joined to
a aingle mouthpiece.

A curious Venezuelan instru-
ment consisted of half a coconut.
covered with parchment, placed in
a hole in the ground and played
like a drum. The familiar maracas-

\gourds containing dried seeds were

the first instruments seen in the
New World by the Spaniards, and.
strangely enough, they are still
in use.

Yes, human beings have always
made instruments to produce some
form of sound and rhythm to ful-
fill their desire for what they know
as music.

Who knows the Answers?

(Keep score. One hundred is perfect)

1. How many quarter-notes are
equal to a wholenote, minus
a quarter-note, plus  two
eighth-notes, minus four six-
teenth-notes, plus two eighth.
notes? (10 points)

2. Does the name Mrtrupnlitan
refer to a symphony orches-
tra, an oratorio sociely, an
opera company or a festival
chorus? (10 points)

3. Was Brahms Hungarian, Aus-
trian, German or Bohemian?
(3 points)

4. Name an oratorio by Handel.
(5 points)

SRR i

3. Was the opera, Madam Butter-
fly, composed by Verdi, Doni-
zetti, Puccini or Massenet?
(15 points)

6. In which minor scale is C-
sharp the leading tone? (10
points |

7. To what instrument would
your teacher refer if she used
the word console? (10 points)

8. Name a famous composer
who had several composer
sons, (15 points)

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

10. How many half-steps in an
augmented fourth? (5 points!
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Junior Etude Contest

inior Etude will award three attractive prizes each month for the neatest
! ;

and |
boys ant .
Class A—15 to 18 : Class B—

N

Jest slories OF essays and for answers to puzzles. Contest is open to all
o5t 8 :
{ girls under L'I;_'!JIL'{.'I"I years of age.
=
2 to 15;: Class C—under 12.

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

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

Put your

your paper

name. age and class in which you enter on upper left corner of
and put your address on upper right corner of your paper. Write
ide of paper only. Do not use typewriters and do not have anyone
k for you. Subject for Essay, “Why I Study Music.”

av must contain nol over one hundred and fifty words and must be re-

MAWR, PENNSYLVANIA, on or

on ane &
Copy your Wi
Ess L * e
csived by JUNIOR E [UDE, BRYN
hefore the first of February. Topic for Essay: Great Compaosers.

HAPPY NEW YEAR
1951

I Il,‘!..‘r" a lessom gvery week
And practice as 1 should.
Now, could I do a better job?
Ves, I suppose I conld,

My concentration’s rather poor;
,H"r reading’s very sad!

My memorizing? I would say
That's really not so bad.

My scales are neither smooth nor fast;
My pedal is not clear.

Of course I know I should improve.
Il DO IT, this New Year!

LETTERS

Dear Junior Etude:

v i I have enjoyed p]n\i:‘lg the pieces
in ETUDE and reading the Junior
Page. Nothing would please me more
some one {rom America
write to me, | like musie and also games
of all kinds,

Mair Annette Bevnon (Age 11) England

than to have

Dear Junior Emde:

I am in fifth grade in music bot have
only studied off and on for about two

years. | am the pianist for our church
and school and enjoy it very much.
Charlie Ruth Onhast (Age 13),
M ississippi

Seven.year-gld harpi
7L rpists Debby House-
knecky, Penny Hawk, of Joliet, IIL
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Resulis of September Puzzle

Answer to Puzzle in September, N-ato-
ral, I-nterval, C-hord, O-pera, P-resto,
H.ymns. Initials rearranged spell CHO-
PIN.

Prize winners
for September Puzzle
Class A, Denyse Jean (Age 17), Can-
ada. Class B, Roxanna Chew {Age 14),
California. Class €, Mary Ann Me-
Caualey (Age 11), Conmecticut.

Honorable Mention
for September Purzle

( Alphabetically arranged)

Evelyn Barnes, C. L. Compton, Anna
Drayton, Athena Frangos, Barbara Gar-
dyne, Keith Hyatt, Ardells Jamison,
Robert Larsen, Gertrude Lewis, Clara
Manning, Lewis Morrow, Sydney Moore,
Mary Ann  McConnell,
Cutcheon, GCeorgia Nelson, Andrew
Peterman, Anne Richards, Anna Rob-
erts, George Simpson, Mary Ann
Snavely, Althea Spear, Michael Stein-
berg, Sandy Stover, Merril Thomas,
Myrna Timmons, Marcia Undermeier,
Deanna Watkins, Sharon Woodson,
John Wragge.

Answers o Who Knows
1, Four; 2,
Company of New York; 3. German;
4. “Messish™ is Handel’s best-known

oraterio; 5, Puccini; 6, D-minor; 7,

Martha Mc- |

the Metropolitan Opera |

the organ; 8, Johann Sehastian Bach. |

His composer sons were Carl Philipp

Emanuel (who wrote the famous Sol- |

: : l..
feggietto which most of vou play), |

Wilhelm Freidemann, Johann Christoph
Friedrich, Johann Christian, and also
the son of the latter, Wilhelm Friedrich
Ernst, who was Johann Sebastian's
grandson. 9, “Pomp and Circumstance,”
by Sir Edward Elgar; 10, six.

Dear Junior Etude:

1 play some on the piano, compose,
write and paint. 1 would like 10 hear
from Junior FEtude readers on the
West coast. Are there any
Eiuders in Alaska? 1 would like to
hear from them as | come from there.

Lorna McAlister (Age 15), Washington

Dear Junior Etude:

[ have made good use of ETUDE in my
music studies. 1 ||]31.' pianu in our
schoal programs, I'd like to hear from
other Junior Etude readers who play

pianao.
Robert Reed (Age 13), Delmweare

Junior |

For An Impressive Easter Presentation!

“TRAGEDY TO TRIUMPH"

An Easter Cantata by BERNARD HAMBLEN
For Solo Voices and Mixed Chorus and Organ or Piano
Price $1.00

s
“LIFE TRIUMPHANT"

An Easter Cantata by LILY STRICKLAND
For Solo Voices and Mixed Chorus and Organ
Price 75¢

oS
Plus these widely-ased CHORUSES and ANTHEMS

ALLELUIA Hamblen Two Part-5SA-SATB
AT EASTER TIME Yan Woert SATB
EASTER HYMN Arr. Bridge SATB
EASTER MESSAGE, AN Hamblen ... .. .SSA-SATB
EMPTY TOMB, THE Hamblen Two Part-SSA-SATB
HAIL, KING ETERNAL Hamblen Two Part-SSA-SATB

JESUS OF NAZARETH, KING Hamblen SSA-SATB

Price 20¢ each

v
CHAPPELL & CO. INC.

RKO BLDG.. ROCKEFELLER CENTER NEW YORK 20, N. Y.

How rbvailable!

THE TIMELY AND INSPIRATIONAL SONG

Our Lady of Fatima

SIMPLIFIED PIANO EDITION with BIG NOTES and WORDS

Price S5¢ AT YOUR DEALER OR DIRECT
ROBBINS MUSIC CORPORATION -+ 799 Seventh Avenve. N. Y. 19

THEORY IN COLOR

BY LUCILLE WILMOT

Here Is o most unique woy in which %o feach tha A. B, C.'s of
mutic to the very young beginner.
Eaty, entertaining, mode most understandoble through the vie of
COLOR and PICTURES, Ficturas fo be colored by child. Wondarful
for children from 5 yeon ond up.

Lagra morsa sbewt this gnusual and sutstanding bosk by sending for sampls pages. Address Dept. E

O. PAGANI & BRO. INC. B

189 Bleecher 5¢.
MNew York 14, N. T,

» T

PIANO TEACHERS

d This is your invitotion fo attend the Internctional Plone Teachers
Awmociation 1951 Matienal Convention, at the Hotel Statler, (for-
maerly Hotel Pennmiylvania), Mew York City, July 16, 17, 18, 1%
Teochers Tralning Course, Student Piono Ploying Examinations ete.
For complete information and free catolog of almest four dozen
1LP.T.A. Teacher Aids write

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

v
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Outstanding TEACHING MATERIAL

published in 1950

MY FIRST NOTE BOOK
WITH MUSIGRAPH

by Ada Richter

This new book is conclusive
proof that the fundamentals of
music theory can be taught to
very small children. The musi-
graph has large size treble and
bass clef staffis. There are sev-
eral pages containing symbols
of music in large size, to be cut
out by the student. As the Eugil
learns about these symbols, he
can place them on the musi-
graph. This functional approach
immediately interests the pupil
in the theoretical side of music;
in fact, it makes a game of
learning notes paragraph. The
musigraph can be used with the
child too young to write. All the
symbols are large, to prevent
eyestrain. It uses action; is
attractively illustrated with pic-
tures that make music symbols
come lo life. Parents con use
the book with the pupil at home,
making good use of the period
between lessons paragraph. My
First Note-Book is a must for
every teacher in the studio, and
for the elementary school music
su &

C5 2 b Lo 1 O R $.60

SHORT ETUDES WITH
ORNAMENTS
Compiled and Edited
by Louise Robyn
A wonderful ‘follow up’ to The
Ornament Family, these eight-
een short studies continue in
the same style. Taken from the
familiar etudes of Bertini, Czer-
ny. Lemoine, Wieck, Beethoven,
and provided with full explana-
tory notes, these illustrations
treat such basic ornaments as:
grace notes combined with in-
tervals and chords; acciacca-
turas; appogiaturas; mordents;
inverted mordents; turns and
trills.

3041006525 5 oo s 3.75
HIGH SCHOOL HARMONIES
by Stanford King
Teen-agers will enjoy these
tunes and rhythms! Ten orig-
inal pieces with such titles as
Swinging Down Sycamore Lane,
Bubble Gum Boogie, Rumpus
Room Rumba and others of
equal appeal, really offer pleas-
ant recreational material. It is

56

good for training in technic and
style as well. %‘0: adults and
3rd and 4th grade pianists,

LRI S L) B R e e 575

CHILD BRAHMS

Childhood Days of Famous
Composers by Coit-Bampton
The famous Lullaby, the de-
lightful Little Sandman, two fa-
vorite waltzes and a piano duet
arrangement of ever-popular
Hungarian Dance No. ﬁwhﬁl
young piano student can fail to
find an incentive to study these
choice, easy-to-play gems from
Brahms! The charming music is
combined with the story of
Brahms' youthful activities. This,
the ninth book in the series, fol-
lows the same general plan of
the previous books and includes
directions for a miniature stage
setting, a list of recordings of
interest to children from 5 to
12 years of age, and atiractive

illustrations.

41041004, ... ......ccivnne $.40

FAVORITE PIECES AND
SONGS
by Mary Bacon Mason
This is a sequel to Folk Songs
and Famous Pictures, teaching
children to enjoy good music
by playing and singing, there-
by developing good musical
tastes. Not including octave
studies, difficult cho?‘gn or in-
tricate finger work, these mas-
terpieces are so arranged that
pupils from 8 to 12 will get
leasure from Blaying them.
or grade 2 to 2'4.
£30-41005. -, v e $1.00

PARTNERS AT THE
KEYBOARD

A Piano Duet Book
by Ella Ketterer

A new book for the more ad-
vanced, with a generous supply
of original and tuneful music.
Both the Primo and Secondo
parts are decidedly interesting
and melodious. Upright shape.

SIRRIOEE. . . i o 5.60
MORE STUNTS FOR THE
PIANO
by Ada Richter

This sequel to Stunts for the
Piano can be used to supple-

ment any course of instruction
bridging the gap between the
easy exercises and the introduc-
tion of the sonatina. Circus
Stunts, Stunts in a Plane, Stunts
at a Picnic and Stunis at a
Rodeo, are all stimulating mu-
sically and offer such tech
work as chlgnqing fingers m:'n
one note, ying grace 2
wrist smlnc]::to. and many other
problems. The book presents an
opportunity to learn attractive
es and at the same time
d fundamental aspects of
good technic. '
410-41010. ... oosinse s s 5160

TWENTY-FOUR MINIATURE
STUDIES
by Cedric W. Lemont
Eight-measure brief studies,
with a definite purpose in tech-
nical d t, presenting
and left hand scale passages,
left hand melody passages,
speed in small groups for right
hand sixths and others. Progres-
sive teachers will reco the
value of the variety which this
book offers.

11040122....... . ceeenl (875

TWELVE MELODIOUS STUDIES
by Wilmot Lemont

For pupils in grades 3 to 4. Var-

ious phrases of technic are ex-

Em;uch as sixth over q
1l left hand, triplets,
ght hand scale passages, sus.

gined melody over moving ac-
com iment, arpeggios di-
v&sa;tween LhoEmg: , chro-
matic groups for the right hand,
left hand agility, legato and
staccato playing, and cross
hand playing. e melodious
music in these studies enlivens
study and encourages practice.
ST R S e 3.60

'MOTHER GOOSE IN
NOTELAND
A "Colorful” Music Reader for
~ the Rather Young

by Josephine Hovey Perry
A comprehensive explanation
of the treble and bass section
of keys and notes and their cor-
relation one to the other. In the
first part, the child colors the
notes; separate colors for bass
and for treble. Many little
games are used to make the
child note-conscious and rest-
‘conscious.

In the second part, the child
plays folk songs and other airs
with satisfying melodic con-
tent. Through her ingenious
‘methods, Mrs. Perry has suc-
ceeded in making this well-
planned first music reader a
note-reading joy instead of a

430-41004. ....... Vi RO

The 1851 Musician’s Yearbook
A handy pocket yearbook, 3% x 5% inches, contains not

only space for every day

in the year but—128

pages of

items and dates of interest to all musicians and students.

Please send me the following:
; Catalog Ne. Title

.................

| THEODORE PRESSER CO.. Bryn Mawr, Pa.

Ip]m“nd ...... :

..... .n
Nmﬂ -------- AR R N L Y e . Besanraanaa s n |
Iﬁddl'm ----- nlOqo'nu--t--no-o-t--qnnn-u---uonn.uaau-. .
l .......... ooo-poctctﬁloloulu-u-qiaaoidu.- EEE AR ew LR 4
- . T
l.cc-o.-l|lo---0l|-ooliotl|1-o--q.ll.too- “e e .
----- TeasaRreR s " -

{Pleass print)
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WHAT 1S HAPPENING TO MUSIC IN EUROPE

(Continued from Page 15)

noe on the development of music

flue ; & te
n the various countries, cannot be
1 -

er-rated. The accomplishments. of
e =

London’s BBC, particularly the rich
musical fare offered by the I'.'imnl._l.-e
Third Program, are well known in
this country. In _Hru-'.-rl.—_ i”.hil in
(openhagen, | |Illit'lll| 11Iil§:I.IL|Ill'I,'tll.
archestras, playing in streamlined
lios that most favorably
compare with the uvn}l-lif:.»- as well
a= the heauty of NBCs famous
spdio 8H. In Germany alone there
are seven radio orchestras. The one
in Berlin (under Ferenc Fricsai) is
ontstanding, but several others, par-
vicularly the orchestras in Baden-
Baden, Hamburg and Munich, also
make music on a high level.

modern sbud

I was present when Paul Hinde-
mith conducted an evening of his
music with the brilliant  Baden-
Baden orchestra. Afterwards the or-
chestra’s permanent congductor, Hans
Rosbaud, showed me some of the
programs he had played in the past.
They covered the whole of the sym-
phonic literature and contained a
very great number of contemporary
works. 1 am afraid that Samuel
Barber, Walter Piston, Aaron Cop-
land, Roy Harris, and William Schu-
man had more of their important
symphonic works performed by the

radio  orchestra in Baden-Baden,

Germany, than by mest of the radio
stations in their native land.

Major sorks, particularly operas,
are being recorded on tape in vari-
ous places throughout Germany and
later broadeast by the Bavarian
Radio. which. like Radio Paris,
Radio Torine, Radio Stockholm, and
the Hilversum station in Holland
operates without sponsors: Income
is based on a moderate monthly fee
paid by the listener for the use of
his radio. The artistic independence
of most of these stations is there-
fore quite complete,

All this is wonderful for com-
posers and, I am sure, good for
music. The listener is welcome to
listen or to Turn off his set. Nllil“d}'
seems to care. Even if he never
listens to a symphony concert again,
he will still pay his two marks when
the postman rings on the first of
the month.

ue seconp aspect of European
Tmu-ir today that impresses the
American spectator is the re-birth
of European operatic life. Here the

* war has indeed caused deep wounds.

Such famous landmarks of opera
a% the Scala in Milan and the Vienna
opera had been burned out. In
Germany only half a dozen opera
houses remained intact. The Secala

was one of the first buildings in
Milan to be reconstructed. Today
it is active again, beautifully re-
built.

In Vienna work is proceeding on
the famous opera house at the Ring-
strasse. In the meantime opera is
being shown in two houses, the old
Theater an der Wien, ideally suited
for works of Mozart, and the Volk-
soper, a large house completely re-
furbished by the Nazis during the
war and not touched by the bom-
hardment.

The Vienna opera went into opera-
tion immediately after the war and,
today, is back to its old days of
first-class musical and scenic pro-
ductions. It travels regularly all over
Europe. | saw its performances of
“Figaro,” “Salome” and Honegger's
“Sy Joan at the Stake.” all presented
with fire and intensity.

In the Western Zone of Germany
there are again some 25 opera houses
in full, year-round operation. They
give their performances in sehools,
in assembly halls, in auditoriums of
any kind. In Frankfurt the big hall
of the Stock Exchange has been
converted into a theatre, Munich
has saved one of its three houses,
the huge Prinzregententheater. The
old opera house and the lovely little
Residenztheater are gone. In Ham-
burg the auditorium of the opera
house burned down during a raid,
but the fireproof eurtain held firm,
leaving the stage almost untouched.
They put a brick wall up where

the curtain used to be, cut the stage
in half by using half of it as an
auditorium and played opera on
the remaining half. Such a stream-
lining reducing diet can be health-
ful for overstuffed traditions of the
Opera.

Improvisation, make-believe, light.
gesture, musical accuracy and beauty
—replacing heavy costumes, expen-
sive scenery, complicated machines
—are the characteristics of the new
movement. Everywhere there i
marked progress. From Stockholm
{where T witnessed a successful ap-
pearance of the American singer
Blanche Thebom in a performance
of “Samson and Delilah™). 10
Genoa’s Teatro Carlo Felice (where
Gian-Carlo Menotti was just stagin«
his “Medium™). from Ankara, Tur-
key, to London, opera is again firmly
established. Leaner, more matier-ol-
fact, it approaches significantly the
requirements of today’s American
musical theatre.

This mutual approach of the two
continents will be more manifest as
we go along. The success of Gersh.
win's opera in Zurich will be onh
a beginning. As American
and American compasers
state of maturity and
recognition the European operati
stage, starved for new, genuoinels
contempoarary works, will offer them
a rewarding outlet, augmenting the
new incentive they are fAnding, o
last, at home. THE END

=i
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HOW | STAGE AN OPERA

{Continued from Page 19)

ern theatre practice, instead of being
lifted thoughtlessly from perform-
ances of the past.

In the theatre, the tendency is to
get away from the tricks of other
actors. In mounting “Hamler,” di-
réctor and actor cudgel their wits
for bits of business that will avoid
repeating what Booth or Irving did.
In opera, the tendency is exactly
the opposite. A tenor walks wup-
sage, or tosses down his eloak, at
a given moment, for no belter reason
than that Caruso or Tamagno did
0. Here the stage-director, happily,
can take hold. insisting on valid
meaning despite tradition.

Opera cannot be quite realistic,
but it should be made to look as
real as possible. The characters must
come ll]llullj.'ll as human beings,
tonveying the depth of feeling in
the musje,

Al this takes time, and one of
{iu’ Freatest evils of operatic staging
15 lack of time. The average stage
I'Iﬂ!r' rehearses  four weeks, This
means 200 hours, more or less, and
Zenerally more, And when the play
Boez 1o the siage, rough corners are
Smoothed off in & continued Tun.
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Fortunately, I have been trained
to work quickly-——1 have put on per-
formances of Shakespeare inside two
weeks—so when 1 learned that the
staging of “Don Carle” was to be
done in 27 hours’ final stage re-
hearsing, including orchestra re-
hearsals, I bore up. Also, the
carlier musical and stage rehearsals
are not simultaneous, Fritz Stiedry—
for whose fne cooperation I can
never be grateful enough—worked
out the music with the cast before
I ook them.

Then I made two requests which
were  considered  revolutionary—I
asked to be allowed to attend Stie-
drv's rehearsals, and to meet the
chorus hefore they came on stage.

The influence of chorus and ex-
trus cannot be overstressed. The
prevailing necessity—again  owing
tn limitations of time—is for the
chorus to be grouped by vocal choirs,
all sopranos, all tenors, ete., stand-
ing together. Besides presenting a
highly unrealistic grouping of the
ssxes. this makes for a rigid stage
picture. I should like to see a mixed
chorus, moving and walking as
human beings do.

In the theatre everv extra is im-
portant. When working with muohs
(which seldom exceed 20). 1 coach
each member individually, He must
know who he is and where his
sympathies lie. If he does not make
this clear by his very
negates the meaning of the scene.
When people in a ad-lib
among themselves, [ write out dia-
logue for them.

In the opera. it s no secret that
high-spirited young gentlemen find
fun in taking jobs as extras. They
do not rehearse: thev simply walk
on, shoulder a spear. and have a
ronsing time without adding much
of a rouse to the perfeormance. This
is !-nlllt'ThilI;: a stage-director can
remedv. If an extra goes on the
stage at. all. bhe strictly
supervised. The last exira in the
1:]-| Tow Imust innln .llni el ]iLi- the
l'Il;lleI'li'r e poriravs.

posture. he

i'l'll\'ad

must  be

I began work on myv November
performance  the April
After learning all T could from
books. I worked on the score. Since
the full opera is not recorded. Dr.
Stiedry. kindly plaved the  work
through on the piano and 1 took it
down on a wire-recorder. When
Rolf Gérard's fine scenic designs
were ready, | enlarged them to make
a model stage on which T might

Previous

group my people. First 1 used
several sets of chessmen. Then a
friend brought me, [rom Paris,

numbers of small lead hgures which
lent themselves better o
Finally 1

figures around the sets to the music.

human
groupings. moved  the
Every gesture, every motion, of in-
dividualz and crowds. was planned
bhefore |

The Metropolitan stage presents
the added problem of vast size, |
was fortunate
|i;.:i|l=, for the front: and Geérard s
sels  include certain

met the performers.

in gelling some new

l'l'lllii‘lilll].= ol
possible
intimacy. The
Crrws 1|-r an

area  which make s

seenes  of greater
Metropolitan  stage
amazing job in their quick handling
of nightlvchanged shows, the seis
of which are planned with an eve
to packing them up and moving them

about on tours.

What the operatic stage-director’s
task actually amounts to = trying.
in brief time. to make seem
[o'.‘ili-lh‘ l-ﬂe'r'l» ‘.\'LirFl, n

possible
Casrfee,
are impossible, He can stress ae-
curacy and integrity of ctvle. cimpli-
fv¥ ‘gesture-patierns into meaningful
truth, and make his characters seem
living if not realistic. But while he
works toward these goals, he realizes
needs of the music and the
ing must come firsy.

sing-
THE EXD
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SHERWOOD DEVELOPS
OUTSTANDING MUSICIANS

Among Sherwood graduates are &
many successful performers,
conductors and teachers.

SPRING SEMESTER BEGINS
FEBRUARY 5

Certificate, diploma, degeee conrses in Piano, Voice, Violin, Organ, Cﬂul‘f.
Wind Instruments, Publie School Musie, Conducting, Theory, Lomposi-
tion, Living accommodations st moderate cost. Lakefront loeation. For
free catalog, write Arthur Wildman, Musical Director, 1014 5. Michi-
gan Avenue, Chicago 5, Ilinois.

SHER WO OD SCHOOL

Member of National Association of Schools of Music

MUSIC

CINCINNATI CONSERVATORY OF MUSIC
Dr. Luther A. Richman, Dean of Feculiy
Established 1887, Operoted under ouspieas Cincinnali Institute of Fine Arks
offiliated with University of Cincinnoti. Complete school of music—Faculty of
international reputation. Degrees, Diplomas, Cerfificates—dormitories, 10 acre
campus, Address. C. M. Benjamin, Registrar.
Dept. E. 7., Highland Ave. and Ock 5t., CINCINNATI 19, aHID

(‘}mc{an (L?lege of Music — wimapis

—5Tth year—
Baccalaureots degrees in musie, muiic education, muiic merchandiiing, radio, drama,
dance. Mosters In music and mueiic sducotion, h‘luflunully known faculty of artist-teachers.
Member, National Association of Schoels of Muic,
Weite for catoleg. Address:
Dlrc:m of Admiwsions, Bex E, Jor College of Music

N. Delaware Sirest, Iadh::;alh 2, Iindiana
———
of ,
mHSIc Bulletin on Request
430 So, Michigan Ave. Chicago 5, Illinois

COSMOPOLITAN SCHOOL OF MUSIC

Preparatory, College, Speciel, and Graduote Departments. Courses leading to
Bacholor of Musie, Bachelor of Music Education, Master of Music, and Teacher's
Certificates in Music and Theatre Arts.

Clarence Eidam Rossetter Cole
Presideat Member NASM Dean
Edwin L. Stephen—Mgr., 304 Seuth Wabesh, Chicage 4, lllinels

e

ROOSEVELT COLLEGE of CHICAGO

Studies in Applied and Theoretical Music leading to
the degrees of Bachelor of Music and Master of
Music. Active Opera Workshop.

ST. LOUIS INSTITUTE OF MUSIC

John Philip Blake, Jr.. President William Heyne, Educational Director
Bachelor of Music in 23 Fields—Muaster of Music in 22 Fields

Member Mational Associotion Schools of Music—St Leouis 5, Me.

@e (letseland Tnatitute of ([)usis
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IS THERE A LIST OF “MUSTS"?

o [5 there such a thing as a .h'.fﬁ
of musts for a pianist—composi-
tions with which every teacher
should be familiar?

I often listen to concerls r:_md
radio programs in which the prime
object of the performer seems to
me to impress his audience with
his ability to play at high speed.
Then | sometimes look up the com-
positions and find that the com-
poser has indicated a much slower
tempo. One example is the “Black
Key” Etude of Chopin, where the
beautiful triplets are entirely lost
in a jumble of sounds and the mel-
ody becomes undiscernible. Am 1
peculiar in wishing for less speed
and more melody?

—Mrs. M. 8. ., California

I know of no such list, and the
reason for this lack is probably
that no two musicians could be
found who would agree on the
compositions to be included!

Yes, [ agree with you thal many
artists play certain composilions
at a more rapid tempo than was
intended by the composer. But
“boys will be boys,” you know;
and you must not lose sight of the
fact that there are also many sin
cere, serious, thoughtful artists
who reverently and thoughtfully
try to perform “Bach, Beethoven,
and Brahms™ as nearly a4 possible
as these and other great composers
intended their compositions to be
performed. But sometimes it is
hard to determine just what tempo
the composer had in mind, and
even great musical authorities
often disagree violently on such
matters. Which is what makes life
interesting! —KC

TWO-FOUR AND FOUR-FOUR

® I enjoy reading ETUDE very
much, especially the questions and
answers, and now I should like to
ask two questions myself: (1) [s
there any difference between two-
Jour and four-four time? I haye
been having an argument with an-
other musician, and we would like
your opinion. (2) I am a singer
and have done a great deal of

public work. When I sing with q
group I have no trouble, but when
I sing a solo | have to swallow too
often. Some people have told me
that it is just nervousness, and |
am wondering whether you can
,guggej.'. a cure,

—J. F. W., Alabama

{1} Theoretically there is a
difference, but in actual practice
there often is not —it depends on
the music, In 2/4 each measure is
supposed to have the same sort of
aecent on each first beat, with no
accent at all on the second:
whereas in 4/4 the accent on the
first beat is supposed to be
stronger than the secondary ac-

cent on the third beat.

But in actual practice all sorts
of variations occur. In simple mu-
sic the measures often go in pairs,
and in such a case the accent on
the first heat of alternate measures
is actually felt as a slighter accenl.
On the other hand, in 2/4 as found
in more claborate compositions
the beginning of the material on
the second beat often has the feel-
ing of a secondary accent. There
are all =orts of other wvariations
also, with many additional sec-
ondary accents within the meas
ures of elaborate <'un|}msilinn5 in
both 2/4 and 4/4, but this will
give you an idea of what 1 mean,
and perhaps the idea will become
gtill elearer to vou if 1 remind
yon that compositions having the
measure sign of 3/4, often pro-
duce the effects of a sextuple
measure because of the p:-l::ring of
the measires, Observe this in a
Strauss wallz sometime, and note
that the conductor often gives
only one beat 1o the measure,
with a smaller movement for the
alternate measures,

(2) 1 can think of no reason
for your too-frequent swallowing
except self-consciousness, or “‘nerv:
ousness” gs it is often called. For
this there seems to he no remedy
except to immerse '!,'l}urflt']i &0
I!IOFBugH}‘ in the music that you
forget to swallow! —K. G.

To avold delay, all queries ore answered
Individually. Therefore, pleases Include your
nome ond address in your letter,
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"Teacher’s JRoundtable

MAURICE DUMESNIL, Mus, Doc., advises

readers on how to achieve tone (‘ulul'ill,'..': anil

tells the origin of “Hopak,” by Moussorgsky.

TONE COLORING

In a recent baok, Sir .v'tmilt‘:s
Jeans “'Jll}'ﬂ!!r”n"l"‘r i JiHI'r’_ e
ures of a note played: firstly,
with @ hammer striking the piano
fey: secondly, the same key on
the same piano played by @ fam-
ous concert ariist. The two waves
are .l'n'rr'?'Fl'.-'ff!r,

The intensity of sound is de-
od by the speed with which the
. strikes the siring.

cid
felt hammer
This is. of course, a controllable
factor. The ilrrrfi.l'l'rj and evenness
ﬁf the noles are -f.-;wmh-ur on the
gate of the hammer [ells.

As a mechanic and tuner of 15
years experience I am still un-
convinced of the existence er_f “lone
coloring.” I am not trying to raise
stal subject, but 1 ,r.-n'
fﬂm f'llrJIr'“-'J.'.'_- i Ir'dlr r!JIII'I.l"h.lHr.

N. R. H.. New Zealand

i controver

[ don’t doubt that the two
wave piclures may be identical.
but it is likely that the tone guality
will be entirely different when the
notes are played in those two
wave. If on one hand the num-
ber of waves can be counted with
mathematical pred ision, lone I1U:l]-
ity, on the other hand, is an in-
tangible, which can only be de-
fined in terms of artistic pereeption
and a refined sense of hearing.
Let me quote the greatest living
Hulhnlily. on  piano pl.uin:.' and
|H‘ij-'l:u,':'l‘.'. Isidor |'h!|j!rJl.‘

“The tone iz dependent upon
the El’l_'t.'lluli! and relaxation of lhl:
wrist, the .-1|.1|u- of the rlll;_'t‘l':'i-‘—
|-'{I';_'l'. or -=i1'l|1t|'|'—;|r|-1 even lhl'
lexture of the skin. A singing
and rich tone is obtained through
a ‘kneading’ of the key with the
fleshy part of the finger. The more
digital surface is applied to the
key, the better the tone will be.
It is through the falling of the
ﬁ”'{“'r with more or less weight
onto the kevboard that a series of
most subtle shadings from pianis-
$1mo to fortissimo can be secured.
In the pianissimo the hand ought
o be kept as light as possible, and
held a little high,

“In a few |-i;|||i:-I:=. a beautiful
tone jg inborn: others play dry
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and brittle. It will be the latters’ ‘
permanent duty to improve their I
tone through slow and intelligent
practice. Tone is an individual
quality: those who were fortunate
enough to hear Anton Rubinstein
and Ferruecio Busoni will never |

forget the ‘pianistic voice’ of these |

the most scintillating virtuosity is |

two masters. Without tonal 1-1‘:|i|[).

like a body without a soul.” |
It would be inlpn.-u-'lhh- 1o dis- |
cuss the -|J|-jﬁ'l more --inu|m-n||\ I
and convincingly. Personally | |
have observed. and conlinue to |
observe wvasi :|i|||-r|-ll|'c'- Irl'l\l.r'l'll |
the natural tonal ||iiu“!il'~ of hun-
dreds of pianists and students,
Those with a chubby hand, cushion-
like finger tips, mellow fleshy tex
ture, usually have a nice tone,
while those with a bonv, brittle.
hard, stiffi hand generally play
with a tone to which the same
adjectives might well be applied. |
All of which tends to demon- |
strate the existence of tone color- |
ing, part of which is given by |
Nature at birth and another part
developed through careful listen-
ing, sensitiveness of the ear, and
a mastery of the Keyboard. |

LIVELY HOPAK

.l‘ Jfﬂrl" ﬂjﬂ'ﬂ.\'j i'i"f'”l'fl"f!'f! “lhl'f.l'
the work “Hopak™ means. I am re-
Jerring to the compaosition by
.'Ilr“h'.'i.*l'.ﬁf_i:\j)'_t*, ””l.’, H"l'”.ljld- ”#”'If*"'fl'
ate your help in clarifying this
problem of mine. Also, is the
Hn;mﬁ; included in his “Pictures al
an Exhibition”? What story does
it tell. or what does it describe?

. K. P.. Vermoni

The word “Hopak™—pro-
nounced Gopak since the letter H
in Russian corresponds to our G
is a dance of Little Russia, very
lively in character, and in double
time. There is no lmrtil'l'llﬂr story
connected with its music or its
origin, but it is very popular in
that part of Russia.

Moussorgsky’s Hopak is nol
part of the “Pictures at an Ex-
hibition™: it is contained in his
unfinished opera, “The Fair of
Sorotchinsk.”

[Gompa
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SOLO TECHNIC

FOR THE PIANO

Presents to students muiical and
technical werks in sole form. First
level of piane study For pionistic
development carefully covered.

May accompany any first book. .75

BERNICE FROST
PIANO COURSE INCLUDES

BEGINMING AT THE PIANO .. ......... .60
AT THE PIANO,

Books 1, I, Wi, V.. .. vone .o 100
TWO PLAYERS AT THE PIANO .. ......1.00
COMPANION SERIES,

Books b B......oosinnenss Eo. 1.00
THE ADULT AT THE PIANO,

Books I, Ul s a. J5

COPJES SENT FOR EXAMINATION

Free
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116 BOYLSTON STREET
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Made Easy

ll- YOU see s music teacher—or a student—
andd wish to find out about 3 simple way to
learn the principles of Harmony . send
{withaut ohligation ) for Froe Booklet described
baelorw, A i

This booklet z:r!;.m abuul an - ipeEpensive
home-uidy method, superviied by a well-known
guthonity «m the subject.
Hew to Take Music Apori—ond Compose It

You will learn how bass lines and woice parts
it together, bow to wiile &n a(companiment (o
1 melwdy of your owa

You will bearn music theory painlesaly, so that
v cin creste musie with rTlh and snimaton
in it. You will sod examples of yoar! work lo
your instructor who will retutn them with cor-
rectinm and werestiony

Sone you will be able to write for pisne,
string, wind, brass instruments—make armnge-
ments for bands, orchestral groups—teach Har
mony to others, Write for Free Booklet and
3 Free [Instruction-Sample. No  ohligation,
U. 5 Scheal of Magic,

FREE

f"n‘uq‘ln‘qiﬁ.";. i.‘{‘_ Fifrk

er.. Nemw York Ciry 10,

NV, BOOKLET
|-

U, §. SCHOOL OF MUSIC, Studio 1821,

295 Filth Ava., Mew York 10, N. Y.

Please send me, without obligation, FREE
BOOK and Iastraction-Sample of your Modern
Harmony Coune, (Mo salesman will call.)
O e Dl L R s Sl b
Address. RN < )~
Oty ax .

NOTE PLAYING
A perspicuous guide for reading
treble and bass notes for skips
amnd non-skips,
and one
PLAY MYSELF BOOK
Priee $1.00 (Far January)

EFFA ELLIS PERFIELD
101 East Bith S¢, (Park Ave.) N. ¥, C.

The Ot Gy
fiiene ial Comady
ot v Aduill tralning —-Stage and
¥

Televislon. New York appearanees  lreseed,
lur Vets, Annes lor Children. Wrils
£ Alvlens, ITHS Tway. N. ¥, Cliy 18+

BOSTON
UNIVERSITY

c«;fége of Wud:’c

Dean Werren 5. Freoman
Cogrisd in all bronchas of music
and muile education. Preparotory,
undergradvate and groduate stedy.
Eminent foculty includes:

® Richard Burgin

® Arthur Fiedler

@ Froncis Findlay

® Heinrlch Gebhord

® Korl Geiringer

#® Roland Hayes

@ Ernest Hulcheson

® Corl Lomson

® Albert Spalding

® Strodivarivs Quartet

@ Jules Wollfers

Muyrle Edveotion Workthop—

Opera Waorkifiop
—Piono Worlihop

Yeor-round study available through fwelve
watk summer program

For infermation, catalogue, Tllustrated
folder, write
Donald L. Oliver, Director of Admissions

BOSTON UNIVERSITY

Room 115705 Commonwealth Avenue
Bowton 15, Messachusetts

HARMONY
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THE WORLD OF

Astrid Varnay, who sings Senta
in “The Flying Dutchman,” had
as guest backstage a real flying
Dutchman when the opera was
staged for the first time this year.
He was Captain Franz Peetom of
Amsterdam, who commands one

Varnay & Flying Dutchman
of the Constellations of KLM Royal
Dutch  Airlines. Captain  Peetom
paid his compliments o the prima
donna with flowers appropriately

arranged in a winged Dutch wood-
en shoe.

Mrs. Elisabeth Sprague Cool-
idge will sponsor a concert of
chamber music at the Ojai (Cali-
fornin) Festival next May . . . To
combat the present eritical shortage
of string players, the National

Federation of Music Clubs will
sponsor a $1,500 scholarship at
the Peabody Conservatory fﬂ:
layers of any string instrumen
g'h: suholarsh}ip will be a stand-
ing offer, awarded biennially . . .
A forum on “The Composer's
Place in Industry and Society To-
day” was held Dec. 9 at Columbia
University, with Dr. Howard Han-
son, Deems Taylor, Alfred Wal-
lenstein and Felix Greissle among
the speakers.

Al its concert this month in the
Free Library of Philadelphia, the
Curtis Quartel will try a novel
experiment. Scores of works being
played will be flashed on a screen,
enabling listeners to follow the
performance with the musie.

Transmarine Tours, Ine.,
500 Fifth Avenue, New York City,
will offer a conducted tour of
European opera and concert cen-
ters, beginning Feb. 2. Price of
the 37.day all-expense tour is
$1386 . . . Austria will have two
new music festivals this year, a
midsummer Frans Lehar cele-
bration at Bad lschl, and a May-
June event in Vienna featuring
works of Viennese composers . . .
Kathleen Ferrier, contralto. has
been engaged by Arturo Tosca-
nini as soloist for the ing of
the new Royal Festival Hall in
London in May,

COMPETITIONS (For details, write to sponsors listed)

® A setting of the Te Deum. Prize $100. Closing date: Feb. 1, 1951,
Spommr_: Church of the Ascension (attention Secretary), 12 W. 11th
St., N.Y.C. Winning anthem to be published by the H. W. Gray Co.

® 19th biennial Young Artists Auditions in piano, violin, organ, vaice.
Prizes: 81000 each, To be held in March and April. 1951, Sponsor:
National Federation of Music Clubs, 455 W. 23rd St., New York 11, N.Y.

. V!wa! solo composition, choral composition, Prizes: $300 for each.
(Eltrning dute: March 1, 1953, Sponsor: Sigma Alpha Tota. Write: Carl
Fischer, Inc,, 165 W. 57th St., N.Y.C., N.Y.

® A setting of Psalm 148. Prize: $100, Closing date: Feh, 28. 1051,
Sponsor: Monmouth College (attention Thomas H. Hamilton), Mon-

mouth, TIL

. Cn'mpe[iriun for orchestral work, not over 10 minutes long, to be
[lFEIt!tcrcd by Baltimore Symphony. Closing date: March 15, 1951,
Details from Dr. L. B, Keefer, 3818 Tudor Arms Ave., Baltimore.

® Orchestral work, by composer under 17. Closing date, Jan. 26,1
_ ! i) 3 s o +LalDS 2 951,
Sponsor: New York Philharmonic-Symphony, 113 W. 57th S1.. NYC.

® Chamber music or small orchestra work. Prizes: 8250 $150, $1
Closing date, Feb, 1, 1951. Sponsor: Tucson, Arizona, Festival.

® Chamber music or small orchestra work. by compos

| L hes ork, by poser under 19,
Prizes: 325._510. Closing date: April 30, 1951, Sponsor: Jordan Col-
lege of Music, Indianapolis 2, Ind., att. Mr. William Pels.
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UNIVERSITY
CHICAGOD

THE SCHOOL OF
Music
Offers accredited courses in
Piano, Voice, Violin, Organ,

Public School Music, Theory,
and Orchestral Instruments,

Confers degrees of B.M,, A.B.,
and M.M,

Distinguished Faculty

Address Registrar for Bulletin
DePAUL UNIVERSITY
SCHOOL OF MUSIC

Room 401, 64 East Lake Street
Chicago 1, Illinois
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LEARN PIANO TUNING NOW
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and grond plones. G.l. & civilian
approved. Write for FREE Information.

BREER “3 /i b

HARMONY and COUNTERPOINT
A fRsingting study. =end for pamphiel describ-
Ing these clrar -l roveplele lensoiin, Orgaiioed
wapeclally for  eelfINslruction, CEurdsy o

~ JOHM M. LEIPOLD
T 8. Mighltand Awe., Los Angeles 38, Calif.

ANTEED
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T ied—yirts

L]
an will call, Send your nams snd

CT VaICE INSTITUTE
Bept. A-100, chicage 8. Tl
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r IT]‘E Earninee, Soodg usau- fevr m:'m{f‘rniun.
L CITY TUNING SCHOOL
Dest. 140, 129 E. Michigan Ave.. Lansing 16, Mich

MUSIC READINESS PROGRAM

by Sister M. Xoveria, O5F., Mus.M.

The MUSIC READINESS PROGRAM
makes teaching beginners fun. It fos-
cinotes the child, grotifies the teach-
1, and delights the parents, Try it. . .

MLUSIC PRCOTL I bowun ATH
L] I GUIDE %ﬁ ..... 140

E!’-It COOR ek B
MUSIC LETTE 18
MEUSIC NOTE BOOK, , . 78

Published by

THE SERAPHIC PRESS
1501 So. Layton Blvd,

Milwavkes 15, Wis.
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RHYTHM
(Continued from Page 18)

{orced to use vigor. 1f they will not
cooperate, they :-huul_d be asked to
resign from the choir.

This same plan should be followed
in revitalizing our hymn singing. If
the choir and orgamnist can get away
from the percussion effects that are
so often used in congregational sing-
ing and come 1o the ril)’ti!!’ll_]l" legato
offect produced by good string play-
ors. hymn singing will again take its
|-l|il{'*".“-7‘ one of the beautiful experi-
ences in worship.

Tuning seems difficult—in fact
well nigh impossible—to most choirs,
but if a pitch memory is developed
in the choir and the |i|‘.'ll'|il‘|f of tap-
ping in timing is carried on actively,
uning suddenly improves, It is the
non-thythmic individual who usu-
ally is the poorest in tuning. When
etch member in B group becomes
thythmic, good tuning seems lo be
tIu': natural result.

This type of timing is also very
beneficial to singers as individuals,
We have through the vears so devel-
oped our pet ways of getting atlen-
tion that it is difficult for us to be a

e Art can only be learned
frum artists, never from art-

scholars.
—Ludwig Bischoff
(1794-1867)

part of a group. We rather prefer 1o
be little dictators in our own realms.
As soon as we accept the joys of
rhythmic progression in musie, we
accept one of the greatest privileges
of democracy, that of working with
and going along with others in rhyth-
mi¢c control. If this plan is carried
on cenzistently through rehearsal
after rehearsal, problems of disci-
pliIle 'IMH iron out, llﬁ'uuhl- r.a.l'h in-
tli\iiluui \\1” 'ﬁl]:i Ihlr Ell_'. of --rl-aling
a line in music that is in tune, and,
above everything else, is in rhythm.
When that joy is found one tends to
forget self,

Westminster Choir has been privi-
lﬂl!l:d to work with almost all of the
great conductors, having had many
performances with each one of them.
We have found that these great con-
ductors may forgive a wrong pitch.
but they will never forgive bad
thythm. Bad thythm means chaos,
and if the faulty rhvthms are allowed
to centinue the performance is cer-
tain to disintegrate. The best advice
that can he given to a singer whether
he be a soloist or a member of a
choir is to learn to sing in rhythm.
In order to do this the singer must
not think of time as an accent but of
lime as pitch durations that are al-
ways moving forward in a phrase
pattern which carries the inner mean-
ing of the music to the listener.

THE END
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430-41005
FAYORITE PIECES AND SONGS
By Mary Bacon Mason

Adapted for use in classes and with
individual pupils, Fovorite Pieces and
Songs is aimed to foster a real love of
musie, widen the range of reading,
build rhythmic sense, give strength and
contral to the fingers, and increase
|n|.||'1|:'.-|.| hnllwlhip‘,r of ke}'s. 51':1]1‘:-‘, IIIHI
harmony by consecutive study in one
kev at a time. The first 32 pages con-
stitule minimum requirements; the re.
mainder consists of supplementary
pieces, studies, and duets for recreation,
recital, or reading. The range of diffi-
culty is from grade 2 to 2%.

List price, £1.00

430-11004

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 cor-
relation to one another, The Middle C
approach is used, and one note at a

{ time is added in both bass (1o be eol.

ored red) and treble (to be colored
green) clefs. In Part Two standardized
black and white notes appear, and the
child plays folk-song= and other amirs
with satisfying melodic content. Key
charts and interesting illustrations add
1o the usefulness and eye appeal of this
well-planned first music reader,

List price, 8.75

133-41004
TEN ARIAS FOR ORGAN FROM

THE CANTATAS OF

JOHANN SEBASTIAN BACH
Arranged and Edited by
Carl Platteicher and

Richard MeCurdy Ames
From Bach's Cantatas—come these ten
magnificent arias, In presenting this
work, the editors followed a precedent
set by the master himself, when he
transposed for organ six arias from his
cantatas. In addition to the inspiring
nature of the music, they form excellent
studies for both the mature and matur-
ing organist. Hammond regictration is
indicated.

List price, §2.00

NEW BOOKS

Just off the press
Available NOW!

410-41014
CHILD BRAIMS
Childhood Days 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 previous books and includes
directions for a miniature stage setting,
a list of recordings of interest to chil-
dren from hve to twelve years of age,
and attractive illustrations,
List price, $.40
410-41013
THE FIRST EASTER
By Ada Richuer
This story with music, treating the
Easter theme, follows the general pat-
tern of the many other successful suites
of this composer. The music is about
;:;ruuh- two, in most part arrangements
of hymn tunes, all have words and
illustrations. Usable and most welcome
as piano lesson assignments, in recital,
school and church. Lends itself to
pantomine, with or without narrator
for descriptive passages. Helpful sug-
gestions are given for presentation of
tableaux and settings,
List price, .75
13741001
INVITATION TO BAND
ARRANGING
By Erik Leidzen
Dr. Leidzen believes that the only way
to learn band arranging is to arrange—
there is mo “magic formula.” Anyone
whe can read four-part harmony can
begin this step-by-step method. Trans-
position and other hazards are carefully
explained, and the scores at the ends of
chapters are extremely helpful.
The book is divided into five main

parts, including SCOTINES ip:m. vocal set-
tings, arrangements for piano compasi-
tions, and transcriptions from orchestral
works., The volume may be classed as
theoretical, but the principles laid tiu_'nn
are based on Dr. Leidzen's extensive
practice in the arranging field, and lite:
long teaching experience.
List price, £5.00

430-11007
DITSON ALBUM OF
PIANO DUETS
Compiled and Edited by

J. Clees McKray
This collection, ranging from grades
three to five in difficulty, has been ed-
ited by Dr. McKray with an eve to as
much variety in type as possible. It con-
tains classics with which young people
should be [amiliar, such as Song af In-
dig, Rachmaninoff's Prelude in C#
Minor, and Moszkowski's Spanish Dance.
It also contains folk songs such as
Deep River and Viennese Melody, and
lighter classics like the Hexentan:z
{Witches Dance) of MacDowell. Young
players will enjoy, too, such novelty
numbers as “Tis Kaining and Shodows
of the Night.

List price, $1.50

417-41001
MY FIRST NOTE BOOK
WITH MUSIGRAPH
First Lessons in Theory by
Ada Richter

The author is widely known as one of
America’s foremost writers of plano
t--ut'lliug materials for children. This
new book is conclusive proof that the
l‘lllll{ul‘:l'l{l:ll'— Ill 'IIIl"il_' ltH“'r\ can IJ"'
taught to wery small children. The
J::“ﬂgﬂ”l}l has |3:’y_o'--—l!l' treble and bass
clef staffs. There are several pages con-
taining symbols of music in large size,
to be cut out by the studeni. As the
pupil learns about these symbaols {such
as notes and rests of different values),
he places them on the musigraph. This
functional approach immediately inter-
ests the pupil in the theoretical side of
music: in fact, it makes a game of
learning noles.

The musigraph has many advantages
for the young pupil. It is more fun than
“I'III'I!I.}: notes. It can be used with the
young child who lacks coordination to
write. It eliminates erasing. All the
symbals are large, to prevent eyestrain.
It nses action rather than less interest-
ing writing or recitation.

The book is attractively illustrated
with pictures that make music symbuols
come to life. Not only will it be fun at
lesson time, but parents can use the
book with the pupil at home, thus mak-
ing good use of the period between
lessons,

My First Note Book may be used for
private or class instruction. It is also
ideal for classroom use in public
schools for very earliest work in music
theory. It is a must for every
teacher in the studio, and for the ele-
mentary school musie supervisor. The
child will value his own copy.

List price, £.60

P LT T

THEODORE PRESSER CO.,
Bryn Mawr, Penna.

—417-41001 My First Note Bock $ .50
—_430-41005 Favorite Pieces

ADDRERSY. e ovissisiasnaetin
I R SIATEL i ]

and Sengs .... 1.00
___430-41004 Mother Goose in

Note-Land | T8
— 4334|1004 Ten Arias for

Organ ...... .00
g 3 R L (T U

[0 Enclosed §. ule
[0 Chorge to my occount

—410-41014 Child Brahms . AQ

— 417-41002 Pedal Mastery . 2.50

___437-41001 Invitation %o Band
Arranging ... 5.00

—430-41007 Ditson Album of
Piane Duets.. 1.50
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WHERE SHALL |

GO TO STUDY?

Paivate TEACHERS [New York City)

Private TEACHERS (New York City)

HELEN ANDERSON
Cancert Planin
TRAINING FOR PROFESSIONAL CAREER
Tona, Interpretation—Mavter’s Technigue
Spectal Courted for Teochars
one

Ik W, Tind 5., N. Y. C.

on-Brelessionaly,

Tel, SC 48305

MARY BOXALL BOYD
(Pupll of Leschatizhy) 1
planti—Teaches—Coach—Program Building
Addren—Stelnway Holl—Nolo Stedlos—
113 W, §7th S%., Naw York City, N. Y.

TOM TIMOTHY

HARMONY - COUNTERPOINT
COMPOSITION - ORCHESTRATION
117 Weit 48tk 5t Svite 41, New Yeork City
Phone: CI 54173

EDWIN HUGHES
Pianis's propared for poblie
performance ord for Universiby,
College ord Conservatory
Teaching Positions
138 Wit B¥th Street Maw York 24, M. Y.

ANNE YAGO McGUFFEY
Teacher of Yoice
1908 N Street, Morthwest
Washirgton, D.C. District 2079

(FRANK) (ERNESTO)
LA FORGE-BERUMEN STUDIOS

Yoice—Piano
Among thote who have studied with Me. Lo
Farge are: Marian Andericn, Lowrencs Tib-
bett, Richard Crooks, and Mme. Matienouer.
1100 Pork Ave., Corner B%h 5S¢, New York
Tel. Atwater 5-7470

ALMA FAUST

TEACHER FOR PIAND TEACHERS OR FOR
AMATEUR PIANISTS

PRIVATE LESSONS CLASS LESSONS

Beawtiful Tong ocquired thru infegrated
ir.ﬂ'l.li!"il.‘n

Papils tecching suceesstully oll over the U, 5.
STUDIO NEAR COLUMBIA UMNIVERSITY

00 Watt 11lith 5, Maw York 26, M. Y

Telephons: Menument 2-4772

EDWARD E. TREUMANN
Concert Ploalst—Artist-Teachar
Eecommended by Emil Von Sower, Mortiz Mosz-
ond Joseph Holmann,
Camagie Hall, Suite 837, 57th 5t of
Tth Ave., Mew York City Tel. Columbuy 5-4157

WM. FICHANDLER
PIAND, THEORY AMD EMSEMBLE PLAYING
314 Wt T5th §1., New Yerk City. sU 7.3778
Compaiitions by Wm. Fichaadier
published by G. Schirmer

MILDAH POLIA

Franch Maro-Soprang

Soloisht with France's loremad! wmphonale O
ganizotions: Posdeloup—lamaureur rchet:
tro Symphaniqus de Pors, <
Teacher of voice and Ffvn;h ln-'l-ra:-'r_iltéli!rl]‘l-

htin rtisfs in French Progfom bul b
Amintios A e o UsiC_ CENTER
1926 Broodwoy, NYC. 5
New ond ald Franch music available; frem
clomic '.',dl‘.ic:w.. 3.
rivate aoddress:
; 226 West 70th Strest, N. Y. 23, N. Y.

Tel. TR 45474 or EN 2-4510.

RICHARD McCLANAHAN
Matthay ecpon=nt formerly his reproteafative.
Private Leisons, Teachers ries, Forumge—
Summer clat—Seuttweit Haorber, Me.

80] Stainway Bidg., N.Y.C.
{Tues.-Fil.) Cl. 6-8950, othar doys, Ki. 9-8034

LEOPOLD WOLFSOHN

Pionist and teccher
teachar of Aron Copland, Elie Siepmaister
and many ortishs ard fsachers,
"Eomcial Summer Coursa™
BEGINNING TO ARTISTIC FIMISH
Specialiar in Tachnical Davelopment and the
Arl of Interpretation. Conching for Recitals,
Hetel Ansonie, B'way at T3rd St New York City

CECILE JAHIEL
Concert Planist—Compoier

Ist prize of tha Poris Comervatary

Formar pupil of Cortat and Ravel

Master <lasses for concert plomist.

Privote hesiont.

18 East THih Street New York City, N. Y.
REgeni 7-7000 or RHinslander 4-158%

CHARLES LAGOURGUE O.1. £}

VOICE PRODUCTION=SINGING
Musicol . Theory—Comaoiition
Countes ol the Pariy Comarealory
far Intormation:

35 W. 57th 5., New York

MME. GIOYANNA VIOLA (i

Dramatic Soprono
Teacher of Singing—"kel Conta"
Ewparienced Europeon trained Arfist
Coaching Opers, ert and Rodio
Corract voice production, dafective singing
corrected.
Beginnen occepted
Phone: Tmsi:?m 7-8130 Mon., Tuer., Wad., Thurs.,
08 Wast Ave, Naw York City

FRANK WILLGOOSE

Piane Instruction

Especially directed to on effactive musical ap-
proach fo the very young.
Many veors of suecess in this fiald.
Teachers ore imvited for consultotion,  aither
partanally or by mail, regarding child shudent
orablems.
Addresi:—29 Prime Avenue

Huntington, Long lsland, N. Y.

“PIAND SIGHTREADING CAN BE
TAUGHT" by IDA ELKAN

World lamous originator ol "Eor Training,
Sightreading Plarno Methad,'
Carnegie Hall
Studia 30I, Tth Ave. & Skth Street, M. ¥. C. 19,

Private TEACHERS (Western)

WHAT'S WRONG WITH

MUSIC APPRECIATION?

(Continued from Page 26)

commennl  was  vague: and vapid.
Only one student mentioned the %o
melodic lines in the “Goldberg
Variation. One other semnd the two
voices thus: “Sounds like a Lo
young girl answering her hﬂ'ﬂ'

Only three sludmgnmuﬁ
fugue’s three voices.
mlliig-.-nlh- of the Bach Prelude. One
lad revealingly commented:

a little sad to me. Bach was pm&
ably worrying about love p_l‘bblem!!

Had 97 members of the clu-ss heeﬁ
offered the elements of o listening
technique in their previous appre:
ciation course, and rejected it? Or
were they congenitally luzy, and
refused to listen concentratedly to
serious music? Comments by some
students seemed to confirm this:

“Bach is monotonons unless fol-
lowed intensively™ . ., “Sounds like
a person's mind wandering” .. . An-
other. however, tald the plain truth;
“It made my mind wander.”

1+ it possible to formulate prac-
tical listening processes for persons
who are musically unschooled? I
think it is; but no one has as yet
come out with a foolproof presenta-
tion of such a method.

Have the listening approaches
been too much on the “eolor” side,
with too little emphasis on the con-
tent? Has the vivid and exciting
palette of the full orchestra (nsed
overwhelmingly in  recordings in
“appreciation” courses) ruined the
digestions of our young people for
pure music? i

Bach's music is hard o listen to
because of its smooth, uninterrupted
natural flow. There are few sur-

prises or shocks in it. Would it he
wiser to give stodents more weeks
of listening first to the “pure” tex.
tures of Bach. exposing them 1o

dazens of his simple two-voiced mas.

terpieces, not only to the parts in

their contrapuntal juxiaposition, huy

often hearing each voice separately,
and listening to the pieces in varions
instrumental or vocal duet combina-
ﬁnn'q? Why not listen more to short
musie forms? Tt takes a heap of
concentrated listening 10 take in
even a brief contrapuntal piece,
When the instructor asked the
students what kind of music they

would prefer to hear during the
semester’s course, they answered al-

‘most to a man, “Symphonic Music,”
Yet it was= clear that they were not
‘teady for it. Why not rely more on
the piano in  music appreciation
courses or the piano with a violin
or ‘cello or flute ruther than eter-

nally blasting out those deadening

and deafening orchestral recordings?
A grammar school youngster re-
cently expressed perfectly the di-
Jemima of the amateur listener when
he complained: *Yeah, our teacher
plays us the first snd second themes
of the symphony but deesn’t bother
“about all that goes on between and

afterward.”
That's just what's wrong. We

haven't vet discovered the way 1o

make the non-musician understand
those “in betweens” Can it be
done? . . .

. .. And why not remove once

and for all that horrible title, “Music
Appreciation.” and call it “The En-

joyment of Music?” THE EXD

Private TEACHERS (Western)

PRivaTe TEACHERS (Westers)

JEROME D. ROSEN
Violinist-Teachar
Artitfic instruclion—Chamber
Fll',h\il*.y I:MG'EEML.H: %mrlﬂ!ﬁiﬂﬁnh '?:“ ie
efmibaf 5t B
Founder-Ditector “An:!:.-“at grr! l"‘l:n‘rrul'ﬂnm'r!
Ensemble’

STUDIOS

4508 Dal Ivd, ‘
g bt I

Metie ing

: rolin Recitoh

EVANGELINE LEHMAN

TEACHER OF SINGING
Ope:o—0 purerta—Oratario—Cancert
167 Elmhuist Av., Detroit 3, Mich.  To. 5843

DR. FRANCIS L. YORK
Advarics Plana |mterpretation ond the Theory

EDNA GUNNAR PETERSON

Concert Pianist—Artist Teachsr
117 So. Horvard Bivd, i
ik B ,'mgﬂ Angeles, Calif,

ETHEL HART—CONTRALTO

Plare-Yaice

CRYSTAL WATERS
Singer ond Teacher
Coneert, Opera, Stage, Radio, T.V.

HAROLD HURLBUT
Singers whe have studied with him include
NADINE CONNER — Henry Cordy,
and sirgers of Metropolitan Dpera—5an Fran-

ISABEL HUTCHESON
Teacher for Pione Teachen

Studio 1 P At
5305 E, Baverly Blvd,, E Ang Calif Bachelor of Music Degras  Opeara Deportme
Un. 1-3001 h.uf., Vig o

Modern Piano Technic: Group Work: Coaching

work required for the degrees of Mus. Boch.

and Mus, IMm. uSpec?nl‘ amoin- interpretation.

DETROIT COMNSERYATORY OF MUSIC
Datroli, Mich.

SAN FRANCISCO CONSERVA-
TORY OF MUSIC, INC.
WIS Socramento Street Walnut |34

Artisty Diploma Pedngogy. Cerfificale
. Approved for veterang
Childran's Saturday morning Classes:

Many fomous studenks, i ul ncert Pianl 13 '3
Gw‘;”e F:" r.i':clfd;u 1 f::o%' a;;iion .!,lq I_gn*:l':lHuw:ll'-u Opzras, Holly- E:wc;.l Fianlsts, Conducting Piono Teachers Fidno ‘ALMNBE‘W .
405 Eost Bdth St. New York 22, N. Y. | Address; Hollywood, Calif. Tel. GL 1054 Studio 202, Wﬂs“: Eim 5t., Dalios, Texas— Dial Dunkirk 2-7845
: Ph. B.A. 4214 Les Angeles 00 S0, Naw Hampshire
0l
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THE NEW ORGAN AT COLBY
{Continued from Page 23)

makers which are more representative
of the Baroque ideal I}I.EI'I the new
Walcker instrument. The fact l|_1a1
built by a firm which
has carried on i!l the classic Ira::ii.
tion, is in line wnhvrurrf-nt practice
-1 this country indicates our build-
ers are now on the pr.rq-vrliravk.
[ndependence of voices s excel-
lent on the new \\'n!t"r;trr organ. |
had a very critical visitor with me
the day 1 played it We both were
jmprg,-‘p‘f_‘(l by the fact that all '.-_tm'e.'-'
made themselves heard at all times.
The temor part, which often disap-
pears in four-part harmony, stood
out clearly. In all sorts of contra-
puntal music, there was a |ia|nm:e of
yoices which made listening a delight.
The specifications for the organ
<how a predominance of upper work:

thiﬁ organ,

GREAT (RLEAN

Bourdon Ih:
Open Diapason 3‘
Huhl“rn'lr ﬂ'
Viola H,
Principal 4
Harmonic Fluate 4:'
Fifteenth 2
Mixture | IV rks)

Trumpel B
CHOIN ORGAN
Rohrfloete H;
Quintatoen a8
Praestant 4
Nachthorn {
Sf(‘hh"‘h"l,[l't 2‘
Quinte 115°

Cymbal (111 rks.}
Oboe 8
Tremulant

SWELL ORGAN

Quintatoen 16
Small {"Fpr-n nia]l.l-.-t-tl 8
Stopped Diapason L
Eche Gamba B8
Vox Coelestis 3’
Gemshorn &
Principal 2
Twelfth 238"

Terzian (11 rks.)
Scharff ([11IV rks.)

Bassoon 16
Homn g
Tremulant

COUPLERS

Choir to Great

Swell to Great

Super Choir to Choir

Swell to Choir

Choir to Pedal

Great to Pedal

Swell to Pedal

Super Octave Swell to Great

Sub Octave Swell to Great

Sub Swell to Swell

Super Swell to Swell
PEDAL ORGAN

Open Diapason 16"

Subbass 16

Zarthass 16' {(from Sw. Quinta-
toen )

Octave Bass & (from Open Dia-
pason)

Bassfloete 8’ (from Subbass)

Choralhass 4

Nachthorn 2 (from Choralbass)
Posuane 16°

ET‘UDE-IANUARY 1951

The Great ensemble is a clear, de-
cisive sound, topped off with a trum- |
pet of the most brilliant qunlit)',‘
which nevertheless fits into the en- |
semble perfectly. The four-rank Mix-
ture also is effective in performance.

The Choir, or Positiv, has the full
complement of the Great on a smaller
scale. Tts pipes are unenclosed, giv-
ing it an opportunity to “speak out.,”
{How many superb organs are
spoiled by being enclosed in a room |
which makes them virtually inaudi-
able!) The oboe of the Choir is thin
and wiry in tone, making it excellent
as a solo reed. It also has excellent
cohesive gualities.

The Swell organ is a complete en-
gemhble also, There is no four-foot
reed. but with the two-rank Terzian
and the three- and four-rank Scharfl,
the Swell is not lacking in fire.

The three manuals have great ver-
satility. A clever organist who under-
stands the instrument can achieve a
buildup on the Swell alone, the
Swell with the Cheir, or with the
Great, or any combination of them.

The pedal organ is adequate, and
well-placed. The builder has re-
sorted to a little borrowing and uni-
fication here and has done it well.

The console is of rather conven-
tional design. It is provided with
tilted stop tabs rather than draw-
knohe. There is & crescendo pedal, a
sforzando and a number of adjust-
able pistons. Organists accustomed
to the large number of pistons found
on American organs will find the
Walcker limited in this respect.

Acecording to European practice,
the Walcker organ has the Choir as
the center manual, with the Swell
on top and the Great below. (In
England, the Choir is the lowest
manual, as is customary in America).

The action, on both manuals and
pedals, is unusual It is more solid
than the usual organ action. It re-
minds you of the best of the tracker-
action instruments, There is a feel-
ing of “following through™ with the
touch. This makes for cleanly-articu-
lated playing.

Although the Walcker is a classi-
cal organ of pure, even severe de-
sign, it is not limited to music of
the classic period. With careful pre-
paration, almaost anvthing can be
played on it, and can be made to
sound effective. All of us, builders
and organists alike, can learn some.
thing from a close study of this
remarkable instrument. THE END

ILLUSTRATION CREDITS:

9—Drawing by Horry McNaught

10 & |1—Bettmann Archive, Black Star,
Culver, Wide World

13—Acme, Blackstons Studies, Culver,
Wide World

|5—Acmae, Bettmann Archive, Black Ster,
Culver

| b—Bettmann Archive, Culver

19—Louis B. Schiivek

ALEXANDER

HOFSTEIN

Busoni-trained Piano-teacher 1

Post-graduates:
Available for a Limited Number of

Advanced Students & Recital Program Building

SEND APPLICATIONS TO WCB Artists & Concerl Managemenl, 236 W. 55th SLON.Y.18 N.Y |

NOW IN NEW YORK

o Paris Conservalory

Vit

Your CHitp NEeeps

an Annual Checkup with
National Guild Auditions

is important that your

child’s teacher belong to

NaTtional Guitp of PiaNno TEACHERS

Box 1113, Austin, Texas

CLASSIF

IED ADS

26—Drowing by Milten Fisher |

HARMONY, Compositlon, Orches-
tratlon, Musieal Theory. Private or
Correspondence Instruction, Manu-
scripts revised and corrected. Music
arranged. Frank 8. Butler, 32-46 107
8t., Corona, N. Y.

LEARN PIANO TUNNG—SImpli-
fied, authentic instruetion $4.00—Lit-
ernture froe. Prof. Ross, 456 Beecher
8t., Elmira, N. Y,

EARN PIANO TUNING AT HOUME,
Course by Dr. Wm. Hrald White. Pay
as you learn, Write Karl Bartenbach,
1001 A Wells 8t., Lafayaeite, Ind.

NEW MPANDO MUTE LETS YOU
PRACTICE DAY OR NIGHT WITH-
OUT MSTURBING 'THERS, Mutes
piano about §6%. Fasily attuched or
detached without harming mechan-
jsm. State upright, grand, or spinet!
Bold only on money back guarantee.
Send $6.00 for mute and full instrae-
tions. Richard Mavo, Dept. 004, 1120
Latona Street, Phila. 47, Pa.

YOUR UNWANTED MUSIC ax-
changed plece for piece, he each;
quality matched. Burpee's Specialty
Shoppe, Delton, Mich

W T0 FINGER VIOLIN COR-
LY., Hughes Studio, Route 2,
Rivers, Mich.

VIOLINS FOR SALE: Fine hand
ade violins. Wonderful tone. Made
ym finest selected wood, Write for
particulars—George & Joseph Holl,
617 Bast Maln 8St., Louisville 2, Ky.

TREATISE ON TRANST'MORTATION
for Musicians §2.00. THE SECRET {for
Singers $2.50. Two book Charles
Lagourgue now in Znd Edition. Ask
your desxler or send check to the au-
thor, 36 W. 6Tth Bt.,, N. ¥. C.

BACK POPULAR SHEET MUSIC
TO 1550 FOR BALE. BALLADS, RAG-
TIME, EVERYTHING. CATALOG 104,
WILL EXCHANGE CLASSICS FOR
BACK POPULAR MUSBIC. FORE'S, E.
3151 HIGH, DENVER 5, COLORADOQ

FOR SALE. Rare records, Lists
Collections bought. E. Hirschmann,
100 Duncan Ave, Jersey Clty, New
Jerasey.

ARRANGING for Band-Orchestra-
Plano Vocals, Manuscoripts corrected
and prepared for publication. Words
sel to music-school songe. Send
mnnn.:ucrlpt for estimate. Prompt
service. Val's Arranglng Studio, P. O,
Box 2168, Daytona Beach, Florida.

WRITERS, COMPOSERS: Your
name on penny card brings price list.
Mugdalene Kuhlman, 184 South Polnt
Drive, Avon Lake, Ohlo.

BOOKS for the vielin connolsseur
and player. Chamber musle for
strings and orchestra cheap. Hough-
ton, 42 New Bridge Street, Newcastle-
nna"]‘_'.'nn, En!]nhd_

SEWING PIANO—BY \‘I}\IL. 30 welf-

]

tenching lessons, §3.00, OVER

PUBLICATIONS —classical and pop-
ular. Order "boprhythmology,’ new
progressive plane solo $1.00. All new

work. Order frea samples,

Omnaha 8§, Neb,, [

PHIL
*TON PUBLICATIONH, P.O, Hox
1.8 4.

EMAN—Established I'ublinh-

ing firm wants man with car to sell
music library to families of musris

students

Introduction from teachor

makes It ensy to sell. Knowledge of
muslc not necessary. Guarantee paid

while learning
University Socclety,
N. Y. 16 N

16K—4ith

€«

Liberal commission
Ave.,

"BOOK CATALOGU KK, Bar-
ind scarcities, Barnett Hook

Ea
Shop, 27 ffuj’.‘lrd Street, New HBruns-

wick, New sey.

"WHOLESALE: Genuine Italian,
French, German Violins, Yiolas,

Cellos and Basses. Genulne old Bows,

old European
nighes ote. Must sell

material, tools, war-
Nusinovy,

2918 W. North Ave, lln'[_r!m:i_-_rr_iji> Md
PIANO ACCOMPANIMENTS HE-
CORDED. Séend music and check for

$1.20 Music returned

with TUN-

HREAKABLE RECORD, Vincent Re-
cording Service, P.O. Box 200, Union,

N. J

voals recrel.” Batiafactl
anteed. TInformation

noe of 40 vears re-
N EuNr-

free. V. L.

Behwenk, Redwood Valley, Californla.
WANTED: Inexpanaive violin made
in Japan, China, Australia, Denmark,
Mexico or Phillpplnes, Authentic and
labeled. Correspondence invited. Paul
J. Thomas, 18656 Iln(-!;\l'h- Place, N.W..

Washington % D.

GOOD SONGS WANTED for promo-
tlon to publizhers and recording com-
g

panies, Write for BooKlet
not send songs). M-0-8-8 Inec.,
West 42nd St

(T
113
New York 18, N. Y

WOMEN AND TEACHERS: Become

our réepresentatliven

: make hig money

as others do; spare or full time. Dig-
nified. pleasant occupation. For de-

talls, write: Musie

eichers Assao-

cintes, 28 Potters Lane, Great Neck,
N.Y

~WOL. 2. Universal Editlon 7 Beet-

hoven
volr A

ironx 63, N. Y

wishes to learn of n

ntas. Scherrer, 76891 Reser-

EAPERIENCED VOICE TEACHER
community

where there is an Interest In singing
and a neced for wvolece Instruction
(Tenor soloist; cholr director.) Write
Box 23, ¢/o ETUDE magazine, BErvn

Mawr, Pa

TFOR PIANO TEACHERS: Now
available, an all-inclusive basic list
of plano tenching material, covering

claseics, technical studies,

pleces,

ete., for all puplls, Including adulis

grades 1 to V1

2.00, For more Infor-

mation, write Jarvis-Maycon Enter-
};’rim;n. 1824 Spruce Street, Phila. 3
n. i
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i New mooeLs
4 EASIER TO PLAY

Find out about these sroan-
thonal new Conn Hand [nstru-
ments. Many woanderfol, ex=-
chusive festares | Today, mare
fhan gver, Conns afe the
“Chalen of the Artlsts. " Fou'll ad-
vanoe fastur and take more pride in
& genulne Conn—made by the

wathd's largest munulusturer. See
your desler ar write us for free Hi-
yrature. Mintkoen instriment. Cons
Rand Instrument Div., C. G, Conn
B, 113 Conn Bide., Efkhart, lnd, !
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LET'S GIVE THEM A REST!

(Continued from Page 17)

your preliminary slow practice.

It is amusing to note that this
composition was originally an aulo-
graph. The story goes that Marie
Wodzinska, whom Chopin at one
time wished to marry, asked him to
write something in  her album.
Chopin obliged with this gem of

| music, which was fully formed in

his mind but not yet committed to
a manusgeript. (Can you imagine a
1950 autograph hunter waiting while
a celebrity wrote down a three-page
muzical composition? )

Chopin never called this piece a
Nocturne, which explains why it does

| not appear in the standard collection
| of his Nocturnes. He marked it

“Lento, con gran espressione,” and
et it go at that—gave it no title at
all, as far as anybody has been able
to find out. However, owing to its
unmistakably Nocturne:like charac.
ter, it is now widely accepted, and
widely played, as n Nocturne.

3. enmorin: Polonaise in Csharp
Minor, Op. 26, No. 1 (Presser].
Substitute for Chopin’s “Military™
Polonaise.

It is a major mystery to me why
Chopin's first Polonaise is so seldom
plaved. It has—like =0 many of
Chopin’s better compositions—great
power alternating with great deli-
cacy, and inspired melodies singing
over distinctively Chopinesque har-
munies. It is perhaps a linle more
difficult than the A Major Polonaise,
but considerably less difficult than
the A-flat  (“Octave™) Polonaise
from Op. 53.

The majestic opening medsures of
Op. 26, No. 1, are as noble as any-
thing Chopin ever wrote. And I be
lieve the plirase from the meno mosso
section shown here (see cut) is one
of the loveliest inspirations in all

Chopin's compositions for the pianc.

Incidentally, Chopin wrote “con
anima” at the beginning of the mena
mosso section, Tt would be musically

%

dizastrous here 1o make the common
error of mis-translating “con anima”
as “with animation.” It means “with
soul.”

4. penussy:  *Voiles”  (Elkan-
Vogel) . Substitute for the eamposer's
“Clair de Lune."

This is one of the least-frequently
played works on my entive list. It
does not deserve to he neglected,
however. Its striking beauty and
originality make it an excellent sub-
stitute for the overworked “Clair de
Lune,”

“Vuoiles” calls for generous and
gxpert pedaling, much portamento
teuch, an unusual eontrol of dynam.
ics, and many other elements of the
pignist’s craft. Yet on the surface
it is deceptively simple. In the whole
piece, except for six messures in
the heart of it, there are only six
notes—E, Fusharp, Gsharp, C and
D. The reason is that *Voiles™ is
written entirely  (with the six-
measure - exception noted) on the

“Yes, that was Tehaikovsky's Pathétique, why?"

wholetone scale, without a single
passing note. Moreover, the six.
measure exception, written on the
pentatonic scale, contains only twp
notes, D-flat and E-flat, which are
not to be found anvwhere in the res
of the piece.

In my book, “Playing the Piano
for Pleasure,” 1 mentioned & com.
position I once saw: “The Storm—
an Imitation of Natare,” by Weber,
{H; Weber.) A notation read: “The
Joud pedal is to be held down
througliont the piece.” T thought it
very funny. Litde did T think the
day would come when I would ree.
ommend holding down the loud, or
damper pedal, through an entire
page of Debussy. Yet that is what
I do mysell. and recommend to my
pupils, for the final page of “Voiles.,”
Under optimum conditions of acous-
tics and piano resonance, you will
get & mos=t unu-ual and quite legiti.
mate effect. Remember that the en-
tire page is written on the six notes
of the wholetone scale, and that
these six notes, played together,
mike a dissonance but not a discord.

5. mmatcuaruvrian: Toccata
(Leeds Music). Substitute for Rach.
muninoff's Prelude in C-sharp Minor.

Thix piece has one attribute which
endears it 10 evervone who plays it
{including me). It sounds three times
as diffieult as it actually is. We may
question whether it is musically as
valuable az Rachmaninofl's Prelude,
But its technical requirements are
equally grear. And it is made up
of the same components—massive
chords alternating with passages re-
quiring fleet ﬁliger work.

Khatchaturian’s Toccata is per
cussive, dissonant and occasionally
disenrdant. But it is nonetheless a
true Toccata, or “touch piece,” and
thus, though ultra-modern in its
polyvtonality and <ome of its rhythms,
it is cast in one of the earliest mu-
sical molds. Tt is improviatory in
character and divisble into five sec-
tions, just like the first known Toc-
catas which Claudio Merulo wrote
about 1550, the Toceatas of Bux-
tehude and their spiritual descend-
ants, the later Toceatas of Bach. 1
guess that any of these musical an-
cestors of Khatchaturian would be
appalled by the conclusion of his
Toecata. a crashing Eflst chord
which alse contains F-flan

I suggest that the tempo indication
of “Allegro marcatissimo” (J.120)
should be followed quite literally. In
other words, don’t play it too fast.
For my taste. a number of concert
arfists are currently doing just that.
When the piece is played too fast
however, I think it loses the massive
impact of its chord passages, and
the rthythmic fascination of its
swifter interior sections.

The Russian pianist Alexander
Bmilnw;.l;}- once told me: “When a
f“*i piece is plaved too fast, it Joses
Its artistry, its value and its interest.
i becomes—nothing.” Tue Exp
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Grade 2
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