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SERKIN uses the Steinway exclusively. as does virtual_ly every great artist _today:
Appleton & Field, Barovsky. Brailowsky, Casadesus, First Pl_ann Quar_tet, _G|m_pe|,
Golschmann, Horowitz, Janis, Kapell, List, Lund_e, Lympany, i\fhchelangell, Mirovitch,
Reuter, Artur Rubinstein, Schatzkammer. Spalding, Steinberg, V\(lld, and many more.

. Over 1000 music schools and music departments of leading _cullegefs use the
Steinway. IMlustrated is Model “S” Grand in Mahogany. Term_s to suit your individual
nce! Your Steinway representative is listed in classified telephone directory.

convenie
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To build a happy bridge between
her outer world and the realm of
the imagination, your child needs
to look at life through music. A
Steinway makes this possible!

Whether you choose the Stein-
way Vertical or Grand, there is
no wiser investment in music for
the home. Its glorious voice and
enduring craftsmanship are un-
equaled by any other piano. The
Steinway alone has the Diaphrag-
matic Soundboard, which permits
big piano tone in the smallest
model: and Accelerated Action, so
essential for developing sensitive

touch. These and many other
superiorities are the reasons why
the Steinway is the choice of the
nation’'s leading piano teachers.

More inspiring than any single
Steinway superiority is the satis-
faction of owning a piano in which
you can have the utmost confi-
dence. The Steinway costs more
initially but, measured by abiding
rewards and endurance, it is the
most economical of pianos. For our
helpful booklet, “How to Choose
Your Piano,” write to Steinway &
Sons, Steinway Hall, 109 W. 57th
Street, New York 19, New York.

% STEINWAY THE INSTRUMENT OF THE IMMORTALS
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Cominb' in March. ...

Form in music is more important than ever.
declares WILLIAM GRANT STILL. out-
standing  American composer. Mr. Still,
whose works include the opera. “Troubled
Island,” and many compositions for large
orchestra, tells why he has avoided the
radical, experimental techniques of the
Twenties and Thirties.

The late RICHARD STRAUSS was famed
not only as composer hut as a skilled
orchestral technician. ETUDE presents for
the ﬁrst time in America Strauss’ “Advice
to Young Conductors,” assembled from
first-hand sources by Dr. Willi Schuh.

THOMAS MANN®S “Daoctor Faustus.” an-
nounced as a learned novel about a com-
poser named Adrian Leverkuehn, actually
is §h0t through with glaring musical errors,
points out Harold C. Schonberg, music
critic of the New York Sun. Schonberg
good-naturedly dissects the musical lapses
of Mann and other writers. from Charles
Lamb to Sir Arthur Conan Doyle.

“You Can Play the “Liebestraum?
Cadenzas!” maintains ROY ANDERSON
a teacher of Newport, Rhode Island. Mr.,
Anderson’s pupils have had spectacular re-
sults with his novel method for masterine
the cadenzas of the Liszt work, °

_DR. THEODORE M. FINNEY, pres-
ldEI.lt .of the Music Teachers National As-
soclation, sends greetings to members on
the eve of the MTNA Convention 1o

open in Cleveland February 26,

This Mont'h’s Cover

°® .Joe . Connolly, whose
Prize-winning painting of
ballet as the double-bas:
player sees it appears
on ETUDE’S cover this
month, is shown here at
work in his Paris arelier.
After three years’ study in
Philadelphia, under the
GL Bill, he’s realized a
long-standing ambition to
go abroad for further
training.

“I have 24 years behind
me,” Joe writes, “and onl
the last two have seen a
few sales.” He hopes 1o
have a show when he re.
. turns to this country, and
also paint more magazine covers. His ballet painting wa<
one of three prize-winners chosen from more than I.(f] g (]‘
mitted in ETUDE’s cover contest last fall. Jo o an
will probably stamp him as a counte '
Left Bank: he finds modem art uselt
color balance, hut for magazine illusty

JOSEPH CONNOLLY

Joe’s tastes in ant
1‘-1‘1’\olutimmr_\-‘ on the
il for composition and
ation he prefers vealism,

TPREITATY oy gue s cdiemieos o s
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Olivier Messiaen’s new sym-
phony, Turangalila, was presented
in December by the Boston Sym-
phony in its New York concert.
Conducted by Leonard Bernstein,
the work was so long that it oc-
cupied the entire program, with
five movements before the inter-
mission and a like number after it.
There are solo parts for both the
piano and the electrical instru-
ment, the Ondes Martenot.

Leonid Hambro has been ap-
pointed pianist with the New York
Philharmonic-Symphony  Orches-
tra, succeeding Walter Hendl, now
conductor of the Dallas (Texas)
Symphony Orchestra.

Geraldine Farrar has pre-
sented her library of operatic
scores, Lieder and art songs to
the New England Conservatory of
Music.

The Royal Philharmonie Or-
chestra of London, conducted by
Sir Thomas Beecham, will make
a tour of the United States and
Canada in the fall of 1950. The tour
will cover eight weeks and will
include most of the important
music centers of the country.

*

COMPETITIONS

The Lighth Annual Young
Composers Contest of the National
Federation of Music Clubs has
been announced., Cash prizes are
offered in three classifications: a
composition  for solo wood-wind
and string orchestra; a chamber
music work for not more than
three instruments; and an unac-
companied choral work based on
an American texl Prizes in the
first classificalion are £100 and
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¢50. First and second prizes in the
other two classifications arc $50
and $25. All information may be
secured by writing to Dr. Francis
J. Pyle at Drake University, Des
Moines, 11, Iowa.

The Lake View Musical So-
ciety’s first annual composers’
cash award contest for women
composers is announced. Prizes
are offered in three classifications:
chamber music, art song, and
piano. All details may be sccured
from Mrs. Vito B. Cuttone, Chair-
man, 421 Melrose Street, Chicago,
Lllinois.

Columbia University is spon-
soring a competition for a con-
certo or suite for brass octet. First
prize is $150. The closing date is
September 15, 1950, and all details
may be secured from the Depart-
ment of Music, Columbia Univer-

sity, New York 27, N. Y.

A 35-day, all-expense tour
of Luropean festivals will be of-
fered this summer by the Inter-
national Study Tour Alliance, in
cooperation with Temple Univer-
silty, the State Department and
heads of European governments.
The tour will include visits to three
major music festivals, Salzburg,
Lucerne and Edinboro, with Vien-
na and Paris also included in the
itinerary. Music students will be
allowed six semester hours’ credit
at Temple for the tour.

Transport will be by air, leav-
ing July 29 and returning August
28. The cut-rate price for the whole
trip, including travel, meals, lodg-
ing and incidental expenses, is
$875 per person. Further infor-

mation is obtainable from Temple

University, Philadelphia.

1

For years, people have been saying: “Why doesn’t some-
body make pianos lighter?” Somebody has. Today, leading
piano makers use Alcoa Aluminum Plates instead of heavy
metal, They have plenty of strength to carry the 18-ton
string load . . . reduce piano weight as much as 100 pounds.
That’s a piano improvement you can Jeell Testit for yourself.

V¢

(2
Al

.LléTEN to the full,

rich tone of the alumi-
num-cquipped piano,

é’rOP .. llave your -LIFr . or move

onc end of the piano.
Compare the “feel”.

dealer show you a piano
with an aluminum plate.

Think what it’s worth to get such fine musical performance
in a lighter piano. livery time you move, or rearrange your
room, you'll be glad your piano
has a “backbone” of aluminum!

FREE BOOKLET...
~___ send for your copy

ALUMINUM COMPANY OF AMERICA
1827B Gulf Building, Pittsburgh 19, Pa,

Please send my copy of your new Piano Plafe Booklel,

NAME

ADDRESS ____

S ZONE _ STATE_____
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Hew/THE ADULT
AT THE PIANO

TBoofe Gne

Presents a Musical Approach to first piano playing;
provides a definite training of the ear through vari-
ous types of melodies; stresses “Keyboard Feel”;
and sight reading. 75

BEGINNING AT THE PIANO, A preporatory book
bosed on a Musical Approach fer beginning younger
pupils up to 7 or 8 years of age. .60

AT THE PIANO—Book One. A book for any age

following preparatory level 1.00

ATTHEPIANO—Books 11, 111, IV, Technic Through
Music is the thought throughout this course.

Each 1.00

TWO PLAYERS AT THE PIANO. Good supple-
mentary material and for sight reading with first
grade materials. Presented in the same pedagogic
manner as the first book. 1.00

COMPANION SERIES — Books I-1l. Additional
study material. Each 1.00

COPIES SENT FOR YOUR EXAMINATION

Y%e BOSTON MUSIC COMPANY
Al Music of All Publishers

116 BOYLSTON STREET  BOSTON 16, MASS.

OBERLIN
CONSERVATORY

OF MUSIC

INTERVIEWS AND AUDITIONS
FOR ADMISSION
FOR THE SCHOOL YEAR 1950-51

OBERLIN
COLLEGE

NEW YORK, N.Y.—March 1—11
ST. LOUIS, MO.—March 18—23
OBERLIN, OHIO—April 2—11

Limited enrollment. Early applica-
tion is desirable. Catalogue and
@ details are available on request to
the Director of the Conservatory,

Degrees: Bachelor of Music, Bache-
lor of Music Education; Master of
Music, Master of Music Education.

DAVID R. ROBERTSON, Director Member of the National Associa-

Box 520, Oberlin, Ohio tion of Schools of Music.
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HE gradual acceptance of the

- pianuforle as a successor to the
clavichord is reflected in the social
life of Thomas Jefferson, who was
an enlightened amateur of music,
He bemoaned the fact that music
was little cullivaled in America:
“Fortune has cast my lot in a
country,” he wrote, “where music
is in a state of deplorable barbar-
ism.” In planning his home at
Monticello,  Jeflerson  provided
space for a small orchestra. He re-
gretted that “‘the bounds of an
American fortune will not admit
the indulgence of a domestic band
of musicians,” but he did import
musical instruments. He bought a
violin, and planned to acquire a
clavichord as a wedding gift for
his fiancée, Martha Skelton. Then
he saw a pianoforte, and quickly
decided in favor of purchasing this
more modern instrument. He wrote
to his agent in London: “I must
alter one article in the invoice, I
wrote therein for a clavichord. 1
have since seen a forte-piano and
am charmed with it. Send me this
instrument then instead of the
clavichord: let the case be of fine
mahogany, solid, not veneered; the
compass from double G to I in alt,
a plenty of spare strings, and the
workmanship of the whole very

handsome and worthy of the ac-
ceptance of a lady for whom I in-
tend it.”

THE GRANDEST of all grand
pianos can be seen in a Paris mu-
sic shop on rue Caumartin. It has
eight octaves, reaching down to
the C a sixth below the lowest A.
It was manufactured by Bésen-
dorfer at the order of a Russian
prince, in 1913, at the time when
there were Russian princes with
a lot of imperial coin to indulge
their cultural whims. The Paris
specimen is two meters and 90
centimeters long, and one meter
and 05 centimeters wide. A pianist
sitting down at the instrument 18
momentarily confused as to the
position of middle C in the vast
expanse of the extended keyhoard,
but once he regains his bearings
there is a weird fascination in sam-
pling the rich undertones gener-
ated by the extra bass notes.
Chime-like sonorities in such pieces
as the piano version of the Coro-
nation Scene from “Boris Godu-
nov,” are particularly impressive
on the Bosendorfer super-grand.
Also Ravel’s “Jeux d’Eau’ can be
played with new effects. In the
black-key cadenza, Ravel had to be
contented with a low A as an er-

EIGHT-OCTAVE PIANO

WBasrndorls




BY NICOLAS SLONIMSKY

satz for the non-existent G sharp.
On the eight-octave piano, the true
pedal point is available, and the
cadenza will look and sound as
Ravel must have intended, with G
sharps all the way down.

UNDER THE SUPERVISION
of his proud father, a child prodigy
was exhibiting his powers in spon-
taneous improvisation for the ben-
efit of admiring guests. He began
bravely with rolling arpeggios,
then suddenly stopped. IHe tried
again, and burst into tears. “Ia-
ther, I forgot the rest of my impro-
visation,” he sobbed.

ANS VON BULOW was dis-

gusted with the playing of the
Berlin Opera orchestra, and pub-
licly declared that it was inferior
to the band at the Renz Circus.
This aroused indignation among
the members of the Berlin Opera,
and a public apology was demand-
ed. Von Biilow’s reaction was true
to type. He forthwith dispatched
a letter to Renz begging him to ex-
cuse the affront inflicted on his
circus band by comparing it to the
Berlin Opera!

Incidentally, Renz himself had
little use for opera. Once he went
to hear “The Prophet.” After the
performance was over, he hastened
back to the circus in time for the
grand finale. To his dismay, the
circus band struck the march from
“The Prophet.” He rushed to the
bandleader and demanded: “How
long did you have this music?”
“Why, we’ve been playing it for
years,” replied the conductor. “For
years? I have just heard this
march at the Opera. They must
have stolen it from us!”

MANY PIANISTS, particularly
those of the modern rational school,
practice scales and technical pas-
sages while reading a magazine
or a novel propped on the music
rack. But few can equal the feat
of Sir Walter Parratt, the eminent
British organist, who used to carry
on a chess game, dictating the
moves without looking at the chess-
hoard, while playing a Beethoven

FETEDE FEBRUARY 1950

sonata on the piano. He was a fair-
ly good chess player, and usually
won his games against amateurs.
As the chess climax approached,
he would speed up the tempo, and
with the last resounding chord of
the coda, announce “check and
mate!”

WHAT IS THE ORIGIN of
cakewalk ? It seems that this quaint
American dance, the inspiration of
Debussy’s “Golliwog’s Cakewalk,”
is connected with the colloquialism,
“it takes the cake.” “The Diction-
ary of Slang and Colloquial Eng-
lish,” by Farmer and Henley says:
“In certain sections of the U. S. A.,
cake walks have long had a vogue
among the colored people. The
young bucks walk from one end of
the hall to the other. The marking
is done on a scale of numbers.
The prize is a cake, and the winner
takes it.”

WHEN VERDI finished the com-
position of “II Trovatore,” he
played the Anvil Chorus and other
highlights {rom the score for a
friend who was known for his re-
fined tastes. “But this is vulgar
music,” exclaimed the {Iriend.
“Fine,” said Verdi. “If you find
it vulgar, the opera will be a great
success with the general public.”

HANS VON BULOW used to
say that opera composers can be
divided into two classes: (1) Those
who enrich the repertoire of barrel
organs, and (2) those who borrow
tunes from the repertoire of barrel
organs.

GRIEG’S ANCESTRAL name
was spelled Greig. His grandfa-
ther was a Scot who left his native
country after the defeat of the Scot-
tish rebellion in 1726, setiled in
Bergen and changed his name to
Grieg. The composer cherished this
memory, and used to carry, ap-
pended to his watch chain, the
family seal. with the figure of a
ship in stormy seas, and a motto.
At spes infracta, “unbroken hope.”

there’s
ﬁ magic
& at
your fingertips
with

THOUSAND AND ONE

the captivating Strauss waltz

Transcribed by
C. A. Dreyer

for TWO PIANO-FOUR HANDS
Price $1.50

NIGHTS

Other Music for Two Pianos

ALBENIZ—Sevilla .. ..., cames 00
GLIERE—Dance of the Russian Soldiers........ 1.25
LECUONA—Cordoba ............ vk sy seses LU
LECUONA—Danza Lucumi .+.eveeeeneeacea.. 1.00
RESPIGHI—Notturno ...... Gk s s s s smmees ol
RACHMANINOFF—Tears ...... ceeersessa.. 100
SAINT SAENS—Danse Macabre ...vvvevsvevss 1.25

STRAVINSKI—Dance Russe . ...vvvvinnnenn.. 1.00

EDWARD B. MARKS MUSIC CORPORATION
RCA Bldg., Radio City, New York, N. Y.

NOW you can

Produce Your Own
Music
Manuscripts

Hundreds of copies
for just a few pennies
—with the new A. B. Dick music manu-
script stencil. It comes with 10 staffs
impressed. You simply add notes with
an easy-to-use roll point stylus—then
mimeograph as many copies as you
wish. Or, if you need manuscript
paper, just run ‘“as is.” Either way
these stencils can be filed for re-runs.
Mail the coupon below or see your A. B. Dick distributor for

full information about these new music manuscript stencils, for
use with all makes of suitable stencil duplicating products.

e St et e e e e e e e e e e e e e e =
E Tell me more about the new Music Manuscript Stencils. i
| Name I
= Address %
] City [
= Mail this coupon to A B DICK COMPANY I
L DEPT. E-150; 5700 TOUHY AVENUE, CHICAGO 31, ILLINOIS 1

_______________________________ J
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This Heavenly Music - for Jour Church

From the faintest whisper of sound to full
majesty of tone, the Baldwin Electronic Organ brings the in-
spiring grandeur of traditional organ music to your church,
The trained ears and fingers of accomplished organists have
recognized in the Baldwin the wonders of expression and
feeling found in the finest instruments

- . the magnificent

glory of tone associated with worship and devotion. Yet the

Baldwin can be installed for a fraction of the expected cost,

Send for folder describing this instrument,

MODEL 5

BALDWIN ELECTRONIC ORGANS

THE BALDWIN PIANO COMPANY, DEPT. E-2, CINCINNATI 2, OHIO

BALDWIN + ACROSONIC « HAMILTON AND HOWARD PIANOS
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Robert Helpmann and Margot Fonteyn, of the British Sadler’s Wells Ballet, dance “Le Lac des Cygnes” in traditional style.

ceotl Mew freedom

Creating its own patterns,
contemporary ballet finds music no longer a tyrant but a stimulating ally

land’s great Sadler’s Wells Ballet, was
understandably delighted by the popu-
lar and critical reception of her company in
its first New York season last year at the
Metropolitan Opera House. At luncheon T led
our discussion into the question of non-dance
critics who review dancing. Miss de Valois
rep]ied that next to a reviewer trained in the
dance, she valued most highly the opinion
of a reviewer expert in the art of music.
Some vears before, at another luncheon, I
had asked Martha Graham the same question.
Her answer was that if the towns in which
she appeared did not have a dance critic, she
would prefer the local sportswriter to review
her performance. _
These opposed points of view are, I think,
a concise summation of the difference between
sraditional ballet and modern dance. They are

N]NETTE DE VALOIS, director of Eng-
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BY WALTER TERRY
Dance Critic, New York Herald Tribune

in essence two contrasting ways of looking
at music in relation to the dance.

Miss Graham apparently felt that the musi-
cally-trained critic would appraise her per-
formance by listening rather than looking,
emphasizing musical backgrounds and seeing
her dance primarily in relation to musical
forms. On the other hand, the sportswriter,
though his perceptiveness might stop with
muscular prowess, would center his interest on
the dancer’s art-material, movement.

Miss Graham’s field of modern dance is
almost exclusively concerned with dancing. Tt
employs musie, painting and architecture to
heighten the effect of the dance.

Ballet, on the other hand, is not exclusively
dance, although dancing is its main ingredient.
Tt is a theatre form composed of dance, paint-
ing-architecture, drama, and music.

Ballet, particularly traditional ballet, reveals
a close relationship belween choreographic
form and musical form. Such musical forms
as the allemande, pavane, courante, and gal-
liard, although they were originally dance
forms and continue to retain their dance iden-
tities, are found in the classic suites of Bach
and Corelli. Lully used dance forms for all
his music: even his vocal works betray the
influence of the dance. The influence of dance
rhythms became especially marked with the
rise of orchestral music; in fact, the origin
of orchestral music may be traced in dance
rhythms.

Although the court dance and the people’s
dance had led to the creation of music suitable
for dancing the pavane, allemande, gigue and
galliard, composers soon adopted these forms
to their own purposes. The dance heritage.
though remembered, was no longer a govern-



BALLET

ing factor in such compositions; one can
hardly imagine a dancer performing to a
gigue from one of Bach’s unaccompanied
violin sonatas. Pavanes and galliards con-
tinued to be written for dancers as well as
for instrumentalists, but composers, by taking
over dance forms, tended to restrict the dance
creator to those forms.

The 16th, 17th and 18th century process of
music’s domination of dance forms was re-
peated in the 19th century as other dances—
the mazurka, czardas, and march, for example,
moved from the social dance sphere to the
theatre. Therefore, most 19th century ballets
were based musically on such evolved dance
forms, as whole scenes of the still-performed
“Raymonda,” “Coppelia,” “The Sleeping
Beauty,” “The Nutcracker” and “Swan Lake”
(full-length version) attest.

One may ask why the choreographer should
not be content with such sympathetic musical
backgrounds. The scores were inspired by and
designed for dancing. Many were the result of
collaboration between composer and choreog-
rapher. Was this not an ideal relationship
between music and the dance?

It seems probable that pre-20th century
ballet choreographers thought so. They ap-
pear not to have realized or cared that the
music they and their forbears had helped
create was in several respects circumscribing
their present creative efforts.

But music could not control the dance in-

definitely. Happily enough, when the inevi-
table revolt established a dance free of mu-
sical domination, it did not destroy the heri-
tage of ballet-music companionship developed
during ballet’s long history. It simply meant
that for the western theatre, two kinds of re-
lationship between dance and music existed
where one had sufficed before.

These relationships are clearly apparent
in contemporary dancing. In a ballet of the
classic-romantic school, whether built upon
already-written music or the result of col-
laboration between choreographer and com-
poser, the beholder is generally aware that
the dancers are dancing to the music. In mod-
ern dance, on the other hand, he discovers
that the dancers are dancing with, against,
because of or in spite of the music, but rarely
to it. In modern dance, the dance is paramount.

This does not mean that the ballet choreog-
rapher is fettered by his accompaniment. He
is merely concerned with music as an in-
gredient of his creation. The old stories of
choreographers who requested eight bars of
music in quick tempo, 16 bars of slow music,
a section in march-time or a pizzicato passage
reflect their concern for the musical forms 1o
which their artists would dance.

In creating ballet to musical masterpieces
already written, the choreographer is even
more involved with musical demands. If the
music has inspired him, it will also discipline

Music serves the dance in Antony Tudor’s “Pillar of Fire”, presented by Ballet Theatey’s Diana A dams, 1y
S, ugh Lai
o alng

him to seek parallel choreographic forms.
This, however, is not universally true of
ballets being created today. Many contempo-
rary ballets which depart from traditional
forms share the choreographic-musical re-
lationship found in modern dance. In Antony
Tudor’s ballets—*Pjllar of Fire” and “Lilac
Garden,” to name but two—music serves the
dance, but in no way interferes with it.
. Mr. Tudor does not disregard the music; he
simply refuses to he controlled by its formal
'details. If the choreographic plan demands
it, he will have his dancers move fleetly to
slow music, percussively to lyric sections, or
even stand utterly still while sound surges
by. He achieves contrast and dramatic point
through his awareness of the theatrical powers

¢ . :
of music as.st%mu]us or comment rather than
s mere artistic discipline,

One may point to other contemporary bal-

}ef “’thh l'epresent.superior music-dance col-
aborations, byt which do not: sive theloir
Eoser the dominant voice. One I?ﬁght even £o
“;Zi l:o the great Michel Fokine and his
phy. “Sch _— forms of earlier choreogra-

h)'(. cheherazade” was a new kind of ballet
which freed the choreographer,s imagination.

“Fall Ou;vgeieen:e;elfffFOI'_iefu Agnes de Milles

send ” (with score by Morton
Jerome Robbipe’ “Fancy Free” and
(both by Leonard Bernstein);
ertow” (William Schuman), and

Gould),
“Facsimile”

Tudor’s “Und

8; Norma Kaye.
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Drama governs musical and choreogra-
phic form in Balanchine’s “Orpheus”
danced by Magallanes and Tallchiel.

George Balanchine’s “Orpheus” (Igor Stra-
vinsky) indicate that traditional forms no
longer fetter either composer or choreogra-
pher, but that specific drama, specific theme,
specific kinetic plan govern the form, both
musical and choreographic, which a work is
to take. This plan of action, it seems to me,
is beneficial to composer and choreographer
alike. for it obviates the potentially stagnating
effect of formula.

Heritage and tradition, however, are not
necessarily forsaken. Balanchine ballets set
to classic music represent an inspired contem-
porary use and extension of traditional forms.
And in a work such as “Rodeo,” de Mille re-
minds us that folk music and dance are still
needed to enrich our theatrical repertory.

The trend in contemporary ballet, and in
American ballet specifically, is quite clear. It
is, simply, that tradition is respected and used
but not permitted dictatorial powers. The clas-
sic dance forms, folk forms and established
musical forms continue to serve as stimuli
for choreographer and composer. Ballet is thus
able to continue its old relationship to music
as an activity set to music and, in its more re-
cent development, to find in music a supporl-
ing, stimulating but not controlling partner.

Modern dance choreographers, too, are in-
terested in music as a stimulus. as a way of
achieving dramatic content and as an aid to
dance richness. Modern dancers. particularly
Martha Graham, have fostered the creation of
distinguished music. Through the demands
made on their collaborators they have provid-
ed composers not only with fresh ideas but
with fresh challenges to their powers.

[f the music-lover admits, even grudgingly.
the rightful independence of the dance art, he
chould also note with pride that his art of
music. honored and cherished in its independ-
ence. is equipped in innumerable ways to
serve an allied art and. perhaps. to enrich it
sell through such service.
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Martha Graham, Mark Ryder and Erick
Hawkins in “Night Journey™ typify the
modern dance, not bound by formula.

Wt

PALEOLITHIC DANCERS

1000 (7) A.D.

1200 (7) A.D. Folk-dance

1300 AD. m_[
1400 A.D.

1600—A.D. . Ballet

1700—A.D. Folk, court dances:

1800—A.D. Ballet

1900—A.D. Modern dance

=

The choreographer’s imagination goes
“IFancy Free” with the Ballet Theater
dancers Bentley, Braun, Kriza, Solor.

EGYPTIAN MUSICIANS

Troubadors,

Ballad (orig-
inally either
danced or sung)

“Mystery” plays Liturgical music

Opera Motet, madrigal writers

minnesingers

Palyphonic composers;
orchestra's instruments
improved; beginnings of
modern orchestralion

Classic suite,
concerto grosso
—based on
dance rhythms

Nineteentt century

Ballet music; ;i
romantic composers

ballet suites

“Rodeo”
“Facsimile”
“Fancy Free”
“Billy the Kid"”
“Orpheus” ete.

Contemporary composers

Ballet and music have developed side by side throughout history. The words
“hallet”™. “ballad™, “ballade’ all have a common origin in music and the dance,



between audience and musicians and sets concert-going records

@ ORCHESTRAL NEWS is being made
these days in Oklahoma City, where a Texas-
born genius named Victor Alessandro has
come up with a solution to the problem that
faces every symphony conductor. _

That problem is, how to do away w1’fh the
footlights. Not literally, of course, but in the
sense of removing the barrier between per-
formers and audience, making listeners par-
ticipants in the music instead of spectators.

In these days of mounting deficits and
mounting taxes, every orchestra must broaden
its popular appeal or go under. The day of
the wealthy patron is past; people who pos-
sess wealth are becoming downright coy about
admitting it. Orchestras must look to a mass
audience for support.

This means that orchestral performance
must be made as exciting as possible to as
many people as possible. Audiences must bhe

10

With listeners on all four sides, the Oklahoma State Symphony play

attracted by sheer love ot music rather than
the desire to be seen at a fashionable enter-
tainment. Snobbery is a luxury which rela-
tively few can afford.

Back in the Thirties, young Victor Alessan-
dro, confronted by this impasse, pondered,
then hit upon the idea of the Oklahoma State
Symphony Society.

If you should pass through Oklahoma City
one of these days and walk up to the box
office window of the city’s sprawling Munici-
pal Auditorium to buy a ticket for one of the
concerts of the Oklahoma Symphony Orches-
tra, the cashier, gently but firmly, will tell
you that you can’t buy it. You can’t and no-
body else can. The only way to get in is to
get in for free—by becoming a member of
the Oklahoma State Symphony Society.

The cashier will hand you a little yellow
booklet and from it you can learn that “to

i

- . . - ?
ays in its “Hall of Mirrors.”

Oklahoma Wizard

VICTOR ALESSANDRO, conductor of the Oklahoma Symphony Orchestra, breaks

down barriers

By H. W. HEINSHEIMER

be identified with the Oklahoma State Sym-

phony So_mety = to be recognized as one who
serves with distinction this great common-
wealth of Oklahoma—anq the nation.”

THE CASHIER will
again, hut firmly,
buy a ticket to hea
sufficient {o qualify
have to do hetter,
willingness to cont
Permanent hagj

explain to you, gently
that the mere desire to
r Heifetz isnt considered
you for admission. You
You have to show your
ribute on a much more
L & towards the support of an
educational and cultural institution—and you
can do so by becoming a member of the state-
wide “Oklahoma State Symphony Orchestra,
Inc., maintaining and operating the Oklahoma
Symphony Orchestra.” R

More than 5000 citizens of Oklahoma have
joined in this unique crusade for more and
better music in a (Continued on Page 51)
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What Chopin
oght of Liszt

really thou

And other opinions, translated into English for the first time

BY BRONISLAW E. SYDOW

i @ Music historians point to Chopin and Liszt as an ideal musical
! friendship. Chopin’s uncensored opinion of his fellow-virtuoso,

however, was less flattering than is generally supposed. It is here
presented in excerpts from Chopin’s letters to his friend Delfina

Potocka. They appear in “Frederick Chopin,” a new book edited
by Stephen P. Mizwa. copyrighted 1949 by the Kosciusko Foun-
dation. Excerpts are reprinted by permission of the Foundation.

HEN I am thinking of Liszt as a com-

poser, I see him Dbefore my eyes—pow-
dered, on stilts, and blowing into the horn of
Jericho fortissimo and prestissimo.

Liszt has proposed to me that he would like
to make variations of some of my Etudes.
I asked himn politely to occupy himself with
something else. Now he is complaining to
everylrody that I said nothing when Kalk-
brenner made variations on my Mazurka,
while I won’t permit him to do the same thing.
He talks and talks to people, but he is most
polite to me, and so am I to him. A funny
man; he cannot squeeze any music worthy of
God or man from his own brains, but he is
greedy of others’ works, as a cat is of cream.
There are people who admire him, but I al-
ways repeat that there is skillful work in him,
but not a shadow of talent.

Now when he plays my works, he does not
add a single note. since I have given him some
seasoned compliments. 1 always repeat to ev-
erybody: if you wish to play my things, play
them as they are written; if not, please com-
pose yourself and do not enter into someone
else’s music like a pig in the garden.

It would be difficult to find somebody more
dexterous than Liszt. He replaces the lack of
inspiration with skillful tricks, and will so
bewilder and stupefy you with his facetiae
that vou would swear that he was a genuine
creator, whereas he is only a most skillful
juggler.

But what he lacks as a creator is compen-
sated for by his consummate skill in ex-
pressing other people’s thoughts and other
people’s works. I wanted to play all my Etudes
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for you myself, but now I prefer that Liszt
should do it. Played by him, they will sound
better to vou. I am unable—as much as |
love you—to play them in such a manner.
This is one ol his ne plus wltras. Everyone
is delighted by the way he plays them—and
rightly so.

CONCERNING GENIUS

Every genius is a revolutionary who pro-
duces a great deal of commotion in the world.
After he has abolished the old rules he writes
his own, new ones, which no one even half
understands: and alter he has stupefied and
bewildered everybody, he leaves the world
neither understood nor regretted. When he is
no more, the people breathe easier. Nol al-
ways does the next generation comprehend
and appreciate him properly. Sometimes it
may even lake a whole century.

It is a curious question: does the genius
feel his own greatness? . . . does he under-
stand how far his echo will reach into the
centuries? That only posterity can understand
him is clear to me. When you are contem-
plating a colossal piece of sculpture, you can
see it well only from a certain distance. When
standing near, you can never see the whole
object, and looking at it part by part, you
will have a misshapen impression of it.

The genius is the strangest of men because
he is so far ahead of his contemporaries that
they lose sight of him. Moreover, nobody
knows which generation is going to compre-
hend him.

Genius has a big nose and a splendid sense
of smell which enable him to catch the direc-

tion of the wind of the future. Don’t think
that I am imagining that I am a genius, pos-
sessing as [ do an enormous nose (ogromne
nosiwo) ; you understand that I mean quite a
different kind of nose.

JOHANN SEBASTIAN BACH

Bach will never grow old. The structure
of his work is like those ideally built geometri-
cal figures, in which everything has its place
and in which no line is superfluous. Bach re-
minds me of an astronomer: there are people
who are unable to see anything in his work
except a series of difficult ciphers, but others,
who know how to feel and understand him,
Bach leads to his enormous telescope and lets
them admire the stars of his masterpieces. If
any epoch should neglect Bach, it would give
evidence of shallowness, stupidity, and spoiled

taste.
When I am playing somebody, I often think

that 1 would make this note or that different.
But that never happens when I am playing
Bach. In his work everything is so ideally
made that one cannot imagine it otherwise;
the smallest alteration would spoil everything,.
Here. as in geometrical figures, the slightest
change is impossible.

BACH, MOZART, LISZT

Every creator has moments when his in-
spiration weakens and when only brainwork is
done. When oife picks up musical notes, one
can point out such parts with the finger. The
main thing is that there should be the greatest
amount of inspiration and the least possible
amount of work. (Coniinued on Page 54)

11



Members of the Glee Club of Bal-
timore’s Public School No. 236 make
a record of their voices. The record-
ing machine is an important item
of equipment for Baltimore schools.

Record

your

performances

Progressive educators achieve better

results in shorter time through use of sound recorders

IME, to a school music teacher, is too
short. School enrollments increase, stu-
dents expect a greater variety of musical ex-
periences and the community wants to hear
more and more of the music its children are
making. All this is to the good. Yet for the
teacher it means doing more in less time.
Fortunately, there is an increasing number
of aids for the harassed teacher, and one of the
most versatile is the sound recorder. For the
interested and imaginative musician, a record-
ing device can be used to solve a number of
otherwise frustrating problems.

For instance, only a few weeks after the
opening of school, members of the All-State
Chorus would come together for three days of
rehearsals with the guest conductor for their
annual performance at the state convention
of public school teachers. Representatives
from the choruses of the city already had been
chosen and were preparing their music. Tenors
and basses in one of the boys’ vocational high
schools had difficulty hearing their parts in the
music for mixed chorus because the soprano
and alto parts were never sung with them, and
only a few inter-school rehearsals, with all
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parts being sung together, could be conveni-
ently scheduled.

A wire recorder was owned by the school,
and the instructor brought it to a girls’ high
school where he recorded the soprano and alto
parts as sung hy the girls’ chorus. At the fol-
lowing rehearsals the boys sang in their own
rehearsal room, hearing all four parts of the
songs for the festival program. The musical
context was more clearly understood because
it was heard in its complete form. The net
result was a saving of rehearsal time and
teacher energy, with the added dividend of
more intelligent singing on the part of the hoys.

® Before recounting other examples of the
practical value of recording equipment it may
be well to review the various kinds of instru-
ments available. The acetate disc recorder
has been used for many years and its advan-
tages and limitations are quite generally known,
It is only recently that tape and wire recorders
have been commercially produced in quantity,
and at a price which permits their frequent
use in schools and in the studio of the music
teacher. The advertisements describing these

By Kenneth Hjelmervilk

i1:uum'do:rs already are so numerous as to con-
use the prospective buyer. Shall it be disc or
wire or tape? A good beginning is to deter-

mine what you wish to record and for what

purpose. Most of these machines are well

adapted to serve g specific function; no ma-

chine serves all purposes equally well or fits
the same purse,

® Bf)lh lape and wire recorders are less ex-
PERElve 10 operate thati thes dise recorder
:;ccausedtape a:}d wire can be re-used literally
“erssed” and iy oo oy
: E higher, for each
minute of recording, thanp cilhc‘; t .
.‘\-150, the dises cannot be
wire break, or a section be removed, it can
be knotled—as simple as that, Ta )cgcan be
'll(‘n'n a;ld the two ends fastened w%th Scotch
ape. er, dises ¢
78]r.p.n:.n:s:;]]:)L:]::[U)sllL;:lbl; P e
Ridnic 0 insu-ub 'f .(o not require the
g ment foy reproduction as do
the tape and wire machines \
Disc recordings are byief |
the performance you (

ape or wire.
edited. Should the

£ 1t is easy to locate
Continued on Page 59)

. PR. KENNETH HJELMERVIK
is director of music education
in the Baltimore Public Sechools.
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. ON A G NOTE

BY VIKTOR FUCHS

The secret of free, eﬂ’m'_tless top tones—aua studio-tested formula

COMPARED to a violinist or a pianist, a
singer starts his career in an amateurish
way. Not infrequently, he remains an amateur
even after he has become a well-known artist.
The pianist or violinist has only to learn to
master his instrument. The singer, whose in-
strument is his voice, must develop his instru-
ment before he can master it.

The singer is at a disadvantage in still an-
other way—his instrument is subject to his
mood or physical condition.

No matter how nervous a piano virtuoso
may be, his well-tuned Steinway is cool as
a cucumber. What does an instrumentalist
worry about before a performance? Mainly,
whether he will be technically perfect, and
whether his musical memory will function.

The singer, of course, worries about these
things too. He is, in addition, greatly con-
cerned about his instrument—whether he is
in good voice or not. More than that, he
wonders whether his voice will remain in the
same condition throughout the performance.

Another hazard is that the singer, like
everyone else, uses his voice mainly for
speaking. Since we learn to speak—that is,
to use our instrument, the voice—in a hap-
hazard manner, most of us show many faults
of speech. A child learns to speak by imi-
tation. If he hears English spoken with a
Southern accent or Midwestern burr, he too
will speak with a regional peculiarity.

In every regional accent, the muscles of
the mouth and throat are used in a certain
typical way. This way of using them becomes
automatic, and follows into singing—a fact
the voice teacher has to take into account
when he gives a beginner his first lesson.

But even a beginner in singing is not one
who has never sung a note before; on the
contrary. he has probably sung quite a bit al-
ready and is accustomed to using certain sets
of throat muscles in a certain way. When the
voice teacher starts his instruction, his job
is not only to teach his pupil how to use the
right muscles, but also to help him get rid of
previously acquired bad habits.

Now. someone mighi ask, “What about
those beginners who are naturally so talented
that they have no faults or bad habits in their
singing?” Of course, there are such people,
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but they are exceptions to the rule.

In general, the instrument of the singing
voice is the same as the instrument of the
speaking voice, even though we do not use it
in exactly the same manner. Since we start
to talk without learning to talk systemati-
cally, our speech is always technically more
or less faulty. Therefore, we usually start out
on a faulty basis when we first sing.

Also, when we first start to sing, as chil-
dren in school, we never think of the quality
of our voices—whether we sound beautiful or
not. We are only concerned with producing a
melody. Similarly, when we speak, we are not
concerned with tonal quality, but merely with
the thought we wish to express.

The voice teacher, therefore, unlike his

colleague who teaches an inanimate instru-
ment, starts with a pupil who is already ac-
customed to using his instrument in a way
peculiar to him, and whose instrument, his
voice, is not in perfect order.

Most young people wish to study singing in
order that they may enlarge the volume and
the range of their voices. What is really more
important is to improve the quality of their
voices, since singers have always been judged
not by volume and range, but by beauty of
tone. There have been many singers who
could sing with greater volume and wider
range than Caruso, and yet Caruso has re-
mained incomparable,

Young singers, and, alas, many voice
teachers, attempt (Continued on Page 55)

IGOR GORIN, famous baritone. has learned from voice teacher Viktor Fuchs that in-
creases in vocal range come slowly. It is risky to produce high notes by forcine them
J J e .
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by gian-carlo menotti
A conference with ANNABEL COMFORT

@ A native of Milan, Gian-Carlo Menotti, composer of "The Telephone™
and "The Medium," came to America at 15 to study composition with
Rosario Scalero at the Curtis Institute of Music. His first opera, "Amelia
Goes to The Ball," was premiered in Philadelphia in 1937. When "Amelia"
was staged at the Metropolitan, one critic called Menotti "the first origi-
nal voice in lyric theatre since Puccini." His newest opera is "The Consul."

IN the past fifty years, the theatre, particu-
larly in America, has been imprisoned by
photographic realism. Recently, many impor-
tant writers, both here and abroad, have tried
to combat theatre realism with imaginative
plays like “The Mad Woman of Chaillot,” “No
Exit,” “The Skin of Our Teeth,” and “Glass
Menagerie.” The prose theatre, of course,
tends by its very nature toward realism. There
is even greater opportunity for imaginative
writing in the lyric theatre, if its potentialities
are fully realized.

My advice to any young composer who is
writing for the stage is to study classic and
modern staging. I have seen too many operatic
scores of young composers who have used
libretti written by people who are ignorant of
any stage technique later than the time of
Victor Hugo. They still think that characters
in an opera must wear plumed hats and carry
swords. They do not realize that the romantic
attitudes of composers in the past (Verdi,
Weber and Wagner) reflect the revolutionary
ideas of the prose theatre of their period.

Modern opera should forget these attitudes
and use the experimental devices of the mod-
ern stage, and try to further such experiments
in lyrical terms. I do not believe that opera is
necessarily an art of the past. On the contrary,
I believe that it can be the theatre of the future.

In writing “The Medium,” T hoped to indi-
cate that it was possible to create a theatrical
formula that could embody the excitement and
novelty of a modern play, plus the beauty and
expressiveness of opera. Too many people
think that the only possible subject for an
opera is one completely removed from actual-
ity, and reflecting only a certain nostalgia for
the past. They forget that M_ozart wrote of the:
period in whi'ch hg 111ved_, using Beauma‘r?h_m?n
explosive satire, “The Marriage of Figaro,
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as his libretto. Nor did Verdi or Puccini hesi-
tate to utilize such contemporary plays as “La
Dame aux Camelias,” (“La Traviata™), La
Boheme,” “The Girl of the Golden West,” and
“Madame Butterfly.” The limitations of the
lyric theatre are not in the subject matter, but
in the treatment of it.

Whether you write about an old maid in
New England, as I did in “The Old Maid and
the Thief,” or an over-garrulous young lady
as in “The Telephone,” the problem is how to
formalize such subjects—or, how to discover
in them that vein of poetry which demands
musical expression. There are situations and
even phrases that are hopelessly inappropriate
for musical treatment, because they lack the
essential poetic quality.

That is one of the reasons why so many
people object to opera in English. How is it
possible, they ask, to set to music such phrases
as “your dinner is getting cold”? They do not
realize that it is equally impossible to set such
a phrase in [Italian, French, or German. It
would amuse a foreign audience as much as
it does an American audience.

HAT is more beautiful than the haunting

“Remember Me” at the end of Dido’s
Lament, in Purcell’s “Dido and Aeneas”? Sup-
pose, instead of these two particular words,
Purcell’s librettist had written, “Keep me in
mind.” The whole enchantment of the phrase
would have been lost. I find an extraordinary
number of people are insensitive to the mu-
sical value of language. Even composers often
set words at random, thus destroying the care-
ful rhythm already set by the poet. Many times
I have seen a whole note written over the
word ““it.” How could a composer in such a
case expect a singer to make anything but
an ugly, meaningless sound?
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Sometimes this ideal union is impossible.
There is poetry that is self-sufficient, and re-
fuses to be set to music. There is also music
that is equally self-sufficient, and resents being
coupled with words. In the selection of a text,
it is important to choose poetry which has a
feminine character, and asks to be comple-
mented by a more masculine musical element.
Shakespeare’s Sonnets are what I would call
masculine poetry. They resist being set lo
music.

Whenever Shakespeare calls for music as
he often does in his plays, his poetry immedi-
ately changes character. It abandons its com-
plexity and aggressiveness in favor of supple-
ness and lyricism. The songs in “The Tempest”
afford a good example of this.

Just as a drop of water is created by an
exact proportion of hydrogen and oxygen, so
in creating a lyrical phrase you must have an
equally exact proportion between words and
music. As water is not merely hydrogen and
oxygen, so must the composer of opera strive
to create something which is neither a play
with added music, nor a symphony with words,
but a new, indissoluble organism.

[ am perhaps the only composer who has
finally convinced his publisher not to publish
his libretti separately. (The publisher won two
rounds with “The Old Maid and the Thief,”
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and “Amelia Goes To the Ball,” to my lasting
regret.) I always conceive my libretti at the
same time as I conceive the music, and it
has always been painful for me to read my
text divorced from its musical setting. A
phrase such as “Mother, Mother, are you
there?” in “The Medium,” has no meaning to
me unless it is sung. Nor does “Isn’t the weath-
er awful?” in “The Old Maid and the Thief.”
To read and judge a libretto without its mu-
sical setting is unfair both to the librettist and
the composer. What may be a wonderful play
may become a laughable opera, just as a seem-
ingly awkward libretto may burst into flame
once clothed by music.

GAIN I must stress the fact that the libretto

is an incomplete work of art, as it is only

a part of a whole organism. Just as you cannot

judge a watch by looking at one of its wheels,

you cannot judge an opera by only reading

the libretto, or playing the music. The two
elements must be experienced together.

It is because I consider opera a very spe-
cialized form of art, an art in itself, that I
believe that certain kinds of stage directors
and singers are inadequate for it. Most oper-
atic stage directors are sadly inefficient. They
seem to have learned litlle or nothing of what
the modern stage has to offer. They are still

repeating movements that were clichés twenty
years ago. They are terrified if they are asked
to introduce into opera any device which has
not already been sanctioned by tradition.

Equally unsuccessful, although certainly
more exciting, are the operatic experiments of
directors from the legitimate stage. They do
not lack imagination or daring; but they are
ill-equipped for working with singers, instead
of actors. It goes against the grain with them
to allow music to fill. without apology, the
silences between dialogues.

As for singers, the problem is even more
serious. They constantly refuse to accept opera
as a contemporary form of the theatre, and
do not realize that little by little they are let-
ting themselves out of work.

When “The Medium™ was playing on Broad-
way, it was a struggle to convince some mem-
bers of my cast that it was more important for
them to play to such unoperatic audiences
than to accept a Metropolitan Opera contract,
and sing the third Rhine Maiden in “Goetter-
daemmerung.” Singers love to wear the dusty
costumes of their predecessors. Very few of
them inject new vitality into their art.

There are many reasons for the decline of
opera as a vital contemporary expression.
Here are four of (Continued on Page 50)

“THE OLD MAID AND THE THIEF:” Miss Todd (Marie
Powers) exchanges small talk over tea with a neigh-
bor, Miss Pinkerton (Ellen Faull) during the New
York City Opera’s performance of the comedy.

MME. FLORA (Marie Powers) kneels heside the body
of Toby, the deaf-mute (Leo Coleman), in the final
scene of Mr. Menotti’s powerful opera, “The Me-
dium.” Maddened by her “voices,” Flora kills Toby,



LATEST IN THE SERIES OF DISTINGUISHED ARTISTS who answer ETUDE readers’ voice questions iz Gladvs

Swarthout, mezzo-soprano star of the Metropolitan Opera, concert, screen and r
should be addressed in care of ETUDE, Bryn Mawr, Pennsylvania. Those

adio. Questions
of the greatest general

interest will be printed. Next month’s guest editor will be Patrice Munsel, Metropolitan coloratura

YOUR VOCAL PROBLEM

Born in Deepwater, Missouri,
Gladys Swarthout got her start at 13
when she pinned up her curls, told a
Kansas City choirmaster she was 19,
and landed a job as regular soloist. Since
then she has sung regularly at the Met-
ropolitan, the Chicago Opera and other
major American companies, and has ap-
peared in movies and on the radio. Con-
cert tours have taken her to every state
in the union. Miss Swarthout is married
to Frank Chapman, New York City
public relations counsel. Among her out-
standing roles is that of Carmen.

by gladys

® I have a contralto wvoice, but because
of the method by which I'm being taught, |
do not have the heavy chest tones of most
contraltos. Recently I have tried 1o open up
these low tones, B, A, G, below middle C, but
my scale is not smooth and my head tones
not as full and pretty. My first method, the
downward vocalization method, made singing
easy, but the low notes were weak and un-
dramatic. By irying to develop chest tones,
singing has become work for me and the flow
of tone is uneven. Which method should I
continue? Could I develop lower chest tones
by constant work with my first method?

> This question puzzles me because I do
not understand what you mean by the “down-
ward vocalization method.” However, since
the singer indicates that it was an casy method
for her, it was probably right. The use of
heavy chest tones can be so overdone as to
become not only ugly, but actually dangerous.
I feel in general it is much better to stick to
the so-called head tones which naturally are
produced by using all the resonant chambers
than it is to try for the old-fashioned chest
tones, unless that tone is perfectly natural and
used sparingly. I am very sure that in this
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parlicular instance, if the original method was
correct, the low tones will develop.

@ I am 13 years old and have a sweet,
full and exceptionally strong voice. My range
is from F below middle C to A above the staff,
but my best tone quality is from middle C
up to I on the fifth line. I have been singing
soprano in church because they need them,
but perhaps I am a contralto. Do you think
me too young to have my voice placed and
start taking lessons? If I am a contralto, will
singing soprano in a choir hurt my voice?

> This is very simple for me to answer
because I can do so from my own experience.
When T was 13, I was a soprano soloist in
one of the big churches in Kansas City, after
having studied for only a year. I should judge
that the young lady who asks this questi(?n
has a very mature voice, as I did, hence I
think it quite proper that she should start
Faking lessons. And certainly singing soprano
in a church choir is going to do her no harm
vocally, providing that she is not forcing in
the upper register. I think she will find in a
few_rv years that she has a low voice, but at
this point it would be very unwise to force

the low
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Music Lover’s Hgookshelf

How the Blues Began

W.C. Handy, at the age of seventy-seven,

surveys the field which he pioneered

BY B. MEREDITH CADMAN

"THE FATHER OF THE BLUES." A Treas-
ury of the Blues, from Memphis Blues to the
present day. Edited by W. C. Handy with an
historical and critical text by Abbe Niles.
Pages, 258 (8x11). Price $5.00. Publishers,
Charles Boni. Distributed by Simon and
Schuster. )

William Christopher Handy, sage and kind-
ly, has traveled a long, long road since Novem-
ber 16, 1873, when he was born in Florence,
Alabama. His father and his grandfather were

, devout Negro parsons who looked upon the
career of a musician as disreputable. In fact,
father Handy said “he would sooner follow his
son’s hearse than see him become a proles-
sional musician.”

Young Handy however, was music bent, and
nothing could stop him. He came under the
instruction of a teacher from Fisk University
who taught him the tonic-sol-fa svstem and
acquainted him with the music of choruses
from Wagner, Verdi and Bizet.

Handy formed a quartet and started out for
the Chicago World’s Fair with a capital of
twenty cents. By giving entertainments along
the route the four reached their goal only to
find the Fair postponed. Handy then became
a member of Mahara’s Colored Minstrels. He
noted that most of the songs were by white
composers, and were in no way a true evolu-
tion of Negro melodies or Negro folk-lore.
Only the songs of James A. Bland (Carry Me
Back to OI' Virginny and Oh Dem Golden
Slippers) were of Negro origin. although they
reflected English and Irish folk-songs. It was
through the movement to erect a monument
to Bland in the Merion Memorial Cemetery
near Philadelphia, that your reviewer came to
know the “blues” as Handy expressed them.
They are in no sense the usual type of strident
jungle caterwauling which has made 0 many
normal people dread the very thought of jazz
and swing. They are no boiler factory explo-
sions of discords. no nerve-petrifying orgies of
cacophony but rather the simple and powerful
expression of the elemental emotions of the
race that made them possible. There is some-
thing extremely poignant ahout the St. Louis
Blues which has a very definite human appeal.

Handy wrote the Memphis Blues, his first,
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in 1909 as a contribution to the campaign of
the local. but widely known political hoss,
E. C. Crump. This was followed by a famous
series of “Blues” which earned him the title
“King of the Blues.” Later he went to New

W.C. HANDY

York, where he established the highly success-
ful publishing firm of Handy Brothers Music
Co., Inc. He is now blind but attends to busi-
ness daily. He is a churchman and a 33rd de-
gree Mason. ASCAP, of which he has been a
member for yvears, holds him in high regard.
“A Treasury of the Blues” contains some
seventy representative blues songs with ac-
companimenls that make them accessible to
the ordinary pianist. Abbe Niles’ eritical notes
are informative and finely presented. The col-
lection is a gem for the musical library.

"HOW TO PLAY THE PIANO." By Jacques
Fray and David A. Saperton, Mus. Doc. Pages,
121. Price, $2.95. Publisher, Doubleday and Co.

The musical notation employed hy most na-
tions ol the world for two centuries has been
repeatedly assailed as a cumbersome barrier
for beginners whose ambition is to be able to
play just enough to perform a few tunes,

Many short-cut methods have been devised
and marketed to help those who dread learn-
ing the regular notation. Usually such methods
have been written with a definite commercial
aim by writers who have had relatively little
experience, in music or education. But here
are two top-notchers, two finely trained mu-
sicians and teachers, one of whom. Dr. David
Saperton, was a former Assistant Director of
the Curtis Institute of Music in Philadelphia.
The plan of employing diagrams instead of
notes which the authors claim enables the
novice “to play a melody at the very first les-
son, a course which in thirty minutes has you
playing a simple song with both hands™ must
be seen to be comprehended. Midway in the
book, notes are introduced and well-known
tunes are presented in simple notation.

Generally speaking, your reviewer realizes
that there are great numbers of people who
like to dabble in music. They have no further
ambition than that of amusing themselves.
Some of those could find great charm in get-
ting into music through a short cut. However,
if anyone aspires to get the higher jovs of
music a certain kind of proficiency must be
acquired. This proficiency is a mental adjust.
ment and a manual adjustment which seem-
ingly can be acquired only at the keyhoard.

Yet, there is a distinet need for such a book
as “How to Play the Piano.” by Mr. Fray and
Dr. Saperton for those who do not exp-ect to
take up the study of music seriously.

“KEYBOARD MUSIC from the Middle Ages
to the Beginnings of the Baroque. By Ger-
ald Stares Bedbrook. Pages 170. Price $4.30.
Publisher, MacMillan and Co. Ltd.

In the British Museum there is a miniature
of King David seated at a Positive Organ.
It is taken from a French Psalter of about
1300 A. D. Inasmuch as David. who with his
harp soothed the black moods of King Saul,
died over two thousand years before the
monastic mediaeval artist made the minia-
ture, it is very unlikely that he ever saw g
keyboard of any kind. The inventor of the
ke_;.lmarc,l is as much lost in the mists of
oblivion as the inventor of the plough.

It is reputed that the organ came to Europe
from Asia via Rome. In the fourth century A,
D. the Roman hydraulic or water organ came
into use. Then in about the middle of the
ninth century there was an organ with 400
pipes at Winchester which required seventy
able-bodied organ blowers at the pumps. 1y
was so loud that people had to cover their
ears with their hands as they approached it
With the growth of the organ there developed
a very distinct art of ecclesiastical musical
composition in the Middle Ages, and it is with
these works that Mr. Bedbrook concerns him-
self. The book terminates with the baroque
period. It is charming and authoritative.
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@ Benno Moiseiwitsch was born in
Odessa. began his studies at the age of
six, and was accepted as pupil by Theo-
dor Leschetizky before he was fifteen.
Mr. Moiseiwitsch is distinguished for
musicianship as well as for virtuosity.

he critics are occasionally pleased to com-

pliment a pianist by saying that he plays
“in the grand style.”” Exactly what do they
mean by that phrase?

In the broadest sense, they mean a style of
playing which penetrates deeper than the phys-
ical conquering of the piano. It concerns itself
with the release of music. The “grand style”
moved listeners through interpretation.

If today’s young pianist is to achieve simi-
lar results, he, too, must turn to interpretative
values. So the next question is. how does one
learn to interpret?

In the “grand” days of Anton Rubinstein,
Rachmaninoff, and Paderewski, it was impos-
sible to learn musical meaning through record-
ings. Learning music meant digging deep into
the score itself, training the inward hearing to
grasp what is there and also what is not there.
By concentrated and devoted thinking about
music, the artist built himself a solid foundation.

Any artist worth his salt thinks music far
more than he practices. Practice divides the
mind between music and the mechanics of
managing hands and feet. Inward hearing has
its roots in musical thought.

In my student days, when Leschetizky was
dissatisfied with the way we turned a phrase,
he would bid us leave the piano and walk about
the room with our eyes shut until a new phras-
ing suggested itself. Then we were allowed to
play it for him. I still follow this procedure,
leaving the piano to think about a phrase
which needs better shaping.

the great tradition

and Paderewski

Benno Moiseiwitseh

. . . a contemporary master discusses

of Rachmaninoff, Rubinstein

How do you know if your thinking leads
you to the right interpretative result? Well,
you don’t! Except in the sense that no sincere-
ly planned and logically motivated interpreta-
tion is wholly wrong. What you think about
music (that is, your interpretation) depends
upon talent, intelligence, and general make-
up—I might also add maturity, always taking
into account that some people mature at an
earlier age than others. The natural vigor of
these qualities, together with their develop-
ment, will ultimately lead to some valid train
of musical thought.

The only really external factors in music
are the printed indications, and even these are
far from absolute. Take, for instance, the fa-
mous Chopin rubati. The tempo indication is
rubato—but how much? What shall the actual
note-durations be? To approximate anything
resembling accuracy, one needs a sound knowl-
edge of Chopin’s life, his moods; what he was
experiencing and feeling when he wrote that
particular work; its relation to his work as a
whole, etc. One tries to reconstruct all this,
and then to apply it.

lnterpretatinn does not mean borrowing
“effects” to round out the rendition of a
given work. It means .learning how to think
musically in approaching all works. This re-
quires preparation. First, it demands thought-
ful study with a thoughtful, intelligent teacher.
Also, intelligent listening to (but not copying
from!) concerts and records.

By intelligent listening I mean breaking
away from mere feats of technique and analyz-
ing musical meaning, Find out what is heing
said. Compare phrasings and phrase-contents
with your own. Try to divine why a cerlain
artist plays a certain thing in a certain way.

Other requirements include solid factual
knowledge of the life and times of a composer

In collaboration with ROSE HEYLBUT

PLAYING IN THE

Grand Style

(zfpproached without bias, pro or con); and
wide general musicianship. One must be able
to read any score, to see how a work is con-
structed, to analyze the content and structure

of its various sections, to divine what the com-
poser had to say.

F}nally, one must learn to think one’s way
,into every phrase, every bar, and to form
one’s own opinions ahout it. All these inter-
pretative steps must be practiced i
as finger-drills,
reclrézf.lnle to l?e StubeI:n ab0111 divining and
e Ing musical meaning. I do not arrive at
hn erpretative conclusions without thought; I
lc]wer over a work for days—weeksﬁfryin"
shades of. me_aning. And once T have workea
out a.satlsfymg (if not standardized) inter-
pl‘fI:-;ilUOl.l, I am hard to sway from it
E tﬁze ‘1‘5“;111[ exalmgle: in the third movement
ol theradstem Sonata, just before the
. ,d' ¢ occur tied chords immediately
fhectiellzlg }tlhe restatement of the theme. Now,
ki 1;; ta}f tts own marked rhythm, and the
§ e, bk Ba IlJlace sound dead. 1 sincerely
v eethoven really wanted to repro-
, here, thle orchestral effect of notes lichtl
repeated (as in the th i e
mepo . eme itself) . Orchestrally,
1 an eftect could be got by playing each
:S.lie 1"‘1rs.;1 on .the D-string and then }on Dlhe‘ G-
thex}gé“ln: dflllferen'c? In tonal quality giving
oS ob repetition, Not venturine to “im-
prove” Beethoven b i A
prave 0 by making an unindicated
repetition, I obtain the effect | desire by hold-
ing the top notes of each chord and c.h}m ing
both finger and pedal during the l‘Hg: o
Thus T get the feeling of an ecl ah S0P
gests the theme-rh -
peating the notes,
One evening last summer.,

I play in’
Ll ayed Chopin’s
B-Minor Sonata, the Largo of :h')\ "
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always plays best alone at home, and this
night I revelled in the beauty and sentiment of
that movement.

When I had finished it, I was startled to
find myself sliding straight into the theme of
the last movement,

Agitato
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omitting the introductory chords. It was in
no sense intentional: I simply could not break
the mood of the beautiful slow movement by
plaving chords. And immediately it came to
me that those chords do not relate to the tran-
sition between the third and final movements.
I was greatly excited by the thought and
determined (against advice) to try playing
the work this wav in public. I finally did. and
was gratified when the critics, who might have
condemned me. approved the alteration. On
principle. I am against taking liberties with
the masters: I never seek to changc texts. Bul
when changes of this kind come to me. when
they fit. and when [ have exercised thought
and reason upon them, then [ feel lhc}' musl
be right!

\.g

A]‘ the moment. T am al work on Mous-
sorgsky’s “Pictures At an Exhibition.”
a colorful work in the tradition of Schumann’s
We are told that Moussorgsky
“pictures™ after being im-

“Carnaval.”
wrote this series of
pressed by the paintings of his friend Hart-
mann. The paintings are, 1 helieve. in exisl-
ence. but T have never seen them. Nor is there
any reason why I should. For what T wish to
but the
things Moussorgsky saw and felt when he
looked at liwm. W’ml-.m" in this way. | am
sure [ shall find what Ile meant to pul down
for the piano but (being clumsy pianistically)
did not always zucceed in writing.

The very structure of the work is a help.
Mou=sorgsky walks into the exhibition in ex-
uberant fashion. but as he glances at the first
picture his mood changes. ln walking on to
the next—half his mmd on what he just saw,
the other half on what he is about lu see—
the mood changes again. And each picture
alfects him fhf[n'n'nll) He finishes ““The Old
Castle” with a sigh; then takes a deep breath
and with a sense of false hravado. goes on to
the next. “The Bydlo,” the picture of an old
Polish ox-cart, is very melancholy. Why? Be-
cause of the weariness of the hard-driven
beasts. stumping along in fixed rhyvthm? Be-
cause of the |]<11~|1n(‘-- of the driver? Because
ol hlllllf’lhnlg in the surrounding scene—or
something Moussorgsky saw into that seene?
This is a good exercise in interprelation!

The student can find Turther excellent prac-
tice in studving the sonata form. This, of
course, means more than merely learning that

bring out is. not a series of piclures,

sonata movements are built out of a first
thee. a transition to a second theme. develop-
nienl. re |l}i!|[|'dli1|i1 of one or hoth themes,
and coda. One of the first tasks, and bigges
[h=c analvsis of the development
| Continued Page 5(

here (Caontinued on Page 50)
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iolinist’s Forum

@ What is the meaning of spiccato?

® Are technical studies necessary?

Questions from ETUDE readers are answered by

Wil you kindly tell me just what does
the word spiccalo mean, and how it is played
(martele, springing  bow, or just short
bows)? Also, just what is the difference be-
tween sixteenths with wedges Y over them
and those with dots? In Kreutzer, elc., some
studies use the wedges and some the dots,
with no explanation.”—I1.A.B., New York.

LITERALLY TRANSLATED from the
[talian, spiccato means “separate” or “dis-
tinct.” When applied to howing on stringed
instruments, it means a springing bow played
near the muddle with a wrist action.

It should always be kept in mind that the

spiccato comes from the wrist. When the wrist

movement is mastered, a slight motion of the
arm can be combined with it in order to
increase the volume of tone: but the player
who uses both before he has complete control
ol the wrist movement will certainly find him-
sell stiffening when he tries to play at a rapid
tempo. This is a common fault among stu-
dents who are too impatient to study the
spicealo uorrecll).

For the performance of a brilliant spiccato,
the bow-stick should be vertically above the
hair. This gives more “bite” to each note.
Only when a softer. more flaky effect is re-
quil-‘cd should the bow-stick be tilted.

As I have had occasion to say a number of

Written Pluyod

es=== s

times in the past, the firsl prerequisite for the
playing of the spiccato is a complete mastery
of the wrist-and-finger motion at the frog of
the bow during performance.

HAROLD BERKLEY

Concerning the wedges and dots, according
to strict convention, notes with vertical wedges
over them should be played as short as pos-
sible, the value of the note being completed
by an interval of silence, while notes headed
with dots are shortened by only one-half their
written length (see example).

However, many composers and editors
use the signs loosely and indiscriminately: so
that it is generally left to the player’s taste
and experience to decide just how staccato a
passage should be played. According to Notte-
bohm’s “Beethoveniana.” quoted in Grove’s
Dictionary of Music, Beethoven was one of the
few composers who had a keen sense of the
difference between the two markings. But the
indications in many editions of his works are
not exclusively Beethoven’s!

[t is too bad this vagueness exists, for to
violinists, at any rate, there is a world of dif-
ference between staccato and staccatissimo.
Dots over notes of moderate tempo may well
indicate a singing martelé. while the use of

wedges would unmistakably indicate very
short, sharply-articulated notes.

“There has been a lot of discussion lately
in this town among the violin teachers and
the piano teachers about the value of studies
(études) in the training of pupils. Most of the
prano teachers and some of the violinists sav
they are not necessary any more, that tech-
nique can be learned from pieces. | can’t agree
with this, nor can some of my friends, and |
should like very much to know what vou thinlk
about it. The question: :
sary?”"—Miss M.L.R.,

Are studies neces-
Texas.

I'M GLAD TO HAVE this letter. the sub-
ject of which is being increasingly discussed -
it is, moreover. a question that cannot be
categorically answered in a couple of seq.
tences. There are numerous angles. some of
them mutually opposed. that have to be taken
into consideration.

For one thing. (Continued on Page 61)
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Yuestions and _’Answers

Conducted by KARL W. GEHRKENS, Mus. Doc., Music Editor, Webster’s New International Dictionary
L 4
and Professor ROBERT A, MELCHER, Oberlin College

MORE SUGGESTIONS FOR
TEACHING THE DEAF AND BLIND

® [Vithin the past few years this department
has received a number of inquiries as to how
to teach music to those who are deaf or blind
—or both. Several readers have already been
gracious enough to tell the Department Editor
about their own experiences, and he is grateful
to them for their help. Now comes a wonder-
jul letter from a teacher who has evidently had
considerable experience in teaching both the
deaf and the blind, and since her suggestions
seem to me to be so wise and practical, I will
share her entire letter with the readers of this
page. —K. G.

E absorb the things we learn through
the channels of our senses. If deprived
of vision or hearing. there naturally results a
greater development of touch or some other
sense. In teaching music this seems to indicate
an approach through the medium of rhythm.

First of all, the teacher must have unlim-
ited patience, as well as confidence in the pos-
sibility of getting results. Second, as he trains
his pupil to recognize, analyze, and express
rhythm, he must be sure that he is sharing the
same emotions, and he must analyze his own
reactions both physically and mentally. The
more completely the teacher understands the
pupil, the better the instruction will be.

As an example of what I mean, try the fol-
lowing: Have your pupil place his hand (or
hands) against the soundboard of the piano.
Play a slow, rather loud, definite and re-
peated rhythmic pattern. The same tone may
be used, but try out the range to determine
which pitch is most helpful in enabling the
pupil to “feel” the vibrations. Do not use the
damper pedal—it magnifies but it also has
the effect of blurring the vibrations. When
the pupil can repeat the pattern by tapping
on wood with his fingers or by playing it
on a snare drum, you may be assured that
the first step has been successfully taken.
It may surprise you to find how easily you
too can feel music if you plug your ears and
become the subject of your own experiment.
If you cannot feel music in your very finger
tips, don’t expect it of others!

Again: Take some metal article such as a
sauce pan. Place the fingers firmly around
it or hold it close to the body. Can you feel
the music from the radio in the next room
even though it is turned too low for your
ears to detect the sound? Can your pupil feel
it too? If your pupil responds to rhythm, it
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is worthwhile to continue music study, and
I suggest the use of dancing and all sorts of
rhythm drills.

Note this fact: To tap or touch the hand
of the other person, which is effective in
teaching the blind certain other things, is not
enough when it comes to music. In the case
of music the other person must feel the vibra-
tion through the entire body. We normal
people are so conscious of hearing the music
that we often do not realize that it affects
other parts of us too, and we teachers must
learn this fact if we are to teach those who
are deprived of some of the senses.

In musical therapy, one learns the value of
relaxation and a receptive attitude. You can-
not force the values of music. Musical de-

velopment must always follow along natural

lines, even though the reactions caused in
various pupils are very different. The effects
of practically everything, whether electricity
or disease, have been known long before the
causes are understood. Work in accord with
the conditions and you stand to control or
regulate the results. Always remember this,
that the feeling comes first, the teaching of
notes later.

Those who are deaf only follow a keyboard
pattern freely. They cross hands on the notes
of a seventh chord for the full length of the
piano, and they are elated when the teacher
says it is right. Blind persons are best started
on closely related tones, such as thirds, or
octave tones divided between the hands. An-
other thought: Persons may be deaf to the
voice and most other sounds and yet experi-
ence a recognition of certain tones on various
instruments. A test with different instru-
ments will reveal this. Sometimes a contrast
of high and low tones will be recognized.

A deaf or blind person may not hear the
tones or read the notes as you and I do, but
in every other way he is like us. He must
learn to hear or see from inside, still he wants
to express it outwardly. I believe the approach
is not in the direction of how different deaf
and blind pupils are, but how much we are
alike. In music we find a common interest,
and to develop this is worth all the effort it
takes. —A. M. R.

ABOUT ORNAMENTS

® | have read and appreciated your “Ques-
tions and Answers” for eleven years. Now I
am sending you some questions of my own.

1. In the dance pieces from Back’s Partitas
and Suites, should some of the mordents be

tplayelzd before the beat? I have been advised
0 play some of them that way, but I have
found t.hzs more difficult especially when the
temPo is rapid, because i seems to retard the
feeling of an onward rhythmic momentum in
the mausic. Is it better always to play on the
be.za.t i rapid movements? Are there any tro-
ditional rules to be observed? ¢
2. Hm.u should such ornaments be per-
fot:gmed in Romantic muysic?
o Z]sz;e/z:rec;s fr?m the Partitas and Suites
o o Lo ancing, would the interpreta-
ornaments be more flexible?

—A4. A.

I iMmill?d that you have read this page for
tinue to i‘?’e years, and trust that it will con-

1. Yo?xr youf mgormatiOH and satisfaction.
of the mor(few? S eling about the performance
many fact nis 1s correct. Although there are
musiéal o:;s gOVern.mg. the interpretation of
all o aments, it is correct to perform
BarO;::l';(:lI:ltsCf'L the beat in music of the

a -

the tempo of thesz:)(i?l; c?s?:il:)):s’ regardless of

rna 1 i
ments in music of the Romantic

Pelz;’io«{( are performed before the beat
. Your . .
These question is a purely theoretical one.

c A
accomp::;fr?:r::mfn S Were never intended as an
raised the danc })r dancing. Bach has here
deed have ma € lorms to an art level, as in-
the numerousny -Other composers. Consider .
polonaises, and ;?Ifluels’ waltzes, mazurkas,
ten by a | orth, that have been writ-
¥ a large number of
cert use only. If these ¢
been intended to ac

> More regular, and they :
W ornaments at all,

—R. M.
WHAT DOES SOLFEGGIETTO MEAN?

e/ 2
o :::l ;g;rl;:ng at a piece by Karl Philipp
ch. It is calleq Solfeggietto and |

am wondering what thie »
t .
tell me? this tile means, Will you
—N. S.

ocal exercise sung on

etto” would be “a little llahh;s, so a “solfeggi-
the ending ¢ _Vocal exercise,” since
The oom pgos:tro l;asb a diminutive connotation.
his charming litlzlo ably applied the name to
along on the pimfopilano Piece because it runs
. . n .

in which an elabores much the same fashion

the voice of g skilled e solfeggio flows from

singer, —K. G
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@rganist’s Page

is one of the most important phases in

the activities of a minister of music.
It matters not how large or small the church
or its music library, whether one person is
in charge of the music, or several. The music
program of that church will be helped or
hindered in proportion to the efficiency of its
music library.

When one considers the ease with which a
truly efficient library can be handled after
once being put into operation, it is amazing
that so many church music libraries are found
to be kept in such haphazard ways. Wear and
tear on the music, loss of valuable rehearsal
time and time spent in locating the music
can all be cut down considerably when the
library is organized on a systematic basis.

I do not wish to imply that the system here
described is the best, but it works well for us
and perhaps it will for you.

Knowing exactly where each number is
filed, how many copies are on hand, what
number is appropriate for a certain occasion,
when it was last sung, etc.. are items of great
importance to the director. A good insurance
policy against the various catastrophies which
might occur as a result of not having this in-
formation for quick use is to keep several card
files. In our library we maintain three such
files with each anthem catalogued as to title,
composer, and type. FExamples of these are
':” ”; ,lt"-|'(- and are ésl':]f—l::iJri:llerlcnx ¥- I See cut).

MAINTAININC an eflicient music library

As ecdich new selection is added: the libib:
rians make oui a set ol these cards for eacli
one and place them in the proper file. The
advantages are fairly obvious. 1T [T plan 1o
use a certain selection, [ locate it i:} lJr-'i.!lg
the title index. When the work of a certain
composer is programmed, the composer index
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BY STERLING H. MISCHE

Edited by Alexander McCurdy

is used. And for selecting music for a special

occasion, I check the type index. This cuts the
time spent in selecting and locating to a mini-
mum because 1 know at a glance when the
anthem picked was last sung, how many copies
are available, exactly where it is in the filing
cabinet, and when ordering additional copies,
the publisher and the price.

We have a special cabinet for anthem col-
lections, and the individual anthems in them
are catalogued in the same manner as the
octavos, with the added information on the
index cards as to what collection they are in.

Keeping to a minimum the wear and tear
resulting from handling the music and the
subsequent expense in replacing and repairing
damaged and lost music can be met eflectively
by using octavo filing envelopes and metal
filing cabinets. We use heavy manila octavo
envelopes which have spaces provided on them
for recording the following information about
the numbers they contain: title, composer,
arrangement, publisher, number of copies,
price, when used, drawer number, comments.
These in turn are stored in metal drawer cabi-
nets, the drawers being octavo size and each
one numbered.

To eliminate a lot of unnecessary handling
in passing out at each rehearsal all the num-
bers to be worked on, we inaugurated this
fall the use of choir folios which hold 10

ainthenis. Whein they were received. the libia-

Flabis pil ljl_n stitbenlt seleclioa We Wwere il
into these folios and distributed them, which

How to File Your Music

. .. A SYSTEM THAT WORKS

crbger-Bach ynen Sund
stlane
; qeorce, ¥2 BT ,2/13/{]
1 34 Copled ”/” 4
) ) 13149
prawet 2%
price: 187

e \hutors

Ouvirrzu‘:'ir;sar Co.s pistr
eodo .
"I:;rr"yn Vaur, penna

meant that they passed out all the music to
be rehearsed at once, thus saving time and
without handling the individual copies. As
each anthem is used, it is removed from the
folio, filed in the library, and replaced by a
new anthem. Thus the copies are handled only
twice: when placed in the folio and when
taken out after use. Under the method where
the music is handed out separately at each

vehoaveal. 10 the anthem were studied al fou

rehearsals it would (Continwed on Page 52)

® s director of music for a large midawcestern church, Sterling Mische has
found this method of cataloguing his church music simple and reliable, Try i
for yourself—or check the success of your own filing system against this method.



NEVER UNDERESTIMATE

the Bass Clarinet

Improvements by modern manufacturers

have made the bass clarinet an exciting solo instrument

and a versatile member of the woodwind choir

HE bass clarinet, which, as a voice of the

clarinet choir, parallels the violoncello of
the string family, is pitched one octave lower
than the soprano clarinet. It has been con-
structed in the several keys of C, Bb, and A,
the C bass clarinets sounding one octave lower
than their soprano counterparts. Bass clarinets
have also been constructed in the key of Bb,
this instrument sounding one octave lower
than the Eb alto clarinet. This instrument is
better known as the contra-alto clarinet.

For various reasons the bass clarinet in
Bb has been more widely accepted and used
than any of the others, and it is this instrument
which will be commonly found in general use.

The bass clarinet is usually written for, and
reads in the treble clef, as do all the clarinets,
but it should rightfully be written for and read
in the bass clef, as it sounds. Some composers
and arrangers have recognized this fact, and
it is to be hoped that the change to the bass
clef will eventually become standard practice
and the instrument thus take its proper place
in the score.

Because of this clef problem the student of
the bass clarinet should be familiar with both
the treble and bass clefs, and in addition,
should be fluent in the tenor clef. The tenor
clef will necessarily be employed when the bass
clef reading standard is adopted for the same
reason that it is now used for the ’cello and
bassoon—to minimize leger lines above the
staff for the convenience of composer, ar-
ranger, and player.

THE MATTER OF TRANSPOSITION must
also be dealt with, for it will he found that
although the Bb bass clarinet is the instru-
ment most generally used, parts for C and A
bass clarinets are also in the repertoire. There-
fore, the bass clarinetist must be trained in at
least these two transpositions,

Transposition should be done by interval
and not by clef. The method of clef transposi-
tion has long since been abandoned by all
except a few die-hard purists in the world of
theory. All practicing musicians, except a few
trained in Europe, where solfeggio occupied
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BY WILLIAM H. STUBBINS

a great deal of time which they would have
better spent practicing their instrument, now
use the method of interval transposition.

The purpose of transposition is to arrive
at the correct sound. It makes very little dif-
ference what goes on inside the player’s mind
if the results are correct. Every player will
develop his own system for transposition, but
it has been my experience that a logical begin-
ning point is the interval relationship, which
I recommend.

Whatever the method, transposition is a
skill which it is essential for the clarinetist to
learn as early as possible in his career.

University of Michi

_ gan clarinet quartet, Players, left to
H. Stlll)f{lns, soprano clarinet, Dwight Dailey
bass clarinet and Norman Rost, alto clarinet. '

Thel range of the bass clarinet, although
l.ower in pitch, is nevertheless a complete clar-
Inet range extending from the low E-flat to the
altissimo C, as wrilten,

ba

e=—

k2

or as it sounds:

2=

This will no doubt come as a shock to many
persons who have always lamented the short
range of. the instrument. “Oh, it has a lovely
low register,” they say, “and that makes it
useful for color—huyt the upper notes—why,
of course, they are impossible, and therefore
the instrument is useless excepf as an isolated
%‘(nglbzléo[t” for effect within a certain range.

Nothing could be more in error, The bass
clarinet, as now constructed by at least one
manufacturer, is ag facile and as pleasing in
izrtp:iigt‘i?sjs.ﬁs any of the clarinet choir.
of tremendous lexls glé}rtd e nOb‘le’ ey
¢ pressiveness, It is also an
nstrument which can be uged as a complete
voice within the score, like the ’cello section

right, are Professor William
Boprano clarinet, George Roach,
All play in the University Band.
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BAND AND ORCHESTRA—Edited by William D. Revelli

of the orchestra. The mass effect of a section
of bass clarinets is a thrilling and perfect
wind counterpart to the ’cello section. It awaits
only exploitation to become as standard in
wind ensemble music as is the indispensable
’cello to the orchestra.

An extended range downward has been

added to the bass clarinet in some instances,
and this addition makes it even more im-
portant to the score. Bass clarinets have been
constructed with additional tone holes on an
elongated lower joint and bell which increase
the range to low concert G-flat (Ex. 3).

Ex, 3

=

bo

It is generally standard to add the low E-flat
key in the bass clarinet and this is an impor-
tant and necessary consideration. 1 prefer
a bass clarinet with the low E-flat key and one
additional key which permits the production
of alow D, or as it sounds, a concert C (Ex. 4).

Ex 4
=

B

This addition makes possible the performance
of all violoncello parts and is of great value
in scoring. For lower notes, the contra-bass
clarinet should be used.

As a solo instrument in its own right, the
bass clarinet possesses the requisite variety of
tonal color, the facility and the flexibility as
well as the adequate range for the performance
of music in any style, with excellent effect.
Here again, its exploitation awaits the imagina-
tive player. Fortunately, in this case, as in the
other aforementioned, the day of the bass clar-
inet’s maturity as an accepted and admired in-
strument in its own right, is at our present
day’s musical threshold.

The technical problems of playing the bass
clarinet are somewhat different from those
encountered on the soprano clarinet. An ex-
planation of them can best be made by indi-
cating these “differences” with respect to the
well - established fundamentals of clarinet
playing. .

Because of the larger physical proportions
of the bass clarinet, as compared with the
soprano clarinet, all applications of the funda-
mentals of clarinet playing technique must be
on a larger relative (Continued on Page 64)

PROFESSOR WILLIAM H. STUBBINS, «
member of the wind instrument faculty
of the University of Michigan. has de-
voted much attention to development
of bass clarinet and bass clarinetists.
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DEAR BILL:

I’'ve just come back from judging a num-
ber of interscholastic contests. My conclusion
is that as things are being handled at present,
the whole future of music festival competi-
tions is being endangered, because:

{, Too few conductors understand the phi-
losophy of festival competition.

2, In present-day competitions we’re com
peting one organization against another, rather
than against a standard of performance.

Now I don’t have to tell you the philosophy
which motivates a competition. The whole
purpose of competing is that every participant,
from conductor down to the last-stand clarinet
player, shall grow in his understanding of the
art of music.

The practical way in which we go about
realizing this ideal is the rating system. When
correctly administered, the rating system
(Division I, superior; II, excellent; III, good;
IV, average; V, below average) gives us an
accurate measure of accomplishment.

By using this system, we provide a category
for every conceivable type of performance.
There’s no need to alter these categories by
using a system of plus or minus for the final
rating. We ought to be on our guard against
using such ratings as [ (plus) or II (mmus)
There’s no need for it, and it defeats the very
purpose for which the rating S)stem was
originally set up.

The founders of the system concelved it as
a way through which performances could be
measured against a nationwide standard. The
way in which competitors measured up to it
could then be used as a basis for examining
educational practices in any given town, re-
gion, or state. The weak could profit from the
example set by the strong.

All this, of course, assumes that national
standards have been set, that judges can
evaluate according to the standards, that con-

Ton DR WILLIAM D. REVELLI

Harns Hall. - '
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test officials hew to the line in administering
the rules, and that we high school music
educators are honest with ourselves and each
other.

I don’t think this is a visionary goal. And
it is our hope for the future. Let’s reexamine
the ratings and their actual meanings to see
whether they suggest a way to administer the
interscholastic contest.

DIVISION 1—SUPERIOR. This rating should
be reserved for the performance that actually
is superior. Quite possibly it would not be
given at many festival competitions. The ap-
proved rating sheets list a large group of
technical and interpretative factors. In the
superior performance, these would all receive
the judges’ approval. There are no flaws of
intonation, technique, interpretation, instru-
mentation, or appearance. Everything is done
couectly The superior performance, in fact,
is a performance having virtually professxonal
smoothness. The competent adjudicator rates
downward from this level.

This means we should have no double
standard in awarding the superior rating.
Superior performances are the same, whether
they are in Texas or New York, Oklahoma or
Michigan, California or Illinois, Ohio or
Florida. The superior rating should never be
used except for a genuinely superior per-
formance.

DIVISION 1I—EXGELLENT. Here, I think, we
must allow for a few minor indiscretions.
There may be a poorly thought-out phrase
line, a bit of confusmn in the altlculatlon a
touch of “corn” in the interpretation. How-
ever, these flaws are such that they can be
heard only by discriminating ears, and they
never disturb the even flow of a pelfolmame
Thus the II rating (Continued on next Page)
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A LETTER FROM JIM—Continued

is, with reservations, high praise.
We ought to give it sparingly, and
only as the result of an unusually
fine performance. We should never
award a II rating for “encourage-
ment”; this strikes at the roots of
the whole festival competition idea.

DIVISION HI—GOOD. This is the
most widely misunderstood rating
of all. At present its chief purpose
seems to be to reward mediocrity.
If a performance doesn’t qualify
as “Excellent” or “Superior,” it is
“Good.” This defeats the original
purpose of the “Good” rating. If
our competitions are to be helpful
to music education, we ought to
re-define the III rating. We should
make it a worthwhile reward.

“Good” means, or ought to
mean, a performance that is pleas-
ant to hear. It is playing of
satisfactory quality, genuine and
valid in every way. True, it will
probably have shortcomings. In-
tonation may be a bit faulty at
times. There may be a few tech-
nical errors. Attacks and releases
may not always be precise. The
sum total of these defects, though,
should never be great enough to
disturb the whole. As a matter of
fact, the casual listener might well
get as much pleasure from a
“Good” performance as from one
which the judges have accurately
labeled “Superior.”

This is what makes the III rat-
ing a bitter pill for the conscien-
tious judge. He can’t use the
“Good” rating to identify a good
performance. The reason is that
we have cheapened the rating of
IIT by making it too easy to get a
higher one. Ratings of “Superior”
and “Excellent” are awarded too
frequently at our festival contests.
The effect of this, on both con-
ductors and students, is bad.
Award of a top rating has caused
many an otherwise fine conductor
to rest on his laurels. Standards of
performance suffer.

Would you say that perform-
ances today are at as high a level
as they were in 1936-39? They are
good by comparison with the war-
time years, but should those years
be our criteria for future prog-
ress? If we want to raise the level
of performance in our high school
music organizations, we must
make it more difficult to achieve
a rating in the first three divisions.

It goes without saying that to
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do this we need judges with dis-
cernment and the courage of their
convictions. If one wants to be-
come an outcast, without a friend
in the ranks, and never want to
be asked again to serve in festival
competitions, let him try being
extra-conservative about the way
he hands out ratings in the first
three divisions. In many parts of
the country, he will be a very un-
popular adjudicator.

DIVISION IV — AVERAGE. After
long experience judging contests
in every part of the country, I have
come to the conclusion that about
two-thirds of the performances we
hear should go in this category.
In the “Average” performance, the
margin of error can be much

greater than in the “Good.” Faulty
intonation, lack of precision, tech-
nical errors, maladjusted timbres,
untidy phrasing, wrong tempi and
ineffectual interpretation are con-
siderably to the fore in an “Aver-
age” performance. It deserves a
rating of IV. It usually gets III.
If this habit continues, festival
competitions will become a joke to
thinking, progressive educators.

DIVISION V — BELOW AVERAGE.
No comment needed. When you
can’t hear the music for the tech-
nical and interpretative errors, it’s
a “Below Average” performance.
Judges usually give such perform-
ances a good-natured rating of IV.
I don’t think this is either kind or
wise. The conductor of such a

Pointers for Teachers

BY ETHEL J. M. CONRAD

Many children have musical talent which has remained
hidden because they started music lessons with a poor

teacher. A child can give up very easily. So can parents,
when they feel they are wasting money on a child who is not
musically inclined. Most children love music from the time
they first become acquainted with it in kindergarten. Why
shouldn’t they enjoy playing an instrument? After the first
few lessons, a good music teacher should be able to size up
a pupil’s capacity and keep him working up to it.

A Plan for Each Lesson

Don’t stop just because the hour is up. Plan a definite
objective for each lesson, and be sure you have made
the point before you stop. When your pupil feels that he has
grasped the lesson’s objective he will have a feeling of ac-
complishment and will have gained new confidence in him-
self. Aware of a real objective for his next lesson he’ll find
it easy to prepare. You'll find your extra minutes paying
off in better results with your pupil.

Win Parents to Your Side

Parents will have to be on your side from the start. They

will have to cooperate in getting the child to practice, so
during the first few weeks the parents and teacher toget’her
should have little talks with the child. Tell him frankly it
won’t be easy at first but that a great deal of fun is coming
He can be made to understand that anything worth having:
comes with hard work. Every child can’t play an instrument
becau§e every child is not smart enough to be willing to
do. this work at first. You think he is smarter than most
children—and he’ll probably live up to your expectations.

group needs both our censure and
our advice. There is something
radically wrong with his teaching.

Let’s face the issue squarely. On
the one hand, there is a corps of
competent adjudicators and con-
test officials. On the other hand,
there is the teacher and his pride.
The better the officials do their job,
the more likely they are to wound
the teacher’s self-esteem.

Thus, isn’t leniency on the part
of the officials rather short-
s_ighted? There’s only one ques-
tion demanding an answer. As we
answer this, so goes the future of
the festival competition. Here is
the.question: “Are we willing to
be judged and rated on the actual
merits of the performances?”

Note that I say, are we willing.
Not the ensemble, not the soloists,
but ourselves. There are no poor
bands, only poor conductors. Un-
less we are willing to stand up and
be counted, what is the point of
the festival competition? Its
whole purpose is to assess our
ability to educate the young people
who depend on us for musical in-
struction,

. For our part, we have the
ngh_t to expect certain things from
the Jl{dges. If a national standard
of ratings is deemed advisable, we
ought to be informed how our
performances measure up to the
standard. Every judge serving us
ought to offer a running commen-
tary, appraising the performance
accurately and giving us a basis
for correcting and improving the
performance.

All education aims in one way
or another at the spiritual, mental,
and physical improvement of the
individual. In music education this
ta.kt'as the form of making the in-
d1v1.dual musically literate. The
fe§tlva] competition was devised
with this aim in mind. Surely con-
ductors and adjudicators can get
together on so important an ad-
junct to music education,

The young people we serve are
80 genuine, so charming, and so
who!ehearted in their approach to
music that I'd like to see them get
fu!l .knowledge of the mental and
spiritual resources to be found it
?he performance of great music. It
1s our duty to set them an exam-

ple of judgment, taste, and musical
honesty.

Yours,
Jim
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T/ﬁeacher’s IR oundtable

Conducted by MAURICE DUMESNIL, Mus. Doe.

METRONOMIC DEBATE

Karl Gehrkens sends me an interesting
letter from Hanna Lund of Copenhagen, Den-
mark. While stating her views on the use of
the metronome, Miss Lund takes exception to
his statement that “the metronome has two
fundamental functions: 1-—To enable the com-
poser or editor to indicate the exact tempo
that he considers to be right for a particular
composition. 2. To enable the student to meas-
ure his progress in mechanical techniques.”
She believes in a much wider use, and elabo-
rates as follows:

“If one teaches a non-musical person with-
out the metronome, that person will never get
to play in time. With the help of a metronome,
and since the pitch of a piano is fixed (con-
trary to string instruments), good rhythm and
a certain amount of ‘piano’ and ‘forte’ can
gradually be taught, so that one will at least
be able to stand listening to her though her
playing may never have any real value for
any other musical mind.”

Miss Lund never uses “rubato” with an
unmusical pupil. Now dealing with the musical
one:

“Although her time may be perfect, work-
ing with the metronome gives more system to
her practice. At the end of a practice period,
she knows exactly how far she has gotten that
day, and where to start the next. When the
piece is thoroughly learnt it is far easier for
her to practice it at half speed—which is nec-
essary to keep difficult passages tidy—if she
has the control of the metronome. The teacher
uses it to check on improvements from lesson
to lesson. Personally I write on a card, each
week from the very beginning, the speed at
which students are expected to practice. They
are happy to work after this system and it
gives them a firm hold. When the piece is
finally conquered (at a suitable tempo slightly
dependent on the student’s temperament), we
‘let ourselves go.” They have gained such a
rhythmical and technical control that they can
do what they wish. Away from the piano they
sing passages and we discuss the piece and its
interpretation. Then they perform it. Any
musical person has a natural rubato. Those
who have not. better keep away from it.”

ETUDE FEBRUARY 1950

Eminent French-American Pianist,
Conductor, Lecturer, and Teacher

Well, since Karl modestly agrees with Miss
Lund’s contention that he is “a theorist rather
than a mieeioe® 0 A :

4 - - -

cises, but I recommend its use to students who
are unable to do so. Debussy said: “The mel-
ronome is good, at least for one measure.”
Ravel, on the other hand, used it constantly
and declared that he “couldn’t do without the
metronome.” It is wise to call upon it fre-
quently when reviewing one’s repertoire, to
make sure that “speed, the enemy™ hasn’t sur-
reptitiously crept in.

The only point of disagreement hetween our
two friends concerns only the measure in
which the metronome should be used: how
much, when, and where. Both contentions are
legitimate and by no means irreconcilable.

One final note, however: it will be wise to
discard the old Maelzel contraption, for ite
primitive pendulum has a way of ticking un-
evenly and slipping over worn-out notches to
a faster tempo, that makes it unreliable. For
safety and satisfaction, use an electric metro-
nome. Those interested in a thorough study of
its possibilities should read “Metronome Tech.
nics,” by Frederick Franz. It can be secured

through the publishers of ETUDE.

FRENGH AGGENT

At one of my Clinics in the West, a lady
teacher came up and asked for the Iinglish
translations of Debussy’s “Le Vent Dans La
Plaine,” and Ravel’s “Oiseaux Tristes.”

“ “The wind on the plain,” and ‘Sad birds,”
I answered.

As the good lady wrote down these titles,
a doubt crept over me. I felt there was some-
thing wrong somewhere. I peeked over her
shoulder and Heavens, what did 1 see:

Debussy, “The Window Pane.”
“Sand Burrs.”

Ravel,

This time I haven’t got the big head. Could
my I'rench accent be responsible?
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YOUR PUPILS RECITALS

To prepare for a musical debut, try the student

workshop plan or a series of informal recitals

By GUY MAIER, mus. poc.

A STUDENT WORKSHOP

ast year Stephens College (Columbia, Mis-
souri experimented with a new project, a
weekly student workshop where, with a
few faculty members supervising the proceed-
ings, pianists, singers, and so on could try out
informally pieces they had just learned. At that
time 1| recommended private teachers to tesi
such a plan once or twice monthly. Here is the
latest (and amusing) report written by a
student on the college newspaper, the Stephens
“Life”:

“Have you ever been curious as to the
source of the music which driits out of the
music building’s windows on Tuesday after-
noon between five and six o’clock? That
heavenly music, my friends, is none other than
the musical workshop which is held weekly.
Dr. Peter Hansen, realizing that the student
recitals were too strait-laced and formal, de-
cided that an atmosphere which was friendly
and informal would be more conducive to
good playing and would ease the prevailing
nervousness created by public appearances.
So, the music workshop was begun last year
and became such a success that it had been
continued this year.

“The students are strictly informal, both
in dress and manner of playing. In sweaters
and skirts they step up to the platform, an-
nounce their numbers, and commence their
selections. From then on, anything can happen
—and usually does. When Guy Maier is pres-
ent he may abruptly stop a student and gas.
tonish her with the question, ‘Have you ever
been in love?’ He then shows her how o put
a feeling of love into the lilting melody, as
the composer intended it. If the girl hesitates.

.Dl'. Maier laughingly sets her at ease by say-
Ing. "Not so sure of your man yet, are you?’
Then, after reassuring looks from the audi-
ence, she continues—and usually finishes tri-
umphantly.

“The workshop is open to anyone inter-
csted in the performers, the selections they
play and sing, or just appreciative of good
music. The atmosphere not only lends an air
of informality to the setting but also a feeling
of abandon, which the performérs quickly,
pick up and reflect in their music.”

CONDUCTING

- K. T. (Rochester, N. Y.) writes: “This
year my emphasis has heen on ‘con-
ducting.” It is ‘way ahead of clapping

or tapping out the rhythm. 1 find it very help-
fu].tu have the pupil conduct while I play, imi-
tating his wobbly rhythm. It immediately
throws him off; then | play correctly, and his
conducting goes along smc-)othly. Pupils seem
to feel the regular pulsation of the beat instead
of saying the count mechanically.”

Of_ course they feel the rhythm instead of
the time, through the whole body, when they
stand UP- get away from the piano and con-
d uct with free, well-coordinated full arms, and
with for.earms and hands which center in the
finger tips, where the “conducting” finally
emerges. But don’t neglect to have tﬁem count
aln[ud very br%skl}-‘ as they conduet,

use this simple Conducliug pattern for all
cight lying on its side, with
“one” and'an in-swing for

thythms—, figure ¢j
an out-swing for

RIGHT ARM

start
here

“two.”" ivle 1 " 5
vo.” In triple rhythm the “one” of alternate

casures -
tmeasures (second, fourth, and so on) hecomes
n m-swing., Use arms smgly, then together.

ErTIne poroorr dnss $AEN



Prelude

Alexander Scriabine, (1872-1915) also spelled Scriabin and pronounced in teachers were. Conus, Tanecieff, Safonoff, and Arensky. The highly original,
Russian “Skraw-bin,” is often called the Russian Chopin. He was the son of esoteric, and ethereal quality of his works has made a permanent place for him
cultured parents and a most genial and polished gentleman, who incidentally in musical history. Grade 4.
admired ETupe greatly. He studied at the Moscow Conservatory. Among his A. SCRIABINE, Op. 11, No. 13
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Promenade

A clever dance conception in modern style which at first may seem strange to some ETUDE friends but after many performances in strict time with the meironome
will reveal its novelty. Grade 4. :

PAUL SARGENT
Gaily wvery rhythmic (d=160)
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A distinctive, appealing waltz with a fine to

ractice

Breath of Spring

a r
it until

Gracefully, with a lilt J=ss)

nal balance and excellent voice leading. Preserve a

strict legato in the phrases
you can play it with great fluency and deftness. Grade 4.

as indicated by the phrase marks
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Thoughts at Twiligh

This very satisfying reverie should prove a most effective teaching picce. The overhand left-hand notes sound like little fairy bells in a tranquil glade. Grade 3.

N. LOUISE WRIGHT
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Gypsy Dreams
Grade 4. WILLIAM SCHER, Op. 70
Slowly, with expression (alla Zingara) (d=66) 5
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Prelude in C-sharp Minor
This prelude is number four of the set of sixteen masterly preludes by the ‘times a reflection of the style of Brahms and again that of Chopin. Thifs prelude
American composer and pianist Abram Chasins, who for nine years was on the makes an excellent study and is not too difficult. It should be played vigorously

faculty of the Curtis Institute of Music in Philadelphia. Th ludes h t but not heavily. Grade 5.
1 of the Gurtis nstitute of Husic in Fhracelphia. These preludes have a * ABRAM CHASINS, Op. 11, No. 4
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Hommond Registration
(10) 31 8746 212

(11) 10 8874 310
Broad and sta.tely

Tuba Solo [B]

March Maestoso

(From HarpsicHORD SulTE IN C)

HENRY PURCELL
Arranged by Alfred Whitehead
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Alexander Mackenzie Watson

If There Be Ecstasy

CLIFFORD SHAW’

P Slowly X ‘
y- 4 T - - - - —h n' .
- lj":lrﬂl— o, ]
b N If there be tegrs up-on your
"-ﬁ
) g
AN N ' ‘ 1N
2 ——F—+— = = = | S ! { |
¢ fl g . ! l bg: dim, nf / \"' pl
P2 L0 l O l _J — &
:l —— ‘)5 P | [ Ln | gE ;‘: — h, -
,I b FA L9 ] ,‘\ L] - ~ LA | I | \\-/ [ ® ) .. s —
—x <P YV O L& ) ] I O
= { ;\) ;‘\ k) ) - 0 '\1 i\) - }\ }\] ]k‘
HED— - 7 —e <r ﬁ:i“:ﬂr—— ) }
o ~— - r—y | " :
cheeks,— be-lieve that Tl be near to com-fort you, If there be laugh-ter on your
/——\ I e —————————————
J 1 N . = [ " ! N
I 4
E 72 F F ¢ ] : !
Y] T I | [/
i g | " , J AN 2
e e Ee==r=x
> g 1 : #) ?: <) [7:Y 9 0 rd
O P r = | | O *biPr r
n ' o . >\—/ )
} 1 Y 3 \ 1 . [ ) n
L\\ lb = 7 7 7 L VA /' rg 1 — 'L !
¢ lips or in your eyes, I glimpse the stars. Make me to 1
” T~ un - der-
E ') | 4 ] | ]
S —— F Z a -3 -
« z . / \ More intently
P Com— 2 am ‘l =2 —
'L..'p © : lF b 7T j IF? N : : :
‘ O N — : r ;, |
2 " I K i = N
b - [*] '__ D [1 } o 1l - 0 - —
D = i 7 1 i - - 7 74 g
e | 4 Y y y | - A —— —
stand l l’txs I who've had a part | in all the joy they are but sym-bols of
| | | | | | | | ) N\ 7
— bﬁ e L ros ! ———
o b 258 —— e <
25 52 I's ® g3z |pe s2s &
s o 1 1 ) I 1 I — ] 1 i
,I l; | I 1 1 1 1 i 1 1| | i 1
1 |
1
\ \ o/ o/
b——) B —_ K %\, = t
G ii—'/. = —— = - : i' = 1 g
¢ If there be ec-sta-sy with - inyour heart, share it with me.
A "—\ .
§ * —_
—% } ! W y 4&% = 7 {
] i | ry
: ' L 71 Z
nf } Begin to build } ) ! — | - .
e
ra O 4 D » F 2 .‘!
Al CYN ;4: s o — : | F .““
o )
i ‘r r " ] ! — ;
[k \_/ _._

Copyright 1948 by Oliver Ditson Company
26

International Copyright secured
ETUDE - FEBRUARY 1950



- _ oresc.
—pn N :L\' '1\1 - 5 - - r\l Y 5 ..flb-'.—
J i 7 ¥ V; B ¥ ——4i—0 4 L 1 5'1
e And Ifwﬂl gfve you back in meas-ure full an e - qual part, | | en -
0 | | } 1
1 ] -
: —— s ¥ == ===
D K | [ I 1 i D
R e N = s F
Pr—e : : , — ' i =
o | 7 7. =
A 8 - 'ﬁ 8..-
H - - - = - - - ——— 5 3
1 = = A I = — = o N— N = o © ]
\Ub :5 /' : /' II| |'./ lI i [ —g ‘ } ) i
D) ric;hed by all the long- ing you cgn-not fail to see in my own eyes. -
| N = > = F = &£ T 3
: — E E 2
e i- L= | 1
e < —_— | .Ily 3
S / \/:\ > > g E > = g -
2 = o A e = ——
— © 1 I i |
' ‘ i | | 8 r 8
g Romance
. ExrtrarTE bu CONCERTO
Edited by Franz Kneisel ED. LALO, Op. 20
A ,Andantinm)‘:QG)
VIOLIN 5 [ - - - -
A | P N ] \ A \
P& gt . —
£ v ry . -ﬁ_‘lo ‘I Ib“ d ] |) : || i' # ‘
. oF : . ~ e ’ ﬁ- 3 ﬁ# 3 7. ¥
ANO . mf mf espress. | ?\’ | f\ _‘l h | \ P KN
2 O n o 9 o | o o9 966666 85— s  — o
T e ] T
> 2
é I f:?;f’: ST =2 % o — == 1 1.:‘1'\1'—
——— r—2 i i —
N, g r.N N 1 1 1 1 | 1 j:
\3 ‘Jo % H I - — —1 —
-
nf 2 7
| I ] I 4Ai',\"__4—ql..~ql‘__
I )
% el : — 0 e i- *#T
» F 7 A
BT N T W WY A | N1 1N
i z B L m— B LY S L L L
f-’l‘. po 75 )
prp | | i A
‘pooo k. a tempo I 2
o eV, == ewnay,
P Fes PP DT OIPH e e e
P S dolco espress. cresc. I
atemﬁo
q 0 i 1 7
1 ’ i ’o 5
T SN~— 3
— | P y CTesc. -; r-
e A e e =
T o ‘ 7 AN A ~
sm‘vez.h
Copyright 1908 by The John Church Cempany International Copyright

ETUDE - FEBRUARY 1950

37



A dolce _L_: ',F':

! P |
: i /I‘ .
I 1 I' ] . / L

+1 < f y > ’ lkl !

i);‘—_‘}:I: . i;i} =pie: & Fo—o -
| | : 74 * 7 py T— T " ¥ F ﬂp

I ;
V] 000 7t ~—"
oo — 2m v "‘% » hf—\\ 1, 2ife J1 5 o @ tempo
il ¥ AY
] 1 |' ] '} l L | 0

Wﬁf - 4 cresc. e - - _ —

h& | N o -y . Po0o rit, /"—@:

:ql ] dll ‘{o " : 'l\ o |
s; Hji T - hﬂﬂ# :i./ V .
cresc. “ f . mm

e e e A=
T 17 ] 1 7 e :
& |2 A 1 7 i y 4 1 .
v ﬁ“m 2 e !
1 2
} I — ._I I —} 2 ] %
& L o — ] 1
—

1
> Ne B F o, JEED .
G 2 /"\h!- ’ r- /..P‘_ ﬂ . h £ :b) #‘\' = hgg';'\
'\\ :' |V | ﬁ! — 1 'y ]
& f 2 .f p——y - —
. T —— N ) Y p—_‘gglc_— —— A A, S glises
i\ A A »p 7
Sresir e e == S W
j l ' ‘Ib agk n\:\_/by a Ii 0
, $S7 4 = g Y} M v [e]
' ap}fizg”’k = . — 7 == |/n\ H a2 — a tempo
* i )
=57 R e
. ,;fj | . N A N poco rit, ‘ @ tomr——
I N - —ot { ] } R ; :
A 7 = £8
f i — | f I N N PP swivez Pow
_',H:L——ci———bd o — .'p_d‘rx.q_q: o
R A 1 = ﬁ%

. \_},«-
ETUDE- FEBRUARY 1950



/——\ a tempo 914
N 1 S 1 = > %

| ‘ﬁ J L
3 :l-;’ l L = "' S = 1 : J 1
b’) }l)oco 720 d?zlggrf'po - | —{
g = : X
\ Lb =E < R
e rep * )
T - poo 0 1L, — r%
N A - o s N o |
¢ —¢—-6¢——0—d ] —6—0—0-—-90——¢
T T a0

——

2 b 1
N v,-\ﬁ
’ 'v

II/—\
A | - F’\S nﬁ n /-a\ /—§> o~ 1 :
e e e e e s s
:)n ' cresc —— AH—‘JTW
I \

I
2
i n 2*’"42 3 c‘ﬁ'\ ﬂb'\l'\ 'V/\'}.X
1—— i =
¢ —————— ' Emm
S
! — : : ——
— ' —
Yy :__. ?— ° Y |
oresc.
. 1,-—[:—1—1 | ——~ [T e J ‘ by Al
)b o o o1 oo —P_'—
i — » : p— I = — !

' Poco 7L ;‘;” PO, . ?;\

L 1 ""12/\
b “P'*F@H »

\J f
() r

. pooo rit a ten zpo//.————\
| N 1

S
ppp |

IFB'__:FTj » m—
E£% ;" .L - ‘Iﬁ
,}—- ¢ —1t ] =
at e P 7 7 A '
1 S N i
+Z @p— ] : } : = |
D I T I |
e ! —  dolciss. —_ )
T p— P = e
Dl —DPi747 s V{: #: -4 ] b
:lo{l;} Ll 2 K0 — : T J ‘ : —‘ﬁ:ﬁ—?—f -
_ Ly —— prpp p,?}'ftmngudlo Te—
)b
. . A z z ,
\__/,, ~—

ETUDE - FEBRUARY 197



Gay Dancers

SARAH LOUISE DITTENHAVER

SECONDO
Allegro (d=96-104)
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Gay Dancers

SARAH LOUISE DITTENHAVER

PRIMO
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Polonaise, in G Minor

OBoE, CLARINET IN B, AND Bassoon

JOHANN SEBASTIAN BACH
Moderato energico (J:ioo Arranged by N. Clifford Page
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The Snow Man

Grade 2. MAE-AILEEN ERB

Moderato (d=120)
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The Baton Twirler

Grade 2. ELIZABETH HOPSON
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Left, Right! March Along!
Grade 1. CLLA KETTERER
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The Moon Boat

Crade I. ) ELLA KETTERER
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Keeping Step!

Grade 1, ANNE ROBINSON
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On a Swan-filled Lake

MILO STEVENS

Grade 23.
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YOUR YOCAL PROBLEM

(Continued from Page 16)

kind of strain if there is an ache
in the throat after singing?

» An ache in the throat result-
ing from vocal strain would be
no more visible to the eye of a
throat specialist than a strained
leg muscle would be to an athletic
trainer. The sufferer is the only
one who can tell. Of course if the
ache persists after singing, the
chances are that nodes will develop
and those are of course quite ob-
Vious to a throat specialist. Any
singer who suffers from a throat
ache should not necessarily rush
to a doctor, but first check the
method of singing.

® Can q person who is 42 years
ola{ expect to receive benefit from
voice lessons—providing her gen-
eral health is good?

» I can see no reason why a per-
=0n 42 years old should not re-
Ceive henefit from voice lessons.
owever, if that person expects to
%Ilake a career, then [ would say it
15 a definite waste of time.It would
e like taking up tennis at the
same age with the expectation of
plE.l}'lng in the National Champion-
Sips. However, if it is for fun,
then take lessons by all means.

:hi a;n a conu:alto, 1.7 years old,
an f]ﬂs studied wvoice a year
hebl talj,- but cannot make any

ay with the high tones I and
s C;“l .Teach. these tones fmly
: sing softly and entirely

on the breath.” How can I cor- -

re . et b e :
ﬁct, this? Wi singing with my

Ngers i : S
'8ers in front of my nostrils give
e reson ; : woice’
ance and place my voice:

‘.Again I am a little puzzled by
e ls‘question because I don’t know
*actly what the young lady means
singing “on the breath.” I
ave always helieved that all prop-
o' singing was done “on the
s teath,” However, I have a feel-
8 that she is talking about
:: unsupported tone, probably
_Ime type of non-resonant falsetto.
eazgef\,e.l" if she can reach F and G
Y singing softly, there should
vg[;lo difficulty in increasing the
Pro n_l? of 'lhose soft tones .by
Po ke application of the motive
‘jva.‘ of singing, which is breath.
(-;:lsliam_ly no mechanical aid such
ging with the fingers in front

ETTine wmee

of the nostrils can be of any help
in any vocal problem nor will sing-
ing with the hand cupped behind
the ear. The latter, of course, has
been resorted to a great deal by
radio singers so that they can hear
themselves over the studio orches-
tra, but it is a habit which is dis-
astrous to cultivate.

® | have an individual problem
which I hope you can help me
with. 1 draw my upper lip down
and tighten it when I sing, and
1 cannot get a loud tone on my
medium low and lower tones with-
out forcing. I do not open my
mouth as wide as some singers,
so do you think dropping my lower
jaw more would help?

» Drawing the upper lip down is
certainly very much better than
drawing it back from the teeth.
However, anything which is tight
is bad, so I would suggest that
the tension on the upper lip be
released and that the lower jaw
be allowed to swing normally and
not be locked. I think the old
Italian method of the mouth in
the position of a suppressed smile
is probably as good as any I know.

® /] am 33 years old, live in
New York City, and have been
studying singing for the past four
years. My health 1s poor and 1
have been told to leave the city for
a milder, drier climate n the
country and devote all my time lo
music. Financially I will be re-
siricted. Where can I find a place
where the cost of living is not loo
hich? A timely suggestion will be
gr:’m]y appreciated.

> To this question I am
forced to give a rather deprcssipg
answer. 1 would certainly z_ldwse
against anyone who is_not m'lhe
best of health considering a sing-
ing career even ff)r a moment,
After all, the condition of the voice
depends only partially on lhe. con-
dition of the vocal mechanism _ltself.
General good physical COIl(]I'tIOn——
not only good, but exceptmn.a!ly
sood—is an absolute prerequisite
To a singing career. I ‘\’O}Ild-SL]g—
west that the first thing this singer
g]muld do is to regain physical
health completely, and then re-
sume singing.

THE END

2 New

TECHNIC BOOKS

FOR BETTER RESULTS!

New! TECHMNIC-TUNES for the piano
by Louise Christine Rebe. This new
publication embodies 24 pieces covering
the Legato Touch, Staccato Touch,
Trills, Scale Study, Chord Study ond
other phases of piano technic. Price 75¢

MODERN TECHNIC for the student of
piano by Kenneth Aiken. A book for
both the young piono student or the
adult beginner. The treatment given
scales and arpeggios will be found to se-
cure greater speed and smoothness.
There is also included a rather compre-
hensive treatment of chords. Price $1.00

2 Modern

PIANO BOOKS

FOR THE ALERT TEACHER!

TWENTY FAVYORITE MELODIES by
Sula Kate Benson. Familiar songs
arranged on Five Finger Patterns for
Piano. Socred and Secular. Price 60c¢

THE YOUNG EXPLORER AT THE
PIANO. A song approach which com-
bines a natural, joyous, musical exper-
ience for the child with a systematic
program for the development of read-
ing. By Raymond Burrows, Ed. D. and
Ella Mason Ahearn. Price 60c¢

WRITE FOR COMPLETE CATALOGUE

7he WILLIS MUSIC CO.

124 EAST FOURTH STREET, CINCINNATI 1, OHIO

LEILA FLETCHER
| PIANO COURSE

jnfroc[ucing —

The LEILA FLETCHER
PIANO COURSE

BOOK ONE

[Beginners, and
Preparatory Gr. 1]

BOOK TWO

[Grade 1]

(Book Three [Grade 12] ready very soon)

Piano Course contains 56 pages.

130 EAST MAIN STREET

The Best in Music! A Piano Course that is sound, logical, and
comprehensive. Includes many New Approaches which simplify
teaching. The musical examples are effective, enjoyable, and hold
the pupil's interest. Graded for the average pupil, the Course is
suvitable for individual and class instruction. Each Book of the

llustrated. Price, each, $1.00.

Copios at your music dealers, or write us direct,
{ Sent postpaid if remitiance

MONTGOMERY MUSIC INC.

e accompanics order, )

ROCHESTER 4, N, Y.




is something for every musical
taste in Century Edition at 20c a

copy.

EARLY FRENCH KEYBOARD MUSIC
. . . Masterfully Edited by
ISIDOR PHILIPP

3903 COUPERIN, The Butterflies, Dm-2-4

3904 COUPERIN, The Fickle Countrymaid,
A-4-5

DAGINCOURT, The Windmill, D-4

DAQUIN, The Swallow, D-4

RAMEAU, The Hen, Gm-4

PIANO SOLOS
in Grades 3,4 and 5

3899 BACH, Prelude and Fugue in C Minor, -5

3909 BARTOK, Evening in the Country, 2-3

3910 BEETHOYEN, Bagatelle Op. 33 No. 6,D-3

3898 BEETHOVYEN, Polonaise, Op. 89, C-5

3902 BRAHMS, Rhapsody Op. 119 No. 4, Eb-4

3843 CHOPIN, Polonaise in A Flat, Op. 53, 5-6

3901 CHOPIN, Three Etudes {Posthumous), -4

3946 COWELL, All Dressed Up, D-3

3947 COWELL, The Good OIld Days, Dm-3

3948 COWELL, Homesick Lilt, F-3

3949 COWELL, Po Jigs Them All Down, G-3

3950 COWELL, Pegleg Dance, Am-4

3913 HANDEL, Adagio & Bourree, (Water
Music), -3

HANDEL, Air (Water Music), F-3

HANDEL, Andante & Hornpipe (Water
Music), F-3

3911 KABALEYSKY, Sonatina, Am-2-3

3912 LIADOY, Prelude in Bb Minor, -3

3849 NEVYIN, Narcissus, Ab-3

3900 SCHUBERT, Moment Musical, Op. 94

No. |
3908

3905
3906
3907

3914
3215

, C-4
SCHYTTE, Witches Revel, Am-3

ORGAN SOLOS

Arranged by Kenneth Walton
3927 Arioso, Medium

3928 The Palms (Les Rameoux) Medium
3929 Star of the East, Medium

3930 Elegie, Easy

2931 Coronation March, Medium

3932 Evening Star, Medium

Our graded and classified or our complete
catalogue listing over 3900 numbers is free at
your dealers or on request from us.

CENTURY MUSIC PUBLISHING CO.
47 West 63rd 5t New York 23, N. Y.

‘MAGIC

FINGER EXERCISER E
DEVELOPER

‘It will give you a difterent
Touch.” You'll be amazed when
you use the Magic the first
time. Improves the touch in

minutes. Fingers love it.
Price . . . §12.95

WRITE FOR FREE LITERATURE
MAGIE FINGER DEVELDPER LD-
895 E B4™AVE-VANCOUVER B-C:CANADA

$ .00
PIANOS 120
FINE CONDITION AGENTS WANTED

Delivered To Your Door
Write for details

CUNNINGHAM PIANO CO.
PHILA, 44, PENNA.

PIANO TEARCHERS

New Technical Exercise for sfrengih.ening
the fingers that eliminates the necessity of
all others. One complimentary sample to

all piano teachers.
Write

LUCILLE DESIN
West Main Rd. North East, Pa.

SWING PIANO BY ?ql_.h\ll.b "

3.00. Self teaching book.
3['—'%5[5.(21§5I50AL ENTHUSIASTS— oD
Joncerto No. 1 & N '?"'.E:u ...52-.3

er o ications by @ new composer &
By |:ncllblll‘n:'\:‘ur!ll{!‘::“}.‘[l! ;’ur complete free :‘ilil.
ON PUBLICATIONS

P. 0. PBPLLL :Eg‘z‘fﬁamalm 8, MNebr., U. S, A
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Works of Chopin have been
recorded by the young Texas-born
pianist Jacques Abram, who has
performed for Allegro a long-play-
ing set that includes the B minor
Sonata, the Nocturne in D-lat,
Op. 27, No. 2, and the Polonaise
Fantaisie.

Mr. Abram, one of the best of
the rising crop of native pianists,
displays his good fingers in the
Allegro set, as well as his sound
musicianship and impeccable style.

Sir Thomas Beecham has re-
corded Strauss’ “Ein Heldenleben”
for RCA-Victor with the Royal
Philharmonic Orchestra. Like most
performances under Sir Thomas’
baton, the “Heldenleben™ is origi-
nal, arresting, and frequently at
odds with the accepted interpreta-
tion. Altogether it is a stimulating
performance.

Claudio Arrau, the Chilean
pianist, despite his Latin heritage
and his matinee-idol exterior, ap-
pears to find spiritual kinship with
the music of Beethoven’s middle
and later years. His latest record-
ing for Columbia offers the “Wald-

stein”  Sonata, in a sensitive,
thoughtful and musicianly per-
formance.

Schumann’s long, staggeringly
difficult C Major Fantasy is gen-
erally considered an acid test of
piano virtuosity. Rodulf Firkusny
passes the test with ease in a new
Columbia LP recording. His per-
formance transcends the bristling
technical hazards of the work and
projects admirably its mid-nine-
teenth century romanticism. The
recording is recommended for all
Schumann lovers, and for all lovers
of fine piano playing.

OPERA ISN'T DEAD

(Continued from Page 15)

them: (1) Modern opera lacks
sensitive and sensible direction.
(2) Very few singers are willing
to sacrifice their high B’s to make
a word understandable. (3) Mod-
ern opera must have good acting,
and singers should take the oppor-
tunity to observe it on both sides
of the footlights. (4) Modern op-
era must have expressive singing:
but today’s singers prefer to culti-
vate the polished and colorless
voices which invariably land them
a radio contract.

May I quote what Verdi wrote
when a famous singer was sug-
gested to him for the role of Lady
Macheth? “Madame Tadolini is
much too polished for such a part.
She looks beautiful and good. I
would like a Lady Macheth who is
ugly and evil. Madame Tadolini
sings to perfection. I would prefer
a Lady Macbeth who did not sing
at all. Madame Tadolini has a stu-
pendous voice, clear, limpid, and
powerful. T want a Lady Macbeth
with a harsh, stifled, somber voice.
There is something angelic about

the voice of Madame Tadolini; but
what I need is a diabolical voice.”

Ask any singers today to meet
these requirements, and they are
horrified. They are all anxious to
sound alike, with the result that
any variety of characterization on
the operalic stage is almost an ac-
cident. Nevertheless, 1 would like
to add that because the singers I
chose for “The Medium’ and “The
Telephone,” (I mention only these
two operas as they represent my
first altempt at staging opera) were
still young and comparatively un-
known, I found them unusually
flexible, and responsive. They sang
lying down on the floor, knceling,
with their backs to the audience,
with their hands over their mouths;
with suffocated voices, and all this
with a minimum of complaint.

We had a wonderful time work.
ing together and discovering how
many new things still can be done
in staging an opera. Whether we
were successful or not is up to the
public to decide.

THE END

here

are Century's latest publications
for grades | and 2. .20c a copy.

SHURA DVYORINE

3636
3937
3938
3939
3940

At Church

Dopo the Donkey
Lonely Shore

Song of the Prairie
Yellow Butterfly

MEETING THE MASTERS
Very easy arrangements
FANNY G. ECKHARDT

3957
3958

Beethoven for the Young Pianist
Brahms for the Young Pianist

3959 Chopin for the Young Pianist

3960 Mozart for the Young Pianist

3961 Schubert for the Young Pianist
3962 Schumann for the Young Pianist
3963 Tschaikowsky for the Young Pianist
3964 Wagner for the Young Pianist

WILLIAM KREVIT
3942 The Clowns
3941 Little Lost Bear
3943 Picnic Party
3944 Trapeze Waliz

"STATES OF OUR NATION"
Additions to this popular 2nd
grade folk song series by
BERNARD WHITEFIELD

*3951
*3952
*3953
*3954
*3955
*3956

California
Louisiana
Minnesota
North Carolina
Ohio
Pennsylvania

* These pieces have word inging i

i s for singing if de-
5|]red. Our graded and classified or our com-
plete catalogue listing over 3900 numbers is
t your dealers or on request from us.

CENTURY MUSIC PUBLISHING CO.
47 West 63rd St,

free a

New York 23, N. Y.

PIANO TUNING PAYS

Learn this Independent Profession
AT HOME

Out patented TONOMETER with BEAT
GAU 15 a scientific teaching-tuning
instrument that simplifies learning and
assures accuracy with or without knowl-

edge'of music. Action Model Is
furnished. Diploma gmnted?ndgl?:ﬂt
shortage of tuners makes this a PROF-
ITABLE and UNCROWDED field.
PIONEER SCHOOL—50th YEAR. G.I.
APPRS]\;ED. Write for free booklet.
§ S BRYANT SCHO
10 Bryant Bldg., Washington 18?3. C.

Has Your Child|

the advantage of piano study with
a member of the

NATIONAL GUILD
of I"“IANC)I TEACHERS

A goal of achieveme
| ] nt for every student
I svitable to his age and udvungemeni.
(NOT A CONTEST)
The Better Teachers Are Members
Chapters in every large music center
FOR INFORMATION WRITE

IRL ALLISON, M. A.

FOUNDER AND PRESIDENT

Box 1113 AUSTIN, TEXAS

WM. S. HAYNES COMPANY

Flutes of Distinctlon
STERLING SILVER — GOLD — PLATINUM
Catalog on request

108 Massachusetts Avenue, Boston 15, Mass
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city and state that, only a few
years ago, was associated only
with more and better cows, oil,
and corn. There are regular mem-
bers, paying a minimum of $25.00
a year, fellowships for half that
amount, student memberships for
as little as $5.00. Out-of-Towners
have special rates and their num-
ber is amazing. Two school teach-
ers from Henrietta, Oklahoma,
travel 167 miles to and from every
concert in an old jalopy and even
a “foreigner,” a man from Wichita,
Kansas, holds a membership and
comes regularly all the way from

ichita to hear the orchestra. Bus
loads of from 25 to 100 people
come from Shawnee, Chickasha,
and Weatherford, 40, 50, and 87
_miles from Oklahoma City.

Members of the society consider
themselves somehow superior to
the ordinary subscriber or ticket
uyer in other communities. They
feel that they are members of a
secret order of music lovers, and
fro.m the way things have been
going for the last eight or nine
years it must be a highly enjoy-
able, most inspiring society.

WHEN young Victor Alessandro,
an American musician from
aco, Texas, returned from his
studies at the St. Cecilia Academy
and the American Academy in
Ome at the age of twenty-two, he
ecame the conductor of the Okla-
oma WPA orchestra. A few years
later WpA stopped and many of its
Musical outfits folded. Young Ales-
Sandro refused to do so. Instead
% began to infect the whole com-
Munity, from the Mayor down,
With a vielent music virus.
lessandro is a small, heavy-set
man, talking with an absolute con-
Viction, emanating an aura of
Strength and leadership that gives
You immediate confidence in him-
Self and in the truth of his ideas
and ideals, He has only one goal—
!0 make, a5 he expresses it, Okla-
homa City and the State of Okla-
oma the most musical city and
Sta‘te in the world.

Music,” he says, “is the most
democratic thing on earth. It is
OUr job, the professional musi-
¢lans’ job, to bring it to as many
People ag possible. They don’t have
' take it, but it is there for them
to have jf they want it. That is
:’]"hy we don’t think anybody can

1scharge his duties towards music
and the cultural demands of his

ETUDE-FEBRUARY 1950

community by buying an occa-
sional ticket to hear an occasional
star. He has to do more. He has
to become a member of our musi-
cal community.”

This was the basic idea. Now
look what it did to the city and the
state.

When you become a member of
the symphony society you are
given a reserved seat in the hall
and you can (and will) attend the
twelve regular symphony concerts
of the orchestra free of any addi-
tional charge. You also become a
member of the State Symphony
Society, which gives you veting
privileges in the organization and
the right to hire and fire the board
of directors. You can show up at
meetings, call the conductor names,
and tell everybody present what
you like and what you don’t.

But that isn’t all. Some years
ago sparkplug Alessandro decided
that the big symphony concerts in
the big hall weren’t enough to sat-
isfy his musical ambition and the
just demands of his members. So
he began organizing what he lov-
ingly calls his Little Symphony—
18 to 45 men who play Serenades
and Divertimenti by Mozart and
Haydn, precious preclassical scores
and many mcdern works that
would be drowned in the enor-
mous spaces of the Munic-ipal
Auditorium. The concerts are given
in a small hall—they, too, are ab-
solutely free to the I.nembers.hip
and just as absolutely 1-m%ccesmble
to occasional musical kibitzers.

No outside soloists are used to
attract the public; no concession.s
are made to the taste of the audi-
ence. The conductor just plays .the
music he and his musicians think
worth playing. Yet, withn} a.z_short
time after they had been initiated,
each of these concerts .had to be
played three times—twice on the
first evening and once next day.

When the small hall where they
took place was swallowc.zd by tele-
vision to serve as a Studlf), another
room was found in the'mexhal‘lst-
ible Municipal AUditOJl}:'rI‘nh blﬁl(}i
ing, glamorously calle e Ha
of Mirrors.” To make the concerts
even more intimate, wooden risers
were built on all four walls .of the
hall. The orchestra plays in the

f the floor. )
cerll-;:'eo the  nformal dem9crat1c
principle of music-making is car-
ried through without any reserva-
tions. As members of the audience

file in—and then again, during
intermission—they talk to many of
the rlayers, greeting them by their
first names. It’s the atmosphere
of a party, of a meeting among
old friends, and no forbidding
line is drawn between the listener
and the initiated performer.

Then, before the concert actually
gets under way there is further
tearing down of the spiritual fence.
Recently, for example, Maurice
Ravel’s Tomb of Couperin was
scheduled for a performance of the
Little Symphony. It has a particu-
larly difficult part for the oboe.
So before the piece was played,
the conductor explained to the
audience the technical problems of
intonation and fingering of the
oboe. Afterward, the oboist played
some of the difficult passages
slowly, so that the audience could
watch his fingers—then repeated it
in the proper tempo. When the
performance got under way, the
listeners not only were hearing the
music but had a new, exciting un-
derstanding of its intimate fabric.
A FEW weeks ago a work by Jack

Fitzer, a resident composer in
Oklahoma, was programmed. Be-
fore he performed the work, con-
ductor Alessandro made the com-
poser rise in the audience, intro-
duced him to the public and made
him tell why he had written his
work and what he had in mind
when he wrote it. After the piece
had been played, the audience was
free to ask questions. A lively dis-
cussion ensued, constructive and
fruitful for the questioners and
for the harassed composer.

There are generally no printed
programs at these events: the con-
ductor announces each work, talk-
ing at the same time a little about
the music and the composer, tell-
ing anecdotes and jokes that stick
in the mind and make a composer,
formerly just a name born 17xy,
died 18yz, suddenly come to life.

When Alessandro was planning
to play Saint-Saens’ Carnival of
the Animals at one of his recent
concerts, he heard that a circus
was making its winter quarters in
nearby Hugo, Oklahoma. “I will
never forget the face of my first
trombone player,” Alessandro re-
ports, “when he entered the dimly-
lighted area backstage, unpacked
his instrument and sat down on a
stool for a few warming up exer-
cises. He had just filled his lungs
with a sound supply of air to let
go with a lusty fortissimo when he
saw a small elephant chained to
a radiator a few feet away. The
sounds froze in his instrument.”

But the trombone player recov-

“ered from his shock and a little

later Tina, the elephant, small as
elephants go, but surprisingly big
for a member of the Oklahoma
Symphony Orchestra, danced with
grace and perfect rhythm the
Dance of the Elephants, one of the
most popular pieces in the Saint-
Saens music. “Tina,” Alessandro
asserts smilingly, “has done more
for music appreciation in Okla-
homa than a whole battery of
professors could have done.”

Everywhere the seeds are being
planted and everywhere they begin
to bear fruit. Recently, a group
of players from the orchestra got
together to put on—without any
prodding from “above”—a series
of chamber music concerts in one
of the city’s churches. A small
stage was constructed and two
hundred people gathered for the
first event. The admission charge
(one dollar) doesn’t go to the
players—it helps to pay the ex-
penses and for the buffet supper
where after the concert, musicians
and listeners have a bite and a talk
together and where the musicians
ask the audience what they would
like to hear the next time.

No schedule of concerts is an-
nounced. Whenever the players
have enough spare time to prepare
a program, they just telephone a
few friends—and a few days later
the place is packed.

This seems the secret formula:
to tear down the barriers between
the professional musician and the
ordinary listener, to make music
an adventure for every citizen.

“rpnrs season,” Alessandro said

proudly, “we will add the ac-
tive participation of three different
choruses to the concerts of our
orchestra. Three hundred young
p:ople from the combined high
school choruses of Oklahoma City
will appear here on the stage of
the Auditorium to sing with us
Brahms’ Song of Destiny! On one
occasion the chorus of some 300
young people from the University
of Oklahoma will sing with us,
and at another time, the girls from
the Oklahoma College for Women
at Chickasha.

“Do you think they will ever
forget it? I can’t believe they ever
will. Not they, and not their
friends and their relatives, | think
they all will be faithful recruits in
our crusade to make this town and
state a more beautiful place in
which to live and to give our
people more happiness, more con-
tentment, and more peace of mind.”

THE END
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Schulmerich does it againl

Introduces NEW [nstruments at Low Prices!

by the creators of
The world renowned '"'Carillonic Bells’

Sdubvitisiic i sewL

Does anything a $15,000 cast bell
can do, yet it doesn’t require a
tower. Provides tolling or swing-
ing bell. Anyone can install jr—
and play it. Also plays *'Carillonic
Bell” or standard records. Micro-
phone can be attached.

from

complete

| 5395.00*

Behdnatnic  auto-seL

The most versatile fully automatic
‘bell instrument ever made, Provides
both swinging and tolling bells, with
24-hour program clock and aurto-
matic control. Ideal for licurgical
use of fine belltones. No tower
required.

from

$71240.00*

complete

c]w.lmElﬁtic TOWER
MUSIC SYSTEM

The most compact system made.
Reproduces perfectly the music
of your organ, **Carillonic Bell”,
and standard records. Clock
device allows the prearranging
of programs throughour day

- or week. More
economical to
buy than any
similar instru-
ment. No tower
is required.

trom $900.00*

complete

*F.0.B. Sellersville, Pa.

W Electronics, Inc.,

Heubvilrwiic 25 BELLS
"FOR ORGAN AND TOWER

The finest low price bell instrument
with a full 25-note keyboard. Pro-
duces harmonically-tuned bell
carillon tones for the rower and
the organ. Organist needs no
special training. Complete control
of volume and modulation s possi-
ble regardless of organ volume—
a feature ordinary organ chimes
do not have.

tom $995.00*

complete

281 CARILLON HILL, SELLERSVILLE, PA.

you owe it to yourself
to learn about the new
Everett. .. First small
piano to win complete
approval of aceom-
plished pianists. Get the
Jacts =awrite for this
important catalog today!

EVERETT PIANO COMPANY, SOUTH HAVEN, MICH.

ﬂww ﬂmwwnﬂﬁ ﬂwﬂ 4 naw pions...

TE
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a1
by

STUDENTS—MUSIC LOVERS to earn Liberal
Commissions selling ETUDE and all other ma-
jor magazines. No Cost or Obligation, Write
for complete details today to:

M. E. NICHOLS
CURTIS CIRCULATION cCoO.

Independence Square, Phila. 5, Pa.

HOW TO FILE YOUR MUSIC
(Continued from Page 21)

have to be handled ten times in-
cluding the performance for the
service. In addition to the time
saving afforded, these folios help
to improve the appearance of the
choir when in the loft.

Those of you who are familiar
with band and orchestra music
know that at [requent intervals
there are rehearsal numbers or let-
ters provided to be used as start-
ing points when working over a
particular section or phrase, if
it is undesirable to start from the
very beginning of the composi-
tion. Why not do this with your
choir music, Mr. Director? As
each new anthem is added to the
library, why not go over it and
mark rehearsal numbers or letters
with a blue pencil (use red for
other markings) at the logical and
possible points to start within the
anthem. Don’t wait until the re.
hearsal when some trouble occurs
to try to decide where to begin
working on that trouble spol. By
having all the copies marked in
advance, both you and the choir
members will know. Think of the
saving of rehearsal time when you
can say, “begin at letter A, op
“start at number 3. oy “tenors
two measures after C.” How muycl
more professional the above ex.
amples sound than “Well, let's

see
where we can begin,” or worse,
“Altos, where do you want to

start?” This professional manner
will improve your rehearsal elli-
ciency and increase your stature
in the eyes of your choir members,

The old adage about a stitch ip
time can certainly be applied to
the repairing of music. Yes, a
stitch in time saves. Repairing
when the damage first appears wiltl'
prevent greater damage to the pPages
and the resultant need for ordering
new copies, which in turn takez
money you would like to he ysine
to I)lll'(_f]]ﬂs(’ new illllhf’”ls. r]\h(‘ ('Of:;
of repairing a torn copy to prolong
its useful life is much Jess than
the replacing of that anthem would
be. As soon as a tear or rip oc-
curs, give the copy to the librarians
for repair. After trying different
repair materials, we chose Gamble
Hinge, with which many of you
are perhaps familiar, 1y js made
in several different “leafs,” and
which size to use depends on the
rfm_m]wr of pages in the anthem.
Scissors, an sponge, and

tape will ¢om-

office
some transparent

plete your repair material require-
ments,

A “library card” should be kept
to allow choir members to take
music home for extra practice if
this is deemed advisable. Instead
of extracting one or two copies
from the folio, the entire folio
should be “checked out.” This li-
brary card should comtain the
name of the choir member check-
ing out the folio, the date the folio
was taken home, the date of re-
turn, and the initials of the librar-
ian who checked the folio in.

Space should also be provided
for the storing of repair materials,
reference copies, and catalogues.

I have a complete set of the file
cards described previousiy for the
music of each of oy four choirs.
This is a necessity for us because
of the large amount of music we
have. Also each choir has its own
music cabinets. The organ music,
solos, duets, trios, etc.,ushould be
treated in |ike manner,

Whether or not these last items
would be needed should be de-
tcrn-nucd by the director on the
})‘a§1s of the size of his library.
This may also be used as the
determming factor in choosing the
llurnjher of librarians.

.10 readers who have director-
ships where there i 5 large amount
of music and no |
the amount
i;mugumting
gram and kee

ibrary system,
of work involved in
such g library pro-
Ping it in operation
n‘m) seem almost insurmountable.
l;‘ul 1t is really not that at all.
'Ihe‘dlrector, working with his li-
brarians ang some other members
of the choir, can have a system
hk_e.this in operation in a sur-
Pl‘lSlllgly short lime, and after it
18 once set up, it ig comparatively
easy to keep it functioning,

THE END




@ rgan Questions

Answered by FREDERICK PHILLIPS

® | have been asked to present
@ program of organ music at an
afternoon meeting of a women’s
club in a large home where they
have an organ. Would numbers
like the following be appropriate,
or what would you suggest?
Chorale—/Jesu, Joy of Man’s De-
siring, Bach
Nocturne Op. 9. #2. Chopin
Chant Sans Paroles. Tchaikouvsky
Players, Granados Op. 5
Hungarian Gipsy Medley (God’s
Gift. Hungarian Love Song;
Why Worry, Folk Seng: Hun-
garian Dance #5)
Do you think: four or five num-
ers enough? I will be the only
one on the program. but 1 don’t
want to make it long enough to
ore them.

THE ABOVE NUMBERS would
¢ appropriate, since there is a
variety of types of composition,
“hough familiarity to be interest-
g to this type of audience, but
You may need to add one or two
Mumbers, The program could run
about 45 minutes without bhecom-
Mg tiresome, and since you are
t € only participant less than this
Might he tgo short. A few other
Suggestions would be:

Adoralion, Borowski

Ave Marje, Schubert

Fanfare Mignonne, Felton

Offertoire in F, Read

Finlaudia, Sibelius, arr. Felton

Kammenoi-Ostrow, Rubinstein

L church has a manually oper-
at'ed organ, which is to become @
Gifferen; type with separate sunk-
on console. The organist wants the
great organ” and the lesser organ
(7] o7 some other part to be under
“ombined control. The organ has
i all on one side of the church
iy section. In much such work
the organ pipes, swells, etc., are
Placeq i, two chambers or rooms
O else there is a large connecr
on between the nwo major cham-
; ::s" ”’f;’ connection passing over

choir section. Can maximuwm
volume, Suprdssicn, anirl, oY
;:J;’il:u%m- is the proper term. be_at—

ted by pipes. swells. etc.. being
Placeg in two separate chambers?

ETrine
BODB prnor: ioy 1060

. erated from

(2) Architectural Graphic Siand-
ards, a reference work, mentions
floors should be of concrete for or-
gan chambers. Is that to retard vi-
bration or, expressed differently,
is it to prevent floor acting as a

sounding board? T. G. R
IT IS QI.—I,I‘E a common prac-

tice to place different parts of an
organ in separate chambers—
sometimes the “great” organ in
one chamber and the “swell”
(what you probably mean by
“lesser” organ) in another. For
proper tonal balance it is some-
times advisable to put part of each
(great and swell) in the two
chambers. This could be left to the
judgment of the organ builder or
service men who are doing the
work. It is necessary, however, for
each chamber to have suflicient
room to allow full opportunity for
the volume to be effective. A cham-
ber too cramped could reduce the
tonal volume and resources of the
organ quite considerably. There
will of course be provision made
for openings for the tone to h.e
heard properly in the church audi-
torium, and these are generally
controlled by “swell shutters™ op-
the console; this
plays a large part in the volume
control. Both chambers should be
so equipped. (2) The purpose u.f
the concrete floor is to retard. vi-
brations, which in the larger pipes
(pedals particularly) ('oulfl be
troublesome. It is also desirable
that the blower mechanism be set
on concrete for the same reason.

® | would like a list of manu-
facturers of electric bellows to be
installed in a lwo mmrm.rl reed or-
(2) Also information on the
lity of two manual reed or-
in the central

5. €0,

gan.
availabi
gans, new or used,

New York area.

WE ARE SENDING you the ad-
dresses of two manufacturers of
electric blowers, who x.\-'lll be gf.ad
to advise you regarding .tho in-
<tallation of such blowers In your
» We are also sending the

orgarn. g
e acturer of a two

name of a manuf -
manual reed organ. and the names
of a couple of dealers who occa-

cionally have such used instru-
ments for sale.

Above: Home Model Hommond Orgen, used in more homes than any other orgen — one

of a complete line of 2-manval-ond-pedal church and heme orgens starting ot §1285%

oir own MHanwond 0/5}‘(1/2 —

Jor as little as 12857/

Stop dreaming of the magnificent mu-
sic you might play on your own organ
someday. This pleasure can be yours—
now!

Hammond Organ prices start at
S1285—the lowest price in years.

You can quickly and easily learn to
play simple music with the color and
feeling that only this great organ can
provide. This is the instrument that
inspires vou to play! Your living room,
whether it is large or small, can amply
accommodate 2 Hammeond Organ.

You needn’t know a note of musie
to play the Hammond Organ
in less than a month!

Play simple melodies on the Hammond
Organ in less than a month, without
previous knowledge of music. Yes, the
experience of thousands of Hammond
Organ owners proves it can be done.
It's easier than you think.

[7arirronn ORGAN

MUSIC'S MOST GLORIOUS VOICE

-~ G O O O e e -

Hammond Instrument Company
4210 W. Diversey Ave., Chicago 39, Illinois

Without obligation, please send me information on the

following Hammond Organ models:

[1 Church Model
[ Concert Model

[ Spinet Model
[] Home Model

Costs as little as 81285%—
Iess than many fine pianos!
The Hammond Organ gives you match-
less musical enjoyment. Yet you can
own this majestic instrument for less
than you'd pay for many fine pianos.
Convenienttermsarcavailable through
most dealers.

Looks at home in your home!
Whatever your living room’s size, a
Hammond Organ fits into it beauti-
fully. No special installation needed.
Plug it into an electric outlet and play.
The Hammond Organ is the only organ
in the world that never needs tuning.¥

Send the coupon today!
Stop in at your dealer’s where vou can
see and hear the Hammmul'Org;m,
proved by years ol service in homes
and churches throughout the world.
For more details and the name of vour
nearest dealer, mail the coupon 1‘m\\'.

CHURCH MODEL, used in
more than 18,000 churches,

Concert Model has J2-note

additional i Pedal Solo Unit,
tunable 1o preference by

NAMC.ciaerisrrssenss

the organist,

Stréet...ouonmes .

EEE v ismmipresmmmansisesmensa A0 BOTE i State....

-

*.0.b. Chicage. Prices include
Federal excise tax which is

1

1

]

1

i

1

|

I .

: GO pedal keyvboard and an
]

1

1

1

|

| rebated to churches.
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Teachers!. .. Students!!
PLAY POPULAR SONGS
Be a Piano Stylist!

e Jazz e Swing e Jump o Boogie-Woogie
Our NEW 150 page Piano Instruction ook will
teach you the seerets of playing and teaching Popular
Musie with all the faney embellishments employed by

YOUR
MUSI c the professional. Make Your Own Arrangements—
a Add Notes — Chords — Basses - Blues —

Just slip the edge or back of your music into !“U'Uu“%_—‘_‘m|lllilli0l11**-Tri_llhI raaml
the ‘‘Scotch’’ Edging Machine and turn the han- Radio_ Playing — Introductions ({0

TAPE THE i
EDGES OF |

ndings ete.

dle. Music comes out durably bound so that it Sparkling New Ideas. Not an ear or correspondence
vonEpall apavt. won ¢ tear. Ho ke withe system. You receive augh’s Instruction Manual
stands wear and tear, and is o I a o2 hio e 3 5 o o 5 Giteiits
Loose sheets may be  boune nto  folders, whie II‘-\IMJ\\.- you .\lL!l hy .\I};l lllll-\‘(fl .'lll‘lil!_l ;.'“:“]l']EA
“'Scoteh’”  Edger—$1 White Edging of this Famous Book to any lu[:kll.lr Song. For L
tape (3 rolls per can) $1.44 per roll: 12” White sinner, Medium or Advanced Student, Ozder your
Edging tape (2 rolls per cam $51.64 per roll. Book NOW! TODAY!! Price 312, vte,
Order by mail today! i i

Postpaid and insured anywhere in the worlil,

WENGER MUSIC EQUIPMENT CO.

Owatonna, Minn.

CAVANAUGH PIANO SCHOOLS
473 Fifth Ave. Dept. E New York 17, N. Y.

CINCINNATI CONSERVATORY OF MUSIC

Dr. Luther A. Richman, Dean of Faculty
Established 1867, Operated® under auspices Cincinnati Institute of Fine Arts
affiliated with University of Cincinnati, Complete school of music—Faculty of
international reputation. Degrees, Diplomas, Certificates—dormitories, 10 acre

campus. Address.
Box E. T., C. M. BENJAMIN, Registrar

®be (Jletreland Tnstitute of (Dusis

Bachelor of Music Degree, Master of Music Degree, Artist Diploma
BERYL RUBINSTEIN, Mus. D., Director 3411 Euclid Ave., Cleveland, O.
Charter Member of the National Association of Schools of Music ,

CINCINNATI 19. OHIO

AMERICAN CONSERVATORY
OF MUSIC—CHICAGO

Offers courses in all branches of music and dramatic art

62nd year, Faculty of 135 artist teachers .
Member of National Association of Schools of Music .
Send for a free catalog-—Address: John R. Hattstaedt, Pres., 571 Kimball Bldg.. Chicago

CHICAGO MUSICAL COLLEGE

Founded 1867 by Dr. F. Ziegfeld RUDOLPH GANZ, Presidan:
CONFERS DEGREES OF B,MUS., B.MUS.ED., M.MUS., M.MUS.ED. ]
Member of North Central Associction ond National Association of Schools of Music
All Branches of Music. Special Instruction for Children and Non-Professionals
Address Registrar, 60 E. Von Buren St., Chicago 3, lllino’:

COSMOPOLITAN SCHOOL OF MUSIC

Preparatory, College, Special, and Graduate Departments. Courses leading to
Bachelor of Music, Bachelor of Music Education, Master of Music, and Teacher's

Certificates in Music and Theatre Arts.
Rossetter Cole
Dean

Clarence Eidam
Peiildeat Member NASM o
Edwin L. Stephen—Mgr., 306 South Wabash, Chicago 4, IHinois

ROOSEVELT COLLEGE of CHICAGO

YL A complete music school with excellent facilities.
: ﬂf ¢ Programs leading to degrees. Active Opera Workshop.
Bulletin on Request
430 So. Michigan Ave. Chicago 5,

PHILADELPHIA MUSICAL ACADEMY

Founded 1870 Now in 80TH SEASON ) Chartered by State
JANI SZANTO, President-Director, 1617 Spruce St. Phila. 3, Pa.
COMPLETE COURSES IN ALL DEPARTMEI\{TS OF MUSIF:
Special Opera Department—Master Classes with Noted Artists
Inquiries Welcomed — Catalogue on Request
Approved for Veterans Training

Illinois

BOSTON UNIVERSITY College of Music

Offering complete courses in Piano, Voice, Organ, Violin, Cello, Brass,
Woodwinds, and Percussion instruments, Pu School Music, Composi-
tion, Church Musie, Musicology. Chorus, € Club, Orchestra, Band,

¢ includes members of Boston Symphony. Bachelor™s and Master’s
Degrees in all musical subjects. Dorms. Cata

College of Music, Room

115, 705 Commonwealth Ave., Boston, Mass,
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WHAT CHOPIN REALLY THOUGHT OF LISZT
(Continued from Page 11)

Liszt does plenty of work, but has
little inspiration. In Mozart you
seldom find any amount of work,
In Bach there is contrapuntal
work but of such a perfection and
so closely knit with inspiration
that you cannot separate them.

CONCERNING CREATIVE EFFORT

Don’t talk to me of composi-
tion: creation is not a thing one
can learn. Every man sleeps, eats,
and moves differently, and you
wish that all would create the same
way. [ am tormenting myself dev-
ilishly over every piece.

I seem to have a beautiful and
finished thought in my mind, but
when 1 write it down, I realize
that I have made a lot of holes in
it. Everything looks different on
paper so that it drives me to de-
spair. And then begins the torture
of remembering. Or I have several
similar themes, and am always so
undecided as to which to choose,

[ cannot complain of lack of
themes, but sometimes those little
beasts drive me to tears when |
have to make a choice. Often I
throw ready things away for a
long time, to let time decide
choose.

and

Ideas keep creeping into my
head. Sometimes 1 write them
down, sometimes I just play with
them and throw them away for the
future. One of them may be greater
than the others; maybe I'll build

a Polonaise upon it, but [ am

leaving it for later. First of all, T°

am slill exhausted by the Etudes
and must recover my breath; sec.
ondly, they [his Polish compatri-
ots in Paris] are racking me, tell-
ing me to write Polonaises, Ma.
zurkas, instead of “Exercises.”
They would strut like peacocks jf
I once listened to them and wrote
what they told me to write. Mozart
did one thing after another and
everything was a masterpiece; ap-
parently he did not take gratuitous
advice too seriously,

I mysell get tired very quickly,
because creating is a serious mat-
ter for me: and when I am tired
things don’t work out so well. As,
vou know, I am very careful and
do not like to toss off just any-
thing into the world. Maybe I shall
become more eflicient in time, get
less tired, indulge in shorter peri-
ods of rest, but I'll never reach the
perfection of Mozart; that’s a gift
of nature.

A wise creator himself knows
what is lacking in him. Whatever

can be attained by dint of sweat.
that he should try; but what is
beyond his possibilities, he would
do better to leave alone, he will
never reach it. While admiring the
art of others, one must know
enough to say to oneself: “Useless
to climb, that’s not my way.”

He who has great aptitudes and
talent but little knowledge is like a
carpenter who has no tools to work
with. He who is very erudite but
has no talent is like a carpenter
with a lot of the bhest tools but
1o material. Anyone can obtain
knowledge, but talent you cannot
buy even for diamondé; so thank
God that you are talented, and try
to learn. '

‘ Y.ou have the ability and orig-
inality, and that’s the most im-
portant thing, Only those works
x?rhich have much originality may
live long: others are mediocrities
and must perish. As I love you—
were it not for the fact that 1 do
not use other people’s themes [
would steal from vou one theme
of which T am envious.

~ But tonight, at Léo’s,1 T shall
Mprovise on your theme in order
to show the people how great a
composer you are. If you want me
to 1 shall speak to Schlessinng:
a].)out your Mazurka: he certainly
will take it most willingly.

An artist should never lose sigh!
of the thing as a whole. Above all
there must be a suite. He who
£0¢s too much into details will find
that the thread which holds the
whole‘ thing together will break
and, instead of 4 necklace, single
pearls will remain in his stupid
hand.

When your completed work
mak(-:s the impression of an im-
Provisation, you will make the
greatest impression, Therefore, it
18 necessary to cateh the firsl
thoughts of inspiration and put
them down while they are still hot.
You know well it’s not easy, since
they Mash by like lightning‘;, Later
On. one must try to recall them
with complete precision. In a word

am  (Continued on Page 57)

YAuguste Léo, a banker and
[riend of Chopin, from whom the
Irequently needy com poser bor-

3'070@(.’ 11000 franes and 10 whom
- gratitude he dedicated his Po-
for.'l('nse in A fla major (Op. 53).
A music publisher i, ‘
who published
Mazurkas.

Paris
most of Chopin’s

FTPTIDGE Poords e

-~ -




... ON A HIGH NOTE
(Continued from Page 13)

to reach high tones in what I call
the “dramatic way.” This is by
singing high tones in dramatic arias
and songs. This is always danger-
ous, even for real dramatic and
mature voices, but for lyric voices,
it usually means destruction.

For high notes in general, there
are two possibilities: either one
has them by nature, or they can be
developed later. In the second case,
there are again two possibilities:
one may develop high tones by
forcing, or (and this is the best
and should be the only way) the
teacher may succeed in develop-
ing the high notes systematically.

A singer who has not acquired
his high notes in a systematic man-
ner, will concentrate while singing
on the high tone itself.

“Isn’t that the way it should
be?” the layman will ask. No, the
singer should never think of the
tone itself, but only of how to pre-
Pare for it,

To understand this better, let us
Compare the singer to a high diver.
An untrained diver, before he
Jumps off the board, always thinks
of the moment when he will hit
the water, The experienced diver
never does. He will concentrate on

1S preparations for the dive,
M0Wing that if he jumps off prop-
etly the dive will turn out well.

Similarly, if a singer has had
"0 systematic training in how to
I0g a high note, he is unsure of

Imself, and is unable to prepare
mself for such a tone in the right
Way and at the right moment. He
%, therefore, likely to get nervous
When approaching a high tone.
ne might almost say that there
€ two kinds of singers so far as
t.e high tones are concerned. One
d looks forward with pleasure
10 the high tones, knowing them to
€ sure effects, and the audience
looks forward to them with him.
€ other kind of singer is afraid
% the high tones and awaits them
"ervously, His nervousness does
"0t only affect his singing, but also
allects his audience.
hat can a teacher do with a
PUpil who is afraid of singing @
igh tone? In the first place, the
“Xperienced teacher will attempt to
81ve the student confidence in him-
Self and iy his ability to produce
Such tones, Exactly how the teach-
" Will achieve this depends on
?;1:1’:1 }I;Tldivi('[ual case. Generally 1t
oger 4
Studeni f}(l)':]sndbthat ;(il:ci:”lojla‘}zlligl’-
Notes, ap 1‘ e & been
o5 and the longer he has !
Hraid of them, the more difficult

BTUDE pepRUARY 1950

it will be for the teacher and for
the singer himself to correct this
great handicap.

The singer should never expect
a miracle to occur, although the
results achieved by a good voice
teacher sometimes seem like mir-
acles. Every singer is a separate
problem for the teacher. Before he
undertakes the important and oc-
casionally risky job of curing the
young singer of his phobia regard-
ing high notes, he must ﬁr§t be
quite sure himself why the singer
is unable to reach them. Finally,
the teacher must know the exact
limits of the singer’s voice so far
as high notes are concerned.

I myself have always preferred
to work with pupils who were not
yet able to sing high tones at all,
when they begin studying with me.
It is much easier to enlarge their
vocal range by right exercises.

[ remember that when Igor
Gorin auditioned for me, he did
not attempt to sing a higher note
than he could reach comfortably,
unlike most singers wh_o try to
impress the teacher by singing as
high and as loudly as they Posmbly
can. With Gorin, my teaching task
was relatively easy be_:cause he
never tried to reach a higher note
than he could sing easily and he
Il able to follow my system
of enlarging a vocal range. The
result was as I had‘ anticipated;
his voice developed in range and
volume without en.dangcrmg the
fine quality of the instrument.

Of course, all my experlenccle
would have been .uselc?ss, Etl"ld a}f
my work with him in vain, 1
Gorin had not obeyed all my in-
structions faithfully. I am sure
that he never tried anything at
home that was contrary to my
teaching. Only once did I nOt]w,B;
it happened during tl‘le seconc t)he‘t
of his studying with me— 511;
while singing fOl"ﬂ“ audlencle:’ttll
was forcing his high notes a L'n‘i‘
[ immediately forbade his singi E
of notes higher tl'lanthfi-ﬂat or |

st two months.
fminato}‘f{:ar to make a living, he
sing for money occasion-
Bad to’ 5 1blic appearances
ally, These public appesants

: terfered with h
might have 11 8 ion, 0%

roeress ander my direct [ )

Fn I:’Irmwever, obeyed whfen pro-
hii)ited the singing of l]}g_..h notres;

| the result was surprising even
iy After a few months, I sang
e kl]:e[-lim again in a high range,
::i:i we were both delighted at how
smoothly an

d beautifully the tones
came oul. Since his tones were de-

was we

veloped from mezza voce into
forte, he is able to sing a decres-
cendo even from high notes all the
way back to pianissimo.

If a beginner is already able to
sing relatively good and effortless
high notes, it is the voice teacher’s
duty to explain to him why his
notes are good. Many singers, with
men and women of great names
and reputations among them, have
come to me and complained that
they could not reach the high notes
as easily as before. “And the high
notes,” they would usually say,
“were always my greatest asset.”

In these cases, I suspect that the
reason for their predicament is
that their teachers have never ex-
plained to them why their high
notes were good in the first place.
It is not enough to do something
well; we should also know why.

I have come to the conclusion
that a singer who knows how to
develop and to reach high notes
will always be successful in sing-
ing them. He will always know
how to prepare himself for the note
before he sings it, and thus the
tone he sings will always be right.

THE END
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PLAYING IN THE GRAND STYLE

(Continued from Page 19)

it is that tedium could occur!

Each movement of a sonata is
like a well-constructed play—con-
cerning which a great theatrical
manager once said, “Your start
may be brisk and your climax co-
lossal — but watch your second
act!” This second act, precisely,
is the development. And the pianist
(as well as the composer) must
explore it thoroughly.

I love to plunge into the develop-
ment, to see what it is made of;

to detect the ease with which the
composer shaped it (always a gauge
of creative vigor). The important
thing in planning one’s playing of
any development is never to treat
it as mere padding for the princi-
pal themes. Find your themes,
adapt them to each other, make
them fit into each other and into
the places of transition.

I am startled, occasionally, to
find “intelligence’ used as the anti-
thesis of “feeling.” as though the

two played against each other.
Nothing could be further from the
truth. No intelligent interpretation
is lacking in emotional values.
What this objectionable contrast
probably means is that, depending
upon gifts and degree of maturity,
some natures emphasize brain over
heart. Where such an imbalance
occurs, it must be corrected by
conscious and concentrated appli-
cation to emotional content. If an
interpretation is unduly cerebral,
liveness and color can be infused
into it by attention to whether the
theme is now in the right hand,
now in the left; whether it is sup-

ported by an accompaniment which
has significance of its own, or
merely hums along.

I have not touched upon techni-
cal matters because those can be
learned at any hour of the day. The
problem facing the young pianist
is not how to play faster and loud-
er, but how to play music in mov-
ing and musicianly fashion. This
he can accomplish by breaking
away from a preoccupation with
mechanics, and by concentrating
earnestly, devotedly, independent-
ly upon musical thought—as was
the habit in the “grand” days.

THE END

University Extension Conservatory

1903 — THE WORLD'S LARGEST

Extension Courses by noted teachers, leading
to Diplomas, and Degree of Bachelor of Music.

You can prepare yourself for a better position
by studying at your convenience by the Ex-
tension Method.

HOME STUDY CONSERVATORY OF MUSIC —

MEMBER OF

1949

No entrance requirements except for Degree
Courses. Credits earned by using your spare
time for advancement.

Catalog and illustrated lessons sent without
obligation to you. Check coupon below.

WHAT PROGRESS ARE
YOU MAKING?

Your musical knowledge—your position and
income today—are the result of the training
you have given your natural obility. Addi-
tional training will open up new fields, new
opportunities, greater income and higher
standing in the musical world.

This valuable training, through our Exten-
sion Courses, may be taken at home with no
interference with your regular work just by
devoting to self-study the many minutes each
day that ordinarily go to waste. The progres-
sive musician, as busy as he may be, realizes
the value of such study ond finds the time for
it. Well paid positions are available to those
who are ready for them.

YOU can do it too! Ii's up to YOU!

A DISTINGUISHED FACULTY OF ARTIST TEACHERS —

EQUIP YOURSELF FOR A BETTER POSITION

A proof of quality is important for one in-
terested in further musical training. Our
courses offer you the same high quality of
preparation which has developed and trained
many successful musicians and teachers in
the past.

NATIONAL HOME STUDY COUNCIL

The Council is an Association of which we
are a member, It includes the outstanding
correspondence schools in the United States
with headquarters at Washington, D. C. Mem-
bers are admitted only after rigid examination
of the training courses offered.

We are the only school giving instruction
in music by the Home-Study Method, which
includes in its curriculum all the courses
necessary to obtain the Degree of Bachelor
of Music.

A Diploma Is Your Key %o Success!

UNIVERSITY EXTENSION CONSERVATORY
28 EAST JACKSON BLVD. (DEPT. A-693) CHICAGO 4, ILL.

HIGHEST STANDARDS OF MUSIC INSTRUCTION
This is Your Opportunity—Mail the

Coupon Today!

UNIVERSITY EXTENSION CONSERVATORY. Dept
28 East Jackson Blvd., Chicago, Illincis )

Please send me catalog, sample less
) > ' ons and f i
tion regarding course I have marked with an xt}:l)le]l;iormn-

[ Piano, Teacher’s Normal Course 1 Voice
[ Piano. Student’s Course

[[] Public School Mus.—Beginner’s
[J Public School Mus,—Supervisor's
[J Advanced Composition

[J Ear Training & Sight Singing
[] History and Analysis of Music
[] Harmony

[ Cornet—Trumpet

A-693

[ Choral Conducting

[ Clarinet

[ Dance Band Arranging
[] Vielin

[] Guitar

[] Mandolin

[[] Saxophone

[] Double Counterpoint

[] Professional Cornet—Trumpet [] Banjo

Nemig, oo womswsossasm CEE R s e Age....
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Are you teaching now?. ... ... . If so, how many pupils have
BOWL, v s Do you hold a Teacher's Certificate?. . ..., ..
Have you studied Harmony?........ Would you like to earn




WHAT CHOPIN REALLY THOUGHT OF LISZT
(Continued from Page 54)

occupied, you see, with catching
the smallest shadows of inspira-
tion, but those rascals run away
like fleas.

Besides, I am irascible as al-
ways. It’s just as well that you are
not here. You would be dissatis-
fied with me because day and
night I am buried in my notes and
in boredom.

You will never catch the thought
of the creator in his musical work.
Don’t try to excogitate any fantas-
tic ideas on this subject since
nothing will come out of it, except
facetiae, as in the case of that
German® who wrote about my “La
ci darem” from Don Juan. He
writes that Don Juan kisses Zer-
lina in B-flat major. Splendid, eh?

What today is considered apos-
tasy from the old rules, tomorrow
may become original and great. It
Is even bad, when people praise
too much and understand too well,
ecause it means that there is
nothing in it that posterity alone
could understand. Works which
are perfectly clear to everybody
are shallow and posterity will
blow them off like soap bubbles.

You are writing me so much
about your inspiration that I have
€€ musing about the different
Ways people arrive at creation.

1 myself can never finish any-
thing at once, I have too many
themes and have rather an em-
4rras de richesse, as the French
Say. But when [ write them down
on paper, selecting the best pieces,

nd that the thing is full of holes.

€ best way out, then, is to throw
such an unhorn child into a corner
and forget i,

fter a certain time a theme

falls suddenly as if from heaven
Which i fit exactly into one of
those holes. Afterwards another
One’s . . finally the whole thing
'8 composed like a mosaic. You
Would think that this is the happy
ending. Not at all! Before I at last
finish it T lose a terrible lot of
time, and [ have plenty of trouble,
Many tears, and sleepless nights.

ABOUT pLAYING THE PIANO
ou know that I tell my pupils
to play my own and others’ works
as they feel them, and that I dis-
ike it if they imitate me too much,
adding nothing of their own in the
nterpretation,
As for myself, you know, I sel-
om play a thing twice in the same
Way. You realize that the cause is
in the disposition.
eople sometimes tell me re-
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proachfully that T have been play-
ing better, e.g., at Custine’s than
at the Perthuis, but they don’t un-
derstand that man is not a ma-
chine.

You see, when composing one
must do it in such a way that out
of a hundred people playing your
work every one might be right in
his own way, without diminishing
or spoiling anything of your idea.
But you’ll understand yourself that
for this the work must be rich in
ideas and feeling. The work must
also be rectified by the performer’s
thought and feeling, and let no one
who is poor in feeling touch a
work rich in it.

The other day at the Perthuis,
Fétis amply praised me, saying
that between my piano and pianis-
simo there are a hundred shades.
At that Liszt put on a sour smile.

I am always telling my pupils
that those for whom the forte is
difficult must learn to shade their
piano in a dozen ways, and well
manage the pedal, then the listener
will not regret the lack of the forte.

Be careful with the pedal, for
this is a frightfully touchy and
noisy rascal. One must deal with
it very politely and delicately.

To an accomplished virtuoso all
infernal tricks are permitted,
therefore you certainly may use
your own way.

You may also put the first under
the fifth finger. If necessary, take
two white and even two black keys
with one finger. If you put your
third over your fourth or even
over your fifth finger, you'll not
commit a mortal sin.

Don’t exert your fourth finger
too much; it is so tightly link(-:(i
with the third finger that you’ll
never make it completely free. My
fourth finger is completely unde-
veloped, but T know how to man-
age it in such a way that nobody
can find out.

Every finger is built differently,
each has a different strength as
well as a different role.

He who has an empty head and
a cold heart had better not spend
time on music; the best teac‘her
and the most careful exercises
will be of no avail. Music is some-
thing more than a skillful moving

of fingers.

THE END

PROFESSIONAL

TRAINING

® Eminent artist-teachers prepare talented
students for careers in all fields of music.

Courses lead to certificates, diplomas and

degrees in piano, violin, cello, voice, organ,

wind instruments, theory, compositien, public

school music, conducting. Lakefront location.

Dormitory accommodations.

Approved for

Yeterans. For free catalog, write Arthur Wild-
man, 1014 5. Michigan Ave., Chicage 5, lll.

SUMMER SESSION STARTS JUNE 19

—3SHERWOOD

MUSIC
SCHOOL

Member of National Association of Schools of Music

CLASSIFIED ADS

Composition, Orches-
tration, Musical Theory. Private or
Correspondence Instruction. Manu-
seripts revised and corrected. Music
arranged. Frank S. Butler, 32-46 107
St., Corona, N, Y,

HARMONY,

LEARN PIANO TUNING—Simpli-
fied. authentic instruction $4.00—Lit-
erature free, Prof, Ross, 456 Beecher
St., Elmira, N, Y

LEARN PIANO TUNING AT HOME,
Course by Dr. \Wm. Braid White, Pay
as you learn, Write IKarl Bartenbach,
1001A Wells St,, Lafayette, Ind.

NEW PIANO MUTE LETS YOU
PRACTICE DAY OR NIGII'T WITH-
OU'T DISTURBING OTHERS., Mutes
piano about 85%. llasily attached or
detached without harming mechan-
ism. State upright, grand, or spinet!
Sold only on money back guarantee.
Send $5.00 for mute and full instruc-
tions, Richard Mayvo, Dept. 004, 1120
Latona Street, Phila. 47, Pa.

ORGANS IFOR SALE: Guaranteed
pipe organs, reed organs and pianos,
Cannarsa Organ Company, Hollidays-
burg, Pa.

OBOE REEDS, Hand Made, Tuned
and Tested. §1.50 each; $15.00 dozen.
. 1I:ohl:sl.m, 216 W. 41st St., Marion,
Ind.

BACK POPULAR SHEE'T MUSIC to
1850. Ballads, Hagtime, IEverything.
List 10¢. Classics exchanged for Popu-
lar. Fore's, £31561 High, Denver 5, Colo.

YOUR UNWANTED MUSIC ex-
changed piece for piece, H¢ each:
quality matched, Burpee’s Specialty
Shoppe, Delton, Mich.

PIANISTS: Aid to improvising
sheets and professional bass sheets
provide the clue to easy improvising,
Excellent for student, teacher, and
professional. Two new releases (4
sheets) every other month., Informa-
tion on request. John P. Maher, Box
194, Ansonia P. O, New York 23, N. Y.

8Schumann. This was his now-
. - I
famous essay beginning, Hats off,
L 22
gentlemen—a genius!

HIGH SCHOOL TEACHER sells
RARE PHONOGRAPH RECORDS,
Tists. 1. Hirschmann, 100 Duncan,
Jersev City, New Jersey.

MUSICAL PERSONALIZED STA-
TIONERY. Beautifully printed with
YOUR name and Photocut of ANY In-
strument—100 Letterheads—75 Enve-
lopes. Both $2.00 Postpaid, WONDII1-
I'UL  Christmas — Birthday GIFTS.
E_}E:J!M[N.-\L, 48181 Kimball, Chicago

5.

WRITE SONGS: Read “Songwriter's
Review” Magazine, 1650—ET Broad-
way, New York 19. 20¢ copy; $2.00
vear.

150 “Old/New'” Master Violins 1/3
off, Tonepost fitting $15. PATMOR
(Tonepost) FIDDLERY, Zion, 111

COMPLETE TREATISE ON
TRANSPOSITION, Ask vour dealer or
send $2.00 for book to the Author C,
Lagourgue, 35 W, 57th St., New York

GUITAR Instruction, Standard, In-
cludes Practical Harmony. Home-
Study Course. Results. Bell Guitar
Studio, 10 Parker Ave., Suite 9, San
IFrancisco 18, Calif, !

MASTER THE FINGERING of the
Violin correctly, all kevs, all posi-
tions in_ fraction of ‘usual (ime,
Hughes Studio, INt. 2—Box 16, Three
Rivers, Mich.

SYMBOL RIHYTHM BAND SCORES,
1509 8. 13th St., Birmingham, Ala. One
score used for class, Musical kKnowl-
edge unnecessary, “Soldiers’ Mareh
Minuet in G" 60¢ each, “Nutcracker
Suite March” $1. Itecord or piano ac-
companiment, Lists sent,

VIOLINS FOR SALI: Disposing
Cren;onas _including  Stradivarins
Guadagnini, Camelli, Gaglianos, and
others. Hill, Hermann, Lewis, I‘l‘:LlT?l‘!‘]‘;l]
.lzm'tmcqrtes.l\’\’rlte: Fine Arts Gal-
eries 14 . Second Street, IFli
Mioh" s lint,

FOR SALE: Steinway Piano, Pate
Grand. 88 note, mahogany. M:'J;I'c';lhll-llt
1902, #103332, Patent 1889, 67 by 4+ g+
Apply G. Harry Schuler, 5605 North
13th, Philadelphia 41, Penna,

WANTED-—Deagan Tripla- r
Fhimg‘?' iglnloidl'?halpe' C:\SH.‘ Neei(l)%f‘-he
ace, W. 1214 Fredericl . tAne.
e s Ave, Spokane,

MUSIC UNDERSTANDIN " N
TWENTY CORRESPONDER N EGL lg.&t
SONS. Goldner, 85 Barrow, N.Y.C.




TOP 1949 PUBLIGATIO'NS Jor Teachers

PIANO PIECES

No.
110-40052
110-28049
110-400387
110-40029
110-400%0
110-40022
110-40014
130-41008
130-40444

No.
110-40088
110-27991
110-27975
110-27911

No.
110-40047
110-40046
110-40089
130-41014
110-40007
110-28042
110-40008
130-40304
150-40556

No.
110-40009
150-41008
150-41001
110-140001
150-41000
110-28054
110-28027

No.

110-40040
130-41018
11040083
150-41010
110-40004
110-40002
11040016
15041004
150-41002
130-41006
110-40011
110-28044
11040018
110-28022
110-40012
110-28020
15040557
150-40284
110-280%6
110-28052
No.
110-400%5
110-40024
110-10020
110-40019
110-2802%
110-28021
No.
150-41019
130-41021
110-40025
110-40069
110-40018
130-41007
110-40021
130-41005
150-4 1009
110-40005
130-10428
No.
153041014
150-41020

=0
ey

Grade 1

Nodding Buttercups
Lelt, Right! March Along!
Mister Hop Toad
Summer Time
Dainty Bluebells
Sunny Skies
Robin in the Cherry Tree
My Ting-A-Ling
Sandy's Lullaby
Grade 115
Gay Little Rosebud
A Quiet Walk
Waltz for a Little Doll
Waltz Spring
Grade 2
Gay Gretchen
The Castanets
Chiel Red Feather
The Drum Major
Goldenrod
Little Russian Dance
A Jaunty Ride
Hiking Song
Cherry Drops
Grade 215
Moss Roses
On a Swan-Filled Lake
Crossing the Desert
By a Singing Brook
Bohemian Dance
Russian Peasant Dance
Marching Cadets
Grade 3
Sweet Recollections
A Taded Love Letter
LEcstasy
Dawn of Spring
Dance of the Wooden Shoes
Dream Time
Autumn Night
Skaters in the Starlight
On a Starlit Lake
Down a Country Road
Spanish Eyes
In Old Arizona
Dainty Coquette
Starry Night
Humpty Dumpty (March)
Thoughts at T'wilight
In a Chateau Garden
White Tulips
Dancing Daffodils
Crimson Carnations
Grade 315
Dream Waltz )
By a Crystal Fountain
Winter Frolic
Visions of Vienna
Scottish Song 4
Azalea Trail
Grade 4
Blues Without Words
Lulla-Boogie-By
Nussdorf Gardens
Promenade
Gypsy Dreams
Breath of Spring
Harlequin Revels
Woodland Waterfall
Paso Amoroso
Beneath a Weeping Willow
Blue Haze
Grade 5
Jesu, Joy of Man’s Desiring
Serenade in Code

Louise E. Stairs
Ella Ketterer
Anne Robinson

.Louise E. Stairs

Rence Miles
Arsence Siegel
Louise E. Stairs
Myra Adler

Fanny G. Eckhardt

Grace C. Kaiser
Lewis Brown
Everett Stevens
J- G. Thomas

Bernice Rose Copeland
Anne Robinson
William Scher

Everett Stevens

Annce Robinson

W. E. Robinson

N. Louise Wright

Ada Paymer

Eric Steiner

Vernon Lane

Milo Stevens

G. F. Broadhead
Milo Stevens
William Scher
Vladimir Scheroff
Forest M. Shumaker

O. Scheldrup Oberg
Ralph Iederer
Donald Lee Moore
Giuseppe Stabile

O. Scheldrup Oberg
W. E. Robinson
Forest M. Shumaker
Robert Syd Duncan
Stanford King
Samuel B. Wilson
Lewis Brown
Stanlord King

O. Scheldrup Oberg
Emile ]. Schillio
Forest M. Shumaker
N. Louise Wright
Elmer C. Gattermeyer
Vernon Lane

Forest M. Shumaker
Milo Stevens

Joseph M. Hopkins
Stanford King
Ernest M. Ibbotson
Amber Haley Powell
Margaret Wigham
Muriel Lewis

Denes Agay

Denes Agay
Thurlow Licurance
Paul Surgent
William Scher
Olive Dungan
Charles L. Johnson
Gerald F. Frazee
Giuseppe Stabile
Irene M. Ritter
Olive Dungan

Bach-Castagnetta
Denes Agay

Price:
$0.30

.25
.30
.50
.30
.50
.30
.30
.50
Price:
$0.30
.30
.50
.25
Price:
$0.30
.30
.30
.30
.30
30
.50
.50
Price:
$0.55
.50

Qr

.35
.30
Price:
350.50
.85
.35
35
.35
.50
.50
40
.50
.50
.30
.35
50
.30
.50
.30
.35
.35
.85

Price:
$0.35
.35

No. Grade 6 Price:
[10-40070 Night Song : Paul Sargent $0.30
110-40014 Gavotte and Musette Frederic C. Hahr .30

No. Grade 7 Price:
11040071 The Sea Paul Sargent $0.60

No. Two Pianos—Four Hands Price:
110-27986 Gypsy Song (From “Carmen”) Bizet-Gauntlett $1.60
110-27985 Habanera (From “Carmen”)” Bizet-Gauntlett 1.25
110-40026 Hoe Cake Florence Price 75
110-40027 Rabbit Foot Florence Price 70
110-40028 Ticklin® Toes Florence Price 75
150-41011 I-'ricndship Waltz Paul Stoye 83

No. Two Pianos—Eight Hands ice:
110-28025 Triumphal March, {rom “Sigurd Jorselfar” Price:

Arr. by Virginia Speiden Carper $51.10
4101:;)(.}02 " Piano Books Price:

- 2 You Can Play the Piano—Part 3 Ada Richte 5
110-40060 Technic Tactics—Music Mastery Scricic e SO."F]E;‘
410-41000 Little Picces [rom the Early Classics '

Leopold J. Be
410-41006 All Through the Year ElIapI\'étt{rufwr g(())
410-41007 Party Piano Book Stanford Kine 1‘00
410-41005 Noah and the Ark Ada Richter 60
450-41001 Fifteen Recreative Etudes, Op. 14 ’
. ‘ William Scher
410-41004 Sccond_ Piano Part to “Twelve Lasy and Melodious o0
Studies” of Louis Streabbog—RBasil D. Gauntlett 75
410-41008 Echoes from Old Vienna 75
430-41000 Chopin Preludes—Study notes | Guy Majer )
410-41003 The Child Schubert—From Chil(};hoc?c‘i Il)fld’lsmo[ 190
Famous Composers COit-B:lmptzm 40
41041001 Little Players Growing Up  Robert Nolan Kerr '7,-
430-41002 The Ornament Family Louise Robyn -7-"?

No. o Text Books pl-i'cé-
417-40066 Keyboard Approach to H;l1‘!1}0]1}’*Pdill‘gill‘L‘L Lou-ry $1 25.

} . . Musical Literature e
417-41000 The Well-Tempered :‘\ccumpnnist—(locm‘:l:n(l V. Bos $2.50

No, Songs Price:
111-40006 Today Tt Came! Ada Richter quce.)
111-40004 Help Me to Be Kind Donald Lee Mooye ) 0-9:)
121-40002 Eternal Life Olive Dungan '-:')()
110-28039 As Twilight:‘ Hushes All Cyrus S. hFaH;n-d “:{I
111-40000 I Come Belore Thy Throne Donald Lee Moore ':31
111-40001 Bless the Four Corners of This House -

o John M, Rasley 5
111-40005 Believing Denes Agay . ?8
111-40003 Ny Choice Amna V. Grang McLain “:0
151-41003 When T Am Dead My Dearest Clifford Shayw == -r?()
121-40000 What is Love? William ¢, Steere "r)u
131-40501 "The Summer Days Are Come Again N
_ George Blake 5
131-41007 Little Song Clifford Shaw ‘;‘)(()]
121-30943 Heaven Is Made of Things Like These 7
Charles Gilbert Spros
111-28018 I Saw the Master's Hand Donald Lee JL\Ilnml-)umhs ‘9“
151-41000 If Tho]'c Be Lestasy Clifford Shaw i{:
131-41002 Spring 1r'|ght Edna Earle Dunlap "):)
111-27967 Come Weary Soul Donald 1ce ,\[no‘-l ’)0
431-41000 Classic Ttalian Songs—Vol. IT—Med, High 7
o
Ed. by 'IV:I\'](JI'—(_;[unn $1.925

No. Song Collections ’ p I....:

43141001 Classic Italian Songs—Vol. TN e, 1o e

Ed. by Taylor—Cle 5

411-41000 Songs of Worship—High Voice T SRplar-Glenn 1'2;.)

41141001 Songs of Worship—Low Vaice ;3

5
——-—_""_""-"'—_‘_'_'_"__—_-‘—'—'_-——-————-4-—-.—_.__
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wish to hear because the title can
be inscribed on the record label. It
is far less simple to find a specific
section on a half-hour recording on
tape or wire. If the principal pur-
pose is to record music which is
to be used in classrooms of a
school where only a phonograph is
available, the disc recorder is a
wise choice. If recordings are to be
made frequently and the machine
is always available, it is less ex-
pensive to use tape or wire. Both
types have advantages. It is largely
a matter of personal choice. The
fidelity of the recording is surpris-
ing, particularly if the proper high-
quality microphone is purchased.
) In schools, a practical solution
1s to purchase a disc and a tape or
Wire recorder. A remarkable ver-
satile combination is available at
Comparatively low cost. One tape
Tecorder, for example, accommo-
dates 5 tape which normally re-
cords one half hour of perform-
ance, but hy recording the bottom
alf of the tape in one direction
and the upper half in the other,
one complete hour of music is con-
_tamed on a reel of tape whose cost
58 less than four dollars. The deal-
I can provide at a small extra
Charge a wire with a “jack” at each
end which can connect the Speak-
¢r outlet on the tape or wire ma-
chine to the Microphone inlet on
-1¢ disc recorder, and acetate discs
I any number can be reproduced
'rectly from any portion of the
tape. I'yill explain later the values
Of this versatility. The reproduc-
Hon of the ecorded performance
Can he effectively improved by the
Purchase of 4y auxiliary “bass re-
?ex” speaker; many models cost
€ss than forty dollars.
L tape or wire recorder should
€ Purchased which is easy to carry
an' simple to operate. If the ma-
“hine js to be used throughout a
school system it is weli to examine
“everal machines on an on-trial
asis to find which model will be
Most satisfactory for the specific
PUrposes 1o be served. Some models
L2ve a monitor dial; others have a
ble?P” light which indicates the
Maximum of yolume to be toler-
ded without distortion, ensuring
o0 accurate and undistorted repro-
afl-‘)“ of sound. If these devices
Settmduded’ the inslru_('tor CBI}
and € machine at the desn‘e(! leve
ul.ulret‘ord a performance without
Er attention.
east one tape recorder in-

Clu( 3 .
les a built-in radio set. In
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RECORD YOUR PERFORMANCES

(Continued from Page 12)

cities where student musical groups
are presented in radio broadcasts
the program can be transcribed on
tape simply by tuning in the pro-
gram and setting the tape recorder
in action. All or portions of the
program later can be transcribed
on the acetate discs (by the man-
ner previously described) and sent
to the students who appeared on
the radio program. They can hear
their performance on their own
phonographs.

What has been said simply
means that whoever contemplates
the purchase of a recording device
should investigate what is avail-
able before buying. No brief state-
ment can describe the diversity of
equipment now being manufac-
tured.

What is more to the point is to
enumerate some actual situations
in which a record of the proceed-
ings will have value. One is the
regular rehearsal of a musical or-
ganization, either instrumentall or
vocal. In the course of learning
new material or perfecting a piece
for performance, the instructor
normally is forced tovre!y on his
powers of verbal description in or-
der to convey to the students his
ssion of their efforts, and

impre :
he sound produced might be

how t

improved. .
The instructor listens. He says,

“This is what you did at tl‘lis par-
ticular time.” If a recorder is avail-
able he can say, “Listen to your-
selves.”

A second situation where-the
value of recordings seems obvious
is the festival, contest, c?xlcerl, re:-
cital, or any such publ.w appear-
ance that may be a climax of a
portion of a year’s work. A per-
manent record of such an event has
always had sentimental value —
consider the pictures that are pre-
ved in yearbooks, and the news-
\d pictures pasted
How much more
experience
t record of

ynded

ser :
paper clippings ar
into scrapbooks.
valuable the whole
would be if a permanent re
the way the perfm‘fman'ce sot
Id also be retamled.
We often complain that a pro-
ly seems worth all t_he
turmoil and sus’tain‘ed effort m‘—
volved. A record.mg is the z}u%we(lf
The glow of pride in a Plerge ‘e)d
work well done can be recap 1-1; d
indefinitely, and ?or such a It;ea
ure the price 18 llfdeec? 51.113 . :
A third suggestion 15 that the
serves not only music
hole school pro-

cou

gram hard

recorder
classes but the w

gram as well. Tt can make available
the entire range of commercially
broadcast music as well as other
types of programs. Radio and tele-
vision programs are not scheduled
for the convenience of school time
schedules, but if the school has a
recorder, programs may be tran-
scribed and repeated as often as it
may seem desirable. Buildings
equipped with a communication
system are all the more fortunate,
for the recording may be “piped”
into several rooms simultaneously.
he next example needs to be
T more personal. In the spring of
1949 Baltimore was the host city
for the Eastern Division of the Mu-
sic Educators National Conference.
Scheduled for appearance on the
program was a performance by the
elementary schools of the city. The
story, the script, and the music had
been written by elementary school
students. A chorus of more than
350 elementary school students was
made up of representatives from
the upper grades of many elemen-
tary schools. The music was new
(in the exact sense of the word) to
all persons concerned—the singers
and the many teachers who trained
them. There were only two re-
hearsals in which all members of
the chorus would work together
with the festival conductor. In the
rehearsals withinindividual schools,
how could all participants agree
upon an acceptable interpretation?
The various teachers responsible
for training a portion of the cho-
rus met together, sang the songs,
and came to an agreement on their
interpretation. Then a tape record-
ing of the singing, with accompani-
ment, was made. Again using the
plan previously mentioned, the disc
recorder was connected by wire to
the tape recorder and dises were
cut in suflicient number from the
tape to provide each participating
school with a recording of every
festival song. These could be played
on a phonograph during rehearsals
within the school. Again the re-
corder was a great time saver.
The instances recounted here are
few. Scores more are available. Tt
is not intended that this brief ac-
count should imply anything more
than this one thing: the recording
devices mentioned, together with
the phonograph, radio, and sound
film, are aids to good teaching, not
substitutes for it. They are not
mechanical baby-sitters.

THE END

Richly styled.
Finely crafted.

Protects music
against damage.

By maker of
nationally known
Tonk furniture.

Special drawer
trays for easy
filing; quick
finding.

PROTECT your
SHEET MUSIC

—in a handsome TONKabinet. You'll
keep it neat, clean, orderly, safe and easy
to find. Almost hands you the music you
want. Styles and sizes for homes, schools,
bands. Style 604 shown, holds 450 sheets.
‘Write for dealer's name and pictures of
other styles. Tonk Mjg. Co., 1912 North
Magnolia Avenue, Chicago 14,

TONKabinets
| for S’wet Music

1P d
Musical Bingo is'a delightful home game
that makes it fun to learn to read music.
Easily played and lots of fun—it is now
being used in many_ public schools and by
thoughtful Music Teachers and parents.

$'|.25 at leading music stores
—or by mail from Millbrac
Manufactured by Melody Card Co., Millbrae, Calif,

DO YOU SUFFER

rRoM

RHEUMATISM?

ARTHRITIS? NEURITIS? SCIATICA?
l‘q? send for FREE BOOK

H describing the proven, spee-
. ialized treatment that has been
amazingly successful in combatting rheuma-
tism, arthritis and similar painful disorders,
This illustrated book "RHEUMATISM" fully

explaing eauses and effects . . . tells you
WHY drugs  and medicines afford but
temporary reliel. Delay may be dangerous,

LEARN ABOUT SPECIALIZED TREATMENT
Send for FREE Book today—a posteard

will do. No obligations. Write today
\ BALL CLINIC, Dept. 564 Excelsior Springs, Mo,
———

&3 %6 [New cuom

ANTHEM CA'I'ALOhGZ&
1

Choir Directors, Ministers —
Send for your free octavo anthem
and choir book catalog containing a
list of new anthems, standard anthems, #
gospel hymn anthems, etc,

. SEND TODAY.!

The RODEHEAVER HALL-MACK CO.
CHOIR CATALOG DEPARTMENT I
114 Ninth St

Winona Lake, Ind.
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ADVANCE OF PUBLICATION SALE

These books are now in preparation for
publication. The low Advance of Publi-
cation Cash Prices apply only to single

copy orders. Delivery (postpaid) when
the books are ready.

Use coupon at lower right hand corner.
PRINT name and address. Order by
CODE NUMBER only. It is not necessary

to include title,

Assembly Band Book—For Elemen-
tary Bands 415-41000.Gordon .40

Ditson Album of Organ and Piano
Duets 433-41002 ...Stoughton .70

Favorite Pieces and Songs
430-41005

First Easter 410-41013..... Richter .35
High School Harmonies 41041011

) King 40
Matchless Morn 412-41004. .Stairs .30

More Stunts for the Piano
41041010 ........... Richter .25

Mother Goose in Noteland
430-41004 ............. Perry 40

Organ Compositions with Chimes
413-41003 ........... Kinder .50

Partners at the Keyboard

41041012 .......... Ketterer .35
Second Solovox Album 413-41002
Finke .70
Short Etudes with Ornaments
43041006 ............ Robyn .40
Twenty-Four Miniature Studies
11040122 ........... Lemont .40

415-41000
ASSEMBLY BAND BOOK

A First Book for Elementary Bands
Compiled and Arranged
by Philip Gordon

Standal:d., popular, and original
compositions suitable for elementary
bands,

Schumann’s  Soldiers’ March;
Schubert’s Excerpts from Symphony
No. 2; Adair’s Song of the Pines;
and Rolfe’s Heigh-Ho! make very
Interesting arrangements. This col-
lection will be published in 16 books
with parts for: C Flute; B-flat
Clarinet A; B-flat Clarinet B; B-flat
Cornet A; B-flat Cornet B; E-flat
Alto Saxophone; B-flat Tenor Saxo-
phone; E-flat Alto Horn A; E-flat
Alto Horn B; E-flat Alto Horn C;
Trombones A & B; Trombone C;
Baritone (treble clef); Baritone
(bass clef); Basses and Drums.
These parts are numhered 41541001
to 415-41016 in the order listed.
Also a two-staff Conductor’s Score,
415-41000

Advance of Publication Cash Price,
20 cents each part, postpaid; Con-
ductor’s Score 40 cents, postpaid.

43341002

DITSON ALBUM OF ORGAN
AND PIANOG DUETS

Arranged by Roy S. Stoughton

Among the best duet collections for
the limited repertory for organ and

60

piano. An outstanding job of arrang-
ing ten classics for average players.
Included are Tchaikovsky’s Andante
from the “Sixth Symphony”; Bach-
Gounod’s Ave Maria; Ravel's Pa-
vane; Debussy’s Revery and others.

Two copies are required for per-
formance.

Advance of Publication Cash Price,
70 cents each, postpaid.

'430-41005

FAVORITE PIECES AND SONGS
by Mary Bacon Mason

This sequel to Folk Songs and Fa-
mous Pictures is bound to be very
popular. It will teach children to
enjoy good music by playing and
singing it, thereby developing good
musical tastes. Not including octave
studies, difficult chords, or intricate
finger work, these masterpieces.are
so arranged that pupils from eight
to twelve will get much pleasure
from playing them. For grade two
to two-and-a-half.

Advance of Publication Cash Price,
50 cents, postpaid.

41041013
FIRST EASTER
A Story with Music for Piano
by Ada Richter
Another gem in this popular series
from the pen of Mrs. Richter. a pro-

lific and popular American com-
poser, The First Easter recounts the
wonderful Bible story in modern
conversational style. Abundant illus-
trations heighten the ever-dramatic
tale. Fifteen musical numbers in
easy-to-play arrangements, including
hymns appropriate to the Lenten and
Easter seasons and one adaptation
from “The Messiah,” are combined
with the text. The words supplied
with the music extend the use of the
book, which readily furnishes ma-
terial for studio. home, and recrea-
tional playing as well as for the
Easter recital program.

Advance of Publication Cash Price,
35 cents, postpaid,

410-41011

HIGH SCHOOL HARMONIES

by Stanford King

Teen-agers will enjoy these tunes
and rhythms! Ten original pieces
with such titles as Swinging Down
Sycamore Lane, Bubble Gum Boogie,
Rumpus Room Rhumba and others
of equal appeal, really offer pleasant
recreational material. It’s excellent
training in technic and style as well.
For adults and third and fourth grade
pianists.
Advance of Publication Cash Price,
40 cents, postpaid.

412-41004
MATCHLESS MORN
An Easter Cantata for Mixed Voices
by Louise E. Stairs
Words by Elsie Duncan Yale

Now is the time for all good choir-
masters to contemplate their Easter
needs. This new, tuneful cantata,
written with the abilities of the aver-
age volunteer choir well in mind,
offers music in easy range and varied
but simple rhythm, and contains
soprano, mezzo-soprano, alto, tenor,
and bass solos; soprano-alto and
soprano-tenor duets; trio for women’s
voices; solo quartet; chorus for
men’s voices; and mixed chorus num-
bers. The performance of the entire
cantata requires about fifty minutes,
and the music lends itself admirably
for presentation as a worship service.
Then, too, the ingenious choirmaster
will devise numerous ways to make
this new cantata a valuable addition
to his choral library.

Advance of Publication Cash Price,
30 cents, postpaid.

410-41010
MORE STUNTS FOR THE PIANO

by Ada Richter

This sequel to Stunts for the Piano
can be used to supplement any
course of instruction bridging the
gap between the easy exercises and
the introduction of the sonatina.
Circus Stunts, Stunts in a Plane,
Stunts at a Picnic and Stunts at q
Rodeo, are all stimulating musically
and offer such technical work as
changing fingers on one note, playing
grace notes, wrist staccato and many
other technical problems. The book
presents an opportunity to learn at-
tractive pieces and at the same time

build the fundamental aspects of
good technic.

Advance of Publication Cash Price,
25 cents, postpaid.

430-41004
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 correlation 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
fo!k songs and other airs with satis-
fying melodic content. Through her
ingenious methods, Mrs. Perry has
succeeded in making this well-
planped first music reader a note-
reading joy instead of a chore.

Advance of Publication Cash Price,
cents, postpaid,

413-41003

ORGAN COMPOSITIONS
c WITH CHIMES

ompiled and arranged b

Ralph Kinderg 4
The demand for music especially ar-
ranged for obtaining the best results
frqm thg combination of organ and
chimes is on the increase. The liter-
ature for this combination is some-
what limited. of course. Here is a
coll.ec':tlon of easy and tuneful com-
p951t10n§ for organ, each arranged
with chimes by one of America’s
best known composers. This book
w111_contain numbers for recitals,
special services and occasions where
the use of chimes is appropriate. All
of the. pleces are within the playing
capabll'it_ies of the organist of aver-
age a.blllt)'. Hammond registrations

are given.

Advance of Publication Cash Price,
cents, postpaid,

410-41012
PARTNERS AT THE KEYBOARD

A Piano Duet Book

‘ by Ella Ketterer
:‘:itrllew book for the more advanced,
1 @ generous supply of original
:m(li éuneful music. Both the P%-imo
: t:1msti%condodparts are decidedly in-
Lpresti € and melodious. Upright

Advance of Publicat; .
cents, postpalif;:"on Cash Price,

-_—
413-41002
SECOND SOLOVOX ALBUM

Compiled and Arranged
by John Finke, Jr.

Included in these special transcrip-

aons are the Evening Star from

“Tannhauser” b
y Wagner; Serenade
o the ballet “The Millions of
arlequin” by Drj 0; ¢
waltzes, and Othergf some Chopin

Advance of Publication C ice
cents, postpaid. ash Price.
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430-41006
SHORT ETUDES WITH
ORNAMENTS
For the Piano
Compiled and Edited
by Louise Robyn

A wonderful ‘follow-up’ to The Or-
nament Family, these eighteen short
studies continue in the same style.
Culled from the familiar etudes of
Bertini, Czerny, Lemoine, Wieck,
Beethoven, and provided with full
explanatory notes, these illustrations
treat such basic ornaments as: grace
notes combined with intervals and
chords; acciaccaturas; appogiatu-
ras; mordents; inverted mordents;
turns and trills.

Advance of Publication Cash Price,
cents postpaid.

11040122

TWENTY-FOUR MINIATURE

STUDIES
For the Piano
by Cedric W. Lemont

Eight-measure brief studies, with
a definite purpose in technical de-
velopment. They present practice
opportunity for right and left hand
scale passages, left hand melody pas-
sages, speed in small groups for
right hand sixths and others. Pro-
gressive teachers will recognize the
value of the variety which this book
offers,
Advance of Publication Cash Price,

cents, postpaid,

WITHDRAWAL
The Advance of Publication price on
the following book is hereby with-
rawn. Copies are now available
rom your local dealer or from the
publisher for examination at regular
Price,

410~41009
GRAB-BAG
by Bruce Carleton

Fourteen skillful first-grade piano
arrangements of familiar tunes with
Universal appeal. Engraved in big
Notes for easy reading, with at-
tractive illustrations.

Now on sale at 60 cents per copy.

e e e ———— —— —

THEODORE PRESSER CO.
Bryn Mawr, Pennsylvania
February, 1950
ADVANCE OF PUBLICATION SALE

Please send me the following:

Code Number Price

I enclose (total) §
Name:
Addl’css:

{Please Print)
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VIOLINIST'S FORUM
(Continued from Page 19)

there is the individual student to
consider. If he has an average
talent and has no ambition for a
professional career, studies need
not be made an important part of
his lesson and practice time. The
stress should be on solos, from
which he can learn to play with
expression and color and from
which he will always have pleas-
ure. Such a student is not likely to
acquire an advanced technique of
violin playing, but he can easily
become a competent and enthusi-
astic amateur—and on such people
is musical culture founded.

Quite another case is the student
of more than average talent, who
is ambitious for a career as a pro-
fessional violinist and whose talent
justifies his ambition. He needs an
entirely different course of train-
ing from that given to the prospec-
tive amateur. He needs studies and
plenty of them, so that he may
acquire a well-rounded, well-coor-
dinated technique from the earliest
stages. The various curricul-a tl]:’:lt
I have noted from time to time in
these columns have been designed
with this type of pupil in mind.

Our pianist colleagues are much
luckier than we are in the matter
of teaching material. From almost
the earliest grades there is, for {he
piano, an abundance of material
that is musically as well as tech-
nically valuable. There are one or
two good reasons for this. First,
nearly all the great composers
from Bach onwards wrote some
comparatively simple music for
keyboard instruments, and they
wrote a great deal more l}.mt can
be simplified without losing its
chief musical or technical attri-
butes. Second, a piano piece 1s a
complete musical entity in itself.
Third, there are many piano solos
that would be labeled as studies
had they not been given titles. _

The violin teaching repertoire
does not have these advantages.
The solo material available for the
earlier grades is designed, most of
it, to show off a pupil’s accom-
plishment rather than to increase
his musical understanding or to
develop his technical resources.
Few of the great composers wrote
easy music for the violin, and
those of their works that have been
simplified rarely provide technical
nourishment, however useful they
may be in developing musical
taste. But, and it is a big but, there
is many a violin “study” which,
were it given an accompaniment

and a title, would be accepted as
a solo for its appropriate grade.

The question of aesthetics also
enters into the matter. Is it aesthet-
ically sound for a pupil to gain
his technique by working on a solo
he will later play? This question
hardly arises in the early years of
study, for the pupil will rarely
have solos of permanent musical
worth. But by the time he has
reached the grade of Kreutzer the
question becomes important; many
of the solos he will then be play-
ing will be of sufficient value to
interest him the rest of his life.

So we must consider carefully
whether or not a pupil’s apprecia-
tion of the musical content of his
solos is likely to be dulled if he
uses them at first as purely tech-
nical exercises. Most experienced
violin teachers agree that it will.

In other words. a pupil should
not work on one of the unaccom-
panied fugues of Bach for the pur-
pose of learning to play chords;
he should have acquired his chord
technique elsewhere hefore tack-
ling Bach. If a pupil studies a
piece of good music as a technical
exercise, it is likely to remain just
that in his mind for a long time
afterward—always to the detriment
of his musical understanding.

Pattern exercises, such as those
of Sevcik, are an entirely different
matter. Only in special cases, and
then only in small doses, should
they be assigned in the earlier
years of study. A young pupil who
has to plod through page after
page of Sevcik’s Preparatory Trill
Studies is not likely to enjoy either
his lessons or his practice.

There is much in the first two
books of Seveik’s “Op. 17 that will
develop accuracy of intonation and
strength of finger, but these exer-
cises should be used only when
absolutely necessary and with the
utmost discretion. Such exercises
are painfully dry and have no mu-
sical value. The driest of studies
have more music in them, for at
least they train the pupil to be-
come aware of harmonic progres-
sions and modulation.

But for the ambitious student,
the student who is already fairly
advanced and who wishes to ac-
quire all the technique he can in
the shortest space of time, the
third and fourth books of Seveik’s
Op. 1 are an absolute must. They
are fundamental to the advanced
technique of violin plaving.

THE END

HEW, SMALLER 120-BASS
ACCORDION FOR
CHILDREN
)

FICOUCT GF
LXCELIION
WiW YORE

[ |
Now, for the first time, a 3rd or 4th
grader can play a full 120-bass accor-
dion. It’s the new RIO Junior. Weighs
less than 14 pounds! Small, but not
too small for years of use.

FREE FOLDER gives you complete
details on low-priced R10s. Write

EXCELSIOR ACCORDIONS, INC., 333 SIXTH AVE., NEW YORK 14

IS PRACTISING A PLEASURE?

Use a good metronome and
enjoy the

rapid progress

S
ELECTRIC
METRONOME

5 Yr. Written
Guarantee

At your dealer or send direct
BESasssssssEESEeEEEENSEEEEEsEEREENen

Remittance enclosed, please send me:

Standard Franz Electric
Metronome ....ccocevevnmrevereerararansd 1 $15.00

With Perfect Flash-Beat . W[ $15.95
Book, "Metronome Techniques'”..[] $ 1.00

Name
Address

FRANZ MFG. CO., INC.

New Haven, Conn.

14 Pictures of Composers Bl/3x11 )
d 181

an .00
7 Pictures of Old Instruments
45 Songs and Special Bird Calls. .$1.00
85 Rote Piano Pieces for Reading
or Rote 1
I Play Myself Book, Special for
Reading $1
EFFA ELLIS PERFIELD
103 East 86th St. (Park Ave.) New York City

'l[/’tﬂ'am M and Son

30 E. Adams St.—Chicago 3, 1.

Specialists in Vielins, Bows, Repairs, etc.
ESTABLISHED IN 1874. WRITE FOR ¢ ATALOG
Publishers of "VIOLINS and VIOLINISTS"

$2.50 per year—Specimen Copy 35,

°* RARE VIOLINS *

® $50 up. Send For New List
FRANGIS DRAKE BALLARD

@®_ 50 Chippewa Road —  Tuckahoe. N. v, @

JOHN MARKER

14" WEST I5TH ST.. NEW \:'I:JH‘E llcg-‘n'
VIOLINS OLD & NEW
Expert Repairing. Send for Catalog

ITALIAN VIOLINS

R. ANTONIAZZI, $250, L BISIACH, s -
ANTON / . L. BISIL. L S300,

un:l )m(_lu‘?.\ll# .\II.\(H;I.\L], £150 \||,.‘\- ),,il?f?

equally interesting bargains, all authenii. 7

e vum'i,t.iurl)m bargains, all authentic, and in

Suburban Music. 613 Stuyvesant Ave., Irvington, N.J

NEED EXTRA CASH?

Earn money easily, quickly, sellin -
:;cripiicns to ETUDE and orl'.ler mu:ms;l.::s
in your spare time. For details write to
M.. E. Nichols, Mar. of Agents Curtis
Circulation Co., Independence Sq.,
Phila. 5, Pa.

Gl



Poet, Painter. Musician . .. which?

BY LEONORA SILL ASHTON

ne day the mother looked at
her son. “He is very musi-
cal,” she remarked to the father.

“He is,” agreed her husband.
“There is no doubt about it and I
am going to have the best teacher
I can find for him and have him
begin lessons in earnest.” So. one
of the finest teachers in New York
City was engaged for the boy.

After a few weeks went by the
father asked the teacher how his
son was progressing. 0, there is
no doubt about his being talented.”
replied the teacher. “but 1 admit
he is a very difficult child to teach.
When I show him how to do some-
thing, and give him his exercises
and pieces he is very attentive. hut
when he is left to practice he
spends his time making up pieces
of his own. Moreover. he scribbles
drawings, sketches and poems all
over his music books.”

“Well, well!” exclaimed the fa-
ther. “Which shall he he? Poet.
painter, musician?”’

Later he told his wife about the
conversation with the teacher.
“Which shall he be?” he repeated.
But they both decided their son
should be a musician.

When the boy was fifteen vears
old his mother took him to Paris
to study at the Conservatory. and
of course, he was obliged to learn
to speak French. One day he drew
a picture of his teacher on a blank
page of his French grammar. The
teacher saw it, realized the ability
of his pupil and took the sketch te
an eminent French artist.

“That boy has great talent!” re-
marked the artist. “I would like to
give him a three-year course in
drawing and painting. and it will
be free of charge.”

Although the boy continued to
write poems and make sketches.

02

he did pursue hiz musical studies
very earnestly, in both Paris and
Germany. He played, he practiced,
he composed—sonatas. concertos,
suiles, piano pieces. and songs,
songs, songs. And as the years
went by he became famous abroad
for his music. When he returned
to this country he was hailed as
our great American Musician,
Edward MacDowell.

But he continued to paint, mak-
ing porlraits of some of his friends
(one of which hung in a study in
Carnegie Hall in New York for

many years). He wove his verses

EDWARD MACDOWELL

into music. His Sea Pieces were
derived from his own poems. Some
of his music described pastoral
scenes: “The Wild Rose.” “The
Meadow Brook.”™ His Froica So-
nata tells of King Arthur.

Poet. Painter, MUSICIAN—
Edward MacDowell was all of
these. for his imagination, his love
of color and beautiful form make
their presence felt in his music
and fill his melodies and harmo-
nies with a beauty which is like
sunlight through the trees.

Edited by ELIZABETH A. GEST

Ameriea, Patriotic Song

verybody in this country
knows our patriotic song.
America, or My Country, ’iis of
Thee, as it is [requently called. Tts
origin is not well-established, in
spite of its wide-spread use. The
tune seems to have been an old
one, and Dr. Thomas Arne, an
English composer, made an ar-
rangement of it, called God Save
the King, which was sung in a
theatre in London in 1745 to cele-
brate an English military victory.
Dr. Arne’s manuscript, reproduced
herewith, is in the British Museum.
Some authorities, however, claim
it was adapted by Dr. Arne from a
still older tune which had been
written by John Bull, another
English composer, in 1619. In any
case, it is an old melody and ever
since the year 1800 research has
been made to establish its origin.
One odd feature of this melody

is, that instead of having the usual
group of eight or sixteen measures.
as is found in most simple mel-
odies, this tune has fourteen meas-
ures. The first half lacks two
measures, the second half having
the usual eight measures:; yet it is
so well balanced no one notices.

This melody seems to have a
very great appeal throughout the
world, for it has been adopted by
about twenty countries as their
national anthem, each country, of
course, having ils own words. The
words of America were written by
Rev. Samuel Francis Smith and
were first sung in Boston on the
fourth of July, 1832,

If you want to play Dr. Arne’s
arrangement on your piano, just
magine you see b-flat and e-flat in
the signature, even though they
are not as clear as they would be
n a printed edition.
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Recordings for Your

Here are some more very fine
recordings on our recommended
list to add to vour collection. Did
you ask for any recordings for
Christmas? It takes a long time to
assemble a good collection, so the
sooner one begins the sooner he
will have examples of the world’s
finest music.

For violin, Mischa Flman plays
Beethoven's Minuet in G and Sere.
nade by Arensky on RCA Victor.
No. 10-0018.

For chorus, the RCA Victor
chorus and orchestra, with Robert
Merrill, baritone, present part of
Act II of the opera, Carmen, by
Bizet and part of Act 11 of the
opera La Traviata, by Verdi, on
RCA Victor, No. 11-9794,

For piano, Egon Petri plays six

Collection

Preludes by Ch,
No. 7142D.
For orchestra. the Chicaco Sym-
phony Orchestra, ]"reclcriccl?: Stock
conducting, plays the Procession
of the Sarday (from  Caucasian
Sketches) by Ippolitov-Ivanoy.
and Perpetual Mogion by Paganini
on Columbia, No, IlTiib‘D.b ‘
Although the Caucasian Sketches
are very popular, Ippolitov-Tvanov
15 not as well knowny as many
other composers. He was born in
Russia in 1859 and was 4 pupil in
composition of Rimsky-Korsakov.
His name was properly Tvanoy: he
fld{led “Ippolitov” 1o avoid confus-
lon with a music critie named Iva-
nov. He wrote six operas, sonps
and orchestral works, None wercca;:
popular as the Caucasian Sketches,

P on Columbia,
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Hidden Composers
Puzzle
By Marion Benson Matthews

The name of a composer is hid-
den in each of the following sen-
tences. How many can you find?
1. Does that ancient church tower

have a bell in it?

2. The students could not remem-
ber whether Rhode Island was
smaller than Delaware or not.

3. Billy and his chum announced
they would enter the contest.

4. Are you ever dilatory about
your practicing?

S. The members of the club had a
fine time at Rancho Pintado.
6. I wonder what Hannibal fed
the elephants he took with him

on his march to Rome?

7. Madame Nellie Melba charmed
thousands with her beautiful
voice.

8. It is not inspiring to hold a
music class in dingy sur-
roundings.

RESULTS OF OCTOBER INSTRUMENT PUZZLE

Answers to Instrument Puzzle:
.Oboe, flute, cornet, organ, violin,
Plano (the instruments may be ar-
range'd in any order).

Prize Winners for October Instrument
Puzzle: .

Class A, Jo Anne Bechtel (Age 15),

ashington.

Class B, Lynne Gardner (Age 12),
Georgia.

Class C, Ronald W. Ronzoni (Age
11), New York.

Honorable Mention
Ida Barish, Nada Bender, Judy Boten-
sten, Mona Vivian Bross, Marlene Byrd
Charles Caustin, Roxanna Chew, Mar):
Eckenroth, Joann Ford, Gloria Fowler,

Nancy Gary, Katherine Guest, Otille
Cebe Habersky, Elinor Harper, Lind-
sey Jackson, Anne Krapp, Blanche
Lasseigne, Arline Lemke, Lois Jean
Lynch, Jeanne Morris, Claudette Rivet,
Dorothy Lee Rogers, Marilyn Ruhl,
Janet Anne Smith, Nancy Tayler, Fred
Turner, Jane Warrender, Letty Wass,
Martha Wendt, Alfred Wrobel.

* Kk %
Letter Box

Send replies to Letters on this page
in care of Junior Etude, and they
will be forwarded to the writers.

DEAR JUNIOR ETUDE:

I take piano lessons and plan to play
in the High School band soon. I enjoy
piano very much and have taken nine
years. I would like to hear from others
who like piano. .

Judith Gruenhagen (Age 14),

Wisconsin

I have enjoyed the ETupe for many
vears. 1 have studied music for four
vears and play violin in our All High
Orchestra. I have played in the National
auditions for three years. Writing mu-
sical compositions is one of my hobbies.
I would like to hear from others who
are interested in piano or violin.

Richard Contiguglia (Age 12),
New York

The first thing I do when ETUDE comes
is to turn to the Juntor ETUDE because
I find it so interesting. I play piano
and Hammond Organ and am one of the
accompanists of our Glee Club. Recent-
ly our senior class presented the opera
“Pirates of Penzance” and I was the
accompanist. I would like to hear {rom
boys and girls who are interested in
music.

Ann Wilde (Age 16),
Massachusetts

I play piano and flute. When I prac-
tice I enjoy making up stories for my
pieces. I would like to hear from Junior
ETune readers.

Loretta Mueckler (age 10), Wisconsin

JUNIOR ETUDE CONTEST

Junior Etude will award three attractive prizes each month for
the neatest and best stories or essays and for answers to puziles.
Contest is open to all boys and girls under eighteen years of age.

Class A—15 to 18 years of age; Class B—12 to 15;
Class C—under 12 years.

Names of prize winners will appear on this page in a future issue
of the ETUDE. The thirty next best contributors will receive honor-

able mention.

Put your name,

age and class in which you enter on upper left

corner of your paper and put your address on upper right corner of
your paper. Write on one side of paper only. Do not use typewriters
and do not have anyone copy your work for you.

Essay must contain
must be received by J

VANIA, on or before the first of

ETUDE-FEBRUARY 1950

not over one hundred and fifty words and
UNIOR ETUDE, BRYN MAWR, PENNSYL-
March. No essay this month.

WHERE SHALL | GO TO STUDY?

PRIVATE TEACHERS (Westorn)

Private TEACHERS (New York City)

HAROLD HURLBUT
PARIS—NEW YORK—HOLLYWOOD
Singers Who Hove Studied with Him Include
NADINE CONNER
Distinguished Scprano Metropolitan Opera
HENRY CORDY, N.Y. City Center & Havana
Operas...EVELYN HERBERT...ROBERT HALLI-
DAY...LOIS LEE and other Stars of Opera,

Stoge and Radio N
Address: Hollywood, Calif. Phone: GL. 1058

THE LIVERETTE VOCAL STUDIOS
AND OPERA ACADEMY

Formerly ossistant to Dr. Lozar Samoiloff
ucia Liverette, Director
Former Director of L. A. Civic Grand Opera Co.
CONCERT % RADIO % OPERA
Beginners to professional artists
Write for information—
1833 W, Pico Blvd., Los Angeles, Calif.

ISABEL HUTCHESON

Teacher for Piano Teachers
Modern Piano Technic: Group work for Teach-
ers: Coaching concert pianists: Conducting
“Piano Teachers Forum,"

BROOKS MAYS MUSIC STUDIOS
1605'/, Elm Street, Dailas 2, Texas Phone C-6214

EVANGELINE LEHMAN

TEACHER OF SINGING
Opera—Operetta—Oratorio—Concert.
167 Elmhurst Av., Detroit 3, Mich, To. 5-8413

EDNA GUNNAR PETERSON

Concert Pianist—Artist Teacher
229 So. Harvard BB!GI l;os Angales, Calif.

DR. FRANCIS L. YORK
Advance Piano Interpretation and the Theory
work required for the degrees of Mus. Bach,,
and Mus. Mas. Special Chopin interpretation.

DETROIT CONSERVATORY OF MUSIC
Detrolt, Mich.

Private TEACHERS (New York City)
HELEN ANDERSON

Concert Pianist
Interesting course—piano, harmony
Many Successful Pupils
166 W. 72nd St., N. Y. C. Tel. Sc 4-8385

MARY BOXALL BOYD
(Pupil of Leschetizky)

pionist—Teacher—Coach—Program Building
“The results she can obtain are miraculous
Writes Leland Haoll—Prof. of Music—
Smith College
Address—Steinway Hall—Nola Studios—
113 W. 57th St., New York City, N. Y.
(Also 9 Chambers Terrace, Princeton, N. J.)
Tel. 2079

JACK EPSTEIN

BARITONE
Concerts — Opera — Teaching

Music Studios Polm Beach, Fia.
Inquiries to
1401 Stelnway Bldg., New York City

ROY CAMPBELL

Teacher of Successful Singers of
Rodio—Theotre—Pictures—Concert—Opera
“'STYLE-IZING" forf R:_dio and the Theatre

—Studio—
807-8 Carnegie Hall New York City
oS relophone C1 5-9244

HAZEL GRIGGS

Piano Teachers' Workshop
materials — procedures
private lessons, class lessons
concert repertoire
For informotion address
Steinway Building New York City
Tel. Scarsdale 3-6085

LUCIUS DUNCAN

Concert Violinist—Teacher
Pupil of Schradieck
WESTCHESTER CONCERT BUREAU
White Plains, N. Y. Pll'ailudelphia. Pa.

54 Bank St. 04 N. Mole St.
White Plains 9-7808 LO 7-0723

EDWIN HUGHES
PIANISTS PREPARED FOR PUBLIC
PERFORMANCE AND FOR UNIVERSITY,
COLLEGE AND CONSERVATORY
TEACHING POSITIONS
WINTER TEACHING SEASON: SEPTEMBER
TO JUNE

For full information address:
338 West 89th Street New York 24, N Y.
Tel. SChuyler 4-0261
MONTHLY SESSIONS IN WASHINGTON, D.C.

CHARLES LAGOURGUE O.1. £¥
YOICE PRODUCTION—SINGING
Musical Theory—Composition
Courses of the Paris Conservatory
for Information:

35 W, 57th St., New York

(FRANK) {ERNESTO)
LA FORGE-BERUMEN STUDIOS
Voice—Piano

Among those who have studied with Mr. La
Forge are: Marian Anderson, Lawrence Tib-
bett, Richard Crooks, and Mme. Matzenaver.
00 Park Ave., Corner 89th St,, New York
Tel. Atwater 9-7470

" RICHARD McCLANAHAN
Formerly Representative, TOBIAS MATTHAY
Private lessons, Teachers' Courses & Forums

Summer-class. Southwest Harbor, Me.
801 Steinway Bldg. New York City

EDWARD E. TREUMANN

Concert Pianist—Artist-Toacher
Recommended by Emil Von Sauer, Mortiz Mosz-
kowski and Joseph Hofmann,

Studio, Carnegie Hall, Suites#i]

. a
Tel. Columbus 5-4357 New 'Y??k‘&?&
Summer Master Class—June IS5 to August I5.

MME. GIOVANNA VIOLA (Huw)

Dramatic Soprano
Teacher of Singing—"'Bel Canto"
Experienced European trained Artist
Coaching Opera, Concert and Radio
Correct voice production, defective singing
corrected.
Beginners accepted
Phone: Trafalgar 7-8230 Mon., Tues., Wed., Thurs
£08 West End Ave. New York City

CRYSTAL WATERS

Concort Singer — Teacher
Voice Building, Breathing,
Diction, Expression, Style,

In preparation for
Radio, Scresn, Stage,
Concert, Opera.

Wreite for Circular

Tol. Vos—13g2 oW York City

405 E. 54 St.

LEOPOLD WOLFSOHN

fl""l\unisié:unld teacher
Teacher of Aron Copland, Elie Si i
and mony ortgls and feochee?:.‘eme'
BEGINNING TO ARTISTIC FINISH
Specialist in Technical Development and the
Art of Interpretation. Coaching for Recitals
Hotol Ansonia, B'way at 73rd St., New York City

CECILE JAHIEL
CONCERT PIANIST—COMPOSER

ist prize of the Paris Conserv.

Former pupil of Cortot and é’;ﬁ;‘f
Coaching concert pianists for recital
Courses for piano teachers and advanced pupils

. Master classes for concert pionists. )
Private lessons. Register now for winter classes.
18 East 78th Street New York City, N. Y.

REgent 7-7030 or RHinelander 4-1589
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USA.

Convention—March 2 The Guild is host to all pianists, MTNA, Clevelond

T National Guild
of Piano Teachers

IRL ALLISON, MA,, MUS.D., President

Composition Test— Send manuscripts now.
Diplomas—Be sure program is approved.

Grade— Give pupils what they can do well.
Warning—Scales & chords must be thoroughly learned.
Number— All pupils should have opportunity.

Box 1113—Austin, Texas

I SCHOOLS - COLLEGES
CONVERSE COLLEGE ..

Edwin Gerschefski, Dean, Spartanburg, S. C.

KNOX

Department of Musle
Qalesburg. Illinois
Thomas W. \Williams, Chairman

AlViene X Theatre

Dramatic, lé“;’i” and Dance Arts

st. 1894
STAGE * RADIO *» TELEVISION
Speech Arts, Drama, Playwrighting Musieal-
Comedy, Musical-Drama, Voeal, Dance Revues,
Rallet, ‘Toe. Tap. Exhibition. Technical and
practieal training essential to the layman. to a
career. teaching and directing G. I Bill
Write Sec’y. Shubert, 1760 Broadway, N. Y.City 19,

Catalogue sent upen r

CONSERVATORY

COLLEG

SHENANDOAH #gisie”

Courses leading to the B. Mus. and B, Mus.
degrees. Member NASM. In the heart
ot the Shenandoah Valley, Dayton, Virginia.

Yol

UNIVERSITY
Ao cuicaco

THE SCHOOL OF
Music
Offfers 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

Dep

Address Registrar for Bulletin
DePAUL UNIVERSITY
SCHOOL OF MUSIC

Room 401, 64 East Lake Street
Chicago 1, Illinois

'ﬁ.ﬁs‘

JAMES MILLIKIN UNIVERSITY
SCHOOL OF MUSIC

DECATUR, ILLINOIS
Offers thorough training in music. Courses lead-
fug to desrees of : Bachelor of Muzle, Bachelor of
Musie Edueation, Master of Musle, and Master
of Musie Edacation,
Memberof the Natlonal Association Sehoolser Music
Galictin sent upon request
W. ST. CLARE MINTURN, Director

| THE MANNES
MUSIC SCHOOL

Professionalse Non-Professionalse Children
Class and Individual Instruction
Artist Teachers
Scholarships for Orchestral Instruments

DAVID & LEOPOLD MANNES, Directors
Room 33, 157 East 74th St., New York 21, N. Y.

Pinnists—Send for free hooklet
showing how you may greatly
improve your technic, accuricy.
memorizing.  sightereadinge  und
playing thru mental muscatar co-
ordinution. Quick results, Practice etfort miui.
mized. Csed by famous planists, teachers
students, No obligation.

Broadwell Studios Schools, Dept. 70-8, Covina, Cal.

Our Monthly Break Bulletin enables you
to build up and glamourize the Songs on
the Hit Parade with clever breaks, novel
figures add tricky booyie effects.

Send 20 cents for latest copy or $2 for a
year. Mention if teacher,

THE AXEL CHRISTENSEN METHOD
Studio E, P. O. Box 185, Wheaton, 1l1.

DILLER-QUAILE
School of Music

Teacher Training and General
Musicianship Courses

66 East 80 St. New York 21, N. Y.

Phil Saliman—

SCHOOL of MODERN MUSIC

Full-time 3-year Diploma Courses Concen-
trating in the Popular Field with Classical
Background: Piano, Voice, Instruments, Ar-
ranging, Musical Theatre, Song Writing,
Radio and Television Production, School
Orchestra, Chorus, Theatrical Productions,
Broadcasts, Racitals, Individual Guidance.
16th Year, Co-ed. Veteran-
approved. Spring Term be-
gins May 8.
Write Admizsions Dean
Jor Catalog

284 Commonwecaith Ave.

Boston 15, Mass.

BALDWIN-WALLACE
CONSERVATORY OF MUSIC

BEREA, OHIO (suburb of Clevaland)

) @ith a fiest cloes Libersl Arts Collego.
#:ﬂd’lrlt‘ne‘? Ih-ctyrsr courses leading o degrees. Faculty
of Artigt Teschors. Scod for catalogue or luforma-

ton ':lARoLD W. BALTZ, Dean, Berca, Ohio

LEARN "SWING" MUSIC
Quiex, couges, 12 giayors, of gl Insnumanie MR

ombnnlmhgong: rations. bluo notes, wholo tones, etc,
MODERN DANGE ARRANGING
Dusts, trios, and | pecial
~modulating to othor key antic
—organ points—color c@ects—swingy backgrounds—
Weito today.
ELMER 8. FUCHS
335 East 19th 8t. Brookiyn 28, M. Y.

nd

THE BASS CLARINET

(Continued from Page 23)

scale than with the soprano.

Playing the bass clarinet there-
fore requires first of all a more
sustained, supported. and powerful
introduction of the breath into the
instrument, simply because it con-
tains a larger air column. The
breath must be more quickly and
powerfully used in exhalation.

The mouthpiece of the bass clar-
inet is larger than that of the so-
prano clarinet. as is the reed.
Therefore it is necessary to take a
longer “bite” with the upper teeth
on the mouthpiece in order to ob-
tain a correct relative embouchure.

Because of the curvature of the
neck-pipe, the bass clarinet mouth-
piece meets the embouchure of the
player at a more acute angle than
the soprano clarinet. Therefore the
player must be careful to hold the
instrument exactly in front of the
body, at an angle which permits
the bell of the instrument to fall
easily and naturally toward the
body of the player. (See cut.)

The placement of the reed on the
lower lip is the same as with the
soprano clarinet, except that, as the
bass clarinet reed is larger, it will
rest upon a greater portion of mus-
cular tissue.

The oral cavity is formed in the
same manner as when playing the
soprano clarinet, except that it will
be found that slightly more relaxa-
tion of the glottis is necessary and
a more pronounced “00” syllable
should be used. :

The larger reed of the bass clar-
inet will also require a broader
and more pronounced articulation.
The position of the tongue and its
stroke should be the same as used
on the soprano clarinet, except that
better results are usually obtained
by anchoring the tip of the tongue
behind the lower teeth and striking
the reed with more of the central
raised portion of the tongue.

The hand position of the bass
clarinetist is the same as that of
the soprano clarinetist. except that
its larger keys require slightly
more finger action.

Two exceptions in fingering are
peculiar to the bass clarinet. The
first is that the first tone hole of
the instrument is equipped with an
articulation key - plate somewhat
similar to the plateau key for the
first tone hole of the oboe. The pur-
pose of this mechanical arrange-
menl is to permit a small aperture
drilled in one-half of this key-
plate to he opened by a sliding mo-
tion of the left forefinger without

allowing the entire tone hole to
become uncovered. This small aper-
ture is used to permit the easy
response of the harmonic register
(high C and above). Without this
key' arrangement, literally no fin-
gerings, except the normal har-
monic resultants, are possible.

_ The second exception in finger-
Ing is the double register key which
is q.uite often found on older bass
clarinets. When this key arrange-
ment is used, the usual straight
register key is used for the first
f)verblown notes of the Claripn reg-
Ister, as illustrated in Example 5,

Ex.B

and the second register key is used
for a!l notes above these. Due to
peculiarities of each individual in-
strument it will be found that the
second  register will sometimes
\\.‘ork best when used on D4, some-
tn-nes on D#, and sometimes on
E:, as the first note in its series.
Experimentation will provide the
answer for this.

Fortunately, with present - day
construction, the double register
key is entirely unnecessary and the
::toanaticd r];egister key has been

pplante i
rorben ho]e'y one correctly sized

Another mechanical “must” on
the bass clarinet is the low Eb ke
for the little finger of the rivh{
hand. This key is not added to !t:he
bass clarinet” becauge there are
many low Eb to be played but e-
cause the added resonance made
possible by the additional tone-hole
permits both the low E# and the

* (third line) to sound much
clearer and more in character with
the rest of the register.
ma(t)t.:;eu;t'ls recognized that the

range 1s not a limitation,

z:ll of ¢larinet literature is available
o the bass clarinetist.

' In addition,
literature for t
be explored wit

fields such as the
he violoncello can
e exple h proﬁ!. .Transcrip-
are not to be misinterpreted
as being sacrilegious violations of
a composer’s intent. Good music
Is good music on any instrument.

f.\n ambitious, imaginative and
serious bass clarinetist will find
lllf'it his reward for study and ap-
phcatio_n to the highest princi l(la<
of musicianship will be rewarlzle;l
by as satisfying a musical experi-

ence as is possible with any in-
strument.
THE END

ETUDE -FEBRUARY 1050



Jhites

All-Classic Band Book. . v v vvvnnnnernnnnnnnns Parts each .30

Conductor's Score (Piano). ..o iinieiineinnnnnrnnneas .50
American Bandbook No. 1 by Mayhew Lake

34 Parts each....... .40, Conductor's Score........ $1.00
American Bandbook No. 2 by Mayhew Lake

34 Parts each. . ..... 40, Conductor's Score........ $1.00
American Symphonic Bandbook Series A" by Mayhew Lake

43 Parts each....... .50, Conductor's Score........ $2.50
American Symphonic Bandbook Series "B" by Mayhew Lake

43 Parts each. . ..... 50, Conductor's Score........ $2.50

PRESSER, DITSON and CHURCH Editions

BAND FOLIOS

of
Fulton Folio of Melody Marches. ... Parts each .40
Conductor's Score (Piano). . v v vevieieiieiinasenanns .50
Swing-A-Long—Sixteen Parade Marches—
by N. Clifford Page....cvvvenrnnescinnannns Parts each .40

Let's Cheer! by Jas. M. Fulton and Maj. Ed. Chenette
Band book. ..Parts each .35, Conductor's Score (Piano). . .65

Marchette Band Book.......cocviiiiiinnnanens Parts each .30
Conductor's Score (Piano)....ueveveerernnrnnnnenennns .50
Sousa's Famous Marches—Adapted for School Bands
Partseach. ......... 40, Conductor’'s Score........ $1.25

BAND PUBLICATIONS

Annie Laurie & la Moderne (Leonard)......ovivinnnnn. $2.00
At Dawning. The Heart of Her (Cadman)............... 1.00
Barcarolle. From P.S. Gilmore's “Tour of the Nations”

(Van Hoesen)e s oueeeeesniasnnsesonsinsnaciasssns 1.50
Billboard March (Klohr)

Symphonic Band..... 1.50, Standard Band........ 1.00
Brasses to the Front. March (Leonard) v vvvnvnennennnnen 1.00
Cadets on Parade. March (lowe)........ ..ottt .. 1.00
Carnival Overture (Gibb) .. v ovviiniii i 2.00
A Chippewa Lament. Small. . 2.50, Full.. 3.50, Symph. 4.50
Columbia Polka (RoIlinSOn) s ccv svmvnsasisesansciaenssas 1.75
Day in Venice. Suite (Nevin) Arr. H. Bellstedt Jr........... 2.50
Day in Venice. Suite (Nevin) Arr. Mayhew Lake

Symphonic Band. .. .. 6.00, Standard Band.......... 4.50
Day of Youth Overture (Fulfon)ce v s awms o evmean o 2.00
El Capitan March (Sousa)

Symphonic Band..... 1.50, Standard Band.......... 1.00

Exaltation (Coerne-Lake) Small. 2.00, Full. 2.75, Symph. 3.50
Fairest of the Fair. March (Sousa)

Symphonic Band..... 1.50, Standard Band......... 1.00
Federation March {lohe) s ovbs v semmniens cwmeien
Finlandia (Sibelius-Page} Small. 3.00, Full. 4.50, Symph. 6.00

rture (Suppe) Arr. Anton Weiss
Fr?;zmi‘;'lh:nt?:rl;ua:? . (5.OPOF,' Standard Band......... 2.00
Gardes du Corps March (Hall)
Goin' Home (Dvorék-Fisher) Full. ...
Hands Across the Sea. March (Sousa)

1.50, Symphonic... 2.50

Symphonic Band. . ... 1.50, Standard Band......... 1.00
Heads Up! March (KIORF) + v e veeesamms e 1.00
Hostrauser's March (Chambers) .« vvvvuesreeannsreennn 1.00
Indian War Dance (Bellstedt) . v vvrenmesensnreenens 1.00
Invincible Eagle March (SOUSA) e« vvvrrsrnserennecscas 1.00

i Sousa)
Kms‘.:‘ynfs;:):icMB‘::g .(. ... 1.50, Standard Bands i i :gg
Laurel Branch. March (ROIINSOR) «vvvsvunnnorenensnnes I

THEODORE

Liberty Bell March (Sousa)

Symphonic Band..... 1.50, Standard Band......... 1.00
Listen to the Drummers. March (Leonard).....vvvevnnn. 1.00
Looking Upward. Suite (Sousa) )

By the Light of the Polar Star

Symphonic Band..... 5.00, Standard Band....... 3.00

Beneath the Southern Cross

Symphonic Band. . ... 5.00, Standard Band....... 3.00

Mars and Venus

Symphonic Band..... 5.00, Standard Band...... 3.00
Manhattan Beach. March (Sousa)

Symphonic Band..... 1.50, Standard Band......... 1.00
Musings (Tone Picture] and Cotton Blossoms

(Humoresque) (Gillette) Small.. 2.00, Symphonic..... 3.50
National Cherry Festival. March (Kalember)....... svaes 100
New Colonial March (Hall)

Symphonic Band. .. .. 1.50, Standard Band......... 1.00
Old Home Down on the Farm. (Harlow) Gull............ 1.25
Pride O' the Land. 4-H Club March. (Goldman). ........ 1.00
Reeds to the Front. March (Leonard). . «oovvivvnnen.... 1.00
A Rustic Scene. (Busch) Small. 2.50, Full. 3.50, Symph.. 4.50
Skyrockets. March (Leonard).....vvvreniiiiiinnny 1.00
Soaring Eagle March (Klohr). covvvivviiiniiiiiiennn, 1.00
Soldiers of the Air. March (Fulton). . ..ovvuvrininnaians 1.00
A Southern Tone Poem (Hosmer). ....ocovviienvninnnens 2.00
Spolight March (Klohr). ... oo vvviiiiii i 1.00
Stars and Stripes Forever. March (Sousa)

Symphonic Band..... 1.50, Standard Band......... 1.00
Sweetest Story Ever Told (Stults). ..o vvvvniiiinvnennn 1.00
Three Negro Dances (Price)

Symphonic Band. .. .. 5.00, Standard Bond......... 3.00
Toledo Blade March (Goldman). .« .vvvvnnreeinaneens 1.00
Valley Forge March (Goldman).....ovvvviviniineanenn 1.00
Veni, Vidi, Vici. March (Hall)..oovvvieiivnooiiannn 1.00
Veterans of Democracy (Wetmore)

Symphonic Band. .... 1.50, Standard Band......... 1.00
With the Colors. March (Panella). .. .o viiinninenny 1.00

PRESSER CO.
Nwaic Publishera

Bryn Mawr, Pennsylvania



&Zﬁ/ Z[J(/& — beautiful 18th Century styling, scaled to foremost decorators’ requirements for the home of today.

TO CELEBRATE OUR 75™ ANNIVERSARY

Rhapsody—A simple, al-
maost classic contemporary
consolestyle. Outstanding
in musical and mechan-
ical excellence,

Jesse French 5’ 2" Grand
Flawless action, erystal
clear tone, distinguished
cabinetry. Superb for the
home, studio, or small au-
ditorium.

FREE — Post card or letter brings you the
Jesse French Style Baok. illustrating all
models of Jesse French Pianos. We'll also
include interesting leaflet for teachers and
parents, “Music in Your Child’s Develop-
ment.” Address Department E-250, Jesse
French & Sons, Elkhart, Indiana.

SEE THE NEW “SERENADE” at your Jesse French dealer’s Play it. On]
: - Unly in this
way can you discover how really fine an instrument thig little piano ;
no 1s.
Like all Jesse French Pianos, it gives you exclusive Ori-Coustic T 1
one plus
hand-regulated Magic Touch action with individua]ly voiced ham
mers.
And it also has a sustaining bass pedal. Styled in glowin
g mahogany, “Serengde”
) ade
combines the best decorator

design with genuine musical
excellence. We believe Je sse
it sets a new standard for ren
. &ESons

spinet performance. P.
‘anos

FAMOUS FOR MUSICAL EXCELLENCE FOR 7§ YEARS Fi Dl
; sion, H. & A Selmer T
! ne., Elkhart Ind
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