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Grade 1

110-40117
110-40120

Grade 12

110-40133
130-41048

Grade 2
130-41060

110-40132

Grade 24

110-40134
110-40135

Grade 3
110-40108

Grade 32
110-40088

130-41061
Grade 5
130-41037

Grade 2
110-40136

New MUS

Presser, Church

HERE IS THE SECOND OF A IR-
planned to keep YOU — the musician,

a Presser Service,

informed of the new music and books in the famous

Each month
preview the coming month

and.

i of the Month

AND NEW SERIES .. ..
teacher and student — intelligently
Presser, Church and Ditson editions.

— via the Etude Magazine — the NEW MUSIC OF THE MONTH page will
’s releases! It’s your advance notice of fine music constantly

being made available, and will guide you in making the right selection when you order.
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PIANO SOLOS

lazy Frog ... .. Louvise E. Stairs $.30
Rocking Moon . .Louise E. Stairs .30
Carnival Parade . .H. P. Hopkins .30
Gay: Jig . cia o John Verrall .30
Dawn on Lotus Lake
Stanford King .30
Roundelay
Martha Beck Carragan .30
Pickaninny Dance. .Ella Ketterer .30
The Witch ...... William Scher .30
Dance of the Puppets
Anne Robinson .30
Of Days Gone By
Donald Lee Moore .35
Strange People
Mortimer Browning .30
Stilt Dance . .. .Charles Huerter .40
PIANO DUETS
Country Dance . . -Frances Terry 40

Medium

 114-40009

Secular
131-41026

131-41027
131-41028
131-41040
131-41041
131-41023

113-40008

410-41014

VIOLIN SOLO

Dream of Quito

H. Murray-Jacoby $.50

VOCAL
File for Future Reference
Paul Sargent
Little Song (high) . Clifford Shaw
Little Song (low) . Clifford Shaw
The Lamb (high) .Clifford Shaw
The Lamb (low). .Clifford Shaw

Why Should | Sing If Not
of loveet . ..... Russell White

ORGAN

Meditation Religieuse
William A. Wolf

BOOKS
Child Brahms. . . .Coit-Bampton

Prices subject to change without notice

N

THEODORE

PRESSER CO.

e (“unlrtvened

Bryn Maowr, Pennsylvanio

.50

40

THE WORLD OF

Last month Zino Francescatti
was invited by the city of Genoa
to play at a gala concert using the
violin formerly played by Niccolo
Paganini. The instrument, a Guar-
nerius del Gesu, is preserved in the
city museum in the same room
with Columbus’ ashes. Francescatti
himself carries on the Paganini

Zino Francescatti

tradition; he learned to play from
his father, who studied with Ca-
millo Sivori, Paganini’s only
pupil.

Clarence Cameron White’s
Haitian opera, “Ouanga,” was pre-
miered by the Dra-Mu Opera
Company in Philadelphia Oct. 27
. . . Works of Schubert, Bach and

7/

Haydn will be featured in the 15th
season of the New Friends of
Music, which begins this month
in Town Hall, New York . . . Aa-
vance sale of tickets for Sadler’s
Wells ballet is so heavy the man-
agement waggishly suggests put-
ting out a NESRO sign—“Not
Even Standing Room Only.”

Paul Hindemith, since 1941 a
faculty member at Yale, has re-
ceived a special appointment to the
University of Zurich and hereafter

will divide his year between New |
Haven and Switzerland . . . Dur- |
ing his 1950-51 season as conduc- |

tor of the Cincinnati Symphony,
Thor Johnson will perform new

works by Vaughan Williams, Mil- |

haud and Ernesto Halffter . . .
Carlos Chavez’ newest work, a
violin concerto in F Major, was
commissioned by the American
violinist Viviane Bertolami, who
will introduce it during the 1951-
52 season . . . Otto A. Harbach,
president of ASCAP, announces
that the Society has granted a free
license for performance cf mem-
bers’ music on Pacific Fleet Navy
radio shows.

Richard Bonelli, following the |

death of Giuseppe de Lucas, has
been appointed to the vocal fac-

ulty of the Curtis Institute of |

Music . . . An Ernest Bloch
Festival, honoring the composer’s
70th birthday, will be held - in
Chicago Nov. 28-Dec. 3.

COMPETITIONS

® The H. W. Gray Co. will publish prize-winning anthems in two
contests, sponsored by the American Guild of Organists and the
Church of the Ascension in New York. The A. G. O. contest, lim-
ited to residents of the U. S. and Canada, is for a setting of an
English text of the composer’s choice. Closing date, Jan. 1, 1951 :
prize, $100. Full details from the A.G.0., 630 Fifth Ave., N. Y. C.
The Church of the Ascension offers a $100 prize for a setting of
the Te Deum. Contest closes Feb. 1, 1951. Details from Secretary,
Church of the Ascension, 12 W. 11th St., New York City.

® The 19th biennial Young Artists Auditions of the National
Federation of Music Clubs will be held in March and April, 1951.
Prizes of $1,000 each will be awarded in piano, violin, organ,
voice. Information from National Federation of Music Clubs, Busi-

ness Office, 455 W. 23rd St., New York 11, N. Y.

® Sigma Alpha Iota offers prizes of $300 for a vocal solo and
$300 for a choral composition. Contest closes March 1, 1953. De.
tails from Carl Fischer, Inc., 165 W. 57th St., New York, N. Y.,
who will publish the winning compositions.

® Monmouth College, Monmouth, Ill., offers a $100 prize for a
setting of Psalm 148. Contest closes Feb. 28, 1951. Details from
Thomas H. Hamilton, Monmouth College.
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the latest and finest Pl

in electronic organs

Series 25 Wurlitzer
Electronic Organ

Fresu from the hands of Wurlitzer crafts-
men, this new Wurlitzer Series 25 represents a
notable advance in electronic organs. Fast but
velvet-like action speaks and falls silent in split-
second timing with the organist’s fingers. No lag.
No annoying “explosive” effect.

A finger-touch on pre-set pistons brings out dom-
inant solo voices of new richness and beauty—each
voice with its own perfect accompaniment. And
the full majestic beauty of the organ ensemble is
truly a triumph in electronics.

Designed by William Zaiser, the beautiful con-
sole is traditional in appearance and embodies
arrangements and playing dimensions that rigidly
conform to recommendations of the American Guild
of Organists. And with all these advantages, the

Series 25 is reasonably priced.

S| Considering a Piano? More

I"; people buy Wurlitzer Pianos
— than those of any other name.
=i "Ul\u- —H

WURLIIZER

World's Largest Builder of Organs and Pianos
Under One Name

THE RUDOLPH WURLITZER COMPANY, NORTH TONAWANDA, NEW YORK
EXECUTIVE OFFICES, CHICAGO, ILLINOIS

The Rudolph Wurlitzer Company, Organ Division
Dept. E- 110 North Tonawanda, New York

Gentlemen:

Please send me complete information about Wourlitzer Organs, and the oddress of the near-
est dealer, at no obligation to me.

Name

Address

City Zone

— State




Ye True Chart of
Pirate Treasure

FFor People Who
Tnderstand Pivates

R(.)MAN(JI'Z of buried treasure
and the thrill of buccaneer
loot. Yours to find with the
Florida Treasure Chart. Pro-
duced after years of research, it
actually locates areas where lost
riches of more than $165,000,-
000 are believed to be buried in
Florida sand and waters.

Beautifully illustrated with
Pirate scenes in full color, this
17x19” chart is produced on
simulated parchment for your
studio, game room or child’s
room. A fascinating conversa-
tion piece in your home. An
unusual gift for your friends.
One dollar postpaid, in mailing
tube. No C.O.D.’s, please.

R. E. ODUM, MAPS

918 Tampa Street, Room 160
Tampa 2, Florida

GULBRANSEN

Binch longer bass length
providing deeper, more
resonant bass |

Music Teachers! Musicians!

Here is a new achievement ...
grand-like tonal quality in a
37" piano, formerly available
only in pianos of much larger
size and higher price. Write
for free brochure showing
full details of this phenomenal
development of scale design.

Special Teacher's Discount—Name of
nearest avthorized dealer on request,

GULBRANSEN COMPANY

DEPT. E, 816 N. KEDZIE AVE.
CHICAGO 51, ILLINOIS
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Gay little Solo-ette plaques add a
musical touch to any room in your
home. Silhouetted figures of 12 dif-
ferent musicians —on yellow, green,
blue or dubonnet backgrounds. Size
234" x 315”. Specify color when
ordering!

Packed

in smart

gift box
of 6

Swing Set—Clarinet, saxophone, accordion,
drums, guitar, bass viol. All one color . . . $3
Symphonette Set — Piano, director, violin, flute,
trumpet, trombone. All one color . . . . . $3

Both sets . ... $5.50

Postpaid. Money-back guarantee. No C.O.D.’s

Selmer, Dept. E-111, Elkhart, Indiana

A NEW
FRANCHISE
OPPORTUNITY

WITH
HIGH-INCOME
POTENTIAL

An outstanding investment with
immediate income. Opportunity
to operate under Eddy Duchin
name one or more class piano
instruction studios in national

chain, Revolutionary electronic
“Audiscope” method—endorsed
by leading music authorities.
Brings piano playing within
reach of millions. Capital re-
quired in excess of $5,000. No
musical ability needed. Exclu-

sive franchises awarded for
cities or territories over 150,000
population. Write Audiscope
Corporation, 35 West 53rd
Street, New York 19, New York,
giving business background. In-
terview will be arranged.
replies will remain strictly con-
fidential.
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Authors in this issue . . .

MARKS LEVINE (“In Defense of Kirsten Flagstad,” p. 11)
as head of the National Concerts and Artists Corporation has
established himself as one of America’s shrewest concert man-
agers. He is also uniquely able to discuss the Flagstad case
because of his long association with the artist. ETUDE takes
pleasure in presenting his statement on a matter of wide

interest to all music lovers.

MAX KLEIN (“How Jean de Reszke Taught Singing,” p.
21) was for 14 years head of the voice department of the
Vienna Conservatory of Music. Later he went to Ankara and
for 11 years taught singing at the State Conservatory in An-
kara and at the National Opera of Turkey. He now makes his

home in New York City.

REGINALD E. KAVANAUGH (“Pipers of the Highlands,”
p- 14) is a senior at Rutgers University, majoring in journa!-
ism. A native of East Orange, N. J., he served with the Air
Force during World War IL “Pipers of the Highlands” is his

first article to appear in a national magazine.

QUAINTANCE LEITH (“Horse and Buggy Teacher.” p.
18) is the pseudonym of a well-known piano teacher in Den-
ver. Her articles have appeared in ETUDE for more than 30
years. Her last was “Don’t Worry About the Next Depres-
sion!” (September, 1949).

CHARLES O’CONNELL (“The Truth About Conducting.”
p. 16) has been recording director for both RCA-Victor and
Columbia Records. In addition he has conducted virtually all
the major symphony orchestras in this country and has writ-

ten many books. including “The Victor Book of the Opera”
and “The Other Side of the Record.”

GERALD M. FRANK (“What’s Wrong with Our Contest
Judges?” p. 24) is a well-known Ohio music educator. A past
president of the Ohio Music Education Association, he is

currently executive secretary and competition chairman, and

o

is also assistant superintendent of Lorain County Schools.

This Month’s Cover

The Metropolitan Opera Company will open its 67th season
of grand opera on November 6th. To commemorate the event,
artist RAYMOND GUSS has chosen a scene familiar to all

operagoers—the tense moment in Act I of “Tristan and

Isolde” when Isolde’s maid, Brangaene, hands the lovers the
fatal cup in which she has substituted a love-potion for
poison. The Metropolitan will perform Wagner’s great music-
drama this season, at a date to be announced later, and pos-

sibly will broadecast it on the Saturday afternoon opera series.
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Music J.overs... Youll Want

THE PRENTICE-HALL MUSIC LIBRARY
YN The COMPLETE Music Shelt
" for the Intelligent Listener

ETUDE: “Here is an interesting
well-rounded selection of books
giving a broad survey of musical
knowledge. We recommend the
Music Library to all readers of
ETUDE.”

Are You A Musicat Jxpert?

Then You'll want
THE PRENTICE-HALL MUSICIAN’S LIBRARY

% 1 The COMPLETE Music Shelf
for the Discerning Musician

ETUDE: “A wealth of musical
knowledge is conveniently pre-
sented in this excellent selection

of books.”

Write for illustrated music book folder to
DEPARTMENT T-M

FIFTH AVENUE, N. Y. 11, N. Y.

VIO SN

NEW ADDITIONS TO OUR

SIMPLIFIED TEACHING EDITION
FOR PIANO

Arranged By Dr. Albert Sirmay

: AR TR 70 B i Guy D'Hardelot
IT'S A GRAND NIGHT FOR SINGING .............. Richard Rodgers
I'VE TOLD EV'RY LITTLE STAR ...
STRANGE MUSIC

SUMMERTIME

.Jerome Kern

................ .Wright-Forrest
................... George Gershwin

Price 40c¢ each

A NEW EASY-TO-PLAY SETTING
OF THE THEME FROM THE

WARSAW CONCERTO

By Richard Addinsell

Transcribed for Piano Solo by William Stickles

Price 60c¢

CHAPPELL & CO,, Inc.

Crawford Music Corp.—Gershwin Pub. Corp.—T. B. Harms, Inc.—Williamson Music, Ine.
RKO Building—Rockefeller Center—New York 20, New York




MUSICIANS, ex-G.l.s for G.l.

H. GARBER,

WANTED—

VETERANS REQUIRING FIN

SYMPHONY ORCHESTRA on PROFESSIONAL LEVEL
NOW BEING FORMED
WRITE EOR AUDITIONS, STATING MUSICAL EDUCATION & EXP

‘o WCB Artists & Concert Manag
iy ISHING TRAINING MAY ALSO APPLY

ERIENCE, TO—
ement, 236 W, 55th sty Ne Yo 18

Prize Competition

Sponsored by

\ational Guild of Piano Tcachcrs

*

Cash prizes $25 to $250
Gold and Bronze Medals

Recordings. International.

*

Open to pianists who fook part in 1950 non-competitive auditions

Address: Irl Allison, Mus. D. Box 1113, Austin, Texas

«Carillonic Bells™?

Enthusiastic leaders of churches owning instruments tell us
that the worth of this electronic carillon cannot be expressed in
dollar value, or even in the pleasure its beautiful music gives the
community. Again and again they agree on ten outstanding
benefits they have tested after choosing ‘““Carillonic Bells”:

Y. They "advertise" the church. 6.

2. They prepare folks for wor- 7
ship. )

3. They increase aoftendance, 8.

4, They enhance the beauty of 9.
the service,

10.

- 8 They increase membership.

We’ll gladly arrange for you

“Carillonic Bells’” played on an installation
near you. Then judge its superiority for your-
self, and see how reasonably your church can
install one. Write for descriptive literature:

CARILLONIC BELLS

SCHULMERICH ELECTRONICS, INC.
286 Carillon Hill, SELLERSVILLE.

They comfort the sick and
shut-ins.

They inspire new character
in many.

They bring religious thoughts
every day.

They create a cultural atmos-
phere.

They build the influence of
the church.

to hear

“Carillonic Bells”
s a trademark. It
denotes electronic
carillons produced
by Schulmerich
Electronics, Ine.

PA.
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By NICOLAS SLONIMSKY

EETHOVEN had continuous

squhbbles with his house-
keeper, whom he facetiou_sly_called
Frau Schnapps. The story 1s tol_d
that Beethoven once found his
newly completed manuscript in the
kitchen with a pound of butter on
it. During one of her recurrent dis-
missals, Beethoven decided to fix a
supper for himself and a couple of
friends. He put on a white cap and
apron and proceeded to boil and
cook the provisions. The results
were appalling. Beethoven forgot
to skim the soup, let it boil too
long, and kept pouring in fresh
water. He did not wash the vege-
tables, and the dirt swam in large
circles of fat. The roast was burnt
so badly that it was sooty in ap-
pearance. Beethoven pretended to
like his cooking, and consumed
the meal with gusto, but the guests
cast one look at Beethoven’s culi-
nary handiwork and decided to
limit themselves to bread, butter
and cheese with wine. :

A music critic who had to suf-
fer through a recital of a rookie
tenor decided to express his opin-
ion in poetic couplets:

He drew in his breath with a
gasping sob,

With quavering wvoice he
sang;

But his voice leaked out
and could not drown
The accompanist’s clamor-

ous bang.

He lost his pitch on the mid-
dle A,

He faltered on lower D,
And foundered, at length,
like a battered wreck:
Adrift on the wild high C.

ERDI. was uncertain of the
reception of “Ernani” at its
ﬁl‘.St performance at La Scala in
Milan, and decided to stay awa
from the th | i !
¢ theatre on that night. To

kill time, he went to a barber shop.

The barber had shaved one side of
his face, when Verdi’s curiosity
as to the fate of his opera bhecame
irresistible. He told the barber to
stop shaving, and said: “A new
opera is being performed at La
Scala. I want you to listen to a
few arias and then come back and
tell me how it went. Here is the
money for the ticket.” The barber
complied in the best tradition of
an officious Figaro. After a while,
he returned, and reported that the
opera was a great success, and the
audience applauded after every
number. “Well, in that case,” said
Verdi, “you can shave the other
side; but be quick, the composer
might be called.” Verdi got back
to the theatre just in time for a
final curtain call.

Brahms dined at a banker’s
house in Vienna. The host pro-
duced a bottle of his finest wine
and announced: “Here is the
Brahms of my wines.” Brahms
tasted the wine and said: “Now
let’s try your Beethoven.”

MUSICAL humorist has de-

seribed Bach in these terms:
“Bach owes his fame to the good
fortune which allowed him to
write an accompaniment to a cele-
brated melody by Gounod. Actu-
ated by an inexplicable vanity, he
published this accompaniment
without the melody, under the
title of a ‘Prelude’ in a collection
of various pieces called “The Well-
Tempered Clavichord’; but on ac-
count of this strange title, the
work found few lovers among the
admirers of the ‘Ave Maria.”” Tl.xe
French critic Bellaigue, writing 10
the influential “Revue des DeuX
Mondes” of September 15, 1887,
quite seriously gave Gounod pref-
erence over Bach. “Bach’s Prehfde
is nothing more than a succession
of arpeggios,” he wrote. “The
great charm of the piece depenqs
on the even note values and thel.r
regularity of rhythm, but there 18
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Charles Gounod
The song was an afterthought.

hardly any thought behind it, and
of emotion there is even less.
Something is missing in it, and
every ear feels it. Gounod put in
what was missing. Upon the bar-
renness of these arpeggios, he pro-
jected a vibrant song full of élan
and warmth.”

As a matter of fact, the vocal
version of Gounod’s most popular
melody was an afterthought. The
idea of using Bach’s Prelude as
an accompaniment was suggested
to Gounod by the organist Lefeé-
bure Wély, for whom Gounod
wrote the original version scored
for violin, piano and organ. Later
he added a voice part for the
singer Marie Carvalho. The first
performance of “Ave Maria” had
one of the most distinguished casts
of the century. It was presented
in Baden-Baden, with Vieuxtemps
playing the violin, Thalberg play-
ing the piano, Wély at the organ,
Marie Carvalho as vocalist and
Berlioz conducting the ensemble.

°

AYDN’S first opera was

“The Lame Devil,” to the
libretto of a Viennese actor, Felix
Kurz. The story has it that Haydn
serenaded Mrs. Kurz, who was
young and beautiful. Kurz, who
placed art above jealousy, was
impressed by the quality of
Haydn’s serenading, and invited
him to come to his house. He gave
him the manuscript of his play,
“The Lame Devil,” and asked him
to improvise the storm music re-
quired by the action. Haydn sat
down at the piano, and began to
play the tremolos and arpeggios
in the best manner of dramatic
music of the time. “More storm,
more thunder!” cried Kurz. In his
eagerness to please, Haydn struck
the keys with both fists, and ended
%)y a sweeping glissando played
in both hands, on white and
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Giuseppe Verdi £
“, . . now shave the other side.

black keys. “Bravo! that’s it; that’s |
my tempest!” cried Kurz. Haydn |
completed the score in the next
few days, and Kurz paid him a
rather high fee of 130 florins.
“The Lame Devil” was produced
in Vienna in the spring of 1752,
shortly after Haydn’s twentieth
birthday. Unfortunately, the music
of the opera has been lost, and we
do not know whether Haydn’s tem- |
pestuous glissandos were actually
included in the storm music of |

“The Lame Devil.” ‘

In the heyday of the Paris
salons, music was regarded as an
accompaniment for conversation,
even when famous performers were
invited. The French tenor, Gus-
tave Roger, charged a fee of 1,500
francs for a private concert, and
this fee was paid to him by a
wealthy Padris merchant for an
evening of song. But neither
Roger’s fame nor the high cost of
his services deterred the guests
from indulging in their habit of
murmured conversation. Roger
stood the trial stoically, but on the
next day, he sent the host a check
for 2000 francs with the follow-
ing note: “I have the honor, Mon-
sieur, to return the 1,500 francs
you paid me, and I add 500 francs
as a fine for attempting to inter-
rupt the conversation of your
guests.” ‘

Berlioz told a story about a
member of the Spanish royal fam-
ily who liked to play string quar-
tets, but was not very good at|
keeping time. His co-quartetters
usually had to wait three or four
bars for him so as to end the
piece together. This caused em-
barrassment to the royal violinist.
“Go on,” he shouted, “don’t wait |
for me! T will catch up with you
later.”

Is the name

on your

Model S Grand,
Ebonized

For complete information
on Steinway prices and
convenient terms, please
consult your local Steinway
dealer. His name and
address are listed in your
classified telephone

directory.

SERKIN uses the Steinway exclusively,
as does virtually every famous artist of
today: Barlow, Bartlett & Robertson,
Elman, Firkusny, Jonas, Magaloff, Scott,
Schnabel, and many more.

important ?

It may take months of use to determine whether
the piano you select is all that you want it to be.
It is important, therefore, to consider the reputa-
tion of the piano maker before you buy. This
Christmas, act wisely by choosing a piano with
the distinguished Steinway name!

The world’s greatest musicians constantly ac-
claim the Steinway for its extraordinary tone,
action and stamina. So trustworthy is Steinway
craftsmanship that, with proper care, this piano
will be an inspiration to your grandchildren as
well as your children. The Steinway may cost
more at the outset, but judged by abiding advan-
tages, it is actually the most economical piano you
can acquire. Consider, too, these factors:

® Only the Steinway has the patented Accelerated Ac-
tion, so essential in developing sensitive touch.

® Only the Steinway has the patented Diaphragmatic
Soundboard, which permits big-piano tone in even the
smallest Vertical.

e Only the Steinway is used by nearly all of the na-
tion’'s leading musicians,
radio and television stations.

orchestras, conservatories,

You can depend on it: The Steinway is the one
Christmas gift that will bring your family lifelong
satisfaction. For a free copy of our useful booklet,
“How to Choose Your Piano,” write to Steinway
& Sons, Steinway Hall, 109 West 57th Street,
New York 19, N. Y.

& STEINWAY

THE INSTRUMENT OF THE IMMORTALS
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BOSTON
UNIVERSITY

Co//ege o/ mwic

Dean Warren S. Freeman

Courses in all branches of music
and music education. Preparatory,
undergraduate and graduate study.

Eminent faculty includes
@ Richard Burgin
® Arthur Fiedler
® Warren Freeman
@ Heinrich Gebhard
® Karl Geiringer
©® Roland Hayes
® Ernest Hutcheson
® Carl Lamson
® Albert Spalding
@ Stradivarius Quartet
® Jules Wolffers

Music Education Workshop—
Opera Workshop
—Piano Workshop
Year-round study available through twelve
week summer program
For information, catalogue, illustrated
folder, write
Donald L. Oliver, Director of Admissions
BOSTON UNIVERSITY
Room 115—705 Commonwealth Avenue

15, Massachusetts

A

the key
to music

PIANOS

one of the world’s
finest spinets

Triumph of encasement
beauty, tonal and structural
quality. Distinguished for
beautiful proportions and
functional compactness.
Masterfully built by outstand-
ing artisans who for a lifetime
have devoted their skills to the
highest perfection standards of
fine piano making, the Bremen
piano is noteworthy for its
beautiful proportions, golden
singing tone and light, respon-
sive action.

Write for free brochures.

Bremen offers teachers a special discount.
Write for name of local authorized dealer.

Bremen
Piano Corporation
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Bloch: “Schelomo”

A musical performance with the
composer conducting is always an
important event—even though one
agrees with Harold Bauer that “the

composer’s instructions in the score

are sometimes, but not always,
right; his verbal directions sup-
plementing the score are almost
invariably wrong.” Right or wrong,
the performance with the composer
conducting is his idea of how the
piece should go, and is interesting
and significant for that reason.
This is the case with Ernest Bloch’s
Hebrew Rhapsody, “Schelomo,”
for Cello and Orchestra, on a Lon-
don LP disc as played by Zara
Nelsova, cellist, and the London
Philharmonic, with the composer
conducting. The recorded perform-
ance has immense sweep and gusto,
and the solo cello passages are
expertly performed.

Toscanini Recordings

With RCA-Victor’s switch to
331 r. p. m., long-playing records,
the feud among the record makers
is seemingly at an end. For its
serious music offerings, at least,
RCA-Victor apparently plans to
stick to long-playing records rather
than its small-sized 45’s. The first
group of LP’s from Victor include
six new recordings by Arturo Tos-
canini and the NBC Symphony
Orchestra — Beethoven’s “Eroica”
Symphony, the Prelude and Good
Friday Spell from “Parsifal,”
Haydn’s Symphony No. 101 in D
(“The  Clock”), Tchaikovsky’s
“Manfred” Symphony, Mozart’s
Divertimento No. 15, in B-flat (K.
287), and Ravel’s “Daphnis and
Chloe” Suite No. 2. All these are
familiar from countless broadcasts
and earlier recordings by Mr. Tos-
canini_and the NBC Symphony,

but well worth a rehearing.

Bach: “Art of Fugue”

Bach’s monumental “Art of
Fugue,” on which the composer
was at work when he died, is

GASCOYNE

available on London Records in a
performance by Hermann Scher-
chen and the Radio Orchestra -?f
Beromuster. The orchestration-zxs
the work of Roger Vuataz. Bach
himself did not orchestrate the
“Art of Fugue”; his manuscript is
written for a keyboard instrument,
presumably the clavichord. There
is no evidence that he contemplated
turning it into a work for orchestra
later on. i
" This has not stopped conductors
and arrangers from adapting the
“Art of Fugue” for modern orches-
tra. A decade ago, Fritz Stiedry
played such an adaptation with the
New Friends of Music Orchestra.
Other conductors from time to time
have served up the work in orches-
tral form. Its contrapuntal mag-
nificence is not impaired thereby,
and Bach would no doubt have
viewed such a proceeding with
favor, having himself been a pro-
lific transcriber of other com-
posers” works. 5
The vast work is given a deft and
sympathetic reading in its latest
recording under Mr. Scherchen’s
direction. Technically the record-
ing is excellent. g

Chopin: Nine Mazurkas

The pianist Maryla Jonas has
recorded for Columbia nine Chopin
Mazurkas on an LP disc. Her play-
ing of the Chopin works is marked
by sensitiveness, imagination and
technical fluency.

Bach: Sonata No. 1; !
Beethoven: Sonata in G Major

Tossy Spivakovsky, whose violin
playing for sheer sensuous beauty
of tone is rivaled by few violinists
of our time, uses his lush tone to
good advantage in Bach’s unac-
companied Sonata No. 1, in G
Minor, which marks his debut on
Columbia Records,

On the other side of the LP
record, he is heard in Beethoven’s
charming G Major Sonata, Op. 30,

No. ?, with Robert Cornman as the
p1anist.

SCHOOLS — COLLEGES

CONVERSE COLLEGE " |

Edwin Gerschefski, Dean, Spartanburg, 8. C.
KNOX Department of Musie
Galesburg, Illinois

LEGE Thomas W. Williams, Chairman
col' Catalogue sent upon request,
CONSERVAT:
OF MU.".I(?Ry

SHENANDOAH  ©#iisie:

Courses leading to the B. Mus. and B, Mus,
Ed. degrees. Member NASM. In the heart
of the Shenandoah Valley, Dayton, Virginia,

e

BALDWIN-WALLACE
CONSERVATORY OF MUSIC
BEREA, OHIO (suburb of Cleveland)

Afiiliated with a first class Liberal Arts
(College. Four and five year courses leading
to degrees. Faculty of Artist Teachers. Send
for catalogue or information to:

HAROLD W. BALTZ, Dean, Berea, Ohio

DILLER-QUAILE
School of Music

Teacher Training and General
Musicianship Courses

66 East 80 St. New York 21, N. Y.

JAMES MILLIKIN UNIVERSITY

SCHOOL OF MUSIC
DECATUR, ILLINOIS S
horough training in music. Courses o
3&'33 :h 3 of ‘ihn‘hvlur of Musie, Bachelor of
Music Edueation, Master of Musie, and Master
of Music Education.
Memberof the National Association Schoolsof Musie
Bulletin sent upon request
W. ST. CLARE MINTURN, Director

Philadelphia Conservatory
of Music Founded 1877
MARIA EZERMAN DRAKE, Director
Eminent Faculty

Expert Child Training
Courses leading to Degrees

216 S. 20th St. LOcust 7-1877

GREENSBORO COLLEGE
SCHOOL OF MUSIC
Greensboro, North Carolina
Member NASM

Four Year courses leading to B.A. and B.M.
degrees. Faculty of Artist Teachers
Luther L. Gobbel, President, Gustav Nelson, Dean
Send for catalogue and brochure.
Address: REGISTRAR

Drama—O0pera—Dance
m Musical Comedy

B 1ese Adult training—Stage and
Television. New York appearances stressed.
Approved for Vets. Annex for Children. Write
E. Alviene, 1780 B'way. N. Y. City 19.

THE DUNNING COURSE of

Tmproved Music Study’s Education Faeulty

MILDRED BRIGGS, Dean
21421 SLOAN, DETROIT 24, MICHIGAN
announces also sponsorship of

THE COMPREHENSIVE MUSIC COURSE

for the busy teacher sceking quick and efficient
methods of obtaining musical understanding
from their pupils. For information ahout elasses.
write the dean,

UNERS IN DEMAND/

LEARN PIANO TUNING NOW
Complete training on upright, spinef
and grand pianos. G.1. & cml_lan
approved, Write for FREE information.

E
GREER 7 "8 “oige.

PIANO BREAKS

Our Monthly Break Bulletin enables you

to build up and glamourize the songs °’=

5‘:;.3}' l;:lnde ;mh clever érreakl. nove!
a tricky boogie effects.

Send 20 cents for latest copy or $2 for 8

year. Mention if teacher,

THE AXEL CHRISTENSEN METHOD
P.O. Box 427, Ojai, Calif.
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Music Lover’s

BOOKSHELF

By THOMAS FAULKNER

HARPSICHORD MUSIC: THE
INSTRUMENTS, THE COMPOSERS,
THE PLAYERS

By Max Kenyon

HE exploits of Wanda Lan-

dowska, Yella Pessl, Ralph
Kirkpatrick and other harpsichord
virtuosi have in recent years
brought about a revival of interest
in early instruments. Concurrently
there has been an upsurge of in-
terest in hearing the music of J.
S. Bach, Scarlatti, Handel, Zipoli,
Telemann, Graupner, Marpurg,
Quantz and other giants of the
Baroque period played on the in-
strument for which it was original-
ly written—or a fair approxima-
tion thereof.

Now Mr. Kenyon offers a survey
of the instruments which preceded
the piano, especially the virginals,
harpsichord and spinet. He has set
himself a difficult assignment,
since instrument making in the
period under discussion was a
chaotic affair. Construction was
not yet standardized. Builders were
frankly experimenting. Terminol-
ogy was loose and confusing. What
went by the name of “spinet” in
one country might be called “vir-
ginal” in another.

With patient scholarship, Mr.
Kenyon has unscrambled the early
history of keyboard instruments in
a volume that will doubtless be-
come a standard work in its field.

Cassell and Company, $4.25

ON STUDYING SINGING
By Sergius Kagen

HIS book, Volume IV of the

series “The Field of Music”
which is currently being prepared
by the Juilliard School, is an im-
portant contribution to voice liter-
ature. A wide circulation for Mr.
Kagen’s sensible, hard-headed ob-
servations would eliminate much
heartache for aspiring young vo-
calists.

In the first place, Mr. Kagen
scoffs at the notion that voices are
made; that there is such a thing
as a “voice builder.” He outlines
quite explicitly the minimum re-
quirements for a singing career—

ETUDE—NOVEMBER 1950

lacking which the student is merely
throwing time and money away.

What are the minimum require-
ments? Mr. Kagen lists them as
‘“a specific variety of a very keen
musical ear” since, obviously, the
singer must be able to hear mental-
ly the tone he wants before he is
able to sing it, and must be able
to sing in tune; a natural singing
voice of pleasant quality and bet-
ter than average power, with a
range in its untrained state of at
least one and a half octaves: ex-
cellent health and good appearance.
Without all these one can scarcely
hope to succeed in the crowded,
fiercely competitive field of singing.

“It may safely be said,” Mr.
Kagen asserts, “that in no branch
of human endeavor is the lack of
natural endowment more painfully
apparent than it is in the arts. It
may further be said that in no
branch of the arts is a trained but
ungifted person as pitifully inade-
quate as he is in music. One could
add that in no branch of music is
the possession of superior natural
endowment more indispensable
than it is in singing.”

A word of warning from Mr.
Kagen which ought not to be dis-
missed lightly is this: “I happened
to notice an advertisement once
which ran as follows: ‘WHY
ENVY A BEAUTIFUL VOICE,
HAVE ONE. This advertisement
is, perhaps, the most perfect ex-
pression of the attitude of those
who believe, or pretend to believe,
in the possibility of turning an
average voice into a superior one
by directed exercise. In practically
no other field could such an atti-
tude take as firm a root as it has
in singing. In no other field of
study does it reap such rich re-
wards. No college has yet adver-
tised, ‘Why envy a scientist’s brain,
have one.’ No physical culture
school has dangled in front of its
students the slogan, ‘Why envy a
heavyweight, be one.’” Not even
beauty shops and ‘success schools’
dare to go that far in the descrip-
tion of wonders they will perform
for those who are willing to pay
the required fee.” 1

Mr. Kagen’s book is studded

with (Continued on next page)
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STUDENTS!

PLAY A FAMOUS

WILKANOWSKI

VIOLIN IN YOUR HOME

CELEBRATED VIOLIN MAKER

These classie violins are the master
eraftsmanship of Mr. W. Wilkanowski,
one of America’s greatest living luth-
jers. As a result of Mr. Wilkanowski's
painstaking artistry the violinist has
available an instrument of long lasting
beauty and brilliant tonal qualities. For
the professional violinist or the talented
student seeking a really fine instrument
there can be no finer choice than a
WILKANOWSKI

A SUPERB VIOLIN

The Wilkanowski‘“Conservatory Model""
is a slender graceful model with well
arched body, producing a smooth, rich
tone. The sides, back, neck and scroll
are old curly maple of pronounced
flame; the top is fine old spruce of close

even grain. Fine ebony fingerboard,
rosewood tailpiece, with hand carved
cocobola pegs.

THE CASE —*"Streamline” model with
sturdy laminated veneer body, covered
with simulated leather in lizard grain.
Plush lining; silk How ribbons; solid

brass hardware. THE BOW is genuine
Pernambuco wood stick well balanced
with full lined ebony frog. ACCES-
SORIES include an extra set of tested
artist-quality strings; mute; chin rest
and E string adjuster.

o

Teacher-Salesmen make good
money selling the modern
Estey Organ

Organ-teachers, with a car at their
disposal can establish a fine busi-
ness both in teaching and in selling

Estey

FOLDING model

hand

open

, and is adequate for most
demonstration needs. Inquire about

UNUSUAL
6-DAY
TRIAL OFFER
Send No Money

You can actually have a Wilkanowski
Violin in your hands for examination
on 6-day TRIAL OFFER. Here's how
it works. We'll ship C.0.D, with priv-
ilege of 6 days’ examination in your
home or studio. Your money stays in
Express Company's office ready for
prompt refund if you decide to return
the merchandise. Absolutely no risk!
No chance for disappointment! 1009
satisfaction or there's no sale.

TEACHERS! Take Advantage of
Special Prices and Terms

THE FRED. GRETSCH MFG. CO.

Musical Instrument Makers Since 1883

60 Broadway, Brooklyn 11, N. Y.
218 So. Wabash Avenue, Chicago, 111,

Ingpire

ik i

AS YOU TEACH. - “WITH AN ESTEY

First steps in music are a thrilling experience when the lovely

orchestral effects of an Estey Organ supplement your teach-

ing talent.

You can attract more pupils by choosing, from the versatile
Estey selection, an organ for your particular need. There’'s
the acclaimed 3-octave Estey MINIATURE for younger fingers;
or the 4-octave portable Estey JUNIOR, admired for tonal
TN b qualities. Teachers praise the attractive 5-octave Estey SYM-

Organs. low-cost

in one

The very
carries

dealer territory.

The cost? .

r P omesa pesen wmme G—
ESTEY ORGAN CO.
l Brattleboro 10, Vermont

l Name

I Address

o

l Please name nearest Estey dealer.

If you would like to favor a certain
local dealer, please name him.

PHONIC and the graceful SPINET. And one can easily carry
the exclusive Estey FOLDING Organ in its at-
tractive case.

. . Much lower than any comparable
instrument, and lower than you’d expect. Send
today for colorful, illustrated Folder and the
name of your nearest Estey Organ dealer.




For the Perfect Gift
L; ... Give the Finest

| The gift that will make this Christmas memorable is a magnificent
Baldwin grand or an exquisite Acrosonic spinet. Playing or listening
to the music of your choice will bring a new world of enjoyment

to every member of your family . . . And that pleasure

will be greater when your piano
is one made by Baldwin.

The magnificent

| %alﬁmiu

Chosen by world re-
nowned musicians, the
Baldwin is a distin-
guished possession in
the finest homes, an
asset to leading studios;
auditoriums and
schools. You'll be
proud to say "My

piano is a Baldwin.” THE EXQUISITE

Crosonte

BY BALDWIN

Only the makers of the magnificent
Baldwin grand could achieve the
tone quality that makes the
Acrosonic the leader of the small
piano field. Eight delightfully
different styles are yours to choose
from, in gleaming mahogany or
walnut, light oak or lustrous black.
The famous “full-blow” action, an
exclusive Baldwin feature, is another
example of Baldwin leadership.

Baldwin, Acrosonic, Hamilton & Howard Pianos, Baldwin Electronic Organs

THE BALDWIN PIANO COMPANY, Dept. E-11, CINCINNATI 2, OHIO

MUSIC LOVER'S BOOKSHELF

(Continued from Page 9)

many similar passages t'hat be'spi;k
long and varied experience in the
singing field. For anyone conttzn-
plating a vocal career, “On StL:l y(i
ing Singing” should be require

lreadngin.ehatrt and Company, $2

SCORING FOR THE BAND
By Philip J. Lang

BANDLEADERS and students
will welcome this handy volume,
which tells in clear, precise' lan-
guage how to go about scoring a
composition for band, and warns
against pitfalls commonly encoun-
tered. The author, a bandmaster
and arranger of long experience,
has written numerous articles for
ETUDE’s band and orchestra de-
partment. Mills Music, $5

HAYDN: Symphony No. 101, in D
(“The Clock”)

MENDELSSOHN: “Fingal’s Cave”
and “Midsummer Night's Dream”
Overtures

Edited by Gordon Jacob

ENGUIN BOOKS, LTD., have

long since affirmed a policy of
tapping the lucrative U. S. book
market with volumes of high cul-
tural tone. In its engaging bro-
chure, “Penguins Progress,” the
firm reports: “It is significant that
the titles most in demand by Amer-
icans are from our Pelican, King
Penguin and Penguin Classics lists,
for, despite the colossal output of
inexpensive paper-covered books
in the U. S. A., there is little in
that class of any cultural quality.
Crime, Westerns, and semi-sala-
cious novels lead the field—and
the rest are nowhere.”

It must be added that in its Peli-
can Mentor series the firm has
been as good as its word. It has
brought out a low-priced reprint
of Sullivan’s “Beethoven: His spir-
itual Development,” a landmark
of Beethoveniana, and other vol-
umes of solid merit.

'I:h.e latest Penguin offering is
exciting news for music lovers, It
is thfe most sensible presentation
of miniature orchestral scores this
writer has yet seen.

Small enough to fit into a pocket,
th(? new Per.lguin scores are about
Erm}lllce as wide as they are high.
eac!;lspl;zsaﬁzistlgle lt:l) engrave on
i musibc nrenerallou e the amount

g y to be found in

a full score. This means less fre.
quent page-turning—a considera-
tion when the music is pulsating
116 times per minute in a quick
movement from a Beethoven sym.
phony. In the usual format of
“Eulenburg’s Kleine Partitur-Aus.
gabe,” or other standard pocket
scores, one is often so busy turn-
ing pages as to have little time for
following the music.

Messrs. Longmans, Green some
years ago tried to solve the page.
turning problem by printing four
pages of miniature score on each
page of a volume of orchestral
music. This layout was confusing,
and the volume proved too bulky
for easy handling at concerts. The
new Penguin edition is in every
way a happier solution.

In the two Mendelssohn scores,

Mr. Jacobs has further added to

the reader’s enjoyment hy simpli-
fying the transposing instruments,
The notes that appear on the
printed page are the actual sounds
produced by the instruments. For
anyone who has feared his reason
would be permanently unseated by
grappling with the question of
why a elarinet in A must be scored
in B-flat to sound in the key of
G, this innovation is welcome.
In Mendelssohn’s overtures, the
D and E trumpets of the original
score have been replaced by the
standard B-flat trumpet of modern
orchestras. This means that still
another transposition is necessary.
It is beyond the scope of this de-
partment to hypothesize why com-

posers still write for natural-scale-

brass when chromatic valve mstru-
ments have been in general use
for a hundred vears. Even so tow-
ering an authority on the orches-
tra as Mr. Cecil Forsyth concedes
that there are many aspects of
scoring for transposing instru-
ments that are justified neither by
tradition nor convenience. At any
rate, the miniature pocket score
is primarily a handbook for the
student and amateur, and anything
that makes for easy reading is a
welcome innovation.

The new Penguin scores are
handsome examples of the music-
engraver’s art. and their modest
price is far helow that of compar-
able works now on the market.
There has long been a need ffff
inexpensive miniature scores. It 1
to be hoped that these volumes will
reach the wide audience to which
their merit entitles them.

Penguin Books, 65 cents
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In defense of

Kirsten

Flagstad

By MARKS LEVINE

This season, Kirsten Flagstad returns to the

Metropolitan.  Anti-Flagstad ~demonstrators, who

have picketed every postwar Flagstad concert, will
probably be on hand for the event. Are they justi-
fied in taking this stand? Read this frank reply

from Mme. Flagstad's friend and concert manager.

self regarding Flagstad and to state the facts as I know

them. Perhaps no other person knows these facts better
than I do. I have never been able to state them fully because
so many people are notoriously resistant to a complete and
truthful story on any matter on which they had already made
up their minds on the basis of misinformation or rumors.

Madame Flagstad originally arrived in this country in
January, 1935. She made her Metropolitan debut on February
2, 1935. The results of that debut with the consequent lifting
of the Metropolitan fortunes, as well as of our entire musical
life, are now a matter of history. From almost the moment
that Madame Flagstad stepped off the boat until she went
home in April, 1941, I have had full and personal charge of
all her professional affairs. I became her friend, her adviser
and confidant in almost every phase of her life. I knew her
husband well, her mother, her sister, her daughter, her step-
daughter and her brothers.

Her husband was one of the most successful businessmen
of Norway, an owner of lumber mills, hotels, including the
Grand Hotel in Oslo, and a big operator in other fields, in-
cluding finance. Within three or four years of her American
success, which became an international story, she was decorated
by the King of Norway with the highest decoration the country
could offer. It is a significant fact that in spite of statements
from wvicious columnists and uninformed reporters, the
King of Norway has never recalled this decoration, as has
been the case with many other prominent people who may
have been proven or accused of being unfaithful to their coun-
tries. Surely, this in itself is proof that Norway, as a country,
has nothing against Kirsten Flagstad herself.

I AM delighted to have this opportunity to express my-
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In 1938 Madame Flagstad went to Australia for a concert
tour and she was accompanied by her musical secretary-accom-
panist and friend, Edwin McArthur, by her husband, and my-
self. About three months before this tour was to begin, namely.
around February, 1938, Flagstad’s husband had to be operated
on for a very serious ailment. I mention this because it is a
very important point in the history. A few days after the
operation the doctors had given up hope for his life and cabled
Madame Flagstad to return home. As soon as she received
this cable she was ready to cancel the balance of her American
tour, including the Metropolitan Opera engagement and the
Australian tour. She has always been and still is devoted
to her late husband and to her entire family. 1 could do
nothing but agree to such a cancellation in such a case. For-
tunately, just as she was making preparations to depart in a
hurry, she received another cable that the crisis was over
and her husband was on the way to recovery. In early May
he joined us in San Francisco from where we all sailed for
Honolulu and Australia on the S.S. Mariposa. When Mr.
Johansen (Madame Flagstad’s husband) joined us, he was a
mere skeleton of his former self and still a very sick man.

We now come to the crucial years—1940-1941. As usual,
Madame Flagstad had made her plans to go home for the
summer of 1940. And as usual, she and her husband would
have returned in the fall of that year for her concert tour and
Metropolitan engagement. But a few days before her scheduled
departure in April, 1940, Germany invaded Denmark, Norway,
and later the low countries. The plans had to be abandoned.
Because of her family devotion, it became from that time on
a continuous matter of strategy to keep Flagstad here.

Her daughter was here and had (Continued on next page)
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IN DEFENSE OF KIRSTEN FLAGSTAD  continued

already married a young American from Bozex}mn, Montana.
In the early fall of 1940 her step-daughter, Annie (Ml:. Johan-
sen’s daughter of a former marriage), came to Amerlca. from
Norway via Russia and Japan, and brought l‘!agstad a disturb-
ing message from her husband and her ‘famlly. It must have
been very disturbing because Madame Flagstad becam? hys-
terical and decided to cancel everything and go home imme-
diately. This was easier said than done. &

Madame Flagstad telephoned me at St. Petersburg, Florida,
where 1 was recuperating from an illness, and begged me to
help her abandon her tour and get back to her family. I
promised her that as soon as I got back to New York I wotﬂd
initiate steps and see how she could go back to her fam.lly.
This is the true story, which nobody has cared to publish.
because of the inherent antagonisms of those people who have
the freedom of newspaper columns to express views which are
sometimes more vicious than veracious.

I came back to New York in March, 1941, and resumed my
duties with the National Broadcasting Company. At that time
I was in charge of the Concert Department of that Company
and Madame Flagstad was under our management. Everybody
of any importance in the NBC, as well as others, had some-
thing to do with helping Madame Flagstad to secure a transit
visa through Germany. Niles Trammel, president of NBC,
George Sloane of the Metropolitan, Juan Trippe, president of
Pan-American Airways, Max Jordan,
European representative of NBC, George
Engels, then head of the NBC Artists’
service, and I as director of the Con-
cert Department, all helped through
Washington channels to secure her visas
and transportation. And here is one
significant fact, which everybody loses
sight of: the United States at that
time was not at war with anybody.
Our entire governmental and business
relationship with the warring countries
had to be carried on through such neu-
tral countries as Portugal, Turkey, Swit-
zerland and Sweden. Diplomats, busi-
ness people and military men travelled
back and forth constantly and had to
pass through Nazi-occupied countries in
order to attend to their business. Does
that mean that they were all Nazis or col-
laborators? It certainly does not.

We bought Madame Flagstad a round-
trip ticket to Portugal because the intent
was that she was to return in August to
resume a tour of this country which had
already bheen booked even at that time. She left here all her
valuable costumes, all her jewelry, worth thousands of dollars,
all of her personal effects and all her cash funds. She literally
took with her the clothes on her back. an overnight hag and
her passport. To the best of my knowledge, she spent in Berlin
only enough time to change her means of transportation.

It was on June 22, 1941, that Germany invaded Russia. From
that moment on conditions became more chaotic and Madame
Flagstad was forced to remain in Norway until the end of the war.

Contrary to all statements and reports, she never sang
cither in Norway or in Germany or in any occupied country.,

MARKS LEVINE:

“..lam a Jew . .. In this case,
my conscience is more than clear. We
are subjecting to unjust persecution a
great artist and a fine person."

g four years of the war Sh‘? sang a couple
of times in Sweden and twice at the Zurich Fe.stlval in Sw1t?er.
land. People often inquire, as long g she dl‘; get to Zurich,
why she didn’t continue on to America. Let t (?ls.e people put
themselves in the place of a person who has an ailing h-usband,
an old mother, two brothers, a sister al.'ld other relatives, all
ctranded in an occupied country, who might have been kept as
hostages or worse if Madame Flagstad. had n.ot returned homet
On the night before her departure in April, 1941, I §pent a
rs in her apartment in New York explaining the
arrangements and the_‘,pl‘éns for her retl.lrn. In the course ?f
the conversation I said to her “What will you fl(), Kirsten, if
the Germans ask you to sing in Germany or in f\orw:'iy or else-
where for the sake of propaganda?” And she replied, “You
know me well enough, Marks, to realize t%lat I can always lose
my voice, get sick or in general make it impossible for' myself
to open my mouth.” And I am glad to say she.never dld.open
her mouth to sing in Germany or in Nazl-occulfu:d co'u.ntrles.
Her daughter, Elsa, is married to an American citizen and
is a citizen herself; Elsa’s husband was a flyer in the war,
reached the rank of lieutenant,”and was discharged with all
honors. They have a child born in this country. MadarTle Flag-
ctad is a legal resident of the United States of Awmerlca, andﬁ
pays taxes here on her very large world earnings. She has' been
touring all over the world since 1946 and has met no hint of
protest in countries that have suffered

During the remainin

couple of hou

" more at the hands of Nazis than we. The

only country where she has met with
unpleasantness has been this country.
There are three elements which have
contributed to this unpleasantness: an
organization called the American Vete-
ran’s Committee, which has been accused
repeatedly of Communist sympathies:
a great many Jews, who do have a right
to be resentful against everything that
was Nazi or Fascist but who have no
cause to single out one individual be-
cause of that; the Norwegians in exile,
who have gradually withdrawn their
opposition and are now seldom heard
of. Our own Department of State has
never had anything against Madame
Flagstad, so had nothing to withdraw.
Madame Flagstad is not only one of
the greatest living artists but also a
woman of great integrity as well as great
reticence. She could offer her services to
all sorts of victims of the war but to
her it would seem an attempt to clear
herself from something that requires no clearance. But when
opportunity arises, she does give her services, as she has in
England for United Jewish Relief and as she has contributed

money here for the foster parents of Jewich war orphans. These
are all matters of record.

I am a Jew.

3 : It would be impossible for me to associate know-
ingly with an

e Naai andyPl:Zd}r :Vh‘.) :irectly or indirec'tl.\' contributed to
1945, 1 thlk S s sunre ?f the period from 1939 to
Madiict €, Ty conscience is more than clear. As far as

i lagstad is concerned, we are subjecting to unjust
persecution and unpleasantness a great artist and a z;ine person.
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Giuseppe De Luca made his debut at Piacenza,
Italy, on November 6, 1897. On November 6, 1947, he
sang his farewell concert in Town Hall, New York. After
50 years’ hard singing his voice was as fresh as a boy’s.

'Shortly before his death two months ago, Mr. De Luca
prepared, in collaboration with Rose Heylbut, an article

every singer and vocal student will want to read—

Good Singing
Takes Time

OACHING means learning to pro-

ject scores so that they sound like

music and not simply like vocal
tones.

The vocal tones must be so secure, how-
ever, that one is not conscious of them as
technical equipment. In my own work as
teacher, I never begin “coaching” until the
vocal foundation is established.

If this sounds over-obvious, let me as-
sure you that advanced students—even
budding professionals—who come to me
for what they call coaching, often require
earnest attention to basic vocal mechanics.
Voice is a good thing to have; knowledge
of how to use it is better.

The actual emission of the voice requires
security in placing, resonance, and coatrol.
When these principles are mastered, the
student demonstrates his understanding of
them by singing exercises. Next come clas-
sic songs—the arie antiche of the Italian
school which lie so comfortably for the
developing voice. Then, depending upon
the student’s intelligence, progress, and,
most of all, on the nature of his voice, he
begins to think about opera.

The placing of the voice, based always
on natural color and not on range alone,
means the secure settling of tone by focus-
ing the breath so that the air goes directly
into the middle of each tone, without white-
ness or spreading. It also includes the im-
portant matter of singing always in the
front of the mouth, against the palate—
never in the throat.

In this the singer should be under the
constant guidance of a teacher who can
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GIUSEPPE DE LUCA’S LAST ARTICLE

By GIUSEPPE DE LUCA
As told to Rose Heylbut

help him to make certain he sings with
proper placement. Even professionals need
such guidance, every two weeks at least.

Resonance must be forward, “in the
mask.” A good way to practice correct
resonation is to begin each tone by hum-
ming it, with the lips closed. Good reson-
ance produces a very strong vibration of
the lips, which tickles. When this sensa-
tion is experienced, open the lips and,
without interruption or change of breath,
continue singing your tone on short-O—a
sound halfway between AH and OH. This
covers the tone. AH alone may tend to
throw it back or whiten it.

There are many excellent exercises, pro-
gressing in difficulty, which help settle and
strengthen the voice—always according to
the voice’s individual needs. I can recom-
mend those of Liitgens, G. Seidler, Vaccai,

and Marchesi.

I have developed a number of exer-
cises of my own which I have found useful
in building secure tones into a voice.

(1) Breathe deeply and, singing on
short-O, begin softly, enlarge the tone
gradually to a forte, and reduce it to a
pianissimo. Go through a chromatic scale
of one octave, using a full breath for each
tone, and budgeting that breath so that the
tone may be spun out easily, naturally
through the full grade of dynamics. :

(2) Breathe deeply and sing a tone
softly; then jump to its octave above, and

enlarge to a good crescendo on the upper
note, jumping down again to the original
tone for a piano finish. This, too, should
be worked through a chromatic scale.

(3) Sing a three-scale exercise in this
way: one octave up and down on eighth-
notes; repeat; then once up «on quarter-
notes, holding the upper octave on a mo-
ment’s fermata, and going down again on
quarter-notes.

(4) Suppose you begin this exercise on
middle-D. Sing an octave up; then a half-
tone down to C-sharp; then D and E; then
down again to the D on which you began—
then jump up an octave to the D above.
This exercise, too, should be worked
through a chromatic scale.

W hatever you sing, support tone on a
deeply-drawn breath—and use that breath
for singing. Don’t waste it in escaping air.
Don’t open the mouth until you are ready
to let the sound come out. Budget your
breath with intelligence, calculating the
needs of your phrases. Open your mouth
when you sing. Use pure, large vowels.

Sing—don’t shout. Shouting, or push-
ing, ruins a voice. Correct, beautiful sing-
ing preserves it. Never, never force the
voice—not for so much as a moment.

Sing naturally, as you speak. Avoid sepa-
rate “techniques” for singing and for
speech. Pronounce clearly, giving each
vowel, each consonant its just due—fio less,
no more. Don’t exaggerate. Don’t put in
double conso- (Continued on Page 59)
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This Scottish piper of the early nineteenth century
wears a buckler and carries the pennant of his clan.

The high - spirited clansmen
of mountainous northern Scot.

land have played a colorful

By REGINALD E. KAVANAUGH

UST when the bagpipe became the national instru.
ment of Scotland is a matter of controversy, but his
torians seem to agree that the first appearance of a

piper in battle was at Bannockburn in 1314, when a Mac-
Intyre is said to have piped the forces of King Robert
Bruce. .

In the course of the ensuing Four Hundred Years” War
hetween Scotland and England, the Scottish people became
familiar with defeat. The sad and turbulent history of the
Scottish Highlands is reflected in the Ceol Mor or great
music of the bagpipes. Their sweetest songs are their
saddest. :

During the rule of James VI, in the latter part of the
sixteenth century, the bagpipe became an instrument of
the Scottish military forces, its drone spurring clansmen
to the fight. From then on, pipers invariably took part

_in Scottish warfare.

It is said that in the second Jacobite rebellion, in 1745.
when clansmen of the Scottish Highlands were attempting
to return the Stewart kings to the throne of England.
“The Campbells are Coming” played an amusing part
Unlike most of the other clans, the Campbells of Argvle
remained loyal to the British throne, and when Campbel:
received news that the rebel Jacobites had captured Dun-
dee, he sent his Highlanders to free the city. The Jacob:
ites within the city heard the pipes and thought reinforce
ments were on the way. But when the Loyalists hearc
them they recognized their tune as the battle music of
the Campbells and sang out loudly, much to the embar
rassment of the Jacobites.

. Until recently compositions for the bagpipe were written
in their own peculiar form of notation and were called
plobairez}chd, a term later simplified to pibrochs. They
were written to commemorate deaths, battles or other
occasions of importance to the clan. Often they wer®
lame;nts. One of the most famous pibrochs ever writte?
was “Cumhadh na Cloinne,” or “Lament for the Children-
composed by Donald Mor MacCrimmon in memory of hif
eight sons, seven of whom died in the same year. Another
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part in the story of music ]
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"This represents old Geordy Sime, a Famous Piper in his time,"
reads an |18th century copper engraving, reproduced at left. The pen

member of the family of MacCrimmon, one Donald Ban,
just before he went off to join the forces of the Jacobites
in the Uprising of ’45, wrote a pibroch entitled “MacCrim-
mon Will Never Return.” His foreboding proved to be
correct. Donald Ban never did return, for he was killed
in the Battle of Culloden.

Each clan had its pipers, highest position among them
being piper to the chief, second only in importance to
the chief of the clan himself. Highly esteemed by their
fellow clansmen, the pipers passed on their skill from
generation to generation. Earliest documentary evidence
regarding a clan piper gives reference to one Robert Mac-
Lure, “Piper to the Lair of Buchannan,” in 1600. After that
time a number of families of pipers became well known,
including the MacArthurs, the MacKays, the Fergusons
and particularly the MacCrimmons.

It has been said that the MacCrimmons, pipers to the
MacLeods of Dungevan, breathed new form into the an-
cient pibroch. As was true in most clans, the pipers to the

MacLeods were rewarded for their services with a tract Even today any Scottish celebration calls for bagpipes. Here, in
of the best farming land, rent free, and passed it on from traditional manner, students in the university town of St. Andrews,
one generation to another. Scotland, pay tribute to Kate Kennedy, patroness of chivalry.

The MacCrimmons took their piping seriously, for it
was they who in 1680 opened a school on the Isle of Skye
for training pipers. Students came from all over the High-
lands to 1%earn from the famous MacCrimmons. Tuition SUDER\ &
Wwas usually paid in the form of livestock. Gk ik

The school provided a seven-year course. Students were X’ \/\\‘ i o8
required to memorize 195 compositions in addition to
Elastering theory. They studied how to play the pipes and

OW to compose pibrochs. In preparation for taking over )
the high office of piper to thtf cﬁ)ief of a clan, somge stu- Tl /6 K BAG
dents remained at the school as long as 12 years. There is
an old saying in the Highlands that it takes seven years
to learn to play the pipes and seven generations to make

Through BLOW-PIPE the piper forces air into BAG, vibrating
reeds in DRONES and CHAUNTER. Eight sounding-holes in 14-

a piper. i
To i i inch chaunter, a double-reed instrument, enable the piper to
i sda}ils VlSltOI.' to the Isle of Skye may be taken to see play a melody. Each drone, a single-reed pipe, produces
mall recess in the rocks near the sea, known as Slochd single note, which is tuned by adjustment of the SLIDER.

nam Piobairean, or Piper’s Hol- (Continued on Page 51)
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FRITZ REINER
e s » €COnOmy of gesture

SERGE KOUSSEVITZKY
« « « mesmeric passes

ARTURO TOSCANINI , | | ¢ curious windmill beat

¢ truth about conducting

By CHARLES O’CONNELL

Publication of Charles O’Connell’sbook
“The Other Side of the Record,” was accom-
panied by screams of anguish from musicians
who were portrayed therein, and chuckles from
those who weren’t. Mr. O’Connell here presents
another picturesque and highly individual

opinion on the state of affairs in music.

AN you count up to four? Can you describe, with your
right hand, a line? a loop? a triangle and a cross?
Is your sense of rhythm as strong as the average child’s?
Then you can conduct a symphony orchestra; the better trained,
the more sophisticated the orchestra is, the better job you can
do. You need not be able to read an orchestral score. You need
not know a single musical term, nor a word of any foreign
language. Indeed you needn’t speak to the players at all—
you can do just as well with the Tokyo Symphony, the Con-
certgebouw of Amsterdam, or the Auguste;) of Rome as with
the New York Philharmonic.
Itis an insult to call a conductor a “time-beater.” but that’s
what he is. He is much more than that, to be sure; but the
reason for his being originated is the necessity for one authori-
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tative hand to establish and maintain time—its inward pulse,
thythm, and its outward action, speed (tempo)—among a
group of players. The first conductor, merely a fellow in such
a group, was elected or elected himself to stand up and beat
time with a roll of music or a fiddle bow to keep the musicians
together. Later, feeling his notes perhaps, he decided that the
music should go a little faster here, a little slower there; this
instrument should come out strongly, that one should be sup-
pressed. More and more he got away with imposing on the
group his own feeling for the music, and so a conductor
was born.

As instrumental groups expanded to the orchestra of a hun-
dred or more players, there was obvious need for one man,
who could hear all the players at once, to keep them together
and in proper relation with one another—a man who could
back up his directions with real musical authority based on

knowledge of each player’s part and of the relationship of -

those parts as set forth in the score.

That’s a large order, and pretty soon conductors found it
necessary to do more conducting with eyes and face and body
than with hands. They became, necessarily, actors and ballet-

dancers, but the vital element in their art remains “time-

beating.”

You may have seen Stokowski carving fluid sculptures in
the air, or Toscanini with his curious windmill beat. Perhaps
you have been fascinated by the mesmeric passes of Kousse-
vitzsky or the remarkable acrobatics of Mitropoulos; maybe
Reiner’s parsimonious economy of gesture, or the awkwardness
of Rodzinski have made you wonder what the conductor is
conveying to the orchestra.

What may seem really incredible, however, is that the manual
gestures of all these men have the same simple basic patterns.
They speak with the right hand a kind of musical Esperanto
that all orchestral players, everywhere, immediately understand.
It is a sign-language, based on four simple figures (see cut).
Watch any conductor’s right hand—watch carefully. No mat-
ter how elaborate or eccentric his gestures, one or more of
these basic patterns will emerge.

What does it mean? Simple. The single down-stroke indicates
one rhythmic impulse to the musical meas-
ure; the loop, two beats; the triangle, three:
and the cross, four. One complete pattern,
as a rule, covers one full measure of music,
though exceptionally to indicate irregular
thythms like five or seven beats in a meas-
ure two patterns may be combined. Observe,
too, that the number of notes in a measure
has nothing to do with the rhythm or the
beat, just as the number of letters in a
word has nothing to do with syllabication.

There may be one or many notes to a
beat (as there may be one or many letters
in a syllable) but your orchestra will men-
tally, and almost automatically, subdivide
your motion into imaginary fragments cor-
responding in number and time-value with
the printed notes they have in front of
them. You indicate the “syllables”; the
players will spell them out.

Suppose you have practiced the basic pat-
terns for a few minutes and can draw them
freely in the air with your right hand. How
are you to know which one to apply to what
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LEOPOLD STOKOWSKI
« « « carving fluid sculptures

music? Well, first choose something with which you are reason-
ably familiar. Your own natural rhythmic feeling will come
pretty close to telling you that the pattern of its movement has
one, two, three or four rhythmic impulses.

If the music is unfamiliar, look at the very first measure,
and you will find what is called a “time signature”—two num-
bers, written like a fraction. This will tell you how many rhyth-
mic impulses there are in each measure (the upper figure),
and the time value of each (the lower figure). Thus 34, ap-
pearing at the beginning of the music, indicates that in each
measure there are three impulses, each with the value of an
eighth note. Now you are all set.

Ambitious? Try Beethoven’s Fifth Symphony, but skip the
beginning—it’s tricky because of irregular time values. Take
the third movement, and you’ll find, just as at the beginning,
the pattern of a V in Morse code . . . — Say it to yourself:
dot dot dot dash. Obviously, two different measures; obviously
and naturally, the three dots equal in duration the one dash.
Your fundamental rhythmic sense, helped perhaps by your
listener’s memory, tells you this. But your memory tells you
also that, though you have three notes in some measures, they
come too fast to be indicated separately; if you were to give
three beats to a measure your motions would be too rapid
for the players accurately to follow; so you simplify matters
and conduct “one in a measure.” Your experienced orchestra
will understand and give each note its proper fractional value—
three quarter notes for each beat. Well, if you give only one
beat to the measure, and yet the player’s part says the measure
is in %4 rhythm, obviously each quarter-note is worth exactly
4 of a beat.

Try a march? It’s as easy as walking. If it’s a brisk one,
like Sousa’s “Stars and Stripes,” you’ll know that it’s a plain
case of “one-two, one-two.” Something more majestic? Take

Elgar’s “Pomp and Circumstance”—and call it “Land of Hope

and Glory.” It is a march, but broader and slower than most.
Sing the first line to yourself, and you will immediately feel
that the rhythmic impulse is quadruple—four beats to a meas-
ure, one to each of the first four words.

A waltz? Everybody knows a waltz (Continued on Page 49)
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« « « remarkable acrobatics
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eacher

HEN I was in the studio of a

young piano teacher recently, I

marveled at the efficiency of her
equipment for teaching. She had two
pianos, a grand and a spinet, a combin-
ation radio and record player and an elec-
tric metronome. There were files for sheet
music and bookcases for her books on
musical subjects. There was also a record-
ing machine which permitted her pupils to
evaluate their own playing.

My memory reverted to the time, back
in 1878, when I began to teach piano. My
first pupils were in a small town and it was
the custom for lessons to be given in the
home of the pupil. A music roll was used
to carry the teaching material, and it was
as much a badge of the profession as was
the small black medicine chest which the
doctor carried on his daily round of visits.

There was no local music store where I
could scan and select new music; it had
to be ordered from a catalogue. American
publishers were just beginning to discard
the use of X to indicate the thumb in fing-
ering, and unless a teacher ordered the so-
called ‘foreign fingering’ she received old
stock.

My own teacher had been a member of
the Royal Academy of London, but he had
no understanding of the conditions with
which I would have to cope. I got no help
from his advice. I groped along by trial
and error, and it was principally error
those first years. I did find one set of
graded studies, but the first grade book
was not at all suited for young beginners.
For about twenty pages the G clef was used
in both staffs, the right hand beginning on
Middle C and the left an octave below.
When the F clef was finally introduced
the pupil was understandably confused.

By QUAINTANCE LEITH

When Dorothy Gaynor Blake began
teaching both clefs alternately from Middle
C it was a great innovation. Little pieces
with the same approach were tuneful and
interesting, but some parents ‘did not ap-
prove of using them. Somehow they thought
it was the mark of better teaching if a
child studied scales and finger exercises
first for one whole year. Is it any wonder
that many potential musicians fell by the
wayside for the want of melody?

In localities distant from large cities,
the young lady who could entertain her
friends by languishing over “Maiden’s
Prayer” or “Monastery Bells,” or dashing
through variations of “Old Black Joe,” and
“Silvery Waves” was rated an accom-
plished musician. We must concede it
would have been difficult for folks in such
areas to grasp the grandeur of a Beethoven
sonata when they were familiar only with
hymns and a very limited number of other
compositions.

I was 17 when I heard my first opera,
and much older when I first heard a sym-
phony played by a big orchestra. In those
years one could not push a button on the
radio and hear operas sung at the Metro-
politan or symphonies played by noted
orchestras.

Many of my pupils in my first years of
teaching were children, and to sustain their
interest through the first grades until they
were able to play Clementi’s sonatinas and
the ecasier Beethoven and Mozart sonatas
required patience and tact. I learned to be
resourceful; children are imaginative and

gradually 1 became apt at illustration.

I had difficulty with one pupil over
“Joyous Peasant.” Being an American
child she wasn’t familiar with the word
“peasant”’; she vaguely thought perhaps it
was a bird. After changing the title to
“Happy Farmer,” I told her we knew it
was a man singing because the song was
in bass clef. He had been working in a
field so far away that he had taken his
lunch with him, and as he sang coming
home he tapped softly—right hand chords
—on the lunch pail to keep time. Rather
than tell her that the farmer’s wife came to
meet him as he neared home, I told her
it was his little daughter. Then my pupil
began to feel herself included, and she did
the tapping as they sang together. The
ritard at the close followed naturally be-
cause we knew the farmer was tired after
working all day; he climbed the steps to
the porch very slowly.

A boy pupil played a little march in 2
monotonous, listless manner. After the
signs crescendo and diminuendo were €x-
plained, he was asked to pretend that 2
band was playing the march in the next
block. It was coming down the street to-
ward us; he could scarcely hear it at first
but as it came nearer it would be louder.
Several times I repeated: “A little nearer
and a little louder.” As the march near
its climax T said, “Now quite loud—the
band is right in front of the house.” He
was so excited that he twisted to see it.

A little girl played a phrase that was
repeated many times with no variation of
expression. I asked whether her mother ha
ever had to repeat a question several times,
as for instance, “Won’t you please close
the door?” And I asked if her mother
didn’t speak with more force each tme
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We fitted words to the phrase and played
it that way. =

Pupils often play a study from beginning
to end each time instead of concentrating
on the difficult spots. I used to ask them,
“If you were scrubbing the kitchen floor
wouldn’t you spend more time on places
where grease had been spilled than where
it was already clean?” Afterwards, going
over a lesson once or twice, they pick out
the “grease spots” to work on.

Children’s fingers often straighten and
buckle when the teacher attempts to curve
them. Some children have this trouble
longer than others and are {frequently
spoken of as “double jointed”. Actually in
such cases the cartilage at the joints may
not have solidified properly, and when the
condition remains too long a physician
should be consulted.

I devised an exercise that I found help-
ful to children in developing the habit of
curving their fingers. Starting at Middle
C with fingers in good position, I ask
them to begin with the fifth finger which is
much neglected in all finger exercises, and

play all five in succession, on each key ad-
vancing chromatically. If used only on
white keys the fingers will straighten. Bring-
ing the thumb up on the black keys helps
keep the other fingers curved. I have found
that little quirks out of the usual routine
capture the fancy of children.

The city in which [ now live has a popu-
lation of almost half a million, but when I
came here in 1890 it was really almost a
frontier town of several thousand. My
pupils were scattered, and I used a horse
and buggy to reach their homes. Under
such conditions music lessons were con-
tagious; they spread like measles or whoop-
ing cough to the families of adjoining
neighbors. My family declared they would
not be at all surprised if I came home
some day with the news that I had a new
pupil in our neighboring state.

I had some amusing experiences during
those “horse and buggy” days. One pupil
had an old square piano which had been
brought across the plains when the family
came west. Placed flat in the bottom of
the covered wagon it had served during

“Soon after the lesson began, my six-month-old son usually wakened . & &
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the journey as a bed for the youngsters of
the family. Considering the vicissitudes
through which it had passed it was still
in rather good condition. But one day, in
the middle of a lesson, a string went slack.
I remarked to my pupil, a young woman,
that of course that would close the lesson
and that as she lived in the country it
would likely be some time before she could
get a tuner.

“Oh, I don’t need a tuner,” she said,
“I’ll fix it myself.”

She left the room and returned with a
skate key and a monkey-wrench. In a short
time she brought the string back to pitch.

Not so fortunate was another pupil who
had a cabinet organ. During a lesson a
rasping sound developed which I recog-
nized as caused by dust on one of the
reeds. I opened the back and with the hook
provided for that purpose drew the reed
out, dusted and replaced it. A few weeks
afterwards when my pupil placed her hands
on the keys to begin the lesson there was a
most um-_\]w('lv(l response. Bass tones
boomed from under her right hand, accom-
panied by treble from her left. None of the
keys gave tones of the right pitch.

“Whatever is the matter?” | questioned.

Almost in tears the girl quavered,
“That’s what I would like to know.”

“Have you done anything to the reeds?”
I asked.

“Well,” she sui(l, “one of the k(')'s got
to sounding like it did before you fixed it,
and I did just as you did. I thought I
might as well dust the others too, so |
pulled them all out—there was a big pile
of them—and wiped them all off and put
them back.” She had mixed those reeds as
Little Buttercup did the babies. It took me
some time to get them in their proper
places.

As the years passed and conditions
changed I gave all lessons in my home. I’
had pupils coming at all hours. During
one winter I saw the sun rise every Satur-
day morning from where I sat by the piano
giving a lesson to a young rural school-
teacher. She boarded with the family of a
dairyman and came into town with him to
spend the weekend at her home, stopping
enroute for her lesson. Soon after the les-
son began, my six-months-old son usually
wakened. Wrapping him in his blanket, I
held him on my lap while I finished the
lesson.

In my classes I have had pupils of all
kinds, from a little girl only four years old
to an internationally famous ph\"si(‘ian of
eighty. I never regretted having to sur-
mount the difficulties which confronted me
during my years of teaching, but I'm glad
to know that teachers today find teaching
conditions so much better. I salute the
young generation of piano teachers and
wish them as much pleasure in their chosen
profession as I have had.
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All-star circus band

To stimulate interest of student players, : :
bining a band clinic and a three-ring circus

bands hit on an idea com

A three-ring circus, with clowns, ringmaster, ponies, caged ani-
mals and daring trapeze artists arrives at the high school gym-
nasium of Fond du Lac, Wis. Music is by an all-star student band.

Merle Evans, for 31 years bandmaster for Ringling Brothers, puts
youthful circus band through its paces. Performances had been
carefully rehearsed and went off without a hitch of any description.

directors of 24 Wisconsin

Fond du Lac, Wisconsin, and nearby cities are full of

ressi { ic educators. 15
glgsjzz S:llcl)(r)x(t)lllsm:;o these educators, representing 24 sch
bands in southeastern Wisconsin, conferred on ways of sti
lating interest in the school music program. |

Somebody suggested a band clinic. It was agreed that clir
are always sound and helpful. Bandmasters benefit from the
change of ideas and opinions. ' _

But clinics often are conducted at the director’s level raf
than the players’. How about something that would stim
the interest of students themselves?

With Dr. Lawrence Skilbred, director of music educatior
Fond du Lac, as spokesman, band directors huddled with
Fond du Lac Association of Commerce and the Music Par
Association. They came up with an idea—to combine the
features of a band clinic and a three-ring circus. :

The idea caught on. Details were swiftly worked out. To lead
the band, Dr. Skilbred engaged Merle Evans, for 31 years band
director for Ringling Brothers. Next he hired a miniature circus
of 16 acts. ]

Music for the performance would be by an allstar band made
up of student players. Each of the 24 bands in and around Fond
du Lac would be allowed to send five players. The response was
tremendous from all participating bands. In less than a month
Merle Evans was ready to begin rehearsal with a band of over
100 outstanding student musicians. :

Music for the performance was chosen by circusmen them-
selves. Tt included “Ringling Brothers Grand Entry,” “Red

Jean de Reske as Romeo

No one has reduced to writing any account of de Reszke’s
art of singing to date, because of the difficulty of making a
logical arrangement of apparent contradictions, presenting his
principles in a manner which would avoid confusion.

There were occasions upon which de Reszke’s method of
teaching was contrary to what has been written and taught.
Herein lay his greatness. He could work in this way, since he
did not teach beginners, but only singers who had received their
Wagons” and “Circus Days,” three numbers traditionally asso- training elsewhere and professional singers. He only undertook
ciated with circus performances everywhere. Copies of the music to coach singers. He freely admitted that should one method
were sent to each member of the All-Star circus band several | fail to produce the desired result, he would try another.
weeks before the performance. Feverishly the youngsters set ' .To the thoughtful person, these apparent contradictions will
about learning their parts before rehearsals began. { give no cause for criticism, but rather prove to him that rigid

Meanwhile the gymnasium of Fond du Lac High had been adherence to any one method will not always achieve results;
transformed into a three-ring circus. Regulation circus Tings that there is need for versatility—a gift which de Reszke pos-
were installed. Under the roof was fastened equipment for the ses_sed. All these methods eventually contributed to the same
trapeze artists. Animal cages were provided, and all other par- objective, namely the beautiful tone.
aphernalia necessary for a circus down to peanuts and popeorn: In.order to avoid stiffness in the high notes, de Reszke in

Students in elementary grades were prepared for the novel | certain cases did not recommend the use of deep diaphragmatic
event by coordinating circus music and art projects with their support. Only the lower ribs were expanded while the abdomen
daily school work. Local newspapers cooperated to the fullest, receded. During this movement, the tone was forced upward
printing pictures and feature stories on each of the individual by the diaphragm, facilitating the attack on the high notes.
musicians taking part in the performance. .In the case of phrases sung very softly he also excluded

By the time performance day rolled around, public interest | diaphragmatic support.
was at fever heat. Instead of urging his fellow-citizens to turn De Reszke recommended development of the singing tone
out for a school event, Dr. Skilbred found himself unable 1 from the speaking tone for freeing the middle register. One
supply the demand for tickets, should speak the three syllables, TEE-DEE-RO without any

A total of 2,190 school children attended the matines pet: head resonance; sing the same three syllables without head
form.ance. Many more were turned away for lack of space. The e
evening performance was another sell-out.

Those who were able to get tickets (Continued on Page 61)

Of course, no one could give as thorough a description of
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How

Jean de Reszke
Taught Singing

In last month’s ETUDE Max Klein set
down the basic principles of singing as he learned
them from Jean de Reszke, his former teacher and
the greatest singer of the age before Caruso. This
month Mr. Klein attacks various faults common

among singers and applies de Reszke’s remedies.

the principles of singing as de Reszke himself. With his acute
sense of hearing, he was able to decide when to give the advice
which was applicable to the case.

The serious artist, continually striving to perfect his training,
must never cease to be guided and counseled by his teacher.
In vocal production, the diagnosis of the voice is not unlike a
medical diagnosis. Vocal diagnosis is the basis for selecting the
type of exercise suitable for each individual case. The basic
rule is: find a remedy, even if, as de Reszke put it, it becomes
necessary to invent one. The singer whose tone is too light must
be taught how to produce darker tones; if the tones are too
dark, means for acquiring lighter tones must be employed. If
the body shakes from the strain of singing, exercise must be
given for the purpose of attaining relaxation.

The most common fault of singers is “pressing.” This con-
dition occurs when the base of the tongue presses against the
larynx. As a result, the larynx moves downward. Most singers
without training employ this method in an effort to produce a
deep, artificial timbre. Frequently, they are so concerned in
their efforts to produce tones in this manner, it may be difficult
to convince them of the beauty of a tone correctly placed.

To correct this condition, the tongue must be brought into
the correct position, as explained in last month’s article. If
this should prove ineffective, exercises for loosening the tongue
may be employed. For example, spoken words beginning with
“tr’—treat, ftrite, trap, truck—serve a dual purpose, for by
practicing them the student will learn to roll the “r” proporl\:.
The tip of the tongue must bring the “tr” to the upper teeth,
then allow the “r” to roll for a time before following with

the vowel. Pressing of another (Continued on Page 50)




CHORAL SINGING

Make friends with acoustics

Several basic laws of engineering can

make or break fine choral tone

By JOHN FINLEY WILLIAMSON

T THIS time of year, church choirs,
high school choirs, college choirs,
community choirs, and professional

choirs all begin a new season’s activities.
Some will have a gloriously exciting year
from start to finish; others will tolerate
their conductor and others will be tolerated
by their conductor. Some choirs will stay
together throughout the whole year be-
cause of the delightful social times they
will experience; others will stay together
from a sense of duty. I hope that many
will experience the excitement that comes
from re-creating the heauty created by the
masters, will bring exhilaration, hope and
beauty to those who hear them sing.

W hen the choir experience is an excit-
ing one for its conductor and its members
it is partly because the sections are well
balanced and the architectural structure
of the whole is a thing of beauty. Such an
experience can result when the individual
voices have been classified correctly and
when the conductor and singers have
obeyed at all times the laws of acoustics
concerning frequency and amplitude.

In studying the laws of acoustics, we
find that when frequency doubles, energy
squares. The doubling of frequency pro-
duces a tone one octave higher. Thus, when
a soprano is singing three octaves above a
bass, the energy produced in her voice is
many times that of the bass, since fre-
quency has been doubled three times and
energy squared each time.

This suggests why men dislike to sing
when the soprano tone is big and over-
powering. Men lose interest when they
can’t be heard. This may explain why you
often find choirs with 16 or 17 women
singing soprano and one poor man singing
bass. No doubt long ago the other men lost
hope of ever being heard. Great choirs will
always have more basses than they have
first sopranos and they will use only the

light voices on first soprano. If you Wi§h
to have a good male section in your choir,
make sure that your women are balanced
with light voices on top and heavy voices
on bottom. Such an arrangement makes it
possible for the men always to hear the
male tone. Even though you may be re-
hearsing in a small room where the wom-
en’s voices tend to be lost, be assured that
the instant you sing in a large auditorium,
because of the law of frequency, the wom-
en’s voices will always be heard above
those of the men.

In developing the melodic line in all
parts, this law must be obeyed. The tend-
ency on the part of every voice is to in-
crease the volume of the tone when an
interval moves up such as a third, fifth,
sixth, or octave. No increase of volume in
tone should be allowed the soprano part in
an upward ascending interval unless the
increase is called for in all parts. In almost
all cases you will find that the volume of
the tone in the soprano part must be de-
creased when the melody moves up if you
wish to keep the volume of the overall tone
on an even level. Since the soprano section
has at all times the advantage of frequency
in creating energy, the entire section should
carefully watch that all ascending intervals
are kept in the dynamic balance of the
phrase line.

In the hymn, “Fairest Lord Jesus,” the
soprano in the words “Fairest Lord Jesus”
sings the first phrase beginning with the
keynote, F. They start the second phrase,
“Ruler of all nature,” on the third, A. The
words of the third phrase, “O Thou of God
and man the Son,” begin on C and leap to
an F on “Thou.” Invariably in choirs and
congregations the women’s voices slide
from the C to the F with a great crescendo
drowning out everything else. Rather, the
three phrases should be sung starting the
words “Fairest Lord Jesus” on the F with
a natural volume of voice, the second

phrase, “Ruler of all nature” with some-
what less volume, the word “O” on the C
with less volume, and the F with still less
volume. If this plan of balance is carried
out correctly, the tone on the F above will
seem no louder than the tone F an octave
below on which it started, and all other
parts will be heard because they have been
equally balanced with the soprano,

The second acoustical law, “when ampli-
tude doubles, energy squares,” will be fol-
lowed also. If the outside parts of the
chord are three octaves apart, the soprano
tone or top of the chord creates 12 times
the energy that the bass tone or the bottom
of the chord creates. To achieve a more
equal balance, in the Westminster Choir we
try to do as follows:

The first soprano, made up of five voices,
is divided. The two in the E lift sing the
top of the chord, the three in the E-flat lift
sing the second soprano part. The five sec-
ond soprano voices then go to the first alto
and the five first alto voices join the second
alto, giving a numerical balance of two
first, three second, five first alto, and 11
second alto. In our male voices, the heaviest
first tenor joins the second tenor; the two
heaviest second tenors join the baritone;
and the two heaviest baritones join the bass
giving a numerical balance of three first
tenors, three second tenors, five baritones,
and eight second hasses. This method which
allows eight second basses on the bottom
of the chord and two first sopranos on the
top of the chord is particularly advan-
tageous on wide-spread chords. If there is
still too much first soprano tone, we in-
crease the amplitude of the second basses
in their tone so they halance the energy
created by the first sopranos.

We find it much easier to keep the choir
in tune if the basses increase amplitude
when they sing the low tones, and the so-
pranos decrease amplitude as they ascend.

If the choir is in balance the conductor
can readily weave the tapestry of tone so
that every part can be clearly and distinetly
heard no matter how low or how high other
parts may be singing. The result is that
each section in the choir feels equally im-
portant and each member in each section
feels equally important because out of cor-
rect balance comes symmetry and propor-
tion to all parts of the tonal structure.

e

{1 A i

A MASTER LESSON BY HAROLD BERKLEY

“ROMANCE” by Fohan § vendsen

ORN in Christiania (now Oslo),
B Norway, in 1840, Johan Svendsen

was the son of a military band-
master and wrote his first composition, for
violin, at the age of 11. He intended to
make a career as a violinist, but turned
seriously to composition when attacked in
his early twenties by a paralysis of the
hand.

He wrote a number of orchestral, vocal,
and instrumental works, including chamber
music, of which the string Octet is the best
known. In his later years he held a number
of important posts as conductor and musi-
cal director.

Of Svendsen’s music, Grove’s Diction-
ary says: “(It) is all of high character,
having strong individuality and concise-
ness, as well as elaborate finish strictly in
harmony with the traditions of the great
masters.” His works are seldom heard in
the concert hall today, the “Romance” be-
ing the only one to retain its former popu-
larity.

To many musicians this “Romance” may
seem old-fashioned. True, the form of its
expression is not that of our day, but the
sincerity of mood and the strongly Scan-
dinavian idiom which pervade the work
hold for it a permanent niche in the vio-
lin literature. As a first-class teaching piece
and as an effective student solo, it is under-
standably popular. It is not easy to play
well: good intonation, variety of tone color-
ing, rhythmic exactness, and imagination
are necessary for successful performance.

The first two notes of the solo, in meas-
ure 20, are a trap for the unwary student:
they must be played strictly in time with
the two preceding quarter notes in the ac-
companiment. Obviously, the pianist can
make no ritardando in the four measures
preceding the entrance of the solo.

Measures 21 to 28 should be played with
a quiet tone, but not too softly. After all,
Piano is not pianissimo! Measure 29 calls
for a technical device that must be used
flfequently in this solo. The half-note A
must be taken on the open string, but also
1t must have a vibrato. This can be done
easily if the first finger that has been grip-

JOHAN SVENDSEN

ping the previous note (the octave A above
the open string) continues its grip and vi-
brates for at least the duration of a dotted
quarter-note. Then the finger must shift to
the first position to be ready for the B on
the third beat.

In measure 30 the crescendo should be
slight, not rising above a gentle mezzoforte.
In 31 the B calls for an intense vibrato but
not much bow pressure. The open A in 33
must be vibrated, and this effect can be
obtained by vibrating the third finger A on
the E string. A crescendo is marked in 34
this should begin on the last beat of 33 and
must be built to a climax on the E in meas-
ure 35. Between the last note of 34 and this
E in 35 there should be an emotionally
expressive slide with the third finger. Meas-
ure 35 must be played with an eloquent,
forte tone, though the quality should not be
in the least forced. The diminuendo in 36
needs to be rapid, so that 37 can be played
with an extremely soft tone—softer than
measure 21. This quality should continue
to the beginning of 41, when an immediate
crescendo builds up to 43. The first G in
43 should have at least two-thirds of the
bow stroke, for it is the climax note of this
section. A full and intense forte tone is
called for in 43, the measure to which the
player has been building since he began
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measure 20. Further, the ritenuto usually
indicated in 44 should begin in 43 and
continue through the first two beats of 44.

The piu mosso of the second section be-
gins on the third beat, the D in 44. This
note and the three D’s in 45 should not be
too fully sustained; neither can they be
played staccato. A gentle agitato effect, in
which the bow almost but not quite stops,
is what the music calls for. The same effect
is required in all the measures of this sec-
tion having repeated notes. The bowing
given for measures 46 and 47, and similar
passages, will be found in few editions; it
is, nevertheless, the only bowing that truly
brings out the phrasing required by the
music.

The short diminuendi in 48 and 52
should be felt rather than explicitly stated.
It is enough if the last notes of these
measures are a little softer than the first
notes. The same lhnughts a])pl} to 56 and
60. Measures 49, 53, and 57 need a some-
what increased volume of tone. But in 61
comes a surprise. This measure must be
taken quite a bit more softly than the last
note in 60. With the sudden modulation, a
feeling of compassion comes into the music
and the player must make his audience feel
this. The mood continues through 62
and should not be disturbed by the spic-
cato bowing in 63. The spiccato should be
the flakiest possible, the bow hardly leav-
ing the string between the notes. Yet the
notes must be clearly articulated—a nice
little problem in bowing technique. And
it should be noticed that the last triplet in
63 is not spiccato: the bow must remain on
the string without producing a crescendo.

The crescendo, only a small one, comes
in 64, leading to the mezzo-forte in 65.
This must be a discreet mezzo-forte.
rather softer, perhaps, than a mezzo-forte
is usually played. And the crescendo which
follows in 66-68 calls for discretion, too:
it cannot be allowed to detract from the
effect of the crescendo in 73-76.

A special technical problem occurs in
65-66 which can easily cause trouble for
the student. The enharmonic modulation
from B-flat minor (Continued on Page 52)
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BAND & ORCHESTRA conducted by William D. Revelli

What’s wrong
with our
band contest judges’

By GERALD

Youthful players in music

hard and are entitled to a

HERE is probably no phase of our
| music education program which is
more controversial than the various
annual competitive events. These
events are generally referred to as contests,
despite the fact that many progressive
music educators shrink from the word, pre-
ferring to classify them as auditions or
competitive festivals. Nevertheless, it seems
that every time a committee or clinic is
assembled, the “ugly word” again is used
by all concerned, regardless of personal
preferences. Therefore, for the sake of
clarity, the word “contest” is used in this
article, and the points in question are ap-
plicable to all contests whether they are
solo, ensemble, band, orchestra, or choral.
Music contests as such have been going
on for centuries, In Roman times Nero
engaged several thousand persons to ap-
plaud his efforts in a musical competition.
A song contest is featured in Wagner’s
“Tannhiuser,” set in medieval times, and
the Welsh Eisteddfod can be traced back
at least to the twelfth century. Hence, there
is nothing new about the idea of competi-
tions in the field of music and it is highly
probable that they will continue for many
years to come, despite occasional prophe-
cies that music contests are dying out.

The music contests with which we are
concerned are those conducted in our pub-
lic schools in conjunction with state edu-
cation organizations. These contests had
their inception back in the ’twenties when
it was the duty of the judges to pick a
winning or “champion” band or orches-
tra and to rank, not rate, the others. No
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competitions have worked

sympathetic hearing

doubt these early contests had their short-
comings, but they served to arouse a great
interest in building up proper instrumen-
tations. School administrators were awak-
ened to the need for more adequate equip-
ment for bands and orchestras in their
schools, and soon the standards of per-
formance began to rise.

To be sure, the trial and error method
predominated in the operation of these
early contests. However, as time passed,
they became more and more standardized,
through the combined efforts of the state
committees and the national organizations
afliliated with the Music Educators Na-
tional Conference.

In the matter of judging, however, they
are still not uniform in many respects. In
the first place, a musical performance is
rather intangible to judge and in the sec-
ond place, the judges vary so much in
musical background, ideas on interpreta-
tion, tastes, philosophies of teaching and
the like that it is not surprising that we
do not get uniform, satisfactory judging
at all times. Here in Ohio we have been
making a serious effort to screen our lists
of judges with care and see that all are
given a brochure of instructions on what
is wanted each year in the way of adjudi-
cation. The plan is meeting with some suc-
cess, but as yet it is still short of perfec-
tion, as was proven again in the 1950
contests,

As a general rule, the contest chairman
notifies the judges he has engaged that
they should meet at the contest headquar-
ters some 15 or 20 minutes before start-
ing time for instructions. The judges usu-

ally straggle in and each is introduced;
room clerks and assistants are appointed;
arrangements are made for lunch, and this
about ends the instructions to the judges.
A judge or two almost invariably asks a
question or two which has already been
answered in the state magazine or in the
general contest directions. The fact that
he is unfamiliar with the rules seems not
the least disturbing to the committee or
the judges. i

Sometimes a judge even arrives later
than the starting time and begins to. }\v}l‘{ite
comments and hand out ratings without
preliminary instructions. It seems some-
times that each judge is a law unto him-
self, and we are reminded of the Biblical
passage, “There was no king in lIsrael;
every man did that which was right in his
own eyes.” Fortunate is the student who
performs for a good judge. |

It has been said that to a large degree
the “judges are the contest” and that most
of the good, as well as most of the ills,
arising from these events can be attributed
directly to their efforts. Students, parents,
directors, teachers, administrators and
others in any way connected with a music
contest will agree that the large portion
of the benefit to be derived from a con-
test is squarely up to the judge. Since this
is the case, it is the belief of the writer
that we are leaving too much to chance in
the selecting and instructing of our judges.

Every event which is accepted is en-
titled to fair, competent judging. Every
‘director who has participated in contests
for any length of time has come in contact
with poor judging. The writer has had
many contacts with unsatisfactory judging
during many years of contest association;
in fact, he admits that he himself has been
guilty of inferior judging during the past
two decades. Probably no conscientious
judge ever looks back over the day’s judg-
ing, feeling that he has always said the
right things and awarded the deserved
ratings in every case. Most of the events
are clearly of a certain standard; but then
come the border line cases, and these could
be discussed for hours.

Prior to the day of the contest, stu-
dents and teachers, not to mention the
parents, have worked long hours in the
preparation of the various events. It
may be a violin solo, a mixed vocal en-
semble or a band that is going to the
county, district or state contest, but in any
event it has required careful preparation
and, often, considerable expense on the
part of student and school. A definite good
has been achieved, (Continued on Page 63)
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Christmas Music

ORGANIST’S PAGE

Jfor the Organist

A rich treasury of works by old and modern com posers is available for your Christmas service.

HRISTMAS is a joyous season, and

1 believe the music selected for

organ programs at Christmas time
should be joyous music.

There is a tremendous supply of music
for the organ, both old and new, which
conveys the feeling of the joy and happi-
ness of Christmas. One can set the whole
tone of the services by the proper use and
playing of good organ music.

Supreme examples of happiness in music
are the canticles for Christmas, such as
the Magnificat, the Nunc Dimittis, the
Gloria in Excelsis and the Benedictus.
In the Magnificat we find, “My Soul Doth
Magnify,” “My Spirit Hath Rejoiced.” In
the Benedictus we read, “Blessed Be the
God of Israel,” “And Hath Raised Up a
Mighty Salvation for Us”; in the Nunc
Dimittis, “For Mine Eyes Have Seen Thy
Salvation”; in the Gloria in Excelsis,
“Glory Be to God on High and on Earth
Peace,” “We Glorify Thee for Thy Great
Glory.”

One is not obliged to play difficult music.
From many lands have come simple
Christmas carols which tell in joyous spirit
the story of the birth of Christ. More and
more these carols are finding their way
into programs of Christmas music. I think
simple things beautifully played are always
effective.

If one has the ability and time to pre-
pare more difficult selections, there are
many from which to choose.

The works, new and old, of numerous
American composers are effective in per-
formance. The late Harvey Gaul wrote
many fine original carols, and made many
arrangements of traditional pieces. Clar-
ence Dickinson and his wife are giving us
a continuing supply of carols.

Richard Purvis has composed many
organ numbers which are being used the
world over. For several years his arrange-
ment of “Greensleeves” has gained in popu-
larlty: His “Divinum Mysterium” is an
effective work for the organ. His music
hfiS qriginality. He weaves other tunes into
%lls Pieces along with his principal subjects
M a most ingenious way. He knows how to
Write well for the organ. Recently Carl
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By ALEXANDER McCURDY

Fischer, Inc., published a set of “Seven
Choral Preludes” by Richard Purvis which
should be in the hands of every progressive
organist in the land.

In the foreword to the “Choral Pre-
ludes,” we read: “The principle on which
these preludes were composed is one sug-
gested by Wallace Arthur Sabin of San
Francisco. Mr. Sabin opined that music for
American church services should be of a
devotional nature, with a freshness and
spontaneity of conception unhampered by
limitations induced through strict adher-
ence to an orthodox ecclesiastical style;
but without any suggestion of triteness or
mere sentimentality descending to the level
of the mundane or secular.” Mr. Purvis has
registered these pieces for the Hammond
Organ as well as the pipe organ. If you
buy this book only for the second number,
a Pastorale on the hymn tune “Forest
Green,” it will be money well spent. I pre-
dict that your congregation will want you
to play this several times during the Christ-
mas season after hearing the piece once.

Everett Titcomb is another significant
American composer. The B. F. Wood Com-
pany has published his music for the organ.
His “Puer Natus Est” is one of the best
pieces I know as a preparation for a mid-
night communion service.

Roland Diggle, who has done so much
for American composers, has written sever-
al organ numbers which should be in our
repertoire. They include A Carol Prelude
(“God Rest You Merry. Gentlemen™) pub-
lished by Schirmer, “Christmas Carologue,”
published by Morris, and “Christmas Rhap-
sody,” published by Schuberth. Dr. Diggle
has also written a lovely prelude on “For-
est Green.” In England, “Forest Green” is
always used as the tune for “O Little Town
of Bethlehem” and is also in the 1940
Hymnal of the Episcopal Church.

Myron Robert’s “God Rest You Merry,
Gentlemen” has been mentioned by me be-
fore on this page. It is always effective,
and is published by H. W. Gray. ;

The late Pietro Yon is a composer whose

Christmas music for the organ has lived.
His “Christmas in Sicily” is a charming
work, and still one of the most popular
pieces played by organists the country
over at Christmas.

Garth Edmundson’s music should be on
every organist’s program. His works are
effective, and refreshingly unusual.

French composers have done their part
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