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FROM A LISTENER: "In a few minutes, Music-Appreciation Records
taught me more about Beethoven’s Fifth Symphony than 1 learned
in a month in a course at college!” —Bennurr Cen, Publisher and Columniss

Why handicap yourself and your students?

i = - = I}
; FROM A CRITIC: “This is common sense. It is the only way to do it.
‘ — FowARD TATNALL CANBY, Record Critic of Saturday Review and Audio Magazimne

The teacher isn't the only one who 15 handi- lowest, Yel, it meets or exi eeds the e f'l,EJ:J

specihi ations! For full particulars on the gyl

l':'IFIn]H‘ll by an old, worn out piano, It's heen

5 HIGH-FIDELITY
Music-APPRECIATION RECORDS

...to help you understand music better

10 Everett, America’s most popular schog|

ON ONE SIDE

You heor a full performance of a |
preat musical work, just os on the
ordinary records you buy. The rec-
ords will feature orchestras and
soloists of recognized distincthon.
You listen to the performance first,

or afterward, and then . .. 1

proved a liability to the aspinng young siu-

dents, 1oo. Now picture one of these new Jreano, wrile the Everett Piano Company, Divi.

Everetts in your classroom. Children are at-  sion of Meridan Corp., South Haven, Michigan

e i F rreacle school child :
tracted to it. And many a grade hool cfuld s If you would like to trade in an old pian on

sitracted o it as @ vocation.
Grire b Bt o an FEverett mahogany, limed oak or walns mode!

your nearesi Everelt dealer will be glad to call i 3
e and enjoy it more

and make an approisal — without obligation!

The cost of such a change is surprisingly
| v

ar1:|.|;“_._ fn: an I',"l.'rtr'r'T[ is |rr']| il nmaong |i|" Very

A NEW IDEA OF THE BOOK-OF-THE-MONTH CLUB

EYERET]

8

it costs so little

to make this

wonde r‘/“u[ cha nge!

LL TOD PREQUENTLY, maost OF S are aware,
we do not listen to good music with due un-
derstanding and appreciation. Our minds wan
der and we realize afterward that we have missed
most of the beanties of the work. There is no
doeht about the reason: we are not primed in
advance about what o listen for. Music- Appae-
ciation Recorns meet this need — for a fuller
understanding of music—better than any means
ever devised. They do it, sensibly, by auditory
demonstration.

YOU HEAR MUSIC AS THE GREAT CONDUC-
TORS HEAR IT ... On the podium they have in
mind at every moment the various themes of
the work, their interplay and development, and
the main architectural features of the compasi-
tion. This combined aesthetic and intellectual
pleasure is what every music-lover can now
acruire through Music-AprrEciaTion Recorns.
After hearing several of these records, all the
music you listen to is transformed, because you
learn in general what to listen for. This enjoy-
able form of self-education can be as thorough
a5 the Music-Appreciation courses given in
many universities.

YOU SUBSCRIBE BUT TAKE OMLY THE REC-
ORDS YOU WANT . . A new Music- ApprEcia-
tiox Recorn will be fssued—for subscribers only
—every month. Ultimately all the great master

pieces of music will be included. The announce-
ment about cach forthcoming record will be

written by Deems Taylor. After reading this
descriptive essay you may take the record or
not, as you decidé at the time. You are not obli-
dated as a subscriber to take any specified num
ber of records. And, of course, you may stop the
subscription at your pleasure—at any time!

TWO TYPES OF RECORDS AT A RELATIVELY
LOW COST... All Music-ArprEciaTion Rrconos
will be high-fidelity, long-playing records of the
highest quality—3314 R.P.M. on Vinylite. They
will be of two kinds: first, a so-called Standard
Record—a tivelve-inch disc—which will present
the performance on one side, the amalysis on
the other. This will be sold at $3.60, to subscrib-
ers only. The other will be an Analysis-Only
Record—a fen-inch disc—priced at $2.40. The
latter will be made available each manth for any
subscriber who may already have a satisfactory
long-playing record of the work being presented,
(A small charge will be added o the prices
ahove to cover postage and handling.)

TRY A ONE-MONTH SUBSCRIPTION — WITH
NO OBLIGATION TO CONTINUE . . . Why not
make 2 simple trial, to see if these records are as
pleasurable and as enlightening as you may
anticipate? The first record, Berrnoves's Frrru
Sympuoxy, will be sent to you at once—al no
charge. You may end the subscription immedi-
ately after hearing this record—and keep it with
our compliments—or you may cancel any time
thereafter,

| ON THE OTHER SIDE

| You bear an illuminating anslysls
| of the music, with the various
themes and other main features of |

the work played separately with ||
running explanatory comment, S0 |

that you cn learn what o listen for, :

e rm——
PLEASE RETURN OMLY IF YOU HAVE A RECORD PLAYER WHICH
CAMN PLAY 33%; R. P. M. LONG-PLAYING RECORDS

! As a demonstration

MUSIC-APPRECIATION RECORDS R4&-2
¢/ e Book-of-the-Month Club, Inc
345 Hudson Street, New York 14, N Y,

‘ WILL YOU ACCEPT
WITHOUT CHARGE

| (Beethoven’sj:ﬁh Sphony

A 5T Hic-poaLre sscomse o e LONDON SYMPHONY ORCHESTRA

Norman Del Mar, Cenductor
Analysis by Thomas Scherman

Please send me at once the first Music. Arrsectamion Recoms, Rectboren's Fifih
Symphony, without charge, and emier my name in a Trial Subscription o Mussc-
Arrnpciation Recosss, under the conditions stated above. i b undersiood thai, ax a
subscriber, | am not obligated to bay any specified pumber of records, and may take
enly those [ want. Also, | may cancel this sebscription after hearing thin #mt record
or any time thereafter at my pleasure, bat the introdectory recond & free in any case.

o wave wpaen this great work countless times—what have
you heard in #t? And what may you have failed to hear?
This demonstration will be a revelation of how much Music-Arees-
cumos Ricomss can help you 1o & decper understanding of music.

.
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GULBRANSEN

america's
smarlest
piano
fashions

MEET
MY
DAUGHTER,

. zf'l:/; i -'.///,').-‘/44/? h;.f

Some day she'll walk up the aizle
to vour Wedding March.
But first I want her 1o know
how Lo play your Spring Song.
I want everything that's
beautiful to come to her,
I'm making sure it will... by
giving her a Gulbransen to
create beauty for hersell,

e T

WRITE
FOR
FREE

BROCHURES
L]
SPECIAL
TEACHER'S
- Loanndl BISCOUMT

Only Gulbransen full 88-note
Minuet Consoles are equipped

with the wonderful, new
Superione Seale. . . the exclusive
mirachk: scale and the reason for
glorious deep-dimension Lone.

GULBRANSEN COMPANY

Dept. E, 2050 N. Ruby St.
Melrose Park, I1.

FREE!

A
Useful
Purchaser’s
Guide

Te

NHew

$4.00 A YEAR
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CATHEDRAL CHINES:
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| By Alee M. Kers and Fols
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Berlioze® “Damnpation of Fausl,™
in its original scoring, was presented
in New York City en December 14,
under the direction of Robert Law-
e participating forces were
the choruz of the Schola Cantorum,
the Choir Boys of 5t
copal Church, 95 members of the
New York Philharmonic-Symphons
Orchestra and a quartet of soloist=,
The performance was given for the
benefit of the Metropolitan Opera
Fund. The orchestral parts used wer
exactly  a= Berlioe called for in
hi= original instrumentation. Berlioz
two trumpets and

Usually trum

rence, ]!'

Thomas Epis-

srored  parts for
fwa cornets d piston.
n[ COrnel =,

pets are used i place

a resulting difference in tone

with

colar.

Ralph Yanghan Williams, »

English composer. was pre-
sented with The Howland Prize of
Yale Universitv on December 1,
when Mr, Vanghan Williams gave a
lecture at the Schoal of Music there,

erable

The prize is awarded every two years
for distinguished achievement in lit.

arts or the i

erature, the sejence of

government.
Hamlsoursz, internalion
allv known eellist and founder with
brothers and his father of
Conservatory of Mu-
Canada, died in that
city on 24. at the age of
For many vea toured Fu-
rope and the United States as solo-
ist and with the Hambourg Trio
which he formed with his brothers,
the late Jan Hambourg,
| Mark Hambourg, pianist.

Boris

his 1wo
he Hambourg
Taranto
November

] L |

& he

violini =t

Astrid Yarnay, Metropolitan Op-
been engaged 1o
night performance
Dutechman™ at the
Miz= Varnas
Senta at all
“.I"!L
Bay-

era spprano, has
sing the opening
of “The Flving
1955 Bavreath Festival,
will sing the rile of
performances of
Eiven al

REVEN this
which has not been
1942,

renth sinee

Marie Nichols., widely known
teacher,

concert anud
at Peterborough, New Hampshire,
on November 20. at the age of 75
Ll!j;lil of l‘l.lllil ."II'!"E"'I'l
I & Ut .|||4| |||.|,4||' her -E-|-ut in 1540,
On her first appearance i 1905 with
the Boston Symphony, she
United States |-||'|1||<-I-' of Brach’s
Ty rl:.'.-.rr',

violinist died

ahe was a

gave thi

The Second World Az=embly

of Jewish Choirs. making a total of

3000 choristers {rom more than
10 countries, including the United
States, Canada and lIsrael, will he

ETUDE—FEBRUARY
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e

held in lsrael during the month of
Julv. The American Jewish commu-
nity will be represented by fifteen
chuirs numbering about 500 voices,
Hiz Excellency Mr, Moshe Sharett,
Prime Minister of lTsrael,

Fint ||u- :'\f"l'illtll lIlu*---"'lll I|1-

is palron

The National Assoeiation of
Schools of Music, Harrison Keller,
president., held its 30th annual meet-
ing in Los Angeles on December
20.41, This marked the first time in
the history of NASM that this meet-
ing was held on the west coast. Be-
cause of this meeting in the motion
picture capital. the opportunity was
|\1'u'|il|r'li to make a study of some
aspects of the relationship between
and the art of motion |riq-11j:r:'
A demonstration of tele

TiLa=ie
production.
vision technigque as applied 1o music
wis part ol the program.

Karol Rathaus, Polish-American
COM e and Profeszor of Music at

Lueens {..IF”FFI'. New York, died
there on November 20, at the age of
59, He was vice president of the
International Society for Contempo-
rary Music and a member of the
Polish Academy of Arts and Sei-

ences of New York, He was the com-
poser of works in many different
larms= which were FI'IhIIIm"l! here
and abroad, many of them at impor-
tanl i'-j||.r||'|||';|.|| [-‘.—-!E‘.u'-—. |1I ]”‘:-1'.!. thi'
Metropolitan Opera Association nsed
hi=z mew orchestration in their presen-
tation of Mussorgsky’s “Boris Godu-
nov,” He was among the composers
last wvear 1o write a
Louisville Symphony

eommissioned
work for the
Orehestra
Mabel W. Daniels. American
composer, was one of =even distin-
gnished alumnae of Radcliffe Col-
lege presented with honorary cita-
tions for outstanding =ervice. The
awards were given at the exercises
commemorating the Tith anniversary

of le' i H”-‘EI'

Wilhelm Furtwaengler, noted
(erman nIIFH'-'!r.I r--mfn-'.n:. ||E1'|]
near Baden-Baden, Ger on No-
the age of 68, Dr
Furtwaengler was considered one of
the world’s leading and
grentest

Manv,

vember 30, at

conductors
one of the interpreters of
Beethoven Symphonies, He was con-
ductor of the Berlin Philharmonie
Orchestra for many and had
-11'F"'~'lf"‘i as guest |'1||||!|||'|1|| in \l"n

York in 1925, 1926 and 1927.

YEATS

The Boston Symphony Orehes-

tra, which will obzerve its T5th an-
niversary in the seazom 1955.-56, has
{Continned on Page B
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“Built by Baldwin’...
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Acrosanic Spinet & Console Pusnos

Baldwin Electronic Organs

Be sure o see ond play
the brilliant new
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I wie

Orga-sonic Spiaet Organs
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Only Baldwin Bu
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Use an up-to-date method!

== the new

ADA RICHTER
PIANO COURSE

Utilize the very latest teaching
technigues, which feature the newest
material available to modern-day piano e
teachers. Excerpts from Bela Bartok, among others, plus the
interpretive mastery of Ada Richter, attunes the young student’s
inner ear to the new concepts of onur musical culture,

* Eagy * Clear
» Effective « Comprehensive

» Entertaining « Contemporary
s for the Student for the Teacher

Pre-School Book 60¢ = Books I, II, 1II {Early
Beginner) 75¢ = Book IV {Early Beginner) $1.00
“Kevboard Games” | Supplementary  material to be
igedd with last half of Book I, and all of Book 11) 750

See it at your dealer, without delay

—

M. WITMARK & SONS - 618 WEST 54th STREET, NEW YORK 139, N. Y.

IT'S NEW!

MUSIC LAMP

PIANO =~ MUSIC STAND

No Clamps Used
* No Suction Cups Used
* Supports itself per-
fectly against music
rest
Standard Model
14 inches long 59'55
Deluxe Model
20 inches long s] 2'50
Satisfoctlon Guaranteed
Complete with lomp & 15 1. cord

eHuwid/

By NICOLAS

MMA ABBOTT was a self-made

American prima donna. She
hegan her carcer as a singer .mI-E
guitar player in a family music
group, which included her father,
who was a singer, and her brother,
a violinist. They provided enter-
tainment in and around Chicago.
the home town of the Abbott fam-
ilv. She studied voice with a Chi-
n.;;:u musician bearing the incred-
ible name of Mozart, At the age of
thirteen forth with
a concerl of her own, accompany
ing hersell on the guitar. She had
handhbills |rrilr1r'1f with the [ollow.-
ing legend: MISS ABBOTT WILL
SING A CHORUS, THE MERRY
SWISS GIRL. Just what the word
chorus meant, she had no idea, bot
ghe had seen il in other advertise
ments, She pasted these handbills

ghe ventured

herself on the walls in the town of
Pulaski, Illineis. The concert was

a success, and Emma Abbont
ecarned ten dollars net.

When Emma Abbott sang in
Plymouth, Indiana. the receipts

were o small that she was com-
pelled to pawn her guitar and her
concert dress to pay for transpor.

| tation to Fort Wavne, which was

the next stop on her tour. In Fort
‘-‘"u}ur. she hired the clerk from
I!‘lt' ]lH'i‘l[ Iiill"-il‘ store to AT Ay
her on the piano, and earned $1iL
which enabled her to get back 10
['lﬁ'lrlﬂilrll and redeem her guitar
and the concert dress,

At one point of her career.
Emma Abbott was reduced 1o the
melodramatic necessity of selling
her long hair to the barber in a
town on the Canadian border.

r(}rﬁ-hmllx she made her wav to

New York, and there she gol her
fAirst lucky break. She obtained the
position of a singer at the Fifth
Avenue Church paying $1.500 an.
nually, Two years later she went
I-.: Milan for some more study.
Very soon she sang operas in Eu-
rope. Her return to New York as
an “ahsolute prima donna™
triumph.

Emma Abbott was a woman of
stubborn convictions, She refused
to sing the réle of J teletta in 1

wWa= a

. |

C/f ey

o

SLONIMSKY

Traviata™ on account of the jm.
mrarality of the |i|!ll'|"|.lu_ il nearly
|rruLi' ““il baeer [arn:iun kanager
because of this. Later on. how
ever, this role became one of les
favoriles,

Onee in Nashville she heard
1|r1'.1'r'hl‘l give a lalk about the de
I11|l|ll|‘lrr'| of the stage. She rose
and challenged him to a debate og
the subject. To prove that dhe, s
opera singer, could perform sacrd
arch
I'he e her then admiied
il,

i
chuoir.
thut soane stage folks were not &

she took part in the ¢

ii-l i &y il Il-r'r-un I'ulI.M g b
SOES,

Like many another prima dosna,
Ablsott married a rich in

She

Fanma

dustrialisl, soon  pecame 8
witdow ; bhut she did not survive ber
'lllhli.ll'“l fll; }"l“'._' “r.!1 rill'q .|| e

age of barely forty n 1591

Lonis Mans, the German mas
li.lr|. '.ilth -l'ﬂlrll il| '1.|.|-'||-'! i
1iEHY, was a man of romantic lem
Fle'r.illlr'ut ;||||1 |rt.|1|iu.]| AT ll‘f
first work that he wrole on Amer
iwan soil was based on Amenican
themes and  entithed  “American
""'Hlljllunru.“ He sent the seore o
the President of the United States,
Chester A, Arthar, with the follow-
ing message: “Mr, President, it i
nearly two vears since | landed
on the shores of this greal counir’
I have learned to Jove and

it were my WD

and
esteem it s if
When last vear | saw the greal
Wistern ilr.llrin‘- for the hr<t time
the wish came to me to give
pression through my art to B

enthusiasm [or America, 1 has

recently completed my first
musical work written in this coan
trv. 1 call it, therefore, = Amercan
my |-|rr.hn.:|'|. " The fir=t '|t.|:|r s dhe1g

nated h‘r”."]lf.lj:' on the Prairie I
- hirh

opens with an introdoction

describes the silence of nature, jost

hefore sunrise. The second part ®

The Chase, the listener being 1o
through all the excitement of
wild run over the prairie. The Il:jrl

: .
part is An Indian Legemi The
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{ourth part depicts the sunset and
night.”

The *American Symphony™ was
duly performed in Boston in De-
cember, 1882, One music critic
wrote: “The first part is deseribed
as being a tonme picture of the
dawn: but there i= a confusion in
the mind of the listener, there be-
ing several places in the score when
such an event might be expected,
and yet only one sunrise is allowed
a day even in the generously pro-
portioned prairie lands. Just whal
sort of an Indian legend is illus-
trated by the third movement is
difhcult to understand. Its charae-
ter would indicate that the narrator
kept imhibing firewater until his
statements became confused.”

LAS GAMALIEL PRATT
L made a mark in music history
not by his actual aceomplishments
as a composer, but by a story ( pos-
sibly apocryphal) of his meeting
with Wagner in Germany. 1 un-
derstand that you are regarded as
the Wagner of America,” said the
Master of Bayreuth. “Yes, and they
call vou the Silas G. Pratt of Fu.
rope,” replied the American.
Pratt was a typical product of
the ambitious muscle-flexing era of
American cultural expansion. He
hitched his musical
star, and his ambition was of cos-
mic dimensions. He liked big
words. In 1880 he presented a se-
ries of lectures under the title “Mu-
prove

wagon lo a

sical Metempsychosis™  to
that musical ideas of ancienl times
were periodically reincarnated in
||.i--'|f1|1'}l'.|

Pratt was a native of Yermont;
his parents were chuorch singers.
He was born in 1846: later the
family moved to Chicago. Pratt’s
proudest work, the opera “Fenobia,
the Queen of Palmyra,” was pro
iduced in Chicago in 188
introduction to the printed score,
he declared with a great show of
self-confidence : “Should it be found

. In his

that my work has borrowed neither
its plot nor situation from the Eu-
ropean Opera, and that the music
owes no allegiance to any special
school, T trust this fact will make
it nonetheless acceptable to Amer-
ican audiences."

The reviewers did not 1ake kind-
ly 1o Pratt's masterpicce, “The
rhythins in ‘Zenobia® are very mo-
nolonous as manifested by most
miodern works of a serious char-
acter,” commented the critic of
“Music and Drama.” He added:
“Harmonically considered, it is by
far the crudest work of any pre-
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tension 1 have ever heard.”

Pratt did not take this criticism
lying down. He went to see the
writer in person and assured him
that at least seven arias in the
opera were of lasting value; a= to
the rest. Pratt declared he would
revise the music. But the eritic had |
the last word. “It would be an in- |
sane delusion,” he wrote after the
interview with the composer, “lo
think that ‘Zenobia’ can be made
a success by just a little tinkering.™
And he advised Prait to stop
*whining about the bad treatment
that he has received in his home
town.” It was characteristic of the
time that, as a clinching argument,
the critic quoted a German musi-
cian present at the prodoction of
“Zenohia™ as saying that this opera
would never be accepted by any
German theater. The consensus of
||.||ir|i|.)|| ol American musicians in
the 19th century was that Deotsch- |
land was certainly “iber alles.” !

The reviews of Pratt’s second

opera “Lueille,” produced in Chi-
cago in 1887, were cryptical. One
writer opined: “0f the future of
the opera there can be no douht,”
but did not commit himself fur-
ther. Another critic wrote in refer-
ence to Pratt: “Genius, having but
Iwo eyes, one nose, and one mouth
has little chance to be recognized.”

Pratt was undismayed by these
Hiz ambition
soared higher and higher towards

unkind opinions.
the colossal and the stupendous, He
produced several monster shows.
He conducted in New York his al-
legory “America,” subtitled “Four
Centuries of Music, Picture, and
Song.” with stereopticon pictures
thrown on the canvas during the
performance. He also produced a
panoramic “Battle Fantasia.” with
lantern slides of “the greatest hat-
tles of the Rebellion.”
with bugle calls, and jts musical
development was accompanied by

It began

booming cannon and pistol shots.
In the finale the Baitle Cry of Free-
dom successfully defeated Divie,

During the Spanish-American
War, Pratt wrote a symphonic
poem entitled The Battle of Manila,
In 1909 he wrote a Lincoln Centen-
nial Symphony, and confidently
announced its  performances by
various orchestras. But one con-
ductor another refused to
play the work at Lincoln’s birth-
day programs,

The last vears of his life were
spent  in  Pittshurgh  where  he
founded the Pratnt Institute of Mu-
sic and Art. He died in 1916, at
70 vears of age, the last of the
Mohicans of the flamboyant era in |
American music,

alter

the things

that money

can’t buy

...come into your home with a

STEINWAY

Children learn naturally—on a
Steinway—that life's decpest re-
wards are not inherited or bought,
but worked for and won. Young
years aren’'t wasted vears, with
the Steinway as their friend, They
find companionship in music,
Lessons on the Steinway  teach

lessons in living: that maturing
takes dufng; that strength i3 in

girtng. The Steinway, in this role,
lifts
button ease of the machine age.
day

a lamily above the push-
CVeTY revealing the joy in
creating, the fun of achieving
Adding depth o pleasure, and
depreciating so little over  the
years, the Steinway is an invest-
ment in life’s inner values, needed

in the home as never before,

THE CLASSIC HEPFPLEWHITE—Beasly of style, sconomy of space snd golden tone ol the Stenway,
$15700 Libetsl torm Signliy highat

Dwlivared by your Steinway dealar bor o itk down aa

Our bosklet, ""How to Choose Your Piaso,*

will be it free if yom write Steimwny & Sona, |4

Sickmway Hall, D09 Wesd 5Tih Strocl, New Yok
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The piano that recommends the teacher . . .

mamee o Mason

rnddation of ilsa owner's -

Hamlin

& Hamlin

s also a

hip and discerning judgment
and artists the world
d the Mason & Hamlin a
veslment Tor studi

The World's Finesl and €

PIAND Books For Study & Fun!

New! MARVIN KAHN'S THEORY PAPERS
A mrplrh- set of theory popers to teach the piono student, lower inte
mediole grode level, th rudiments of hormony end their application,
Strevses chords ond chord pregressions, speciol emphaiis on sar training,
incldes Keyboard Hormony drili. Set of 12 seporale popers for
individual enignments and odditional teachers supplement oll under one
cover ... - . o S .

Two Latest Piano Books by ERIC STEINER!
ONE, FOUR, FIVE YOUR OWN HARMONIES

“Beginnen” are immedialely Notwral followup to **

tought to ploy Tomilior melodies
occompanied by simple chords FOUR, FIVE" Teoches the student
how to hormonize melodies with

thus increcning intergst ond en-
the three principal cherds .. 1.00

towoging further study..... .75

GUY MAIER'S “THINKING FINGERS, Vol. 2”

Follows highly suecesshul first volume. Exsential eaercives for d welopmen
of pionistic contrel and focility in Chromatic and Major Md. H-urmm:l
Minar Scales, Broken Chords, ond in Major, Mingr, Dim. 7th, Dam. 71h
et o S e e DR SR A

MERRILY WE PLAY AND SWAY
by Esther Rennick

Familiorl rneln_l:fl'ef. easy to play-harmonized with fundomental

chords in their simplest form. 23 beloved melodies including

— Pop Goes The Weasel — Turkey In The Straw — Skip To My

A J5

CARR GLOVER, Jr.
BOOGIE WOOGIE SCHOOL DAYS

Five etudes in bright bouncy style.

" MILLS MUSIC,

1619 Broodway

Inc.

Mew York 19, M, ¥

Musie Lover’s

BOOKSHELF

By DALE

ANDERSON

Early Medieval Music
| Edited by Dom Anselm Hughes
i From 1901 to 1905 the Oxford
University Press issued six waol-
umes of what was the most com-
| Iqu'lll'n-i'u uf
| English. It was edited by Sir Henry
| Hadow whom vour reviewer once
[ met at Lausanne, Switzerland, Sir
Henry told of the long and ex-
haustive research of his staff of
Biritish scholars which in-
vluded such prominent Englishmen
as H. E. .‘l.i..ulll.llliligl‘. Sir Hubert
Parrv, ). A. Fuller-Maitland, Ed-
ward J. Dent and H. C. Colles, The

Oxford University Press now, filly

histors music  in

=i

| wears later, is issuing a New Ox.
| ford Historv of Music, this time in
eleven volumes, the editor in chief
of which is Dom Anselm Hughes,
The present volume (434 pages) is
the second of the series to appear.
It covers the period from the Early

Chant to that of the
| period of Swmer is fcwmen in, in

Christian

the thirteenth century,
Thl‘ irl'l'li'rrlillh'n' u[ ”Ir‘ Y r'”r'|||'|'

of such profound and comprehen-
sive work needs no crnmnent.
| Oxford University Press &R.75

| Franeis Hopkinson®s Seven Songs
| for the Harpsichord

[
| Facsimile ropublication by
| Harry Dichter

l Our hook review department is
| designed especially for the inter
:{‘:-I.- of ETUDE readers in a-
quainting them with musical books
which mav he important, It seems
a little oot of the wav 10 review
a publication which first appeared
one hundred and sixtv-five vears
agn, However. as the book is a
: plate for plate facsimile of the
original, there are many. na doul,
whi would like L Jrossess thhe first
I':-Hi‘t.'linll. of original secular muy.
| #ic ever published in America In
| & man w ho, after Benjamin Frank-
| lin, was the most versatile of that
| amazmg group of

patriots who
were the founders of oy greal
country, Francis Hopkinson, an
!nillrulq' friend of George Wash-
ington, He was a lawver. the first
Secretary of the Navv, Judge of
the Admiralty from Pennsvlvania

-.lIHI hi‘:iip'\-r ”r lrll' ]]'-"'l-]r.ﬂill-h n[

Independence. He is eredi

several inventions, He was 2 gifj.g

Wi

harpsichordist. He was a poet

some ability,

His =even SOMES Are wrilles

the British musical idiom

day, and have a primitive quali
Yery inleresting is the Persisn
ality of the publisher of this

Harry Dichter, Mr, Dicl

tions of American musi

T

hter K
]url.]." been a collevtor of

made himsell a sincere « xpert mue

the subject. Meanwhile, he ¢

his living as o wailer in a rest
rant in Philadelphia, In his s
time he has developed an «

Lilill\h'll#‘i' ol his subject

L

L

has won the sincere respeet of sl

ous musicians, and by o
efforts he has made o for
collection.

Wisical Americana

j wgan

Composition with Twelve Mates

by Josef Rufer

£

This highly technical expositi

of Svhoenberg's twelve-nite met

aler

ol which he developed

life i= exeellently done by his po

-I'IIII l‘l'“ilI'LI'T., I]q----J I':-.:'.-
tran=lated by
When Schoenberg was for

come to America in 1933, he m

.'l,',:i'll Lis i\rr];l in touch with K

P

Humphrey Seard

-iuriug the making of this |
which introduces a new phas
musical -urukuu":liun r'"||--'--'--"';

the extremist compasers of

temporary music, It would be we

les= in a short space to attempt |

review this revolutionary werk s
the

that the reader trained

standard methods of harmeny and
counterpoint emploved by mastes

from Bach to Debussy coul

I

prehend it In the appendix a nu

ber of contemporan Wil

such as Boris Blacher. .
lapiceola, Waollgang Fortner,
berto Gerhard, H. W, Henee, Hams
-

phrev Searle, Malvias Seiber R

Jelinek,

Hlllf I.ir'|u‘r.l.,1“.

T

1]- ilf “';|F_l|||-r.”n:,-:--_|,_ Winfre 12

T

|IFF. all H{ '|'|.il|l|!'| wert [" m he

1896 and 1926, give their exper

ences with the twelve-nole
Practically
tions have rarely been
the first performance
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ay sl

all of their cot
heard after

v

Schoenberg's really great Gurre-
Lieder was finished in 1911 and is
in no sense a work based upon the
twelve-note system, but was in-
fluenced by the works of Wagner
and Brahms.

The Macmillan Co. $5.00

The Recreation Program

This book is a 342 page :'HITI]J“EI*
tion without a named author of an
outline for recreation for the pub-
lie from kindergarten to old age
as developed by years of actual
oh=ervations of workers in  the
field. It is published by The Ath-
letic Institute of Chicago, a non-
profit organization devoted to the
advancement of athletics, recrea-
tion and physical development. For
those interested in a recrealion
program of any description il
should prove a vade mecum. It
covers Arts and Crafis, The Dance,
Drama, Games, Sports and Ath-
letics, Hobbies, Outdoor Recrea-
tion, Social Recreation, Special
Fvents and Music, the latter of
which has forty pages devoted to
it. The recreational side of music
in which the individual partici-
pates is emphasized,

The forty-hour work week leaves
the average American, let us say,
128 hours doring which he prob-
ably takes 49 in sleep, leaving
about 79 hours during which with
proper assistance he may find time
for healthful recreation. Without
intelligent management these pre-
cions units of life may be frittered
away upon useless, or worse yet,
baneful occupations,
The Athletic Institute £3.00
Masters of the Orchestra
by Lowis Biancolli and
Herbert F, Peyser

The authors have given us a
memorable seriez of fourteen es-
says which were originally written
for the radio subscribers of the
New York Philharmonie-Sym-
phony Orchestra, holders of the
copyright on the present |1L1|i|ir'{{-
tion. These were originally dis.
tributed through the mails to in
crease the musical appreciation of
the vast radio public. They were
too fine, however, to be Tu'rmitlf“ll
o expire in that manner,

The suhjects of the essays are
Bach, Handel, Haydn, Mozart,
Beethoven. Schubert, Mendelssohn,
Wagner, Tschaikowsky,
Richard Strauss and Prokofieff,
names which many regard as the
main vertehrae of the maodern
symphony orchestra, The
known New York eritic Pitts San-
born prepared the essays upon

Beethoven and Brahms, and Rob-

Berling,

well
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ert Bagar that upon Wagner.
The essays are excellently pre-
sented and embody much informa-
tion which, so far as your review-
er’s information goes, is rarely
included in conventional biogra-

phies. In this way the influence
of the environment and period in

which the masters lived is color-
fully outlined. This human touch
adds distinetion to what otherwise
might seem dry musicology.

The work is one of 480 pages
and should be a welcome addition
to any musical library. There is a
discerning introduction by Dinitri
Mitropoulos.

G. P, Putnam’s Sons £a.00

The Forty-Two Studies
of Kreulzer

by Svdney Robjohns

These significant analyses of the
Kreutzer Studies were first pub-
lished in an English musical peri-
odical. They aroused so much in-
terest among teachers that they
have been republished on demand.
Augener Lid, $1.75

On the Sensations of Tone
by Hermann Helmbholts

This ninety-year-old work of one
of the greastest of German scien-
tists still remains the standard
work in the field of aconstics. This
unabridged edition of a book of
556 pages was first published over

ninety years ago. Hermann Lud- |

wig Ferdinand Helmholtz (1821-
1894), physicist, anatomist and
physiologist. Henry Margenau in
his introduction to the new edition
writes, “Figures like Helmholtz be-
long to a dying age in which a
full synthetic view of nature was
still possible, in which one man
could not only unify the practice

and teaching of medicine, physi- |

ology. anatomy and physics, but
also relate these sciences signifi-
cantly and lastingly to the fine
arts.” In Helmholtz’s day one in-
dividual scientist with a few as-
sistants covered an immense field.
Now, whole brigades of scientisls
and research in huge
plants etill developing the
ideas of such men as Helmholtz,
Helmholtz' “On the Sensations of
in its English translation

workers

arc

Tt a4
L i L

by Alexander J. Ellis, = 2o funda- |

mental that many high-fidelity ex-
perts of today feel that the Helm-
holtz resonators pioneered the hi-fi
resonators of today,

The book iz no book for the

amateur unless the reader has had

a long training on the formulae of |

the physics laboratory,
Daver Publications, Inc.

THE END

$4.05

These

GREAT Tlew
CONN ORGANS

*

Each a Tecemfils
in Jone

cned é?"eiy'ﬁtuiﬂnm \

NU doubt about it

are the three hnest

here

organs we've ever builr,
cach a Triumph in Tone
and Musical Performance!
You'll want to make
a date with your CONN
organ dealer ar your
early convenience—to see,
hear, and play these
superb instruments. Why
not do it now . . . for

the mwsical thrill of your life!

R
==

.\
i I N Tone”

™™

MUSICAL

HE ALL-NEw e Al ereceel

Now, from COMNMN, an afl-sen ipinet
ofgan (above) to thrill the mose
cntical music lover! Gorgeous pure-
organ tones and wide range of truc
solo “voices” you'd expect only of
more costly instrumenis—and, the
two manuals are fully malepesdens

THE NEW, ENLARGED L 2 fFs

Here is a vastly improved, superior
instrument, (replacing the former
model 2D Connsonara) . . . fearuring
two full 61-note sedeperdrnr manuals
new “rocker-type” coupler tabs, and
completely new styling! See and
hear this CONN Artor mod
el (lefr |1' yid Fe infCresic J
in a hne organ for home,
church or chapel

THE NEW,

L 2 »
meroveo € lerssce
Acclaimed by organists and

music lovers throughourt the
nation as "America’s
Finest™ this great instro-
ment with full A.G.O, pedal
board — below replacing
the former model 2C2
Connsonatal has been im
proved with ser features
such as: Twe expression
pedals, one for each man-
ual; A mew "builtan’ liglt-
ing system for music
keyboards, and pedal b

rack,
1

?m BOOKLET,

“"How to Choose an Ormean.™ oy
svailable at your dealers -
or direct from . ..

C. G. CONN LTD

ORGAN DIVISION,
Dept. 236, Elkhare, Ind

INSTRUMENT SPECIALISTS NEARLY A CENTURY




Says DAVE GARROWAY

Star of NBC's popular TV Show “TODAY"

“] LEARNED TO PLAY MY

WURLITZER ORGAN
THE FIRST EVENING”

Prove ft fo yvourself. mail the

coupon below for &

FREE, EASY LESSON

THE WURLITZER SPINETTE
IS PRICED AT

Only *"1325

F.O0.B. NORTH TONAWANDA, N.Y.

"It was astounding news to me  ditlonal tone and lighming fas
# [

that anvone, even if they have action make it ideal for the seri

never played a musical instru-  ous study of musie, oo,
ment, could play several tunes e L
: ! Children. especially. learn Faster,

on the Wuritzer Organ the lirst ,
: find their musical education a

evening. Already this beauriful g
; ! pleasure rather than a chore. See
insirument has become the focal g E
: a Wurliteer Organ dealer now or
point of enterrainment in my J
: . . mail the coupon below,
home,” says Dave Garroway, i

[
FREE ==
BOOKLET |-

How to Playa | 5
Wurlitzer Organ | -~
inOne Evening =iy

Surprisingly, the Wurlivzer Organ

with all its thousand different
tones, its beautiful solo voices,

special effects and full orchestra,

is amazingly casy 1o master, Tra

I'he i-fluiull'-'l-. Wourlitzer Cang pan
By E5-2

1 o
WURLWZE RI ‘\';.:1. Fonawanda, M. Y

mwe prove to myself that | con learn 1o

O RGAN S ! |1i.1.1.'1;i‘l||' -;-.-I'.t “.'.I.II-I”L.-'I.'I ';-:'III'M'H:'I.;' an even
ing. «end Lesson INo 1 inee of charge.
IN THE TRADITION I it R YR g S
prtisssis I ......
“MIGHTY WURLITZER™ | M oo,
I g o i, & A Fone
bty i 0o Erate

WORLD OF MUSIC

i Continued from Page 3)

director, Charles
K ounssevitzky

joined with it sl
Munch, and the Serge
Foundation in the Library

gress in jointly | primi==ionin
conlemporary

of Con-

g filteen
W 1t|1||\- 1n Il'.illil'-;:
I'he gmount of cach eom-
mission will be $2000. The group in
cludes Benjamin Britten {Fngland ).
Henri Dutilleus { France ), st Tried
von Einem ( Austria), Jacques ITsert
( France . Heitor Villa-1 ohas | Bra
+11. Darius Milhaud (Franee], Gol
fredo Petrassi (Italv); and these
United States composers: Samuel
Barber. Leonard Bernstein, Aaron
Copland, Haoward Hans=on, HH!II.!H].-'I.\
Martiny. Walter Piston, William
| Shuman and Roger Sessions, One
| of the works has already been writ-

ten—Martinu's  “Symphonie Fanta

sies"—and was performed in Boston

O aseTs,

| January 7-8.

The American Svmphony Or-
chestra League and the Los An
geles Philharmonic Orchestra were
Co-span=ars 1n December of g spw
cial G-dav fornm ar which condo

24

tors [rom cities thronghout e

United =tate= met with a numbser ol
music crilics for a discussion of then
mustual |-|--!||- me. 1 h |-l.-l|l|| mimile
pos==ible by a grant to the Leagus
by the Rockeleller Foundation, in
cluded a series of workshop sessions
| practice rehearsals and actual con
| vorts, The conductors worked with
[ Alfred Wallenstein, misic director
of the los Angeles

Ohrehestra, and esch had an oppor

tunily to direct the full orchestra at
a rehearsal.

Persicheni’s  Fourth
vimphony. Upas ‘~'|_ WiE miven s
world premiere on December 17, in
|'1!-i|.ll|l'|il ';.! v the I"r:il.!:l- ||||;:_1

Orchestra under ite music direcio

Y ineent

Eugene Ormandy. Persicheiti. a na
tive Philadelphian., i= head of the
composition department of the Phila
11|'||-i|i,| Conservatory of Music and
a member of the fas ulty of the Juil

hard School of Music in New York

The Theodore Presser Com-
[y and the Century Musiec Cor-
poration have hee n given the highest
citatiom by the Piano Teachers In
formation Service as the two pub
lishing houses which have made the
i-.I'r;"'-~| conbrila ion tas 1 lie
arh

literature
young people’s piano music Jur-
ing the last three vears. Six other
ir'||'|l-|lr'I~. |‘..”\.I|I ‘nn*_| |_ L =i luir
mer, Inc., Southern Boston Music
LCompany, Leeds and Associated re

oeived ||||||-||;t1p|r- Imention

Alee Templeton was soloist with
| the Phoenix Chamber Orchestra
| I'I'.'ui-i -".‘-Il'kllulll. comnductor, on e
| eember 19, in the first performance
of Mr. Templeton®s Gothic Cong eria,

| It was presented on the Program

given at 1l “l'lr'r;"biil.lu Mg
of Art, in New York Cins

Albert A. Knecht, lormer meg
ber of Sousa’s band and
|-r-'-j-1-':||1 ﬂf [II:!' FI"TI!'i"'i.I'l.jLHJ 55‘_.!
master s Association, died in Pl
delphia on December 4, at the
ol T0. ”1' was head of the B

Allert A. Knecht, Inc.,

struments of Philadelphia. He Jis

1
musial
toured with many bands inclyd .
two world tours with Sousa’s hand
He played saxophone and pians

was a member of the Ameris
Bandmaster's

wousa Band Fraternal Society

hssan mlian  and |

Dr. Maurice Dumesail and [)
Frvangeline Lehuman ( M=, Dumea
wiere guest artisis al the Conventnm
of the Florida Music Tearl
sociation in Tampa, November 784

when they held plana  and
Forums and gave a join! recia
French musie. % Tumer Jooe ' gl

it address in beball of the My

FNeachers National Assoeian

other evenls el l
Musi LT rlor
mbiles ol afl ¥ fr

legze nil univer

program devoles Wik |
W [HESET S

Richard Stranss" oper
bella,” will have it= Am
miere on Febroarsy 10
fe irl'-'lnl--1 b
Uhpera As=ociation
Hudoll K« mpe, the new { +#rra
The principal r
aing by Eleanor Steber Hilde
iden, Koberta Peters, Bl

ducior

Herbert

The Cleveland Heights Hiy
Schisil Choir, in December, obser
its silver annisersary wil
annual Christmas concert. Direx
by e Orge strichling. this ch

attained a distinctive place

school choral g
in most of the
Iinited States and on all «

netwaorks, =ome of the moe-l lammms

artists of todav have appeare

the chorus. The outstan
of its history was the P
lestar i I Hro e v Ihe sl

1953, which meluded an apprarans
at the First International Mos

Conference at Brussels, Helgn

The League of Compaosers 2
the International Society for L
temporary Mu=ic, United Sales -

tion, have been |-||--1L-|||. imln @ =@ES

oragnization, to be known as I8¢
League of ComposersInternats
~ociety  for Contemporary M=
United Slales =eclion [T Ao
Copland has been named compo®
chairman. {(Continned on Paze >
1433
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The Era of the Borge

Did you know that underneath all the clowning of Victor Borge. there is a serious musical

personality—a concert artist no less

(L.} Vietor Borge—a typical pose at the keyboard.

{Below) Mr. and Mrs. Borge with newly-arrived
Yiector Bernhard Borge.

with excellent training as a pianist? Read his fascinating story.

From an interview with Victor Borge, Secured by Rose Heylbut

X OCTOBER of 1953, Victor Borge hired

the Golden Theatre in New York City,
there to presenl an entertainment to be
called “Comedy in Music” and to consist
solely of his own playing and quipping.
These talents had won him considerable
success in clubs, and on radio and tele-
vision; carried to Broadway as a full eve-
ning's show, they would enable him, he
hoped, to run for a few weeks, anyway till
Christmas, October of 1954 found Mr.
Borge still at the Golden, =till continuing
to sell out all seats for all performances; at
this writing, he is possibly a greater draw
than when he began, and no one cares even
to contemplate the end of the engagement
which the New York Herald-Tribune calls
“the era of the Borge.” Broadway's astulest
experts remain astounded by what has
turned out to be the most suceessful one-
man show in the history of our theatre.
Even more astounded is Victor Borge. He
tells you he has had phenomenal luck.

You ask Mr. Borge what besides luck
lies back of him. and he SAYE, “much hard
work, much self-discipline, much serious-
ness of purpose.” You take a quick glance

ETUDE—FEBRUARY 1955

to see if this is another hilarious Borge
joke. It isn't. The thoughtful dark eyes are
earnest. “You can’t do any job noncha-
lantly,” Borge explains; “you must take it
seriously, even if the job is being unserious,
People say, “Oh, those entertainers—they
do nothing but have fun!” Well, it is fun
to do the work vou like best, to feel that
marvelous click of response arising from
vour audience—but it's a kind of fun
that has to rest on a solid and serious
foundation.”

Victor Borge's foundation is just that.
Born in Copenhagen, Denmark, he grew
up in a musical home where a choice of
instruments was taken for granted. His
father, a humorloving violinist, played
with the Danish Royal Symphony: his
mother was a skilled pianist. The boy was
introduced to both instruments while still
of nursery age. His natural aptitude for
the i»;{"_'!.-'ih’lﬂ'[(l saon asserted itself, however,
and he made his début as concert pianist
at the age of ten.

Today, when anxious mothers ask Borge
just how to make little Johnny take to the
piano, he says, “Get the boy a violin and

force him to play it; you'll soon have a
pianist on vour hands.”

Acclaimed as a child prodigy, Borge won
scholarships to the conservatories of Copen-
hagen, Berlin, and Vienna, His masters
included Frederick Lamond, Victor Scholer,
and Egon Petri. He began his professional
career at thirteen and spent the next twelve
years louring Furope to outstanding ac-
claim. And all of the time, a curious strug-
gle was going on in Borge's quick mind.

“I used to get horribly nervous,” he
says. “I'd be all ready to go out and play
a concerl, when suddenly it'd occur to me
that, no matter what [ might do, a handful
of critics—even one or two—had it in their
power to smash me, Suppose they didn’t like
what 1 played—or the way 1 played it—or
the essential me that came out in my play-
ing? A horrible thought. T had to do some-
thing about it. For me, the natural way to
do anything is to do something funny—I
was born with a funny bone, 1 suppose—
and so 1 began doing whatever came
naturally to my mind regardless of the
tradition of the concert hall, On one oc-
casion my eye— (Continued on Page 48)




(Above) Keen listening develops tonal seuteness.

(Below) A soulstirring experience in singing.

Womlwind quartet, Eastern [llinois State Col-
lege, striving for finesse in performance.

Developing

Musical Understanding

In Teacher Training

“The most important objective of the training

program in music is development

for musical growth.”

by Leo J. Dvorak

N MOST schools of music, musical under-

standing is the result of study of a
series of courses in music. The objectives
of these courses are often unrelated to
the preparation of the teacher of music,
and, as a matter of fact, to the develop-
ment of musical understanding. Too often
the student is encouraged to devote his
collegiate career toward technical profi-
ciency in a performing media, or he mav
be intrigued with the gathering of en-
eyclopedic knowledges about music. Or
still further, he may spend his time de-
veloping a talent for composition or even
the art of the conductor. However, with
the need for making a living in the imme-
diate future, he grudgingly takes, or he
is advised to take, a minimum number of
methods courses in how and what to teach.
At the conclusion of all these irainings,
the student is vested with the baccalaureate
degree and a teaching certificate which
entitles him to teach. but often he has no
real understanding or feeling of how or
himtlhe i# to teach, except that his certifi-
:::;;;T;dn:nh-s that he is qualified to teach

The most important objective of the
training program in musiec is lh"l.-‘:llqlrlu'nl
for musical growth. James L. Mursell calls
attention to this in his book, “Education
for Music Growth,” when he says, “All
musical activities, eXperiences, :
and learnings should be
p.lunned as episodes in a process of mu.
sical growth. , . , All special achievements
and it‘ﬂ:l'l!'ll:r'lgl‘"l should be treated as means
for fostering it. The emphasis should al.
ways be on musical growth, It is the heart
of a well-organized scheme of music .r.duru.-

-~||r|+-;n'uri,
thought of and

10

tion.,” If musical understanding is the »
sult of musical growth, what then, is pere
sary in the training program which mas
lead to musical understanding? The imphi
cation has already been made that musicl
study does not necessarily result per =,
in adequately prepared teachers of musi
Certain fundamentals of music should b
reviewed and emphasized for the devely
ment of musical feelings and understand
ings in preparation for teaching. All mu
sical experiences can contribate loward
this objective if the learnings are poi
in this direction. It seems that first eo
'.“if'l-'“jllll "J!I'IIIII{ ht"" Eiven to the awar
ness of the student of a sound of a tom
A tone of good quality, in proper pitch a
at the proper dynamic level has aesthet
values. The root of musie is the single &
it is the beginning of the molding of tosal
expression and inspiration. Whatever els
the composer had in mind, his feelings or
meanings are molded into pure lone and
evolve into concepts of beanty through
{Irl’trlilt l'lHI:I'Mn-Ji[inu_ le _sturlrl‘:l =f "-I'i
learn to react to each single nole 2= he
would to the |p¢-|-l of a bell. It i= not Lhe
production of tone that is important al this
]'J“iill. but the sound of the tone after the
mechanics of production have taker place
The teacher must focus the student’s atter
tion to sound in order to arouse and de
velop aesthetic responses, Only then can 3
series of lones q{.l“-h.];. inlo a Ii-r.'..-':l:L'
melody and the melody stimulate to more
complicated reactions. Awareness of the
beauty of a tone and tonal combinations ©
the basis for aesthetic responses and fo
the development of musical understand
ing. (Continued on Page ¥
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rl"HF. NATIONAL Association for Amer-
ican Composers and Conductors owes
its being to a sincere American—Henry
Hadley- who founded the organization
twenty-one years ago and whose life story
reads like the American dream. Born in a
modest Somerville, Massachusetts, home
in 1871, he lived to fulfill his highest aims
and to become world-famous as composer
and conductor. A prolific composer of
music in all forms, he was one of the first
to write mood music for the films. He was
a charter member of ASCAP and one of
the few Americans whose operas have been
produced by the Metropolitan Opera Com-
pany. Seeking to inaugurate on these shores
a music center comparable to the Salzburg
Festivals, he founded the Berkshire Fes.
tivals selecting the Hanna Farm at Stock-
bridge for the first concerts and conducting
the orchestra there for two years hefore
the illness which caused his death in 1937
forced him to retire. The list of his personal
achievements seems endless, Yet he did not
confine his vision within the range of his
own orbit. What he stood for lives em-
hodied in the NAACC,

Henry Hadley was always a zealous eru-
sader [or American music but it was during
hi= first South American lour as gues
conductor that he noted a singular fact,
He was urged to acquaint himself with the
music of South American composers for in
no city below the equator did the local
performing society give a concert which
did not inclode a native work. It was an
illuminating experience to Hadley. An
opposite situation then existed in hi= own
country where European conductors and
managers employed by leading performing
societies of the United States disseminated
modern European cultures along with the
standard classical repertoire and where the
American composer was literally barred
from a hearing before his own public.
Hadley never again conducted a program
on which he was not permitted to include a
work ]r:. one of his l'ul!lj!l.'{li’ihl.-.

This was not enough. however, and in
late 1932 he called together a group of
friends and colleagues and proposed that
an organization be formed for the propaga-
tion of American music, Less than one
hundred persons met that evening in the
spacious Hadley Studio in New York City.
Some were musicians, some were engaged
in allied arts, some were laymen. But all
were Americans instinetively dedicated 1o
the fostering of a culture, long neglected.
It did not require Dr. Hadley’s compelling
personality to convince them this campaign
was long overdue, It had needed, merely,
a guiding spirit to set it into motion. The
guiding spirit. it must be recorded. having
presented the idea and having given il
momentum, rejected a proposal that he
accept office in the new organization.
Eliﬂ[ﬂ!'h'ri.—[il'u"}, he :~1r.1r|1r‘rl aside and
thereafter .||rEn'.1r+-|i nrli_l in advisory ca-
pacity when called upon to do so.
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(L.} William A, Schrocder, national president.
(R.) Henry Hadley, American composer,
founder of NAACC,

The NAACC

Comes of Age

The fascinating story of The National Association

for American Composers and Conductors,

one of the most influential groups

by Lillian Brunett

Thev called  themselves the National
\ssociation for American Composers anil
Conduoctors stressing the preposition “lor.”
It was nol to be a society of COmposers
ani conductors baanilesd Tngrlhr'r for mutual
benefit, It has, instead, a membership of
professionals and non-professionals who
work together to inculeate a more prideful
attitude on the part of the public toward
American music, for without that attitude
no culture can grow. From the beginning
there were Associate |non-music) as well
a= *'l'ﬂrl'h-iﬂlllu'll III1"II:|!H-r.-I||i|h. Fnr Ihll‘.q‘
who wished to contribute more than the
nominal vearly dues applicable to these
memberships, Sustaining and Life member-
ships were provided. Recently Student
memberships have been initiated so that
college students under the leadership of
faculty members can create chapters. The
first chapter of its kind resides in the
North Texas State Teachers College at
Denton, Texas. Under the direction of
Walter H. Hodgson, Dean of Music of the
College, the Denton NAACC has attracted
state-wide interest through its concerts of
American music. In the non-student cate-
gory there is the Washington, D.C. chapter,
Mrs. Virginia Rellwage Collier, Regional

in the American music scene.

President. The Washington NAACC’s note-
worthy concerts are given at the National
Arts Gallery in the nation’s Capital.

In the past six years, during which
time Robert Russell Bennett was National
President, the NAACC has achieved its
greatest membership growth with one
thousand members in forty-eight states,
with two active ch
process of formation—notably the chapter
of the state of Indiana whose advisor will
be Dr. Fabien Sevitzky and whose proposed
execulive board lists some of the most
distinguished educators of that state.

Charter members also stressed the word

apters and others in the

“American” of the title in it= all-encom-
passing meaning. It was early decided tha
to promote contemporaries, exclusively, was
to take a limited approach to so wide a
horizon. On the theory that what is con-
temporary today will not be contemporary
to the twentyv-first cenlury—nor is il con-
temporary with the early American scene

the NAACC is pledged to give a cross
section of all American music.  This
policy often directs the Program Commit-
tee, responsible for producing the Town
Hall concerts, to library shelves for earlier
works which have (Continwed on Page 52
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Comical

Opera

OBODY has to be told that grand opera

is fundamentally serious. Jealousy,
rage, sorrow and despair are its main in-
gredients, because true comic operas are
the hardest to write, But dramatic opera
has its funny moments, too—unconscions
ones that cause dismay to the performers,
even while they lessen the tension of the
listener. Opera thrives on illusion. And
when that illusion is shattered by a Madame
Butterfly, <o buxom—the word is inade-
quate—that the philandering American
naval lieutenant has to embrace her in sec-
tions. grand opera may well border on
insanity.

Happily, those days when a slim voice
failed to correspond to a singer’s figure
arc disappearing into the past. Operatic
accidents do occur, though, and never fail
to amuse the music lover, no matter how
deep-rooted is his love for the art, nor how
tragic the consequences for the artist.

Take, for example, the Cincinnati Sum-
mer Opera. In the early 1920°s this flourish-
ing plant of Mid-West culture was nothing
but a feeble seedling. The singers, who
more often than not, were recruits from
second string companies or young hopefuls
learning the ropes, sang all the operas in
the repertoire for the entire 8-weeks' sea-
son, Opera students from the local studios
assisted in the secondary roles. Others
helped along in the makeshift chorus,
Under such conditions. it was strange that
more mishaps failed to oceur.

There was the time when Falentine, prac-
tically shirtless, misjudging a cue, rushed
on stage a hundred measures before Faust
and Mephistopheles were expecting him,
Even Goethe's Devil was unprepared for
this appearanee. Later on in the same sea-
son. during “Romeo and Juliet.” Mercutio,
angered at Tybal’s aimlessly waving sword,
neatly clipped off his opponent’s wig—
taking along with it the toupee beneath it.
(n another occasion, Lohengrin's swan
resisted all the cfforts of the property men

hy LOUIS JOHN JOHNEN

Not everything that happens on stage

is called for in the score of the opera being presented.

to budge it, until with a lurch the heavenly
bird scurried clear across the stage into the
opposite wings, without waiting for the
knight, its head wildly flopping from side
to side.

Wagner's swan secms to be the particular
butt of opera’s wayward gremlins, In Cas-
sel, Germany, one time, the direction had
inserted the original, uncut Lohengrin's
narrative in the last act, for hyper-historical
accuracy. A guest tenor, although primed
for the unusual oceasion, forgot his instruc-
tions in his excitement and reverted to his
accustomed way of singing the aria. The
stage hands, expecting another ten minutes
of leisure, were startled out of whatever
they were deing to hear the chorus shout-
ing, “Der Schwan! Der Schwan!"™ But there
was no swan. Suddenly the Holy Grail taxi
swooped out of the background of the
Scheldt River, made the curve on one wing
and swept to an abrupt stop in the fore-
ground to startle the knight as well as the
audience out of their composure.

The distressed bride of Wagner's Knight
of the Grail had her bad luck in Cincinnati
some years later. It was not enough that
a moth, distracted by the stage lights, found
refuge in Elsa’s mouth during a wide-open
high note, and emerged as mangled as the
B-flat. No! the property man had forgotten
Lokengrin's sword in the Bridal Chamber
scene. All that Elsa could do, when the
murderous Telramund broke in, was to go
through the motions of handing over the
weapon, while Lohengrin could only point
viciously at the villain—who |rr-rm|ri]\' fell,
mortally wounded, 3

Almost the same thing happened in 1927,
the year that. E_'zlu:-stn Cleva first came 1o
the Cincinnati Summer Opera as conductor
of the ?ﬂl"tﬂrpnlrlnn nlwﬂ; Chorus and vocal
coach. We _were performing “Pagliacei™
and I was singing Silvio for the first time.
At a certain chord, Sifvio is supposed to
drlup dead after being stabbed by the de-
ceived hushand, Canio, Unfortunately,

when the fateflul momeot arrived, Canio
was nowhere near Silvio. But | dropped,
nevertheless. The next day one of the local
critics asked me if death had been due 1o
heart failure or just plain fright—a very
shrewd ohservation, to tell the truth. At the
second performance, however, | waited
dutifully for the meortal blow, then fell like
a sack of potatoes down the seps of the
little stage-on-the-stage and was black and
blue for days afterwards,

And never will 1 forget my first Herald
in “Lohengrin.” The local chorus was sing.
ing in English, the principals in ltalian.
lliness of the Herald caused conductor
Ralph Lyford's choice to fall on me at
very short notice. The Italian scores were
all in use, and 1 had to learn the part in
German. That moment when the curtain
rose and the Herald strode to the footlights
was like the last steps to the executioner’s
block. For the Herald's memory was an ab-
solute blank! There had been no stage re-
hearsal; the prompter’s score was in Italian.
Happily, prayer and a merciful providence
saved the situation just as the conductor's
baton descended on the beat,

Once the premier danseur in “Lakme
almost blew up the performance. too. He
was no longer young or slender. Stationed
as an idol at the door of the temple, clad
in nothing more than Prussian Blue paint,
a ecarlet breech clout and nipples, he
was a picture to behold—especially when
the picture began to dance and the colors
to run in the soft, summer night, leaving
white patches among the blue and red, The
party of British sightseers, viewing the
débicle from the front of the stage, was
almost driven into hysterics when one of
the archestra men, close to the footlights,
held up a small professional copy of the
T"‘:“-‘f song hit for them to see. Its title:
g | ve Got the Breakin' Out Bloes.”

Unconscious operatic comedy is not, how-
ever, confined to Cincinnati, fn the Cassel
Opera House, (Continued on Page 33)
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An informal rehearsal pose

rl‘HE ARTIST'S program forms his sole
means of communicating with his au-
dience,. Whatever ideas he has in mind,
whatever emolions he wishes to stimulate,
e establishes his points through the mate-
rial he selects and his manner of projecting
it. Thus, a good program is never a hap-
hazard affair, thrown together aceording to
impulse. It represents the most careful
study. In my view, program building de-
pends upon two clements: the taste of the
audience, and the artist’s grasp of the mu-
sic of his field.

To talk of gauging programs lo audience
taste can open the door to f'nntnn‘r_'rs_\'i.
Should not the artist be free to sing any
music he loves and believes in? The answer
is an emphatic Yes, If he is considerate,
however, he will not use this freedom to
impose his own tastes on hiz public, regard-
less of theirs, Rather, he will search among
the songs he loves and believes in so that,
without sacrifice of standards. he may
bring his hearers music that they maost
enjoy. We all know that tastes vary: that
in certain sections there is o preference for
L!'ﬂfﬂ. in others, a Erll'[*'rl'll!'i' for lljrl'rt‘llin'
arias, ete, These varving tastes have noth-
ing to do with the value of the music.
Keeping well within the framework of rood
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William Warfield with his accompanist, Dtto Hers

One of the best known
vocal artists before the
public today gives,

from his wide experience,

valuable pointers on

Building Programs—
and Singing Them

From an interview with William Warfield secured for ETUDE

by Myles Fellowes

music, and witheut thought of either
“playing up”™ or “playing down,” the singer
should acquaint himsell with audience
preferences. For instance!

For my début recital in Town Hall, New
York, 1 offered a program calculated to
meet the tastes of the most cosmopaolitan
and, perhaps, the most critical audience in
the world. | chose Lieder, French songs,
some pre-Bach works, and included only
one group in English, For my community
concerls lllrnug}mu[ the less 1'u_-nm]ruli!a||
areas of the country, | varied the selections
without altering their quality. I chose my
classic numbers [rom works of Bach.
Handel, and Purcell which were in Eng-
lish: my second group combined French
and German works: the middle section con-
sisted of arias: and the entire second half
of the program was in English. (I avoid
Lieder in English; poem and music are so
closely related that 1 think they lose in
translation.] These programs included sev-
eral languages: none of the selections was
“light,” vet all were geared to audience
tastes withoul loss of integrity,

In passing, | might mention the curious
situation which obtains in New York and
nowhere else. All performers know that
there a singularly knowledgeable audience

is. augmented by a group of singularly
knowledgeable critics who must also be
taken into account! Thus, one might say
that in New York, programs are geared
to critics and audience—elsewhere. o au-
dience and critics,

To return to the program, another point
to remember is variety. Slow works are
best followed by faster ones. Successive
songs should be sung in different kevs,
Without being actually aware of it. one
fecls a slight boredom in hearing three or
four songs all in the same key. It is wise
to vary musical types and styles and lan-
guages. The second half of the program is
lighter than the first, especially in the final
group. This year’s final group often s erves
as the source of next year's encores!

In steering a course among these various
considerations, 1 tey to put myself in the
place of my hearers. Most of them are mu-
sical laymen, loving music, secking beauty
from it, but not regarding it as does the
professional. Thus, in trying oul songs,
my yardstick is never a preconceived label
—old, new American, foreign, ete.—but
the appeal the song is likely to make to
the music-loving layman. Also, I test out
the “old chestnuts” to discover what it
is which has (Continued on Page 51)
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We Must Find the Answer

Part Two

by LOUIS SHENK

Did you ever think of

a word as a sentence of sounds? It's

an interesting thought that's developed here,

HAT has for many vears heen referrved

to by authors and music critics alike
as a “too open” tone is, in fact, not at all
open but simply a case of a top open mouth
accompanied by a restricted throat result-
ing in what should be classified as a strident
tone. Perhapz a bit of deductive logic will
help to clarify this erroneous concept of
what sctually constitutes an open tone.

We will readily agree that maximum
resonance is required to establish a true
or correct estimate of the tonal possibilities
ol a human voice, a bell, a drum or any
other caze in which resonance is a factor.
In the case of the human voice this implies
and demands that all available resonating
space be utilized simultaneously. It thus
becomes clearly evident that the only pos-
sible way to produce a truly open tone is
to ulilize all of the available resonating
spaces: namely, the oral (mouth and
pharynx) area and the head and nasal pas-
sages, which naturally implies that the
tonality i= emitted through the oral and
nasal passages al the same fime. A scien-
tific test of this truism will reveal that it
represents the only possible way to achieve
maximum tonal freedom with its resultant
tonal heauty,

In addition to this inspiring discovery,
it will be found that the marvelous provi-
sions of Mother Nature in the matter of
tonal nuance in singing and in impersona-
tions will now become apparent through
the magic of intuition.

Consonants. Voeal and Not Vocal

Though the listing of consonants has for
many vears been familiar and in general
agreement, yet a careful analysis of their
function relative to word formation and
the tonal qualities of the vocal aspirates
and explosives seems advisable,

Avoiding all unnecessary technical terms
which tend to confuse rather than clarify,
let us proceed to the examination of this

greatly underestimated, and much neglected
group of sounds,

It must be clearly kept in mind through-
out this phase of our studies that vocal
consonants, like the vowels, must be re-
garded as characters of sound and must
nol under any circumstances lose  their
identity.

Consonant Classilication

First. the aspirates which are always
vocal: “M” as in me, “N” as in knee, “L"
as in lea, “R” (trilled) as in ring, and
“Ng” as in sing. The voeal and not voeal
aspirates are: “Th” as in thee, and *“th™
as in thin; “V" as in vain and “f" as in
fain; “Z" as in zoo and “s" as in sue:
“IWT as in azrure and “sh” as in shall. In
listing the explosives, both vocal and not
vocal, an important observation regarding
the letter “G” should be made. In word
formation it becomes, let us say, identical
twins due to the fact that in tonal fexture
and in duration of sound it is identical.
The idea of the “hard” and “soft™ G is
completely in error. So, we have “G” as
in Joe and “G” as in go; when uttered
with exactly the same emphasis, they are
vocally exactly alike. Voeal and not vocal,
they are: “G” as in Joe, and “ch™ as in
choose; “G" as in game, and “k” as in
came; “B” as in ball and “p™ as in Paul:
“D" as in dare and “t" as in fare. The
two sounds, “H"™ as in Hey! and “wh™ as
in what, must be uttered in the shortest
and most incisive possible manner., The
“Wh™-Hoo as in What, (Hoo-ah-t) care-
fully avoiding the gust of air which usually
precedes the H or Wh sounds. It is inter-
csting to note that each letter of our alpha-
bet contains two sounds. with the exceplion
of a—o—e, and the Y which contains
three vowel sounds (oo—ah—e|. and the
W embodying the statement—*Double
e-00 (U)." In word formation the “Y™ he.

s 1. ¥ 4
comes “ah—ih™ as in by, “e” as in you

(e—oa) and “ih™ as in party (p—ah—
rt—ih}, while in many instances it is com.
pletely silent, as in day (mot dae), may,
ele. The letter W in word formation re
taine only the “oo,” as in wav (os-al,
was, will, ete., and like the Y, is in many
silent, as in flow
Flu“. bestow, ele. Please
note that here again the additional vowel
sound (ool s0 often heard in this word
group is not only superfluous, buot, artisti.
cally speaking. is forbidden.

instances  completely
| rand "-Ilhl"ul_

Word Formation

A word, with the exception of a few
monosyllables, mav be said to consist of
a4 senlence of 'Il”lﬂlf'l iu rﬂu'lh the =ame
relalive manner as a sialement consists o
a senfence of words, It will of course, be
quite illl}mt-i!lh' Lis ;|.1h'-1|u.1[rh convey Lhe
merits of our word m:al,.-ain in wriling.
Therefore, a general idea of its effective
ness in lhe absence of the opportunity 1o
demonstrate the widely varied sound com-
bination must suffice. Here are a few point-
ers which are of the utmost importance.
They must be kept in mind and strictly
abserved. First, ’:nu-r] singing demands that
all voeal consonants prﬁ'wiing a vowel be
sounded on the evacl same ;u'.'-'-'l as the
vowel which follows and that, with the ex-
ception of *R.,” all not vocal consonants
I'"-"l'i‘flill{-'.' a vowel or vocal consonant, be
uttered completely independently of the
'HH"II-I 'Wllfl.‘h fn“llug._ 5:1'.':“&_ i|1 _-ill:.'ill}:
the English language, vowels and conse-
nanls llu il "]l.l._. Thi'i u“!}kaiin;: !1r:l:|i-'l:'
may be said to be strictly American, nola:
bly in words ending in M. N, or Nz
producing what has aptly been termed
“The American Twang.” Undoubtedly, the
most controversial of these word groups
will be the words in which the “Ah™ ap-
pears, as in Hand, Land, Demand. ete. Here
the British have a distinct advantage in
custom of speech (Continued on Page 64
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A section of the 1954 Western State Music Camp Orchestra show-
ing the five wood wind plavers immediately back of the conductor

F THE STRING CHOIR is accepted as
the “soul of the orchestra,” then the

wood-wind choir can certainly be consid-
ered the heart of the orchestra. Although
the stringed instruments are called the back-
bone of the modern orchestra and the
string family is largely responsible for the
original development of the present day
orchestra—professional or amateur, the
heart beat and color of this musical group
usually originates from the wood-wind sec-
tion. Acknowledged by conductors and
master orchestrators alike as the mosl ver-
satile of the instrumental choirs forming
the modern symphony orchestra, the wood-
wind family is assuredly at the very heart
of the orchestra from many poims of view.
Each of its members is first and foremost
an individoalist, and it is from this array
of varied colors that an orchestrator can
draw his grealest power lo communicate
the many variations of sound and emotion
that are possible when the orchestra sings
its song,

The individual instruments of the wood-
wind fut:1il1_. do not resemble each other
neatly as closely as do either the strings
or the brasses, The string and brass fami-
lies both are more homogeneous in charac-
ter of tone and in the nature of their tone
production than the wood-wind group.
Some “wood winds" are not even made of
wood today, yet all had wooden bodies
originally, The very manner by which tone
is produced in the various wood winds
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causes much of the difference. The fute,
“coloratura soprano™ of the family and her
half-sized sister, the piccolo, both produce
sound by a performer blowing breath
across an opening in the head joint. This
vibration principle was discovered thou-
sands of years ago when some unknown
Neanderthal man noticed the soft sound
produced by the wind blowing across the
top of a hroken reed, The Greek story of
Pan and Syrinx depict this same principle
in a very early age of history, We have all
heard it claimed that the Aute is the oldest
wind instrument known, but too often we
fail to realize that it was Theobald Boehm
in the 1830°s who }n'l'f(‘t‘lr."il a crude wooden
tube into the modern instrument we now
know as the flute.

The oboe, “Lyric soprano™ of the wood-
wind family is often the soloist when an
orchestra plays, If a composer wishes to
depict the calm and peacefulness of a pas-
toral scene, it is usually the oboe that car-
ries the leading role. The larger and
ﬂrP]n*r-ulii'i'il gister of the oboe, the Cor
Anglaise (angle horn), more commonly
called the English Horn, is the alto voice
of the oboe family and possesses a sound
that is dreamy and tender with a somewhat
plaintive sorrowful quality.

The clarinet, “dramatic soprano™ of the
choir, possesses a greal range of tone and
volume, It very often vies with the violin
in importance in solo passages. In its lower
chalumeau register the tones are haunting,

ORCHESTRA DEPARTMENT

W oodwinds-
the Heart
of the Orchestra

Would you like to know something
about the various instruments in the
wood-wind section of an orchestra? Here's an

interesting story about them.

by Ralph E. Rush

mellow and sometimes menacing, while in
its clarion and altissimo registers il sings
out in clear warm sounds. A larger brother,
twice the size of the soprano clarinet, is
well known as the bass clarinet. Often this
deep-dark toned instrument carries the
leading melody when describing sepulchral
scenes,

The grand-pa-pa of the wood-wind family
is the bassoon, a strange looking wooden
pipe of approximately eight feet in length
which has been doubled back in its tube
length. This tenor-bass voice of the wood-
wind choir can sing in a serene and beau-
tiful manner or can produce hollow-dry
tones, frequently rather comical sounds,
that have given cause for its nickname, “the
clown of the orchestra.” A deeper pitched
great-grandpa, which sounds an octave
lower than the bassoon, is called the Contra-
Bassoon and is capable of the lowest sound
produced by the entire orchestra, This
double-bassoon furnishes foundation tone
in tutli passages, but is not often given a
solo. It is seldom found in school groups.

The French horn, although a brass in-
strument, is often associated with the wood
winds because of its mellow blending tone
and also for the reason that from the very
beginning of orchestral times, the oboes,
bassoons and horns have been used in
pairs and in combination to produce many
of the most characteristic orchestral sounds,
The French horn, so named because of

its historical (Continued on Page 47)
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What

Became

of Lubeck ?

m O} MANY voung musicians imagine that

all they need to secure life success is a
fine assortment of press notices and a few
laudatory letters from very important per-
song, that we are prompted to write this
editorial about Erpest Heinrich Liibeck,
piano virtuoso. Read what Hector Berlioz
wrote about him to a violinist friend in
London in 1856:

“Permit me o present to you the cele-
brated Dutch pianist. Mr. Libeek. His tal-
ent is altogether extraordinary, not merely
because of his prodigious technique, but
because his musical stvle is irreproachably
excellent. 1t is his spirit and zest, combined
with balance, his strength united with dex-
terity, it is dazeling and resilient. like the
blade of a sword.”

Here was the appraisal of one of the
most hrilliant composers of his day upon
a voung contemporary, Could he have said
more about Liszt, Chopin or Rubinstein ?
Bot what became of Litbeck? The writer
doubts whether any subscriber to ETUDE
has ever heard of him, Did he die yvoung?
Did he have an unfortunate personality ?
Was he the victim of vice, scandal or
crime? Perhaps Berlioz wrote the letter
under the influence of a good bottle of
Chateau Yquen. Perhaps he, Berlioz, might
not have been a judge of piano playing.
The only instruments he himsell could play
were the flageclet and the guitar, and he
wasn't oo expert with them. He did, how-
ever, have a marvelous grasp of the great
tapestry of music which won him the title
of “the Father of Musical Art.” After some
considerable sleathing the writer found that
Liibeck once toured America with a certain
amount of success. He then went to Paris
where he settled down for some years as
a teacher of piano, He died at the age of
17 and is now forgotten. Chopin died at 39
and is now immortal,

The main difference between Chopin and
Liibeck was, of course, that Liibeck was an
interpreter, while Chopin was an incom-

purnh],c COIMposer. The fame of the F.-r_t'“t
creative worker is always more enduring
than that of the interpreter. Compare, for
instance, the fame of the celelirated actors
of history, Forrest, Salvini, Booth, Irving,
Bernhardt, Rachel, von Possert and Duse
with that of Shakespeare, Goethe, Molicre,
or even George Bernard Shaw.

The fact that impressed the writer about
Berlioz” extravagant appreciation of the
performance of Liibeck was that it was a
part of a letter addressed to an influential
violinist-friend in London, urging him to
secure musical engagements for the pianist.
A greal many young artists and teachers
place far more stress upon letters of intro-
duction and press clippings than they do
upon their own worthiness to succeed.

The value of a letter of introduction is
conditioned by three factors: first, the
prominence, integrity and established judg-
ment of the writer of the letter; second,
by the genuine, demonstrable talent of the
teacher’s performance or composer; and
third, by the consummate Iraining of the
young artist, entitling him to suceess,

The writer knows of a young singer who
came to New York City from the northwest,
with letters and press clippings from well-
known music critics praising her in the
most laudatory terms, even comparing her
with Galli-Curci and Lily Pons. Actually
she had a somewhat boisterous, bravado
type of voice, inclining toward that of
Martha Rave. which of course, while it is
an assel to the comedienne, could not fail
to be a liability to a prima donna. Her
recital at Town Hall and the subsequent
newspaper “slaughter” by the critics, wiped
out at once her ambition to become a great
artist. She reported to the writer that her
parents had paid thousands of dollars for
her musical training and her Right inte
the field of vocal art. She had heen en-
couraged by incompetent critics and mer-
cenary teachers to continue her lessons
with a professional objective, A real vocal

An Editorial

by JAMES FRANCIS COOKE

expert could have told her at the start that
any thought of a career as a singer was
impractical. Incidents of this type have
damaged the repute of many worthy teach-
ers of singing. Nothing can be done 1o
correct such an abuse, except to warn the
general public 1o ascertain the standing of
a voeal teacher for producing pupils whe
have “made good™ professionally.

The study of singing may become a very
jovous and profitable means of mental and
spiritual release as well as a priceless factor
in the physical welfare of the student. The
effect of all vibrations wpon the human
body while not as yet scientifically com-
putable, are known to be of great impor-
tance to the individuals. The ability 1o
sing effectively and impressively for one's
friends and in choral groups is a precious
asset and alwavs repays the non-profes
sional vocal student personally and socially
for his preparation.

Young aspiring professionals look upon
letters of introduction with the idea that
what they really need is some kind of 2
“pull” or “influence.” A few people may
be influenced by such letters. The greater
nurber of busy men and women dread let-
ters of introduction, because they realize
that they are only too often the writer's
way of dismissing a persistent applicant
with undetermined ability. Of course, when
distinctive ability is manifested one is only
too glad to give a letter of introduction to
assist a really deserving individual.

One thing certain is that if the young
singer or the young teacher has what is
called in the popular vernacular “what it
takes" the real ecssentials of success are
so evident that they cannot fail to be
properly recognized and abundant oppor-
tunities await them in this amazing age.

The writer knows of another singer of
high personal character, alluring appear-
ance, good health, who in her girlhood was
fearfully handicapped by an ailing mother,
who had no means (Continued on Page 56
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MPORTANT in holding a program to-

gether is some organizational plan which
provides continuity within the series of in-
dividual items. One of the most obvious
and convenient is that of chronological
sequence (see Program Building, Part Two,
“Repertoire,” ETUDE, January 1935).
There are various types of thematic schemes
which also can be adopted as unifying ele-
ments. The following program is one pre-
sented by the music department of a small
high schaool:

“CHRISTMAS MUSIC
OLD AND NEW™
Group 1
“The Manger Throne™
fDuring the singing of these numbers,
@ pantomime was enacled depicting the
Virgin at the manger and the approach of
the Three Kings to present their offerings
to the newborn child.)

0 come, all ve faithful Reading
Silent night! holy night! Gruber
We three kings of Orient are Hopkins
From the Orient Old Portuguese
0 litthe town of Bethlehem Redner

Christmas Scripture
Group 11
“The Christmas Greens”

{During these numbers a group of sing-
ers was arranged in Christmas tree forma-
tion. Platforms were arranged as indicated
herewith and singers placed thereon so as
fo suggest the shape of a tree. Each row
was somewhat shorter than the row below
and was about eight inches higher. With
the stage darkened and flashlights held by
each singer so that only his foce was illu-
minated a very effective stage picture was
produced., )
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CHORAL DEPARTMENT

Program Building

Part Three: “Thematic Schemes”

by George Howerton

0 Christmas tree

{0 Tannenbaum )
0 fir tree dark
The holly and the ivy

Christmas Readings
(Medieval Poetry and Legends)
Group 111
“Yuletide Songs by Yuletide Light

(The singers were arranged in conven-
tional formation and dressed in choir robes;
the stage was illuminated with candelabra
alone. One can employ actual candles or,
preferably, for reasons of safety, electrical
devices., )

Old German
Old Swedish

Old French

God rest you merry,
gentlemen

Wake! O wake!

The three ships Old English

The first nowell Old English

Modern Christmas Poems
Group IV
“Christmas Music of Today"”

fIn this group the girls wore formal
dresses in solid colors of pastel shade and
the hays wore dark suits, white shirts, and
dark four-in-hand ties. These were worn
under the robes used in Group Il so that
a complete change of stage picture and
effect was made by bringing up the stage
lights quite high and throwing off the dark
choir robes.)

Old English
Old Spanizh

Everywhere, everywhere Christmas

tonight Nevin
Sleep, holy babe Snow
I hear along their street Mackinnon

The general thematic scheme of this pro-
gram can be extended and the musical con.
tent elaborated to any desired degree of
complexity, Even a fairly routine choral
concert can be made more interesting to
the audience if the various group selec-
tions are so presented as to focus the at-
tention of the listeners to the central idea,
A scheme of this type is indicated below:

I. Three Old Church Tunes

a. Russian hymn Lvof
b. Merrial Barnby
¢. Lyons Haydn

I, Songs of Sentiment
a. The ash grove
b. Sweet and low
c. Flow gently, sweet Afton
d. Drink to me only with
thine eyes arr. Dunhill
1. Compositions by Modern Writers

Welsh Folksong
Barnhy
Spilman

a. Kye song of St. Bride Clokey

b. Requiem Bantock

c. A |'i||p-|' carol Smith
IV. Music for Christmastide

a. The weeping babe Jewell

b. A Christmas song of the
plantation Gaul
c. Sleeps Judea fair Mackinnon
d. All hail the Virgin's
Son Dickinson
A vesper concert for a church is here
outlined :
L Music By An 18th Century Master
A Cappella Choir
Selections from the motel—
“Jesu, priceless treasure” Bach
Chorus: So there is now no
condemnation
Trio: Thus then, the law of the
Spirit
Chorus: Death, T do not fear thee
Terzetto: If therefore, Christ
abide in vou
Choral: Hence, all fears and sadness
I. A Modern Composition
5rrmf| |':u.-=4'l1th!|‘
Rize up, my love Willan
ITI. Contemporary Choral Writing
A Cappella Choir
a. Jesus and the traders
Kodaly (Hungarian)
b. Nocturne Bantock i English)
c. The three kings
Willan (Canadian)
d. Praize ye the Lord
Pantchenko ( Russian)
(Continued on Page 58)




Reviewed by
PAUL N. ELBIN

Clementi: Symphony in . Op. 18, No. 2

No chamber orchestra active today ex-
vells the Firtuosi i Roma in purity of
style and general excellence of performance
when it comes to music of the 17th and
lith centuries. As one of its special art re-
leases, RCA Victor has brought out an
HMV et containing Firtuesi performances
of Clementi’s long-lost Symphony in D,
Corelli's Concerto Grosse in D, Op. 6, No,
i, and Vivaldi's Concerto in F, Superbly
plaved and successfully recorded, this pro-
aram is strongly recommended. (RCA Vie-
tor LHMV-2)
Bellini: Yoraa

It would be ecasy 1o pick flaws in the
La Scala production of Norma, but the over-
all excellence of the recording would be
hard to equal. Maria Mencghini Callas is
a brilliant Norma. Despite [requent un-
pleasant tone quality that foreshadows vocal
difficulties, Miss Callas’ ability to stand up
to an emotional situation makes her a sing-
ing actress of the first rank. Ebe Stignani
(Adalgisa), Mario Filippeschi ( Pollione)
and Rina Cavallari (Clotilde) sing their
riles with distinction, though Nicola Rossi-
Lemeni (flroveso) is nol so successful,
Tullio Serafin, conducting the orchestra
and chorus of Milan’s La Scala. rates sin-
cere plaudits for an artistic integration of
forees. (Angel 3517C—3 discs and Italian.
English libretto)
Brahms: Song Reeital

You are going to hear more ahout Nell
Rankin, for this young American con-
tralto, who already has sung at the Metro-
politan, the Vienna Opera and at La Scala,
is a sensitive artist with a beautiful vocal
instrument. Her Brahms' recital. made with
the coaching and accompanying help of
Coenraad V. Bos, is a program of uncom-
mon heauty—fortunately reproduced with
silent surfaces and the musician’s type of
hi-fi. Included are In Stiller Nacht, Sand-
minnchen, Two Songs for Contralto with
Viola Obbligato, and Ernste Gesange, Op.
121. {Capitol P 8289)
Vivaldi: Four Concertos

The dozen young ltalians who call them-

Dy, Paul N. Elbin

selves | Musici are never sloppy in their
Vivaldi playing, but their approach in this
recorded program is so personal as to sug-
gest the nineteenth century. Angel’s know-
ing engineers have tailored studio acoustics
accordingly, Listeners who dread any hint
of coldness in baroque playing will enjoy
I Musici performances of these four Vivaldi
concertos: D) Minor for Strings and Cem-
balo: D Minor for Viola d" Amore, Strings
and Cembalo; D Major for Violin and
Strings; and A Major for Strings and Cem-
balo, {Angel 35087)
R. Stromss: Ein Heldenleben, Op, 40

Full of the tonal richness on which most
exciting hi-fi thrives, this disc is one of sev-
eral introduced by Columbia to demon-
strate what brilliance and depth of tone a
virtuoso orchestra and a top-notch record.
Ing company can realize, In “A Hero's
Life,” Ormandy and the Philadelphia Or-
ulhrstu have room to expand in every direc-
tion and no opportunity is neglected. As
much can be said for the companion
Scheherazade (ML 4888) and Gaité Pari.
sienne (ML 4895). Not long ago discs far
inferior to these were reserved for hi-f

demonstrations. ({ Columbia ML 4887)
Telemann: 12 Foantasios for Herpsichord

Inspired by the barogue revival, Yox has
undertaken the recording of all 36 fantasias
by Georg Philipp Telemann, whose birth
occurred in 1681, The first dozen, writtes
in Gernan 2ty le in contrast 1o others written
according to French and Ttalian tastes, have
been recorded by Helma Elsner on a New
pert harpsichord. Elsner invests Telemann's
short fantasias with both style and vigor,
and his instrument records well. (Vox PL
8680)

Shostakovitch: Symphony No, 10 in E

Minor, Op, 93 4
Columbia lost no time after the American

premictre of this symphony (October 14,
19541 o make it available on a Master
works dise, While debate continues on the
meaning and importance of the work. the
sincere premiere performance of the New
York Philbarmonic Symphony under Mi-
tropoulos remains for hearing and study.
The vigorous composition's deeply tragic
trend is well served by a distortion-free
recording that accounts for every section
of the orchestra without once disturbing
the essential ensemble. (Columbia ML
4959)
Kathleen Ferrier Broadeast Revital

Everyone involved in producing this 10-
inch disc (London LS 1032) has agreed
that all prnﬁt:t shall go o the Kathlesn
Ferrier Cancer Research Fund. The pro-
gram is a B. B. C. broadcast by Miss Fer-
rier, June 5, 1952, a little more than a year
before her death. Ten happy songs by Eng-
lish composers make up the recital, for
which Frederick Stone served as aCCOmpa-
nist. Admirers of the greal En!:]i:-h -
tralto will be glad to know that her famous
recording of “Three Riickert Songs™ by
Mahler, with accompaniment by the Vienna
Philharmonic conducted by Bruno Walter.
is available now on a separate 10-inch LP,
London LD 9137,
Beethoven: Fidelio

Toscanini's memorable Fidelio broad-
casts of December 10 and 17, 1944, have
produced a re- (Continued on Page 61)
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Part 2

Clarinet and Harp music at National Musie Camp, Interlochen, Mich.

ERHAPS it may seem superfluous to

reiterate that a clarinet of good quality
is a prerequisite to the progress of every
student of the instrument. However, if we
will but examine the thousands of clarinets
of inferior quality that are being performed
apon daily by not only beginners, but ad-
vanced players as well, we undoubtedly
will agree that the selection of the clarinet
is of primary essence in directing the stu-
dent to his ultimate performance goal.

Sinee voung students of the clarinet are
nol usually qualified to evaluate or test
the deficiencies or merit= of the instrument,
it is only natural that they should seek the
advice and counsel of their teachers when
making their selection of an instrument.
The sincere instructor will look upon such
an obligation as a duty and service to his
students and by such assistance will not
only contribute to his students” wellare and
progress. but to his own personal reputa-
tion as a teacher. This is particularly so
when the student is a member of the teach-
er's ensemble groups, in which the ensemble
tone, intonation, and general playing quali-
ties can be only commensurate with the
qualitics of the particular ensemble in-
struments,

Such services will naturally place defi-
nite responsibilities upon the teacher. First,
he must be qualified to properly test the
instrument, which means that he must be
a fine clarinetist and able to judge the
instrument on its response, its evenness of
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The Study o

the Clarinet

We learn something of the
various parts of the instrument
and the points to be checked

in selecting a clarinet.

by William D. Revelli

production. tone and intonation in all
registers; the quality of the wood, keys,
pads, and general mechanism; its dynamic
range and control; the qualities of the
mouthpiece, the ligature, and all other
accessories,

The teacher must also be concerned with
the student and his worthiness of a superior
instrument. Among the obvious, but highly
important points that deserve consideration
are: the age of the student, his native mu-
sical talent, adaptability for the instrument,
tenacity and study habits, parental interest
and support. In the majority of modern
school instrumental programs. the student
is provided the opportunity of renting at
a nominal fee the instrument of his choice:;
hence, the student who so desires may test
his adaptation for the clarinet and pursue
his studies upon it without undue expense.
Unfortunately, such instruments are fre-
quently of inferior quality and even more
often they are found to be in an unsatis-
factory siate of preservation.

Another obstacle, prevalent among many
parents, is the unfortunate concept that
“any instrument is good enough for the
beginner,” and accounts for much of the
faulty playing to be found among voung
clarinetists. Another parental point of view
that is erroneous, though widely exploited,
is the theory that “an inexpensive instru-
ment will suffice until Jim learns to play,
then we will purchase a good one” Un-
fortunately, such parents inadvertently are

delaying Jim's progress and may be re
sponsible for his eventual failure as a stu-
dent of the instrument.

The alert and responsible teacher will
confer with Jim's parents, advise them of
his potentialities, and if he is worthy of
a fine clarinet, do all possible to assist them
in the selection of a quality instrument. If
all teachers, parents, and students will come
to realize the advantages of a fine instru-
ment and if each will make every effort
to select only instruments of quality, then
and only then will the performances of the
students and ensembles show the improve-
ment of which they are capable.

The Satisfactory Clarinet

For the young beginner, it would seem
that the metal or ebonite clarinet is most
desirable, providing that the instrument is
of good f|l|F.|!il".1 responsive and accurate
in its intonation and construction. We must
realize that the beginner lacks proper
knowledge or experience in the problems
concerned with instrumental care: hence,
it seems only logical that cerlain aspects
of performance must give way to the more
practical elements for which the metal or
ehonite clarinets are noted. Todav's market
includes several metal or composition clari-
nets of excellent quality, and once again
emphasis must be made that it is the teach-
er's responsibility to properly inform his
students that such instruments are available
and satisfactory. (Continued on Page 57)




How good is

your Musical Memory?

Sergei Rachmaninoff
(1873-1943)
+ + His mind wondered from
the score

NE DAY when Sergei Rachmaninoff

played his Rhapsody on a Theme of
Paganini, the conductor Eugene Ormandy
noted that the pianist had departed far from
the score and was wandering from one
modulation to another in a curious way.
The pianist was in great distress, Ormandy
quickly indicated the next tutti to the
orchestra, and with the first note Rach-
maninofl’s memory functioned again.

He said that he nearly always got in
trouble at that particular point in the
Rhapsody because the first time he heard
Moiseiwitsch play the piece he, too, went
gstray al that particalar point.  Rach-
maninoff ever afterward had great diffi.
culty getting past the measure in which
Moisciwitsch had made his error without
doing the same thing himeelf,

This lapze of memory of Rachmaninoff
always seemed very strange to Charles
(’Connell who told the story, because he
considered Rachmaninofl a man with great
powers of concentration and fierce ego-
centricity.

Small Things Restore Memory

It i= characteristic. however, that Rach-
maninoff with the first note of the Tutti
tegained his memory. Igor Stravinsky, in
hiz autobiography, describes how at his
first début he was seized by a bad lapse
of memory, though it fortunately had no
dire results. Having finished the first part
of his Concerto, just before beginning the
Largo which opens with a piano solo, he

Even top-notch artists suffer
from memory lapses. Here's a
highly interesting and informative

discussion of this mental mystery.

by Waldemar Schweisheimer

suddenly realized that he had entirely for-
gotten how it started. He whispered this
to his conductor, Koussevitzky. The con-
ductor glanced at the score and whispered
the first notes, That was enough to restore
his balance and enable him to attack the
Largo.

Koussevitzky in this case was able 1o
act as savior., However, he was not immune
against lapses of memory himsell. And who
is? David Ewen recalls a performance of
Stravinsky’s “Sacre du Printemps™ by
Koussevitzky in which the conductor suf-
fered a lapse of memory with the result
that he was compelled 1o push his baton
feebly for several minutes, during which
time the balance of the orchestra collapsed
into confusion until he could bring back to
mind the exact notation of the score,

There is an cxcellent remedy for such
lapses of memory in the case of conductors:
Conductors should conduct with the score
at hand!

This has been demanded from instru-
mentalists as well, although today it is
customary for soloists to play by heart.
Musical memory is only one part of the
musician's equipment. Raocul Pugno. one
of the greatest French pianisis at the begin-
ning of our century, never plaved without
music in front of him. A musician has to
decide early whether he will play with notes
or by heart. If he dares to rely on his
memory, the best way is to learn the piece
quickly by heart and practice always with.
out the score, except if he needs the score

to correct mistakes,

There are cases when merit will be ree.
ognized even if minor accidents happen
to the memory. The violinist Carl Flesch
once played the Beethoven Concerto with
Stokowski. Incredibly enough, his memory
failed him—for the first time in many
decndes of a concert career. He had
stop, he had to go over to the conductor's
stand. Tl'lt“_l" resumed then, It didn't harm
his standing in the least—but even a
famous soloist cannot have frequent repeat
performances of such an accident withow
losing face,

Musicians are not alone with such mis-
haps of memory. The British physicist,
Faraday, onve worked for six weeks on
experiments all of which ended in failure.
He entered the results in his notebook and
to his amazement he found that six months
before he had gone through the same ex-
periments with the same failure. Yet, dur-
ing these last experiments he had not the
faintest idea of having made them before,
Shocked at the weakness of his memaory,
Faraday devised a new system of note
taking which would make him independent
of his weakness,

Independent on Poor Memory

Many people have found similar means
and ways to be independent on their poor
memory. Memory is a mystery but it is of
high practical value. In memory, we slore
up knowledge and experience so that we
may avoid mistakes and errors of the past.
Can a mechanical brain replace your
memory ? Several scientists have shown that
the brain works like a complicated elec-
trical computing machine, and that dates,
mathematical formulae, music, words, ete.,
are conditioned by the particular structure
of the brain. It is sure that mechanical
brains are impolent in the absence of
guidance of human brains.

Our capacity of memory decreases with
progressive years, When we grow old, we
forget things. We still remember our feel-
ing= and adventures of rnrl}' }'ﬂllih-. bt
we forget what experiences we had only
vesterday or a few months ago. The musi-
cal pieces we learned three decades ago are
better in our memory when we have grown
old than those we learned only a short
while ago.

Do You Remember Faces? Or Facts?

There are many kinds of memory, You
may have an excellent memory for facts
and figures and historical dates, but a poor
one for telephone numbers. You may be
able to remember faces and names, and be
unable to memorize a musical piece or your
multiplication tahles,

The late Albert Spalding once had diffi-
culty in plaving the Mendelssohn concerto
for violin. He was well aware of the per
verse tricks that (Continued en Page 50
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Schubert and His Marche Militaire

A “Conversation” Piece

by GUY MAIER

ALL TWENTY university students looked
fagged out when they shuffled in for
the afternoon’s last piano class. They were
worti oul from a dreary, smogful day of
professor-pumping. All day the teachers,
one after another, had been pumping facts,
principles, procedures, theories. By now
nothing was left. Even the piano room was
smoglogged.

Nothing left? . . . Only music, that su-
preme restorer. So, gently | began with
them: “You are awfully tired. T am, too.
So let’s just make the nicest, pleasantest
wusic together, How about Schubert? I'm
so anxious to hear those happy duets by
him that you have been studying together,
especially those amusing marches that he
wrote for piano, four hands . . . the Heroic
Marches ( Op. 27 ), the Characteristic March
{Op. 121), and even that perky Children’s
March. But how about starting out with the
slirring old Marche Militaire (Op. 51) 2"

The class lacklusterly sighed “Okay™ . . .
no pep, no zip, no nuthin’,

I called the Primo and Secondo to the
piano, the first a very attractive California
lass, the second a fine, sparkling eyed
Swedish lad. “Oh, come on; for once let’s
hear that Military March the way 1 think
Schubert wanted it played, lightly, gaily,
up-stepping, Il be good therapy for
us all!”

My brisk words had no effect. With a
groan the duetists started, but in a moment
something happened. These young people
couldn't resist Schubert’s jubilation. After
the crackling trumpet introduction they
played irresistibly with a rippling gladness
that lifted us out of our chairs, boosted
us, wafted us to the skies. Such a gay,
tripping tempo, such speed, yet complete

rhythmic control. In two minutes we were
restored, in fact we were new persons—
fresh, young, eager, This wasnt really a
“Military March.” was it? No, the music
blew away war evils; hideous destruction
disappeared; discord was non-existent as
hand in hand we stepped forward ecstati-
cally. Isn’t this what Schubert meant when
he composed the Marche Militaire? 1
wonder,

As the musie continued the smogful room
grew lighter and brighter. Suddenly as
California and Sweden reached the last
bugle blasts. a brilliant flash burst from
the windows, Then all disappeared except-
ing the two players and the piano. Over
the back of it in hazy light stood Schubert
—the immortal Franz himself. No need to
describe him, for anyone could pick him
out of a thousand. “Griiss Gott,” said Franz
with a low bow. (“Griiss Gott” is the good-
day greeting of the Austrians.) Then he
sputtered, “Ach. no one could =it quiet
and apart while you played my little piece
like that! 1 just had to jump out and talk
with you. If more musicians showed such
musical faith as you both have, we com-
posers would be more at peace than we are
right now. Many players, even so-called
‘artists,” think too much of themselves:
their egos are 'Imrrihly inflated. Why don't
they concentrate exclusively on the music,
thinking what is the composer’s will, what
is he saying, instead of fixing on their own
arhitrary interpretation!

“How do [ know vou have faith? First,
because you play the music as | wrote it;
and you didn’t think it necessary to turn
it into a flashy solo to satisfy your ego.
Almost no pianists ever play this March
as a duet, which is, of course, the medium

in which I composed it. The others play
brilliant solo transcriptions by Tausig,
bloated band distortions or trivial piano
arrangements. And the way they play it!
Pfui! How can anyone mistake the blithe-
some, light-stepping pace which I've made
=0 plain in the piece, for gory, ponderous
battle music?

“Then, too, 1 liked especially the way
you kept the March in its small, intimate
duet frame with mostly soft and moderately
loud dynamics, clean, top-of-key playing,
just vecasional short taps of pedalling, and
above all the fine, relaxed nonchalance
vou achieved in spite of the rapid tempo.
Himmel! You must have played it about
J = 132! Well, 1 directed Allegro Vivace
for it, which for me is almost Presto. You
made it truly a joyous duet-union to cele-
brate the passing of wars and armies.

“I don't know how you manage to play
go lightly on these beavy instruments of
today. It's very necessary, isn't it. in duet
playing o hold down the extreme treble
voices to avoid shrillness; also the bottom
bass tones to eliminate growling? In spite
of the purists, 1 think that duets usually
sound better if they are plaved on two
pianos, Each performer has more inde-
pendence; he can use his own damper and
soft pedals ad libitum, doesn't jab his elbow
into his partner. Oh, there i= s0 much more
pleasure, playing on the two pianos!

*Another thing I liked is vour true sing-
ing quality. Since 1 lived and dreamed
my whole life in song. 1 do appreciate
pianists who play with much cantabile
sensitivity, | wish more players would
study and really "have fun’ with my Sona-
tas, I loved them. They were wrilten truly
with affection. Whenever | felt my spirit
flooded with lyricism 1 wrote another
sonata, so | could pour it all into that free,
big sonata mold. And when | hear pianists
complaining about the length of the move-
ments or the upsetting wealth of material
to be found in them, I laugh. How could
I be miserly with the riches the Lord
poured into me? And why should pianists
grumble when they are overwhelmed by
the treasures they find? Bah! So many of
them nowadays are just note-mechanics.
They are afraid of my music because it is
so rounded, edgeless and warm. All they
want is sharpness and shock. All right, let
them stick to their Prokofiefls, Shostako-
viches and Schoenbergs!

“As for me, do vou know my song,
Au die Musik? That was the leil-motive
of my life. | am deeply indebted to my
friend, Schober. for the lines:

(Continued on Page 53)
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QUESTIONS
AND
ANSWERS

BACH TRILLS
1. Will you please tell me how lo per-

jorm the jollowing trills from the last move-
ment of the Back “ltalian Coneerto™:

Es.1
1 g
T — e
a"ﬁ'-t'--i-’:-f-*-'r; sﬁ-* Tt
o |

[ Gy =
& Y gnagwid
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[ % | -

2. What are the acceptable speeds jor

each of the three movements ﬂf this work?
. T.

1. | am always suspicions of ornaments
as they appear in most of the “edited”
works of Bach, Mozart. Haydn, and such
compaosers, The second of these lwo trills
looked particularly questionable. so I con-
sulted the Bach Gesellschaft to see exactly
what Bach himself had written. Over both
of these notes he had placed the same sign,
which we know, indicates a “descending”
trill. 1 would. therefore, play these trills as
follows:

Es.2

If you do nol have access to a copy ol
the Bach Gesellschaft for reference, I would
sugoest that vou purthnﬂ.‘ the works of the
Baroque and Classic periods in “urtext”
edition= in which only the orizinal mark-
ings of the composer appear.

2.1 helieve vou will find the following
tempi satisfactory:

Allegra | = 100

Andante } = 76

Presto | = 112

=

R A M.

AM | TOR OLD TO STUDY VIOLIN?
I am fourteen years old and have been

in a violin class for six months. Everyone
tells me | am too old to begin to study
violin, and | have just read a hook called
“Vialinists of Today"™ in which the author

Conducted by KARL W. GEH.’EK.‘I:“JS.
Wusic Editor, IWebster's New International
Dictionary, assisted by Prof. Rohert A.

{ Donald Brook ) tells about Heifetz and
ather great violinists beg'nning lessons at
three or so, and this makes mr_rrrmn'rr
whether my friends are right. Will' you
please tell me what you think?

Miss 1. R.

[ am not a violinist, but |1 happen Lo
have a daughter w ho iz not only an excellent
violinist but a very successful teacher, and
she tells me that some of her best pupils
began their study of the violin when they
were much older than yvou are, In fact, she
states that even the parents of some of her
pupils have begun to study the violin and
that they are getting a greal deal of pleas-
uré from their lessons and practice. So 1
sugpest that vou disregard what your
friends =ay, continue in your violin class,
and after another year begin 1o take private
lessons under the best teacher in your
vicinity,

Of course, you must nol expect lo be-
come a Heifetz, but | think | am safe in
promising you that if you will continue
vour study of the violin for three or four
vears you will derive great satizfaction
rom the experience even though you may

never become a concert violinist.
K. G.

ABOUT AWARDS
Please advise me about the matter of

awards given ta pupils at the end of the
school year, They are wsually handed out
ai the Tune recital, but | do not know on
what the awards should be bagsed, T should
like to know alse whether | <honld crade
each lesson on a letter-syst=m, or even
divide the lesson into separate grades fnr
soales, pieces, and the like,
E.B.C.

I believe you are taking the matter of
“awards” too seriotsly, If vou wish 1o do
something along this line | suggest that
vou merely tell your pupils at the begin-
ning of the school vear that in June you
will award three small prizes, the first 1o
be given to the pupil (irrespective of the

Welcher, Oberlin College.

difficulty of the music at which he is work-
ingl who has come 1o his lessons most
regularly, has practiced most faithfully,
and has made the most over-all progress
during the vear. The second prize would
o o the next-best one in these three
categories, and the third prize to the third-
best one. During the vear the teacher will,
of course, keep a record of each lessom,
this to be made immediately afterward:
and it might be well also to request cach
pupil 1o write down on a record sheet the
amoont of practicing he has done before
each lesson, this to be recorded by the
teacher with his own poles on the quality
of work done or the improvement made.

K. G.

IS PHRASING IN A SONG A MATTER OF WORDS
OR MUSIC?
Which is better to follow in a song, the

words or the music, | mean, of course, in
determining the phrasing. Also, please tell
me how to ent Rondo Capriccioso (Men-
delssohn) down so that a pupil who wants
badly to play it in a contest will be able
to do it in six minutes as required by the
rontest commiltee?

H.F.T

In runlpﬂ.-‘ing a song the composer fol-
lows the phrasing of the words, but because
the musical phrasing often resulls in
phrases that are too long to be sung in one
breath. the singer often has to compromise.
In that case he breaks the word phrase af
some point which will make the break as
inconspicuous as possible both in the case
of the words and the music. In other words,
follow the phrasing of the words insofar
as this is possible: but if yvou have to com-
promise, then compromise intelligently in
”]{’ case u' Ihrlh “n'rr]g .'l]l{! ||'|uﬁ:i,:—ﬁT al
least as intelligently as you can. I might
add that artists usually try a number of
different hﬁl:nprnmiim" before determin-
ing the one they finally decide upon.

\a rhl Hrlulr‘*]-mulhn'c [,mlnuh I'iil'“f"‘- |
advise you (Continued on Page 61)
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MAURICE DUMESNIL, Mus.
Doc. discusses Technic Trou-
bles, Arpeggioed Chords, a
Good Exercise and Czerny
Studies.

M. Dumiesnil a1 a book-stall on
the banks of the Seine in Paris

TECHNIC TROUBLES

I have been having considerable trouble
in acquiring a reliable technique. First
I' tried Hanon's “Virtwoso Pianist”™ but
later took up Clementi’s “Gradus.” My
fingers are big and undeveloped and 1 had
trouble siriking the correct notes in these
two methods. So | didn't get very far.
Which of these methods is the best and
what other studies should I take up 1o
develop aceuracy and speed in and besides
scales and arpeggios?

J. L. 8., Arkansas

Hanon and Clementi are not really what
you need. What ought to be good for you
is a lot of work in held down notes. This
develops strength in each finger individually
and above all, an independence which is
invaluable. 1 suggest vou get Isidor Philipp's
“Exercises for the Independence of the
Fingers” and work on it every day, divid-
ing your practice into several installments
80 as never 1o reach a point where fatigue
sets in. You should stop as soon as it be-
comes noticeable, and seek relief in some
other form of technie, octaves, for instance.
Regarding the latter: it often happens that
clumsiness in the fingers stems from an un-
developed wrist. Octaves would be good for
you, each hand separately, and watching
that you remain constantly relaxed and
play from a flexible wrist, never from the
fore-arm,

|ntr:'r.-|pcr:a¢= the above works with a few
minutes of Hanon's “Virtuoso Pianist™ and
James Francis Cooke's “Mastering the
Scales and Arpeggios.” Never stay too long
on any particular phase of technic, for in
building up technique as in so many other
things, variety is one of the most indis-
pensable requisites.

ARPEGGIOED CHORDS

When pieces are written with one chord
in each hand with two roll signs, should
they be rolled at the same time, or should
the left hand roll its notes first and then
the right hand continue uptoard? I refer
especially to Debussy’s Clair de lune.

(Mrs.) E. B, Ohio

ETUDE—FEBRUARY 1955

TEACHER’S

ROUNDTABLE

Some people think that when the roll
sign is divided—one for each hand—hoth
hands must be rolled together; and when
the sign goes up all the way along both
chords they must be rolled from bottom to
top and one note after another. However,
this is not strictly so and there are excep-
tions. In most of the French music and
whatever the notation may be, one generally
rolls from bottom to top, sometimes fost,
sometimes slower or even very slowly, ae-
cording to the character of the musie, The
best is, here again, to experiment, try dif-
ferent ways and speeds, and let the ear
settle the matter. In Debussy’s Clair de lune
the arpeggioed chords are 1o be plaved one
note after another, in soft harp style and
not too fast,

A GOOD EXERCISE

From Charles H. Young of Upper Mont-
clair, N. ]., comes a letter mentioning the
excellent results he obtains from practicing
exercises “away from the piano.” On vari.
ous oceasions | have recommended such a
practice which, of course. has nothing to
do with music and is purely a “gymnastical™
process,

Now Mr. Young gives me one example of
exercises af the piano which he has devised,
I tried it and it is s0 good that 1 believe
it will be of great help to our fellow Round-
tablers. Here it is:

“Press down the kevs of the diminished
chord, C—E flat—G flat—A—C. Keeping
all keys down but the first, transfer the
thumb to the second note (E flat), then the
second finger to the third note (G flat),
and so on until the chord is in the second
position. Continue on up for two octaves
and return by moving the fifth finger 10
the key held by the fourth finger and so
forth, always keeping all keys down except
the one being transferred. 1 use this ex-
ercise in fifteen different positions by
changing one note in the chord a half 1one
each time, the first change, A natural to
A-fat. The final chords make changes of
both two, or three notes, These exercises
are balanced by using flexions such as occur

in Dr. William Mason’s books,"”

The result? After five minutes drilling
in each hand, my fingers were itching for
Chopin's and Lisst’s most “velocitous™
passages! Just try it and see for yvourselves,

CZERNY ETUDES

I have a pupil, a boy of fifteen, who is
just finishing Czerny's “School of Felocity™
Op. 299. He has done an excellent job of
the studies and [ am wondering what
velocity stwdies to give him after he has
finished 299, Would you be kind enough
to recommend one? Concerning Czerny,
is there a list of all Iis etudes in the order
of their difficulty? Thank you for any help
you might be able to give me.

H. W.. Texas

You can give vour boy student Crerny
740 after he finishes 209, There is also the
“School of the Virtuoso™ which contains
valuable studies. But don’t vou think the
boy has had plenty of Czerny, enough of
Czerny ? 1 think you would do well to make
a change at least temporarily, and give him
some of the Cramer Etudes and Clementi's
“Gradus ad Parnassum.”

The trouble with Czerny is that he is
repetitious and there is so much duplica-
tion in his works, Mind wvou. there is
splendid material for technical practice in
most of them and nothing is better to de.
velop that smooth, crystalline. Auid velocity
which is of constant use in the pianistic
repertoire. But it is unnecessarv to go
through any of the books in its entirety. It's
much better to make a wise selection, six,
seven. or eight perhaps, wisely selected ac-
cording to the particular needs of a pupil.
The same applies to Cramer and Clementi.
There are a number of Anthologies on the
market, which afford such a selection,

As for securing a list of all the Czerny
Etudes, with grades, it is utterly im-
possible since he wrote around eight hun-
dred (!) volumes. | don't think this classi-
fication has ever been attempted, and it

probably never will. THE END




ORGANIST'S PPAGE

Committee Meeting

A Playlet
With a Moral

by ALEXANDER McCURDY

iScene: The studio of ANGUS WHITE-
BEARD. F. A. G. 0., who is working at his
studio practice organ. Enter, in great agi-
tation, RICHARD YOUNG, a fellow organ-
ist and WHITEBEARD: former pupil.)

WHITEBEARD: My dear boy, how nice
to se¢ vou, Have a chair.

YOUNG: (Listlessly) Thanks,

WHITEBEARD: How are things going
at the Chureh of the Covenant?

YOUNG: 1'd rather not talk about it

WHITEBEARD: (Smifing) It's preiy
obwions that you came here to do nothing
vlse. Come on, now, what's up?

YOUNG: | may throw up the job. Or
cut my throat. | havern't decided which.

WHITEBEARD: Hm! That means you
are having trouble cither with the minister
ur the muzie commillees.

YOUNG: Have you ever noticed how
people without the slightest qualifications
or technical knowledge set themselves up
as expert judges of a musical program?

WHITEBEARD: 1 had noticed that be-
fore you were horn, 1 could write a hook
vn the subject—a thick hook. College
trustees who wouldn’t dream of discussing
atumie fission with the head of the physics
department have ne hesitation in telling
the dean of music what be ought to do. It's
a condition of performance, my boy, and
il vou are going to be a professional musi-
cian you must learn to live with it

YOUNG: But . ..

WHITEBEARD: (Interrupting) Another
thing. As a church musician you are not,
musically speaking, a free agent. In a
pinch, purely musical considerations must
give way to the ecclesiastical. To take a
fairly obvious example, one does not per-

form Christmas music during the Easter
Seas0r,

YOUNG: It's not anything like that . . .

WHITEBEARD: Then, | take it, the
music committee has made some demand
which vou consider outrageous.

YOUNG: (Drawing a deep breath) Let
me tell you what happened, Yesterday 1 had
a call from the chairman of the musie com-
miltee, At its last meeting the commitiee
voted  unanimously—unanimously, mind
vou—to sit down with me and choose the
music for the Easter services!

WHITEBEARD: (Smiling) 1 see.

YOUNG: You think this i= funny? Let
me tell you who is on the music committee,
The chairman is a lawyer who is by his
own admission tone-deal., One member is
an ex-singer who can’t read anything but
the treble elef. The other members are
a plumber, a grocer and a baker. The
grocer would like the choir to sing Rock
of Ages every Sunday—he sayz Bach makes
his head ache,

WHITEBEARD: 1 may sav that this
strikes me as being quite a typical music
commitlee.

YOUNG: (Furiously) But how can they
have the presumption, the unmitigated gall
to dictate to me about the Easter music?
Who do they think 1 am? 've studied with
the best teachers . . .

WHITEBEARD: Thank vou.

YOUNG: . . . 1 know the repertoire: 1
know what is appropriate: I know what the
choir can and can't do. Haven't they any
confidence in my judgment? Do they think
I'm a schoolboy?

(WHITEBEARD, absorbed in thought,
meditatively rubs his index finger over the

stop-tab of the Fippel Flute for several

morments. )

WHITEBEARD: You have been at the
Church of the Covenant about three or four
months, haven’t you?

YOUNG: Not quite four months. I went
there during the summer.

WHITEREARD: As of now, right this
minute, has the committee made any spe-

cific demands of specific works 10 be

p-erfnrmed ?
YOUNG: None, except to call me to this
meeting.

WHITEBEARD: When is the meeting?

YOUNG: Next Monday.

WHITEBEARD: A= of right this minute,
have you a detailed Easter program to sub-
mit at the meeting?

YOUNG: (Shrugging his shoulders)
What's the use? 1 did have some tentative
ideas in mind, but there's no point in going
on with them if the committes intends to
dictate the program Lo me,

WHITEBEARD: If 1 make a sugges
tion, are you willing to take a chance that
it will work?

YOUNG: What can T lose? It's a hope-
less situation.

WHITEBEARD: That may be. Anyway,
here is what 1 want you to do. Go to that
meeting with not one, not two, but three
specific programs of Easter music to submit
to the committee, And 1 don’t mean “tenta-
tive ideas™—1 mean detailed programs
with every t crossed and every i dotted,
all wound up and ready to put in the
works. Can vou do that by Monday?

YOUNG: 1 think so.

WHITEBEARD: Now, you know your
own choir and what it can _-irq., better than
I do, so I leave the choice of specific works
up to vou. In a general way, though, your
three programs might be an Easter cantata,
an Easter pageant and a mixed program of
Easter music. Give the music committer
these alternatives to choose from, and see
hhat i-r:-lp:p-e‘-u:a1

YOUNG: You know, it might be . . .

WHITEBREARD: Here's another thought.
How about getting some extra instrumental-
ists for vou mixed program? Congregations
always enjoy that and it's justifiable on a
4|N"I'i.'ll oecasion like this one.

YOUNG: (Warming to the idea) That's
a possibility,. We could use a couple of
flutes in Sheep May Safey Graze . . .
WHITEREARD: Ifﬂtwmpn'ngb Do you
know how much a {*nupip of flutes would
cost?

YOUNG: No.

WHITEBEARD: Well then. 1 sugge
that vou better find out, Alsa, if vou preeeid
extra vocal soloiste, knmow how much
they will cost and who i= available 1o da
the j"il, If 1 know music cmmuium---unll
I do know music committees—price is the
first thing they will ask about.

YOUNG: (Bitterly) And they'll prol-
ably want the program which is the cheap-
est to put on. (Continued on Page 56)
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The
Kayser

Studies
For
Violin
Op. 20

ADS and fashions abound not only in

clothes, food and automobiles, but in
all spheres of human activity. Even in vio-
lin teaching there are fads and fashions.
Fifty years ago the Studies of Mazas and
Fiorillo were considered an absolute must
for every serious violin student. Then, some
twenty-five years later, it became the fash-
ion to look down on Mazas and Fiorillo.
Within the past five or six years, these
books have come back into high favor with
mosl teachers, What causes these Auctua-
tions in popularity would make a good
subject for a Master's thesis!

There is one book of Studies, however,
that never went out of fashion—the Ele-
mentary and Progressive Studies, Op. 20,
by H. E. Kayser. Continued appreciation
of these Studies is well deserved. for they
fill & niche that no other book is quite
capable of filling. The reason for this opin-
ion will become apparent later in this
article. It will be interesting 10 examine
these Studies in some detail.

The edition I am working with is that
published by the Theodore Presser Com-
pany—probably the best available.

Vo, 1 is the most useful legato study to
be found for students at this stage of ad-
vancemenl. It should be practiced at first
with two notes to the bow, then with four
and later eight. The string crossings are
many and they must be made inaudibly—
%o accents or bumps! The principle of
Round Bowing—with which the student
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VIOLINIST'S FORUM

An Analysis of the First Twelve

by HAROLD BERKLEY

should be acquainted before he comes to
Kayser—must be observed throughout. It
should also be practiced with the Wrist-
and-Finger Motion at the frog of the bow
isee the Forum page in the May and De-
cember 1952 issues of ETUDE).

It is not necessary for all pupils to prac-
tice all the bowing variations suggested by
Dr. Hahn in his notes on the study, Rather,
they are suggestions showing how it can
be adapted to solve almost any bowing
problem that may arise even with pupils
who can play much more difficult études.

As a study in the technique of expres-
sion, No. 2 is extremely valuable. At first
the crescendi and decrescendi should be
made by increasing and decreasing the
speed of the bow., When the study can he
played expressively in this way, the pupil's
thought should be shifted to the varyving
point of contact between bow and string,
On the crescendi the bow should come near
to the bridge, and on the diminuendi it
should go towards the fingerboard, The
amount of pressure used (not very much!)
should remain constant in both ways of
playing. This is an excellent study for the
pupil who has been told that to gel more
tone he must press harder with the bow.

!"-vlLI{i}' No. 3 should at first be prur!ii_‘r{i
at a speed of about [} = 60—twice as slowly
as indicated in the edition. For thiz rea.
son: the student should take a whole bow
on ecach of the eighths and play the six-
teenths, staccato, at the point and frog
alternately. This is a fine exercise for de-
veloping firmness and steadiness of bowing.

Although not primarily a spiccato study,
it can, nevertheless, be well adapted to this
end, but not until the student has done
some preparatory work on the spiceato,

The adaptation I have in mind is given
in Example A (above).

This variant gives the student practice,
early enough to be effective, in co-ordinat-
ing the bow stroke with the finger action
—the most difficult ‘problem in the study
of the spiccato,

Every pupil who is studying Kayser needs
to give concentrated attention every so
often to his left-hand finger grip, and
No. 4 is_especially useful for this purpose.
Taken at first with four notes to each bow
and at a tempo of about [ = 69, then a little
later at } = 100 with eight notes to the bow,
and gradually (when the notes are well
learned) working up to a tempo of | =120
with sixteen noles to the bow, At the slower
tempi, the pupil must make certain that
his fingers maintain their grip for the com-
plete duration of each note, It is not enough
for the fingers to hit the string strongly
and immediately relax. The dynamic mark-
ings should be followed, for it is important
to grip as strongly in pianc as in forte
playing.

A virile martelé is one of the basic ele-
ments of good violin plaving, and Ne. 5
is a fine study for it. The dynamic mark-
ings must be carelully observed, it being
necessary for the martelé to be as clearly
articulated in piano as in forte |m.'i.hiigt'!;.
In piano, each note must be as cleanly ac-
cented and just as staccato as it is in forte,
but with a much shorter bow stroke, For
a forte martelé, as much bow should be
taken for each stroke as the tempo will
allow.

Later. when the pupil is beginning to
master the spiccato, the study should be
worked over again with this bowing, most
students finding it harder to play a clean
spiccato in triplets than in quadruplets.

One of the most potent resources in the
technique of expression is the varying speed
of the bow-stroke. If the pupil has not al-
ready been taught something of this, No. 6
is an excellent introduction to it. Whole
bows should (Continued on Page 63)
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Music in Germany since the War

The spectacular rec

overy of Germany's musical activities of all kinds since

World War Il is a source of amazement to all who visit the country.

by S. Gordon Joseph

Wolfgang Wagner, a grandson of Richard
Wagner, and a leading figure st Bayreuth

Aﬁ THE APPLAUSE thundered on long
FR after the last notes of music had died
away, | gazed around the lush interior of
Das Grosse Haus. Simple. modern design
but with the unmistakable air of elegance,
up-to-date lighting, the last word in com-
fortable seating and, there on the stage,
one of the world’s great eompanies—Uthe
American National Ballet Theatre. Who
would have thought in Germany, even four
vears back, that things could come 1o this?

But the reconstruction of Frankfurt's
home of musical arts and drama, claimed
as Europe's largest, is not an isolated fact;
it i= rather a symbol of the postwar situa-
tion in German music, Let us glance back
to 1945 when thiz same building lay in
smouldering ruins, along with scores of
opera houses and theatres in other German
cities. Nobody gave much thought to music
Or Opera or ballet, or any of the arts, in
those stunned and bewildered first days.
Yet this artistic vacuum did not continue
for long. The facts of physical ruin could
not suppress the desire for muosic. On the
contrary, they promoted and encouraged
it. Men found themselves in a material
desert and they searched all the more for
a spiritual oasis, Tt was then that the
initial stumbling efforts towards pl.thliq_:
music performances took place.

R

Herbert von Karajan, one of the
foremost German conductors

Nevertheless, these facts of material
ruin were to hinder greatly the revival of
music, Where could concerts be given
when halls, with only two or three excep-
tions, were destroyed throughout the coun-
try? Which orchestras could participate
with their musicians separated and scat-
tered, not only throughout Germany, but
in POW camps all over the world? How
could they replace the important scores
burned in air raids, for there was no pub-
lishing house to print mew ones and no
foreign currency to buy from abroad?

It was inevitable that in conditions such
as these, if music was to return in any
form it could only be through the medium
of individual performances. The first con-
certs were given in stop-gap halls of un-
certain acoustics, bad light, often without
heating and alwavs in general discomfort,
In Frankfurt, for example, even the Stock
Exchange was used on occasion! There
could be no prospect of permanent music
building=, specially constructed as such.
The performances were usually by small
chamber groups or soloists, often them-
selves local men, for traveling even short
distances from one town to another in
1945 was an exhausting enterprise in con.
ditions of devastated transport facilities.
Standards of performance, too, it need

The late Wilhelm Furtwaengler, in a tense mome

at rehearsal

hardly be said, were not often “1ops.”

Yet the most important thing was there
—the enthusiasm both of audiences and
performers. What many a musician may
have lacked in virtuosity, he more than
made up for in sincerity, and which but
the most keen auwdiences would possibly
endure the discomforts of attending a con-
cert. During these times there was a link
between audiences and performers which
is seldom found in public concerts today.
”U.‘-i!"]ll'\l'lﬁ al !HIIll r:n]:- 11[ the ln'TEIrTEﬂ-
ance were concerned only with the music
and not with the trappings that usually
attend a concert. This intimate contacl was
made |“lh.--lill|'. Lo, i::.' the small ensembles
on the stage and the compactness of the
listeners in their restricted auditorium. For
each PErsomn, the music wa= a |n'f.-nlmi Cch-
perience and brilliance of musicianship
wWas a !-E":'hTHIﬂT:I. |'1||1_-.i|:irru_|_'“:||'|_ nlth-lugh
that is not to suggesl that il was normally
lacking.

The immediate post-war years were occi-
pied in setting up once more the framework
of proper music organization. Halls of a
permanent nature had to be built, for a
start. In many cases thi= was bound up
with the reconstruction of the German
Theatre, for in Germany there is not the
same exlent of (Continued on Page 58)
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Al and His Autograph Album®

Sequential four-note groups in close position. Use well-articulated finger legato. Grade 3.
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Grade § Festivity
HENRY K.HADLEY (1871-1637)
Edited by Denes Agay
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The Little Hammer
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Grade 34 Theme

. 1 (From *“Romeo and Juliet”)
ubba PETER L. TCHAIKOVSKY
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No 180 41155 Brown-eyed Dolly | Brown-eyed Dolly
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The Little Chinese Doll

VLADIMIR REBIKOFF (1866-1620)
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Allegro moderato (J - 135)

From Leopold Mozart’'s

““Notebook for Wolfgang”

Edited by Alfred Miroviich

R A et Y a iy A e~ e Al .
‘__'_ = mya [ b . G
{ r ] -  — h - — 1  — { |
: i Py’ —
b s ¢ P EIPE SFEL S 99
Srte b e e
1
Senza Pd. - 5 2 1 3 3 i ft - i

4
'f"“m “Command of The Keyboard)' Vol. I, compiled and edited by Alfred Mirovitch.CA10-410111

“Fyright 1954 by Theodore Presser Co.
ETUDE-FEBR UARY 1955

3

International Copyright seoured

443



T o dewsadg asopoeyp iq pegr qiaddog

¥-L¥ION-RIE
LRTOW - BIE

¥ c: ‘mog ayy oy
g o $ e L R e \
=== = o—t—
bt . & I i 1 —
—_— s o ————

o ayy o) puvw ‘oz ayy o}

OH 8y} 0} puw ‘mog oy o)

—— S
= * T e t +
—_— o —
—— F[ﬁﬁ% ==
Frrirgrr| * rovcneye
2 - 5 Frrs
..lIl.....L ) J 4 3 F=-=% 1 A ONYId
m >y = = ..Ilrnl..“...ma_m
= (=g ¥
I.H.l pue 19y v Ay 29} - B4 oy} 0} uq L1-01n ‘1 - o1
“]..I“"ll — SN S S S— " — - f— — H.n...m = -:
— - _-Ml
‘Togy-wg oq)  ‘Feyi-vg oyi'rey) - w7 oq] 07 8q Lr-ofg ‘K1 <o ssve

(== puw raqiwg o} ‘a1 - ¥ oYy o) 9q L1.00n
——
— e
“I L | b | b 4 b “ N,  — — T S— S—
=
—pur ‘rayy-eg o) ‘1eq) - wg eyi o) eq L1-o0pn
p—— ey 5o L
E— -

Fung susaf pue sueyrany g penipy
(®LUT-954T) TLOMOS HOTUNINH

pprogdos v

1ayjeq oYy 03 aq LI01H

¥

ETUDE-FEBRUARY 1955

—!. —
2
E=
o
1
: P
3
P
]
£ r

J;.

ETUDE - FEBRUARY 1355

=
ﬁ i~
] =
”
_____'1
=
==
2
-

-
1
!
i

_.r._.___
|

e
_'._
]
1
—
&
g I
4 3
===
e,

IEE=E

'__*. 2
1

ol 1 ol
\ / L: | N\ L o __'_-Ii .Lvr: r | +.|_ oLl |
! fP Jﬁ; il el I 1| . i
1 | | _ . el |
| il il . i —m . AJ
/__ | _fr - Al m. | 2 ol ﬂ” o .P-: f..l_us
( i i R i iy il
il | | i il all =
~fTe- | ﬂ
afA .wf r ffunns h .11; zﬁ . “u _f

'
!

-
et

—
| 1
1 I

E 2 1 4

45




w-LWEO%-EIE

B-LOFO0%-TIC

T
=¥

i

‘aq [eqs Ia -Ad

(%2

-

m=r>

1
-

‘Mom

poT

pue'son

AD

{1%qs 14 -

oA PLIoy maTm

jno-yiis plros'pus

‘pue

- -
3

hod

Il S
'
|" s
H s
£l 2
|l z
3 1M
)
2 :+ 3
R
3
|"§_§
1
=
=
e
a [ @
j-]
§4I~ﬁ?
B B
= E
?.' 2
s I =
3
3011
£ II £
2 (miv B
= U
i
11—
y
1_
|li -

vz
I8
i =
il &
* g
T é
uy B
Il £
il <
li :
‘nﬁz
(g &

e
o —
1Ivys 1e

Il 2
0l %
Il
= [
- g d
e 8 (K]
1
1 - 10
M & Wl
= |
111
M &
Hvi s
> My
llll Hh
i
11| -
] ]
] |
]
1
111

M J1 SY

{“‘r}

”
? g ]'
o b
s
T F
B *

B
o
-
merey masay
s v
¥ “L i[: i‘
< |IIE < Wl o |l &

3 s ' s | s
38111 KR 11/ R TR 111
1 )
! L ] | €
gl g0 = | 00
e Il = | 2 MH ET
B 0P 2 * 2 RlF 2[RI
g Hllwd Hiled HlllwE _L'I
o E = E
!_ b .!.—-H 5 5 |
= = - i [ I

I Il sl |[]

- " ] X L]

;_Ug‘n’;l.r'u’;'lf
oo R N Me
[} > |1 ! | 2
| 1]\ .

> TV .

. i\ - &l
" W :I ‘L-
i | - H
l‘! "l .l
‘ " LTI
' arm
" | TR
] |l_ !!!'» -H -#

ol sEm

puv‘mon s1‘Saz-u)d -eq oyqy

KETUDE-FEBRUARY 1955

WOOD WINDS
(Continued from Page 15)

gusociation with the hunting parties

of the French kings, is comprised of

shout twelve feet of brass tubing

hent into a circular shape, with a

wide fared bell at the open end.

The horn is an instrument with many

possible uses in an nr[:lur.-»tru. It

can communicate a feeling of the
spacivusness  of the great out-of-
doar, it can utter guttural, rasping
gnd defiant tones, or it can =ing in
25 Iyrical a style and manner as any
of the wood winds. No doubt the
fact that it blends so well with all of
the wood-wind instruments and fills
the gap = completely between the
wood-wind and brass tone guality is
the reason horns are so often used
ps 2 part of the wood-wind group.
After listening to a concert by one
of the great symphony orchestras of
aut country during which Berliog's

Symphonie Fantastique was played

in a thrilling and exciting way, the

wood winds as the heart of the or-
chestra means even more than be.

fore. The use of a solo Aute, soon 1o

be blended with oboe, and then Aute,

oboe and clarinet all in unison, or
the clarinet blended with hom and
later joined by hassoon is mosl con-
vincing proof that the wood winds as
individual soloistz or matched by
two, three, or more wvoices are
really at the core of this score by the

French master of archestration who

is often called the “Father of Mod-

ern (hrchestration.™

In the year 1815, a close bovhood

friend of Beethoven, Anton Reicha, a
futist and teacher of composition at
the Paris Conservatory, wrote the
first known wood-wind quintet for
flute, oboe, clarinet, horn, and bas-
soon, It is interesting, by the way,
thet Reicha was the teacher of Ber-
liow. When Beethoven as a young
man played viola in the Bonn orches-
ira, his friend Reicha, born the same
year 1770, was playing the flute with
h-“_“- Reicha's father was at that time
principal 'cellist of the Dukal Or-
chestra st Bonn. It is believed that
Reicha wrote his first quintets for
bis friends and fellow wood-wind
collengues, chiefly to prove that if
#ring players could enjoy string
quariet playing so very much, like-
¥ise wood-wind artists were capable
of enjoying a similar experience with
their favorite instruments. { He wrote
a total of 24 quintets.) This so-
talled “classical wood-wind quintet”™
“'_]l!" £rew out of the orchestra since
“'f“hﬂ discovered that these five
voies from the wood-wind section
seemed (o represent the heart beat of
!h'-" orchestra, This we must note was
i direct contrast to the string
fuartet which was considered the
lorerunner of the string choir and
”'""1]:'4“ orchestra as well.

From this basic wood-wind guintel
and other woods winds necessary to
complete the wood-wind choir—all
# different and individualist, yet

ETUDE—FEBRUARY 1955
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each so capable of recalling out-of-
door scenes representing wind, water,
birds and other nature sounds and
bringing to listeners so many associa-
tions from their history all the way
back to the myths and tales from
many parts of the world in which
they found their origin: from this
background of wooden pipes and
reeds has come the improved and re-
fined mechanisms that now con-
stitute the instruments of our modern
wood-wind choir.

In the motter of seating an or-
chestra, this group must be given
first consideration. From which sec-
tion of an orchestra is the pitch level
estabilished? Every musician knows
that the wood winds carry this re-
sponsibility. There i= good reason
for this, too. The wood winds are
the least able to adjust the tube
length and vary their pitch levels,
therefore they must establish pitch
for all other sections. From the be-
ginning of orchestral time this has
beéen so. In a professional orchestra
the principal oboist i= charged with
the responsibility of sounding the
“a-440" from which the orchestra
tunes, However, in the average school
orchestra it is probably better to use
the clarinetist’s pitch since he is
usually more experienced and his in-
strument is the one amateurs can
least control when raising or lower-
ing pitch levels. To tamper with the
tube length of the clarinet will at
once make it oul of tune with itself
as well as cause difficulties in play-
ing and matching pitch with others.
In working with school orchestras it
has been found very functional to

<k the five winds of the “wood-wind
quintet” to sound their “a" and
agree upon the piteh they can level
to as the best pitch for all the or-
chestra 1o use, After the quintet has
found the common level then this
pitch is passed along to the aother
wood winds and then to the brasses.

Mot until after the winds have been+

carefully tuned should the strings
be asked to tune to that established
pitch, Very often the string players
in a school group are more mature

and have g better established sense |

of pitch level than the winds. If this
is the case, those with the best sense
of pitch can hum an “a" which may
help the wood winds to find the cor-
rect level more quickly.

In AllCity or All-State groups
where players are assembled from
many schools to play a festival pro-
gram, it is especially important that
this preblem be salved quickly and
yet accurately. Muoch time can be
wasted by altempting to tune to a
piane or tuning bar which iz com-
pletely off with the wood winds.
Tuning to the pitch level thar the
wood winds can reach easily is a far
better plan and will result in much
finer  intonation  from the entire
group a2 they rehearse and work (o-
gether, So in tuning. the wood winds
mo=t surely are at the heart of the or-
chestra.

If fne intonation and excellent
blending of tone and stvle are 1o bhe
constantly given the attention they
merit in good orchestral perform-
ance, the seating of the wood-wind
quintet at the very center or heart
of the seating area is a must for best

A TALENTED MUSICAL FAMILY

Mr. and Mre. Carl Bensiek, of 5t. Louis, Missouri, are shown here
with their three gifted daughters. From left to right are Margaret
Ann. Mr. Bensick, Mary Elizabeth, Mrs, Bensick and Judith, The
Bensieks are well known throughout their community for their family
musica]l evenings. Mr, Bensiek i= a music teacher and it would seem
that he and his family are giving a real demonstration of what music
can actually mean in the home. The Bensieks have been engaged 1o
present a program at the Music Teachers National Convention which

meets in St. Louis in February.

results. To make it possible for the
distance from the extreme edges of
the group to be nearly equal for all
concerned, the center of the stage is
the best place for the wood winds
A simple seating chart will elarify
this idea: (1) Flute I; (2) Oboe 1;
{3) Clar. 1I; (4) Bassoon I; (5)
Horn L

With the full orchestra seated in
a fan-shaped area and the wood-wind
quintet at the very heart of the =eat-
ing area, they can be heard by all
individnal players and sections better
than in any other part of the stage.
And what is equally important, thes
five artists can hear each other bet-
ted. This solution to the seating
problem looms even more important
as one beging to stundy orchestral
scores and to realire how often the
five solo winds pass 0 melody or frag-
ment of a melody from one voice to
the other. Alss one hecomes aware
of much everlapping and doubling
ﬂ‘ I!“"-'l' \'Lliﬂth, wlli"h f'l'l"" !’“f Ci-
stant matching ol tones—even qual-
ity of tones—as well as making pitch
and dynamics in as near like manner
a= possible. All of these factors are
absolute necessities for top perform.
ance and become more possible with
such a seating arrangement. From
this center or heart of the stage
the other wood-wind members will
apread out in both directions as here
indicated:

Horns

v IT1 1 |
Clarinets Bassoons
Bass Il 1 1 1T Ctr.
Flutes Oboes
Pic. II 1 I II EH
Strings
Conduetor

Thiz seating is excellent for all
orchestras of thirty or more, In
smaller groups it is perhaps wise and
may be necessary to use the old
theatre orchestra seating, where woond
winds were to the conductor’s right
and sirings to his left. Since no large
string =ections would be involved,
the principle of wood winds as the
heart would still hold even if the
heart were a bit off center.,

In large orchestras, whether sec-
ond vielins, violas or “cellos are
the right of the conductor and out-
side nearer the audience, would not
matter too much. Conductors and
concert halls require several varia.
tions of the placement of the large
string sections but irrespective of
which group is to the front and op-
posite the la violins, the principle
of the String Clivir outside, the brass
and percussion o the rear and the
wood winds sandwiched in between
and to the center will make it pos-
sible for all 1o hear better, resulting
in better blending, better intonation
and better ensemble for the entire

group. THE END
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THE ERA OF THE BORGE

{Continued from Page 9)

hrow went ap and 1 didn’t bring it
down again, and people luughed.
Another time, 1 made a funny re-
mark before beginning a work, and
again the people laughed. This
colmed my nervousness; I scemed
to be more in contact with the audi-
ence and less concentrated on the
critics. Before 1 knew jt—and T =ill
don’t know if it happened suddenly
or gradually—] was a pomedinan
alomg with being a pianist.”

Presently he integrated more
more subtle humor into his concerts;
wrole musical comedies which ke
composed, directed, and conducted
himself. Once, when the star come-
Jdian of one of these musicals fell
ill, Borge replaced him, becoming
an overnight semsation as an aclor.
By 1940, Borge was Denmark’s most
popular and highest paid enler
tainer. And then the Nazis struck.
For years, Borge's devast aling satire
had been aimed at Nazi targets, and
he found himself their Number One
enemy. That same Yyear, he cauglt
the last ship to leave Finland for the
1. S. A. during the war,

He came here unheralded and pen-
nilezs. His Danish trinmphs were
past and be had to start his caréer
all over again—with no knowledge
of English. He headed for Hollywood
where, for a long while, nothing hap-
pened cxeept that Borge put in a
vear trying to live on 25 cents a day.
At last he was invited to some parties
where his commercially unrecognized
talents convulsed the guests, At one
ench occasion, Rudy Vallee, wiping
away tears of laughter, offered to get
Borge a job on Bing Croshy's radio
chow. The job consisted of doing the
studin warm-up before the big show
went on the air. 1t was one of radin’s
historic Warm-ups. The avdience was
roaring as the show was awitched on.
The next week, Borge went on as
and remained for 56
I-lI'WII

and

guest ariist.
weeks a5 Crosby's funny-bone,
weeks later, Borge was hailed as the
comedy find of the year and began
the American career which has car-
ried him to intensive stardom on the
stage, in radio, on TV, and in typ-
ically American bowl performances
«uch as the Philadelphia Music Fes.
tival where he appeared before
92,000 people all of whom roared,
cheered, and demanded more. An
American citizen since 1948, Borge
requires a carefully plotted time-
table and dovetailed plane hops to
fulfill hiz engagements,

Vietor Borge. whom Brooks Atkin-
wom of The New York Times calls
sihe funniest entertainer in the
world.” is a thoughtful gentleman
whose chiel interests include his fam-
v and the piano, his farm and the
pianao, philosophy and the piano, and
good music notably that of the piano.

“People sometimes ask me how 1o
make the piano more enjoyahle,”

48

"to take the drudgery oul of prac-

o line with good timing-
wour a day of
ar-

hrought int
First, 1 believe in an 1

regular technical ‘1"“':' ""'hh:' ;
ton thipds, sixths, leaps. o el
PEEEIOE, thir with varied

plaved srraight, and then .
attacks, legato, staceate, €l ..1 s
ways begin slowly, and work my way
into grealer speeds with 1Iu-_ metro-
nome. This kind of drill builds nol
onlv a basi= of technigue. Tt a re-
serve, to fall back on in all kinds
of pagzages. i ]
“In mastering compositions Cho-
pin Etudes let’s =ay—m¥ favorite
method is to practice each hand sep:
arately. 1 like to begin with a ghort
phrase, the ghorter the hetter. re-
peating il slowly, each hand alont
1I.|Ilil the hingers seem 1o go by them-

“ynd the guestion

gays Mr. Borge,
actually,

always baffles me becanse,
the piano is enjoyable. 1 know, of
course, that what is meant is, how

ticing. And the answer 1 give is, why
take it oul—why not make friends=
with a bit of wholesome drudgery?
One can't get through life doing only
the things he likes, That way is eas-
ier, yves: but it's also n bit immature.
Children can do a lot of playing
because someone else takes care of
them. When they come 1o the point

g

where they're nol protected  any 4 nds to-
. & i s ] ands Lo
more, the going gels rough- unless selves. Then I put 1l|.1 tw u.]f-: o
they've been trained samewhere gether and see Whsi-REpp:
i ' i preliminary practice has been sound,

to take care of them-

along the line,
includes

celves. And this invariably
doing a number of things which are
not delightful fun. The biggest secTel
is to learn to like doing things you
don't like to do. T suppose that piano
practice CcOMES under this heading.
Even if you don't like the individual
tasks, you can get 1o the point where
vou like the feeling of self-control
involved in carrying oul thos=e 1asks.

“Anything becomes pleasant when
vou associate it with a smile. So
siress the pleasurable aspects of
practice—the goals 1o be reached,
the contact with the stimulating per-
sonalities of great composers, the
lift of making beautiful music. An-
other source of pleasure is the real-
jzation that no inventien, no mechan-
ical device, can help you to hecome
a fine pianist. You have to do that
for vourself.

#Sg then, let's begin by admitting
that practice is necessary, whether
we like it or not. As a boy, 1 didn™t
like it. Today I thoroughly enjoy
my daily stint of practicing, becanse

what happens will be =atisfmctory

Then 1 go on 10 the next phrase
working in exactly the same mannes
When you have gone through four
or five phrases in thiz way, you will
begin to notice a stTangs thing

your results, whether gomd or bad,
will never show themselves in terms
of one phrase, but only in terms o
the combining of phrases And it i=
just this combining of phrases whi h
makes the piece begin 1o flow. After
1 found this out, 1 used to compare
a piece of mugsic with a train of cars
Each phrase represenls a caf and,
since a chain is no =lronger than its
weakest link, even a chain ol cars
the motion of the train depe nds less
on the inner beauties of Car 32 than
on the precision with which Number
39 fits on to Numbers 31 and 33
Your muist wdependently
well constructed, and they
fit together in dependent continuity

Cars b 1 et

musl alss

good condition. One takes pleas

“*Another way to make practice en-
i::n.:!'ll'll' i= 1o '\.r“i'p one's piano in

iTe

in playing

clean

on an instrument that ;

well wined, well repaired. |

f,-“wm'l:u-'l' ﬂlul. as a n."llill.|_ l||| 20 i
parties where 1 would be asked 1
and 1 still look back to twe
homes where this request w

play,

three
positive delight, the planos
b beautiful condition, In oth

it

in =u
|_||||.|-1--. .!].l-'-
a broken matiress;

it was like plaving o

T

I

much T loved playing, or
the state of my technical progress

liovw

sitting down to such instruments wa

n torture
who I||,t-|. L[] work on
day oum

I think

Ty e

TOTr=

“Finally

out of musi

ity

of the

g | L'it;"‘l the children of 1

W e

wholesome respect

iq |-|||1,||... I & (nle

In my own work, 1 have tried ne

1

of my playing, teday
| play parodies

deviate

from this respe

ArTANECMEnls, «

with fun
!-"\.-. iny
tle fugal

unless mb

Wi

ten

mutilate

I never play

e
pjei

11 §
1 ] |,.|;-_|.-1' a 1-‘-["|| LT N

i i
famiiar

|J||-'. i 1S

e

Lheme i

quite another 1 she
in doing that 1 love having b,

L
but even better

Love

the

Fra ol the Borge

ions of !.1..L-.|r' were lan

ol

i=l1al

e Ol Ve v

I low

the

gift

improvisations
a de
the the
works other than as th
| take me

p

™

I know what I'm doing and what |
want to accomplish. In music, as in
all things, you have to learn how to
learn. What seems difficult can be
mactered, depending on the energy

and the effort one puls into it It's The development of fecling

a good thing to remember that noth- phrase and the melody ..I ;- i

ing has ever been writtens, so far. tamt function in the applied i
that can’t be well played, by a pair lesson as well as in the

of well-playing hands. That's what ing class. The typic ,.I. Saltads

practice is for.

“] taught music, for a while, in
Denmark, 1 had several pupils on
the concert stage, and many others
came to me to learn timing and tone,
I used to tell them that tone is tim-
ing—certainly, that is the only ele-
ment of tone which can be taught
The tone muost be allowed to sing

course altends to building skills
Il'.1l.|:|'-ﬂ Yar i"'ll- EXETCi=es 5 | i
usually fails to teach the st -: t
feeling and meaning of .'I . .l‘
H"'u!']l-[lill:; skills of :

are

sight-read
Yery mmportant. but
portant is acquiring

spontaneous]y

VT T
thetic res

out: and this can be accomplished sical -....,|.11,".I: 9 -| g8y "

only when ecach finger is timed. not  in ,,--.;,1 =i|.- ” ags, 1t

only in relation to the other fingers, 1o tﬁ: A .._-IIH

hut in relation to the speed and the  pression ..I it

volume of the passage under consid-  growth i o ”_.I misg

eration. The building of a good cres.  ner .|\|.|,:-] II“IIIII.I”' ved. It w W
1 wainted out 1)

cendo is solely a matter of timing
the great common fault here is ||;_._-|§‘.
ing the increase in volume too fas
and too much all a1t onece,

"Hv“uldl ilr.L:'tii'l'

of feeling for 1
rl'l-., mu=ical et o
terpretation 1o his
ng the char
awareness of

can also

he

DEVELOPING MUSICAL UNDERSTANDING
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ild hmdd mo piess

i

g

jew o

| abseriys
ical College

rcial awanl

g

W hile mi

ol the

ettt
ol Denmark wriechel

here should be a halance between
sryining for performance by the in-
Jividual student for the sake of per.
fsrmance, i training for =kill in
2 media of musical expression as a
parkground o musical understand-
ine. Actnally there should be little
Filference in the ultimate end of
sither, for teacher preparation should
riiee the preparalory student 1o the
hichret musical technigques equal to
'|u.|-(' of any ather student of musie,
However, the training of the teacher
o msie i very complex and often
fjme 1 a1 imporiant qualifving ele-

went, Whatever training is given the
Jdudeal must be directed toward the

building ol kills for the realization
of musiea] meanings. Technique musl

cents and semi-accents. The approach
to rhythmie feeling must be throun .h
bodily movements., After an Ewnfrn
ness of duple and triple rhythms is
made through Ihunj]llllulinr; |||’.l!|-l‘
lurge muscles, the more complicated
patlerns may be presented. The
r|_n_1|lrll of the measure or the time
divisions which resolve into a group
or a rhvthmic phrase, become I!u:
I!il-‘-l" characteristic of the CAORTE sl
tion. Rhythmic feeling and motion
-|-'!f"rlrli_l'lf.‘- the musical stvle of a
composition and its  development
should be included in every course
in musie,

The understanding or fecling for
LosEi® .. H]llr_ ns Il']ﬂ.lﬂl [ (1] |:11;|j|pur|'|r
combinations, is important. The =tu.
dent mus=t be trained to react to, or
understand the different harmonic
sounds. Responze to a major chord
shiould be different to that of a minor

climaxes of harmonic line are felt as
well as understood.

Group experience in band, chorus
or orchestra is particularly signifi-
cant if the organizations are directed
to the purpose of providing inspira-
tional opporinmities, Enjovable ex-
periences in discovering the soul ol
music with all of its emotional 1m-
pact must be the dominant objective.
I'he inherent beauties of the music
must be real and =zignibeant,

In a very large sense, the beauties
of music are manifested through the
means of various tonal combinations.
The intent of the CO MaseT is Lrans-
mitted throngh abstract media which
may be interpreted in a variety of
wavs, The student is confronted with
many  po=sibilities of interprefation,
uften the may - ol
have a clear notion of his intent or

sorie ¢ o means for muosical expres-

on becanse expression resides in
the character of the phrase, There- g g
fure, skills in the applied music les

what he meant 1o =av: it iz entirely

s shoubd be attune s dave , Ty
" hl.h e II ed to the develop chord, Too often these chord: are  possilbile that the composer
menl ol musical  sens ¥ -3 T . 3 » : al & COMDOSer Wis con-
iy ] itivity  verv  not sufficiently differentiated in stu=  cerned  with  sounds  which  wers
dmiler to the principle rale : T .
||. bt _I l'_ p '] numerated deni periormance and as a resalt avsthetically  beantiful  and  whiel
lof the sigEll-singing Cliss elar . 5 3 i . & i TR
; - arity of harmonic meanin .
T 5 - aning is lost, Were . H -
A feeling for the rhythmic pattern  Other i e not  identihed  with  specihic

chords present similar prob-
lems. The dominant chord should he
felt wiell
ri'-l~|1||i|l|l

ileas, Or the reverse mav be true;
soanide mav have been combined and
resulled in compositions which have
emotional appeal and which abound
in musical expression. The problem
confronting the studemt in interpre-
tation of the score deals with crea-
tive imagination in developing con-

sud e developed. Training for mo-
dral growth in rhythm should not
becume solely a realization

as 1I!I1|§1'I-!|uu|: L1 ] I|:I.II
automatic. The
more complex chords, such as modu-
latory chords, the borrowed chords,
and the chromatically altered chords,
must be felt az well as understood in
their functions, The function of each

lli' II.I."II
mtellectonl analvses, bt should be
:Ill' |'Fl-]1: :|| I“Il"‘l"“"l"‘ i JI' \""'II"
ing feeling for rhythmic character-
iwtics of musie, Feeling for rhythm
can come only from the acquiring of
1 kinesthetic srnse of muscular feel.
g for the flow and incidence of
speeed  patterns, punctuated by ac.

EARN

hecomes

: i cepts for expressive, meaningful and
¥ ! ] ™ ¥ rt ¥ s "
chord must he within the conscious convincing  performance The con-

AW Areness H1I.d e T of the =i- CErn m |II1J-|II.'I| la=le, iIIIr'::|IIFI.inIrrr
dent, =0 the shading. nuances and

0T l'\]ll-'w-':llll iu—'r'u:ur'- M=l 1'!:!1||1'|r-ﬁ

Teacher’s Diploma
Bachelor’s Degree

The problem can only he resolved
through experience with music itscll.
Ounly through listening 10 music,
study of the musical score, and
through actual performance ean -
sical taste and discrimination e de-
veloped, Historical study, hiographi-
cal readings and abundant listening
to literature of mosic are hasic 1o
understanding and feeling in inter
;||'r-|||ri|||: of the muzical =core, Note
the reference (o Wagner's
about melody in interpretation. Lis

tening to musical performances will
show the individualistic style of per-
forming artists, but special attention
must bhe directed to the fact that
these artists aware =tw =t
idioms of the compozer as well as the
-h|r' o |_|_|1' Fli':i-q.l ir| whiich I|H LI
poser lived. It is evident that the
udent must include hstening, read

are el

ing, and analveis aof music if b
to develop musical taste and unifer-
stunding as these ]---rl!ui:l. o inlerjire.
tation in musical performanee,

If
aspects of muosical beauty and can
respond inwardly and outwardly
the symbaols of music. then he has
developed musical feeling and
project this feeling on to athers. He
will have developed =kills and
which resols
standings and expressive  musical
manifestations, which will not onls
enrich his life, but will also
those lives around him,

THE END

the student s senszilive 1o the
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HOW GOOD IS YOUR
MUSICAL MEMORY?

i Continued from Pege 20)

memory can play on one with even
the most familiar musical material.
\ blind spot assailed him and he
found himself helplessly going roumd
anid round jn a circle. Benoist, his
accompanist, tried to hammer oul
some key notes that wonld extricate
him. but to no avail. He circled, six,
vight times, and he was on the point
of stopping 1o apologize and start
wver again when—click—out of the
blue a Gesharp appeared, This im-
mediately brought relief, his memory
camne hack, and from there he sailed
on serenely,

Spalding  differentiates  between
three kinds of memory: the almost
plistographic memury of the printed
page: the car memory, or association
of shifting intervals and harmonies;
pnd the very compelling muscular
memaory. The latter is compelling
mavbe, but it is hardly dependable.
These three reinforce each other un-
consciously. 1t is sometimes hard to
tell where one leaves off and another
takes over, In those rare instances
when all three play truant, you are
left defenseless. it is like a sudden
Ilingd =pot.

ln some instances people have re-
markable memory for certain =pecial
thing=. Maestro Arturo Toscanini,
whose memory is outstanding, had
such an experience. It has been told
by Tobia Nicotra. When Umberto
Giordano's “Madame SansGéne™ was
reliearsed at the Scala. Tozcanini
stopped the violas in the middle of
a passage, saving that they had ig-
nored a certain stress sign, “But
there's no such thing in the score.”
one of them protested, There was
certainly no indication of a stress at
the point in question, and Toscanini
had to accept the nole minus the
aceent, When he came to the theatre
next day, hee had an old score under
hiz arm—and there the stress was
in it= place. His score had been made
from the first edition of “Madame
Sans-Gene.”™ while the musicians
were using a later arrangement.
Toscanini never had noticed the
change. He had been conducting the
opera from memory since first play-
ing it.

It =eems that people with superior
intelligence tend to remember facts
and ideas better than people with
average intelligence. People  with
very popular personalities tend to
remember names and faces more gas-
ilv than people with ordinary per-
somalities, It = possible to raise your
1.0, {intelligence quotient} and vour
P.Q. (personality quotient) hy im-
proving vour skill in remembering.

We should never forget that physi-
cal couses in many cases aré con-
nected with poor memory., A young
pianist in a famous musie school sud-
denly developed a noticeable loss of
memory. He could not remember
what e had learned months and

years before. It was suggested that
perhaps his physical condition was
deficient and he was advised to con-
sult a doctor.

Indeed. something was wrong with
him. The doctor found a high degree
of anemia in the voung pianist, an
vbvious deficiency of hemoglobin in
the blood and of red blood cells, I
the brain does not get enough hemo-
globin with the blood, loss of memory
may result. But what was the cause
of the anemia? The pianist was =uf-
fering from a peptic uleer which
constantly caused small internal hem-
wrrhages with constant loss of Ilioil.
Proper treatment caused the uleer 1o
heal, the blood became normal again.
and there was no loss of memory
any longer.

There are many other diseases and
physical disorders which are con-
nected with decreasing memory, such
as adenoids, habitnal nose bleeding.
disorders of the bleod vessels, an
overactive thyroidea {goiter), chron-
ic constipation, efe,

Fatigue plays an important part in
logz of memory, On the othier hand,
sleep will restore the faculty of re-
membering. Many a musician whose
memory has decreased would not for-
get anything if he had sufficient time
to sleep and rest his brain, Seien-
tific tests have shown that lack of
sleep is harmful to the memory,
“Sleep is for the entire individual
what winding np is for the clock,” is
a word hy the plilosopher Schopen-
haner. You are tired and sleepy in
the evening and cannot remember a
musical theme, The next morning
vour mind is rested and in the mo-
ment of awakening you remember
the forgotten chord.

Don®*t Overstrain Your
Memory

It i= good practice to exercise your
memory, but don’t everdo it; it will
make you nervous and will make
vour mind unsteady,

You will learn and understand bet-
ter if vou do not overburdem younr
metnory mechanically, but rather tie
together through logical associations
all the details of new knowledge.
The French zoologist and geologist,
Cuvier, was asked how he explained
hi= unusual memory, He replied that
we all have a kind of tree in our
brain, which represents memory and
which has many branches and twig=.
He hung everything new that he
learned on the correct branch, and
when he needed something, he had
it within his reach,

Keep things in good order; this
will strengthen your memory. 1f yon
cannot help forgetting your umbrella
—anid this happens not only to the
phsent-minded professor, but 1o his
pupils as well—all you have to do
is hang vour hat on it and you will
rernember.

Write down everything which you
can spare tp your memory, and you
will feel relieved and sure of your-
self. Your memory will not be
“spoiled” by this met hod, O course,
you must have a good sysiem for
your notes and files,

An exceptionally good memary wis
attributed to young Mozart. After
two hearings of Allegri's whiserere.,
Mozart remembered the whole work
a0 @s o be able o write it out note
for note.

Another composer with exceptional
memory was Donizetti. Wishing to
procure for Mayer a copy of an opera
which was being performed al Baolo-
gna and which the impresario had
refused o lend, he had such a lively
recollection of the music after hear-
ing it two or three times that he was
able to put it down on paper from
beginning to end,

Young Berlioe alrplimi for the cho-
rus in the Thédtre des Nouveautés
in Paris. He was asked what he knew
by heart. He said: “l know by heart
the ‘Danaides.’ ‘Stratonice,” ‘La Ve-
stale) ‘Corter.” “Oedipe, the two
‘Iphigenies,’ “‘Orphee,” ‘Armide’ . . "
“That will do,” the manager =aid,
“The devil! What a memory!™ He
sung a song from Sacchini’s “Oedipe”
and got the job.

You can help your memory by
finding out whether you have a visual
or anditory memeory. Can you recall
a mental picture of vour mother's
fuce? That is o visual memory. Do
vou remember the themes of Brahms
Firzt Symphony? If =0, you have an
anditory memory. Can you recall the
radiant glow of the sweet while wine
you once tasted in a littde bhistro in
Orvieta? You have a memory for
tastes. Can you recall the fragrunce
of the perfume that the first soprano
you ever accompanied enchanted vou
with? You have an excellent olfac-
tory or smell memory.

If you have a visual memory vou
will learn a language more casily by
reading words and sentences, or a
score by reading it. With an auwdi-
tory memory you are better off by
hearing the language spoken or the
music played. A third group learns
best by repeating the words, by play-
in_g. the picee over and over. They
stimulate their memory by the feel
of the moving tongue and lip mue.
cles, by the feel of their hand s les
and joims,

Caruso’s visual memory apparently
was especially good, He learned the
words and netes of his opera riles
by copying them, He explained that
the 1|n'!'rl|:'rh-u assisted materially in fe

pressing them on his memory.
%‘I-'i::.'; i# a som ewhat strange number
o 12117405283031 738 127041182
Can yon remember it immediately?
Not il you are an average "

M Jpees
Aemory experis, however, will re
member it immediately. They b rnow

how to divide the number into small
groups of three of four figures= I
then they remember it .
we remember words,

and
4% easily &

Frequently we meet musicians whe
complain of a poor memory for
names and faces but who are very
good in playing by heart. What voy
are interested in will be impresse]
in your memory.

Exercise and will power combined
will help to improve your memory
1f you need a good memory to pass
an examination or o earn your daily
bread, it will get better and betier
gradually. True, you need special
talents to memorige all of Back's
preludioms and fugues or o condoo
a lot of symphonies without a score.
But to a ceriain degree, increased
use of vour memory will make i
stromger.

lgnace Paderewski told an instr
tive example about the difference
between harassing the. memory and
exercising it. He had absolutels oo
musical memory until be was 15 o
16. It was not sirange because he
did not like to concentrale an msk
At one time he had to leam twe
concerios and some twelve or maore
short piano pieces, and he learned
all that within two weeks! He was
|I-'|1il|,:r-|1 { 1] rhl it

Bt three davs later. after the big
performance, be could not repeat o
single piece. They were gone. All
this shows that nething can be w
complished through one big eflort of
joreed memory. Every student shoald
realize that good and enduring re-
sults are obtainable only through a

series of small but continuons daly
cflorts. A single effort is useless

This is also Maestro Tescanial’s

opinien. When he was psked il be
had a simple explanation for ki
extraordinary memory: =1 will il
myv secret.” he confided 10 2
voung conductor, *All my life 1 have
been studving scores”

Onee a physical obstacle has bern
climinated, memory needs Irzining
and practicing just as do other traits
of mind and character that are 1o b=
cultivated. We must nol resign our
selves. Don't say: “l can't help it!
My memory is so bad” or “I can
remember faces. but | can never e
names.” The English p=-
chologist Thoulese said: “Everytime
a man =avs he has a memory like 2
sieve, he makes a new hole in the

Vil

e ber

basttiovm of this steve.”

If for once vou forget something
that i= really imporant, Yoo still
have no right to complain about yeo!
[HEGT  IMCINOTY

A student of Princeton Collegt
had the reputation of possessimg the
best memory in the State of (e
His achievements helped him atlam
a Rhodes Scholarship —which we
erealed by the British statesma®
Ce 11 I”'Iln!r'- for il.“1l|'.j|21l1'- ’!'Il.l-
liant =todent=. Proudly he rmbarked
for England, but when he was read
to land at Plvinouth, be found that
he had forotten his |~:--p-»rt.

Thus he berame ex<hampion B
memory achievement, but he was aill
a good studemt with an excellent

memory ! THE END
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EUILDING PROGRAMS—AND SINGING THEM
(Continued from Poge 13)

made them s0 enduringly popular as
1o becume ehestiuls. Then 1 try 1o

fud some less hackneyed work of

qul 8 . Instead of singing

Grieg's lch liebe dich, for instance,

| wonld try tn unearth another Grieg

weg which has similar qualities.

Again, when | sing something new,
o seldome-heard, or daring, T put it
dier something more familiar, When
| fret sang some little-known Men-
bt songs, 1 preceded them with
fut Fluegeln des Gesanges,

The second element in program
fuilding is the singer’s grasp on the
IS of his field, This [iresi ppases
fymiliarity. with the entire song lit-
sature which, in turn, presupposes
contingeus snd diligent research. |
ulien spend  more  time  looking
fhrongh songs (most of which |
wonl siag amyway ) than in learning
thise 1 hall wse, 1 find research
more rewanding when it is purpose-
&l rather than vague. | don’t believe
fn jut sitting down and reading
thrsugh quantities of songs. Instead,
| bke o think out a specific kind, o
patteen, ol program: then to hlock
ui* the Iype ol sangs which would fit
well into it and. fnallv, to sclect
the individual somgs which will make
it most pleasurable 1o hear,

Recently, 1 thonght about a pro-
gram which, ronghly, would inelude
swme modern French works, =ome-
thing quite early, =omething f{rom
b Romantic era, and something
beutiful and unhackneved in Eng-
lsh, | had no idea which works |
wanled, but this gencral pattern kept
templing me. What 1 did was 1o make
the start | geoerally make—io tuke
sl with my friends and teach-
ere. Yoes Tinavre and Dr. Otto Herz
whe is akeo mv accompanist, They
aliisl me, and allowed me 10
brwwee theough their libraries, until
| had assembled exactly the program
| vanted. The Freach group came
Imm Ravel: the early works were
made up of pre-Bach: the Romantic
=nge imeluded the Yittle-heard Men-
'H""”!"ﬂ | have mentioned : the Eng-
h'i_ group came o life in some
slorious arias of Purcell, This method
o shaping my programs 1o some defi-
fle pattern s more helpful than
vague hunting about for material,

\ed after the program has been
] Jnd mastered, it must be
*l;n.z.’ ﬁ'!'I- presupposes full control
o the yoice, both its production and
s projection, These fields are pecal-
larly difficult 1o discuss, since there
s no definite Tanguage for de
Tmr::“i!']i’rr vocal Ll:lrl..uml no graphic
T nstrating i, It all eenters
J]n the sensations of the individual
!”'“1: What is known as vaice place-
Ment i, in escence, the art of send-
"2 out tones in such a way that they
e agreeable to hear and |Itl.'l.'lﬂ!‘:l-|
::;q!::l' :“':‘ involves certain tech-
e uch as full masque Tesn-

nee and the free motion of tone,
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without museular constrictions along

the way,

How this is to be achieved depends
h_l'_l-'.ﬂ]!- upon the structure and fexi-
bility of the individual singing throat,

and can hardly be pinned down hy
rule of book. Of chief value is a
good teacher! This means one whose
ear iz keen enongh to detect what the
pupil is doing. and whose knowledge
is extensive enough (o encompass the
correction of all problems,

One of the most common of these
problems= is the tight throat. The
cure, of course, i= o an-tighten if.
and this again depends on the struc.
ture and the habits of the singer
more than it does on nl'rjm':i\'l' rules,
One helpful =olution is o inhale the
breath in short gasps. then trying
to let it out as freely as it was taken
in. You will find that the rightness
occurs only in letting the air o
inhaling §. By

sgmin—never in

breathing quickly, one Keeps a man-
ner of hold on the open throat posi. |

tion which helps in giving the air am
more freely,

Another helpful drill ic o think
of gargling: don't actually do it, bu

prepare the throat so that you conld |

gargle. This assures an excellem
open throat position:; when one gives
aut tone from a throat so prepared,
the twone moves with freedom, The
closed throat constricts tone, so that
it comes out tight and harsh. Hence
the common warning. Get the tone
out of your threat. This means the
right thing, but it docsn’t say exactly
what it means! The vocal cords are

in the throat: it wonld be impossible |

to have tone which didn't eriginaie
there. The thing i= what happens to
the tone from the instant it vibrates
off the vocal cords and passes from
the throat on its way out, The im.
portant point is that it must not e
hampered by muscalar constrictions
in. or of, the throat: it must move
freely into the masque and re=onate
through it.

Further, as the tone is sent up and
aut. it should make use of all the wir
that has been inhaled 1o form it
Superfluous, unused air under the
vocal vords shakes them, cansing the
wne to wobble in an uncontrolled
and distressing tremalo. Here, the in-

teresting thing is that perfectly con- 1
trolled shaking of tone is, actually, |
the underlying principle of the trill. |

as well as of the other florid orna-
ments. designated in the oliler no-
menclature as “the shake.” It realls
i a shake! But it must be cont ol led,

Over and above pure tone valoes,
there is diction 10 be eonsidered. To
my mind. diction is not the same a=
pronunciation as such. [ think it pos-
sible to have good pronunciation and
bhad diction. By diction, then, 1 mean

the projection of the words  (over
anid above their mere enunciation ),

so that they are heard with full. |

{Continued on Page 550
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been collecting dust in the archives.
One is reminded of Mendelssohn
without whose similar service the
great works of Bach, then silent and
forgotten for over o hundred years,
may never have been known 1o to-
dav's world. In the same spirit, those
who administer the NAACC flty
years hence will give to the public
not only the works contemporary
with that future day butr will alsn
not neglect the hest prodocts of
American musical thought of l.hr
present era. Adhering to this policy
the NAACC is unique among music
organizations of the nation for it is
the only one which continuously
promotes the full scope of American
e,

At the fve vyearly concerts at
Town Hall, New York City, under-

| written by the membership, free to
| the public and hroadeast by radio

atation WNYC., compositions  pre-
cented are chosen for performance
on merit alone and nm by reason of
membership on the part of the com-
poser. He need not be a mem ber
1o have  his work peclormed and
very often is not. The only require.
ment is that he be an American,

| Many works are heard in hrst per

formance. At recent count il was
pstimated that the organization bad
given premigéres to more than two
thousand mew works, Also are heard
in repeat performances the com s

| tions of Griffes, Tves and Loeffler

who were not fully understood by
their own generation nor are they
yet fully appreciated by ours As
befits the selflessness of the founder.
Hadlex's voluminous works are sl
dom done by the NAACC, Once o
vear at the December concert which
commemaorates his birthday, one of
hiis compositions appears on a pro-

| gram with others of earlier and

later wintage, It apprars as part of
o general seene, He would have
wanted it that wav.

As often as will =uit gmnl rres-
gramming. such names as Foote and
Chodwick of the New England
group, Billings and Hopkinson of
the Colonial Period and John F.
Peter of the earlier Moravian set-
tlement are =een on NAACC pro-
gram= along with others of these
eras. Their compositions are re-
ceived with keen interest as prod-
ucts of earlier times and mores. The
universal langnage, music hridges
the vears and gives us a sense of
helonging to our historical past. The
COIM HSET '|1|;|1_u his lIIl'ﬂ.I[!hI-h. ill'lll'i'.l"-"
indelibly impressed with his times,
on paper. but it is so much eold
print on colder paper until trans-
lated into sound: the performing
artist strives to interpret the com:
poser’s thought but it is =0 much
meaningless sound upon thin air
unless it strikes a respongive chord
in the hearer’s heart and is there
recreated. Tt i= in the receptive audi-

THE NAACC COMES OF AGE

{Continued from Page 11)

ence that the music delivers its ﬁl‘lﬂl.
message and fulfills Ilu:l thrt{l‘-wa'-i
thought cycle to the satisfaction o
all participants.

Understanding these factors of the
human communion that is music, it
is not o dificult to understand
John Kirkpatrick who played
Charles lves' Concord Sonata for
Piano before an NAACC audience
at Town Hall and thonghtfully com-
mented on his own performance
thus: “Semething was present in the
audience tonight. 1 have played the
Sonata often but never well,
never with such a feeling of rase.
I hope I can meet that mark again.

The NAACC has come a long way
since the days of its first president,
Mrs, Dean Grdy Edwards. An able
parliamentarian, she developed the
administrative framework which, to
this duv, adequately provides the
warking parts of the organization.
After two vears of unceasing labor
on the details of Incorporation.
Charter and By-Laws, she -was sue-
ceeded in the presidency by Mr.
Lawrence Tibbett. To the desig
nated elective and appointive offices
there come year after vear other de:
voted individuals who give their
time and efort= gratuitously 1o the
attainment of a long
Many have introduced new projects
which extend the influence of the
organization. Among D
Sigmund Spacth. noted minsician
writer and lecturer, who was presi-
dent for nine

Published scores and manuscripis
sent for appraisal and possible per-
formance began to accumulate at
headquarters, It was Dr. Spaeth’s
thought that. with the consent of the
composers, Lhese might form  the
opucleus of a library of American
music. His supgestion was accepted
with enthusiasm by the Directors of
the New York Public Library whao
sel aside space st the Filth Avenoe
Library for the project and appoint-
ed John Tasker Howard librarian of
the first circulating library of mu-
sical Americana. Supported by the
NAACC under the name Henry
Hadley Memorial Library and great.
ly expanded through gifts of pulb
lishers and private individuals, I
offers a place of =tudy for perform
ing artists and conductors who wish
to inelude the music of this country
on their programs,
numbers,  students, teachers  and
radio and TV directors consult the
library for specialized information.

It is indicative of Hadley's special
impact on those who had the privi-
lege of knowing him that memaorials
instituted  shortly

By

range goal.
these =

VEATs,

In increasing

after his death
bhonor nel so much the man as hije
ideals. A second memorial the
fouinder proposed by Harold
Morris, long the capable chairman of
the f:illl:lptl'-!'f'- f:u!ll-rllilh'f'. Like the
library it

Lis
W

BETVES ) j“'"”: T pose

Through the system of anoual
awards those who render greatest
service to American music are ac-
corded NAACC citations, The high-
est award is the Henry Hadley
Medal, a handsome bronze pl.:tl.|uv
designed by the eminent San '['.r...m.-
cisco sculptor. Halg Patigian. The
miost recent recipient of the medal
was Mrs, Ada Holding Miller, presi
dent of the National Federation of
Music Clubs. Others who have won
this distinguished award are Mrs.
Fdward MacDowell, Howard Han.
s, Buck. Nicolai Sokolof,
Sigmund Spaeth, Deems Taylor
Fiorello LaGuardia, the Goggenheim
Foundation, Pierre Monteux, Nadia
Boulanger, Charles lIves, Edwin
Franke Goldman, Leuisville, Ken
tucky. Philharmonic Seciety, Walter
H. Hodgson and National Music
Counecil.

Through the courtesy of Mrs, Ines
Barhour Hadley, widow of the loun-
der. the Hadley Studio at 15 West
67th Street, New York City, has been
made available to the organication
as National Headquarners. Here the
membership meetings are held and
the committees meet to plan activi
tes. Here, also, the dedicoted Mrs
Hadley presides as hostess m W uraic
cale-Teas in the same tradition that
marked the earliest recitals of the
organization. Miss Gladys Mathew
arranges these programs al which
American chamber works are pre
sented and at which one may lear
a lecturer speak, a writer diseuss his
latest book or a s read his poeme.

Grene

Here the poet-member meets the
composer-member who may later =t
his poems to music: here the com-
poser may glean a thought from a
speraker which will motivate a sym-
phony:; here - the I1uti-|'\-l1*[l'--llll“1
member sees the Arls in their rela
tionship 1o one another, Here lies
I|.|r e 1![ Ti|l' N '1..'1.{].:.

The time has :|r.l--r'|! when the
American musician was the [orgotien
man of music. Many more Americans
Al the conductor’s role, many mare
native works Appear on con el pre
1|!11|.I1 ||.||!
Yer in the svmphonie and operals
fields there still exists a lack of ade
quale representalion of
musical thought. And without an oul-
let for his p|-1~{;:||l the native oni
LA | these ficlds often diverts
his talents to more :I:.l'li'illll '|||J:|'=IiI!"
Mr. Leon Barzin was the first to take
up this challenge. During the yrars
of his NAACC presidency, 15
1948, he conduacted his ational L

chestra Society in rehearsals of na

gErams a peneralion Ao

A merican

tive symphonic works at which the
composers were presenl. Since then
the organization has presented one
mi stage
seltings, more ofien in concert form.
Recently it has heen possibile for '-l'-"_
NAACK the

the \merican Society of T

operas, sometimes with

with 1:--u'|n"|.11l'--'- ol
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{ughars and Pablishers {ASCAP)
the Music Performance Trust
fund of the American Federation of
Vgsicians (Local 802), to engage
ihe Little Symphony Saciety, Thomas
German, conductor, for two pro-
;n- of all American svmphonic
pasitions Lazt seazon William
tﬂw then chairman of the
. Committee, inaugurated the
“Reading Concerts” at the first of
which the New Symphony Orchestra,
Vaurice Bonney, conductor, read
.mg.i: compositions,
(i Moy 28, 1954, Mr. William A.
Sehroeder, noted composer who has

served the NAACC in every official
capacity since its founding, was
elected its national president. Tt is
to him that the organization looks
for leadership in the vears ahead.

Part of its future program will he'

to encourage presentation of a fair
proportion of American music at
concerts by performing societies of
the United States. When there is one
American composition on every sym-
phonic program and one American
opera in the seasonal repertoire of
every American opera company, it
will know that a point has been
Wi, THE END

SCHUBERT AND HIS MARCHE MILITAIRE

( Continued from Page 21}

""ﬂ1 .Slﬁ'ﬂf 'h'l'.' WL b hl haow
many dark hours,
Fhen the savage circle of life

FEEIArey M,

Dsgt Thow transpart me to @
bappier sphere.

And kindle the lighe of love in
my heart,

0, Secred Art . . . my thanks
to Thee!™

“But now my time with you is up,
| must b off. After all, T shall only
be leaving your visual sense. | shall

hear and cherish the rest of the

duet-marches that you will play 1o-
day, and hope that vou will soon
try some of the bhigger duets—the
Fantaisie (Op. 103). the Divertizse-
ment & la Hongroise (Op. 54). the
Andantino Varie (Op. 84) and . . .
and s N

Then suddenly, emptiness and =i-
lence in the room. From the far-
offness echoed the =oft sound of
Schubert’s melodious voice singing
“Du holde Kunst, Ich danke Dir™
v« « 0, Sacred Art, my thanks to

Thee.™ THE END

COMICAL OPERA

{Continued from Page 12)

mestioned before, one of the stage
bieds wae onee seen walking along
ke floor of the Nile in the third
at of “Aida,” earrying n bucket of
beer, todally oblivious of the fact that
the rartain was wp. It was in this
sme operg, too, in Berlin, that a
vell known American soprano em-
|N_'.‘rd i chorus member instead of
Henrich Schlusnus, the Amonasro.
] seems that her one rehearsal had
een is street clothes,

Rudolgh Thomas, the late opera
eoach, nsed to tell of a Woran whose
thythmic sense failed to keep time
with his vocal prowess. His only way
of making o particular coe was to
walk in measured steps 10 a desig-
rated ek o the set. During a guest
Performance on & larger stage, W otan
reached the rick 1wo measures late,
duf ung the entire rest of the act
""-ill.'.tF!-' Iy meisnures in arrears,

History even recorde the hegin.
Mg of a tradition in “Siegfried,”

where the san of Fatan 1

Brye i=es] 1o leave

wthilde's side—~for no apparent
ta%0n in the score
1 r.h_‘Hnrm and then come right back
o ey dition. which persisted
s -I.I tluut- origin anly because
Sioghics the early |J:-rfrrrmal'l1"\"i.

imied had 1o clear his throat and
"M inta the wings,
_ back 1o Cincinnati for a briel
"eapitalation of our theme hefore
:r“ Iﬂl_lnl'h into the coda like all well
!I:l:‘;li_t-‘d mesical compositions. In

airies, 3 well known SOpTAnG
"Tosea” during a series

o go upstage

Wi "i“l-'il'lg
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of opera  presentations under  the
baton of that excellent musician,
Engene Goos=ens. As the diva leaned
over her lover’s lifeless body in the
last act. her hat fell off. Discomfited.
and entirely unmindful of her com-
ing snicide, “Tosca™ reached over,
perched the hat at a precarious angle
on her head, and proceeded 1o leap
over the parapet. The hilarious re-
sponse from the auditorium had in
it a recognition thar this final act
of desperation was no more than a
subeonscious outcropping of fem-
inine vanity.

Now, of course, evervthing in Cin-
cinnati Summer Opera is changed.
No more do the roar of lions or the
shrieking of peacock mar Lucia’s
cadenzas. Almost all of the operatic
great have appeared, or do appear
on the Zoo stage: Sayao, Rethberg,
Peerce, Baum, Tucker. Djanel, Thor-
borg, Swarthout, Bamplon, Guarrera,
Vinay, Bacecaloni—to mention just
a few. Today the roster sounds like
a reprint of the Metropolitan’s.

It i« here that James Melton made
his operatic début, that Grace Moore
sang her first Tasca, Blanche Thebom
her first Carmen, Dorothy Kirsten
ber first Burterfly with Brian Sulli-
van—what a wonderful experience
that was!—Stella Roman her firet
Marschallin, Roberta Peters her first
Cilda and Lucia, and Hobert Merrill
his first Rigoletto.

But when memory longs for a
hearty laugh, it longs, too, for the
early Cincinnali summer seasons.

(@rgan and lfhoir

Questions

Answered by FREDERICK PHILLIFPS

I have been studving organ for the
past year, mostly by myself, and haove
studied quite theroughly Stainer's
“The Organ.” What would be best
for me to work on next, especially
copering pedol work? o you know
of any reading matter that covers the
Baldwin Electronic Organ, Model
W3—thar is, its history, and why were
the particular stops sefected ?

M. N, B—Mich.

We suggest that yvou use the fol-
lowing: Bach for Beginners, Barnes;
Bach. Eight Short Preludes and
Fugues; Carl, Masterstudies; Dun-
ham's Pedal Masztery and COrgan
Students” Bach, Rogers.

The Baldwin Piano Co., Cincinnati
2, Ohio, will be glad to send vou
literature explaining the history and
development of the Baldwin Elee-
tronic Organ. Théir local representa-
tive here in Philadelphia has ex-
plained to the writer that the stops
were chosen after many consultations
with leading organists,

Cur church is purchasing a new
electric organ, and the question of
seating the choir has arisen. Recent-
Iy risers were bt for the choir, and
some members feel it draws attention
1o the choir, rather than to the minis-
ter. I do not share this thought. The
neww organ witl not be in the same
position that it now eccupics, dnd
we are considering the advisibility of
seating the choir at either end facing
each other. We would appreciate
Youlr apinions.

R. G. M—Nebr.

We are rather inclined 1o agree
with you on the riser question. With-
out =uch an elevation the hack row
voices are at a disadvantage. and we
hardly think the elevation would re-
sult in centering too much attention
on the choir—possibly the back row
members are a little self-conscious
about it. The rizer, however, should
not be more than =even or eight
inches at the most: probably six
would be better, Your reference to
the chaoir “facing each other™ is just
a little indefinite. The church appar-
ently has no chancel similar to the
Episcopal or other liturgical design,
so that ¥ou could hardly mean op-
posite sides of the chancel. 1f the
choir is to be together, it would be
hetter to all face the congregation.
Even il the new organ is placed some-
what imilarly to the pre<ent one, and
the choir divides on either side, we

still recommend the entire choir
facing the congregation. However,
if it iz preferred 1o dispense with
them, we suggest that the back row
members stand between the members
on the front rows, and not directly
back of them: in this way the back
row voices will come through better.

Enclosed is the specification of a
propased organ for our church, There
is no unification or duplexing, wl
though I' am in fover of it in the
softer registers. What changes o
you suggest? Is 820000 a reasonalie
price for this instrument? W hat class
is the Aeoline, string, reed, flute or
diapason? What class is the Vox
Celeste? Is the Doppel Flute mare
practical than the Melodia in an or-
gan of this size? The organ is to have
three of the four pedal stops to be
flutes. Do you favor this? What cfass
is the Pedal Bass? Specifications:
SWELL—Bourdon 10, Stopped Dia-
pason 8, Salicional 8, Aeoline ',
Fox Celeste &, Flute I2th 7247, Flau-
tino 2, Vox Humdana &, Oboe &,
Tremalo, GREAT—0pen [Napason
¥, Doppel Flute &, Dulciana i,
Gamba &, Octave 4, Flaato Tracerso
¥, Chimes 25 notes. PEDAL—Pedul
Bass 16°, Bourden 16, Lieblich Ge-
decks 16°, Flute &, 2 cxpression
boxes, usual couplers and pistons.

B. 5.—Se. Car.

The specifications seem 1o indicate
quite an efective and well balanced
organ, and we cannot really suggest
any changes that would be particy.
larly advantageouns. The price also
would appear quite reasenable. The
Aeoline stop coald belong to either
the Diapason or the String class, 1§
the former, it would be & very soft
modification of the Dulciana. and if
a String stop, it would be a very soft
Salicional. The Vox Celeste i< a very
soft String stop, tuned slightly sharp
or flat and used in conjunction with
another soft stop of a similar quality
to ¢reate an unduolating effect, Some-
times it consists of two ranks of
pipes, one tuned slightly off pitch,
to create the same effect with jus
the one draw stop or tah. For this
particular organ we believe the Dop-
pel Flute would be preferable to the
Melodia as it makes a better solo
stop for the Great. The Pedal-Baes
i« probably in the Diapazon class,
The Pedal Flute & would F““'Il'ilhl'!u
be quite satisfactory, though if vou
wish to avoid quite =0 much Flute
tone, a Cello 8 could be substituted.
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A Pocket Full Of Musie

by William J. Murdoch

F YOU had lived in France two

or three hundred years ago and
decided to learn the minuet or
some of the other dances of that
time, your dancing master would
probably have taught you to the
tune of a pochetie.

This was a pocket-size fiddle. Tt
took its+ name from the French
word for pocket, which is poche.
The instrument was only fifteen or
twenty inches long and only a few
inches wide and was played with
a bow not much more than a foeot
in length, The dancing master car-
ried one of these tiny instruments
in the pocket of his jacket, always
ready for work. So that he would
not lose it he sometimes tied a
string to the pochette and looped
it around his neck, much as today’s
basketball referce keeps his whistle
handy.

“Like this," the dancing master
might say, as he pointed one foot
ahead of the other gracefully. *A
one-two-three, lightly now, follow
me.” And then he would bring the
little fiddle and bow from his
pocket and play while he danced.
his students trying to follow him.

The pochette did not look like
our present violin. The neck seemed
to be also a part of the narrow
hody, instead of being a separate
construction, and the instrument
had the appearance of a very nar-
row gourd. The tone of the instru-
ment was very high.

Some of these instruments were
very elaborately made and it was
not unusual for them to be inlaid
with ivory or tortoise shell designs,
Some were exquisitely carved, One
even had a little built-in fan! Per-
haps the dancing master would
want to cool himself after a heated
session with his pupils. Another
one was built in a walking stick!

It is =aid that the great vio-

4

lin maker, Stradivarius, made a
pochette, This one finally came
into the possession of an ltalian
composer who was so impressed
with it that he wrote a special part
for it in the ochesiral score of one
of his operas.

Other small types of violins were
in use during this musical era in
Europe, including the kit, which
was a favorite in England; one
called the sordine was used in
Italv, and the Germans had one
they called the taschengeige. From
the last syllable of this word the
French got their word gigue, mean-
ing a lively dance usually played
on the violin. It is [n‘unuun{‘{'d
“jheeg.” and from this comes our
word “jig.”

The ;ul:'.i'u'trf, asz well as= all the
other small types of the violin have
long since disappeared from use,
but they can still be seen in many
museums where old musical instru-
ments are displayed. They are
worth seeing and many of them
are worth thousands of dollars,

THE ORCHESTRA

by Wilburta Moore

The VIOLIN is an instrument
vou all know, 1 am sure; you know
1! when vou see its form, or hear
its tone 5o pure. VIOLA looks like
Violin. & wee bit larger, ”““fgh,:
its highest string is A, nol !',: it
borrows Violin’s bow. The 'CELLO
is a huge violin thal rlandl.‘- upon
the floor; its notes are written in
bass clef. but it can higher soar.
The DOUBLE BASS, however, 15
the one that takes the prize; its
tone is very, very deep, and mon-
strous is its size,

The soft-toned flute is like a pipe,
and very, very old: it came from
EGCYPT. centuries back—at least
that's what we're told. The OBOE
has a lot of keys, but i= not very
long; there is a double reed in-‘ith-,
and plaintive is its song. [he
CLARINET looks much the same,
with all its silver keys, and when
it plays a melody its tone is sure
to please. The ENGLISH HORN
is not a horn because it's made
of wood; it's like an but
plays lower than any oboe could.
The BASSOON has a deep, dark
voice: its tube is nine feet long;
while it can go to treble clef, the
bass iz ils true song.

ohoe

The TRUMPET, everybody knows,
i= something like Cornet;
tone iz vich and brilliant—a tone
you don't forget. THE FRENCH
HORN is a lovely thing, to listen
o Oor s&e.
velvet, and it’s curved =o grace-
fully. THE TROMBONE really is
unique: it slides far in and owr;
you all have seen itz gleaming
brazs and watched it slide,

s

ils tone is smooth as

no

SCORES OF VALENTINES

by Ida M, Pardue

A few pages from a music-paper
note-book and a pencil or pen
{eolored or black ) —these are all

g ~ozzm :_T-""'ﬂ 3
&“‘Iﬁi!vﬁmﬁ'iﬁ:‘—” = B

you need 1u score up some unusual
valentines,

Cut each valentine from the
music-paper to fit your envelopes.
I vou wish to give them a title,
“To My Valentine™ at the
tll].h ﬂ|‘||:L ]' 1_.'m| wanl 3.'-rur name
on it. write “words and music
by ..." {your name, though valen-
tines are usually sent without any
name, so, include it or not.

write

Will you be my valentine? is
scored on the music sheet to look
like the one given herewith., An-
other example reads You do not
n-'r'd’ fiy he .\’HH"'F o 5ee Yiou are a
natural for me, also given with
notation,

Pty

How many others can vou in
vent? Use staff notation for letters
1 i
ato g. Pat on your thinking-cap.

doubt, The TUBA is the largest
one: its tone is low; it's =omewhal
like an organ tone; it takes much
!,]Ir“l‘l Lo blow.,

Of different sizes are the drums

the KETTLE, SNARE and BASS;
good rhythm is the vital thing o
keep their beats in place. The
proper name for Kettle-Drum is
1"!“”‘.\' f.nLI. Aflllh.’
the drummer tune it “up,” or tune
it way down low, Of great impor-
tance are the GONGS, the CYM
BALS, TAMBOURINES, TRIAXN
GCLE. BELLS: they help to tell

what each composer means, Lnd

just walch

when wvou hear the orchestra, do
nid irllj_"i'l 1o Iry Lo pee how many
instruments vou can idenlify

WHO KNOWS THE
ANSWERS?

{(Keep score. Une bundred 1=
1. What is the leading-tone in the
scale of F-sharp major:

points)

2. Is Mischa Elman an opera sing:
er. conductor, violinist, or com
poser ? | 10 points)

3. What great composer was born
in 1833 and died in 18977 |2
points )

.. What i an

points )

anthem? (10

5.Is the augmented triad, D-F
.-||..'l||p-|’--l].'n1 in root !H-'-it.'-"l" ar
inverted? (15 points)

6. Does the rhumba come from

South Amenca of
Hawaii? (15 points)

7.1s “Falstafl,” by Verdi an

opera or an oratorio? 19

Bohemia,

pevimts )

8. What is
tempo? (5 points)

9. How manv thirty-second “"“':
equal a dotted half-nole? 9
poants |

10, Which composer's pictore B
given
points)

Answers on next page

meant by [istesso

with
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this quiz? (10

NO CONTEST THIS MONTH
1i vou hawe not vei sent in vour qu-*.-l:innnujn- in January issue, be
qnle w do =0 before the end of February, ]

INSTRUMENTAL GAME

By Ida M. Pardue

Which ane of the three items in
pch question is a musical instru-
meot? The player with the most
cirect answers in a given number
of minutes is the winner,

L Mute, jute, lute; 2. harlequin,
brmonium, harquebus; 3. bala-

laika, bagatelle, badinage: 4.
glockenspiel, gimbal, guerdon: 5.
farina, marina, ocarina; 6. celeste,

celestial, celestine: 7. octenial,
octachord, octagon: B. marimba.
mordent, moraine: 9. truncheon,

tumbrel, tuba; 10, hurryskurry,
hurlyburly, hurdygurdy.

Anmwers on this poge

Letter Box

Semd replies 1o letters in care of
Jsslor Etnde, Brym Mawr, Pa.,
i they will be forwarded 1o the
wiilers, Do mot ask for addresses.

Dear Junior Etude:
| buve been & piano student for a
mmber of vears and have been
teaching plano for over a year. Al
teugh somewhat older than most
if your Letter Box writers [ would
tjoy besring from readers of all
iges a2 10 their musical tastes, opin-
ime, ele, | think this is a fine way to
it people together from all parts of
the world 10 discuss mosic and 1
bepe to hear from some who appre-

clate good music,

Michael Alieff ¢ 25)
Michigan

L]

Dear Junior Etude:

I tzke voice lessons. My hohbies
. letter-writing and tennis. 1 would
like 1o hear from others about my
i,

Erelyn Ann Colightly fdge 15)

Kentucky
.

rpe SRR R ’
LETTER BOX NOTICE
0 more letiers have been received
IIH‘”-L'. the name of the States but no
lerihe |
ther addresses, Sally Smart. Ten-
“_"“‘-"'. and Mary Cain,

L |
L ) -

2, please send us Your come-
plete adq

Yirginin

.. ress, otherwise your letters
Wil noy e primted,

-

VanGilder Music Group,
Houston, Texas

Mary Loy S5

\ M Scincen, Claries
h-lku: Osborn, Charlotte Han
¥ Gireen (Age 12 10 16}

Felta,

Hummonds,
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Foreign mail i= 8 cents; some for-
cign airmail is 15 cents and some is
25 cents. Consult vour Post Office
before stamping foreign air mail.

Dear Junior Etude:

I have studied piano five vears and
am very much interested in ETUDE
magazine, Our neighborhood is go-
ing to form a Junior Etude Club. I
would like to hear from readers my
age who are interested in
especially, piano.

Mary Jane Pryor (Age 11)
Harwaii

mu=ie,

Other Letters from the
Mail Bag
The following would also like 1o
receive letters, (Space does not per-
mit printing their letters in full) :

Gail Archer, Age 15}, Montana,
plays piano, also clarinet in school
band: Michael Blinick (Age 13),

New York, plays piano and organ:
Joan Pitney (Age 12). New Jersey,
plays piano and studies ballet danc-
ing: Carol Lotz {Age 13), Illinois,
plays cornet and accordion, wther
hobbies are sports and dancing;
Carolyn Tacelli (Age 10}, Tennessee,
plays piano, also elarinet in srhool
band: Rosemary Ceozze (Age 11),
California, plays piano and has
started organ, collects stamps and
coine: Linda Ellington (Age 10},
Kansas., would like to hear from a
reader in Germany or Hawaii.

Answers to Instrumental Game
1. lute: 2. harmoniom; 3 halalika; 4
glockenspicl; 5. ocarina; 6. celeste;
octachord {sometimes  spelled  octo-
chord ) ; 8, marimba; 9. taba; 10. hurdy-
gurdy

—e:

Answers to (fuis

1. Esharp; 2 violinist; 3. Johannes
Brahms: 4. a choral composition {or
service, usually having snlo
parts; 5. hirst inversion {rool ) pdl-:i[irrn
would be B-flar, D, F-sharp; 6. South
America: 7. opera; 8. at the same rale
of speed; 9. twenty-four; 10. Handel

church

BUILDING FROGRAMS
AND
SINGING THEM

| Continued from Page 51)

vibrant resonance, How to do this? |
The best explanation I can give is |
to liken the production of =zinging
tone to that of an instrument. The
body of a clarinet determines its
basic tone; a definite tone is there,
built in as it were, and that's the
only kind of tone that can come out.
Onece the tone has been made, it i=
resonated, or colored. by the reed.
Exactly the same is true of the vie-
lin: the body of the instrument de-
termines the tone, and the bow
contrels resonance. So far, the hu-
man voice follows along the same
lines; the structure of the vocal cords
determines singing tone, which must |
he sent in a free flow into the masgque
to he correctly resonated. It is at this
point that singing tone gocs a step
further than instrumental tone, This

step entails the sending out of well

formed, well resonated tone in words,

and it should be done exactly as

if the clarinet or the violin were |
equipped with a pair of lips through |
which their tones could emerge, That

is to say, tone does not originate in |
words, or as words; it must be |u‘n-i
duced as free-moving, independent |
tone which, a split =econd later, is|
gent out through words, Only Il[h'l'!
this free moving, masque-resonated |
tome exists, can it come into I|:|1.1;
words. If you try to put diction into

tone, the tone slips back into the

throat (where, incidentally, it can

be pronounced just as well as in

front, but can’t be projected?), and |
becomes tight. The difference be-

tween putting diction into tone, and |
allowing already formed, free-flow- |
ing tone to move through words, is |
what I call projection. Well pro-|
jected tone moves freely from an

open throat, into the resonance |
chambers of the masque, and then.

in third place, moves again through

the i:iTh- as diction. And diction is
enormously  important  in sending

one’s programs into the hearts of

one's hearers! THE END |
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o | hold music to be the noblest |
language of the soul; others find in |
it only a pleasant combination of |
sounds; others, o counterpoint exer-
cise.

Robert Schumann
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COMMITTEE MEETING
(Continueid from Page 24)

WHITEBEARD: Very possibly.
Anyway, give them their choice.

YOUNG: I fully expect them to
throw out all three and come up with
some brillinnt ideas of their own,

WHITEBEARD: (After a pause;
reflectively) There is gomething 1
want to say to vou. I understand per-
fectly and sympathize with your
prahlem, There is no reason why you
should be a rubber-stamp for the
music committee. In facl, you are
not doing vour job if you don’t give
them the benefit of your knowledge
and specialized training. Try 10
bring them around to your way ol
thinking. Be enthusiastic for your
programs, bul don't go to the meet-
ing with a chip on your shoulder.
Assume you are dealing with reason-
ahle and fair-minded men until the
committee proves itself otherwise.
If there is any dirty-in-fighting, let
it he the committee, not you, who
start it.

YOUNG: (Gleomily) 1 fully ex-
pect to be out of a job Monday eve-
ning.

WHITEBEARD: If that happens,
I hope T will be the first to know
about it.

INTERVAL

(Scene: The same; late at nighe,
WHITEBEARD, in pajamas and
dressing gown, opens his studio door
and YOUNG en‘ers, in exuberant
ﬁfﬂ.ﬁ' .'FFI'FI-H. He seizes WHITE.
BEARD and waltzes him abour the
studio. )

WHITEBEARD:
Here, here . . .

YOUNG: I've just come from the

{Protesting)

meeting.

WHITEBEARD: 1 couldnt help
suspecting that.

YOUNG: What do vou supposs
happened ?

WHITEBEARD: Tell me, Which

program did they choose?

YOUNG: They choose ALL
THREE!

WHITEBEARD: My, my. What a
surprise.

YOUNG: That was why the meet-
ing lasted so long. There was no dis-
cussion of the programs, itl‘"—“]'ﬂ"‘lfl
none: we finished that part in fifteen
minutes, Then 1 sat quietly on the
sidelines while the committee talked
money, They wanted to have my
three programs, one on  Maundy
T|n;|;|-_-|].1,.‘ one on Good Fridav and
one on Easter Sunday. Then thos:
wonderiul Iu-ut:lr Eol oul paper and
pencils and began to figure how they
could eut corners somewhere else in
order to put on my programs. And
at last, when they saw it eoaldn’t be
done, that it would upset the budget
for practically the rest of the vear,
the chairman of the committee—a
splendid fellow, by the way—said:
“Mr. Young, vou must make the de
cision. Which program would yoa
rather have?™ 1 chose the mixed pro-
gram, and that’s what it will be.

WHITEBEARD: Very good.

YOUNG: 1 wish you cotld meet
the music committee, Wonderful peo-
ple, all of them.

WHITEBEARD: ( With a twinkle
in his eye) Music commiltees gen
erally are.

CURTAIN

WHAT BECAME OF LUBECK?

(Continued from Page 16)

other than the income of a f{ather
who was a day laborer. The young
girl worked interminably in all sorts
of menial employment in order 1o
earn her musical training, without
lowering her dignity. She finally
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found an opportunity for a public
appearance with a small fee. This
led to other engagements which were
more profitable. During the past year
she has been appearing with .|:|n--
nounced success in leading European
opera houses in prima donna riles
| She made good because she was rmlj
ly very fine. A thousand letters of
introduction would not have accom.
plished this if she had not developed

the superb qualities 10 deserve such
A SOCCess,

Many years ago a voice teacher of
local renown (now deceased). who
hal_j uiseludju in a building near the
writer's office in Philadelphia, called
upon the phone and said: “I have a
pupil with very moderate means. If
| I continue teaching her I will have

to make a reduced charge. My time
iz in great demand. Will you bear
her and let me have your opinion ol
her voice? 1 will send her over 1o
your ofhce.” After a few minutes a
sweel-faced girl of fourteen or hifteen
came in bringing with her the writ-
er's composition O Car'lina, a song
of the Stephen Foster tvpe The
wriler i.'l.i'l'ulnj_p;i“:l'q_l lier while she
sang both verses, The first few notes
were so consummately beautiful that
the writer was stunned. She instine
tively put into the words and tones
an understanding and {eeling be had
never heard before, although the
song had been programmed by fo-
mous singers, Tears came to his eves.
He went 1o the phone and called the
teacher to tell him that if he did met
give the pupil all be could, he would
be missing a great life opportunity.
The pupil was Marian Anderson. She
needed no letters of introdoction, no
rave notices, no pull, no influence.
In music as in all arts and in life
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pell. mot everyone can be great,
We all have gifts and it is an obliga-
S gurseles to develop these
w the limit of our possihili-

ges and have 2 joyous time in doing
i, There will elways be Liibecks who
will render valaable service to the
of art quite as important in

jts way as the towering geniuses are
ia their respective fields, Very few
wan each the pinnacles of achieve
pat and when they reach the
jeights they may find a very hleak
al mnhappy solitude and impos-
alile environment like the mountain
dimbers who =caled Mt Everesi
The joy of living is, after all, in the
ualless of life. These gifted. faithiul,
furd-warking musicians are valuable
factirs in world musical progress
wnd may well be proud of their at-
uinments, The musicians who are
frerer standing by and mourning
mer “what 1 might have been™ are
wually these who had meager tal-
mts, or these who pever made an
homest fry (o attain real Erealness or
thise who have dissipated their
grength and time in indolence, in-
gicants, narcotics and bad living,
A iﬁl’ years ago al a E.nr;r In||-':|'
depariment of & mid-western  uni-
wesity, the advanced students were
gren & quiz upon a list of over eight
hwudred mames of musicians whose
lsst names began with the letter S,
05 found in Baker's Biographical
Dictionney of Musicians. The stu-
lents were asked to identify the com.

*poser or antist by place of birth and

charecter of work, indicating famil-
igrity with his career. The larges
namber of names of composers and
urtists identified by the winner was
If- Dther answers drifted down 1o
I7, The general average was about

40. Yet each one of these musicians
was distinguished by a fame in his
day, sufficient to have his name en.
tered in a leading current lexicon
of the foremost musical figures of all
times-—a really significant honor and
proud sccomplishment in a world
populated largely by what is cruelly
termed “dispensabiles,” .

The renowned lalian physician,
psyehologist and criminologist, Cesare
Lombrose { 1836-19049) , comtended in
his “The Man of Genius,™ “Not only
is fame (and umtil recently even
liberty § denied 1o men of genius dur-
illg Ihr"H: Ii'l.r*w, 1|II1 [LE ] 1||.r- means

of subsistence, After death they re. |

ceive monument= and even rhetori
El't way lri 1'rIrIIFII"I'iI-ﬂTIIlI[L"

All that, however, is now changed
in music in this day of lightning
communications and a composer, an
artist, a performer or a singer may
become famous over night, via the
television, the radio, the moving pie-
tures. and the press, il his talents
warrant it, The demand for a new,
popular song may spread Jike o
prairie fire all over the world, The
song mav live for only a few weeks
aned become supplanted by another
unless it ha= that mystc rll‘ll!'r'ilr al
geniug, How many of the songs of
teday will have the longevity of the
aongs ol Stephen Foster? The melo-
dies and harmonies that endure, like

the folk song of European countries, |

or like The Stars and Sripes For-
ever (Sousa), Kiss Me Again {Her-

bert), The Lord’s Prayer {Malotte), |

HWighty Like a Rose (Nevin), At
Dawning (Cadman), and By the Wa.
ters of Minnetonka (Lieurance), are
all products of inspiration and geni-
gs just a= much as are the themes of

THE END

the greal masters,

THE STUDY OF THE CLARINET

(Continued from Page 19)

For the high school or more ad-
Wepced clarinetists only the best in
_""lﬂi.l']lh'm- 15 1o be recommended.,
The instrument should be carefully
sted by an artist clarinetist and
iiproved by him. It s impaoriant
that both the student and his parents
e made aware of the fact that not
al| Butionally advertised expensive
'Illl"l'H'th are of superior workman-

D or secorate in their intonation
':_"‘l tonstruction, In view of such
::ln':rlllgrw- it is ..Ir-«-i'r_ahh.- that
rigﬂli ‘r:ld every clarinet is ;.{i'u-:l'l a
e trough test, for this is
s ohly megns of assuring oneself
II:! IH"' selected clarinet will meet
Iimrl :’Eﬂllilh of all concerned, The
i "-IH_. and_ expense which such
ot :Hlﬂ!} will he drrplvl appre-
r”I'JTL"".-. the .-1_udcn| during the
e ey of his association with

Insttument and instroctor.

2 f:im[mrh_.tr will evince a desire
il E: service o his students, he
_rl that in due time they will

R "
eek hix d=sistance when contemplat-
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ing the purchase of an instrument:
as a result of such services, the
teacher will bave made an important
eontribution to the musical advance-
ment of his voung clarinetists, and of

equal importance, he will have

werved to eliminate many of the in- |

ferior instruments from his units.

The Clarinet Mouthpicee

It i= unfortunate that a vast ma- |

jority of clarinetists fail to recognize
the influence that the clarinet mouth-
piece has upon tone, intonation, con-
trol. and other elements of perform-
ance,

The selection of the proper mouth-
picce can best be solved hy experi-
mentation on the part of both the
teacher and his student. In making
our choice of mouthpiece, we must
realice b
identical embouchures. Such physi-
cal differences as dento-facial strue-
ture, oral cavity, length and width of
Jower jaw, the occlusion, structure
of the (Continwed on Page 62)

that no two persons have |
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PROGRAM BUILDING
(Continued from Page 17)

1V. An Old English Tune
Small Ensemble
Matthew, Mark. Luke and John
arr. Gustav Holst
V. Early American Spiritual Tunes
A Cappella Choir
a. Boundless Mercy
arr. Hilion Rufty
b. Poor Wayfaring Stranger
arr, Jackson and Gatwood
¢. 0ld Ship of Zion
arr. Gatwood
The same program was expanded
for an evening's concert as follows:
1. Music By An 1th Century Ger-
man Master
Selections from the motet,
“Jesu, priceless treasure”
{1685-1750) Bach
a. Chorus: So there iz now no
eondemnation
b. Trio: Thus then, the law of
the Spirit
e. Chorus: Death, I do not fear
thee
d. Tergetto: 11, therefore, Christ
abide in yvou
e, Chorus: 1f by His Spirit
Chaoir
1. Madrigals from Elizabethan
England
& Come follow me, fair nymphs
(e, 1570-1630) Bateson
b. Ah dear heart
(1583-1625) Gibbons
c. Sweet honey sucking hees
(15741638} Wilbye
Small Ensemble
I1, 16th and 17th Century Conti-
nental Music
a. Ecce quomaodo moritur justus
(1526-1594) Palestrina
b. Gay little nymph
{16th century) Regnard
Chaoir
1V. Music by Living Writers
p. Praise ye the Lord
{Russian) Pantchenko
b. A nocturne
{English} Bantock
¢. The three kings
{Canadian) “Willan
d. Jesus and the traders
{Hungarian) Kodaly
Choir
e. Street lamps
{American) MNash
i. Go, lovely rose
{English) Thiman
Small Ensemble
V. Folksongs from England
a, Matthew, Mark, Luke and
John arr: Gustav Haolst
b. Gossip Joan
arr. Geoffrey Shaw
Small Enzemble
V1. Tunes from Early America
a. Poor wayfaring stranger
arr, Jackson and Gatwood
b, Soldier, soldier arr. Powell
. Boondless mercy
arr. Rufty
d. Old ship of Zion
arr. Gatwood
Choir
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The following scheme has been en-
countered in a three-group program
of approximately forty-five minutes
duration:

L. Sixteenth- and Seventeenth-

Century Madrigals
a. Gay little nymph  Regnard
b. Resta di darmi Gesualdo
e, Sweet honey-sucking bees
Willsve
II. 0ld Englizsh Folk Tunes
a. A sweet country life
arr. Imogen Holst
b. Matthew, Mark. Luke and
John arr. Gustav Holst
¢, Lrossip Joan arr, Shaw
111, Modern Compositions in Madri-
gal Style
&, Street lamps Nash
b. Go, lovely rose Thiman

A somewhat simpler program is
the one below:

L. Music of the Russian Church

a. Praise ve the name of the
Lord Ivanofl
b. Incline Thine Ear, O Lord
Arkhangelsky
¢. Cherubim song Glinka
IL. Modern Secular Music
a. Spring chorus (The Bartered
Bride) Smetana
b. Flower of dreams (Girl's
Voices)  Joseph W. Clokey
¢. Song of the marching men
{ Boy's Voices)
Daniel Protheroe
d. Mother Goose =uite
Louis Horton
I11. Folktunes from The Old World
and The New
a. Lullaby, Jesus Dear (Polish)
arr. Salama
b. Gossip Joan [English)
arr. Geoffrey Shaw
¢. Jesus, Jesus, rest vour head
{ Applachian)
arr. Niles-Warrell
d. Drink to me only with thine
eyes arr. Dunhill
e, Czecho-Slovakian dance song
arr, Manney

A recent program by a madrigal
group utilized three main headings
for the choral selections with instru-
mental numbers intervening:

I. Songs of Piety

a. Exultate Den

Palestrina

b. In sorrow now I crv to thee
DeBruck
¢, O nata lux Talliz

d. Jesu, duleis memoria

Victoria
e. Born today Sweelinck
II. Songs of Sentiment

a. April is my mistress’ face

Merley

b. Come again! sweet love doth
now invite Dowland

¢, So well T know Veechi

d. My love, if be within thee

Durant
e, Gay little nymph  Regnard

1. Songs of Humor
a. Audite nova di Lasso

b. The little white hen

Seandello
¢. Maiden fair Haydn
d. Harmony in marriage

Haydn

A program of music {ruml the
United States and Great Britain is
indicated below:

I. Old English Madrigals

a. Adiew, sweet Amarillis
John Wilbye
b. Weep, o mine eyes
John Bennet
. Sweet honey sucking bees
John Wilbye
d. Yet, sweet, take heed
Johin Willye
e, Ah, dear heart
Orlando Gibbons
f. Omn the plains
Thomas Weelkes
1. Modern Compasitions in Madri-
gal Style
a. Golden slumbers
1. Paul Kennedy
b. Weep you no more, sad foun-
Lains Dorothy MeLemore
¢. The spring of the year
Robin Milford
d. Port after stormy seas

Robin Milfor!
[I1. Folks Songs from Great Britain

a. Matthew, Mark, Luke and
John arr. Gustay Hol«
b. The ash grove
arr. Gordon Jacah
¢. Gossip Joan
arr. {;ﬂlﬁ]’l‘} Shiw
IV. Folk Songs from the United
States
a. The morning trumpet
arr. Svdney Dalion
b. Down in yon feres
arr, Niles-de Bram
e See Jesus the Savior
arr, Niles
d. Wondrous love
arr. Buchanan
e. He's gone away
arr. Joseph Clokey
L D'd bhl[!l l',l'E zi.ull
arr. E. J. Gatwood
{The next article to appear in the
March issue of ETUDE will deal
with “Radio Presentations.” While
the discussion will be concerned
chiefly with possible radio formars
suggestions may also be found whickh
are applicable to live concerts. )

THE END

MUSIC IN GERMANY SINCE THE WAR

i Continued from Page 26)

division between the legitimate stage
and the musical theatre such as
opera and ballet. Thus music bene-
fited by the official restoration of
municipal and state theatres, as was
indicated in the case of Frankfort,
Orchestras and opera companies were
slowly but surely re-formed, often
around an original core of members
and sometimes reinforced by impor-
tant musicians who came as refugees
From the other side of the lron
Curtain,

Phase Two was the job of putting
thi= reconstructed framework on a
more substantial basis, economically
gpeaking. But it was cut abruptly
short by the Currency Reform of
1948, Tragic thar this move which
was to assist so effectively in the
nation’s economic recovery should
have had such a erushing effect on
music and the arts. Now abundant
goods began 1o appear in the shops
once more and the people, long de-
nied these small material comforts,
diverted their savings in that direc-
tion rather than towards expenditure
on art. It was especially ironic that
the change in demand came at the
precise moment when the world of
music had succeeded in gearing it-
self to cater, more satisfactorily, for
the musical hunger of the early
yvears, Music found itzell over.in.
vested and in the ensuing crash.
many orchestras went to the wall

This was a bad time for music in
Germany—half-empty concert halls
despairing musicians, a rupture in

the bond between performer and li--
tener of the previous period. Grad-
pally the gale spent itself, however.
and within a couple of years the
gituation had become adjusted 1o
wards a more normal balance, But it
left a lot of damage in its wake. The
old relationship in the concert hall
had changed with it. The accent was
on the orchestral concert while the
former popularity of chamber music
was a thing of the past. The intimaey
of the tough wears had given way
te the gloss and glamour of “nor
maley,” and the artistic promise had
petered oul, except in a few rear
guard groups now looked upon as
long-haired. Many critics considered
that in this middle post-war period.
German music languished in o worse
plight than in the dayvs immediatels
after the war.

The last phase to date, since late
1950, has seen a revitalization of the
German musical scene which has
IJT"'HH]“ il I & furu-mu-—! *hl-]‘l‘ll'ﬂl in
the world, and this stemmed [rom
the renewed contact which Germany
made with the world from 1950, =
former isolation had lasted not mere-
ly the six years of the war and the
following vears of occupation, bul
also the long period of the Nan
regime.

So many of her great composers,
conductors and musicians had quit
the turgid atmosphere of Germany
in the 30's—Brune Walter, Paul
“irﬂ]!‘ﬂlith, Mo Klrmpfrrr_ oW
tl'll!"}' hfl-ﬂl’l iairh' ra‘ullr]}' 1o
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. sometimes for short  visits,
etimes permanently. Great artists
m lands hegan to come
£ y again—Menuhin, Edwin
lw %

Ficher, Marcel Dupre, hgnnlt!ue

h;f! It s not difficult 1o imagine
e stimulating effect of these visits
-hlﬂl’” interesl. German mu-

dciams, too, were able to get abroad
od flex their musical muscles in

hd‘ml audiences of the [r.\!l.*

wurkl, 10 mutoal advantage—Wil-

jelm Furtwangler to London. Paris,

Vienss and Rome, and Hans Koap-

: of Bavreuth fame. The
TR pearances of these men and
::.qm the visit of the Ham.
hurg to the Edinburgh Fes-
sival in 1962, all contributed to the
wrinmphant re-entry of Germany in
piermational music.

A less spectacular but equally im-

tanl source of renewed contact
with the oatside world of music for
the German prople were the Allied
cilieral institutions set up under the
{ieeupation. The British Centre and

Amerika Hais were to be found in
il the big town= and many of the
smaller. Theee offered. among other
things, music programmes both re-
rorded and five. What is more, they
sfiered them 10 the people free of
etranee charge. | remember going
along 1o a programme at the Amer-
tka Haus in Heidelberg in 1949, and
being impressed with the rapt atten-
tion of yoang people Lo compositions
they had probalily had no chanee of
bearing throughout the musically
lean years of their youth. Exscily
four vears later, in the autumn of
163, T found myself in Kassel at a
piana recital given at the Amerika
Haus there, It was a varied pro-
gamme confaining works ranging
&‘f‘I Bacl to Falla, Chopin te Gersh-
win, and the hall was as crowded
s ever with & mixed audience of all
12e. The standard of performance
¥ notably high, for listeners are
Bt palmed off with second hest he.
fimee it's “an the Haus”

One of the most interesting fea-
teres of the revival of German music
B the trend in national taste. Al
'h'”ﬂ_' alter the war, musical taste
¥ indiscriminate and andefined
{for anything was acceptable which
Wik the mind off current hardships).
gradually it hegan 1o assert itself in
T'“'“' lf' Classicism. But this time
it contained 4 more solid element of
alemporary music-lovers. The lat-
:;f:m at first poorly cerved, for
B was ];_tl!c work composed in
Imm'“ idiom in Germany from

s and practically no knowledge
" 1he great amonnt of contemporary

IEN musie wri i N
o dets ritten during the last
:"'“f_nhtllm. _Ihnuuh the majority
b Wudiences might prefer the clas-
11:“: the present-day composers had
i“ tEi::lf'_'num of _imiming that siyle
of me: ';? music. The compositions
Bort. e ke Werner Egk, Carl Orff,

tis Blacher, Karl Hartmann area
tomplete hreak | 2

4k from the elassical
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romanticism of Wagner and his sub-
sequent disciples, Their work i= more
in line with the Germanic “rebels™
of post-1918 liberalism—Arnold
Schinberg, Alban Berg, von Webern,
Hindemith. There were no important
composers o carry on the Wagnerian
tradition when Hans Phtmer and
Ricliard Strauss died soon after the
war in 1949, co the way was left open
for new ideas,

Modern music received support
from a logical but somewhat unsus-
pected quarter—that of radio broad-
casting. While Germans were con-
fined to the homeland up to 1950,
and wvisits from abroad were few,
radio was able to bring new foreign
music direct to the people, Of course,
the extent of such broadcasts was
governed by the men whe directed
the radio stations, =o that those like
the South-West German Broadeast-
ing Company at Baden-Baden were
particularly prominent in this re-
spect. The S.W. station was in the
care of such protagonists of modern
music as conductor Hans Roshand
and Heinrich Strobel. Hindemith’s
biographer, The Musica Viva series
of programmes under composer Karl
Hartmann, co-operating with the
Bavarian Broadeasting Station and
the State Opera make Munich, oo,
an important post in the stronghold
of the moderns,

The Music Festival is a thriving
institution in Germany and again the
modern movement is well repre-
sented here, not only at big town
festivals in Frankfur, Diis<eldorl,
Brunswick with it= annual Chamber
Music Week, and others, but also in
little Donaueschingen which lies near
the source of the Danube. This fact
i= only one example of the part
played by even the small town in
German musical life. For lovers of
modern music, international courses
with performances and discussions
on its technical and artistic features
are held every summer at Darmstadt.

Even in the spheres of classical-
romantic music and epera, the mod-
ern touch is apparent. The Handel
Opera Festival which takes place in
the lovely old university town of
Gottingen  has  devised new tech-
niques in production which have
strongly influenced the styles of even
larger towns, And what greater tn-
umph for the modern approach than
its invasion of Bayreuth, the fortress
of convention up to this decade.
There the grandsons of the master
himself have radically altered the
presentation  of Wagner's operas
without violating his musical artistry.
{See “Bayreuth—Today and Yester-
day,” ETUDE, June 1954.—Ed.)

If. then. you visit Western Coer-
many today for the first time, you
can have no inkling of the musical
wilderness inherited from the war.
You will see, of course, the occa-
cional shell of a ruined opera house,
its ornate architecture stark against
the sky. But you will walk a few
hundred yards down the road to a

seiting of the Bishop's Court. Wiire-
burg is not alone in having its
“special” composer. Gottingen and
Bayreuth, as we lave seen, are
adopted by Handel and Wagner,
Bonn belongs 1o Becthoven and An=
bach every summer is given over o
Bach. Not least there is Berlin which
belongs to evervbody, The old capi-
tal's musical prestige was not less
badly battered than its building=
But today it can look with pride, like
the rest of W. Germany, at the res
toration of the nation’s great musical
heritage., THE EXD

fine new theatre, as at Frankfurt,
where you will see and hear the very
best in ballet, opera and musie
throughout the year, Or vou will
walk into a restored historical build-
ing such as Hanover's Landestheater
without the slightest suspicion that
it was bliteed,

You might prefer vour opern al
freseo and sit in the Open:Air The-
atre of Augsburg during one of its
exquisite summer evening perform-
ances, al Koblenz with its stage om
on the Rhine, or listen to the Wiire-
burg Mozart Festival in the baroque

World of Music

{Continued from Page §)

COMPETITHONS ( For details, write to sponser listed |

® Composition contest for wind and percussion instruoment=. Spon-
sored by The National Association of College Wind and Percussion
Instructors. Deadline for submitting entries, Mareh 15, 1955, Details
from William H. Stubbins. Composition Competition Chairman, School
of Music, University of Michigan. Ann Arbor, Michigan,

® Special Steinway Composition Award, Sponsored by the Narional
Federation of Musie Clubs. A prize of $750 for a composition for piann
alone, or for piano and chamber orchestra, Closing date is Felirnar
15, 1955, Details from Miss Ruth M. Ferryv, 24 Edgewoad Avenue, New
Haven, Conn,

& American Guild of Organists National Open competition in Organ
plaving for all organists not over 25 vears of age on Junuary 1, 1955,
Details from American Guild of Organist=, National Headguarters, 630
Fifth Averiue, New York 20, N, Y.

& Conlest o secure in one individual the perfect compasite talent= 10
qualify for the role of Carmen. Candidates must exeell in acting, sing-
ing and dancing. No closing date announced. Details from The Tuter-
national Music News Syndicate, 30 N. LaSalle Street. Chicago 2
INinois.

& Koscinszko Foundation, Two Chopin scholarship awards of 1,000
each for a composer and for a pianist. Deadline for filing applications
March 1. Details from the Koscinszko Foundation, 15 East 651h Street,
New York 21, N. Y.

Musical News Items
from Abroad
The “Goyo Japanese Ballet,”

the only ballet company to have the
official recognition of the Japanese
goverpment, will be a feature for the
first time in Germany, at the 1955
Wiesbaden May Festival.

tional Festival will include for the
first time since 1949 the Berlin Phil-
harmonic  Oreliestra.  The  Britich
Broadeasting Orehestra, conducted
by Sir Maleolm Sargent. will take
piart also in this festival. The 1955
festival will mark the return also of
the Glyndebourne Opera which will
present operas by Verdi and Rossini.

Sir William Walton®s first op-
era. “Troilus and Cressida,” was
given its world premiére early in
December in Covent Garden, Lon-
don, in a performance which, 10
quote from the London dispatch to
the New York Times, “thrilled and
delighted” the aodience. “It was a
great night and the composer, liliet-
tist and conductor had a tremendons
reception,” The two principal riles
were sung by Magda Laszlo and
Hichard Lewis

Yvonne Georgi, ballet misteess
and  choreographer, recently  pre-
sented in Alpbach, Austria, the pre-
micre of her ballet, “Glick. Tod and
Traum™ (Happiness, Death  and
Dream™ ). Set 1o the mu=ic of Got-
friesl von Einem, the baller which
makes use of three pairs of dancers,
was received with great enthusiasm
by a distinguished audience. The
music is seored for B wood winds, The
work was conducted by Kort Rapf.

The Ninth Edinburgh Interna-
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Order Now to foke advantoge of low advonce of publication prices. Orders are limited to two copies per book. Please
send remittance (check or money order) with your order. Postpaid delivery will be made as each book comes off the press.

PIANO SOLOS

ELVES AND THE SHOEMAKER

A story with music by Marie Wester elt and Jane Flon

Elie Stegmeister

FOLK-WAYS, U.S.A., Book I

Contains twenty-seven titles: all music based on American folk

. i e o L T H i ' 3 = . i : .
tunes. Many have words, Grade 2214, Each .In_ﬂt iy l'mrm,"\ A charming fairy tale set to music by Marie Westervelt, with
harmonized and has a note describing its origin, Contents in- certain  that
clude both familiar and unfamiliar melodies and therefore will
he helpfil in broadening the pupil’s knowledge of our musical

heritage. Each picce may be used for some technical purpose.

Advance of Publication $.80

words and illustrations by Jane Flory. We are
teachers and pupils will welcome this addition to our catalog
Grade 2-3.

List Price $.85 Advance of Publication $.65

List Price $1.00

Bevenice Benson Bentle

HAPPY TIMES

Twenty-five short preces [or developing teq finic and style

AMERICAN HERITAGE

arranged by Marvie Westeveoell illustrations by Jane Flory

Tuneful picces, many with words, running [rom early through

\ folk festival of songs and dances. Marie Westervelt and Janz intermediate grades (1-8). Supplementary material. Covers
Florv have brought together the songs and dances of many

b n t o \
proples who have settled in America, and have made a vital

contribution to our folk culture. Grade 2.3,

List Price $.85 Advance of Publication $.55

many phases of keyboard technic: chords, arpeggios, staccato
legato touch, black keys, wrill, etc. Welcome adjunct to teaches
looking for new material.

List Price $1.00 Advance of Publication $.65

ONE PIANO, FOUR HANDS

edited by Douglas Townsend

DUETS OF THE CLASSICAL PERIOD

This edition presents four-hand music of the period of Mozart and Haydn and will be

welcomed by the teacher who s in search of unhackneyed duet music. Moderate difhenluy

List Price $1.75 Advance of Publication $1.30

CHORAL

WHY THE CHIMES RANG

{she Grauel
Nel to tex) h.\ Raymond MacDonald Alden

CHILD'S BOOK OF ANTHEMS

by James by Esther Mary Fulle

Lyries by Fucy 8. Leuns

This unusual story of a little boy at Christmas time is provided Contains the words and music of seventeen original anthems
with a colorful musical setting for mixed voices and organ. The
story unfolds through the voice ol a narrator against a back

ground of a variety of rich choral sounds. This composition will

for children. The music is elementary but very effective, and 4he

words are religiously suitable 1o the voung age A valuable
. g ag alual

for Church,

group

contribution to junior ¢hoiy literature

lend fresh interest to any school or church Chrisimas program Sunday

of moderate difficulty.
List Price $.50

School, and School programming

Advance of Publication $.35 List Price $.85

Advance of Publication $.55

THEODORE
BRYN MAWR,

PRESSER CO.
PENNSYLVANIA
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NEW RECORDS

{Continued from Page 18)

oling that will stand with the best
[ e Maetro's record outpul. T
;I.:rr. RCA Victor was not in the
& fielty business in 1944, but
& lave recorded well and

13 1|.IIK"I'-‘5
Mg with the orchestra

Tcanint & s
smpensafes for whatever deficien-
i there are in the instrumental
i, Outsinging themselves under
ke epirution of the occasion are
. iyt composed of Rose Bampton
[agmral, Herbert Janssen (Pizar-
o Flegnar Steber | Harcellina) .
Gae Relarsky (Roceo), Jan Peerce
Farestan), Nicola Moscona { Fer-
s aadl Joseph Laderoute (Jae
winel, The erchestra is the NBC
smphans. (RCA Vietor LM-6025

1 sy and German-English libretto)

Vinali: Srabet Miter

Sigets and - voice  teachers  will
ear Dimletta Simjonato’s singing of
be il vhle in thi= work at their
s ek Attempting to force her
mirilln voie into & richness it
ben, Miss Simionato’s voice be.
omes constricted and monatonous,
Teaally, the whale performance, fea-
g the Orehestra Romana da
Cmere della “Sovicta del F‘_J‘uu.r.'-'.'.':."'
séer Gine Nueed, sounds like the
Hatlls |I'-F of & radio program, {Co-
wenm CLIPS 1059)

llekus: dppalnchia
W pung b0 recommend  Sir
tnas Beevham's new | ppalachia
wanse ms bongplay and because
e @memic range s wider, the
g cleaner, But if vou come 1o
» bowse and gk 10 hear Delius’
'Wrations on an old slave song for
I| ochestra with final chorus,” the
abtitle piven ippalachia, vyou'll
bear i from Sir Thomas's pre-wiak
r-"'r-ll-'li for the Deling  Society
iy albgm M.355. Beecham's
# Temains virtually the same.
9 e solidity of English Colum-
WEs mund in the old TR rpim set,
T las 1.I'll.1,1['1 in the grooves and
Spenns "|-.|:..,_4.|-|...,p"

e
o add up to
1' {ppaluchi stmosphere than
= replacement s,

ML 4o {Columbia

'1'“-"'1; Foirr

Dexn; Horn Concerton

Res: J 5

b Brain, England’s famous
bearald Frenct
wored g ¢

Aubrey 1y

i horn plaver, has
qually famous father.
i uin, by E-].j_l irw o e
Rl dse the

o onr Mozar horn

Fars ago, father Aubrey,

15T ar L
e | Uhorn player

of his Hme, re-
Feflat major

T concerto
o I:- biaf I'-|.-r|=-r Siin 1]1"I|r||-
. he ™, .
b |...I : Philbarmania Drchestra
L i fey |l'| H--rl....” von k;l.l.u.m;n_

® firsg g

tphol record all four;  his
'P.i”IIL the tradition of the
V. Blessed by first-rate

[ & and Mirule|
Mraliog T

P¥ing
Heg

T

L 1 }:-'-1“—.[ i

¥
T & ¥
R f'l'\l"lrl..' p‘.:nnir-.

Usinsts with a delip
ngel 350097 ' delightfal

F: T ey

T
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Chopin: Etades, Op, 10, Op. 25

That Alexander Uninsky is one of
the front-rank interpreters of Ro-
mantic music must be evident to one
who has heard his recent Epic re-
cordings. His Pictures at an Exhibi-
tion (LC 3066) are bold without
getting out of hand, and his Chopin
sonatas  (LC 3056) challenge the
best. Many ETUDE readers will e=-
pecially welcome Epic's disc with all
24 of the 'I.I|::I!r]lill eludes in numerical
sequence, Uninsky suffers no excess
of poeticism and no s=entimentality
at all, but his vital, healthy Chopin
will be good medicine for many stu-
dents, (Epic 3065)

Gregorian Chant

From the Abbey of the Grand
Scholagticat in  Chevilly,
comes o worthy addition 1o the scant

France,

library of recorded plain chant, Re-
corded with suitable studio condi-
liturgy anmd the

cycle are impressively
La Schola des Péres du
\.'.'J.u.‘-}_\prr”_ Music teachers in gen-
eral us well as Catholic choir direc-
tors will fnd good uses for these
(:regorian

Tions, the |':..|.-~ll'|
Christmas

sung by

‘-|,I|f'l1|ti.l| "\.Hl:;-'-'-— of
chant. {Angel 35116

Organ Recital by Robert Owen

The third Aeolian-Skinner organ
recording is a Hobert
Owen on the splendid organ in Christ
Church, Bronxville, N. Y. From Bach,
Walther, Handel, D Aquin, Vierne
and Messiaen a program has been
chosen to illustrate the fitness of the
“American Classic Organ” for music

recital by

ol variis |r--r'tn|1-. {(wen's '|I|.15-ill-|.' |

is on the academic order, bat he has
good taste and abundant technique.
Excellent acoustics and brilliant hi-h
sound mark the tonal qualities of
the dize, (Aeolian-Skinner, Boston

25)

Sehubert; (2etet in F Major

One of the most beautiful things
among recent
Schubertian reading of the Octet for
Clarinet, Harn, Rassoon and Strings,
Opus 166, The performing group, the
Vienna Octet, is composed of oul-
Vienna

releases is a truly

members of the
Their coming Amer-

standing
Philharmonic.
ican tour will be the more eagerly
anticipated hecause of this lovely
dize. {London LI 104%)

Liszt: Hungarian Rhapsodies
Nos. 1-7

My theory is that only

who cannot resist these Rhapsodies

should play them. Alexander Borov-

sky plays them too carefully and

prianists

never with real spontaneity. He is
much more at home in his -.r_']|--].|.r|\
Vox recordings of the Bach English

and French suites. {Vox PL H900 )

Verdi: Reguiem Mass ¥ "
Toscanini’s brilliant RCA Victor

(Continued on Page )
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TI—IE musical excellence of a Wurlitzer Piano is the
perfect foundation on which to develop the most de-
sirable aspects of a child’s personality.

Full, glorious tone . . . evenly balanced touch. ..
and many other Wurlitzer features of genuine merit
provide the youngster with the satisfaction and in-

spiration necessary for rapid progress.

WUuURLIIZER PiaNOS

The Rudolph Wurlitzer Company, DeKalb, lllinois
."..--'..-.‘q‘flll'll‘f‘i'ii.'l'II""II"I.'I'.I.‘I.I.’.‘

The Rudolph Wurlitzer Company, Dept. E-10, DeKalb, llinois:

Please send me your full color literature and the name of your
nearest authorized Wurlitzer dealer.

[ Teacher [ Parent O Sivdent
(o e PO S S o SE L, o, | STATE...
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PLAY THAT TUNE—Books 1 & 2—Edited by Bermont...75¢

Yery familar funes with sxtra core given to the ARRANGEMENTS, FINGERING and AVER-
AGE YOICE RANGE. Excellont for o limited fachnique on most selections lis wall under the
hand a the five finger position. All tuses reclly singable [not too high or too low), Readily
wpplemants any piono 1':?:d|inu mathod.

THE FAMOUS FUN BOOKS by DAVID HIRSCHEBERG

Always in demond by foremaost teachers

PIECES ARE FUN—Bocks | 7 and 3
DUETS ARE FUM—Book: | and 2 .
MUSIC APPRECIATION IS FUN—Baok | .
PIAND LESSONS ARE FUN—Book | FroaE bty
TECHNIC |5 FUN—Frep. Book ond Booky | thru & ...
THEORY 15 FUM—Books | and 3., . . -

SCALES AND CHORDS ARE FUM—Bcck | Major, Book 2 Minor

Hove pou seen our Newest Piono Pieces in the early grades?
Ask pour dealer for them NOW!

MUSICORD PUBLICATIONS

Stoten Island 10, N. Y.

858 Post Avenue

CLASSIFID ADS

MARMOXY, Compositioen, Orelhieslira- O O GET YOI R CHILIF TG
tion, Mosical Theory. Privaie or FIRALTTL —for parcnts and tench=
vorrespondenca  Instroction, Manu- ers. Informative anmd provocative.
seripts revised and corrected. Muslo 31.00. Karl Macek, 1242 Maln St

Epringlicld, Mass,
FOM SALE. Back lssues of ETUDE
1888-1606, 25¢ each; 12 for 32

arruiged. 1"r15ul‘:rl':'. Butler, 32-48 105

oLy A

¥R, bt RS
PFIAND TUNING—Himplified,

¢ instruction $4.006—Liter- wstage, Chris Grenlzebach, 4 W,

frie P.”".E,' Ross, 458 Heecher furon, Chicago 10, 111, ;
i, ——————  FHREE MAIL-ORDER CATALOG:
ITE sONGES: Read “Songwrilers  Hundreds of self-instructive books
Heview” Maguzine, 1650—K HT”.‘;“" for musiclins, from Jazz o sym-
New York 19, I6¢ copy: $2.00 phony, Walter Stusri Music ine.,

(FEnt. 10483 e ok Le, 8 421-EH Chestnut 8., Unlon, N. J.
INMARERS, AMATEL RS, THE NEW AMar-Jan Bow Gulde Tor
SIDMALS. Fina tone Huroe- violin and vicla works miracles in

pean womd. Materials, supplies, pat-  jepching beginners the correct tech=
ierng, tools and Instronetions. Hllus=- nlgue of holding bow at right angles
tated catalogue 10g refundable, to the strings. Send §1.25 Lo Mar-Jan
I'remier Violin Suppliss, 430 HSouth Co. 18

L Jopeph Blreet, Terryville
WANTED TD HUY. HARP
BASE VIOL. Write Nels Rem
Wihng, Minnesols.

TEACH POPFL

Conn,

)
ited

Brondwey, [Mvision VE, Los Ange-
les 18, Callfornia.

EWING PIANO—BY MAIL. 30 so
ienching lessons 33. Enchanted For-
a0 publica-

1im,

PIANG, Melody

esl §Z0 (classical). Ow A

tong, Order T!Ié’ 585 page boon—  2nd chord syy  no bknes clefl. 18
“My Autobiography”, or “I com- 11.'hzl_~1| course formerly 3505, BOW ¢ nly
puked, ongraved, edited, published $L.25 Stuart Musie, Box §14, Union,
uwiy musle on & handpress in sild N 4. 0 0 0 :

row™, §10. The fabulous trué slory SEE EURGEFE THIS SUMMER, music
wf n sclentific musical experiment tenchers’ festival tour, 47 days, ¥
under the word “Manuscripiotechni- conniries, (rfom 955, Heserve now.

cumpomusicolegy”. PFhll Breton Pub-
lentlons, . 0. Box
Nebrazhka LTt
HAAM BUILIMNG EXERCISES FOR
PIAXNISTSE by Weldon Carter. Tea-

D, Sterling Wheelwright. 5. F. Stale
1402, Omaha E, College, 8an Franciscs 27, Cal

Al HUAMS, INTRODUCTIONS,
AR NIMINGS, for popular
42 pages, $1.25. Stuart Musie,

chers, |~|.l|.<'|-':'1 ||1n|'|.|:-1|ﬁ:._i ndvanced Box &1d, Union, N

students, A better techmic with 2o 3 I E y -

minutes dully practice. Bend 2160 for r."“ BALE: Hammond Novochord

copy o Washington Muosical Tnsati- Perfact condition, purchased new,

lute, 1730 Sixteenth Street, N.Ww, DPrivately owned and used in resi-

Waehington, D ;Ill“'-.r }I'- A. Uridel, M.I}, Newfound-
e T ey S SR Y, e ST L

i TAND TUNING AT HD L,

OMGAN CHARTS: Dictionary of Ham-
maond Stoeps 7 Hammond
effects 7o¢: electlve Hammond «
binations H0¢; popular organ styling
i Btunrt Musle, Box 514, Unlon, N j.

rev by Dr. Wm. Braid White,
world's lending plana technician and
tencher. Write Karl Bartenbach,
0T A Welle 81, Lafavelte, Ind

IRING) Will sell well-estab- - 7 =
| private Music School in fast SCPRANGSELTENORS! SOLVE YOUR
wing Texas ulf Coast Clty ACCOMPANTMENT PROBLIEM WITH
irgest achonl within 100 miles, Ex- “"""H_“' ‘-.ll" L X
cellenl opportunity for furth HXs PLAYING ‘(""“_ A
pansion, Good studio equipment, plus LLL LR EE S } which
nice hoeme, furniture Included, Welte  20e record, accompiniments for: “One
ETUDE, Box 50, Bryn Mawr, Pn Fine Day” from Butterfly ; "Musetta's
FACRIFICING 300 AOCORDIONS =  Jrrn o otea s - FHe Lord s
ALL KINDS, [Hscounts te 70%. Free AP g A - L L
forde-Finden; At Dawning™,

nlog, Claviolines or other musleal

trument secured. Discount House,

! KK 8L, Woodhaven 21, New York,
11

Cadman: I Love Thee

None
Bul the Lonely Heart”, Tehaikowaky;

rieg;

HSchubert nd “Hird
entide™, Price
mpanlments made 1o

“Ave Marin",
LY ¥ L DL TR Hongs At E
BACK POFUVLAR SHEET MUSIC TO #4040, Also nod

!Hﬁlh_. 1854 I":11J|_|.'ll( 15¢. Fare's, E3151 order. EBEQUIRE RECORDS. 640D
High, Denver § l:"-::-thQn Washington 85t., Brookline, Mass,

BARGAINS 1IN FINE HOWwW T ROVISE complete 32

BOWS, All certified. Concert ins e course $1.04 1728 Ad-Lib Jazsz

ment®s o {l[m_HrLIH' P.D., Box hrases only §1.00, Chord Progres-

Potedam, N. ¥ glons Vol #2, 58 pages, $1.00. Stuart

VIOLINS AND OTHER 18- DMusic, Box 614, Union, N, J. :

h Repuiring. Bupplies ATTENTION, PIANISTS! “Practice

. Washington 8t., Cham- makes perfes beugt re you Al-

LOW ED to practice
Haby eleeping?
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THE STUDY OF THE CLARINET

(Continued from Page 57)

mandibular arch, and other physio-
logical differences have much to do
in determining the proper mouth-
piece for the individual player.

[n view of such physical differ-
ences, it is easily understood that
what may be a satisfactory mouth-
piece for one dndividual may be
totally impossible for another. We
must also realize that the mouthpiece
affects not only control, response,
and quality of tone, but the intona-
tion as well, Si the bore of the
clarinet passes on into the mouth-
piece, the mouthpiece actually be-
comes an extension to the clarinet; in
fact, an integral part of its body.
Therefore, it is imperative that the
mouthpiece be selected and adjusted
to & specific clarinet rather than just
another clarinet. When we adjust the
tuning of a clarinet we must be cer.
tain that the elarinet is tuned to a
specific mouthpiece, and should a new
instrument or mouthpiece replace the
previous one, the intonation must
again be checked, since it is certain
affected. In view of
these facts, it is necessary that each
mouthpiece purchased by the student
aor his instructor
measurements and  design
particular clarinet.

The most satisfactory mouthpiece,
and one which to be most
effective, is the medium-lay mouth.
piece, Such a mouthpiece i= neither
top open nor too closed. Likewise,

to have been

be correct in

for his

SEEMS

its lay is neither too long nor too
short. The medium-lay mouthpiece
will not permit the production of a
heavy, harsh, or blatant tone, but
rather enables the performer to pro-
duce a more refined, dark and sensi-
tive sound. Its high register is less
brilliant and edgy than the open-lay
moeathpiece and its dynamic range
somewhat more limited.

Many of the mouthpieces being
manufactured today are not intended
for the purposes they are being used.
For example, let us take the mouth-
piece that is designed specifically
for the modern jazz or dance band,
but iz commonly used in our school
bands and orchestras, Such a mouth-
edce, ]L} I'I.!‘!‘l"-"'-.l'[}.. musl  posscss
chamber measurements and design
which will enable the performer 1o
produce tones of loud, edgy, and bril-
liamt qualitv. This mouthpiece must
project the tone long distances and
above many disturbances: it must he
capable of extreme wvolume and
sonority in order 1o compete with

the other wind instruments of the
ensemhble, which incidentally are
equipped with mouthpieces of simij-
lar design. Tone quality in sita
where such mouthpieces are

ations
tound
is of less importance than volume
and projection,

On the other hand, the clarinetist

whose responsibilities are concerned

with the |rr||::r:||;|||. e of symphonis

literature has an entirely differen
mouthpiece problem. This clarinetist
will require a mouthpiece =0 de
signed that it will enable him 1o pro
duce a tone of beautiful
quality, with perfect control from a
most subtle pianissimo to a full and

=EMSUGUS

properly proportioned fortissimo, T
must meet his demands for a =afl
staccato or & mugged sfortzato, This
mouthpiece must respond evenly in
all registers and its intonation muost
be consistent in the chalumesn,
throat, clarion, and high registers

Such 8 mouthpicoe will be mos
unlike it= hi:[ﬂ'lt-l.l\“ hrother. Her
Wi are -1,'1"Lillg restraint, refinemen
purity; the birilliant
with but little edge and it is able
blend  with amd
strings. The lay and facing of this
mouthpiece s

the wood winds

(}}
less open and the
chamber i=s so designed that it en
ahles the ||J.'J\!'r 1o suceessfullv real
jze the effects necessary to his ares
of musical performance. While there
5 i |I|.-Iiﬁ1'ul|1||| In suggesting the
abolishment of the open facing, o
the mouthpiece intended for the
dance band. it =eems fair to object
ta ils |!H'|||g 1|-J'1} in r|'.1' |;--'-'1--|".1:'.-|
of the literature as |..|.|.u|1 by o
well-known concert bands and ssm
phony orchestras, The answer 1o th
prnlrlr-n: rests with the teacher: il
he will realize that there are mouth-
pieces capable of serving various
occasions and if he will insist thu
the proper mouthpiece be used for
the appropriate occasion, moch of
our dificulties will come to an end.

A superior clarinet will not over
come Lhe handicap of an inferior
Ir:l'l:tllill*'l'l'_ .\,|_|I]'|II‘IIHE| “Yyen a '.II'}-i"_"

-Il*‘l'!u .|1ir'|[||..||:|' in=trument will be

greatly improved through the nse o
the properly designed mouthpiece
The wise teac her will see 1o it that
his student is provided with the prop-
er mouthpiece from the outset
l-.ll”l.l“lllF the selection of a clar-
net of good gquality and its proper
mouthpiece, it is equally important
that we give heed to
reed itself. We muost realize that no
two reeds Ir'-p--ll-i alike

the elarinet
Each
lll!ir"= Ity OWI i ular po=ilian on
the mouthpiece if it is 1o give i
The
problem of resistance, vibration, re

maximum playing potentials

sponse, intonation, and dorabilits

are each affected by the reed’s posi-

tion an the mouthpiece.
Another important

matter of “reed strength.” Fr

'|---|I|l

lv we find « larinet students r'I1'||I||'|
ing reeda whaose strength is hevond
the control of their respective em-

by hures: like wise, we will often

pred-

find clarinetists l'l-'”"i-' T

1 : s T
whose strength is correct for thei

particular embou hure but whos
mouthpiece is designed for a reed of
either “softer® or “firmer™ texiur

Crenerally speaking. the mouthpicce

influence upon the reed .;Im_d
o arength of the reed is
Iknl?lmh.. [I-.: lay and facing of

: s As a rule, the open-
I&ﬂm will require a reed
J:w-r.md hard texture, while the
I:*.I.h'r mouthpiece will |r.-|rf-mi
ol dﬂ;tiulf_. with the medium
amgh reed.

The selectivn of a
it 1 perplesing prob
dumet experienced performers., No
b soeme to have Lhe final answer
ool mch instruments as reed Lesters,
upes, €le, have as vel failed 1o
guide the wlution. However, the
{llwing  suggestions  may  prove
flplud when selecting a reed:

Iil Tl'l-‘ gram of the reed -hul.llll
It wen and close; ie., nol porous

(1] The cane should be ripe and
smewhal of a gu!drn or "|4|r||1':|.'"
ook,

(3] The reed should fit the mouth-
pisce: e, some are inclined to be
jni wide or narrow ot the Lp

{4} 17 the reed has been properly

g:hld r1‘r‘1| e
i-*rn ti &ven

cut and if the cane iz sulficiently
ripened, the texture of the reed is
smooth and the grain is
knitted,

(5} Although
are unreliable,

closely
strength numbers
the medium-lay
rl""]_lllll]lt'- =] 1‘ﬂ'l‘|'li'|.'+‘1'!.-'
or 215 strength reed,

mouthpiec
with the 2

(6) Most reeds will require some
adjustment before they will play at
their maximum efficiency,
[rr'ri1'JI1'+'|! I'I.:II'- Ii.-t 1i1r-
student in learning how to adjust
recds.

It is often said that “the mouth-
picce is the heart of the clarinet and
the reed is s soul” Likewise, a
moderately  good clarinet thar s
equipped with the mouth-
piece and reed is more desirable than
the world's finest that is
equipped with an inferior mou
piece and reed. Wise are the teach
and student who are cognizant of the
difference the
difference that determines one's con-

THE END

Anv ex-
aszist

ran

proper

clarinet

for “it i= knowing

cept.”

THE KAYSER STUDIES

(Continwed from Page 25)

beweed, euch stroke starting slowly
~ng mare than a third of the how
bisg uzed on the triplets—and
mudsally increasing in speed through
i quarter notes, It i=s not easy to
int eich bow-stroke slowly when
He previous stroke has ended rapid-
tr. Carefully worked out in this and
Wi #odies (see No. 11 in my
“Twhve Studies in Modern Bow-
i) it will, however, add much 1o
"‘—'I spressive qualities of anv violin.
LR pll!-lr'.g. When control of the
ttscendi has been gained. the study
should be practiced with a diminu-
®% o each bow, Thic is just as
Wprant a5 control of the cre-
ttendy,

%6.7 & itended 1o be a martelé
#ag, bt | prefer 1o use it (becaunse
"‘ :_"" Hany siring crossings) as a
o legato playing.  Martel?
cwae wre plentiful. but there gre
[0 means s many
; JES, T.'u'- G =|||.||H !n-- 1-:l||'-
e ar Brst with two
S et o
it e pineipe of Round
i '['.T.r'l"%"'if observed at all times
Cemnber 10 pﬂ" .[.““““ page, for De-
"ir~'|-. F’.H"- The _["_*'hlli-h'.-- of Ad
Paary ]ulrh.;m"? (ETUDE for Feb-
with 1 ") may well be introduced

i 1% 4.[.3.-|!|I

gl legato

I
it | I|||~

5 absa g yeefy] legato stady.

!- s mein value fs in deve lop
..I?I|L|I:I!-Jliul|, At first 3t should
ir.'_.n,“”“ \.r.-||{-r|r -"“'-':!!I for exact
thodglay: = No. 9 Iis

WAL neee
Y line, Ease
Ib’ r:"t'l'-u P "[
LT the &

i-J Ir
e by

numerous
problems in almost

Tﬂi-'ll o an acciurate
thi= kind nf passage.
ahit of reading

Even -1:u-|.|',||| be

ahead.

® playess i
AIwWays

£ i
TUDE—FERRy 4Ry 1935

one group ahead of the notes he is
setually playing. This is not easy at
first. but it can soon become a habit
if the student constantly bears it in
mind, Until the notes are well mas-
tered this étude should be played
with o broad détaché stroke, then
marielé. and later with one measure
to each bow.

No., 1 is an exceedingly important
gudy. the [orerunner of many in-
teresting arpeggio studies the pupil
will encounter as he advances. Its
value is two-fold : it i= excellemt prae-
tice for accuracy of intonation in
chord playing, and it is a first-claszs
exercise in bowing technique.

To obtain the utmost for his l.-‘ft
hand, the pupil should accustom |1!m-
from the beginning to getung
his fingers on all the notes of each
arpeggio simultaneously. This means
that he must practice very slowly at
first, If the hahit by funm-:l
in this study, other and more difh-
cult arpeggio studies will be found
much master. Except _'["!'
the measures of four-note arpeggios,
the study should be practiced with
two. four. eight, and finally sixteen
sotes 1o the bow. The rule for three-
part arpeggio playing should be [.Hl-
lowed from the start: the |um-~t|r'k
tilted sfightly towards the player
for the low note, the hair flat on the
string for the middle note, .J.Il.d the
stick tilted a little towards the finger-
board [or the top note.

Yo. 11 is another study capable of
adaptation to the individual Ilr'r'll-:
of a student. Primarily a m_ﬂrlf-_!t-

alsa a fne exercise in

ran

easier to

study, it is . :

legato playing, slurring six and later

twelve notes to @ how. f';irhd‘i]]nr
(Continued on Page 64)
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Continued from Page 63)
attention should be paid to the dy-
namic markings—more and more
bow being used as the erescendi
mount, and gradually less bow as the
diminuendi are made.

In its way, No. 12 is as valuable as
No. 10. Planned as a legato study
—and it iz a remarkably fine one—
it is also first-class material for de-
veloping a broad yet flexible détaché.
It should be re-studied several times,
even after the pupil has progressed
bevond it, until it can be played at
a tempo of about [=100, with a
smooth legato and also with a bril-
liant détaché. It lays a firm founda-
tion for the more diffeult études
which follow.

In addition to their great value

| in the building of both left- and

righthand technique, the Kayser

| Studies have another feature that is
| almost equally important—the nu-

merous  and carefolly thought-out
dynamic markings, While most of
these studies do not lend themselves
to really expressive playing, they can
and should be played with a wide
variety of tonal volume. Far too
many students are allowed 1o play
éludes al & monotonous mezeo-forte
level of tone, and so get into the
habit of playing all technical pas
sage-work in a like manner. This
would not be the case if, from
Kayser on, every pupil were encour-
aged to make his studies sound mu-
sically interesting.

The second twelve of these Studies
will be discussed in a forthcoming
issue of ETUDE. They bring up
many mew technical points that de-
serve analysis, THE END

QUESTIONS AND ANSWERS
(Continued from Page 22)

-.|:[ur|.g!1_.-' ot o cul it fql'r Iill‘ rukl‘
of bringing it within the prescribed
six minutes, If vour pupil cannot
play it up to tempo then he ought to
chonse some other piece,

—K. G.

NEW RECORDS
(Continued from Page 61)

recording of this work should not
prevent a careful hearing of a per-
formance recorded in Europe by
Deutsche Grammophon and released
here through American Decea. Ferenc
Fricsay conducts, using the Choir of
St. Hedwig's Cathedral, Berlin, the
RIAS Symphony Orchestra and Cho-
rus, and as soloists Maria Stader,
soprano; Marianna Radev, mezzo;
Helmut Krebs, tenor; Kim Borg
hass, Soloists, choir and orchestra
are excellent, While Toscanini’s fire
is missing, Fricsay achieves an hon-
est spirituality that is certain to win

| many friends.
| (Decea DX.118—2 discs and Latin-

English texts)

WE MUST FIND THE ANSWER

{ Continued from Page 14)

gince the “ah™ has never lost its
identity in this respect. Hand,
Land, Demand are sounded H-ah-nd,
[-ghnd, De-m-ah-nd, though usually
with a definite trace of throat re-
striction, A happy medium in this
case will serve our purpose effective-
ly. The “Ah,” when sounded without
any restriction becomes  readily
adaptable 1o words like jar and jam,
far and fast, Psalm and sang, elc.,
by merely the slightest tonal modu-
lation, the vowel retaining its true
identity in singing without any difh-
culty. Perhaps this observation will
help us to realize why it has been
said that the British (laugh) lah-f
at us and we l-a-ff at them.

Those who have not experienced
the fruits of absolute tonal freedom
will, in all probability, regard this
idea as ridiculons, but 1 can assure
one and all that these and numerous
other examples of proper vowel as
socigtion in word formation have
been acid tested and the results have
proven both gratifying and reveal-
ing.

One more point before submitting
examples in word analysis. While it
s obviously true that all sustained
notes are sung on the vowels, it is
equally true that the literary content
of a song can be made intelligible
only by means of the consenant
gounds. And that the effective ob-
servance or expression of literary
highlights or accents is made possi-
hle by the vocal consonants alone!
Take, for example, the famous so-
pranc aria in Handel's “Messiah”
I Know That My Redeemer Liveth.
Unless the ¥ in Know, the [} in Re-
deemer and the L in Liveth are
sounded with proper emphasis and
on the exact same piteh as the vowel
which immediately follows, the true
significance of the statement is either
greatly minimized or completely lost.
The following phonetical chart will
illustrate. {The vocal consonants are
capitalized in order to emphasize
their importance. )

“ihih kNo Th-aht M-ahik Re-
Dee-M-uh-R L-ih-V-eh-th"” Here we
find the silent “K.” the not vocal “T™
in that and “th™ in liveth: other-
wise the entire statement (both
vowel and consonant) is vocal, mak-
ing it an utterance of great fonal
possibilities.

Please remember that the tonality
remains completely unbroken in all
words which comprise only vowel
and wvocal consonant sounds, under
any and all circumstances,

For further illustration in word
formation, let us take a brief quota-
tiom from the 1'I':l'l'lr*-:iu-.q5--."1- Re-
member now thy Creator in the days
of thy vouth: While the etil ,;ﬂ'”
come not, nor the years draw nigh,
when thou shalt say “I have no

pleasure in them.” Correctly sung or

gounded as follows: (the “R™ should
be trilled). R-e-M-eh-MB-ub-R N-ah-
oo Th-ah-ih kR-ca-t-aw-R  ih-N
TH-uh D-a-Z ah-V Th-ah-ih e-ao0-th,
Hoo-ah-ih-I. The eF-ih-L -2
K.uwh-M N-ah-t, N-gu-R Th-uh e-th-RZ
DR-awe N-ah-ih Hoo-#h-N Th-ak-oo
Sheahlt S-a, Ahih H-ah-V N-o
Il-f,-r'ﬁ-zﬁ-url-ﬂ ih-n Th-eh-M, In thiz
short paragraph we have uttered the
#ah® eleven times, “a” four times,

", four times, “on” sx

o once, " i
times. “aw™ three times, “ch” four
times., “ubh™ four times, “ih" eight
times, omitting onlv one of the ten
vowel sounds (the u as in full) ; of
the consonants, the “M™ four times,
“N™ wight times, “Th™ seven times,
W anee, *7 thres times, “Th" e,
“R* eight times, “B™ once, “D7 three
times., Mot vocal consonants, “Hoa"
twice, “h" once, “k" twice, “p” once,
t" three times, “th" once, “s" once
and “sh™ once, omilling only the
twin “G" vocal and the “f” and “ch"”
not vocal. This should serve 1o illus
trate the importance of being com.
pletely familiar with each and every
character of sound required to for-
mulate a language in order that the
literary values may be made impres-
sively apparent,
good singing the voice is employed
to reveal the beauty or quality of the
song, and that the song should rep-
resent “Glorified Speech,”

An interesting fact regarding the
characters of sound contained in the
four languages previously men-
tioned: namely., English, French,
German and Italian, is that they are
about ninety-eight per cent identical,
The Italian wvowels (Ab-a-o-e00)
and our own, are. when correcily
.‘-HI.JII:II'lL exactly .|]:L|- F:Jslhl'ﬂl]lr"‘.
there i ne basic difference in the
conzonant sounds, though there is a
considerable difference in their ap-
plication. In the German snd the
French the list of vowels is substan-
tially the same as in English, plos a
few additional vowel modifications,
such az the German “omlam™
Imeaning “modified vowel sound™),
and the French “u™ “am.” “om.”
etc. Both the German and French
consonants are a hit more difficult te
mas=ter, Huv.q-'\.r-: in anv case, 1:11|~
greatest problem which confronts the
student of any foreign langnage is

realizing that in

not the comparatively small number
of sounds which are completely for:
eign, but rather the l!la!!ﬂl':i vowel
and consonant continuity, or aArrange-
ment, plus word infecrion, the latter
depending largely on the particular
lacality in which one may be.

Une thing is certain, Regardless of
language or locality. tonal freedom
via characterization is the only feasi-
ble approach in the study of singing.
{The third part of this inferesting

discussion will appear in the March
ETUDE., Ed. note.)

ETUDE—FEBRUARY 1955

aster 48 Criumphant!

IS ORGAN MUSIC THAT RINGS

WITH THE EXULTATION OF THE SEASON
Organ Sheet Music for Lent and Easter

Armastrong, W. I},
ALLELUTA! ALLELUIA!-—Choral, Op
EYENING MEDITATION
HOSAMMA [N EXCELSIS, Op. 115, Mo. 2

Rach, Johann Sebastion
JESH, JOY OF MAN'S DESIRING (Organ and Plano) (Appel)

115, Meo. 1

Recker, Rene L.
MARCHE TRIOMPHALE, “ITE MISSA EST"

Boroswaki, Felix

fADORATION (Whiting)

ADORATION {Organ and Piano complete for performance)
Stoughton)

Buck, Nudley
FESTIVAL PRELERE (Introducing a Choral Theme from
Palestrina “The Strife Is 0'er™)

Diggle, Roland
FESTIVAL MARCH

Farnam, Lynwcood

TOCCATA ON 0 FILI ET FILIAE

Faure, Jean-Baptiste
*PALM BRANCHES, LES RAMEADX. .

Grounodd, Charles Francois
THERE IS A GREEM HILL (Good Friday) (Barmes)

Handel, Crorge Frederic
LARGD (Good Friday) (Whiting) .
{OVERTURE IN E MINOR from “The Messish” (Moschetti)

Harris, Cuthbherg
CEREMONIAL MARCH
GRAND CMOEUR (Dunham)

Hodson, W.
TEASTER DAWN (Chimes). .

Hosmer, E. §.
EASTER JOY (March)
RISEN CHRIST

EO

90

B0

50

40

B0

50
50

i

Al
50

Kern, C. W,
TEASTER TRIUMPH, Dp. 688
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 UP-TO-THE-MINUTE COURSES
- “THE OLD FAITH”

©  LF "WORLD’S MOST UNUSUAL UNIVERSITY,” WHICH
 6TANDS WITHOUT APOLOGY FOR THE “OLD-TIME RELIGION" AND
 IHE ABSOLUTE AUTHORITY OF THE BIBLE, APPLIES THE PRINCIPLES OF
~+“" _ETERNAL TRUTH TO TODAY'S PROBLEMS AND NEEDS.

YOUNG PEOPLE WHO PLAN TO INVEST THEIR LIVES IN THE FIELD OF BUSINESS MAY
TAKE THEIR TRAINING IN THE SPIRITUAL ATMOSPHERE OF AMERICA'S GREAT CHRISTIAN
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