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Childhood Days of

Famous Composers

EACH BOOK |5 UMIFORM IM SIZE
AMD 15 PRICED AT 40 CENTS,

Order number THE CHILD BACH

410-40023 Pians Soles: O Saviowr Sweel, Musetie, Minuel
in G-minor, While Bogpipers Play (from ihe
“Peasant’” Cantalo}. Fiano Duet: My Hearl Ever
Faithful

THE CHILD BEETHOVEN

41040024 Piano Solos: A Country Dance, Menuet in G,
Theme [from the Fifih Symphony ), Tha Melro-
noma Themes (from the Eighth Symphony),
Chorole (from the Minth Symphony). Piano
Dwei Allzgteﬂa {fram the Seventh Symphqny-_

THE CHILD BHAHMS

A10-41014 Piano Solos: Fovorite Waltz |from Wallz in Ah),
Waltz, Lullaby, The Little Sondman. Pione Duel:
Hungarion Dance Mo. 5.

THE CHILD CHOPIN

410-40025 Piamo Solos: Moclurne inEn, Valie in A minaor,
Prelude, Theme (from the Bollode in Al Major),
“Butterfy” Etude. Piano Duwet: Polonaive in
A Maojor,

THE CHILID HANDEL

41040026 Fiomno Solos: Minwvet in F, Air [from Rinalda),
Hornpipe, The Hormoniows Blacksmith, large
{from Xerxes]. Piono Duel: Hollelujah Chorvs
{frem The Messich).

THE CHILD TSCHAIKOWSKY

Piano Solos: Themo from the “Allegre™ of the *'Siath
Thema from ““Morche Slov,” Theme from
“June™ (Barcorolle], Theme from Ihe Piono Concerio
MNe. 1. Piono Duet: Troika.

410-40029  Symphony,”

PB-25-51

THEODORE PRESSER CO. ervn mawr, pa.

A DELIGHTFUL SERIES BY

Lottie Ellsworth Coit
and
Ruth Bampton

MUSIC—ART—LITERATURE—DRAMA are all
combined in each book based on the childhood of a
famous composer. For individual or class instruc-
tion—or just for fun!—your students will not only
love these little pieces but they will also gain under-
standing and appreciation of the works ol Famous
l."l”ll.]“l‘;l'r.‘:'.

There are biographies simply written, pictures of the
composers and scenes from their lives. Easy-to-play
piano pieces (including a duet) have been arranged
so that they retain the essential elements of the
original composition, Something to sing, directions
for constructing a miniature (cardboard) stage and
settings, suggestions for a musical playlet, plus a
list of recordings, all have a special interest for chil
dren. Teachers may adapt the many uses of this
book for children from 5 to 12, Whether in school,
camp or at home the young musician will thoroughly
enjoy these books.

THE CHILD HAYDXN

41040027 Piana Solos: Gypsy Rondo, Minue! and An-
dante (lrom the “'Surprize” Symphony), An-
donte (from the “Clock” Symphony), Beaouty
Everywhere [The Emperor’s Hymna). Plano Duet:
The "Toy™ Symphony.

THE CHILD MOZART

41040028 Piono Saolos: Allegro ond Minuet in F [both
compoied of oge six), Minuvel' (Dom Juan),
Theme (from the Sonata Mo, 11 in A majer),
Ajr (fram Don Juan], Piono Duel is from Mo
1% in the workbook, composed of oge eight,

THE CHILD SCHUBERT

410-41003 Piano Solos: Horkl Horkl the Lork, Moment
Musicol, Theme (from the “‘Unfinivhed’’ Sym-
phony|. Piono Duet: Military March from
Maorche Militaire,

* Prices subject lo
change withou! nofice.

THE WORLD OF

The New York Philhar-
monic-Symphony, following
the conclusion of its regular
season on May 9, played a two-
week engagement at the Roxy
Theatre in New York. It was a
return engagement for the or-
chestra and conductor Dimitri
Mitropoulos after their suc-
cessful appearance at the Roxy
last September . . . Mr. Mitro-
poulos will be one of the four
conductors for the Lewisohn
Stadium summer concerts, be-
ginning June 28, Other Stadium
conductors are Pierre Mon-
tenx, Viaedimir Golschmann
and Alexander Smallens.

Panl Hindemith last month
was guest conductor of the
U. 5. Army Band in Wash-
ington, where his Symphony in
B-flat for Band had itz first
performance . . . Eugene Or-
mandy’s new radio series, “An
Hour with Ormandy,” is the
first broadcast 1o have the con-
ductor of & major orchestra as
its. dise jockey. The program
consists of Philadelphia Orches-
tra recordings, with commen-
tary by Ormandy . . . The
March of Time is planning a
series of ballet programs espe-
cially created for televizion.

Alan . Langenus. {or-
merly associated with well-
known music publishing firms,
has joined the Theodore

748

Presser Co. as vice-president
in charge of sales, promotion
and educational activities.

The National Association
of Amateur Chamber Music
Players wantz new members,
The non-profit organization has
no dues, and there is no obliga-
tion to members excepl Lo |rlal!.
in small ensembles whenever
possible. Those interested should
wrile lo Miss Helen Rice, scc-
retary, NAACMP, 15 W. 67Tth
St. N. Y. C

K. L. M. Roval Dutch Air-
lines this summer offers an all-
expense lour of European music
festivals . . . Rudolf Serkin
and Adolf Busch head the
music faculty at Marlboro
College, Yermont, this sum-
mer . . . The Los Angeles
Orchestral Society offers its
fifth annual music festival at
the University of California
this summer, with Frans Wax-
man conducting and Stella
Roman, Eugene Conley,
Katherine Hilgenberg., John
Ford, André Previn and
Jean Bonacorsi as z2oloists.

The 13th annual Music
Festival at Strashourg will
take |J|.u'1' this month, featur-
ing music of early and modern
French and ltalian composers.
Charles Munch will conduct,
and the list of soloists will be
headed by Robert Casadesus.

COMPETITIONS (For details,

write to sponsors listed)

June wedding coming up in your
family? May we join the family council
to make a suggestion ?

and many of

Start the young couple off with a
brand-new Wurlitzer Piano. It's a gift
that will make them proud and

their happiest

happy now—and one they can moments were

enjoy throughout the years. ]
It's easy to give a Wurlitzer. For spent at their
Wurlitzer Pianos are made and priced Wourlitzer Piano
to give you the biggest piano value
anyone can buy. Wurlitzer puts
more into its pianos—yvet sells them
for less—because Wurlitzer is the
leader in its field. More people buy
W urlitzer Pianos than those of

any other name.

-.f’am Methow and Pad 2

® Choir Photo Contest. Open to 1'||r|i-[:!’nfr'*—-:—-ilarl..'ll choral groups onlv.
First prize. 8382.50; nine other prizes. Ends June 30, 1951, Sponsor:
Choir Guide, 166 W, 48th St., N. Y. C.

®* Four-part a cappella anthem. Prize and closing date not announced.
Sponsor; Chapel Choir Conductors” Guild, ¢/o Ellis E. Snyder, Mees
Conservatory, Capital University, Colombus 9, Ohio.

®* Rome Prize Fellowships, $3.000 for one vear’s study in Rome of
classice and the fine arts, Closing date for 1952-53 scholarships, Jan. 1,
1952, American Academy, 101 Park Avenue, N, Y. C.

®* Fulbright Scholarships for music study abroad, providing trans-
portation, tuition and maintenance for one vear. Closing date for
1952.53 scholarships, Oect. 15, 1951, Institute of Internationzl Educa-
tion, 2 West 45th St.. N. Y. C.

* Gershwin Memorial Contest, 15-minute orchestral work by an Amer-
ican composer under 30, Prize, $1.000. Sponsor: B'nai B'rith Hillel
Foundation, 165 W. 46th St., N. Y. C.
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: ': Wurlitzer Piano Model 2300
= (Louis XV). Walaut. Like all
. ;._Z W rlitzer Manos, | may I
3 ! ":# sought on Convenient terms.
fomr Lt
WURLIIZER A
World's Largest Bullder of Pianos aad Crgoss g et e e
Undar Ona Great Moma i T

THE RUDDLPH WURLITZER COMPANY, DE KALE, ILLINOUS; EXECOTIVE OFFICES, CHICAGD, ILLINDIS



You'll thrill
to the voice
of this superb
spinet!
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Fﬂ [ltﬂ 5};" .. sraled to fore-

most deeorators’ requirements
for your home today

Soe the Fantosy, stunning contempo-
rary design, at your Jesse French
Piano dealer’s. Play it . . . examine it
in every detail. Only in this way will
you discover its rich Ori-Coustic Tone,
produced by the exclusive Jesse
French blend of tonal elements . . .
Magic-Touch Action . . . individually
voieed hammers,

These are but three reasons why we
believe the “Fantasy™ sets a new stand-
ard for spinet performance. Send for
the free booklet, “How to Choose the
Diest Pimln:' fo Ijr'lp you
answer 20 vital ques-
tions you want 1o azk be-
fore ehoosing a piano for
your home,

If there are children
in the home, you'll want
“Music in Your Child's
Development,™ too.

(i
J‘*Frenc}t ssi.s
(.-fﬁ'mws

Femous far muircal excellence for 75 yeary
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“Singing Can Be Simple"

Sir: It iz from a grateful heart
that I send these lines. Mr. Wer-
renrath certainly may “hope to
have been kind to some perplexed
student”™ when he wrote his ar-
ticle, “Singing Can Be Simple”
{ETUDE. February "51). At a
moet  discouraged moment, my
eve fell on that wonderful title
on the cover of ETUDE. I was in
a local music store, purchasing
music which had been ordered
for me, with the thought that
since I had ordered it, 1 would
pay for in, tear it up and never
try to sing another note.

Now. due to Mr. Werrenrath's
kindness. T am convinced that 1
can express ideas through sing-
ing. T treasure the article and am
still studving it gratefully.

{ Name withheld)

“Technique and Musicianship”

Sir: | read with much enthu-
sigsm the article “Technique and
Musicianship,” by William Kapell
{ December, 1950). We have had
a good many celebrities of the
piano in Sydney, but it would be
interesting to bring out a few
Americans.

Gladys Irene Mulcahy
Sydney, Australia

April Issus

Sir: I am a new subseriber to
the ETUDE, and though I have
never been one to write in com-
ments to magazines, [ can’t resist
taking time to do it now. The
postman delivered the April issue
about an hour ago, and I have
been reading it ever since (dishes
e1ill waiting in the kitchenl).
During this hour 1 have had to
laugh out loud ar least a dozen
times, must have had a hundred
new ideas and angles on teaching
piano, had my feet “set on golid
foundation”  (musically speak-

EDITOR

that is the best way to teach aver-

age children and keep them inter-

ested until they learn to play.
Jean M. Kitirell
Chicago, Il

Sir: “Class Piano Teaching”
emphasized a valuable point, the
coming together of friends and
fellow students 1o share their
musical experiences,

Mrs. Sidney H. Vaught
Fort Payne, Alabama

Sir: I found the article by Es-
ther Rennick fascinating and en-
joyable reading material. Being
an elementary teacher 1 felt Es-
ther Rennick had many devices
for - competition work which I
am sure are appealing to children.

Madeline Guertin
Plaingille, Conn.

Sir: Thank you so much for the
interesting article by Esther Ren-
nick. In small towns it is not casy
to attend clinics or hear lectures
on new methods. We have to de-
pend on books and magazines,
The article is timely, and written
in an informal manner that makes
interesting reading.

,]_frs.. .'i Tom Felker
Cordele, Ga.

Sir: Hope you publish another
article by this splendid writer.
Bruce F. Harrington

San Antonio, Texas

Strauss Master Lesson

Sir: After my concert here, a
young man came backstage with
a magazine for me 10 autograph.
It was the February ETUDE,
conlaining my article on Strauss’
“Morgen.”

Elisabeth Schumann
Durban, South Africa

Adult Beginmer

Sir: I am an adult beginner in
piano, and find the ETUDE af-

A BELECTED LIAT OF GRADED TEACH-
NG MATERIAL FOR THE PIANO pampiled
& copyrighted by George MacNabb, Includes:
"“How bto Belect Teaching Materini™: 1190
lstings from Pre-Beginnerss through Girade
V1 (callege enirance) with pabdlivisicns inta
Btudies, Collections, Pleces, Beale & Arpeggio
Forms, eotg. Attractively bound, Pre-Pald
$2.10, Order [rom GEORGE MazNARR,
Enstman Sehool of Musie, University of
Rechester, Hochester 4, New York

MANHATTAN SCHOOL
OF MUSIC I7rd YEAR

JANET D. SCHENCEK, director
Bachalor of Muils Degris
Master of Music Degres in Apphied Mauie,
Thiary, Coempmition, Mesicelogy, mnd
Muils Edusalion
Summer sestion June Il-Aug. 3
Fodl sessien opens Sept, 27
238 Ecst 105 Street HNew York 9. M. Y.

:9 ﬂ’tclan Cﬂ“ege Gf (j_% us;: — Indianapolis

—5Tth year—
Baccalaurecte degress In mudc, mutic sducation
donca, Matters in misic ond musle sducotion, Mal
Membar, Notional Association ef Schaols of Music,
Writa for cotalog. Address:
Director of Admissions, Bax E, Jordan College of Muslc
1204 N, Delawore Siresd, Indlarapelis 2, Indiana

mutle maerchardising, radia, droma,
lenally known focuity of artist-teachers.

CLEARFIELD
THE ROCKWELL SCHOOL OF TUNING FENNA.
fifgrimg o Pd-sheek 4n|.v|-ﬁ:l-nrlnn all nh-.-E: af piaan rrnglirr?:_;d r"rfi::;rﬁnun. =1
MODERM TIFMENT IN MODE! PIREFROOF BUILDINC— AT I ¥ M-
D.E‘ln HUC’L”:}:%‘.:J--I‘L'Eﬁsn.KT ENVIRONMENT AND ECDNO}[I":.H.L LIVING CONDITIONS
The paccess being nchieved by our graduaies |5 our best recomimendatisn.
*Appraved for O.1. Tralnlng™

Write fpddp for Preapoctud Is

ROCKWELL SCHOOL OF TUNING
C. A, ROCKWELL

Phone

Clearfield 5-1911 CLEARFIELD, PA.

315 MARKET STREET
PIANO TEACHERS

? -?1 This i your imvitation to attend the International Plans Teachers
~ Association 1951 Noflenal Cosvention, af the Hotbel Statlar, (for-
marly Hotel Penniylvanio), Mew York City, July 16, 17, I8, 7.
Teochers Training Courss, Student Piano Playing Eﬂminuﬂum aht.
Far complate Iﬂ?ﬂrmnrlnh and fres caotalog of olmost fowr dozenm
LP.T.A. Teccher Aide wriie

ROBERT WHITFORD, Founder-President
18 North Perry Square, Erie, Peana,

Prpare fora
| niumsrnvaguusu

¥ 1

Three-year course in Sacred Music—with highest aca-
demic standards—offers majors in piano, ergan, viice or
compaosition, Includes instruction in orchestral instro-
ments, music literature, and theory, as well as thorough
Bible training. Unusual subjects are (1) Hymn Com pa-
sition and Arranging, (2) Music in the Church School,
(3) Church Music Organization, (4) Service Playing
(piano and organ), and (5) Music in Radia Broad-
casting.

Ninety semester hours required for graduation—45 in
music, 45 in religion and related work. Al subfects im
theory, applied music and music literature are fravnsfer
able. Practical experience in Chicago’s many churches, as
well as the Institute’s radio stations, Moody Chorale and
orchestra, Christian Education-Music Course also offered.

MUSIC INSTRUCTORS

Dosxatp P. Hustan, AB., MMus—Director of Music Des
partment

T. LeBaroy Branse, B.D., M.Mus—Piano, Music Literature

wirren L Buwros, BSM.—Voice, Hymnology

Fraxg Eannest, M.Mus—Pisso, Organ, Theory

Cravron Hawvorsew, M.Mus.—Voice, Piano, Theory

J. Hanny Joumson—Piano, Organ

Guy C Lateaw, BMus,, Ph. B.—Voice, Theory

Hamny Dixoxn Lots, B.Mus—Voice, Theory

L T Ty —" | P
i nstorale (organ). . ..., . William A. Walf 42 ‘ i
| G 1 e A ing), and in general feel a new -
: Lli:'t :..:'r»?p:‘ N::fll.._ : Laseintemi Morire (voeal solo). . Clandio Montererds 41 “:.::III:';:NM Partita No. 3 (for lllnrennju':lr:h e i El‘l.itlf'l.lf-:ianllfl fovisuiato fords an enjovable change of Fraxcis E. Banxano, M. Mus—Piano, Organ, Theoty
H e A kg irr N P 1 e LB | s ST e e T T e e 2 i R i i B 1 L T . 5 r ; S woular routine |]r:1f'tii‘E.‘ I try .
1 Withaut abligation, sead your free book 1 and teaching te . : J Mapmcs. Dot M Mste—Vietn
: 2= " | FPleie '? " F o 5 ' r . & v
: lets :a indicated: [ | Dancing Fawms. ...000000.. s+ « Lawrence Keati i ‘.-.1. - Mrs. Lorna Mazwell g muf b 4-NIII‘ i mu't R A
. g [ “How 1o Choose the Best Piano™ : | :‘l.lﬂﬂh- Over the Waves We Go. . . Margaret I"l;h:.: :!' :*Jﬁn L TR R Catherine Ryan Keviar {clabe, Arizona i [hl"__ tatures  In the ""‘"“1! Ies A. Gerig, B.Mus.—Piano
§ [J “Musicin Your Child's Development” Surf Riding...... vosanssBorniecs Ross Co > L John Verrall A7 jszue, “Sing with your Fingers, ¢ N ull
I poland 46 Corperal Lilli & ’ ' e | Striea M. Mrven—Piano
|  Haa ' pop, COM.. .o vcacnnss Elliot Crifis 48 anid “How to Teach Adult Be- L b D S s T
i e i i " WETE VEry ' b e
H Rutered ax secind clais matt < i " Piano Teaching Gefs Resulls" ginners, were very good. T want :
1 Sireet Pr '. tr Jamsary 16, 1884 at the P, O, at - - Class Piana E 5 5 ; Write for tataleg. Address registrar, Room ED-223
e : erner Ca., U, 5. A, and Great Britain, Inisradtional A ’::’::'J';}Fj”-.qd_..r the Act of Maveh 3, 1879, Copyight 1931, by T to play the Lowrey Organo and
I Cie Fi 51 x rights reserved, .e . " s
il i s - $3.30 & year i U. 5. A, and P R Sir: 1 expect to get back into  (as Mr. Goodbrod put it) “Clear ' '
- - 3. M. & askess . $ ——— " y W
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 “Wherever conductors demand
perfection, top-salaried artists choose
Martin Freres alto and bass clari-
nets. Arrange trial at your dealer’s
today, or write for complete
Martin Freres catalog—showing
Bt clarinets, alto and bass
clarinet, oboe and

Model @ Model 10
complete outfit. :qumphl...uutﬁ'l.

Buegeleisen & Jacobson. /zc.
0. 8-7-9. UNION SQUARE, NEW YORK 3, N g
1N CANADA: 720 a:;;:;_up RST $T, 10 NTO |

Sole distribufors

STUDENTS OF A

BERTHA
DAARUD

PIANO CLASS

CLASS PIANO—STUDIO ADMINISTRATION
or PRIVATE TEACHING COURSE

The group _ntthd of teaching young beginners atiracts more patrons
. to your studio—thus you win more lFriHM! and infloence more people
| musically. The group method is also the normal approach to child interest.

.l“ 'l'l"FrH War | depression days, | began to work out this plan that has
since given me & wailing list of pupils, at a high rate for teaching efort.

My course covers the first year, using two books. Games and progress
charts enhance the study of piame and insure thoroughness in basic
fundamentals—whether you temch class-wise or privately.

My course gives you & sure and sound business i H
' policy and applied
psychalogy in the parent-teacher-pupil relationship necessary to ﬂp:dmi
progress and teacher-studio security.
There are no tesls .tn write up and no expensive materials lo buy. This
plan te gain patron-interest and popil-progress, comes to ¥ou mimeo-
graphed, ready to use in your day by day work.

$25 prepaid.
| Write Mrs. BERTHA M. DAARUD

404 5. Eureka Ave., Columbus 4, Ohie Tel. Randolph 8545

By NICOLAS SLONIMSKY

RUCKNER ARGUED with his
B pupil and friend, Frite Eck-
stein, that the harp is not a
symphonic instrument., “Beeth-
oven never used the harp in his
symphonies, nor should any of
us,” he said. Twenty
elapsed and Bruckner began
work on his Eighth Symphony,
In the Adagio (which, inei-
dentally, is the longest
phonic slow movement before
Shostakovich) he inserted three
harps in unison, About that
time, Eckstein visited him in
Vienna. “l have news for you,
my friend,"” said Bruckner with

years

Byi-

an air of mystery, “Remember
our conversation? Well, 1 de-
cided that the harp is a sym-
phonic instrument after all.”

The Duke of Meiningen
was present al a rehearsal of
orchestra. The
Duke was particularly pleased
by the singing of the ladies in
the finale of Beethoven's Ninth
Symphony, and sent word to
von Biillow asking him to praise
them in public. Von Biillow com-
plied in his own perverse fash-
ion. He turned to the chorus,
and said in an affable tone of
voice: “Ladies, 1 assure you,
you sang abominably.”

von Bulow's

In one of his chauvinistic
_-\.Iu-m'irl':-.. Wilhelm Il of Ger-
many advised all those who are
not satisfied with the state of
affairs in their respective fields,
to shake off the dust of the Ger-
man soil. On the day after this
speech, Hans von Biillow, whose
biting sarcasm was a match to
his musicianship, had a re.
hearsal with his orchestra. and
was annoyed by the inability of
the P]ﬂ}'t.‘l’.‘ to follow his wishes,
Out of patience, he took out
a very large colored handker.
chief, and, without a word, be-
gan to dust his shoes. The or.
chestra took the hint. and gave

von Bilow all the nuances b
W uulﬂf1

I.\ H15 YouTH, George Bernar|

Shaw made a determined o
fort 1o learn piano playing, He
ruefully complains, in the peef.
ace to his play, "Back 1o Me
thuselah”: “The keyboard of 5
plano is a device | have never
been able to master.” In an =
tertaining article entitled “The
Religion of the Piano,” pub
lished in The Fortnightly Re
view of February 1894, Shav
tells a detailed story of his pi
ano education. He wriles ks
part:

“I learnt my noles at the age
of 16 or thereabouts, and since
that time | have inflicted un
told suffering on my neighbors,
without having on a single o
casjon gEiven the smallest |I5"l"
ure o any human being evcepl
myself.

“At the end of some monihs
I had acquired a technique of
my own, as a ‘-.‘Irl!lp'l“' 1IE '-"'h-'r-ljl
may offer my fingering of the
scale of C major. Instead of
shifting my hand by turning the
thumb under and fingering:

CDEFGANC
123120458

| passed my fourth finger oves
my fifth, and played:

CDEFGANC
e o e
T234 5454

“This method had the advar-
tage of being applicable to all
scales, diatonic or chromahc:
and to this day 1 often fall back
on it. Liszt and Chopin hat on
it too; but they never gsed 1t U
the extent that 1 did. 1 soo®
acquired a terrible power o
rluthr:g through plano af
rangements and vocal scores:
and my reward was that I
gained penetrating experience
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of Victor Hugn and :_“it‘hi"l‘f
from Donizetti, Verdi, and
Beothoven: of the Bible from
Handel: of Goethe from Schu-
mann: of Beaumarchais and
Moliére from Mozart; and of
Mérimee from Bizet, besides
finding in Berlioz an uncon-
scious interpreter of Edgar Al-
lan Poe.

“An organ, an harmonium, a
vocalion. an aeolion, an or-
chestrion or any instrument
upon which the full polyphony
of an opera or symphony can
he given, may obviously replace
the piano: and so far as the
playing can be done, wholly or
partly, by perforated ecards,
barrels or other mechanical
means of execution, by all
means let it so be done. A fin-
gering  mechanism  so  con-
structed as to be well under the
artistic control of the operator
would be an unspeakable hoon.
Supply me with such a thing
and 1 will make an end of

Paderewski.,”

Von Biilow hated giving
out autographs. To keep the
antograph hunters away, he
hired an assistant, a Russian
girl, who signed for him in
Russian: Fen Riilow, Prod-
avschik Beethovena, which
means: “Yon Biillow, a Bee-
thoven salesman.™

Tu]‘_ ITALIAN coMposEr Mer-
cadante, visiting Rossini in
Paris about 1860, spoke enthu-
siastically about Wagner, de-
<pite the fact that “Tannhiuser”
had just suffered a dreadful fi-
asco at the Paris Opera. While
they were conversing, dinner
was served., Hossini |murv(!
sauce on Mercadante’s plate,
and passed it to him, A feem
minutes r'|!.'!E.I'-'I"II.. “Why don’t
vou eat ?" asked Rossini. “What
are you waiting for?” “1 am
waiting for the fish.” replied the
other. *The fish?” ru*pr.‘l!i*ll
Rossini. “Tan’t the sauce enough
food for vou? I thought you
liked music without melody.”
This anecdote was reported
to Wagner, When some years
later. he visited Rossini, he men-
tioned it to him as a jest. But
Rossini vehemently denied any
truth in it, Like =0 many musi-
cal anecdotes, thizs one, too,
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must remain a plausible legend.
Or. as Rossini might have said,
“8a non & vero, ¢ ben frovalo
(“If it is mot true, it is well

invented.” )

’. HUGO LEIC HTEXTRITT l.l"'”"-

this interesting story about
Max Reger's marriage. Reger's
fiancie belonged to an aristo-
cratic Polish family, and her
parents hesitated to give their
blessings to a marriage with a
mere musician of an uncertain
reputation even in his own pro-
fession. In 1902, Reger was go-
ing to give his first important
concert in Berlin, consisting en-
tirely of his own works, There
were 34 music eritics in Berlin
at the time. The family of
Reger's fiancée decided that if
even one out of the 34 wotthd
have anything good to say
about Reger’s music, they would
agree 10 the marriage. As luck
would have it, 33 reviews were
vicionsly eritical, but the thirty-
fourth eritic, Hugo Leichten-
tritt, wrote a long and lauda-
tory account of the concerl.
Triumphantly, Reger sent 2
copy of Letichtentritt’'s review lo
his fancée’s parents, The mar-
celebrated a few
December 7.

riage was
weeks later, on
1902,

It is hard to believe, but
1i,'i}'4.4.;-_I'|nﬂr".-- aperi, “Meiztersing-
er.” was regarded in the 1860
as the latest word in musical
modernism. Eduvard Hanslick,
the vitriolic anti-Wagnerite, told
this story. He attended a per-
formance of “Meistersinger”
with the German painter Wil-
helm von Kaulbach, Kaulbach
eal silent through the first and
second acts, But, during the
third act, when the two sos
tained € major chords  are
sounded in the orchestra just
before Walther's prize
Kaulbach turned to Hanslick
and said warmly and earnestly:
“DNas ist schon!™ (“That’s beau-
tiful!™)

Another anti-Wagnerian an-
ecdote told by Hanslick is a suc-
cinet opinion delivered by the
director of the Vienna opera,
He was asked what he thought
of Wagner. In reply, he whis-

FONE,

tled the frst four bars of the

“Blue Danube™ Waltz.

Martial Singher,
distinguished French bari-
tone, checks on his phrasing
with the oid of o Revere
Tape Recorder, far his role
of Athanoel in the recent
revival of Thais by the
Philadelphia Civic Grand
Opera Compony.

o . A i

o many of the world’s foremost musicians, the Revere
Recorder means insurance of perfect perlormanees. Each note,
every delicate shading of tone, 1= played back with true-as-life
fidelity. Hour-long recitals or short passages may be repeated
countless times for comparison and study,

Priced within the reach of students as well as professionals,
Revere also offers such outstanding advantages as simplified con-
trols ., . . erasable, re-uzable tape ..« ]11:-'.1'1*r!'u|. constant "l":'l".!. maos=
tor . . » time and footage indicator . . . and many others.

Soe Revere demonstrated at your
dealer’s—it's a sound investment for

a suecessful muosical career!

Revene Camena Co. « Ciiicaco 16

Model T-100
‘169°!

complefe

IQeuere

TAPE RECORDER

THE RECORPER OF HIGH FIDELITY




The “NEW'" SHEFTE
RAPID COURSE in
MODERN PIANO PLAYING

® QUICKEST ® EASIEST
® MOST MODERN
® MOST THOROUGH

Practical Piano Coursein

Popular Music . . .
Standard Music . . «
and Semi-Classical Music

Authorities are agreed that
this “"NEW'" SHEFTE
COURSE is SHEFTE'S best
work and the greatest for-
ward step in the nation-
wide movement to MOD-
ERNIZE and SIMPLIFY
piano instruction. '

VOLUMES 1—2—3
Each volume £1.25 in US.A.

On sale at all music stores

WRITE US FOR LITERATURE

FORSTER, o0 e

PUBL ISR TN

THE HANDS
p{mu -M‘-’éj/

THEY ARE STROMG AND FLEXIBLE
WITH AMPLE, EFFORTLESS STRETCH

They are wiial, semillive, responsive. Even
peniut i helplow without odeguote handi,

If you do not bave such hands naturally,
try the omazfng MAMUFLEX® oad expsriescs
the thiill of odded stretch, muscular freedom
and ploying s in on unbelievably shert Fime.
Practica with vitafized, wora hands that feel
*“lunt right'® all the time.

MANUFLEX-conditioned hands glve that
autra morgin of physical well-being meeded for
confidant parfermance. MAMUFLEX is invale-
able before concadfi, MAMNUFLEY gulckly re-
Freihei lired handy ond revives negleched tech-
nfct. If you heve slepped pleying for lock of
lime, PLAY AGAIM WITH MAMUFLEX]

ALL-TIME GREAT FRITI KREISLER and many
oiher calebrliles belleve In MANUFLEX for wia
by ortith aad studente. Send for free Brechers
castaining ACTION PICTURES OF THE MANU-
FLEX arad |ettars from artiek, Or convince your:
seil by givieg MAMUFLEX o wial. Semd your
chack for §70 ond o beowfifel MANUFLEX will
be malled fo yeu pedtpaid. Uss [§ freely for §
days, ¥ mot fully sofisfied, return 11 and your
money will be chearfully refunded.

MANUFLEX CO.

Dopt. B « 2130 N. E Klickitat
FORTLAMD 121, OREGOMN

SLANUFLER (podenied] 5 In soticnwide uves la
Vaterans Adminithration, Army, MNevy ond pri-
vafe clinles for hond and lager iherapy,

By GEORGE

Prokoficff: Coneerto No. 1

Prokofiefl’s first piano con-
certo, written when he was 19,
shows clearly the influence of
his teachers, Rimsky-Korsakoff
and Glazounov, It is a vigorous
work that gives the soloist am-
ple opportunity for display.
Andor Foldes makes the most
of his opportunily in a new
recording made with Felix Pro-
haska and the Vienna State
D}K‘I'ﬂ Orchestra. (Vox Rec-
ords, one LP disc.)

Schubert: “Unfinished™
Symphony

The first new records re-
leased by Arturo Toscanini and
the NBC Symphony Orchestra
since they completed their tour
last year include a brilliant new
version of Schubert’s *Unfin-
ished” Symphony. The famous
symphony is given a masterly
reading, with emphasis on its
rich melodic interest, Mr. Tos-
canini and the NBC players
also have recorded Respighi's
“Feste Romane.” (RCA-Victor,
two LP discs.)

Mozart: Concertos in F, D Minor

An imported record brings
Mozart's Piano Concerto in F
(K. 459) and in D Minor (K.
466) as played by pianist Clara
Haskil with Henry Swoboda
and the Winterthur Symphony
Orchestra. The performance is
done with clarity and good en-
semble, (Westminster, one LP
disc.)

Handel: Six Sonatas

Handel's chamber musie is
not as well known as that of
Bach, Mozart and Haydn, and
the appearance of hi=s recorded
sonataz iz therefore welcome.
Participants in this excellent-
ly recorded performance are
Alexander Schneider, violin-
ist, Frank Miller, cellist. and
Ralph Kirkpatrick, harpsichord-
ist. (Columbia, three LP discs. )

GASCOYNE

Fauré: Quariet No. 1

Fauré's piano quartel h
rarely heard these days, \'i_'hil.'!l
is a pity, since it is music of
great charm and freshness, An
excellent newly-released record-
ing of the work is made by
Artur Rubinstein and the Paga-
nini Quartet. (RCA-Victor, one
LP disc.)

Beethoven: € Minor Sonata,
Op. 111

Beethoven's great C Minor
Sonata is considered formida-
ble by many mature perform-
ers, but the young artist Jacob
Lateiner has essayed it in a
ili'Ti“[III.!HI'l'. with
good results. Mr. Lateiner’s fin
gers are remarkable for power
and dexterity, and occasionally
he displays them to excess. For
the most part, however, his
playving is altogether admirable.
{Columbia, one LP disc.)

recorded

Havdn: *London™ Symphony

Charles Munch and the
Boston Symphony Orchestra
put their best foot forward in
a new recording of Haydn's
“London” Symphony, No. 104,
in . It shows the admirable
texture of the strings, the over.
all clarity of the orchestra’s
tone, and the delicacy and pre-
cision of its playing. Mr,
Munch’s reading of the work is
the standard treatment for
H.‘i}'ih!- ri:'h. !Hlli"hl"tl. ele-
gantly-turned phrases, but free
from affectation. (RCA-Victor.,
one LP disc).

Modern Walizes

The adventurous two-
p1ano team of Gold and Fizdale

commissioned many of the

works in this f‘n"r*:'linn. and
perform them on g Columbia
LP dise, Composers are Aurie
Rieti, Thomson, Sauget, Taille-
ferre and Bowles, Light

u lllq‘:h_
ant music,

. 3
e R

GULBRANSE)
Diacron. Consofy

700 ek
ol afg‘ﬁ

Music Teachers! Musicion;/

Here is @ new ochievemasr) .,
grand-like fonal quality in o
37° piono, formerly ovailabls
only in pionos of much larger
size and higher price. Writs
for free brochure showing
full details of this phenomens|
development of scole design

Special Teocher's Ditouti=tice o
nearew guthorized decler on regent

GULBRANSEN COMPANY

DEPT. E, 814 M. KEDIIE AVE
CHICAGO 50, ILLINDIS

CHOIRMASTER

NOW IS THE TIME!

Yes, mow is the time for eves;
good cholrmaster o oom
aid of his choir. With b
proach of warm wealher and i
attendant distractions, c
perience a serious seasanal siump
attendance drops, interest siaciec
and members bepome [nactive—
some permanently!

Instead of passively ac
this condition, the nf
cholrmaster will seipe eVeI7 5"
portunity to revitalize his
and give it a new lease
most potent factor In rev g
ing interest is the Inirococied =
new and attractive musc

The James Allan Dash
Arrangements, which bave
rebuild thousands of o
choirs, are ideal for this
season. These delightiul a
(Bacred, BATB, English !
offer o maximum of si -
ure in return for miniT
expended. They can be sung
tively by even a handful of §
with or without accompan

The Dash lrrlnlfm:'nl'ﬂ'-'
on sale at all reputabic ==
houses in the United Staies E=
Canada. Free sample copies ™
be obtoined from the publiss™
The price is still only 1 per oOp!

4
Ha

THE BALTIMORE MUusié 4 !
340 N. Charles St., Baitimere ¥¢ |

JAMES ALLAN DASH

Charal Arresgemenhi
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BOSTON UNIVERSITY

Summer Term
ATLEE L. PERCY, DIRECTOR

Intersession
May 28 = July 7
Summer Session
July ¥ = August |8

NEARLY FIFTY COURSES
IN ALL PHASES OF muUsic

Distinguished Resident and Visiting
Foeulty Incleding

= JOHN JACOB MILES
* KARL GEIRINGER
* ARTHUR LESLIE JACOBRS
* HELEM LEAVITT
* FRANCIS FINDLAY
+« GEORGE BORMOFF

s RUSSELL MORGAMN
Workithopi—Conceris
Full Recreation Program—Dormitoties
Complats Dagres Progroms on Groduoke

and Undargraduate Levels

For Special Brochure Write
DEAN WARREN 5. FREEMAN
Bastaa Universlty Callege of Murc

75 Blagden Sireet
Boston 16, Momsochusetts

SUMMER MASTER CLASSES

University of Denver

DR. GUY MAIER, editar of Pian-

ist's Poge, “Etede;” eminen? plono
pedogegue. Closs ond private in-
stroction, July 2=—Asg. 3.

Special Waorkshop July 1420

FLORENCE LAMONT HIN-
MAN, cuthor of “Slogans for Sing-
ery;” teacher of notionally known
artists, Voloe Clinic June 20=July 21,

Private instruction June 20—Avg. 12

CHRISTIANSEN CHORAL
SCHOOL. Intensive course under

direction of F Melivs Christionsen
and his son Paul. June 18-28,

OPERA WORKSHOP. Lers
Make an Opera, Britten, directed by
Roger Fee. June 20=July 21.

BAND DIRECTORS® SHORT
COURSE. Canducted by Dr. Frank

Siman, Cincinnatl Conservotory of
Musie. July 23-28

Write for summer music bulletin ro:

The Lament School of Music
909 Grant 50, Denver 3, Colo.
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Music Lover's

BOOKSHELF

By THOMAS FAULKNER

Arnold Volpe
By Marie Volpe

Arnold Volpe had long
been out of the musical lime-
light when he died in February,
1940. There were few who re
membered him as founder of
the Stadium concerts in New
York. Yet not many men had
done as much as Yolpe for the
cause of American music, o
been less rewarded for their
pains,

Volpe's life, as sympatheti-
cally told by his widow, was
one long hard-luck story. He
went through the turmoil that
accompanied the launching of
the Stadium series, and con-
ducted two seasons at a fee of
828.57 per concerl, After the
second season, another conduc.
tor was engaged. He founded
the Kansas City Symphony;
when it was on a firm foolting,
another conductor took over.

Undeterred, Volpe went 1o
Florida and organized the Uni-
versity of Miami Symphony,
He was conducting this orches-
tra when he died. His last ap-
pearance, a week before his
death, was with Joseph Szigeti
as soloist in the Beethoven Vio-
lin Concerto.

The story of Volpe's life is a
heart-warming account of strug-
gle and achievement, of a man
whose courage was high in the
face of good fortune and bad.

U. of Miami Press, $3.50

The Yictor Book of Ballets
By Robert Lowrence

This i= the latest addition
to the “Victor” series, which
already includes the Victor
Book of the Opera, the Victor
Book of Overtures, the Victor
Book of Symphonies and the
Victor Book of Concertos,

Mr. Lawrence offers a sur-
vey aof the }:r'l:u'i.}:.'jl works in
ballet literature, from *Giselle”
(1541} to contemporary works
of Anthony Tudor, Agnes de
Mille and Jerome HRobbins
Musical themes of each ballet

are given, and the whale book
is profusely illustrated with
scenes from recent ballet pro-
ductions. In his introduclion,
Mr, Lawrence outlines the his-
tory of the ballet and its prin-
cipal performers.

Simon & Schuster, $3.95

You Can Make a ‘Stradivarias’
Yiolin By Joseph V. Reid

Not literallv, of course.
Experts have been trying for
almost 300 vears, and so far
no one has succeeded in making
a Stradivarius  violin  except
Stradivarius,

But many makers have
turned out violins of fine gual-
ity, some of which command
prices running into four fig-
ures, And amateurs with pa-
tience and a fair for wood-
working can make an instru-
ment which will surpass the
cheap mass-produced  fiddles
commonly found in pawnbrok-
ers  windows,

The auothoritative work on
violin-making i= Heron-Allen's
“*Violin-Making—As It Was,
and 1s.” Long out of print, the
volume has been republished by
Carl Fischer, Inc,
perplexed by Heron-Allen’s com-
plex diagrams, and his impres-
sive array of Latin and Greek
quotations in the original, the
new Reid book will 2erve as an
excellent introduction 1o the

For novices

art of constructing a viblin,

Mr. Reid’s book has the vir-
tues of simplicity and elarity,
Step by step. with the aid of
actual-size plans, he outlines the
mechanics of putting a wviolin
together, There is also advice
on where 1o get materials for
the instrument. and full details
on varnishing, fnishing and
stringing.

Popular Mechanics Press, $3.50

A Penny from Heaven
By Max Winkler

Max Winkler, founder.presi-
dent of the music publishing

Continved on Next Poge

'
Bremen Mailal #4-C

Auriban mype for Schocde,
Spudios, Tesghors —
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Y/ Rremen
7 PIANOS V
one of the world’s |}

finest spinets

Triumph of encasement
beauty, tonal and structural
guality. Distinguished for
beautiful proportions and
functional compactress.
Masterfully built by cutstand-
ing artisans wha for o lifetime [
have devoted their skills to the
highest perfection standards of
fine piano making, the Bremen
plano is noteworthy for its
beautiful proportions, golden
singing tone and light; respon-
sive action,
Write for free brochures,

Rivssam affery s been @ paried doo et
Wors far mamr bl gartesioed Jealer.

Bremen
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SHEET MUSIC
ina TONKabinef

You'll keep it neat, cleon, orderly,
sofe- ond eoryi to find In a
TOMKabinet, Special drower-lroys
for easy filing olmest hond you the
mutic you wont, Richly styled; finely
crafied

Style 407 shown iy fable height for duol
whilidy Haldi &00 vhash ‘Wrila for

decléc’s some ond plctures of othel
stylon Tor homes, schosly, bonds,

TOMWE MANUFACTURING CO,
1912 N. Maognclia Ave,, Chicoge 14
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Established, Renowned
Composers of Educational
Piano Material

[MATHILDE BILBRO

qud’mj. e
410-40142 Easy Studies in Farly Grades. ...... Grade2 1D
110-23468 12 Piano Etudes for Young Students. Grods 2 a5
410-40241 25 Melodies for Eye, Ear and Hand
Training .......e0ssc0esasscocs Grade J5
418-40008 Spelling Lessons in Time and Notation. . . . 50
methods
410-40057 First Grade Book . .. .....cvveicnnsien 1.00
410-40063 Kindergarten Book (Treble Clef) . ....... J5
430-40021 My First Lesson Book. ... ...ovvvrinanes J5
DOROTHY GAYNOR BLAKEI
S = T T
methods
430-40099 First How-Do-You-Do ........cq PO

HELEN L. CRAMM

41040118 Beginning with the Pedals . ......00veee. .60

meﬂ; ods

430-40107 What to do First at the Piano. .......... A
430-40108 What to do Second at the Piano., ......... g5

JESSIE L. GAYNOR

d«fud':'u
420-40017 First Pedal Studies. .. .. .. covanne el

mef‘ncfd

420-40010 Piano Method for Little Children. ........ 1.00

CEDRIC LEMONT I

.'.E:m'&u
110-40122 24 Miniature Studies without
OCtAVES . ocsivsmerasarmana Grades 243 15

BLANCHE DINGLEY-MATHEWS
methods

420-40012 Boy's Open Door to T N 1.00
410-40086 Piano Pathways ........cooiiiiananannn 1.00

JOSEPHINE HOVEY PERRY
mff‘ad’d

430-40091 Busy Work for Beginners (Pre-Schosl Work Bookl b0
430-40096 The House That Jack

Built . ..iasrrnsrass [Preporatory to Grade 1) 75
430-40100 More Busy Work. .... (Praparatory and Grade 1] 75
430-41004 Mother Goose in Note-Land (Reading, Grode 1) 75
430-40101 Musical Alphabet and Figures. .. . (Pre-Scheol) 75
430-40104 Pleasure Path to the Piano. (Pre-Scheol, Grade 1) 1.00

SEND FOR YOUR PIANO REFERENCE GUIDE  Dep't E&-

THEODORE PRESSER CO., Bryn Mawr, Penna.
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(Continued from Page 7)

house of Belwin, Inc., came Lo
America in 1907 with no
money, three shirts and a single
suit with two buttons torn off
the vest. For days he tramped
the streels of New York m
search of work. Finally he took
out the fAddle he had brought
from Rumania and joined a
group of street musicians, Win-
dows opened, coins showered
down. Later Winkler found a
penny had ]:Hl;."l‘!] in his hat
band.

With the penny froom Heaven,
Winkler bought a postcard 1o
amswer an ad in the Mfaals-
Zeitung. He got the job. It was
with Carl Fischer, Inc. Winkler
spent his first days on the job
carrying 150-pound bundles of
gheet music up five Hights ol
stairs. His salarv: 30 a werk.

Winkler spent 11 years at
Fischer's, learning music pub-
lishing from the ground up. It
was the peak of the silent movie
era, and every theatre in Amer-
ica had its orchestra. organist
or pianist, Most of them were
too busy playving to have more
than a hazy notion of what the
movie was aboul. Weird tales
began circulating about movie
scenes ruined by grotesquely
inappropriate music from the
pit. Why not, Winkler reasoned,
supply a cue sheet with the
movie, telling the organist what
to play?

Universal Pictures liked the
idea and hired Winkler to set
their Alms to music.

Soon Winkler was in busi-
nez= for himsell as Cinema
Music, Inc. The movies' de-
mand for music was insatiable.
Cinema Music sought compos-
ers who could turn out music
fast, published reams of their
'h'ul.'k‘." and =till could not k“'[‘p
up with the demand. In desper-
ation “?'Iilikll'r =l upaon the
great masters. Their symphon-
if‘:'. were hm-km‘l up amd F“l"'
lished as “Sinister Misterioso™

by Becthoven or “Weird Mad
eralo” ]J} Tchaikovsky
Cinema Music (pow recy;,
tened Belwin in honor of |,
original partners, Berg |
and Winkler) flourished,
Then came an inventio, That
made movies talk, and I-'..:h:.
was out of business,
Winkler sold 70 pone o
||r'tt1li'l.| music o a prpet
for 15 cents a hundredwe
$210 for the fruits of tey yeyy
labor. A last tronic twis: &
mill  went  bankrupt el
Winkler could eash his chot
Undaunted, Winkler loo
for a new catalogue to el
his worthless furicsos :u.-!.-:.

o |

teriosos. It was impossible |
build a catalogue of good sl
ard music overnight. [nsiesdl
Winkler looked for an et
lished European publisher wb
wanted a U, S, representati
He found it in the English firs
of Boosey & Hawkes,

The New York branch ws
irlr'urlmrnlnl as Booseyv-Hawk=
Belwin, Winkler was meb
president and general mansp=
Boosey & Hawkes' solicitors had
outlined the general manage's
duties in a full page of il
print. Winkler insisted the pae
be stricken out and replesd
with a new clagse: “Max Wi
ler shall be president and g
eral manager with full ewecr
tive powers.”

Boosey-Hawkes-Belwin lasd
until 1945, when Winkler be
came oo busy with his s
catalogue to worry about o
ers. Meanwhile he had toareé
America, talking to me
teachers and dealers, learsinf
about their problems at frd
hand. Then he gave then »
they asked for. Belwin wes @
its feet again. )

“A Penny from Heaves ®
a success sory rwiﬂll‘.’_
Mr. Winkler records hit ¥
and downs most readably.

Appleton-Century-Croft, b
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THIS MONTH'S COVER '
; In colleges and conservatories all over America, young 5% I
cians this month will receive diplomas after four !“,-."ll*
work. Next question: “Where do we go from bere?” To s

tl:m_t question, ETUDE s editors present in this ol ¥ |
articles by well-known authorities which give advict «t .
most perplexing aspects of launching a career. '

HE SIDE OF THE ANGELS

The President of the Juilliard School, one

of America’s outstanding composers, tells

TJune graduates how to succeed in music.

By WILLIAM SCHUMAN

I BELIEVE 1 CAN GIVE You a recipe which
will assure for each and every one of you success in the
art of music.

Perhaps I should add immediately that my recipe or
success may or may not apply to that part of the mu-
sician’s life which is concerned with music as a business.

As young musicians, you are already well aware that a
life in music involves extra-musical as well as musical
matters. Music is studied as an art and practiced as a
business. When I tell you thal my recipe for success in
music concerns the art part and not necessarily the busi-
ness parl, it does not mean that I underestimate the im-
portance of the business or professional side of music.

I cannot help feeling, however, that there is no such
thing as success for a musician unless his highest musical
potentialities are realized. Surely, you must achieve a
sound social and economic base for your existence and
music is certainly no different from any other normal pur-
suit—it cannot take place in a vacuum as though it were
above the practical. But, too many young musicians con-
cern Lhemselves with developing avenues for commercial
exploitation at the expense of the time and energy needed
for their musical development. They often spend a dis-
proportionate amount of time in seeking opportunities.
Each of you will have opportunities to reach your goal.
You will be auditioned for the orchestras, you will be
interviewed for teaching posts, you will sing and play for
the managers. The main thing is to be prepared when the
opportunities arrive.

Music has become so deeply associated with its com-
mercial practice that it is difficult, even as an exercise in
fancy, to ignore the relationship. If, however, for the mo-
ment, at least, you could imagine that such a separation
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actually existed, it would follow that success in the mar-
ketplace would have no bearing on suceess in the practice
of musie. If we removed the competitive aspect of the
profession of music, we would arrive at a point where a
musician would be evaluated by his musical achievements
and not by the size of his pay check and we would be
returning to musical fundamentals. After all, a man be-
comes the best musician he is eapable of becoming when
he performs or composes with his deepest emotional, in-
tellectual and physical powers. .

In purely musical terms, being a successful musician
is a continuing process—it is reaching for a goal that
moves higher as each step is achieved. There is no sum-
mit. In the art of music, no man is omnipotent. Every
musician has something more to learn about music and
evidence for this is to be found in the lives of the great
musicians. The great ones are never satisfied. They sup-
ply ample evidence that for the musician musical growth
is his very life process. They knew that if there is nol to
be decay there must be the nourishment of study.

B,u-‘tlr.' in Lthe ability of the musician to
grow is his understanding of the true nature of his art.
He understands that musie is the embodiment in tonal
terms of the human intellect and spirit. He understands
that this intellect and spirit is expressed by composers
through compositional techniques which make up the
language of music. He understands that it is the perform-
er's task’to master this language in order to discover what
the composers are striving to express. He understands
that the musician must give perfformances which reveal
musical values and which are not used as mere vehicles

CONTINUED ON NEXT PAGE
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for marcissistic display. He understands, too, that the
literature of music, ie., the compositions themselves, is
the core of his art, The literature of music is the core
because it is the focal point for the entire art of music.
The very art of musical performance exists in order to
translate composition from musical symbols into the
reality of actual sound. For this reason a fine performer
is one who reveals the true nature of a composition by
using his abilities to make clear to his listeners the com-
poser’s thoughts. A key to the kind of performance which
a given piece of music requires can be discovered only
through an understanding of the musical qualities of that
piece of music. Tt follows from this that the rendition of a
composition must be evaluated in terms of the perform-
er’s understanding of the language of that composition.
In other words, it is not possible Lo evaluate a perform-
ance in the abstract by marveling at the manual dexter-
ity of the performer, or remarkable breath control, or any
other isolated technical feature. These technigques are
only valid in terms of the musical demands the composi-
tion makes upon them, This is the reason why every per-
forming musician must have a thorough grounding in the
literature and materials of the art of musical composition,

The musician who understands the fTundamental im-
portance of composition will have an attitude towards
the choice of repertory which goes far beyoni the super-
ficial. Sueh a musician will eomprehend full well the
necessity of fighting the battle for ereativity. He will
have convictions about musical works and furthermore,
he will have the courage to perform those works which
satisfy his innermost musical sympathies. He will per-
form works which are not necessarily caleulated to daz-
zle. e will explore the repertory as a natural part of the
true musician’s insatiable curiosity about his art. As a
result of this way of musical life, he will serve the music
of the past and the present and consider his choice of
repertory as a more serious process than the mere selec-
tion of picees to glorify his athleticism.

T sees to hear you saying, “This is all very
good, but it is too idealistic. What has it got Lo do with
my career?” Frankly, it may have a great deal to do with
your career. But career, or no carcer, the true musician
will never lose sight of the values in which he believes and
he will bring to any task, however modest, an intensity
of expressive purpose.

In considering the practical aspects of the market-
ability of your music talents, nothing is to be gained
through a denial of the highly competitive world you will
face. Naturally, you are concerned with econpmics and
you wish to achieve a satisfactory economic status and
to do this through music. May I suggest to vou that it is
possible to reach this goal without compromising vour
basic artistic convictions. Compromise, itself, need not
necessarily destroy values. It is only a lack of awareness

that a compromise has been made that makes inroads
on one's musical integrity. It is possible to have musical
integrity and to be commercially successful in muse gt
the same time. This can be achieved if the demands of the
music business are always understood objectively for
what they are and if the musician never confuses these
with the demands of the art of music.

A rruE musician is one who remains faith-
ful to his own highest artistic standards despite the prac-
tical compromises he may be obliged to make. Such a
musician does not become the tired professional whose
personality has been so warped and embittered through
commercial music-making that he no longer has any liv-
ing relationship with his art. You can remain true mu-
sicians if you will remember that regardless of extra-
musical pressures or unmusical pressures you have the
power to maintain your own values in the private world
of your mind, and if you do not do so, you are forfeiting
the realization of vour highest potentialities. This real-
ization is one of the special joys reserved for genuinely
imaginative people. If this, too, sounds idealistic, may I
say that to me it is most practical and supplies the most
reasonable approach for maintaining the highest goals in
the face of the necessity for practical compromise. It is
practical because a musician who is deeply concerned
with standards will always attempt to raise the level of
music wherever he is. Inside himself he will never be able
to accept a shoddy performance or shoddy materials. He
will always try to raise the level because always there
will be present a healthy conflict between what he may
be obliged to do and what he feels should be done. This,
I believe, is the road to progress in music. Ultimately,
maintaining one's private world of purely musical stand-
ards is neither idealistic nor private, but practical and
public. Practical because it provides the only truly inde-
pendent avenue for continued individual progress in mo-
sic, and public because musicians who refuse in their
innermost convictions to compromise will always remain
a force for raising the standards of the profession.

The considerations that have been set forth to you as
practical have concerned vour individual relationship
with the art of music. I have tried to tell vou why I con-
.:qider this relationship to be of primary in;;mrtnn::'z. even
in the practical side of the musician’s life. This does not
mean that T am unaware that these individual musical
f-unmdernl;iuns often have little bearing on one’s success
in the music world. The music world is concerned with
competition. Each of you will compete with each other,
with the older musicians who are already in the ficld and
“'Il'.]'l ”'IU-"-T.' ﬂf _ynur yYounger fo]]fnnucl “-"hﬂ‘ “-i" SO00 fu]-
l““: you. This competition is often based on valucs
which are only partially valid musically and sometimes
:’:ﬂ”ﬂl‘::?u:;hlf;g have ‘nuthin;‘: to do with music. It is

require (Continued on Page 30)

How Do I Get a Manager ?

By ARTHUR JUDSON
As Told To Rose Heylbut

Look at yourself from the manager’s point of view . ..

Have you something the public will buy?

Oﬁcr. IN A WHILE, some person of
kind heart and good faith tells the
heart-breaking story of a phenomenally
sifted young friend who plays just like
Heifelz or Casadesus but, through horrible
tactics of one sort or another, cannot get a
manager to put him across, That kindly
person has been deluded. Don’t let him de-
lude you.

The fact is that any youngster can gel
a manager—if he convinces that manager
that he has something to say which the pub-
lic will pay to hear.

The concert manager does nol run an
experimental laboratory nor yet a Depart-
ment of Culture. He is a business man. He
has a commodity to sell. That commodity
reveals itself through accomplishment on
keyhoard and strings, but it consists only
partly of an ability to play. Its much more
important ingredient is the agreeable pro-
jection of mature musical thought.

The experienced manager does not allow
his preferences to interfere with his busi-
ness, Personally, he may take a great lik-
ing to a young performer. But if he be-
lieves that the youngster cannot make the
srade in stiff public competition, he gives
advice but no contract.

Budding artists do well to realize that
the concert bureaus are not trying to Keep
them down. Quite the contrary. We man-
agers have never yet had enough fine art-
ists. With the splendid development of our
national concert field, the demand far ex-
ceeds the supply—so much so that occa-
sionally we find ourselves obliged to book
very good artists of somewhat less than
top-quality performance value. We dislike
doing this, knowing quite well that only
top quality can consistently hold public

interest (and fees). The artist with some-
thing to say has no trouble finding a man-
ager.

How does he go about it? At Columbia
Artists, we audition everyone who applies,
stating his credentials and his reasons for
believing he merits an audition, When his
recommendations come from unknown
sources in which 1 have confidence—well-
known teachers, local managers, ete.—I
hear him at once. 1 give some 300 auditions
a year, a stimulating task to one who loves
music and devoutly hopes to discover top-
rank new material.

How do I judge? Musicianship must
be evident. certainly: but there must also
be a good stage presence; adequate tech-
nique; something to say; and the ability to
project this something through the inde-
finable yet unmistakable lift of a magnetic
personality. (Judge for yourself of the per-
formers you most enjoy hearing.) The fel-
low who rises to his best only when he is
playing alone, by candle-light, is not for us
no matter how gilted he may be.

When artist and manager have found
each other, their problems are by no means
at an end. This business-man-manager
shuns nothing so much as getting stuck
with the quick-flash meteor who gives one
burst of flame and then peters out. He
wants a star of steady brilliance, upon
whose light he can depend.

Often young perlormers master one re-
cital program and a couple of concerti, and
think they're ready for a career. They are
mistaken—but worse things than that can
happen to them. If, by chance, they make
a success with their slim equipment, they
can easily be ruined,

You can't take more out of the jar than

you put in, and you can’t make a career on
inadequate equipment, A manager advises
such young artists to study and mature.
If they cash in too fast, they are apt to do
neither. Then, in a season or two, they
are heard of no more, at which point they
generally come back to the manager, lo say
they wish they'd listened. It is no pleas-
ure to recall the many cases—some with
one-time “names”—to whom this applies.

The quick-success youngsters often say
they mean to go back and study later on—
after they've tasted a bit of success. Then
I ask them this: if they earned a million
dollars by over-playing at the wrong time,
what would they do with it to salvage their
careers? Advertising and publicity are
helpful in letting people know you're there
to be heard—once. They never have and
never can make audiences want to go on
hearing vou.

Never have there been greater opportuni-
ties than those now open to the performer
with something to say and the gift for say-
ing it. Twenty years ago. American concert
business ran to about 8500,000. Today, our
firm alone does business between six and
seven millions. That means a lot of money
—more, it means that people are willing to
spend such a sum for the stimulus of hear-
ing the kind of performers they want to
hear. And that's the thing to remember.

How does the manager determine the
type of tour a new artist is to have? En-
tirely on the reactions that artist is capable
of arousing. Heifetz made his American
debut in Carnegie Hall and from there,
went all over the country. A less precocious
performer would be developed on the road
before entering New York. Coret, a fine
pianist, never warmed New York at all. and
usually worked out of Chicago westwards.

New York appearances are nol essen-
tial to a career. More and more, New York
is regarded as a most helpful and apprecia-
tive community but not as the gate to
heaven. lts influence on a mationwide tour
is no longer what it once was, An experi-
enced performer of European reputation
can tackle New York; the youngster who
has never played a larger town than Kala-
mazoo had better wait. No one should play
New York without three to four years'
concert experience, (Continued on Page 51)
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How to get started on

Your Career as a

Piano Teacher

By FLORENCE M. PORTER

=k
H oW DO I START?" you won-

der. Your recital is a brilliant memory.
Your conservatory graduation with all its
glamour is passed. Now, for new adven-
ture, a carcer teaching piano.

Starting is the easiest thing in the world,
just a matter of publicity and getting stu-
dents, All your friends want a hand in vour
success, People in your church, your clubs
and those who attended your recital will
send you students, if you ask them. Remem-
ber your friends the mail man, the milk
man, the news boy, the piano tuner, the
piano and music stores. Even the corner
grocer will help by putting your card in
his window.

Dale Carnegie will help you “Win
Friends and Influence People™ and Veron-
ica Dengel will help with “Personality Un-
limited,” for in this carcer personality is
of utmost importance.

Have you forgotten your neighbors?
They provide the students most help of all,
so on with your prettiest dress, the perky
hat, the jaunty shoes and carry that slick
purse you got for graduation as you go to
visit your neighbors far and wide.

Have vou remembered to stock that
snappy purse with those new cards you had
printed with your name and “Teacher of
Piano™ under it, your address and phone
number in opposite lower corners? Now if
you have any doubt that vou are on your
way, just read your own cards! It will help
your self-confidence,

Have you a notebook for names, addres-
ses, phone numbers and appointments?

Meet adventure with a smile, When your
neighbors come to the door, offer them

your card along with your smile! Say you
are a graduate piano teacher and would
enjoy teaching them or their children.

Since you are just starting, your longer
lessons (40 minutes) and lower rates will
appeal to parents. Since you are in the
ntighlmrhtmd, Illrj. SAVE MOoney and time
now spent laking children down town in
heavy traffic just at the time when they
need most to be at home cooking dinner.
The children will benefit by the latest
methods as you have been in school more
recently than older teachers,

Ij people say they have no children 1o
teach, that is not the end! Do yvou know
adults have a “suppressed desire” to learn
to play the piano, but are oo timid to say
so and want to he invited? They often
make better progress than voungsters.
They will be glad to know so many adults
are taking up piano that the stores are full
of beginners’ hooks written just especially
for adults. Assure them that you want
friends as well as students. This appeals to
housewives who are often lonely during
the day. They want friends too and can
come for lessons before school children.
when you are not so husy and can enjoy a
visit, This saves them the embarrassment
they dread of having a child hear them
play simple things,

No sale? Anyway they will start think.
ing, “Who needs a good piano teacher?”
Did you leave your card, just in case?
Many of the best teachers have started
their careers this way.

You are just too, too timid to go calling
on your neighbors? Well, try an casier
way. Stick your cards into doors. Or hire

some small boy to do it for you, Oy by,
a p-u;l.ni card pl’ih‘ll.'.d and mailed 1, t!'u-
“Occupant.” Folders are nice bt t"!prn..
Bive.

How about putting an ad in the |y
newspaper, under “Musical Instruction
“Business Cards” and “Musical [neiy,
ments?” People who buy pianos pe
teachers,

You don't know how to write an 5
Just begin with your name followed b,
“Teacher of Piano, Conservatory grady
ate, beginners and adults™ your phog
number and address last,

Have you a sign to put up on yor
house? Try one about 12 by 18 inche,
“Teacher of Piano™ printed with the k.
ters of “Piano” five inches high, so the
word can be read from the street, A pey
black picture frame with a glass will pro
tect it from the weather and make it ls
longer,

A music teachers’ club one morning
each month will be fun and h('lp'ﬁ‘itl'h mats
problems, difficult for one, but easy fur
another teacher. Then too, these olhe
teachers may give you “headache” ste.
dents. We all have them. Teachers wil
somelimes give you their whole class ready
made, when they take “maternity Jeave”
or when they move away, or even when
they die! Tt has been done! Many teachen
golt their start by such a legacy.

Don't think you can keep all these gilt
students. It does not work that way. You
will do well to keep half of them. so don't
buy a class., Some students just resent s
new teacher,

Often voice, violin and dance teachers
are asked about a piano teacher, so make
friends with them too. Any other teachen
in your neighborhood? You den't know!
An ad saying you wish to contact them will
do the trick.

“Nothing succeeds like success™ you
know, so always appear to be busy. Teach
students consecutively when they come @0
vour home. It takes only three students lo
fill the time from 4 to 6 at 40 minutes esch.
They naturally assume that all your days
are so occupied.

These same three students each playing
litle “pieces” from their study books
(they need not be sheet music) can have s
musical tea some Sunday afternoon at youf
home or theirs, and play for parents and
friends. You may be asked to play 1
Lend the affair a festive air by servinf
candy or light refreshments, This works
like a charm and helps make friends and

increase popu- (Continued on Page 3
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TEACHERS
[ have known

By HENRI TEMIANKA

M"' FIRST VIOLIN TEACHER was a
i Dutchman named Carel Blite,
He lived in the heart of Rotterdam, Hol-
land, on a big. flourishing thoroughfare
facing the zoo. You walked in through the
store, where violins and strings were sold
over the eounter by Mrs. Blitz and the
daughter, and you went upstairs for your
lessons, In the back of the house the son
ran a violin repair shop,

It was a wnited family and the most
hospitable home in Rotterdam. Very soon
| was staying to lunch and dinner and gel-
ting permission from my parents lo stay
avernight. Blitz started me when | was
seven and I stayed with him until [ was 15.

Right from the first lesson he won my
vouthful confidence by taking my vialin
and balancing it on his forehead while
precariously walking across the room. He
would perform sleight of hand tricks that
left we goggle-eyed, or =it down at the
piano with hiz violin tucked under his chin
and improvise on both instruments at the
same time, This improbable feat was ac-
complished by the occasional use ol open
strings and lefthand pizzicati, one free
hand dexterously roaming across the piano,
(hnce in a while both hands were used for
thunderous tutti or a brilliant violin ca-
denza,

Blitz also took me sailing in his boat
on the lakes that ringed Rotterdam and
tanght me to play hilliards. He let me help
him when puttering around in his work-
shop, where he made everything from furni-
ture to ashtrays. Finally 1 even wrote the
words for the popular song he composed.
It was accepted by an American publisher.
Recently | came across the lyrics and shud-
dered,

Last. and not least, my teacher gave me
an excellent technical and muosical founda-

Reprinted from Texas String News, published
by the College of Fine Arts, The Uaiversity
of Texas.
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tion. He had a great deal to give, and I
eagerly accepted and absorbed all of it,
for 1 adored him. He had jound the key
to my heart and that is the basic secret of
all good teaching, This, | discovered in
later years, when | in turn was faced with
the greal responsibility of passing on o
others what [ had acquired, was the great-
est lesson 1 had learned from him, and one
I have always tried to remember.

When I was 15 | went to Berlin to con-
tinue my studies with Professor Willy Hess,
one of Joachim's most prominent pupils.
The contrast could not have been greater,
Hess was as impersonal as my first teacher
had been warm-hearted. An extremely able
violinist and a conscientious teacher, he
knew by heart all the Kreutzer, Dont, Rode,
Gavinies and Paganini Etudes and had
them all neatly indexed in his mind, “Kreut-
zer No, 33 for next week,” he would say
without looking at the book and forthwith
would play it from memary.

He had the habit of alwavs plaving
along with the student. using a very loud
Guadagnini. We soon learned the trick of
playing softly when we were not well pre-
pared. That was the way to have a “good™
le=con,

Dne was never allowed to change one
single howing or fingering. “Do you think
you know better than Joachim?” was a
squelcher to which none of us could find
a reply. In line with this type of thinking,
Hess taught the old-fashioned German
bowing: stick under the first joint of the
forefinger, book held between body and
elbow. All progress and initiative had come
to an end with Joachim.,

Hess, in short, seemed to ignore the vital
importance of developing his students’ in-
itiative and imagination, surely fwo essen-
tial and desirable qualities. The indelible
memory of this fatal mistake on the par
of an otherwise able teacher still rises up
to warn me, particularly when 1 am guid-

ing a sensilive and gifted student.

I shall never forget the day we serenaded
Hess on the occasion of his sixty-fifth birth-
day. We had taken great pains to make this
a memorable day for him. At seven o'clock
in the morning all of ug, both his violin and
chamber music students, secretly assem-
bled in the music room of his penthouse
apartment in the Charlottenburg district of
Berlin. We had spent grueling hours re-
hearsing and learning the Concerto of
Bach for two violins and string orchestra.

Stealthily we climbed up. the six flights
ol stairs, with our violins, violas, ecelli,
double basses, folding chairs, music and
stands, When we had finally assembled our
stands, our music, our chairs and our-
selves, and everything was perfectly in
place, the maid was sent to call for Herr
Professor, who had just risen and was en-
joving an early cup of coffee, Unsuspect-
ingly, Hess walked toward the music room,
pushed open the door and as he crossed
the threshold, the jubilant strains of Bach’s
great Double Concerto burst forth,

Hess did not lose his composure, He
stood there with folded arms while we
fiddled away for half an hour. When the
serenading had come to an end, Kulen-
kampfl, the oldest of the students, who
later hecame very prominemt in Germany
and died a few years ago, made a meticu-
lously-prepared speech,

Finally it was Hess" turn to say some-
thing and we all waited with bated breath.
Hess spoke. and after briefly thanking us
for our thoughtfulness, he advised us never
again to use that particular edition of the
Bach Double Concerto, as he had observed
a number of errors in it during our per-
formmce.

From Berlin | went to Paris, where 1
studied with Jules Boucherit of the Con-
servatoire  National. Boucherit upheld
some of the finest traditions of French
bowing technigue. Among these must be
mentioned the fanatical pursuit of the
“Serré,” a bowing that digs deeply into
the string and has much to do with the
intensity, charm and vitality, even in the
minutest passages. which vou will at once
recognize in the plaving of famous French-
trained wviolinists like Kreisler, Thibaud
and Francescatti.

Boucherit drove me so relentlessly in
the persistent study of these loathsome
exercises that I fell like Samson in the
treadmill. But when 1 look back today, 1
realize that limited though Boucherit's ob-
jectives were, I must thank him for the pre-
cious lesson of a (Continued on Page 49)
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How to
dress
for a concert

Your evening gown should be
npprnpﬂ'ﬂfﬂ Lo your p:’rstmﬂl'ity
and to the music you are performing,

says this famous New York couturier

By PAUL ENGEL

STRIKING APPEARANCE as she steps out and crosses

the stage to face her audience is one of the most
essential elements in the equipment of a woman artist
nowadays and as important at her hundredth concert or
recital as at her debut. A stunning visual impression pre-
disposes favorably those who have come to listen to her,
he she singer, pianist, violinist, cellist, harpist or trom-
honist. The days when talent alone was enough to insure
the woman musician a profitable career are over, Dowdy
performers are essentially unpopular in smaller cities
where glamor is expected to play a part in the enter-
tainment, no matter how high its artistic standards may
he. Tt goes without saving that no sensitive artist would
dream of appearing in a big city like New York inade-
quately attired.

Gowns should be ereated exclusively for the artist with
an eye to the underscoring of her personality. The type
and quality of the program should play a part in the
designing of the gown. A program of light caliber de-
mands a dress of an entirely different kind than one re-
quired for a serions list of offerings. A Robe de Style
is preferable for the most part for recital purposes to
the pencil-line gown since the former lends grace and
nobility to the wearer and permils greater freedom of
movement. A tight-fitting skirt hampers the wearer's
movements especially upon entering and leaving the
stage. Much of the success of a gown, no matter how
distinguished it may be in itself, depends, however, on
the carriage and deportment of its wearer. Many a de-
signer’s masterpiece has been ruined by inept handling

on the part of the artist for whom it was created. Ap
artist must learn to arrange her gown unobtrusively 1
show it to its best advantage upon her initial appear.
ance: but a gown must never be touched during the inter.
pretation of a number. This procedure, only too often
[-|u'n.u:1!{_'rl.'l.!, 18 I:ii:hillrl}if!g to the mood of the |'Il[-'|'fn]'|-|-=.
ance.

Many an artist has been dismayed to find a member of
the :'Illl.iit'ilt't‘ wearing a replica of the gown she is wearing
or on seeing it duplicated by another performer who
intends to appear in the same city. This sad state of
affairs is unavoidable unless the exclusiveness guaran.
teed by a personal designer is present. T was told by the
most illustrious Wagnerian soprano of the past gener-
ation that when she sang for the first time at Buck-
ingham Palace for Edward VII, she was mortified o
Ii|.|.] the gown, for which she had ;J:IM a small fortune
reproduced and being worn by a member of the Royal
household!

Only the finest fabrics should be used for this highly
specialized purpose; sinee hardly any musical event, con-
cert or recital, takes place nowadays for which foot-
lights or spot-lights are not ulilized. I pure silks are
not used, the colors are likely to be “washed-out” by
the spotlight and look cheap. For this reason pure-silk
velvels, satins, taffetas, brocades and lamés are the
choicest materials for stage-wear, Not only are they
far handsomer but are of infinitely greater practical
value, They are more durable, they do not crease in
packing, and they are much more easily and economi-
cally handled by the artist on tour. Many a cleaning and
pressing bill will be saved by using only the best mate
rials. Fven the ruining of a gown may be thus avoided,
since cheaper fabrics often go to picces when eleaned
after undergoing the severe strain to which they are sub-
mitted by musical performers of every kind. Also the
dramatic, intense shades which are obtainable only in
these hest quality materials are those best suited to the
mukin;_r of concert dresses.

A courTuriEr must understand the
problems encountered by the various types of musicians
for whom he is working. Singers who face their audiences
constantly and who stand for the most part immohile,
aside from the movements caused by breathing, present
a different problem than pianists, or bow-instrumental-
1sts, or wind-players. Instrumentalists who do most of
their practicing in *““T"" shirts which permit them the great-
est amount of freedom of movement are often dismayed
when they attempt to play in a creation which seemed
superb when first viewed in the sketch but they find bind-
ing when difficult technical stunts must be nr‘c'nm;l!'L‘hﬁi
:-"ilf! it as an actuality, This point must be thoroughly
IrElTIl:i{:Tiltl with the couturier before a decision is made
as to its ]}TﬂL‘li(‘i‘lhi“l}'. Some artists are as comfortable
with sleeves as without them. Others prefer sleeveless
gowns and plunged necklines to those with sleeves and
high necklines, Of conrse, the figure of the artist is often
the deciding factor in such matters.
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with dangling pendants which bob up and down with
every change of syllable. Naturally no pianist or violinist
would think of wearing bracelets or rings.

Make-up for concert and recital purposes differs con-
siderably from that used for theatrical objectives bul
is also different from that used for purely social inten-
tions. Lips should be colored unobtrusively to melt into
the basic make-up. The most expressive feature of any
woman performer’s face is her eyes; therefore she must
learn to flatter her eyves subtly with the correct eye-
shadow and elean pencil-lines to emphasize them. Possible
lighting effects should be taken into consideration when
making up the eyes since
shadows resulting from the
lichts give the eves a sunken,
lusterless appearance.

All of these—the gown it-
self, the poise with which it is
worn, the appropriateness of
the coiffure, the discretion in
the use of other decorative

The lines of a gown can be made ineffective by a
violinist, cellist or flutist who thinks it necessary to al-
fectionately clutch her instrument and press it to her
heart as she comes out to bow her acknowledgment of
applause received. Why they should think this necessary
is not clear, sinee no pianist would think of stroking the
piano-lid or of pushing the piano off-and-on-stage as she
expresses her gratitude to her auditors.

Many exquisite concert gowns have been rendered in-
effectual by an unbecoming coiffure or by the injudicious
addition of flowers, used either on the gown or in the
hair. Very often it will be found advantageous lo ignore
the current fashion in hair-dos
and to adopt a soft, becoming
way of dressing the hair, one
that is both dignified and
feminine and avoids the
sharp, sculptured look which
is more approprinte in the
night-club than the concert-
platform. High-lights may be
obtained by the discreet ap-
plication of brilliantine, Mas-
sive jewelry should be avoid-
ed at all costs since it detracts
immeasurably from the dis-
tinction of any musical artist.
Especially  distracting when
worn by singers are long,
showy earrings and lll:*{_‘klncles

accessories enhance the art-
ist's glamor, and if the eve is
dazzled the aural satisfac-
tions are bound to prove more
easily won. THE EXD

-f———

Simplicity iz the keynote of these gowns
ereated by Mr. Engel for three singing mem-
bers of vocal ensemble, the Bach Aria Grouwp.

creation would be inapprepricte for the concert stage, Instead, tour-
ing recitalists like (left to right) Stella Romon, Francine Falcon and
Rose Bampton find o simpler design o be flattering and proctical,

Four Paul Engel creations emphasize the difference between dressing
for the opera and for a concert. At left is the costume worn by Elea-
nor Steber as the Marschallin in “Der Resenkavalier." So elaborate a
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Make the most

of your

recital debut!

A well-chosen program can help i

your professional career to a good starl

By FRANCIS D. PERKINS

Musie Editer, Mew York Herald Tribune

HE MOST IMPORTANT event in a
I young artist’s career is his first
professional recital. A debut is not
to be undertaken lightly. If it is success-
ful, well and good. If it is not successful,
the artist would have been better advised
not to appear at all. It is relatively easier to
make a good first impression than to re-
verse an original bad impression. One
should not plan his debut until he is con-
fident that he is ready for it
A young artist planning his first recital
must inevitably be a target for all kinds of
advice—{rom his teacher, his manager (if
he has acquired one), family, friends and
possibly enemies—and it may seem un-
necessary, to say the least. for me to add
some of my own. But I believe a few im-
pressions gathered from many years of
professional concert-going may be inter-
esting for the inexperienced musician who
is considering his first professional pro-
gram and wondering what will best please
his audience, including the critics,

There are, of course, certain fairly
basic principles in program-making. One
is that the works chosen should be worth
presenting—which does not mean that all
must be intensely serious. A program of
average recital length needs variety of
mood and style, and yet should not be
merely miscellaneous; each item should be
considered in its relation to the others and
to the program as a whole, An ill-assorted
list is rather like a collection of canapes,

"

leaving a rather uncomfortable sense of
having eaten, but not dined. Then, of
course, there is the matter of the audience’s
preferences.

But a good program may be the wrong
one in individual cases. Any experienced
critic has heard quite a few talented young
artists who devote much of the concert to
showing what they cannot play or sing
particularly well. It often seems that they
are trying to give their hearers a cross.
section of their talents in a comprehensive
program, revealing both assets and limi-
tations, as if their audiences were judges
at an audition. :

A recital is not an audition, in which
you must play or sing what the judges ask
for. In a recital, assuming that you are
ready for public appearance and your
repertory is not too narrow, you need
offer only music which you want to per-
form, which lies within vour technical
powers and which you believe that you
understand. It should not be hard for an
artist to make up his mind about his tech-
nical ability, but 1 have heard perform-
ances which suggest that either the artist
or his teacher has been too optimistic.
There are, most often, song recitals, which
sometimes are mainly a hunt for well.
produced tones, sometimes captured only
to be lost again, throughout the program.
But this represents a generally dubious
technique, rather than one not yet able
to cope with certain exacting works,

The question of interpretative under.

standing is much subtler. By understang.
ing, I do not mean knowing everythin,
that there is to know about a particula;
work, revealing the last word in what
has to say. | doubt if any great artist feels
that he has al'culllpliﬁlht‘ll this. | miean baith
to understand and to feel the musie, jis
atmosphere, style and expressive content
and to be able to communicate this feeling
to your listeners, For certain works this
calls for years of study and ﬂu.'penjug
acquaintance, and in mosl cases the dehy
tant would be wise to leave them to his
seniors, In any case, he is unlikely 1o he
convincing until his interpretation of o
work has become distinetly his own, based
upon an earnest desire to realize the com.
poser’s intentions. In developing his inter.
pretation, a young artist naturally secks
his teacher’s advice and that of other ex.
perienced musicians. He can learn by lis-
tening to performances by great artists in
the concert hall or on records.

But ideas gained in this way are valu-
able only if the artist finds them worth
accepting and assimilates them as contri-
buting to his own understanding of the
music. An imitative interprelation, no mat-
ter how faithful to its original, usually
seems unconvincing, not spontaneous or
genuine, and the eritic is likely to remark
that the performance did not bring out the
expressive significance of the work.

At the other extreie, there is the as
piring artist who sets out deliberately to be
personal—and different. Then we have dis-
torted phrases, tempi which change from
bar to bar and suggest the starts, spurts,
crawls and stops of a bus in heavy metro-
politan traffic. Both in imitative and con-
sciously personal interpretations, the re-
sult is likely to be elocution rather than
eloquence.

Ambition is natural, and o is a wish
to follow prevailing fashions in your parti-
cular field. This is where the question of
the standard program comes in—the four
language vocal program, the piano pro-
gram which runs from Bach or Scarlatti
via Beethoven, Brahms, Schumann or Cho-
pin to, say, Liszt, and the violin program
with its classic or romantic sonata or con-
certo, its unaccompanied Bach and it
group of transcriptions. It is open both to
defense and attack. From a general musi-
cal point of view, its chief draw-back is
that it tends to limit the repertory to famil-
iar music. But the newcomer hears so often
that this kind (Continued on Page 62)
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Too Many
LLanguages

Tradition foreces young vocalists to
sing four languages and all of them badly.

Such acrobatics should be discouraged.

By VIRGIL THOMSON

younger ones, feel obliged to offer in their recitals
is a formula that has long seemed to this reviewer
ill suited to advancing either musical or technical excellence.
Its fault can be stated in three words—too many languages.
Not long ago, speaking before a meeting of voice teachers,
he reproached them with responsibility for its continued
observance and asked why so stupid a vielation of all sense,
pedagogical and artistic, had ever become established in
custom. They answered in unanimity, “We do not know, and
we do not approve it.” Nevertheless, every aspiring singer
in our midst fecls obliged to offer in recital an lalian, a
German. a French, and an English group of songs.
Naturally, they sing all these languages badly, even, in
many cases, English, Often, having merely learned their
foreign songs phonetically, they have only an approximate
idea of the texts’ meaning. The communication of poetry
under such circumstances is quite impossible, It is nol easy,
either, to sing agreeably when the full content of the com-
poser’s feelings, as embodied in verbal values, is not clear
to the interpreter. Moreover, nobody demands this monkey-
like behavior. The public does not like it; the press does
not like it and managements care only for what the audience
and the press like, Singing teachers, who are responsible
for the tradition and its preservation, all know it is opposed
to good artistic standards, And yet they hesitate to do away
with it. Several of them have suggested that since music
schools in America require of singers three languages be-
sides English, if a degree is to be awarded, they themselves
are the victims of a circumstance. But it is the singing
teachers who determine, finally, degree requirements for
singers. Surely they could demand revision of a faulty cur-

Tm: KIxp oF PrRoGitaM that vocalists, particularly the

riculum.

Such a curriculum is faulty because it is not a prepara-
tion for professional life. Few professional vocalists of the
first class ever sing four languages in public. The best usually
sing two, their own and one other., Knowing one foreign

« From wusic mcHT Axp LEFT, by Virgil Thomson. Reprinted by per-
mission of Henry Holt & Co., Ine. Copyright, 1951, by Virgil Thomson.
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language gives depth and discrimination to an artist's hand-
]ing of his own. Helen Traubel, h}' ppt'd.:i:lli;r.iug_ in German
repertory, has had a great career. Mary Garden did the same
with French, Jan Pecree and Richard Tucker with ltalian. A
language means something in the mouths of these artists,
They know its feel, its style, its nature, its relation to life
and to music. A few singers have the gift of tongues: but
for every Jennie Tourel in the world, there are a dozen
Lotte Lehmanns, Pinzas, and Carusos, for whom a new
language has to be approached slowly, circumspectly, once
in a lifetime.

A young singer neeids to know, Tor studio purposes, the
Italian vowels, hecause they are pure, He needs also 1o sing
tand translation will do) enough French, German, and
Italian songs to acquire an acquaintance with these musical
literatures. Then he should choose one for his own. He
ghould adopt a country, speak its language, read its books,
live among its people, eat4ts food, In this way he may learn
o interpret its music with understanding. As he advances
in professional life, travels, and reads, he may find it use-
ful to pick up a smattering of other languages, including
Spanish and Russian, But he does not have to sing them, and
he should not sing them until he feels thoroughly at home
with their sound and with their sense, An occasional compli.
ment to local audiences will be enough exception to prove
the value of this rule.

All this time he should be singing his own language,
learning it, loving it, making its sounds behave, and making
the farthest ticket-holder hear what he says. This is the way
singers work abroad, and it is the right way. Any other is
injurious and silly. Requiring young vocalists to sing four
languages is like asking string players to be equally profi-
cient on the violin, the viola, and the cello. Such acrobatics
should be discouraged.

If any person knows any reason why the fourlanguage
formula should be further tolerated by teachers or by con-
cert-goers, | hope he will correct my impatience. In my view,
and the voice teachers met in convention did seem to agree
with me. it is unmusical, unintelligent, inartistic. and peda-
gogically unsound. THE END
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Music experts were red-foced when
Fritz Krelsler revealed that his “transcriptions”
of Pegnrani, Viveldi end other old mosters
were In reality eriginal compositions.

Here, in Mr. Kreisler's ewn words, are told the
reasons for the hoax that for

25 years fooled musicians the world over.

By FRITZ KREISLER

AS TOLD TO LOWIS BIANCOLLI

MUSIC CRITIC, NEW YORK WORLD-TELEGRAM AMD SUN

“I WAS AT THE BEGINNING of my
carcer when it all started,” Mr. Kreisler said. “For a while
I wasn't sure what I wanted to be. I had studied medi-
cine and art. T also wanted to be an army officer and had
entered training.”

“Yon mean up to that time you had considered the
violin nothing more than a hobby?" 1 asked.

“Not quite. The violin was really my first love. I had
begun to study it when T was four. T entered the Vienna
Conservatory when I was seven and finished at ten with
first prize. Then came the Paris Conservatory and the
French gold medal at twelve. At fourteen I was already
touring America.”

“What made you undecided about continuing your
career as a violinist#"

“My father was a medical doctor, and at the time I
thought of becoming one, too. He himself had wanted to
be a violinist, but his parents wouldn't let him, Being a
violinist then was like going around in the streets with
a hurdy-gurdy, unless, of course, you were a Wilhelmj,
a Sarasate, or a Joachim. Well, in spite of the risks, I
dropped the idea of becoming a doctor and decided to
remain a violinist.”

“I suppose by ‘risks” you mean more than the dangers
of bucking competition with the spectacular personalities
of that time.”

“Well, there was the problem of programs. To be a sue-
cess in those days you had to know how to make programs.
The violinist's recital repertory was then very small”

“I don’t follow you,” T interrupted. “How about all
the standard violin concertos?”

“Anybody playing a violin concerto with piano accom-

BEEEE

paniment at that time would have been laughed off the
stage.”

“How about Bach's unaccompanied sonatas?”

“They were not very popular.”

“Beethoven and Schubert?”

“There were some sonatas by Schubert. but Bee
thoven's sonatas were out of the gquestion. You had to
be big to do them and you needed a big pianist to col-
laborate with you, a combination, let us say, equal to
Horowitz and Elman or Rubinstein and Heifetz today.”

“Couldn’t you hire an orchestra to play the concerto
accompaniments?” T asked.

“SBcarcely, if you were poor and unkunown. The result
was that if you were a concert beginner you never played
a concerto. And if you were poor and unknown, no great
pianist would appear with you. Therefore, no Beethoven
sonatas.”

“I begin to see why medicine and a military career
scemed more attractive to you than music.”

“So what did you do if you began to give concerts®™
Mr. Kreisler went on. “You fiddled around with Bach's
Chaconne or the ‘Devil's Trill' of Tartini or sonatas by
Corelli, Veracini and Geminiani. The rest of the program
was made up of smaller pieces, like Ernst's ‘Elegie’, Raff's
‘Cavatina’, Wieniawski's ‘Mazurka’ and ‘Polonaise’, and
Vieuxtemps' ‘Ballade’.” :

“0dd how so many of those titles have completely dis-
appeared from the repertory,” I remarked. “Pvu]-Iu‘must
have I1.1lumm| when they continued to reappear on pro-
grams.

“They were all good pieces as far as they went, but 1
wanted to Plu}' other thi"ﬂ’“ And (Continued on page 56)

ETUDE—JUNE 1951

AUSTRIA

Symphonic eyele, Vienna,
from April 4 to May 10. Con-
ductors will include Kielberg,
Gui and Klecki.

Salsburg Festival, Salzburg,
July 27 to August 31. Mozart's
“Magic Flute”™ and “Tdome-
neo”; Alban Berg's “Woaz-
reck’s™:; Verdi's “Orello.”

FRANCE

Bordeaux International Fes-
tival of Music and Dancing,
Bordeaux, May 16 1o 27.

Musie Festival, Toulouse,
June 1 to 10.

Casals Festival, Perpignan,
June 10 to July 5. World-
famonz cellist Pablo Cazals
and other artists will perform
works of Bach and Mozart.

Music Festival, Aix-en-Pro-
vence, July 15 to 30,
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Cvntoan Fotindf

EURUPI—;AN MUSIC FESTIVALS will again be in full swing this
summer. All the wartime casualties, like Salzburg and Bayreuth,
are again operating, and there are new attractions, such as the Casals
Festival at Perpignan, to lure the music-loving traveler. Most Euro-
pean countries are making it as simple as possible for the American
tourist to come and bring his dollars. In all but half a dozen countries,
visas are no longer required. One still needs a passport and a smallpox
vaccination certificate. (Without the latter document, you can get out
of the United States, but not back in.) Latest reports are that there is
plenty of ship and plane space, no shortage of hotel accommodations
and adequate food, even in rationed countries. Prices are about the

same as last year’s.

Leading summer music evenis in Europe include:

INELAND

Music Festival (Feis Coeil),
Dublin. May T to 12,

SWITZERLAND

Festival Weeks, Zarich, June
5, 12, 19 and 26. Opera, con-
certs and an international row-
ing regatia.

Lucerne International Music
Festival, Angust 8 to 26.

ITALY

Fifteenth annual May Fes-
tival of the Arts, Florence,
M:il:l-' 3w 24,

HOLLEAND

SPAIN
Three City Music and Art s

Festival, Amsterdam, Scheven-
ingen and The Hague, June 15
to July 15.

Nineteenth annuoal Barce-

lona Festival, June 10 1o 25, Wuppertal and Duesseldorf.

Songfest, Frankfurt-am-
Main, June 15 1o 19. Concerts
by the German General Sing-

SWEDEN

Open-air opera perform.

ing Association.
ances, Ostersund, July.

International Music Festi.
val, Frankfort-am-Main and
Darmstadt, June 23 1o 30.

“Music of Our Times" Wagner Festival, Bayreuth,
Duesseldorf, May 18 to 22 July 29 to Apgust 19, Festi-
Lower Rhenish Music Fes. val programs will include
tival, with orchestras and “Parsifal.,” “Rheingold” and
choirs from Aachen, Cologne, “Goetterdaemmerung.”

GERMANY

ACCOMMODATIONS ARE PLENTIFUL THIS YEAR AT THE
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ASPEN

After only two seasons. this festival of music and art, high in

the Colorado Rockies, is @ major summer event for musicians

A tow for
Rubinstein

20

By EVERETT JONES

‘l’r‘..mﬂ Ao, America'’s
music lovers who wanted to hear
summer music had to travel to
Europe to find it.

Today summer music events
are growing both in number and
musical excellence.

One of the newest and best
summer festivals is the Aspen
Institute at Aspen, Colorado,
which is to open July 2 and con-
tinue until August 26,

Although it is only in its third
season, the Aspen Festival now
ranks as one of America’s top
sumuner misie events,

It was lnunched auspiciously
in the summer of 1949 with a
Goethe Bicentennial eelebration
having as its guest of honor the
famous musician, musie scholar,
medical researcher and mission-
ary, Dr. Albert Schweitzer,

The first season also offered
concerts by the Minneapolis
Syvmphony Orchestra, under the
direction of Dimitri Mitropoulos,
with outstanding guest artists
like Nathan Milstein and Gregor
Piatigorsky, who made a joint
appearanee plaving the Brahms
Double Concerto (see cut),

Fnu.l.n“mu the success
of the first season, the Aspen
Festival continued in 1950 with
a concert series by Saul Caston
and the Denver Symphony. An
outstanding feature was the all-
Wagner program which had
Helen Traubel and Lauritz Mel-
chior as soloists,

In addition, the Festival of-
feredd chamber music by the
Paganini Quartet, the Albeneri
Trio and many solo performers.

This summer. an even more
elaborate festival is scheduled to
take place,

The French COmMposer Darius
Milhaud will teach composition,
and in addition will appear as
gicst conductor of his own and
other music. The general music
director is Joseph Rosenstock, of
the New York City Opera Com-
pany's conducting staff. who also
has led orchestras in Germany
and Japan. Mr. Rosenstock will
direct the Aspen orchestra. teach
conducting and head the new
Studio of Opera and Dramatic
Art,

Rudolf Firkusny heads the
piano idepartment, and the duo-
pianists Vreonsky and Babin will
he on hand for part-time teach-
ing,

Roman Totenberg, violinist,
and Rava Garbousova, cellist.
will be active both as performers
and instructors.

Aspen’s chamber musie activ-
ities will again be headed by the
Paganini Quartet (Henri Temi-
anka, Gustave Rosseels, Charles
Foidart and Adolphe Frezin)
and the Albeneri Trio (Erich
Itor Kahn, Giorgio Ciompi and
Benar Heifetz) . Both ensembles
will play and teach chamber
musie,

The vocal faculty includes
Karin Branzell, Herta Glaz.

R e i e e S

aula Lenchner, Leslic Chahay,
Mack Harrell and Martial Sip.
gher.

Woodwinds will be taught by
Albert Tipton, flute, Lois Wann,
oboe, Reginald Kell, clarinet,
Norman Herzberg, bassoon, and
Walter Griffith, French horn.

Other outstanding musicians
will attend the Festival as guest
artists, lured by Aspen's fine
music-making and its superh lo.
cation high in the Colorado
Rockies, 200 miles from Denver,

Despite its superh scenery, As.
pen was just another Western
ghost town from silver-mining
days until 1935, when Swiss ex.
perts declared it an ideal spot
for skiing. A ski tow was in-
stalled, and ski trains began
bringing in winter sportsmen in
ever-growing numbers,

The experts’ high opinion of
Aspen as ski country was con-
firmed in 1949, when the Inter-
national Skiing Championships
were held in the former ghost
town, It was the first time this
international event had been
slaged in America.

Meanwhile, Walter P. Paepcke
of Chieago, board chairman of
the Container Corporation of
America, had become interested
in Aspen. Paepcke, who already
owned a ranch near Larkspur,
Colorado, loved the Westemn
country and believed Aspen had
possibilities  for |I1-1.-g-|npment
both a= a winter and summer
recreation center,

I~ 1946, with a group of
associates, Paepeke founded and
incorporated the Aspen Com-
pany. Their first ohjective was
to make the town a Weslemn
Willinmsburg, modernizing it
but retaining its flavor of bonan-
za days.

The Aspen Company first ac-
quired on a long-term lease the
Hotel Jerome, a Victorian strue-
ture which first opened its doors
at the height of the silver-min-
ing boom in 1889, The Hotel
Jerome was modernized inside,
but its gingerbread facade re
mained intact.

Other properties also were
leased by the Company and put
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in shape to provide adequate ac-
commodations for the expected
influx of visitors. All moderniza-
tion was carefully planned un-
der the supervision of artist-de-
signer Herbert Bayer and Chi-
cago Architect Walter Frazier
to retain Aspen’s mid-Vietorian
charm, The metamorphosis of
the community even included
an offer of free paint to any
home owners who would paint
their houses in conformity with
the ideas of the planning staffi.

Aspen thus was ready for the
winter skiing season. Paepcke’s
ideas, however, did not stop with
a single season. The master plan
for Aspen envisioned a year-
round center for reereation
arainst the background of the
Colorado Rockies,

Already, knowing fishermen
had passed the word that troul
were plentiful in the nearby
Roaring Fork River. Deer and
small game hunters were well
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acquainted with the area.

Then in 1949 came the ambi-
tious plans for the Goethe Bicen-
tennial, presided over by Chan-
cellor Robert M. Hutchins of
the University of Chicago. Di-
rectors of the event were seeking
a festival location which would
be easily accessible from both
seaboards, and would avoid the
distractions of an wurban me-
tropolis.

Aspen proved to be the an-
swer, and the Goethe Bicenten-
nial attracted visitors from all
parts of the US,

With two successful seasons
behind it, the Aspen Institute
this year will offer an even more
ambitious program than pre-
viously. In addition to the musie
festival, the program will feature
lectures and seminars on relig-
ious, business, literary and gov-
ernmental subjects, conducted
by outstanding specialists.

THE END

Everybedy goes to Aspen—Lauritz Melchior to fish. Igor Stra-
vinsky te lead a concert of his own music, Nathon Milstein and
Gregor Piatigersky to perform wunder Dimitri Mitropoulos.

The canvas amphitheatre at Aspen is dwarfed by its setting in
the Colorade Rockies. Inside, it is a commodicus concert hall,
with spoce for crowds like this one and with excellent acoustics.
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Adventures
of the Trill

The vocal trill, which has ornamented
music since the days of Pythagoras, is subject now as
always to the public’s taste and the style of the day.

Iﬂﬂmn.z.isthnnld-

est embellishment used in singing. We can
trace it as far back as the ancient Greek
singers of the sixth century Bic. Also, a
defective execution can be traced into antiq-
unity, when 2,300 vears ago Aristotle vainly
fought for his doctrines on voice emission
against the scholars of his days.

Here are the fundamental rules concern-
ing the basic trill as they were taught in
Athens by Aristotle (ca. 350 B.c.) ; in med-
ieval England, France, and Italy by Guido
Aretinus (eca. 995-1030); two hundred
years later, in thirteenth-century Paris, by
Hieronymus of Moravia; at the end of the
Renaissance, in papal Rome, by Conforti
(1592); throughout eighteenth-century
Europe by Tosi (1723) ; in France by the
Abbé Joseph La Cassagne (1766): at the
art-loving Austrian court in Vienna by
Mancini (1777); at the Conservatory of
Paris by Garcia (1841); and so forth
until the present day.

The human trill is not composed of
two lrue, real notes as often was and is
believed, but it is the equal vibration be-
tween one note, the real or principal note,
and another, the helping or auxiliary note,
which is always higher in pitch than the
real, or principal, note, This equal vibra-
tion between the real and the helping note
is achieved by moving the larynx regularly
up and down. The more regular these throb-
bing movements are, the more birdlike will
sound the trill. The throbbing starts on the
auxiliary note after the principal note has
heen produced and must come to an end
always on the principal note. The stronger
and more flexible a throat and neck, the
more perfect will be this movement, which

By IDA FRANCA

is the extreme limit of celerity in vocaliza-
tion. According to Garcia’s calculation it
can reach J=200. He who is complete
master of his lower jaw, which has to be
very mobile in its sockets, can easily
possess a faultless trill.

There are many extremely different
theories concerning the production of the
auxiliary note, but there has never been
any doubt by serious scientists that for
both auxiliary note and real note the true
vocal chords do not change shape—either
in length, thickness, or tension—but al-
ways assuine the shape necessary for the
production of the real note, Yet no singer
ever bothered about all this, Besides, no
one before Garcia's invention of the laryn-

-goscope knew what shape the vocal cords

assumed during any vocal production.

The trill always was—and always will
be—an artistry passed easily from singer
to singing student, not through explana-
tion but by imitation. Two factors only
are essential: the teacher must have a per-
fect trill; the student must have a free
throat. That is all there is to it!

The strébilos (our trill) was an ap.
preciated ornament in the singing of an-
cient Greece. The sonus vibrans (our trill)
was just as cherished in ancient Rome as
soon as Rome started to imbibe the Greek
culture. When after the collapse of the
Roman Empire the Catholic Church be-
came the center of all occidental art. the
pressus (our trill) adorned medieval music,
until in the thirteenth century polyphonic
singing took undisputed possession of the
musical compositions, and the Roman
chant slowly lost its biggest value in pro-
portion 1o the irresistible advancement of

the new style. The grace of the Gregoriay
chant vanished, and instead there appeared
the new and very hard harmonics of the
discant. Into this graceless music, which
presents the first tentatives of the lae
glorious counterpoint, the crude voices
of the Franco-Flemish papal singers trilled
enthusiastically . . . with the result thay
the musically sensitive Pope John XXI|
(1316-1334) strictly forbade in a Briei
“all melismatics of any kind.” Even Rome's
schola cantorum gradually lost all splendor
with the unavoidable decline of its Gregor-
ian music, for the reason that 5t Peter's
Chapel exclusively asked for singers who
were experts in the new descant. Vocal
ability had become unimportant,

Ever so slowly and only after many a
setback this situation of vocal decadence
-was changed: after the return of Pope Greg-
ory Xl from Avignon, in 1377; after the
fusion of the Avignon Chapel, consisting
of twelve singers (French, Flemish, and
music-loving Spanish chaplains) with St
Peter's Chapel into the Collegio dei cappel-
lani cantori pontificii; and after the con-
struction and foundation of the Sistine
Chapel by Pope Sistine 1V, in 1473, when
the Apostolic Chapel of the sixteenth cen-
tury became the center of the Roman poli-
phonic school, which, finally having ma-
tured into simplicity and beauty, claimed
again vocal perfection of her singers.

And so we see in 1592 the rebirth of the
medieval pressus as trill (tr.) through its
introduction into St. Peter’s music by
Giovanni Luca Conforti (1560-167), who
was the first known “ltalian” contralto
in papal services,

With the stress on vocal virtuosity dur-
ing the following centuries, it appears
only natural that the trill also should be-
come elaborated and brought to its extreme
perfection. Pier Francesco Tosi, in his
treatise of 1723, which is considered the
Bible of Bel Canto, distinguishes eight
forms:

1. The Major Trill: This is a trill be-
tween two notes having an interval of a
whole tone—a major second. The lower is,
as previously explained, the real or prin-
cipal note, the upper the helping or auxil-
iary note, The throbbing starts on the auxil-
iary note and ends on the principal note.

2. The Minor Trill: This trill is be
tween two notes having an interval of 2
major semitone—a minor second. It can-
not, of course, (Continued on Page 57)
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I N THE siMPLEST folk song or the
most complex symphony, pure intonation
is a vital necessily o our success as per-
formers, teachers and conductors in achiev-
ing a musically satislying performance.
Pure intonation is the ne plus ultra of the
mechanics of musie.

The aural capacities of the average stu-
dent are limited, and it is necessary, there-
fore, that his auditory sense be aroused by
relationship of tonal timbre, rather than by
association or discrimination of pitch. For
example, here are specific teaching tech-
niques demonstrated with an elementary
gtudent of a brass instrument:

We shall assume that this student lends
to play on the “flat side of the tone.” In-
stead of emphasizing his inability to play
in tune, or his lack of pitch discrimination,
we will proceed to arouse his interest- in
the quality of tone he is producing and its
relationship to the tone he should have
produced. Through this development of
“quality concept” and timbre of tones of
various pitch. even the most immature
player will consciously begin to develop
listening habits which will eventually re-
sult in an improvement of intonation.

Assuming that our student continues
to play “under the tone,” ie., flat, instead
of telling him he is playing flat, we proceed
to awaken his concept of the quality of the
flat tone, We call his tone “flabby.”
“mushy,” “thin," “anemic,” “soggy,”
“dull,” “lacking in support,” “tired,”
“tubby,” “veiled.” By means of such asso-
ciation, the student will soon begin to
develop tonal concepts which will eventu-
ally be as vivid to his aural capacities as
are the primary colors to his sight,

Now, let us demonstrate with a student
who tends to play on the “sharp side of
the tone.” We endeavor to awaken his
concept of the timbre of the sharp tone;
we call his tone “strident,” “harsh,”
“forced,” “rigid,” “taut,” “strained,” and
“pinched.” By prescribing applicable study
pieces we then try the factors responsible
for the undesirable tones. By this means
we will not only improve the tonal concepts
of the player, but his intonation as well.

Such procedures, if begun early in the
player’s career, tend to encourage active,
intelligent listening, and serve to focus
the aural and mental powers in a specific
direction. And they chart the student’s
practicing and progress more construc-
tively than the usual method of “thinking
and listening for him!™
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Ler's tune up!

THE FIRST OF TWO ARTICLES

Teaching techniques which develop tonal

concepts will encourage the student’s intelligent

listening and improve his pitch.

By

To make use of the eye as well as the
ear in improving intonation, the teacher
may draw a circle. This will serve as a
bull's eye. Next, place a dot in the lower
part of the circle. (See Example A.) Then
demonstrate for the student that by focus-
ing the breath into the lower part of the
mouthpiece, and by placing the tongue in
the lower part of the mouth,
the tone will be flat. If the stu-
dent will listen he will hear
that the quality of tone is sim-
ilar to that described in the
first experiment as soggy.

Next place the dot in the upper part of
the circle. (See Example B.) The student
discovers that by playing into the upper
portion of the mouthpiece and placing the
tongue high in the mouth, the tone e
comes sharp and the quality, as previously
described, taut, pinched, squeezed, ete.

Next, place the dot in the center of the
circle. (See Example C.) The comparable
tone may be achieved by di-
recting the breath into the Ex.B
proper spot in the mouthpiece,
plus the tongue attacking in
its proper position. The stu-
dent will note that the tone
is resonant: it rings, and is more brilliant
than the flat or sharp pitches,
This iz due somewhat 1o the
overtones which are most valu-
able in adding to the “creamy
quality” of a tone that is on
pitch. The student has now
scored a bull's eye. Such vivid pictures are
of great value in helping to solve difficult

Ex. A

Ex.C

WILLIAM D. REVELLI

problems that are related 1o intonation.

Naturally, other factors enter into the
production of any tome. Such problems
as breathing, embouchure, and support
have an influence wpon the quality and
pitch of all tones. Nevertheless, any means
which will serve to encourage and improve
the player’s “quality concept” will also
serve to improve his intonation,

Here's another technique for developing
attentive listening:

Ask a student of the class to play a tone
and the other class members to identify
the tone, not by its pitch, but rather hy
its timbre. Ask the students to raise their
hands—aone finger if the tone is flat, two if
sharp. If it is in tune, no hands are raised,
It is amazing how much vou will discover
with this experiment. Performers of sev-
eral years’ experience are frequently un-
able to distinguish between the flat or sharp
tones. Some will indicate that the tone is
sharp, while others insist it is fat

At a recent concerl performance of a
high school group, one conductor remarked,
“May the Lord forgive them, for they know
not what they playeth!™ Which one might
amplify by adding that their sin is not in
playing out of tune, but in not being aware
that they are oul of tune,

JUST INTONATION

BEFORE THE INTRODUCTION of equal
temperament—the process by which all
keys become equally available for practical
use—the scale of C Major was usually
tuned on keyboard instruments in what is
called “Just Intona- ( Continued on Page 64 )
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What every
young organist
should know

In his first church job, the new choir-

master faces both musical and non-musical problems

By ALEXANDER McCURDY

HoseE OF Us who teach in colleges

I and conservatories know the signs

when graduation time is approach-
ing. The seniors nearing the end of their
final semester become unwontedly serious.
They ask us all sorts of practical down-to-
carth questions. For four years or more
they have led the sheltered life of a student.
Now they are about to be on their own. It
i= up to them to succeed or fail in their
chosen career. The prospect is both excit-
ing and alarming.

[ tell my students that if they have
worked hard and taken advantage of what
the college or conservatory had to offer
them, they have nothing to worry about.
Opportunities come lo evervbody. The
main thing is to be prepared for the oppor-
tunity when it arrives.

This is especially true of organists,
Those who have made a specialty of pre-
paring themselves for church work are
more in demand than ever before. A good
organist who also has a fair for choral
conducting will find himself being sought
after. A good organist who is only average
as a choirmaster can always find a place;
and an unusually gifted choral conductor
is even more in demand, though his skill
as an organist may be moderate.

All this assumes that the organist is
thoroughly prepared and can take over at
short notice. Church music committees
don’t want someone who will take the job
and then spend three months learning to
be a church organist; they want someone
who can play the service next Sunday.

Of course it is impossible that a new
graduate will be as well prepared for
church work as an organist with ten years’
experience, There are, however, certain
minimum requirements for any young or-
ganist who undertakes a church job. At
the start of his professional career, the
organist should at the very least be able
to show the following accomplishments:

1. He should he able to play any hymn
in any hymnal expertly for choir and con-
gregational singing.

2. He should have in his repertoire
enough organ music for a complete church
year.

3. He should have an adequate supply
of organ music for all the festivals of the
church year.

4. He should have at his fingertips as
many of the standard anthems as possible.
He should know beth voice parts and
accompaniments, His list should include at
least these anthems—“Rejoice in the Lord
Alway,” Purcell; “The Heavens Are Tel.
ling,” Haydn; “Hallelujah Choruos,” from
“The Mount of Olives,” Beethoven:; “Jesu.
Joy of Man’s Desiring,” Bach; Gloria, from
12th Mass, Mozart; “And the Glory of the
Lord,” Handel; “Hallelujah Chorus,” Han-
del; 150th Psalm, Franck: “How Lovely is
Thy Dwelling Place,” Brahms; “Te Deum™
in B-flat, Stanford; “Immortal, Invisible,”
Thiman; “Praise,” Rowley,

5. He should have a repertoire of fre.
quently-performed vocal solos, including
at least the following—“0 Rest in the
Lord,” “But the Lord Is Mindful of His
Own,” “Then Shall the Righteous Shine,”

ORGANIST'S Py
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“1f With All Your Hearts” and “Lord (0
of Abraham,” all by Mendelssohn; “Cqyp,
Unto Him” and “I Know That My g,
deemer Liveth,” Handel: “Clouds 25y
Darkness” and “God Is My Shephent”
Dvorak: “The Lord Is My Light" Al
sen: “How Beautiful Upon the Mountain*
Harker; and “The Lord's Prayer,” Maloy.
6. He should be thoroughly familis
with at least the following cantatas—*|;,
carnate Word,” Elmore; “The Crucifixion,”
Stainer; “The Seven Last Words,” Dulioi,
I must repeat that the above are mini.
mum requirements. Naturally, the large
the young organist’s repertoire, the better.
prepared he is to begin his career.
Meeting its musical requirements, how.

* ever, is only half the battle. The young

organist will face non-musical problems a
well. His success in his new job will de
pend to a great extent on his skill in human
relationships. He must secure the coopen
tion of every member of his choir. He
must be able to get along with every mem-
ber of the church staff, from the minister
to the sexton. And he must work in har
mony with the congregation, who after all
are the final judges of his work.

In my years as a church musician |
have seen many young organists, splendidly
equipped musically, fail in the human side
of their jobs. The commonest mistake i
to assume that because one is a new broom,
one must make a clean sweep. Many younz
people go into church positions with the
idea that they are going to turn the world
upside down. They are disillusioned when
they don't,

It is far better to appreciate what hss
been done before and build on that. Work
hard, and results are bound to come. There
is nothing more true than the saying that
one gets out of something exactly what he
puts into it,

Be sure you are interested in what the
church is doing as a whole. One cannot pat
on a musical program in a church and
expect it to make a success im!epcndmlif-
The program will fail if it is presented =
an end in itself, rather than as a mesns
of furthering the aims and ideals of the
l-']'ll.lﬂ."!'l.. The “'hl:llﬂ‘ music pr‘Fl-m s
tie in with the religious and educations!
program of the church.

For this reason, the young organis!
should be open-minded and willing to Iis
ten to sugges- (Continued on Page 6
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Adventures

of a piano teacher

PART FIVE

Only the most worthy should touch the keys to

Beethoven's “Waldstein™ Sonata

By GUY MAIER

b b henever a husky pianist

—male or female—sits down to play Bee-
thoven's “Waldstein™ Sonata (Opus 53)
you know what is going to happen. It
doesn’t make any difference whether the
pianist is an experienced professional or
just an advanced student with gobs of facil-
ity. You know it's going to be a field day
for virtuoso display.

This is a great pity, for the sonata, dedi-
cated to Beethoven's friend, Count von
Waldstein, is one of the master’s towering
compositions—a sonata of huge canvas and
tremendous scope. Even with its first and
last movements of almost unprecedented
length, Beethoven put in another very long
and prolix movement—the well-known
“Andante Favori.” When he played the
sonata to a friend, the friend advized him
to cut out this long andante. Beethoven
went into his usual uncontrolled rage, but
immediately excised it and substituted the
short andante we now know, which is not
a movement, but a glowing, mystical intro-
duction to the last movement.

The first movement glorifies the mechan-
ical age. Science and industry sweep all
before them. Everywhere there is the re-
lentless beat of the machine and the march-
ing feet of the robots. The second theme of
this first movement is a wonderful shock.
It is in the unusual Key of E Major (in-
stead of the Dominant Key, G Major), as
though one of the regimented robots sud-
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denly saw a vision of infinite happiness.

The development which follows is full of
rolling thunder, flashes of lightning, and
again the drive of mechanized science. This
extended development suddenly rushes
headlong into the returning first theme.
{The entire movement is filled with glit-
tering key-excursions.) A long coda fol-
lows, half development, half cadenza,

The slow movement, a Recitative and
Aria, is like the meditation of a prophet.
The music is far removed from the drum
beats of human conflict, Whenever 1 hear
it 1 like 1o think of the greatest Master’s
words: “Come unto Me all ve that labour
«+ .« and 1 will give you rest.”

The last movement, pure spirit, takes off
at once into the rarefied air of the highest
summits, It is like an eternal ascension—a
series of serene, spiralling convolutions,

Where, in a composition of such con.
summate form and content, is there room
for a virtuosic Roman holiday? Let’s put
the “Waldstein™ Sonata up on the moun-
tain top where it belongs. Only those who
school themselves to scale the heights are
worthy to touch it

A NOTE ON THE GRIEG CONCERTO

I am sick to death of hearing the Grieg
Concerto beaten to a pulp by today’s pian-
istic show-offs. Why don't they stick to
their Tchaikovskys, Rachmaninoffs and

PIANIST’S PAGE

Prokofieffs to show their percussive powers?

You can’t tackle Grieg: he is too frail,
too sensitive. Remember, he lived many
years with only one lung; he was shy, mod-
est, reticent. His music cannot survive
the shock treatment given to it by most of
our contemporary pianists, To be sure,
when the youthful Perey Grainger first pro-
claimed the Grieg Concerto to an enchanted
world he played it vigorously, and dynam-
ically, but also richly and romantically.
Today, the piece has degenerated into a
technical war-horse, its hard-as-nails meas-
ures pounded out by every budding piano
player.

No virtuoso would dare to abuse Schu-
mann's Concerto in A Minor as they do
Grieg's, yet I feel that in sincerity, ardor
and romantic warmth Grieg’s A Minor
Concerto stands a close second to Schu-
mann's in the repertoire. (Grieg and Schu-
mann were warm friends.)

So, please approach the Grieg piece as
fresh, lovely music, not as clacking clap-
trap. Study it respectfully; play it freely,
deeply and buoyantly.

Do you remember Grieg's adventure with
Liszt? Edvard at 25, even with his sur-
prising compositional skill and maturity,
had not yet received much recognition or
encouragement; so he was “bowled over”
when he took the manuseript of his con-
certo to Liszt

“Play it!™ said Liszt.

“I cannot,” answered Grieg.

“Well, I'll show you that I cannot, alse!™
Whereupon Liszt sat down, read it su-
perbly, all the time conversing.

As he played the opening of the slow
movement he remarked, “Ah, this is one of
the simplest and most direct moods of sad-
ness | have ever played.” But his enthusi.
asm broke all bounds when he reached the
G-natural in the last movement’s final mea-
sures, Striding across the stage, arms lifted
high, he roared out the theme. Then he
shouted to Grieg. “Keep on and on—don't
let them intimidate you—you have the
goods!™

Grieg used to say, “Whenever disappoint-
ment or bitterness threatens me, I remem-
ber Liszt’s words, which uphold me.”

When you study the Grieg—or any—
Concerto don’t stop with one movement.
That's reprehensible! Learn to play the
whole composition. THE END
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student when he begins to work on the unaccom-

panied Sonatas and Partitas of Bach. No greater
music has ever been written for the violin than these
three Sonatas and three Partitas. Think of the fugues in
G minor. A minor, and C major—and above all of the
Chaconne! In the whole violin repertoire there is no
music more sublime.

But you who are approaching the unaccompanied
works of Bach for the first time shouold not attempt to
scale these heights immediately; you should start in the
foothills—in the short movements. And of these. the
Gavotte we are now to discuss is probably the best to
begin with. Though it is not musically complex, it is in
the true Bach style, and it demands from everyone the
control of the bow and the coordination between right
and left hands.

Let us consider this Gavotte, You will find that the
proper apportionment of the bow stroke is not quite easy
in the first eight measures. The tendency is always to
take too much bow. The two introductory notes should
be taken with short, though very firm, bows near the
frog: the trilled seventh on the first beat of measure one
should not use more than half the length of the bow,
Then the two eighths on the second quarter will be
taken with short bows near the middle—but strictly in
time!—and the two staccato quarters which follow will
need a half-bow stroke so that the bow is at the frog
ready for the half-note on the first beat of measure two.
This half-note seventh calls for the full length of the
bow, so that the following two-and-a-hall measures may
be played delicately at the point.
 The two pairs of slurred eighths in the sccond halves
of measures 2 and 3 must be quite sharply phrased; that
is. the stress must come on the first note of each pair
and the second note played as if it were no longer than
a sixteenth note. The two staceato eighths in measure 3
must be sharply detached, as must the eighths in 4.

E RICH MUSICAL EXFERIENCE is in store for the violin

VIOLINIST 'S FORUM
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GAVOTTE from the

E Major Violin Sonata

AMASTER LESSON
By HAROLD BERKLEY

But don't take too much bow on them; short bows near
the point will bring out the necessary effect. The lnst
two eighths in 4 and the first in 5 are better taken
staccato in one bow, so that enough bow is available for
the next three notes in measure 5. A crescendo begins
here which is carried through the martelé eighths in
the second hall of 5 to the whole-bow double-stop (the
half-note seventh) in measure 6. This half-note balances
the half-note in measure 2 and must be played with the
same wholehearted enthusiasm. Use an intense vibmato
on both double-stops. Don't take more than a third of
the bow, from the frog, on the succeeding gquarters;
rather slow, firm, and heavily detached strokes will
bring out the meaning of the phrase.

The inherent buoyaney and vitality of these first
measures can be given life if vour left hand finger grip
is strong and if you follow the bowing indieations given
above. If the finger grip is weak or if you use too much
bow a wishy-washy effect will result which will please
neither you nor your listeners,

The last two notes of measure 8 and the first of 9
should be played as were the first three notes of the
movement. But in the last half of 9 occurs a modulation
to l'l-ulmr]l minor that at once introduces a more intro-
spective mood, The staceato notes cannot be o accented
nor the !min'{l notes so sharply phrased. This mood
holds until measure 14, when the crescendo begins which
leads to the restatement of the principal theme in meas-
ures 16 to 24, 1-}!5‘ rl'inll“ﬂh of thp theme -..]:“'ll.li'I s
played exactly as was the first statement of il
h:lll-;h:fl :t;g'-‘“ll’;:;'i"“f;lf:":.{!ll"' N
the staceato ['iL.LhEh: li r; I{ -”w i ‘.h-lwm.y' playing
anid gently phrasin T}: / _n-{-ﬂr the middle ‘T{ the bow
25 and iﬂz the In.q F:hrj? paics 0¢ shwved i 3
eighths, with an .i-i1ht;.'l “I““;l”“ ‘_‘I"“'-ll‘l b amte P
is the lower string \th'n-lhr; = ””“.““'": each quarter; "

nust (Continued on Page ¢}
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Allegretto vivace
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Hungarian Dance, No. 7

Ungarischer Tanz

ATl his life Brahms was faseinated by the bold harmonies and free, original rhythms of Hungarian music. Even his most
formnl works show traces of this influence, and in his folk songs and Hungarian dances he is frankly indebted to music of
the Danube. This is one of the most charming of the Hungarian dances. Grade 5.
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No. 130-41065 Waterfall

Here is a brilliant, effective piece which is not beyond the reach of the average player. It is based on a pattern of arpegy;.
ated chords. ‘Students may find it helpful to begin by playing each phrase in chordal form in order to sae clearly the design
of the piece. In performing the work, the upper melody line must be sustained, while the rapid sixteenth notes must be playeq
lightly and with absolute evenness of touch. Grade 312,
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Bonita S sl DTS (AT T P
An interesting and effective use of tango rhythm, in contemporary style. The work also is a valuable study in octave play. 1 : 2% 0
ing.4In the second section of the piece, in D Major, care should be taken to make the distinction between the sixteenth, eighth e
and sixteenth note pattern and the triplet of eighths which follows. Grade 4, e — r hﬁ:ﬁ:{
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I R The great piano virtuoso Josef Hofmann also is a prolific composer, having written for piano and various instrumental combina-
tions. Many of his large works for orchestra appeared under the pseudonym of “Michel Dvorsky.” This Lullaby is from a suite of
¢ five pieces entitled “Mignonettes.” It is an excellent study in melody-playing and in the alternation of various touches, The wide-
4 li-spaced skips inthe left hand will aid in developing independence in that hand, Grade 3.
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From “Kinderscenen” (“Scenes from Childhood")
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The Arkansas Traveler
Old American Fiddle Tune

Paraphrase

No. 23087
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The Arkansas Traveler
Old American Fiddle Tune

Paraphrase
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Frere Jacques

(Brother John)
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Charles Fonteyn Manney

LLasciatemi Morire

(Let Death Now _Curne]l
Lamento di Arianna

CLAUDIO MONTEVERDE (1568-1643)

Transcribed by Pietvo Floridia
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Gavotte

From Partita No.3 for Unaccompanied Violin
A Master Lesson on the Gavotte by Harold Berkley appears in this issue of ETUDE.
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No. 26632 Dancing Fawns No. 130-41068 Mefl'lly OVEI" The Waves We Go
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No. 26247
Grade 2.

Surf Riding

Teaching point: The chromatic scale
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To Miss Eileen Stearns

Corporal Lollipop, G. C.M.#

Nao. 130- 41067
Grade 2,

Stiffly, with much dignity (J:126)

ELLIOT GRIFF[
L]

1 2
1 = 3 1

TEACHERS | HAVE KNOWN

(Continued from Page 13)

fifetime. It is obvious fo me today
that witheut @ certain amaunt of per-
sstent dradgery it is impossible to
.l|r'|_|l£|lfl"!' the ﬂ'lf“q'llﬂ'n“ technical i'rﬂ“'P,
ment without which, in the long run,
all talent and creative imagination
pemuin. wiavailing. No “modern” ap-

that moment, an ¥8-vear-old student,
well aware of all that was still lack-
ing in my playing. 1 performed a
Bach wunaccompanied sonata
Paganini’s Moto Perpetun. Ysaye
was more than generous to me and
s0 were all the other zreat violinists

and

Scherzo Tarantelle of Wieniawski?"”
Nonetheless, Ysave's words of wis-
dom staved with me and today, un-
derstanding them, I know it was one
of the great lessonz 1 learmed.
My last teacher and the one who
probahly influenced me most was
Carl Flesch. He was a rationalist
first and foremost and be believed
that ne problem was insoluble once
vou put your mind to it. He rought

everything else. One of Flesch's para-
doxical maxims was, “1 want you to
study as little as possible.” What
he meant was that every technical
problem should be intelligently
solved in the shortest possible time
instead of by stupid, mechanical,
endless repetition. With the leisure
gained one could make music, feel
fresh physically and mentally in-
stead of stale  from excessive

b
i 1 T 0 o — 1 i 4 : : - $ I : ; . . . - e Y ] : v .
1mq ! _“_t_’ 2 RN ﬂ_‘f_i_H N H =1 i+¢ ] !-m..;ﬂ.'h .|!I-l-'_hf": ] j F'I'll“}'i: fIWI‘ I'M" wha, [-‘n'h in turn, put his arm  us to think for ourselves. :iru:l;:'n_.. &
;,. T . — } - P rE— r I . . ) I T Bm 'm'_“]un."n g _‘_'1 ound, to  around my chonlders -{ml took me Flesch was a remarkable diagnos- Unfortunately, immature as we
. . J :?___,.« T o @ == | LS | | act 8= o substitute for scales, etndes, into the next room to give me pater- tician, who detected, analyzed and  were, calenlated practicing became
nf ———— | — . . - . £ = exercises and all the other execrable nal advice and encouragement, It catalogued every quality and fault an end in itself and some of Flesch's
0 i — - — I . F.' » _ - . i—‘.'__—*‘-—i—é—.--ﬂ s "-\‘ farme of I\-i.pl'mp.ur cod liver woil. was a great evening for me. in o fash. When 1 went to andition  students seemed spiritually poorer
! 'E =— h_ﬁ.. - ] —— o | am afraid we shall always have Yeaye was the first to attempt  for him in Holland, my briefcase was  when they left him than when they
I | 1 [ T : — —1 - J| —1 -  oma e ! — i ram them down the pupil’s throat, to give me an artistic philosophy  heavy with music. T remember begin-  came, The artistic growth of some
) T : 5 1 4 L T 1 8 1 1 Il ] — but Jet us keep the dosage moderate. by which to live, Putting my violin  ning with the Rondo Capriecioso of  was arrested forever while others
‘ t [T T - % . ¥
'_;L aside, he would say, “What museum  Saint-Saens. I never reached the finally came to realize the basie
’” r—-—-.? 5 5 ¥ While still in FH"'I‘ I had the have vou recently visited. what end of the first page, for Flesch truth that applied intelligence alone
: . I i a2 NG TR — 4 | [ I great pleasure of playing for Ysaye books have you read?” He tried to  rose, stopped me and said, “Cap cannot solve all our problems for
:#ﬂ‘.. ’ — 1 _F“ . e — s L. ] v 0 : and subsequently was H"-I!""{ 1o T"II-“ make me understand, when T was  you come to America with me on  us In every true musician there are
‘;‘JU B | LIH_['_ —G- . L m— ]._-—i——,——— | for him a number of times. The first  only 18, that there was much more 1o Saturday?” After helter-skelter prep-  forees at work of which he i= not
Iy ;}'" i ¥ L . T ' - 1 S —— pccasion was an ullf-ll'a!v-tl;lm"_"”" interpreting music than just the arations 1 was on my way and re-  even conscious. It is these. subcon.
=_p > mf - —— — — - for me. Ysaye had come to Paris to  technique of it; that one cannot be- ceived a scholarship at the Curtis  scious forces which, given the op-
. '. F] 5 I . . 4! ; . i & . hold a master course and the whole come a great artist without develop-  Institute, from which T gradusted portunity, take over where the con-
Iﬁh. I[ : e 0 v = i »—— ; . . I ; - - b | * mosical elite at that moment in the ing one’s sensibilities az a human three vears later. scious intelligence leaves off. It is
F A— ! 1 I "‘“"?—.——Ei' 1 1 T 1 t i - =y ¢ty wanted to pay homage to the being, or that perceptiveness and for this re hat it § i
— t I ! 1 ¥ L I 1 1 1 Y $ ¥ ’ - ; | i f h " or this reason that it is so important
[ e e S : Ea ——t x ] ! 1 . | great old rnu-irr.Cunu-.qur'urh.wl:_rn true inner intelligence comes from Flesch's insistence on an intelli-  for every student 1o find time to make
1 3 4 5 3 3 1 E X 1 2 1 1 % 3 I entered the room to play for him  the heart a= well as the mind. gent and analytical approach to masic for the sheer joy of it. The
l/-_'—\ 3 i 1 found mysell facing mnot only Yzaaye's advice at frst puzzled  technical and musical problems argument advanced by so0 many stu-
"'1 ] 1| i! f g g x Yeaye, but also Enesen, Thibaud, me. As 1 stood uncomprehendingly  made thinking people ot of most  dents that they have no time for
o 1 [ = + 1 5 » 1 2 Sreeti and approximately 100 other in front of the Mona Liza in the of us. In fact, in many of us the making music, becanse of the pres-
- — — — ; . g pp . : - \ g an p
IL fec » f} & w ‘— —¢ - —— : . : misical celebrities of the day. I Louvre, I said to myself, “Now what  scientific element gradually began sure of classes, credit and home.
L3 I \_‘_____J‘ o — = ’. L3 ; . ! .__‘_ﬁ sk you to imagine how T felt at  on earth has this 1o do with the 1o predominate to the exclusion of  work, is totally invalid. THE END
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piano

recital fime
teachers will demonstrate the success
of their work through the use of re-
cital numbers such os thess . . . which
will provide fresh ond inferesting
programs.

RECITAL NUMBERS
GRADES 3, 4 and 5

is drawing near and

3916 A Drsam, Db-3-4 Girleg
3913 Adugle and Beurss, Dm, F-3. Hande|
34 Air (Water Mesich, F-3 « « Hande]
3046 ANl Dréssed Up, D3 Coweld
3478 Air in O Major, Swite RIV, -3. .. . Handel
B0 Bagatslls, Op. 33 Na, & -3 Thew i by iy
3500 Conga—La Mans Abajs, F-3 Keisfeld
374 Felksong, Op. 12, No. 3, Fom-3.. . Grisg
TMT Tha Gaed Old Days, Dm-3 Ugwrel]
548 Hesmesick LI, F-3 o]
0050 Intermeres, Ope 107, No. 1, Eb-4  Irahiss
372 Interssairs fr. Petite Swite, F-3 Borodin
30T La Pouwls (The Hea), Gm-4 Hameau
3906 L"Hirondelle (The Swallow), D-4. . Dagils
2977 Manustts, L°Arlesismns, Eb-d Mizet
3500 Mament Muslcal, Op, 94, Ma, |, ©-4
Hehsher!
3849 Marelasws, Ab-3 Nevin
3545 Pa Jigs Them A Dawn, G-3 Cawrll
3580 Pogleg Danee, Am-4 . o a ekl
3208 Pelonales, Op. 88, C.-3 Reciboren
3512 Pretude im Bbm, -3 Ldadoy

A2 Rhapiody i Eb, Op. 119, Na. &, -4 Brahiis
AbD0 Six Little Prafudes Ebarh
b Thads, Meditation, G-3 M gsprmrl
3503 The Wiadmill, D-4 Dhaglnoouri
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NILES BRYANT
10 Bryant Hidg,, Washingten 16, DI,

Professional skill costs nothing exera. For
the best in runing and repair service see
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THE SIDE OF THE ANGELS

(Continued from Page 10)

any amount of proving that the most
popular and well-paid artists of the
day are not necessarily those with
the loftiest musical ideals, or that
those with the loftiest ideals are not
necessarily those enjoying the most
highly remunerative careers, Despite
these inequities which exist all
around us, | do not believe that per-
formers and creators of singular
gifts go unnoticed. Oustanding tal-
ent is recognized, This recognition
may not ;ll“'a}'e be commensurate
with musical gqualities, but the fact
remains that superior musical talent
s, in the overwhelming majority of
cases, recognized and its possessor
is able not only to serve music, but
have music serve him through his
ability to earn a livelihood by prac-
ticing his art.

But it is true that the world of musi.
cal competition is based on business
considerations. The artist is consid-
ered a commodity and his talents
are exploited for profit. Some artists
are interested in profiting only if
they can make music which satisfies
them; others, and they include many
]'.II.II nog d" nf 1h!‘ mis] f.'j_mrm-; ones,
are interested primarily in profits
and hardly at all in musical stand-
ards, However, competition need not
bother you unless you have false
goals. You will not be disappointed
if you determine to serve the art of
music,

Statistically. let us face the fact
that only a few can have great ca-
reers as zoloists, but that doesn't
mean that every single one of you
cannot  serve music in a distin-
guished manner and by so doing,
lead useful and well-adjusted lives.
This requires, as 1 have been telling
you, a combination of the idealistic
and the practical. You must have no
false standards and understand that
the art of music has an enormous

appetite and needs many devotees to
serve at many different levels. The
gifted teacher, church singer, orches-
tril performer, are as much needed
by music as the great singers and
conductors and the others whose
careers are too frequently glamor-
ized far beyond their intrinsic worth.
Music in the United States is an ex-
panding field. If sincerely yvou wish
to serve it, you will find within its
broad boundaries a constructive role.

Finally, to bring home to you once
more the inescapable relationship
between the ideal and the practical
for true suceess in music, I would
like to refer to the Greek way of
life. Recently, I had the pleasure
of rereading a book which was pub-
lished while I =till attended college.
It is Edith Hamiltons “The Greek
Way." It will demonstrate for vou
that the Greeks were above all things
practical men, despite their absor-
tion in the arts. The two principal
subjects in the curriculum of their
schools were mathematics and music,
and they were, in the words of Per-
icles, “Lovers of beauty without
having lost the taste for -im;-!irilg.-,
and lovers of wisdom without loss
of manly vigor.,” And, again, the
duality of the artistic and the prae.
tical is shown in the words of the
poet Pindar, *With God’s help may
I still love what is beautiful and
strive for what is atrainable.” Tf you
live your musical life in these terms
and continue to love what is beauti-
ful in the sense of the musical values
we have been discussing, and if you
strive for what i« attainable in the
sense of being willing to serve in
the professzion of music at that Jevel
which fortune and ability dictate,
vou will indeed have your musical
heaven here on earth because voy
will already be on the side of the
angels, THE END

BT The Clewma, G-l . Krevis
| 33T Depa the Deakey, G-1.2 Drvarize
1909 Evenimng im the Coustry. 2.3 Bariek

teachers

| | are now planning piono recitals, For
| the kind of material whick will make
parents beom with pride and ap-
proval, we suggest you exoming thews
d-lighﬂui. little numbers.

RECITAL NUMBERS
GRADES 1 and 2

3938 At Chureh, C-i Drvarine
3087 The Big Drum Majes, F.i Thsphbns

35935 Feur By Eight, -1 Pederem - Krig

3500 From My Gardem, C-2 Henga
3573 Tha Lasl Pavass, Am-2 franajey
I The Litthe Lest Bear, Am-] Ervrid
353%1 Litils WValia, ©-3 Falied
31930 Lenely Share. Ams| . Dhmrive
518 Luwilaby, F-2 p LT
3052 Marching Hems, C-2 Falirs
3903 Misty Evening. ©-2 Brarmodls
J985 Ouldear Bsng. O Kiufi
1543 Pienie Party, F-l Krerit
3084 Queen of the Redes, 0.3 Bl | gy
396 Rufl and Tuff. Dm-2 Biwlper
3945 Sowlhern Ssaating, C-3 Wik

39319 Samg #f the Prairie, C-1-32 Drvirine

Wil Samstina, Am-3-3 Kabhslergly
39T Squirreli® Planls, Em-3 Erkharl
1585 Starry Way. C-l Hrpil=
3044 Trapese Walts, C.2 Kr

370 Twe Capriees, Dm-F:1 Pagaslsl -Speines
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Still, there is a prevalent desire
for New York appearances. and it
has led us to inaugurate a service
of recital management. This means
that, without necessarily taking the
IH.'!'IHFITH'I under our wing on a con-
tract-and-tour basis. we will arrange
a New York recital for him, On the
road, artists are engaged by local
managers who run the concerts. In
New York, artists pay their own re-
citals—hall, publicity, etc. There
have been managers who bilk their
clients in arranging these business
details—there have been artists who
bhilk the managers. To make sure
nobody exploits anybody elze, rep-
utable managers will =ell their serv-
ice of experience and integrity in
the arrangement of single New
York appearances.

And on this subject, let me =av
that (except for New York recitals)
the manager works strictly on a
commission basizs. 1 know of no rep-
utable bureau which takes money
froom its artizts for working out tours,
The artist i=nt the only one with
problems. Managers have plenty.
Our greatest difficulty comez from
the voungster who has been encour-
aged to think he is a genius because
his “{'rfurr::unl'r'- delight his fond
relatives. He iz pushed on and on
by his folks, his friends, possibly
even by the local teacher. These peo-
ple are not insincere—simply in-
experienced. They often make enor-
mous sacrifices—] know of cases
where they have mortgaged their
homes—to get the budding genius

| to New York. to the Big Managers,

who regard family loyalty as a beau-
tiful thing but not too valuable as
a husiness recommendation.

Then the managers (who are also
human) too often find themselves
faced with the distinetly nasty task
of shattering the dream and sending
the group back to the now-mortgaged
home. with broken hearts. All the
grief could be spared by securing

HOW DO | GET A MANAGER?

(Continued from Page 11)

competent opinions before rushing
to New York, It is possible, of
course, that a lad may come straight
off the farm with the powers of
a second Josef Hofmann; the man-
agers will like it better, though, if
that happy fact is confirmed by
a record of progressive accomplish.
ment through recommendations from
established teachers, local managers,
radio stations and press cuttings.

Another odd thing i= that a man-
ager can handle just so many artists
—not because he wouldn't like
more, but because the public takes
just a certain number from him. 1
have no idea why this i= so, bt
the public seems to divide its busi-
ness according to wishes of its own,
For example, I can sell about 20
pianists. There are more than double
that number playing, but the publie
takes the others from my colleagues,
Knowing this, [ plan accordingly—
s0 do my colleagues., Thus, the re-
jection of any particular pianist
implies limited sales possihilities,
and no “discrimination.” The man-
ager “discriminates™ against no one;
he wants to e=ell anvome whom the
public will buy.

In general, 1 should urge the
voung artist 1o study with the hest
teacher he can get and to build a
solid foundation of musicianship

and artistry. Then et him shut
himeelf up in 8 room alone and aszk
himself if he really
to say to the public. Let him get
somecne to confirm his self-estimate.
Let him compare his task with that
of the fellow studying law or medi-
cine—the years of work, the intense
application, the chances of medioe-
rity, 1f hard work and soul-searching
convince him he has the right siufl,
let him get experience. Only then
is he ready to apply to some hard-
boiled manager—who will weleome
him if he has the spark. But don’t
let him listen to relatives exclusively
“—and don't let him mortgage the
farm! THE END

tening
eclipse

Agdress: REGISTRAR
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STRICTLY FOR THE BIRDS

I x ovr noamEe on the edge of the woods T was lis-
one day to WQXR. It happened to be the day of an
of the sun, and although it was only three in the
afternoon. darkness began to fall. And the birds began ac-
tive preparations for night. Then Artur Rubinstein played
Chopin’s E Minor Piano Concerto. .

Through our open window Mr. Rubinstein's music talked
to the birds. When he entered on those thrush-like passages
in the Chopin Concerlo, the wild thrushes flew close to the
house and sang their replies in chorus.

—Alberta M. Collins, Westfield, Mass.

has anvthing |

Chord Chartll

EXCELLENT tor teachers and beginners
e mebul orbing. 1081 ovae devized
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ABDVE, Home Medel Harreond Orgen, wind n mare hemes thom ony ofhar organ.
Hammand Oegan neloes vteri gd $1585* for the Spinat Model [aat

What other 1285 investment
witl pay such dividends

DI ALL THE THEses that von can Dy
Tor 31285.% how many will bring vou
peasure every dav of your life, and
last you as long as you liver

I'he Hammond Organ will,

{."ll'il'l"l. '|’|-||l| YOUUIT ey I'ﬁ]l‘
when it buvs a2 Haimmond Organ

A very personal way to relax
The Haommond Organ offcrs more
than music, It offers vou a very per-
somal way o relax.,

Your play — every Kind of music to
suit vour mood, All the great sounids
of music come alive at vour touch —
from the |.1||i-|E:u,'| of strings o the
Boddd Beauty of brasses,

An easy way to cnjoy music
Although the Hammond Organ re-
sponds to the most exacting demands
of the professiomal artist, you can
play simple but elfective music on it
in less than a month — without ever
having had a lesson before. Thou-
sanis of owners have proved this,

A wonderful way
to entich Tamily life

A Hammonid Organ enriches family

lilie, JII.'tII'L a lamily cvemie jis rocreas
tiom i the home,

It can stimulate vour childven’s in-
terest in music. Tt can fornish you
with a lifetime hobby that lets vou
Gl vour Tree time creatively.

A sure way to enhance your hone
A\ Hammond Organ savs fine things
for vour way ol life,

Yet your home needn’t be large: a
space only four feet suare is all the
Hammaond Organ requines, Installia-
tion? Plug this organ into an electric
outlet and it’s ready to play.

Maintenance costs? Forpet them.
This is the only orgin in the workd
that never needs tuning, ey uines
mEirimum I]]ikt'l_‘];_ A modest pays
menis can be arranged,

Compare what vour money buys
in a Hammond Organ
Have a demonstriltion st vour deal-
er's this week, As vou listen to this,
the warli’s most widely nsed OTgan
in homes and churches, ask voursell:
what other S1285 investment will pay
such dividends? For more detailed
imformatiom, mail the COM PRI TR0,

PRICES START AT JusT $1285* FOR THE SPINET MODEL

Lanvnrovnp Orcay

MUSIC'S MOST GLORIOUS VOICE

_______________________________ -
Hammond Instrument Company I
4210 W, Diversey Ave., Chicago 39, Iinods :
Without ohligation, please send me information on the 1
Tollowing Hammond Organ miodels ]
1
| Spinet Moded [ Church Madel | CHURCH MODEL, used
[J Home Model - [] Concert Model : in soase 20000 charches,
Name | Concert Model bas 32-note
: AGO pedal keyboard and an
Arredt j additional fPedal Solo Unit,
5 tunabie w prelerence b
Chty..... P PO, fone Siale : the organist, B
i e pves INETHUMENT COMPANT & i
i L L | ®f. 0. b. Chicega,

illatratod abovals

e Ve have a Baldwin two manical
electronic organ in ouwr church.
While playing for the congregution
to sing should the vibrato be used?

—Mrs, O. L. T., Oklahoman

Since the vibrato i= most effective
with saft =tops or combinations, and
generally speaking a fairly full or-
gan is used for congregational sing-
ing. the vibrato i= better not used
for this purpose.

® Though only 16, T have siudied
mana for a number of years, ond
rrrrurh .frlun' fu'm-; Jifﬁl‘i'i“:’ the or-
gan. The transition was not difficul
and I have acquired some
of manual and pedel proficicney,
though not taking formal organ les-
sons, [ am fomiliar with the work-
ings of the console, from two fo
six manuals, but am interested in
the mechanics of the organ—hat
happens from manuals to  pipes,
coupler connections, iwind  supply,
ete, Can you recommend o book
that is not teo technical that would
help me? —J. G.. New York

degree

The Organ Method by Siainer
has some preliminary chapters on the
construction of the Organ which are
practical and easy 1o understand.
We recommend “Contemporary
American Organ™ by Barnes, and
“Organ Registration™ by Truette.

o [ have been asked to play the
organ in our chuarch, and while |
have played a theatre organ | have
never had any experience with any
type of chureh organ. These who
have played on this small organ say
the pedal is always roo lowd or foo
.ﬁ.u_,f!. Sinee the m’r-r-.rrf;-:'.r}- s not on
yet I have no way of knowing just
how the stops sound, but thought
vou might suggest a few stops that
could be added,

Could you give me the names of
some companics who install stops,
etc.—somearie pear here? On this
organ is a round metal gage
the ecrescendo
“wrand organ.”

{ near
pedal)  that says
Could you help me
out there? I am not acquainted with
the “Sw. to Gr” or “Gr. to Ped”
mechanism, since these are not used
on the theatre organ; con yom en-
lighten me, or recommend a hook ?

—W. B., New Jersey

This organ is probably one of the

two manual, pedal reed organs. The
visible pipes are probahly for orna-
mental purposes only. If there is no

 [Drgan @uesﬁons

Answered by FREDERICK PHILLIPS

chamber containing pipes other than
these making up the “frony™ it will
be evidence that it is I4','|[|f|. o reed
organ, and the tones are produced
by reeds contained within the eon-
sole f=elf. If this is the case, we
doubt the possibility of adding stops,
but in any evenl (either reed
pipe organ) the proper firm to con-
sult would be the makers themselves,
The way to get a proper halance
in the ;|1'1|.||. in conjunction with
the soller stups would be o =
the Pedal Duleiana, and then couple

the Pedal o the Swell by putting

on the “Swell to Pedal™ stops and
using the Salicional or Vox Celeste
on the Swell manual, The Pedal

Bourdon should be used only when
the louder manual stops are on.
The gadget marked “grand organ”
is a deviee that vou press with the
foot to put on all the stops in the
organ at one time. To help you in
a general way get Nevin's *Primer
of Organ Registration™ from your
music dealer

® Do vou have
sops o use

anything on what
for hymn pluving in
church on a B eaver reed OF gan, il
wlso a Wurlitzer one manual elec-
tronic organ?—Miss K. Z., Virginia

Without knowing the exacl stops
on each organ it would be impos-
sible 1o give detailed sugpestions,
but vou may follow the general
principles which follow. First of all
try out each stop to ascertain its
pitch and volume, When a tone cor-
responds in pitch to the same note
plaved on the piane, it is known
a8 B-foot, or 8. The =ame note
sounding an octave higher than the
piano would be a 4 pitch, and an
octave lower than the same note on
the piano would be 16°,

In checking for volume (loud or
soft) be sure to have the swell
the same position for all stops
either entirely elosed or entirels
open. Now, for hymn plaving for
congregational singing, it would be
we “ to use almost full organ | mist
of the stops), except for the quieter
hymns of a
where

devotional character.
solter stops should be used.
but allow sufficient volume 1o sup-
port the congregation.

Fight foot stops should predom-
inate, with « nough of the 4 foot sl
to add brightness, 16 foot stops (if
any) should be uysed sparingly.
When' plaving a hymn over before
the: tongregation sings, only a mod-
erate volome should be used.
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) iolin L\ﬁ uestions

By HAROLD BERKLEY

4 ROSIN ALLERGY

R. F.. Firginia, So far as 1 have
been able to find out, there is no
satisfactory substitute for the rosin
used on violin bows, 1 would suggest
that vour pupil consult her doctor,
or several doctors, with the idea of
finding out if there is some prepa-
ration which would counteract her
allergy 1o rosin dust. To be a violin-
it and to become allergic to rosin
i« bitterly iromic. Perhaps one of
our readers hos bad a similar ex
perience and can make a helpful
sug@estion.

PADEREWSKI MINUET
HU-!I- .F “ f & Iu’ln.i..'»'rrr'lrl niefls. T]lr'

turns in the violin arrangement of
Paderewski’s Minuet should be
played with five notes 1o the turn.
That is. the written note, the note
ahove it, the written note, the note
below it, and finally the written note
apain, That is the way Paderewski
himself wsed to play them on the
piane—and one may assume he
knew what he wanted.

EVALUATING YOUR STRAD
Mrs. E. . K., lowa. Thera are

literally hundreds of thousands of
violine bearing a label inscribed
“Antonins Stradivarine: Cremonensig
faciehat (date).” Abount 600
of these are genuine Strads: a few
hundred are good instruments into
which Strad labels have been opti-
mistically inserted: but the wvast
majority are common, factoryv-made
violins that are worth from £5 to
around 8100. Im which eategory
vour violin belongs 1 can’t say with-
out seeing it.

H. . France. There are in the
world ghout 600 known Stradivari
violins, Great efforts have heen made
in the last few decades to track down
and locate every genuine Strad. In
recent vears, Strads have sold in
America for prices ranging (rom
10000 1o 50000, according to
eondition and quality. A few out-
standing and historic  specimens
have brought even higher prices.

FINGER INDICATIONS

V. 8. F.. Colorado. When finger-
ing s given for the playing of natu-
ral harmonics, it makes no differ-
ence whether the fgure indicating
the finger to be used is above or
below the zero sign.
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THE SALZARD FAMILY

Mrs. M. L. 0. HNlinois. There |

were several members of the Saleard

family who made violinz in Mire-
court, France, during the nineteenth
century. Their product was of an

ordinary commercial type, worth be.
tween 100 and $200.

FIND A REPUTABLE DEALER

Fr. V. 8., lowa. You should take
vour violin to a reputable dealer
and repairer, both to ascermin its
origin and to have the bridge prop-
erly cut. The fact that you often
play on two strings when you wish
to play on only one may be due 1o
faulty bow technique, but
Iikvl} because vour bridge i= too flat.

Imnre

SELL IT YOURSELF

D. H.. Wisconsin. You would de
better, | think. to sell your Hopf
violin privately than to tryv to sell
it through a dealer. There are so
many violing of this type on the
market that dealers are over-stocked
with them. Its value is probably be.
tween 260 and 2150,

ABOUT BOW MOUNTINGS

Wrs. E. B. T. MNinois.
Carol Klotz was a worthy represen-
tative of a family of excellent violin
makers, though he favored a slightly
||||l|h‘| I||.11'|. hi'—i rl'l.‘lli'ﬁ'f""
generally uwsed. Tf in really good
condition. one of his violins could
he worth five or «ix hundred dollars.
However, facsimiles of his label
were frequently put into inferior
violins not of his make. violins not
worth a quarter of the above figures.
(2% Your Collin-Mezin bow can be
worth anywhere from $25 to $100,
according to its condition, its play-
ing qualities, and its mounting. All
how makers mount their best bows
in gold. the intermediate grades in
silver, and the cheaper sticks in
German silver or some other metal.
As vou tell me nothing about the
bow, 1 cant help you further.

Johann

amaller

ON PUBLISHING YOUR MUSIC

K. S G. Wyoming. As your Mel-
ndy and Dance for violin and piano
has had such good success when you
have performed it, why do you not
submit it to some reputable music
;nuhl:-lur‘ I should like to zee a

copy of it mys=elf.

The Wilkanowsl| Conservalory Violin
Nao, TETE—Viodm sely. . ....... 8128
Mo, TEM—Complee thtfi.

{Mker Buperb Wilkan
Mlodets o $175)

CELEBRATED VIOLIN MAKER

These violing are the master erafis-
manship of Mr. W, Wilkanowski. one
of Amerien’s greatest living luthiers,

As a result of Mr. Wilkenowski's
painsteking artisiry the violinist hns
avnilnble an instrument of bong lnst-
ing beauty and brilliant tonsl guall-
ties. For the professional violinist or
the talented student seeking a really
fine instrument there ean be no finer
cholee than a WILKANOWSKL

A SUPERB VIOLIN

The Wilknnowski *Conservalory
Mostel” s & slemiber, graceful model
with well nrehed buly, producing n

| smooth, rich tone. The sides, back,
neck and seroll are obd curly maple of
pronounced Anme; the top is fine akd
spruce of close even grain, Fine ebany
fingerbonrd, rosewosd tuilpieoe, with
hand carved cocoboln pegs,

THE CASE—"S8treamline” model
with sturdy laminated veneer body,
covered with simulated lenther in liz-
ard grain, Plush lining; sllk bow rib-
bons: solld brass hanbware. THE
BOW s genuine Pernambuco wood
stick well balaneed with foll lined
ebony frog. ACCESSORIES |.I'I.f]|.|:|-|'l:"
un exira sel of tested artist-gualkity
strings; mute; chin rest and E string
aul juster.

STUDENTS!

PLAY A FAMOUS

WILKANOWSKI

VIOLIN IN YOUR HOME

Unusual 6 Day
Trial Offer
Send No Money

You can actually have a Wilkan-
owshi Vielin in your hands for
examination on f-day TRIAL
OFFER. Here's how it works.
we'll ship C.0.D, with privilege
of & days’ examinntion in your
home or stwdis. Your money
stmyn in Express Company’s of-
fiee resdy for prompt refund if
you decide (o return the mer-
chandise, Absclutely mo riskl
Mo chanes for disappointment!
1009 satlsfuction or there's no
sale,

TEACHERS! Take Advantage
of Special Prices and Terms

The FRED. CRETSCH Mfg. Co.

Musical lnstrument Makers Simce 1882

&0 Broodwey, Brocklyn | 1.HY

718 $o. Wobosh Ave., Chicage, LI

for fres lierat |||i.

I:Arrrn'i. CITY TUNING SCHOOL

Dept, Bb0, 170 E, Michigan Ave.. Lansing 16, Mich

PIANO BREAKS

Our Menthly Broak Hualletin fmables you
to build up and glamourize the soogs on
the Hit Tarade with cléver breaks, novel
figures m8d reicky hoogie affecta,

Bend 80 cents for Intest copy or §2 for o
year. Mentlan If teacher,

THE AXEL CHRISTENSEN METHOD
Siudic E, P.O. Box 417, Ojol, Calif

HARMONY and COUNTERPOINT

AT for pamphbel Sescrih

Mempome, crEar el

I.I Ll
Il_r |¢-If nptngetinn, L -uurl.!l'l

JOHN M, LEIFOLD
7i0 6. Highland Ave.. Lo Amgubes 36, Calif.

William M‘. and Son

30 E. Adams St.—Chicago 3, HL.

Specialists in Vielins, Bows, Repair, etc
EETARLISHED IN i8%4. WRITE FOR CATALD
Publishers of “¥IOLINS and VIOLIMISTS"

AFarigTe

R]{Ic on a Rm:ket Ship

Piano Solo
GRADE 2

Price 25¢

Cotalag o rogues

TEADMAN
PUBLICATIONS

3
T

Personal Service Rranch
Manchester, Yermont

—_I —

WM. 5. HAYNES COMPANY
Fiutes of Distinction
STERLING SILVER—GOLD—PLATINUM
Cetoleg on requedt

168 Maseprhuseiis Avenos, Josien 13, Mass

VIOLIN TEACHERS
Advanced Students

Learn to play ond feach the “MHew Finney
Way" recommanded by all Werld Famou
Viglinists. Become on arfittic and finoncial
JuECEil

Finney Yielin Keyboard System
E-2537 M. Bersard 5t., Chicoge 137, Il

§1.50 per ysar—35Speciman Copy 35¢.
-:u.n-u

IOLINS stk

Fasy 1.rrm|- r e wrsslerfal iratrements.
ibtails trela

GUSTAV‘ V. HFNNI NG
S90T—1 Bith Ave.. M. Seatiis, WasRington

OHN MARKERT & CO.
j4l WEST I5TH 8T.. NEW YORK 11, M. Y.
VIOLINS OLD &k NEW
Frgirt Rapuiring, Sead for Catnln




Edited by Elisabeth A. Gest

CAMP STAYHOMERS

BY ELIZABETH SEARLE LAMB

Susaer Music camps mean fun,
inspiration, musical learning and
increased  performing  ability,
sports, and all sorts of good times,
But, if you can not go to a music
camp you need not miss all those
things. just get busy and organize
your own music camp at home.

Talk it over with your family
and friends, your music teacher,
school band leader, and the di-
rector of the Junior Choir. They
will all probably be delighted to
cooperate and help you with your
plans; they will also have some
ideas to suggest and some help to
offer. Of course this would not
mean you would have no chores
to do at home, for even at a regu-
lar camp there are chores to do,
dormitory clean-up, inspection and
many other things.

If possible, the group should
plan to meet for certain hours each
week, perhaps every day or three
times a week (morning or after
noon) with something special for
Saturday evenings, such as a
square dance, or a get-together
with games, Individual music prac-
tice would be done outside of
camp-time but gold stars may be
gained for keeping a regular prac-
tice schedule.

For the group meetings, plan a
number of different events, depend-
ing on the talents of the group and
the outside help you may be able
to have. Make a list of possible
events and activities and then se-
lect those receiving the most votes,
Select a camp monitor for each
week, and members may take
turns being on the program com-
mittee, whose duty is to arrange
details of activities,

Some activities might be: group
singing, instrumental groups, study

of musical history, biography of
composers (all of which can be
done without a piano). lf a piano
is available inelude ear-training,
keyboard harmony, hymn playing,
playing at sight, informal recitals
with friendly criticisms. 1f there
are summer concerts in the neigh-
borhood, plan to attend one in a
group. Radio programs may be
substituted; if they are good, and
discussions of the music and per-
formers may follow, Include rec-
reation, too, hiking, swimming (if
there is water near), picnicking
and bicyele riding. Play music
games and have quizzes {which
you may obtain in past issues of
vour Junior Eludes).

Gold stars may be given for
merits, tallied up and a prize
given at the end of camp; demerits
may also be counted, which some-
times change the expected score!
Gold stars may be given for ever
=0 many things,

Set definite dates for the open-
ing and cloging of camp. The
camp schedule should be put on
the bulletin board every day and
strictly followed. Be very faithful
about attendance and preparation
for study periods,

The sessions may be held at dif-
ferent homes, in yards, in base.
ment  Tumpus-rooms, ele., but if

Enigma
WHAT IS IT?

By Mabel Irene Huggins

My first is in BANJO, but never
in SONG; ) e

My second’s in TRUMPET, but
never in GONG; : 1

My third is in TI MPANI, also in
SPINET;

My fourth is in VIOL, sweet
voiced as a linnet;

My fifth is in ORGAN, with tones
high and low, ) .

My sixth is in LYRE, but is not
in OBOE.

My seventh's in BAGPIPE a4
also in FLUTE;
My eighth is in TROMBONE. 2
well as in Li.T]:'.: {
My ninth is in BUGLE, and g,
in HUM;

My tenth is in DULCIMER, alss
in DRUM;

My last is in REED, and alw iy
HQI'E;\KI

‘_'“1_.' whole comes each month bet
we'd like it each week,

Answer: Junior Etude

Who Knows the Answers?

Keep score. (ne hundred is perfect.

1. What is meant by Dal Segno
1,|:munu:1ced sane-yo) ¢ (10
points)

2. D.flat is the third degree of
what minor scale? (5 points)

3. Which of these composers was
born first: Schumann, Men-
delssohn, Schubert? (15
points)

4. What would be Lhe time-sig-

nature of a L‘unmplrir: measure

which contained two eighth-
noles, one 4:|1|;|rt|:'r-t1utr~, four
sixteenth-notes, four
second-notes and one eighth

thirty-

note? (10 points)

5 What i3 a chorale? (I
points )

6. Which of the following words
refer to music: calando, can
dor, canter, canlor, carillon,
cariole, cantabile, calamss’
(10 points)

7. What is a chorister? (W
points )

8. What was Saint-Saens’ fird
name? (5 pninl..-:l

9, What is the letter name of =

fifth from C
sharp? (15 points)

10. From what is the theme give
with this quiz takes? (10
points )

;lug:m'nll‘ll

Answers on next page

there is a good place available all
the sessions could be held in one
place. This has the advantage of
keeping your equipment conven-
iently located instead of waking it

to different ]'IHI'IIf'"i.

" :

Plan some special event for the
closing of camp, such as o party
to which you invite vour famils

Drawn by Nelson Tondoe l(age 15)—0Oregon,

Prize winner in Class A

{riends, music teachers and othen
who may be interested. Shaw thes
by a short program what you bt
frren a "““"i'“‘i""#- H prilﬂnﬂ"
to be given for camp work this &
the time to give them. Inclode &
short recital. Give them a que
real hard one!l). Follow with pop
corn and prd.l.r].-! and end with §
..'rlll,:--uhy: [-.r v\r;}luﬂh‘,

=0, do not feel sorry for yost
sell if you can not goto s sgm
music camp this wvear. ‘.hF’
vour own =tavhomers Camp
davs will fly along; you ilﬂu-'
a lot and have a u-'-nfifrHF#_
doing it. Try it! And after 8%
over, write and tell the J'-I'm‘
ETUDE about it wmall lpnﬂ
go to the three best whle-ups
a Camp Stayhomer. THE
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Junior Etnde Contest

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

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

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

honorable mention,

Put your name, age and class in which you enter on upper left
carner of your paper and put your address on upper right corner of
your paper. Wrile on one side of paper only. Do not use typewriters
and do not have anyone copy your work for you.

Choose your own essay topic this month. Contest closes July 1.

Results of Drawing and Painting
Contest in February

, ® Many very excellent drawings and

tings were teceived in the fourth
Junior Erude drawing contest held In
February. The last contest of this type
was held in 1946 and it seems that the
pietures submitted this year surpassed
those of former years in excellence and
is the variety of mediums used. For-
merly they were done in pencil, char-
coal, peo-and-ink and crayon; this year
pastel, watercolor, tempora and oil
were added. Some of the pictures which
will reproduce well will appear in
future fesnes of Jumior Etode
It is pleasant to find so many Junior
Fioders are doing such good work in
drawing and painting, as the two ars,
music and painting, often go hand in
hand: Mendelssohn, for instance, was
a fine water-color painter and Mae-
Dowell enjoyed doing portraits in wil,
to mention two well-known composers.
Seversl contestants forgot to give age,
ane forgot to give name of State, and
many enclosed no postage for return of
pictures. Since enclosing postage for
this purpose was mentioned in the rules
it is to be presumed those contestants
do not desire to have their pictures re-
jurned, Anyone who did forget post-
age but wonld like to have work re-
turned may send postage immediately
otherwise the pictures will be destroyed.

Honorable Mention for Drawing
Contest

fin alphabetical order)

Ruth Alter, Roberta Bemnett, Claud-
ine Bermard, Jay Chambers, Charles
Daniels, Mary Jane Dawson. Donald
Dirksen, Arline Dischler, Michele Ann
Fearing, Pat Fifield, Vicky Hall, Julia
Hatch, Marjorie House, Jo Ann Henry,
Grace Louise Johneon, Dorothy Moody,
Carmle Linn McComber, Carolyn Jo
McRevnolds, Thomas Nelson, John Ny-
berg, Nancy Anne Quick, David Roy-
eroft, Mary Russitano, Mary Lou Ry-
lands, Barbara Sherman, Raymond
Smart, Heather Stone. Elaine Margaret
Smith, Mary Anne Solomen, Eleanor
Tregre, Jimmy Welsh,

*

Answers 1o QUIZ
1, Repeat from the sign; 2, B-flat minor;
3, Schubert (1797) ; 4, fourdour; 5 a
barmonized stately hymn tune; 6, calan-
do, cantor, carillon, cantabile; 7, a choir
singer; 8, Camille; 9, G-double-sharp;
10, Rondo in D Major by Mozant.
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Prize Winners for Drawing and
Painting

( Please note ties in each closs)

Clasa A, Thomas Yancy (Age 18),
Missouri; “String Quartet” (pen-and-
ink).

Class A, Ronald Decter (Age 17),
Pennsylvanin; Head of Toscanini
i peneil) .

Class A, Nelson Tandoc (Age 15),
Oregon; “Symphony Orchestra™ (pen-
and-ink ).

Class B, Nicki Stamey (Age 13),
North Carolina; “Here Comes the
Band™ (water-color and ink.)

Clnss B, Marilyn Daniels (Age 12},
Kentucky: “Boy's Best Friends"
| water-color) .

Class B, Ann Becker (Age 11), Ar.
kansas: “Kitten on the Keys" (char
conl and pastel).

Class ., Camle Daniels (Age 11),
Kentueky, Chamber Music Group
lpil[f'“..

Class C. Julie Burnham (Age 10),
Wisconsing Child playing flute (pas-
tell.

Brendon Raymond, Massachusetts, and

Martha Miller, New Mexico, might

have won prizes, had they remembered

to give Class and Age.

Special Honorable Mention for
Drawings:

Class A, Anne Marie Camire (Age 17},
Canada: “Blue Birds” (eolored pen-
cils).

Class A, Virginia Nortom (Age 17),
lowa: “Kittens playing duets and
dancing™ (pencil).

Class B, Jan Wheeler {Age 10}, Ken-
tucky: “Minuet” (tempora).

Class B, Betty Andrus (Age 13}, Can-
ada: “The Singer” {pencil).

Class C, Robert Taylor (Age 104, Vir-
ginia. Illustrations for Folksongs
{crayon and pencil).

Class C. John H. Kern, Jr. (Age 11),
Massachusetts; “Dancers” (oils).

Letter Box

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

e I enjoy ETUDE wvery much. Tt s
really something to look farward to. 1
play piano and trumpet and l.]ll}_ twirl
baton, and plan to make music my
career. 1 would like to hear from other

I
“‘;:Ec'cgmf:mu tAge 14), New York

... from the date book of (season 1950-51)

LEO PODOLSKY

Piano Refresher Courses—Class Clinics—Student Auditions
MOVEMBER, 1950—Amarills, Tyler and San Antonio, Tewos; Loke Charles, Lavisiana.

JAMUARY, 1951—Port Huron, Michigan; Jacksonville, Tompa, and Miomi, Florido;
Anderson, Indiona.

FEBRUARY—Arkomas City and Winfield, Kansas; Bremerfon, Washington; Pertland,
Oregon.

MARCH—San Francisco and Loz Angeles, California; Tucson, Arizons; Amarillo, Texos.

MAY—Judging for Matianal Guild of Piana Teachers in Detroit and Allegan, Mickigan;
and in Roleigh ond Wilson, Morth Carolina,

JUNE, 1951—4 to 9: “Workshop" sponsored by Jeanne Foster Studios,
Sandusky, Michigan. 11 to 1&: Allison Music Colony, Way, Missis-
sippi, one-week course for pianists and teachers; for infermation
write to Ted Russell, Director. 18 to 30: Musical Arts Conservatory,
Amarillo, Texas, 9th annval Summer Seminar for students, pianists
and teachers; for information write to Gladys M. Glenn, Director.

Dr. Podolsky, o member of the Artist Faculty of the Sherwood Music
School, has been engaged for the third consecutive year as a member
of the piano faculty of the INTERNATIONAL SUMMER ACADEMY,
THE MOZARTEUM, SALZBURG, fo represent U.S.A.

ST. LOUIS INSTITUTE of MUSIC |
JOHN PHILIP BLAKE, Jr., President

Bachelor of Music Degree in 24 Fields

Master of Music Degree in 23 Fields

Preparatory School Courses

Institutional Member Naotional Associafion of Schools of Music

7801 Bonhomme Avenue S, Lowis 5, Mimourl

COSMOPOLITAN SCHOOL OF MUSIC

'AMERICAN CONSERVATORY

ROOSEVELT COLLEGE of CHICAGO

Applied and Theoretical Music, Composition, Musi-
cology, and Musie Education. Bachelor of Music and
Master of Music degrees.

Bulletin on Request

430 So. Michigan Ave, Chicago 5, Illinois

hool
o B
usic

CINCINNATI CONSERVATORY OF MUSIC
Br. Luther A. Richmon, Dean of Faculty
Estoblished 1867, Operated under ouspices Cincinnali Institute of Fine Arh
afiliated with Univarsity of Cincinnati. Complete school of muisic—Degress,
Diplomas, Certificates—dormitories, 10 ocre campus. For Cotaleg oddress.
Summer Schoel, June 18-Jul

28
Dept. E. T., Highlond Ave. ond Ock 5t., €. M. Benjamin, trar, CINCINNATI 19, OHIO

Preparatory, College, Special, and Graduate Deportments. Courtes leading to
Bachelor of Music, Bachelor of Music Education, Master of Music, and T ar's
Cartificates in Music and Theotre Arts
William Phillips
Deom

Member MASM
Edwin L. Stephen—bgr.. 108 South Wabeih, Chicage 4, ilngis

Clarence Eidam
President

OF MUSIC—CHICAGO

Ofers courses in all branches of music and dramatie art

65th year, Paculty of 138 artlst teachera
Member of Natlonal Asseciation of Schools of Musle
Bond for 8 froe catalog—Address : John R. Hatistaedl, Pres., 278 Kimball Bldg., Chicago |

®he (Jletieland Tnatitute of ([Jusic

Bachelor of Music Degree, Master of Music Degree, Artist Diploms
BERYL RUBINSTEIN, Mus. D, Director 3411 Euchid Ave., Cleveland, O.
Charter Member of the Mathona] Asseclation of Schools of Music
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THE GREAT KREISLER HOAX

{Continued from Page 18)

there just weren't any.”

“How about arrangements of
compositions originally written for
voice or piano, which is such a grow-
ing practice today?™ 1 azked.

“That wasn’t done then,” replied
Mr. Kreisler. “The great exception
was Chopin's E-flat Major Nocturne,
which was called *The Virgin's
Prayer’ in the violin version. There
was also the ‘Zigeunerweiszen® of
Sarasate.”

“What about the ‘Hungarian
Dances" of Brahms?"

“Joachim and Brahms had been
playing them together, and no one
dared to compete with those two
ginnps.™

“That left you with repertory
enough for about one concert-size
program, complete with encores.”

“That was why I resolved to create
a tepertory of my own" Mr. Kreis-
ler leaned forward, his brow fur-
rowed, as if he had reached the
crux of his defense. “I then began
to write music under other compos-
ers” names. I took the names of little
known composers like Pugnani and
Louis Couperin, the grandfather of
Frangois Couperin.

“Not a single composition of Cou-
perin’s was known. Mayhe in fara-
way libraries there were pieces by
him, on vellow illegible manuzcripts.
You had to rummage around to find
them. So with Padre Martini, Nat-
urally, Vivaldi was a hit different.
Bach had made arrangements and
transcriptions and even borrowed
ideas from him, So had others. And
his music was scattered around
everywhere,”

““Was it ever vour idea to
imitate the style of these compos-
ers?™

“Not for one moment did it enter
my head to imitate them. I could
have done a better job of copying
their style if | had intended it. That
wasn't my plan at all. T just wanted
some pieces for myself . . , and [
wrote them. I gave them these names.
| was eighteen then and 1 wanted 1o
be a violinist, not a composer. I
wanted to give recitals and I couldn’t
put several pieces on the program
and =ign them all ‘Kreisler., It
would have looked arrogant.

“So 1 took those old forgotten
names, Nobody knew anything about
it. First 1 brought out a piece by
Pugnani. There = extant only one
little piece by Pugnani.”

“Was there anything in the com.
position that might have given you
away?"

“A child could have seen Pugnani
never wrote it, There was a semi-
cadenza in the middle of it com-
pletely out of style with Pugnani's
period. T played it and it was a huge
success.”
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“What about Frangeis Couperin’s
grandfather?” 1 asked. “How did
you manage to get away with him?”

“I played a ‘Chanson Louis XIIT'
which I ascribed to Louis Couperin.
Not a single note of his was known.
Six bars of the ‘Chanson’ were
authentic. There is a little story at-
taching to them which might inter-
£s1 you.

“When T was ten a Jesuit
priest who was a fine organist and
owned a library of old books and
manuscripts showed me the ‘Chan-
son’ on a piece of old parchment.
The six bars remained in my head
for years. | completed the piece in
my own way and gave Louis Cou-
perin’s name to it. The only advan-
tage I derived from it all was that
I could fill my repertory with what
I wanted and have it sccompanied
exactly as | wanted. Remember 1
was starting. T was only known
among violinists. Te my great aston-
ishment the pieces were a tremen-
dous success,”

“What did yon answer when peo-
ple began to ask vou where yvou had
found these litile pieces?™

“T was stumped. I didn't want to
say | had written them. I didn%t
want to be known as a eomposer,
Finally I =aid: ‘I found them in L
braries and monasteries while visit-
ing Rome, Florence, Venice, and
Paris. They were in dusty old manu-
seripts. [ copied them on my euffs
when they were shown to me hy
costodians," ™

“Didn't they ask vou to name the
libraries and monasteries?”

“Oh, ves, but T told them to go
around and find out for themeelves,
I assured them there was plenty of
material to choose from.”

“Were you the only vialinist to
play these pieces of yours?”

“For a couple of years 1 +was.
Then a colleague of mine asked.
‘Can I have that Pugnani piece 1o
play?" T replied, *With pleasure® I
made a copy and let him have it
Others began asking for copies, 1
asked nothing in return except to
mention in the program that the
piece was brought out from manu-
script and edited by Fritz Kreisler,
with bowing and fingering.”

“How about the eritics?™

“They were calling them “litile
masterpieces,” worthy of Bach, and
so forth. A few violinists called me
all kinds of names for not surrender.
ing them as public property. “You
lend them and then ask them back.
That"s not sportsmanlike!” one eritic
attacked me, saving ‘every artist has
a right to play them." "™

“You must have been really
stumped when the publishers ap.
proached you.”

“l was ready to give the whale

thing away when they did. They
came to me and said, 'Kn::nler,‘ we
must have these things.' I was in a
hole. This time I had to take some-
body inte my confidence. _I told
Schott, the publisher in Mainz, the
whole truth. The pieces were all
mine, 1 said, but 1 didn’t want my
name appearing on them. Schott
agreed.”

“Were you paid very much for
them?"

“He hought the whole set of
twenty-five pieces at ten dollars
each, bringing me exactly $250.
That was all the revenue I ever de-
rived from them in Europe. Later
I sold them to Carl Fischer’s in
America and earned some money
on them.”

“Did Schott profit from the deal?”

“Did he? He made a huge for-
tune from them. Hundreds of thou-
sands of copies were sold.”

“You must have had lots of fun
reading what the critics had to say
about these ‘old and forgotten’ com-
posers. Do you recall any quaint
comments from their reviews?™

] remember one German
reviewer in  particular. He once
wrote ax follows about ‘We
heard Fritz Kreisler apain last night.
He played beautifully, but naturally
his temperament lacks the strength
and maturity to reach the heights
of the Pugnani music.' "™

“Nou didn't write him a little love
note telling him the truth, did you?"

“No, but T did 1ell Eugene Ysaye,
the great violinist, one day that the
pieces were all mine.”

“What was his reaction?"

“He smiled and said. ‘You pig. so
you wrote all these things? Then
why do vou let these fellows run
around playing your music without
mentioning your name? I'd give
them hell if 1 were you."”

“Did you tell any other ecele-
brated violinist?™
s “Jacques Thibaud, and his reae.
Lion was the same as Ysave's. But
I reminded Thibaud that he used
my cadenza in the Beethoven con.
certo without mentioning my name
80 'wrh!.' should the others.” -

“[.d Iilfel to hear more about the
;nur]:h”“]l-mr I;:ing one myself,
ee| at there In '
e o it for the grace of

HIT""'T' me tell you the most
ful mﬁlar!rr_- nt: all. Once 1 wrate a
fE'n: special pieces for a Viennese
recital. ‘l called them ‘Posthumous
Waltzes by ‘Joseph Lanner.' I put
them in the same group wit
‘Caprice Viennois.'
day Leopold Schmid
the “Berliner Taget
i, e el e

'1 . EY were worthy
of Schul s saj
b bert, he sald, How dared 1
‘é:'::?:: T"}i.r::::}--]i“_le salon piece,

nnois” with such gems?
) *Shall I tell you what lh{“-f_" l!I”__‘l.—
wmous  Lanner Walizes®
They were my own

me 3

beauti-

! h my

The 'u"uhinﬂ_

L, the critic of
=

latt,” accused me

were?
*Licbesleid *

‘Liebesfrend,” and ‘Schoen R,
marin.' I wrote to Dr. Schmidy, |
said T was pained, but 1 feh o,
pelled, for once, to say that he wy,
‘not devoid of tactlessness’ himse|
I was terribly sorry, but if the Lay
ner pieces were ‘worthy of Schuber '
then I was Schubert, because | by
written them! The letter was g
primed everywhere,

“Now den't you suppose critis
and musicians who saw that ey
would have said to themselves:
this i= so, then the same thing mus
be true of the Francoeur, Couperin,
Vivaldi, and Pugnani pieces' A
they had to do was look at the pieees
themselves and read the inseription,
which almost gave the whole thing
away.”

“IDid no ene ever ask you paing.
blank whether you had composel
those pieces yoursel[?™

“Not until my sixtieth birthday,
1 was in Vienna. Yehudi Menohin
was playing at the Brooklyn Acad
emy of Music. Olin Downes, the
critic of the New York Times, wu
on the program as lecturer and com
mentator. Mr. Menuhin was paying
me a tribute by including several
of my pieces. Mr. Downes wanted
material for his talk. He came w
see my puoblisher Fischer. He tald
him he wanted information abou
the mysterious ‘classic manuscriph
and the changes 1 had made in my
‘arrangements,’

“Fischer hemmed and hawed. He
told him he wasn't a hundred per
cent sure himsell, Mr. Downes in-
mediately smelled a story. He sad
to Fischer: *There's more here thas
meets the eve.' He cabled me b
Vienna for the information.

“That was really the very bt
time | was ever asked directly. |
did not want to lie. Sa 1 cabled
back: ‘I composed them all myeeli
and gave my reason: | had peeded
program material and thought i
unwise to use my own name The
story appeared in the New York
Times. That started the avalanche”

Mr. Kreisler picked up a ooy
of his Concerto in G l.'l.'l.& '-Iﬁtﬂn"Iia
me to come over and inspect it with
him. He conceded that the thems
of the first and third movemest
might be rightly termed “Vivaldis"
in style, Then he pointed to the sué
den harmonic changes in the
movement. These, he said, wese
strictly Schubertian and Berlionis

“Tt should have been obvicos ¥
anvone studying the score carchully
that the rest . is Krrigkr,ﬂ he ™
marked,

“You may be right” 1 said, it
on behall of my fellow critics
musicians the world over, 1 like
feel that even Antonio Vivaldi might
have been fooled.”

“Or Fritz Kreisler himsell” be
replied smiling, “that is, il sest
one else had discovered the convert®
among ‘classic manuscripts’ I 2
monastery,” THE W
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HOW TO GET STARTED ON YOUR CAREER AS A PIANO TEACHER

arity. Everyone who comes helps
you get students.

“Haye you forgotten your own
weacher? He may gend you new
sudents and allow you 1o use his
pame in advertising. Some teachers
ke graduates into their studio as
gasistants. This is grand experience,
put will delay you starting your
own class,

s that brilliant graduation recital
going to waste? Why not repeat it
while it js still fresh in your memory
wherever you want a class. Notices
in vour local newspaper, your church
tulletin snd at vour clubs will help
pet an andience. Everyone who comes
helps you advertise. And be sure
1o put & note on your printed pro-
grams giving your phone number
and stating, “Students  Accepted.”

“What do T do with them when
gudents come?™ you wonder, With
ill the help there is to be had, that
s pasy.

(b there goes the phone. Have
you a “woice with a smile?” Does
the parent complain of the former
teacher? Of course, that is why she
is changing. She is being a big help.
Her complaints tell vou what to
swid and what to be particular
shout. Have yvou noted them down
on your file card? Did you put the
stadent’s name, age and phone pum-
lier on the top line? Address, grade
in school and appointment go on
the next line.

Don't forget the birthday, if you
wint to make a hig hit by zending
¢ hinthday card!

A list of books studied and the

(Continued jrom Page 12)

number of lessons taken will help
you in planning the new student's
course, Has he a notebook of lesson
assignments from his former teach-
er? This shows what he has had
and what he has missed.

It may save vou from guessing
wrong in the selecting of a new
book if he brings his last books and
pieces 1o play for you. I the child

has not made progress, you can take
him out of his old book and put
him into the same grade of Schaum.
Thiz series i= =0 easy he will =o0on

finish one hook and start another.
He measures success by how fast
he finishes hooks.

The student has had no lessons?
You can introduce him to musie in
easy steps he will enjoy. See the
lovely hooks for the youngest begin-
nere? “Teaching Linle Fingers To

- Play"” by Thompseon starts with mid-

dle C, then five notes up and five
notes down. A student can easily
name the notes, then count. After
this he loves to sing. A star on his
notebook works wonders when he
brings a good lesson.

How to start the lesson for those
who have had lessons before? Scales
limber up the hands and collect the
student’s wits, we hope. Chords and
arpeggios follow naturally, Now,
what about the lesson practiced last
week, or the last one with his for-
mer teacher? Does he race through
as though he were haunted and play
loud enaugh to split your ears? Has
he ever thought how it counds? No,
only how fast he ean go and how
much noise he can make! Red pencil

rings around expression marks mean-
ing zoft (P) warn him 1o ealm
down, and blue for those loud ones
(F) may make him listen to his
music. He will pay more attention
to correct fingering and counting if
it is written in colors,

Now for nmext week's lesson. He

. will remember what vou tell him if

you write it down in his notebook.
His parents can see what he has to
practice, If you study dificult pas-
sages with him, hands separately at
first. marking fingers and counting,
he will make good progress and not
practice wrong a whole week. More
important, he will learn how to
study. Fasy sections will then take
little time.

Save until last, his new piece, the
most fun of all. This “dessert™ part
of the lesson helps arouse his flag-
ging attention when he gets tired.
Now is the time for sight-reading,
new and easy.

Students like to choose a new
piece for themselves. Tt will be much
harder than vou would select, but
they will work much harder too.

What about the student who wants
to skip a lesson, because he has not
practiced? Don't let him. Take up
instead the review work you have
little time for in a regular lesson.
Review scales, chords, arpeggios and
the study book. Often pieces for-
merly memorized slip away and need
to bhe “dusted off.” Sometimes the
student has not practiced because
he needs help with some difficulty,
so give him a practice lesson. He
may be just discouraged, so be jolly

and give him ecasier Ih‘ings. Keep
it fun, easy and interesting.

Books? The music stores are full
of them. For brilliant students, the
Thompson books are excellent. At
the back is a page outlining a course
of study including techmique and
pieces.

The John Schaum books are most
fun of all and take music by easiest
possible steps. They are a lifesaver
for the new teacher, as well as for
the student who finds music difficalt.
He gets a new book often. Have you
seen the newer books by Michael
Aaron, and Bernard Wagness? Ken-
neth Aiken has written an easy book
of chords called “Modern Technic,”
a help to those who play popular
music on the eide for the “gang.”

You should see what the ladies
have written! Leila Fletcher, Ella
Ketterer, Lonise Robyn write pretty
things, Ada Richter has simplified
Gershwin, Romberg and Victor Her-
bert for you.

But what if you live far from a
music store? Did vou know all the
music in the world is within your
reach, no further away than the
corner mail box? Just drop a card
to any of the music publishers, and
you can get catalogues, books and
music to examine in your own home
at vour convenience. Ask about “On
Zale™ and “On Account” privileges,
lists of books on how to teach piane,
and professional cards and signs
for your house.

Once you know how to get stu-
dents and then what to do with
them, you can go forward with con-
fidence on this great new adventure,
As the Chinese say, “A journey of
a thousand miles begins with one
step,” so let's get started! THE END

ADVENTURES OF THE TRILL
{Continued from Page 22)

be a minor semitone. It follows, like
all trille, the rules of 1.

3. The Half Trill: This is one of
the firt two trills, executed more
rapidly, and must be detached soon
after it is heard. It is especially
suited to lively arias, and gains in
charm and brilliance if ended with
a picchettato or an echo picchettato
clsure,

4. The Ascending Trill: The voice
trills while sscending and pliding
from ecomma to comma.

5. The Descending Trill: The
viice trills while descending and
gliding from comma to comma.

Both glissando trills {4 and 5)
are rejected by Tosi as poor taste.
Such skill must have sounded dis-
cordant, if we consider the nine
commas of the major second and
the five commas of the minor second.

Instead of Tosi's glissando trills,
Mancini, in 1777, later Garcia, in
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1841, and many others evaluated
most highly the ascending and de-
scending trills executed in perfect
tonality over scales—over cI!.t!:mltIc
scales (Garcia) or over _dmiunie
scales (Garcia and Mancini).
Besides, short and extremely rapid
ascending scales of trille were often
inserted during the progress of a
romance and were seldom missing
in the closures of trills 1, 2, and T.
Such a minute, trilled scale was
called volata (flight). iSﬂhHlM
{Tenducei), the Handel singer |..nd
Handel conductor, could not do with-
out volate, Flights were also much
in vogue with Mozart singers, but
there is no place for them today.

6. The Slow Trill (False Trill):
It i trill 1, or trill 2, executed
slowly. For Tosi it is nothing but
an affected tremolo—an unsteady
tone. La Cassagne (1766) calls it
more correctly a “false™ trill, h—
cause it i= no trill; it never throbs;

it quavers and trembles. When best
executed it is a rhythmical chain
of half turns with upward movement,
and is used often by those who are
not capable of trilling. To cultured
gars it has always sounded horrible.

7. The Double Trill: This is exe-
cuted by breaking up the trill with-
out taking breath and inserting a
few embellishing notes between its

- gections, which suffices to make two

or more trills of this one trill, be
it major or minor. It was sung very
smoothly—dolcissimo; all old mas-
ters advised using it rarely. It best
suits nowadays a soprano’s notes
above Di as replacement for a sin-
gle long trill. Much care was given
to its closure, which—as already
mentioned—mostly consisted of some
volate. Maneini, who had suceess-
fully taught eight archduchesses to
trill, insists that it should be pre-
ceded by o long messa di voce on
the real note. Farinelli always pre-
pared it in this manner, and so did
the Mozart singer Vincenzo Prato.

8. The Mordent Trill: This is the

ghortest of all wrills and had to be
sung as quickly as a volata. It was
never prepared. It should not be
confounded either with the real
mordent of Bel Canta’s time, which
according to Maneini is a throbbing
between a real note and a helping
note half a tone below, nor should
it be confounded with the mordent
as we understand it, which is noth-
ing but a simple, double or triple
half turn with downward movement.

Half trill, double trill, mordent
trill, and volata were considered
fragments of the trill

Our modern compositions know
trills, although they do not overflow
with them, And no artist will end
a note signed *ir” with a closure
if the modern composer has not
marked it so.

The style of music has entirely
changed since the triumphal proces-
sion of the trill, but today, as al-
most & thousand years ago, Guido
Aretinus' wise advice concerning the
trill should be followed: “Avoid it
if yours is defective!™ THE EXD
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MAURICE DUMESNIL, Mus. Doc., advises
readers on practicing two scales at once and
on the advisability of studying popular music.

MODERNISTIC SCALES

Recently my teacher told me to
practice the seale of C Major with
the right hand, and the C.sharp
Major Scole with ihe left hand at
the same time. [t sounds very bad
io my ears and | am puzzled, Do
you think it is advisable 1o prae-
tice scales that way?

—(Miss) L. E. W., Oklahoma.

So this sounds strange to vour
ears. Well, it isn't any more dis-
cordant than what we cuorrently
read in new musical publications,
or hear in concerts and over the
air. If you persist in this practice
vour ears will become accustomed
to the queer sounds of those con-
seculive minor seconds. Is it ad-
visable to do s0? Why, certainly,
and here’s the reason: musically
and mechanically speaking, this
process is “against the grain,” it
“rubs the wrong way™: therefore
it is valuable, becauze in order
to overcome this unusual difficulty
one must develop great flexibility
of muoscles and brain, After all,
it's only one more application of
the old saving: “He who can do
most, can do least.”

But I would go further than
these contrasting Minor seconds.
While one hand plays the C Major
scale, why not play all ather scales
with the other hand, including the
Minors. (Interesting, this fight be-
tween Majors and Minors!) Then
vou can use any key for youor basic
scale; use the C Major fingering
everywhere, regardless of black
keys and awkward positions; or
use it only in one hand, with the
normal fingering for the other;
play three against four {one hand
going up three octaves, the other
one four) ; cross hands; and never
forget that “variety” is the essence
of effective practicing.

Naturally, the above is not rec.
ommended for the early grades.
But ambitious advanced students
will find it very profitable indeed.
After some ten minutes of “paly-
tonal™ practice, just try a plain
scale for fun: vour fingers will
fairly fly over the keys!
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C FLAT, PLEASE

I have heard different pianists
play the “Golliwogg’s cake walk™
by Debussy, and I play it myself.
Now, | would like to know about
the left hand on page 4, second
line, lust measure, ﬁr;t beat: 15 i
B-flas, D-flat, C-flat; or should this
last C flat be a B-flae? | have heard
it both ways. Which is correct?

—Miss M. 1. €., Peansylvania

I am glad you sent this ques-
tion, for this same experience hap-
pens to me constantly. The con.
fusion arises from a misprint in
the original album edition, repro-
duced ever since by others, But

* let’s refer to the greatest authority,

Debussy himself. He played the
C flat. Do likewise!

DOES HE LOVE MUSIC?

! come to you for advice con-
cerning a thirteen-year-old boy.
He has studied with me for three
years and shows talent and dex.
terity, However, he dislikes prac-
ticing very much and seems to lack
any desire to learn to play. He
agrees, under protest, to take les-
sons because his mother insists,
Would it be better to advise the
parents not lo give the boy lessons,
or start giving him materials for
recreafing his interest and rekind.-
ling a desire within him to learn
iy p?ﬂ}'?

—Mrs. A. B, F., Virginia

Your question is a difficult
one to answer, but perhaps 1 am
qualified to do so as I look back
upon my early years and remem-
ber the hard time my mother had
trying to have me go to the piano.
But now let's get to the point: |
hated practice, yes . . . but 1 loved
Music! I sat nearby when my
mother played; 1 went to hear the
military band on the square; I en.
joyed the organ and the choir at
church on Sunday. And it wasn't
s0 long until | realized how enjoy-
able practice can become,

Were I in your place | would
try to determine where this young-
ster stands as regards Music, [f

the reaction is favorable, then try
to stimulate his desire by giving
him suitable arrangements of the
tunes he hears at the picture show,
or over the radio. This might work
out very well. On the other hand.
should you come to the conclu-
sion that his makeup is decidedly
opposed to anything musical, then
it would be useless attempting the
impossible, for nothing can be at-
tained without the enthusiasm
which kindles the artistic Hame
and keeps it burning.

IS “BLUR" IN ORDER?

Would you tell me if Ravel's
music must be played like De.
bussy's, and if one can use as
much pedal as in the latter's piand
compaositions? Is there any book
and are there any rules dealing
with the above?

—W. N., Washingion.

Your question cannot be an-
swered with precision. All de-
pends upon which works vou have
to deal with. In “Le Gibet™ for in-
stance |from the "Uuhpitni de la
Nuit” suite) you can use the same
pq:llu]jrllr: and ;.Eu‘m'r.'ﬂ “hlurred”
approach as vou would in De.
bussy’s “Violes.” On the other
hand, the last movement of Ravel's
Sonatine must sound erisp and
clear, as must also Debussy’s “Toc.
cata,” the "'||.r..'|||1--1:||||~,"
and many others of his composi-
tions, There are altogether 100
many people who, when the name
of Debussy is pronounced, put
their feet on the two pedals and
let them stay put while their fin-
gers hardly touch the surface of
the keys. Let's make it clear: such
a concept, applies only in occa.
sional—almost exceplional—ceases,
To exaggerate would be plainly de-
ﬁlrlll'ti\'(‘: .-"ullil | kllnl-'n. ui (§TH] iunuL
which can clarify all instances.

Summing up, the use of boih
|:=-:|:-ai.- should be governed by the
performer’s ear. He should listen
carefully and act accordingly, for
remember: it is impossihle to rely
on the same touch or pedalin
all pianos and in all
halle. Acoustical conditions vary
from one to another, and one's
playing must he adapted.

T}IP abave reminds me of an
l:'IEl'IlL'Et teacher who came
y Pl £ 1ed that ,'1.|| he

ul to start he ¢ rept under

second

& on

rooms or

lo me

the piano, laid his copy oq the
floor; then as I went on he markey
every motion of my feet. But ther,
was a “fly in the ointment”: <y,
friend, I'm afraid you've lost you
time,” 1 said, “for if we po noy
to my other studio vou will find
that your pedaling notes dog}
hold good any more,”

That day he gained a cleary
vision of the pedaling problem

POPULAR MUSIC

Will popular music, which |
have studied for a year, spail
other music which | still spdy?
Popular music helps me with my
old music very much. It comes
natural to me and | get a gres
deal of satisfaction from it My
teacher said | have a wonderiy
ear Jor it, and don’t have to cogn
aloud either when playing it, con.
trary to what happens when |
play classical music and she insiss
she and | count together, which
confuses me and results in a poos
lesson. However, when ot home
and counting to myself alone |
have no trouble, Shall | continge
popular, and counting aloud?

—(Miss) E. 0., lown,

Let’s  divide your
inle lwo sections:

1. I do not believe that the
study of popular music spoils the
performance of the classics in the
least. 1 loved to play some myself
vears ago and | never noticed that
it did me any harm. However,
some teachers fear it might keep
students from the more
serious reperioire and eventually
damage both their technique and
sense of appreciation, Fach 1eacher
should find a middle-of-thews
course which, while preserving the
student’s

question

away

musical welfare, will
bring him the satisfaction of yidé
ing 1o inclination.
2, Counting is |.|1||i_niw'|1u115r'
You say that at home vou da il
satisfactorily but when the teacher
counts with you, you get confusel
.-"tr:- VOou sure “|-|,.-" vou are |_l|
vourself Vo actually couanl ™
time? So many students think they
counl. -]-Ilr'!. 1...1_'. they do 4I1|.|:i-'l
fact, they really do, but their beats
are out of time! Possibly that®
why vour teacher’s counting alons
side confuses vou. be au.u; I take
it for granted he i=n't WIong.
My  supeestion is that when
practicing alone. vou check #
your time with a metronome
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tions and ;’%\m‘urers

Conducted by KARL W. GEHRKENS, Mus. Doe.,
Music Editor, Webster's New International Dictionary,
ﬁ]ﬂ Pruf. RUEERT A. THELCHLEH. Uhl‘_—’r“n {:ﬂ”!?ge

AN UNUSUAL SIGN

® In studying the Six French
Suites by Bach, the Kalmus Piano
Series, edited by Hans Bischoff,
my teacherpointed out an unusual
sign fo me. Since he does not know
the menning of this sign, nor do
any of the persons whom he has
asked, we are very curious about
its mame and meaning,

It appears rather [frequently
throughout the Suites, over the bar
lines wmally; it sometimes pre-
cedes inverted mordents, and at
other times it is used alone. [t first
ocenrs in Suite I, in the Courante,
measures number three anmd 15,
and looks like this: =

Would you be able to help us
solpe this problem?

—Mizs B, Z., Maryland

Your question is a very inter-
esting one. This sign has evidently
puzzled many musicians, for quite
a few people have asked me about
it, but until your question arrived
I had never bothered to trace down
the real answer,

I had supposed that this sign
was a “misplaced appoggiatura”
and after consulting the Bach-Ge-
sellechaft T felt confident that 1
was right. This symbol is one of
several that were used in the Baro-
que Period to indicate the appog-
giatura, but it was always written
right next to the principal note to
indicate the pitch of the appoggia-
tura note; it did not appear any-
where on or above the stafl ae it
does in this edition. In the Gesell-
schaft this sign always appears
nest to the principal note, as it
should, but the use of this symbol
in the Kalmus edition i=s nol con-
sistent with its appearance in the
Gesellschaft, .

All this puzzled me greatly, and
so before | prepared an answer
for you 1 wrote to Mr. Kalmus for
an official explanation, and he has
very kindly supplied the follow-
ing;

“The symbols in the third and
fifteenth bars of the Courante of
the ‘French’ Suite No. 1 mean the
same, namely an appoggiatura of
the upper second. The execution
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would be something like this:™

MEASURE & Wiitieat

I am sure that this explanation
is exactly right, but it does not
account for the promiseuous plac-
ing of the sign nor its addition or
subtraction from the Gesellschafi
version. Why it does not appear

in this edition as it does in the |

Gesellschaft 1 do not know. In the
Gesellschaft the placing of the sign
always indicated the pitch of the
appoggiatura note. Since the plac-
ing of the symbol in the Kalmus

edition gives no such indication, |

[ believe the following general
principles for the interpretation
of this sign will hold:

1. The nppugginturﬂ note al-
ways moves stepwise into the prin-
cipal note.

2. 1f the note immediately pre-
ceding this sign is above the prin-
cipal note, the appoggiatura note
will be either a half- or a whole-
step above the principal note.

3. If the note immediately pre-
ceding this sign is below the prin-
cipal note, the appoggiatura note
will be either a half- or a whole-

step below the principal note.

1f vou have access to Volume 45
of the Gesellschaft, 1 would sug-
gest that you study it very care-
fully. that you place this sign in
vour hook just as it appears in lh_r.
Cesellschaft, and then interpret it
accordingly. But if you do mot
have access to the Gesellschall and
are hesitant to follow the above
directions, | suppose the safe thirng
would be just to ignore the sign
| believe that this sign
does not appear at all in other Ed!-
tions of the French Suites, so .1{
you choose to ignore it you will

entirely.

not be really wrong. _RM.
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REFRESHING LITTLE PIANO SOLOS

jﬂl' Summer Z/.’it?

Grade 1

110-27823 Ducks on the Pond = . .. _ . . . Arant .30
(Boys, L. H. Melody)

130-40234 Glistening Glider : Hopson .30

|Easy, Hands cross, Moves over anb;nur;:ll
110-40000 Happy Little Wavelets

Fald s Stairs .30
(Words, L. H. melody, Key F, 3} time)

110-274&] In @ Cance . . ... . ; Gilbert .30
(Legato, Waltz)

ORI DO R A it et e e LN 230
(Broken chords)

130-41071 A LitHe Prelude ... .. . ... .. ...... .. Wigham .30

(Single notes, Phrasing, Independence of fingers)
110-40037 Mister Hop-Toad . .. . .Robinson .30
[Staccate, Key of G, 4/4 Time
| 10-40052 Neodding Buttercups
(L. H. melody, Easy chords)
130-41069 Now It's Time to Run and Play.
(Staccato, Key of F, 4/4 time, New)

Stairs .30

Wigham .30

110-27822 Pretty Little Daisy Lewis .30
(Five finger position, Easy, Key of C, 3j)

130-41073 Rain on the Leaves f s e s e« RomysOT .30
[Arpeggies, Interesting harmony, Adults, New)

110-27910 The Rooster's Serenade . Light .30
[Melodious)

110-40096 The Sea Princess Hofstad .30

(Words, Both hands seldom together, Key G, 4/4)

110-27945 Song of the Swing Light .30
(Easy chords)

110-27785 A Summer Morning .. .. ... .. ... . . Light .30
(Style, Easy chords)

110-40029 Summer Time s . Stairs .30
(Words, Five finger position)

130-40505 Thistledown ; . .Bragden .30
(Independence of hands)

Grade 12

130-41050 A Meledy of Long Ago Nerrall .30
[Legato, Modern, Phrasing, Easy chords)

110-40131 On a Double-Decker Bus .= | Richter .30
(Words, Finger technic, Key of G, 4/4 time)

110-27450 On the Scooter . il Hopson .30
[Crossing hands)

13041044 Pony Ride ...... .. ... ......... .... date s 30

(Weords, Phrasing, ﬁfs.ﬁma.:l t
110-40045 Red-Winged Blackbirds = : Stairs .30
(Words, Staccato, Legate, Pedal, Key F, 4/4 time)

iy

Grade 2

110-40128 Choose Your Partners

(Staccato, Arpeggios, L. H. melody)
110-40130 Cowboy on the Trail

(Words, Chords)
110-27956 Drums From a Distance

(Repeated staccato fifths in L.H., Indian)

Milligan .30
.Richter .30

Stevens .10

110-40127 Happy Holiday Tillery .30
(Pedal, Rhythm, Phrasing)

110-40151 March of the Scouts Ketterer .30
(Boys, Rhythm, Easy chords)

130-41070 On a Hayride Stevens .30
[Staccato, Legato, Felk melody, Style)

110-40152 The Merry-Go-Round DeVito .30
{Descriptive, Humorous, Chords, Rhythm)

110-27970 Wagon Trails Milligan .30
(Easily memorized, repeated L.H. pattern)

130-40132 The Winding River Bentley .30
[Style, Arpeggios)

Grade 22

110-40153 Barn Dance DeVito .30
(Folk tune, Rhythm, Scale passages, Adults or
children)

110-27964 By a Quiet Stream Dungan .30
(Interesting harmony, Pedal, Phrasing)

110-40149 Sweetly Sings the Brooklet Ketterer .30

[Legato, L.H. melody, Finger technic, Hands cross
130-41068 Merrily Over the Waves We Go Wiqi!cm 30
|Pedal, Hulndl cross, L.H. melody sustained vs. R.H.
passage playing, New, Key A, /8 #
110-40144 Rodeo Round-Up ; . Burnam .30

(Pedal, Lively, Glissandos, New, K /4 ti
110-40147 Speed Boats B i *ammm 3o

(Hands eross, Staccate, New, Iniérln:iinq thirds)
Grade 3

110-40056 Blue Hawaiian Moon
[Chromatic passages)
130-41038 Candle Light
(Chords, On three st
130-41054 Carefree Feapi: o

(Grace notes, Phraosi :
11040048 Frolicking Waves " < o Thrds)

King .35
Huerter .30

Browning .30

J5
(Pedal, Small groups [ I i
130-41030 In an English ‘H‘iﬁu;i A Pa 30
i {Dance form, Staccato, Passage playin | ke
1074 On Swan Lake 0% Wigham .30
(Chords, Pedal, Phras; o

110-40150 Valse Melodique e, MUH‘E: terer .30
(Arpeggios, Chords, Pedal, Phrasing) ‘
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MUSIC BOOK SUGGESTIONS
FOR THE MONTH

pASTELS FOR PIAND by Guy Maier
41040182 i i b s bl O

Twenty nine charming, impressionistic tone pictures, designed for
smdy and relaxation. Many of these S?Ewhtum h_m'f: %:een composed
by Dr. Maier. The Wayward Brook, The Sounding _bc:a, Santa '{fﬂr-
para Mission at Sundown as well as others plus artistic adaptations
of the classics and lieder. Schubert’s little Ll_um'n but Inj.unly The S.ff.lrs
und Brahms’ The Roses at Evening contribute to this outstanding
collection—all reflecting the contrast and varied color which one
expects from Dr. Maier. Grade 3.

MY WEEK IN CAMP
43040057 Sl e, b T

Girls and boys both will enjoy these interesting and descriptive stuil-
ces for second grade. Each has words and an appropriate title. Defi-
pite technical values, such as developing independence of hands,
arpeggios and crossing of hands are most cleverly concealed as recrea-

tional subjects.
AROUND THE YEAR WITH MUSIC—SUMMER

41040114 . LR

Dancing Butterflies, The Garden Swing, Lawn Dance, Summer Dawn
are a few of the fifieen sprightly titles selected for their seasonal
A summer stimulant in grades two to four—to be taken one

half 10 one hour a day! [}

FAVORITE PIECES AND SONGS by Mary Bacon Mason
430-4 1005 ! .o 100

Adapted for use in classes and with individual pupils, this book is
aimed 1o foster a real love of music, widen the range qu reading,
build rhythmic semse, give strength and control to the hngers. and
im‘rra.arrpmrtirul knowledge of keye, scales and harmony by con-
secutive study in one key at a time, The first 32 pages conslitule
minmim rﬂiuin-nu*ntu-- o octaves, hard chords or intricate finger
work, The remainder consists of supplementary pieces, studies and
duels for recreation, recital or reading. Grades 2 to 215,

FIFTEEN RECREATIVE ETUDES by William Scher

43041001 .. <50

A group of supplementary studies for second and third grade ﬁl.l.!.llt"lﬂ:::.
Emphasis falls upon alternating right and left hand scale Imiﬂgjt-?
thythm, legato and cantabile playing. staccalo, broken chort 8, e t
hand development, chord and pedal work, chromatie scale passages.
and interlacing triads.

by Bernard Wagness

THEODORE PRESSER CO. E-6.51
- i - Enclosed $

] Charge to my account

——_430-4100| Fifteen Recreative Etudes . ...........- .$ .60
430-41005 Favorite Pieces and Songs. . ........---- 1.00

— 410-40182 Pastels for Plana . . ... ... ceceieeinn ;!'5'

—430-40057 My Week in Camp .

41040114 Around the Year With Music—Summer. .60

Ly * Lil
copies of “Piano Briefs”—our new

Pl
ease send me __or Higher Grades

thematics in Grade 1 to 214,

NAME. i rreeass
X1 T G P oy . MR BRI L sl

i please print clearly)
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My Faults in Piano Playing

are These . ..

Use this handy check list to get
the most out of each piano lesson.

By BERNARD KIRSHBAUM

make stops here and there.

1. 1
2.1 don’t play in time.
3. 1 have little expression,

I stumhble and repeat noles,
5. Sometimes | forget my notes.
6. 1 don't have good rhythm.
7. One hand drowns the other's
melody,

8. | play faster and faster.

9, The damper pedal blurs my
naled,

10. 1 forget the mood of the
piece,

11. I don't strike all the notes.
12, 1 don't phrase well, and the
staccato toucl gives me trouble,
13. Crossing hands mixes me up.
14. My touch is not as firm and
sing'ng as 1 would like.

13. | often =trike wrong notes.

THE REMEDIES

1. Practice and memorize the
difficult mea=ures,

2. Count aloud to be sore each
note gets its troe value, Learn to
feel how long to wait on each
note.

Practice waiting that long.

3. With colored pencil put a
light circle around each expres-
=i S,

Try 1o Imagine how the notes
would sound if vou played them
just as the expression sign in
the eirele tells vou to. Then play
them that way. I you don’t know
the meaning of some of them,
ask vour teacher.

4, Go back a measure or two
and practice until you can go
through without stumbling.

5 It's risky te memorize a piece
by just playing it over and over,
fur the slightest accident can
throw the fingers out of control.
Analyze vour music, Know which
measures are alike and what
slight changes occur in parts that
are almost alike.

Then practice each part as a
geparate unit. Correct fingering
will give vou added assurance.

6. Notiee differences in rhythe
mic patterns (2ee cut},

Tryv clapping them. Count aloud.
and feel a steady pulse as you
practice.

g Frr ey
&3 48

T« Play the melody with a firmer
touch, and lighten the other hanid.

8. You pick up speed because
your are not feeling a steady pulse,
Clap the rhythmic patierns, Ac-
cent the main beats, using heavy
or light aceents aceording 1o ex-
pression signs. A melronome s
a good check.

9. Pay attention to pedal signs.

10. Listen to a good perform-
ance of your piece, and try o
feel what the composer was try-
ing to express, What yvou feel,
you must work to make others
feel when you play. Make up
an imaginary story to fit the mood
of your picee, if you like, It will
help create the atmosphere.

11. Strengthen your fingers In
practicing  exercises  reguolarly.
Whenever possible. try out a
piano  before plaving on it in
public,

12, Practice phrasing exercizes
anid concentrate on proper use of
wrist and finger tips

13. Be sure which hand goes
over or under the other. In broken
figures, block the ehordal outline,

14. Develop yvour “inner ear™ for
tone by listeming (o coneerd
artists, noting tone standardg [
different types of compositions.
Practice exercises in cach type,
and work to improve vour ex-
prression,

15. Use the ﬁrlpc:—'inp: YT
teacher or the editors have
marked on your music, even il
your own feels more comfortable.
In complicated paszsages, prac-
tice hands separately at first.
Check the notes you are plaving
against the printed page to be
sure your ear i=n't letting vou
prefer a beautiful major-conson-
ant eombinstion to & minor, or
dizsonant sound, intended by the
COMmpeEcT. THE ExND

il




WHERE SHALL

I GO TO STUDY?

PrivaTe TEACHERS (Mew York City)

MME. GIOVANNA VIOLA nuwy

HANS BARTH

Yacation—=Stud

fer full information 1o

¥
b.day Refresher Courses for Ploso Teochars E
and Pianists, beld ot tal = h g » # e
resarty Juna Tn"!-ep?emnb:r,n iﬂmN:':' Y:I:*:l':: mu‘fﬂrﬂ' -8230 Man., Tues., Wed., Thurs,
other stofes, olo private |enoas. Send postal i Ave.

Route &, Box TEW, 5. Jocksoaville, Florida

Dromatic Soprana
Teacher of Singing—"Bel Conta™
Exparianced Evropsan frained Artist
Gt e paniacevent ek Radle
r wvalca pr ction, eCt
" afective singing

New York Cily

HELEM AMNDERSOMN
Concert Planist
TEAINING FOR PROFESSIOMAL CAREER

Tore, Interpretofion—Moster's Techniqee
Speciol Courvea for Teachery
and Maon-Profestionals.,

fed W, Tind 58, N, Y. C.

Tel, SC 45385

MARY BOXALL BOYD
{Pupil of Laschefizky)
Fianist—Teacher—Coach—Progrom Building
Summer Clagiss
Addrass—Stelnway Hall—Nola Studiss—
113 W, ETth 5., Mew York City, M. Y.

EDWIN HUGHES
SUMMER MASTER CLASS FOR
PIANISTS AND TEACHERS
JULY 9—AUGUST 11
138 West B9k Street, New Tork, N. Y.

(FRANK) (ERNESTO)

FRANK WILLGOOSE

Piano Instruction
Especiclly directed to on effective musical ap-
prooch to the very young.

Maony years of success in this fiald,
Teachers ore jnvited for consultotion, either

persosally er by mall, regording child studert
prablems.

Address=29 Prime Avenus
Huntingtoa, Long liland, M. Y.

Private TEACHERS (Western)

LIVERETTE OPERA ACADEMY

Lecla Liverstte, Dir.
Sameiloff's Bal Canto Method
Write lar [nformation:

1833 W. Pico, Loz Angeles & Calil,

HAROLD HURLBUT
Singers who have studied with him includs
NADINE COMMER HOWARD KEEL

Jomes Parpell Henry Cordy

¥Yoice—Piana

1040 Pork Ave., Mew Yark
Tal. Afwater §-7470

LA FORGE-BERUMEN STUDIOS

Among thote who hove ttudied with Mr, Lo
Forge are: Marian Arderson, Lowrafce Tibs
batt, Richard Crooks, ond Mma, Mafienoger,

EDWARD E. TREUMANN
Concart Planlst—Artist-Teacher

kowiki ond Joseph Hefmana,

Tih Ave., New

Rocommandad by Emil Yos Saver, Mortiz Mesz-

Studio, Cornegle Holl, Suite BIT, 57th 5t of
ork City  Tel. Columbus 5-4157

ALMA FAUST BS. Music Educotion
Flano Teocher
Learn fo Teach or Play for Pleasure

Sommer Coursa: Juky wgust 2
500 West 111th, [Corner Broodway)
Maw York 25, M.Y. MO 2-ETH

WILLIAM FICHANDLER

Fianlst, Compoter, Teacher
314 West T5Hh 55, Maw York Su-T-3177%
Recant Compaositions bilthed by
G. Schirmar, r:

CRYSTAL WATERS
Slager ond Teocher
Concert, Opara, Stoge, Radio, TV,
Many famaa students,

rite for circulor

W
405 East S4th 5. New York 22, M. Y.

RICHARD MeCLAMAHAMN
Motthay exponant, formerly his repreisabative,
Private Lestons, Teochers Coursen, Forums—
Summier ciou=—=S5cuthwest Harbor, Me,

B0l Stefnwoy Bidg., M.Y.C.
(Twws.<Fri} Cl. &8930, other days, KI. 98004

CECILE JAHIEL
Concart Pianitt=Comperer
Is# prize of the Paris Conservatory
Formar pupll of Cortot and Rovel
Maoster clomses for concert pioniste.
L Frivate letsons,
Ragister now for summer classes.
18 Eowt THth Strest Maw York City, M. Y.
REgest 7-7000 or RHinelander 4-1589

Artists Diploma

ond othors of stoge, screas, opera and radle

Res. 2150 M. Beachwood Dr., Hollywood 18, Calif,

JEROME D. ROSEN
Viohin Recitoli—Artistic Vialin lretruetion
Founder “Ancignt String Instrument Emsamibls™

Fueli
508 Dalmar Bivd. II!:l'.l'f;s N. Kirkwood Read
56 Lowls 12, Mo, Kirkwood, Mao.

EDNA GUNNAR PETERSON

Concert Pionist—Artist Teacher
1% So. Horvard Bivd, Los Angeles, Calif
DU, 32557

ISABEL HUTCHESON

Refresher Course for Piano Teachars:
Modars Plana Technic: Conching Concert Pianisty
Groap Work: For further information oddrsss:

Studio 202, 1005!% Elm 5t,, Dalles, Texos
August Ia New Yaork

EVANGELINE LEHMAN”

TEACHER OF SINGING
Opera—0Dperetta—0raterie—Coneert
167 Elmburst Av., Dairokt 3, Mich. To. 58413

DR. FRANCIS L. YORK )

Adu_-etl'ced_h‘:hn Interpretation asd the Theary

work required by the degrees of Mus. Boch,,

and Mus. Mas Special Chopin interpretotion,

DETROIT COMIERYATORY OF MUsIC
Dwireif, Mich.

SAN FRANCISCO CONSERVA.
TORY OF MUSIC, INC.

MIs Sacramento Street Walnut 1-14%;
Bochelor of Music Degrea  Opera Departmant

Pedogegy Cerfificate
Appreved for veberang
Chitdren's Soturdoy morning Clomes,

Lot Angales

ALBANESE
Fiano Mz, O,
Dial Dunkirk 2-T845

00 So. New Hampshire

MAKE THE MOST OF YOUR RECITAL DEBUT

of program is expected of him, that
he is tempted to regard it as an in-
violable custom, as mandatory as
the recitalist’s formal evening dress
for an evening concerl.

Before embarking on such a pro-
gram, our hypothetical young artist
might be prudent in reflecting that
not all musicians, even those with
famous names, are equally at home
in all kinds of musie. He might well
ask himself if he has yet sufficiently
absorbed the spirit of a certain
composer’s music, whether he is
not still some distance from home in
the music of a particular sivle or
period. Why sing in four languages,
if you hardly know them? The re.
sult is likely to be a series of rather
meaningless vocalises, so far as the
listener is concerned. Why open with
eighteenth century or earlier music,
unless you can meet its technical
requirements and show that vou un-
derstand its style? Such works may
seem useful for warming up, but to
use them for this purpose can make
them sound remarkably dull. Why
perform works such as Beethoven's
last piano sonatas, for example,
which are still expressively beyond

you, when you can show a promising

interpretative talent

in something

else? Why conform to a standard

pattern, if a different choice meets

the requirements of good program.
making ?

One probable reason for misjudg.

ment is that of example and emula-
tion. It is tempting to perform what
is offered by the foremost artists in
your field, but in deing this you may
only show that your performance
[allz short of theirs.
them may not suit vou, al least for
the time being. It is wiser o try to
show that you are an individual
artist in your own right, rather than
a would-be Rubinstein or Heifetz

What

suits

Then there is the question whether.

at  least subconsciously, you are

(Continued from Page 16)

choosing a work for a not strigyly
musical reason. An expert, whils
immature, young artist may be temp.
ted to perform a composition which
gives him a good chance to demop.
strate his technical powers—or, i
he is a pianist, to show how many
decibels he can get out of the i
fering instrument without bothering
about technical display, and a hril.
liant performance of these is exhil.
arating. But if music composed with
other intentions is offered mainly g
a technical demonstration, the eritic.
at least, may feel inclined to cop.
cede the technique as proved, ang
wish that the artist would go on 1o
something else, 1 admit that an ey
ceptionally brilliant technique, even
without other basic qualification:,
may take an aspiring musician 2
certain distance. The case is similar
for the possessor of a fine, well
trained voice, and little else, But in
the long run, I think, soch a per
former will not be ranked as a frst
class artist.

Finally, it might be well to Jook
around beyond the stock favorites
in the field for your material, to con
sider, for example, whether you have
a special aptitude for contemporan
music. It is possible to work the
established favorites to death by re
lentlessly  frequent performances,
Your teacher can help you find sub-
stitutes for old favorites which will
be equally esteemed as elassics bt
not =0 overworked. He may soggest
works he has known for many vears
and which he may have inherited
from his own teacher—who inherited
them from his teacher.

As for the eritics, it is wiser to
bother about them as little as pos
sible, and concentrate on the best
possible performance of the music.
Otherwize, vou will deprive the
eritic of one of his chiel pleasures

“hat of hailing a truly promising
young talent. THE EXD

“I never knew yvou like

d opera.”

WHAT EVERY YOUNG ORGANIST SHOULD KNOW
{Continued from Page 24)

jons. Recent graduates often feel
they know it all, or that the way
have been taught in school is
the valy way 1o play 2 Mf‘\:ke, It i=
wiser 1o take the position that
school knowledge is tentative, an::l
sbject to modification on the basis
of practical experience.
As a matter ul1 hﬂ'. w!u:'.:r he un-
an actual service, the young
d"ulﬁ's procedure should be just
the u'pﬁﬁﬂt from that of his schoaol
dive, As 2 student, he devoted all
hE; gitention to playing the organ,
in order to get a good mark .[nr the
Jesson. As a working organist, ?}"'
snstrument should be the last thing
he thinks about. He should know
the hymns, anthems and solo accom-
paniments &0 well that he hardly
has to glance at the notes. 1f he can
play the organ easily and without
ml-.in‘ most of his attention can he
given 1o choir and s=oloists. He is

then alert for the missed cues,
wrong entrances and sudden lapses
of memory that occur in even the
best-rehearsed service.

To make his services effective, the
organist should perform music of
all styles and periods. Bach, Guil-
mant and Hindemith are all excel-
lent and all have their place. but
one should not be emphasized at the
expense of the others, Congregatinns
have varied tastes, and though it is
impossible to please everybody all
the time, the organist should try to
please everybody some of the time.

Above all, the organist needs hu-
mility enough to remember always
that he is taking part in the service
not as a means of self-glorification
or to advertise his technical skill,
but as a participant in Divine wor-
ship. That is his function, and he
should endeavor to fll it worthily.

THE END

TEACH WITH F Iash Cards

By ETHEL J. M, CONRAD

Tiue spent by a teacher at
lssons  explaining new  ideas |s
wasted unless the pupil works on
bit assignment during the week.
And pupils acromplish a great deal
more at home when their parents
show an intereet in the lesson. The
guestion §s: How can the teacher
enlist the paremts’ support?

One way ic through the nse of
flash cards. They are especially
bandy for teaching notation, and are
€33y to make. Just use ordinary in-
dex filing cards, draw the stafl on
the plain side and use the ruled side
for questions and answers.

When introducing new note= and
symbals, record them on cards, Then
make sure the pupil takes the cards
bome, During the week following
the presentation of a new symbaol,

FRONT

brothers, sisters and parents can
review it with the pupil, fixing it in
hiz mind. Cards which appear to
give trouble should be kept in 2
separate group and worked on par-
ticularly.

Ir's easy for young children to
study this way for 30 minutes each
dav. 15 of which should he spent
with parents in reviewing the flash
cards. Once the child is started, he
is capable of studying on his own
for the remaining 15 minutes.

Parents like flash cards beeause
through them they can participate
in the child’s music study even
without prior knowledge of music.
And their interest in the child’s

progress adds incentive to hi= will
THE EXD

te learn.

gﬂr the Ggune grac!uafe . 4.4

What nicer gift than a subseription to
ETUDE. A one-year subscription is a gift of musie
worth between $40 and $50 . . . plus articles and
stories arriving each month to keep alive your

graduation congratulations.

T JOOF cooonnsssssa35.80%
2 years ............56.00
3 years ............58.00

*Prices listed apply to U.S.A. and Possessions.

E T U D E the music magasine

BRYN MAWR, PA.

CLASSIFIED ADS

fuaE

BACK

Ques.: What sharp do we
have here?

Ans.: F sharp.

Ques.: What  does the 3
mean ¥

Ans.: 3 beals in o measure.

Ques.: What does the 4
meanF

Ans.: (uarter nofe geis one
beat.

It doesa’t fake long to make fash cards like this one.
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HARMONY, Compositlon, Orchesira-
tion, Musical Theory. Private or
Correspondence  Instroction. Manu-
geripts revised and corrocted. Music
arranged, Frank 85 Butler, 3I-48 07
Bt., Coronn, N. Y.

3 ] ] i —5 fled,
LEARN PIAND TUNING—Simpli 5
suthentle Instruction $4.00—Liter-
ature [ree. Prof. Ross, 468 Beecher
#1., Elmira, N. Y.

NEW PFIANO MUTE LETS _ll.]'l:l'
PRACTICH DAY OR NTi ' WITH-
OUT DISTUHRRING OTHERS, Mutes
piano about 86%. Easxily attached or
dietached without harming rnm-h.un:
fem. State vpright, grand, or splnet!
anld only on money back gUaraniae,
Bond $5.00 for mute and full instruc-
tlons. Richard Mayo, Dept. 004, 1120
Latona Street, Phila, 47, Pa.

YOUR UNWANTED MUSIC ex-
changed piece for piece, bd each;
quality matched. Burpees Bpeclalty
ghoppe, Delton, Miah.

OLINS FOR SALE: Fine hand
:n!udu violing. Wonderful tone. Made
from finest selected wood. Write for

artionlars—George & Ju:tphlﬂqll,
ﬂ]i‘ Fast Main 8t Louisville I, K¥.

*0f SALE, Hare records. Lista.
E"..]l.u-:h-nn pought, K. Hirschmann,
100 Duncan Ave, Jersey City, New
Jarsey,

WRITE S0NGS: Read “Songwriter's
Hay u:u?"' Magnzine, 1630—E H:rn‘r,d-
way., New York 18, 20¢ copy; $2.00
YELr.

w ITERS, COMPOSERS: Your name
rn“ penny card brings price list,
Magidulene Kuhlman, 188 South Point
Tirive, Avon Lake, Ohlo,

ING PIANO—HY MAIL, 30 self-
{.e“aq-nhzg lessons, $3.00. OVER &0
l*l:lll.ll.'..t‘rm.‘lfﬁ—;lm;flvali and ;:‘::![:

. Dipder “boprhythmology.
::—J;’;rrénnlue plan]:r solo $1.00, All new
work, Order froe samples. FHIL
ERETON PUBLICATIONS, . 0. Box
1402, Omaha 5, Neb, U.BA.

AND ACCDMPANIMENTS HE=
El!ml}l:n. fend musie and check for
§4.20, Musle returned with TN-
BREAKABLE RECORD. Vincent Re-
cording Service, P.O. Box 206, Union,
N. J.

ot SALE: Scribner Hadio Musle—
rvnlnmew—ﬂew-—h’ewr umed—a bar=-
gnin—y350, Mildred Nicholszon, $12 8.

Saln 8, Kewanee, Illinois,

TONAL SHORTCOMINGS In your
violin corrected by recent discovery
produces musical excellence bayond
rour expectutions, Informatlon free,
r. L. Schwenk, Redwood Valley, Call-
fornla.

BACK POPULAR SHEET MUSIC
to 1860, Ballads, Ragtlme, everything.
Catalog 10¢. Fore's, 3151 High, Den-
ver 6, Colorado.

USED OPERA SCORES BOUGHT,
plso Ballets, Musle Dictlonaries, Vo-
cal Anthologles, books about Operas.
{Wecannot supply catalogs). RING'S,
1664 Cherokee, Hollywood 28, Call-
fornia.
ARRANGING for Band-Orchostra-
Plano Voeala, Manuscripts corrected
and prepared for publication. Worda
et to music-school songs. Bend
manuscript for estimate. Prompt
pervice, Val's Arranging Btudio, P.O.
Hox 2169, Daytona Heach, Florida,

SMOSAICD YU CATHOL® Most COIm-
plete lyrie folklore for plano. Send
regirtered alrmall two dollors, and
by returning plane you gel your copy.
Frint name annd sddress correctly.
Luls H. Espinosa, 55 8t 636 Merida,
Yucatan, Mexico,

GHRADED PIANO MUSIC for techni-
cal studien and recital playing. Con-
tinental Publishing Company, 4441
Junetion Ave., Detroit 14, Mich.

FOR SALE: Muost sell two violins,
Rogerl and Cuyvpers. Téd Marchettl,
15756 Westwood Ave., Columbus, Ohio

STHRADIVARI VIOLIN for sale I.’t."
talls on request, Leom Quat, 259
Broadway, New York 17, N.X.

PORITION WANTED in college or
muslc pchool. Young woman, M.Mus.,
Protestant, M.EN.C, teaching, sym-
phony, reseanrch experience. Wil
teach musle education, hl.-umr;r, ¥io-
1in, ensemble, ote. Box 25, ofo ETUDE,
Bryn Mawr, Penns.

WHOLESALE: Genulne Itallan,
French, Oerman Vicoline, Violaa,
Cellos and Bows, Historle material,
ete. K. Nusinow, 2018 W. North Ave,
Baltimore, Md.

ACCORDION ALPFHARET. New saya-
tem to overcome basses' trouble by
temporarily coloring some accordion
buttons, compiled by the former N
Y. City public school plano tesch
Frank Pinto, Tila Madison 8t., Bro
Iyn, N, Y-Short course of correspond-
ence mall lessons glven,

i3



MASTER LESSON: BACH GAVOTTE

(Continued from Page 26)

be sustained, though each bow stroke
needs 1o be lightly phrased. In the
crescendo from the last half of 32
to the first half of 34, don’t phrase
the bowing but keep both strings
sustained. This broadening of style
enhances the crescendo and brings
out the dramatic quality of the
phrase. It leade to the needed bril-
liance in measures 34 and 35, where
you must take plenty of bow on the
first of each pair of eighths and
less on the second, but at the same
time being careful to sustain the
tone. There should be no hreak
between the bows. The phrase from
the last hall of 36 to the first half
of 40 is an imitation of the leading
theme and must be plaved in the
same style—but, because it lies
on the middle strings, with shorter.
firmer, bow strokes. The fact that
the first beat of 40 has been played
with a full, broad tone is no reason
for also playing the second beat
forte. It is a very common error.
and you are hereby warned against
it. The indicated dynamics of the
passage—mexzoforte, piano, cre-
seendo, forte—must be strictly ob-
served.

Now we arrive at the passage that
is, from a musical poimt of view,
the most difficalt in the movement
to play well. Thoughtlessly played,
these measures of eighths can sound
like an exercise; played with care,
imagination, and a good contrel of
the bow, they can take on an exqui-
site and sensitive beauty. They are
a challenge to the player to call
up all the resources of his musician-
ship. From the last beat of 48 to
the first beat of 64 there should
be innumerable slight changes of

dynamics and tone color, changes
too subtle to he indicated in print.

Take the detached eighths in 48
to 51 with delicate, semi-detached
strokes mear the point of the bow.
These strokes must be singingly
playved, so that each note has its full
musical value. When the three
slurred eighths oceur, throughout the
entire passage, they should not be
phrased, but played broadly though
softly, When the staceato eighths are
to be played in one bow. as in 52
and 53 and later, don’t make them
oo pointedly staccato. Play them
with a coaxing quality of tone that
allows each note to have a certain
perceptible duration. Make the cre.
scendo in 57 and 58 quite gradually;
the real crescendo comes in 59, lead-
ing to the first note in 60, Measure
59 is the only one in the movement
where a really free rubato can be
taken, The E sharp should be noticea.
bly stressed, and high D and C sharp
lengthened a little bevond their
actual time-values—ihe time can be
made up over the three notes which
follow. The diminuendo begins on
the second eighth of measure 60, and
continues, with increasing lightness
and delicacy, through the frst half
of 62, the stress on the E sharp of
this measure beginning the crescendo
to the chord on the first beat of 64,

The chord on the first quarter of
the second beat of 64 implies that
this re-statement of the original
theme can be taken more vigorously
than it was earlier. Use a strong
forte from the second beat of 64 10
the first in 66, then immediately drop
to a piano in 66 and continue as you
have previously,

The phraze from the second bheat
of measure 72 to the first beat in

80 calls for a very solid left-hand
technique, and it is this paszsage
which keeps the Gavotte out of the
hands of many students who could
easily play the rest of it. More con-
centration on double-stop studies in
the earlier stages of advancement
might solve this problem.

The fortizsimo thirds in measures
72 to 74 must be brilliantly played,
and the quarter notes held as long
as possible considering the repeated
Down bow on the next beat. A very
strong finger grip is necessary for
thiz passage, in order that the thirds
may ring out. Take the second beat
of 74 and the next two meazures
gently and with carefully phrased
bowing. A special leflt-hand problem
appears on the last chord of 77,
leading to the chord on the first
cighth of 78. The finger on the two
lower notes of the first chord must
be snapped across to the G and D
sirings to play the lowest notes of
the next chord. This usually needs
thoughtful practice. But give time
to it, for it is a thrilling harmonic
progression. The following phrase, to
the first beat of 80, also holds lefi-
hand problems which must be care-
fully solved. The F douhle-sharp and
the B sharp in measure 79 are al-
most always played too low. The
half-note chord in 80 must ring,
with an intense vibrato, for it is
the climax chord of the phrase—in
fact, of the movement.

After playing a ringing., round
toned chord on the first beat of
measure 80, you must drop at once
to I-liﬂl'lD for the second beat of the
measure, from whence a crescendo
builds immediately to the two meas-
ures of forte in B2 and 83. The
eighth notes in these measures Yol
should play very broadly, The pairs
of eighths in 81 and 85 must. how.
ever, be carefully phrased, This is

an echo effect which must be g,
erately brought out,

Sustain the bowing very thorough.
ly in measures 86 to 90, siresuing
the notes which are marked wiy,
accents and building a crescend, 4,
the first beat of 92. This is the mog
important ecrescendo in the moye
ment. Measure 91 calls for som
attention. You need to accent strong.
Iy the fourth eighth and each n,
of the two triplets which follow, i
order to carry the crescends ||1rl'.llt;h
to the half note in the next mege
ure,

The final statement of the prin.
cipal theme must be forte through,
oul, with clearly defined bow strokes
and a sharp martelé on the detached
cighths. The quarter notes ean ke
played with a more sustained tone
than in earlier appearances of the
theme, and a slight but noticeable
retard can be made on the last three
notes of the movement, This retard
cannot be made earlier without par.
odying the rhythmic values of the
phrase,

Good intonation, rhythmic exac.
ness, and a good tone are the thres
bases upon which an acceptable per.
formance of this Gavotte muost rest
But they do not guarantee an ar
tistic performance: they are but the
foundation upon which artistry can
be buill. Your imagination mas
take hold of the notes and trapsmute
them into an expression of varied
human feelings. Sensitive phrasing
subtle tone-shading, varying tone
colors—all are needed if this music
is to carry its intended message.
Nothing Bach wrote can be learned
in a hurry—it must be lived with
and absorbed. And this absorhing of
greal music can be & wonderful ex-
perience for the student. if he will
lluu* il B,

THE END

LET'S TUNE UP!

(Continued from Page 23)

tion,” That iz to say, the intervals
were accurate in so far as they af-
fected the Key of C, and approxi.
mately so for a very few other keys
on either side of it. But with “Just
Intonation™ absolute purity was un.
attainable in any two scales on a
keyboard instrument unless the num-
ber of keys was so greatly multi-
plied as to add very materially 1o
the players’ difficulties,

In “Just Intonation,” successive
intervals between adjacent notes of
the scales are actually of four kinds
—not the simple whole tone and
semitone to which the modern sys-
tem of temperament has equalized
them. but major, minor, diatonic,
and chromatic semitones. Since the
chromatic semitone occurs in no
natural scale, let us consider the
other three,

6f

The accurate interval between the
first and second notes of the major
scale is a major tone (see cut) : the

%’T-‘ .

Koy of C:  Major Minor Semi

Keyef F:  Minor Major Semi

accurate interval between the second
and third notes is a minor tone. The
scale may be divided into two tetra-
chords of apparently eimilar but
actually different construction, for
in the last four measures the in.
tervals are successively: minor tone,
major tone, and zemitone. It follows,
therefore, that if the simplest pas.
sage be referred first to one key
and then to another in the course
of modulation there must be an ap-
preciable difference, in “Just Intona-
tion,” between what appears to be

the same interval in each scale, Thus
in the example shown on this page,
the position of the note D must be
slightly higher in the first cpse than
in the second. Such a small differ-
ence is perceptible only to a trained
ear, but on instruments or voices
capable of performing in “Just [n.
tonation,” the beauty of an up.
tempered chord s unmistakable,

Instruments of the
String Family
Tue 1xstausments of the string
family, on which the notes are not
fixed, can be plaved in “] ust Intona-
tion,” and the choirs which make g
habit of practicing without the aid
of keyboard instruments can be made
to realize the difference. and o
make the intervals really accurate
Occasionally, solo singers can mluptl
their voices to give the correct in.
tervals, But in practice, frequent
modulations in modern musie, cays-
ing delicate adjustments in pitch,

make it more and more difficult o
observe “Juyst Intonation.™

Neither the keyboard of the piano
nor the ordinary notation has any
means of making such differences
clear. Yet we know that B-flat and
A-sharp are not the same tone, A-
sharp being almost but not quite
B-natural, and B-flat almost but net
l‘?h'!!'Tl'_-' A-natural,

The truths of “Just Intonation”
do not appear to be emphasized as
much as they might be in teaching
but much may be done uneonsciously
in the training of the car. “Just Inr
tonation™ tends to remain an o
tremely theoretical phaze ol mEsit;
nevertheless it plays an important
part in achievement of good intons
Lion. THE EXD

ILLUSTRATION CREDITS:
I5—James Abresch: Brumo
20, 21—Berko
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HOW TO MEMORIZE MUSIC

by James Francis Cooke

T e L F T 1.50

Dr. Cooke has made exhaustive research and has enlisted t!‘l["
opimions of many of his professional friends in an earnest {I_:Js.xrv
to give as broad a scope as possible to the hel:.l of memorizing
music. In approaching his subject, he has m'n%tlml an uninter-
ssting routine. He explains, in the simplest possible terms, many
sstems of memorizing, so that the reader may select the one

best suited to his purpose.

THE WELL-TEMPERED ACCOMPANIST

by Coenrand V. Bos as told to Ashley Pettis
with a Foreword by Helen Traubel

| R S

Out of his vast store of knowledge, Mr. Bos has written a book
that is a fascinating autobiography as well as the artistic credo
of a master musician. He is one of the greatest artists of our
time and in his book he brings to life the fabulous days of Dr.
Ludwig Wuellner, Julia Culp, Elena Gerhardt and many other
names celebrated in the “Golden Age” of song. Required rf-:?{l-
ing for every ambitious accompanist and singer, it also aids
every music lover in gaining new understanding and appre-
clation of the masterpieces of song literature.

WHY WE LOVE MUSIC by Carl E. Seashore

3780065 . ... ccnni sy e A 1.50

Dr. Seashore, eminent psychologist and musicologist has writ-
ten this book as much for enjoyment as for profitable rrudmg.
Besides making observations, presenting facts, and stating con-
clusions, every intelligent person will delight in the manner the
author stimulates “thinking through” to the answers on the many
queries presented. Schools, music clubs and music teachers
associations will find each chapter’s Thought Review, Ques-
fions, and Situations to Discuss ideal subjects for considera-
tion for future meetin i2s.

YOUNG FOLKS PICTURE HISTORY OF MUSIC

by James Francis Cooke
ISR oo Mgl cb e allen | TN o 1.25

Not only will the children find fun and knowledge in this de-
lightful book but they will treasure it all their musical lives.
As they read or are read to they can cut out pictures n".d paste
them in appropriate pages. The book starts with “Childhood
Days of Music"—"How Music Grew Up” and goes on to the
posers—Opera—Musical Instruments, etc.

THE LISTENER'S BOOK ON HARMONY
by Lmwrence Abbott

AVT-AQO3T .o dsnnisniias s ss s s 3.50

Beginning with a chapter on Tones and Related Tones, the
authaor takes his reader through lucid diseussions of the terms
and phrases by which the composer speaks. By means of able
discussion and thematic illustrations it paves the way for a ful-
ler grasp of the meaning of music. Mr. .J'Ehhntt's b-m.fk lmdslto
a greater understanding of the composer’s m_(-ntaI picture—be
it in the concert hall or listening to the radio at home—Dbe it
symphonic, chamber music, band music or the latest popular

arrangements,

AN INVITATION TO BAND ARRANGING i
by Erik Leidsén

........................... 5.00

437-41001

Dr. Erik Leidzén, the master band arranger . . . wnrld-fumnus
for his Edwin Franko Goldman Band arrangements, his cele-
brated classes at the University of Michigan, and _cnunt]ess
other triumphs in band literature . . . has croator‘! this rnjsltr.fr-
piece on band arranging—a vital work of authority, simp 1c1t}E
and thoroughness. A “must” for every bandmaster and arranger

MUSICAL INSTRUMENTS o on Kelley

1.50

437-40062

Musical instruments—from the savage drum and pr'inl?m'":‘ Hr]te
to the power and richness of the instruments which giv E;i m:
symphaonic orchestra of today its mlt:-r_nnd sljlef'd'}r'. .r"-‘n. au 1?:1'
itative and readable handbook, in which Dr. Kelley gives com-
f the varipus instruments, and accounts of
apters are illustrated
nce books for

-riptions o
pact descriptions . ;
their gradual development. The‘ Eig!'lt ch
musically and pictorially and give lists of refere
collateral reading and related records.

W rite for your circular on
MUSICAL LITERATURE

Deporiment EL-6
Pricos subject to change withoul notice.
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YOU PLAY IT SAFE WHEN
YOU CHOOSE BOB JONES
UNIVERSITY

In the “World’s Most Unusual
University,” your associates are '
fine Christian young people from
k. all sections of America and more
:'- SINESS than a score of foreign countries,

SEI.EC'I'ING\\ SCHOOL IS SERIO

Your instructors are not only well-
trained scholarly men and women
but genuine Christians.

The highest type of academic and
scientific training is combined with
spiritual training and an evangelistic
emphasis to prepare you for a life
of successful service.

PLAY IT SAFE!

IF IT IS POSSIBLE FOR A YOUNG MAN TO
HAVE ONLY ONE OR TWO YEARS OF TRAINING
BEFORE GOING INTO THE ARMED SERVICE OF
HIS COUNTRY, THE TRAINING IN BOB JONES
UNIVERSITY WILL STRENGTHEN Him SPIRITUAL
LY AND INTELLECTUALLY FOR THE EMERGEN.
CIES THAT LIE AHEAD,

» nusic, speech, and art
without additional cost
above regular academic tuition

Academy in connection

L



