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THE WORLD OF

The 27th annual National Mu-
sic Week begins May 7. Its theme
is “America’s Contribution to the
World of Music.” Over 3,000 cities
throughout the United States will
observe National Music Week.
The 1950 “letter of suggestions”
may be secured by local chairmen
from T. E. Rivers, 315 Fourth
Ave., New York City.

Artur Rodzinski last month
conducted the San Francisco Sym-
phony after a twenty-year absence
.. . Lukas Foss of Boston and
Gail Kubik of New York City
are this year’s winners of the Prix
de Rome, entitling them to a year’s
study in Rome beginning Oct. 1
... George Antheil’s Sixth Sym-
phony was premiered last month
by Harris Danziger and the or-
chestra of the Manhattan School
of Music.

New York’s Town Hall honored
the memory of Antonio Vivaldi
in April with America’s first Vi-
valdi Festival. Highlights were or-
chestral works, played by Thomas
Scherman and the Little Orchestra
Society, choral works sung by the
Robert Shaw Chorale, and violin
compositions played by Louis
Kaufman.

With Zadel Skolovsky as solo-
ist, Charles Munch and the Boston
Symphony Orchestra played the
first performance of Darius Mil-
haud’s Fourth Piano Concerto in
February . . . Paul Hindemith’s
Sinfonietta in E was premiered by
the Louisville Philharmonic Or-
chestra in March, with the com-
poser conducting the performance.

Composer-conductor Isaac van
Grove has been named music di-
rector of the Chicago Fair of
1950, opening June 24 . . . Jennie
Tourel will sing the first per-
formance in Great Britain of

Hindemith’s song cycle, “Das Ma-
rienleben,” in its newly-revised
version, at the Edinburgh Iestival
. . . Bryan Dority, a student at
Chicago Musical College, won the
fifth annual George Gershwin
Memorial Prize of $1,000 with his
“Allegro and Pastorale.”

A virtually all-American cast
sang in the Metropolitan Opera
revival of Moussorgsky’s “Kho-
vantchina” on Feb. 17. Principals
were Rise Stevens, Jerome Hines,
Lawrence Tibbett, Robert Weede.

Helen Traubel and Lauritz
Melchior will be featured in the
Wagner Festival at Aspen, Col,
opening June 27. Also to be heard
are the Paganini Quartet, Juilli-
ard Quartet, Hertha Glaz and
Mack Harreli . . . Rudolf Serkin
will play all of Mozart’s 26 piano
concerti as a highlight of the Mo-
zart Festival to be performed by
Alfred Wallenstein and the Los
Angeles Philharmonic during the
1951-52 season . . . A new faculty
member for the Berkshire Festi-
val, opening its eighth season July
3, will be Jacques Ibert, French
composer.

Ernst Krenek’s opera “Char-
les V,” which created a sensation
at its premiere in June, 1938, at
Prague, because of the vast orches-
tra and chorus it requires, was re-
vived in March at the City Opera
House in Essen, Germany.

Bach’s “Christmas” Oratorio,
Magnificat and B Minor Mass will
be sung at the Bethlehem Fes-
tival on two successive weekends,
May 19-20, and May 26-27, in or-
der to supply ticket demand.

Samuel Barber’s “Essay for
Orchestra” was performed by
Fritz Mahler and the Erie Phil-
harmonic Orchestra March 28

and 29.

COMPETITIONS—Eighth Annual Young Composers Contest, Na-
tional Federation of Music Clubs. Prizes: $100, $50, $25. Details
from Dr. Francis J. Pyle, Drake University, Des Moines 11, Towa.

Lake View Musical Society, First Annual Composers’ Contest.
Prizes in three classifications. Information from Mrs. Vito B. Cuttone,

421 Melrose St., Chicago, Illinois.

Columbia University composition contest. First Prize, $150. Clos-

ing date, September 15. Details are obtainable from the Depart
of Music, Columbia University, New York 27, N. Y. s
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Why famous pianists

CHOOSE BALDWIN

Jurity of tone, dynamic

action, exciting response...

Baldwin provides an

unparalleled standard for

sensitive interpretation of

the composition. That is why famous pianists have found
this magnificent piano “incomparably superior.” When you
choose your piano remember that Baldwin is the choice

of: Claudio Arrau, Joseph Battista, Leonard Bernstein,

Jose Echaniz, Samson Francois, Johana Harris, Amparo
Iturbi, Jose Iturbi, Luboshutz & Nemenoff, Benno
Moiseiwitsch, Alfonso Montecino, Leonard Pennario, Francis

Poulenc, Jesus Maria Sanroma, and Soulima Stravinsky.

Baldwin

THE BALDWIN PIANO COMPANY, CINCINNATI 2, OHIO

BALDWIN e ACROSONIC e HAMILTON & HOWARD PIANOS e BALDWIN ELECTRONIC ORGANS
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Coming in June ...

Plan to include in your sum-
mer itinerary a visit to one of the
music festivals to be held through-
out the United States in such color-
ful spots as the Berkshires and the
Colorado Rockies. For informa-
tion about obtaining reservations,
how to get there and how to dress,
read the June ETUDE. It is a
handy preview of the musical en-
joyment you can anticipate al the

festivals.

If you’ve thought of being
music counsellor in a summer
camp, be sure to read “Advice to
Music Counsellors” in the June
issue. It will give you a summary
of what is expected of a music
counsellor, tips for planning a
camp music program. and advice
on making music an integral part

of camp life.

June brides turn to Emily Post
for guidance in wedding etiquette.
Organists, who are usually left to
their own devices to figure out
their part in wedding protocol, will
find practical helps in “Wedding
Etiquette for the Organist,” com-

ing in June ETUDE.
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THIS DELIGHTFUL BOOK
BELONGS IN YOUR HOME LIBRARY

OU'LL more than double your enjoyment of

music when you W the great singers and
instrumentalists who interpret and produce it
for you today. These artists—your contemporaries
—are not only the pgreatest in music's history,
but they are also fabulous personalities whose
life stories are of thrilling interest. Here's an
amazing book that will make you feel almost
intimately acquainted with these great stars,

book no true music lover wants to be without.

t 14
hEN AND WOMEN WHO MAKE MUSIC
by David Ewen
Read how these artists struggled, achieved suc-
cess, Learn how they reached the top, how they
interpret music, their whims, family life, per-
sonal affairs. It's fascinating reading—the life
stories of TRAUBEL, MELCHIOR, PONS, PINZA,
LEHMAN, LAWRENCE, TIBBETT, ANDERSON,
PEERCE, THOMAS, FLAGSTAD, all unexcelled
singers.
Also Pylnnhﬂ.b\: HOROWITZ, RUBINSTEIN, HOF-
MANN, SCHNABEL, BRAILOWSKY, SERKIN,
HES and violinists: KREISLER, HEIFETZ,
MENUHIN, MILSTEIN, SZIGETI; ’cellists:
CASALS and PIATIGORSKY; harmonica virtuoso,
LARRY ADLER,
In this remarkable book, all these artists come
vibrantly to life. Here's a classic of music liter-
ature you'll be proud to own! And it costs you
nothing to_see its wvalue for
;;\:’ETH'—EXAMINE IT 7 DAYS

SEND NO MONEY—MAIL
COUPON

Simply fill in and mail coupon.
Read MEN AND WOMEN WHO
MAKE MUSIC for 7 days. If
times the price, send it back
and owe nothing.
send $3.00, plus postage. pay-
ment in full, to

MERLIN PRESS, Inc.
Dept. EMI 309 Lafayette St.,

New York 12, N. Y,

——p— — — — — ———

MERLIN PRESS, Inc. Dept. EM1
309 Lafayette St., New York 12, N, Y.
Send me MEN AND WOMEN WHO )

I After 7 days, T wl either .-(-.u.ﬁfAh”anf.”i“&
nothir ol w 2 @ <

l pmng. eep and send $3.00, plus

Name

I AdAress, o v siiaviies vwiv by veane

| Oty et v o (oone State., , ,
Save. Send ‘$3.00 (check money order)

-] with’ order and WE pay. shipping {vhg:gg?

I The same return privilege obtains. g
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Authors in this issue...

@® David E. Starry (“Come with Me to Antoine’s,”
page 20), world traveler and lecturer: has ])c;en a
student of West Indian folklore ever since a l.enn-
sylvania State College botanical study tuol\: him to
Panama and by chance, on the return trip, to a
Jamaican religious ceremonial. Once 1uggm.g voo-
doo drums through New York’s Pennsylvania Sta
tion he was beset by ten redcaps, all native West
Indians nostalgic for drum-throbs.

S @ Oregon-born Elizabeth Randall (“Rain, Rats
and Red Tape,” page 13), was for more than a
year, until May 1949, Music Director in lh.c Phil-
ippines with the Army’s overseas entertainment
unit, setting up a recreational music program for
Army personnel. Currently studying voice in IAV)I]-
don, she is free-lance-writing her way Il)rou;_fh. Ku-
rope, having journeyed by way of the Far East from
Manila, after the United States Army Ground
Forces in the Philippines were demobilized.

@® Preparing for his doctorate at Ohio State Uni-
versity, Maurer Maurer (“The Gaoler Played the
Organ,” page 18), is a
student of musical life
in Colonial America. A graduate of Miami and
Ohio State Universities, Mr. Maurer taught
public school music several years before under-

Elizabeth Randall

taking graduate studies.

® Lady Mabel Dunn (“Summer Music in Eu-
rope,” page 9), has traveled widely as a lecturer

on music, and, as in previous vears., will serve in
a public relations capacity for several festivals
in Europe this summer.

David Ewen

® David Ewen (“He Brought Us Orchestral Music,” page 17). was born
in Austria in 1907. At the age of two he waved his arms like a conductor
whenever the gramophone roared Wagner’s “Tannhiuser” Overture, his
family’s only symphonic record. Now living in New York City. Mr. Ewen
writes best-sellers about music and collects phonograph records.

Our Cover:

@® This year more than ever Europe is whipping up a gay mood for events
of interest to music lovers. Visitors to Europe this summer will find
cala musical activities in progress at such stellar locations as those
indicated by artist Raymond Guss on this month’s ETUDE cover map. Ad-
ditional information about these events and others now being planned in
musical centers in the British Isles and throughout the continent appears
on pages nine through twelve of this month’s ETUDE.

Identify these important
spots on the cover map:

E TH]] E the music magazine

1.—Edinburgh, Scotland
2.—Llangollen, Wales

3.—Glyndebourne, Sussex,
England

4.—Amsterdam-Scheveningen—
The Hague, Holland

5.—Strasbourg, France
6.—Salzburg, Austria
7.—Bordeaux, France

8.—Florence, ltaly

9.—Rome, ltaly.
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"Deeply impressed

by performance
of Wurlitzer

Electronic Organ’

says Franklin and Marshall’s
Dean of the College

A new Series 21 Waurlitzer Electronic Organ now provides :
fine musical background for religious convocations,
student assemblies, and community gatherings in Hensel
Hall at Franklin and Marshall College.

“We at the college are deeply impressed by the superiority

.. In my estimation, Wurlitzer is far

of Wurlitzer. .
ahead of all other manufacturers in this field,” says

Daniel Z. Gibson, Dean of the College.

o %
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says John H. Peifer, Jr.,
Director of Instrumental
Music (standing)

Playing dimensions of this fine
instrument conform rigidly

to recommendations of the American
Guild of Organists. For example,
stops are of the fast-acting
conventional type. Keyboards are
overhanging to permit easy bridging
from one manual to the other.
Standard 32-note concave and
radiating pedal clavier. Tonal
qualities and range of expression

are endorsed by professional
organists everywhere. Wurlitzer
makes a complete line of

electronic organs—see and play
them at your Wurlitzer dealer’s.

WURLIIZER

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

The Rudolph Wurlitzer Company, North Tonawanda, New York, Executive Offices, Chicago, ll
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Long @ Playing
RECORDS

oN ONE

ALMOST AN HOUR OF MUSIC

LP RECORD!

Great Masters of the Keyboard
[[] Actual Playing of Debussy,

Fauré Ravel— ML-4291
Volume | $4.85
[[] Actual Playing of Busoni,
Saint-Saens— ML-4292
Volume Il $4.85
[] Actual Playing of Grieg,
Reger, Leschetizky,
D'Albert, Nikisch— ML-4293
Volume 11l $4.85
Actual Playing of Pa-
derewski, DePachmann,
Scharwenka, Granados,
DeFalla, Marshall— ML-4294
Volume IV $4.85
[] Actual Playing of Mahler,
Strauss, Scriabin— ML-4295
Volume V $4.85

GConcerto in D-Major for Violin and
Orchestra: Tchaikovsky

[[] Issac Stern, Hilsberg, ML-4232
Phila. Orchestra $4.85

Rhapsody in Blue and American in Paris:

Gershwin

[[] Oscar Levant, Phila.
Orchestra

ML-4026
$4.85

Young Persons Guide to the Orchestra
Benjamin Britten and

Royal Fireworks Music— Handel
[(]Sir Malcolm Sargent, ML-4197
$4.85

Liverpool Philharmnic Orch.

THEODORE PRESSER CO,

Bryn Mawr, Pa.

Please send me the following:
Item

BEST SELLERS

Piano Music of Chopin

[] Maryla Jonas, Piano ML-2004

$3.85

Symphony No. 3 in E-Flat Major:

(“EI’Oica”) . Beethoven
[] Bruno Walter, N. Y. Phil. ML-4228
Orch. $4.85

Scheherazade: Rimsky-Korsakov
[] Phila. Orch., Eugene ML-4089
Ormandy $4.85

“I Gan Hear It Now”

A history of the last 15 years
spoken by the men who made it.

Edward R. Murrow (Narrator)
[] Volume —  ML-4095 $4.85
[0 Volume ll—  ML-4261 $4.85

Garmen Suite—Bizet and

Gapriceio Italien—rtchaikovsky

[] Sir Thomas Beecham,
Columbia Symph. Orch.

ML-4287
$4.85

Goncerto in E-Minor for Violin and
omhestra: Mendelssohn

[] Nathan Milstein, Bruno
Walter, N. Y. Philhar- ML-4001
monic Orchestra $4.85

Naughty Marietta
[] Nelson  Eddy,

Connor

Nadine ML-2094
$3.85

(all record prices list—including
Federal Excise Tax)

Hear this superb music on the
sensational

COLUMBIA

Player Attachment
® Compact ® Simple to Operate

® Easily attached to any radio,
phonograph or television set.

oy $12.95

[[] Payment enclosed
(] Charge my account

Quantity Price

NAME

ADDRESS

CITY & STATE

When Haydn vis fp}i Lo
in 1791 and again
became friendly with :

J. Latrobe, an Engﬁsl’:,,.,‘g!é:ygvman

who was also a composer of religi-
tho lived a

ous music. Latrobe, w

long life, recalled his meetings with  m¢
Haydn many years later, in 1828, ne

in a letter to the publisher, Vincent

Novello. This letter is Er;éprpduced th
in Novello’s edition of Haydn’s

“Stabat Mater,” published in 1830.
For some reason it eluded the
attention of Haydn scholars. Even

in Pohl’s book, “Haydn In Lon-
don”, which deals especially with

Haydn’s English friends, there is
no mention of Latrobe. Yet, La-
trobe’s account is interesting for

it presents a vivid picture of Haydn -

as a human being, complete with
Haydn's Germanic English. Here
is a partial text of Latrobe’s
account:

When Haydn arrived in Eng-
land in 1790, I was introduced
to him by Dr. Burney. . . . He
was pleased, not long after, to
pay me a visit. When he entered
the room, he found my wife
alone, and as she could not
speak German, and he had
scarcely picked up a few Eng-
lish words, both were at a loss
what to say. He bowed with
foreign formality, and the fol-
lowing short explanation took
place. Haydn: “Dis Mr. La-
trobe’s house ?” The answer was
in the affirmative. Haydn: “Be
you his woman?” (meaning his
wife). “I am Mrys, Latrobe,”
was the reply. After some pause
he looked around the room, anti
saw his picture, to which he
immediately pointed, and ex.
plained, “Dat is me, I am
Hayd.n!” My wife instantly,
knowing what a most welcome
guest I was honoured with, sent
for me to a house not far off
apd treated him with all posj
sible civility. He was meanwhile
amused with some fine speci-
mens of Labrador spar on the
chm{ney-piece, which he greatl
admired and e

accepted a polished
slab. Of course I hastened home,
2

Rev. C. .

¢ ¥ . s
0O .%num(‘lans. .

n agreeable conversation.
The same friendly inter-
course between us was kept up

dﬂng both his first and second

s to lingland. Sometimes I
‘him at friends’ houses. but

enjoyed his company mor
vy J 4 3 pany €
(h!,ﬁ at his lodging. I now and

y found him at work upon

magnificent symphonies,

B - oroposed for Selo

m’ﬁ’s concerts, and though I
,a@ded taking up time so well

loyed., yet he would some-
ps detain me and play for

€ some passages of a new com-
position. . . . Speaking with me
‘of Mozart’s death, he added,

vith that modesty by which he
was distinguished, “In him the
vorld has lost a much greater
ster of harmony than I am.”

1In general, I never perceived

Haydn any symptons of that
envy and jealousy, which is,
alas, so much the besetting sin
X . . I once ob-
served to him that having in the
year 1779, when a youth, ob-
tained the parts of his “Stabat
Mater” from a friend, who had
found means to procure them at
Dresden, I made a score and
became enchanted with its
beauty. . . . He seemed delighted
to Ilear my remarks on a com-
position which he declared to be
one of his own favorites, and
added that it was no wonder
that it partook of a religious
savour, for it had been com-
posed in the performance of 2
religious vow.

He then gave me the follow-
ing account of it. Some time
about the year 1770 he was
seized with a violent disorder
which threatened his life. “I
was,” said he, “not prepared to
die and prayed to God to have
mercy upon me and grant me
recovery. I also vowed that if
I were restored to health I would
compose a Stabat Mater in hon-
or of the Blessed Virgin as 2
token of thankfulness.

“My prayer was heard and I
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BY NICOLAS SLONIMSKY

recovered. With a grateful sense
of my duty I cheerfully set about
the performance of my vow and
endeavored to do it in my best
manner.” . . . The tears glistened
in his eyes while he gave me this
account.

N ineteenth-century music publi-
cations yield some fresh ma-
terial on Beethoven that is worth
saving from oblivion, particularly
if the story seems to be in charac-
ter with Beethoven’s known be-
havior. One such story was pub-
lished in 1870 in the Guide Musi-
cal. It was reproduced in an Eng-
lish translation in “The Musical
World” of March 5, 1870. The
author of the article, Alfred Gross,
reports his reminiscences of 1835
when he was in Vienna, and stud-
jed music with a member of the
Burgtheater. This Viennese musi-
cian told Gross that he had often
seen Beethoven at the Swan Inn:

R Sl

One day that I was dining at
the Swan, an inn where Beethov-
en, too, usually dined, I saw him
enter. He took off his hat and
top-coat, and. leaning his head
upon his hand, remained buried
in thought. The waiter went up
and inquired what he would
like for dinner. He got no
answer. Thinking he had not
been heard, he repeated his
question, but again with no ef-
fect. After three-quarters of an
hour had elapsed, Beethoven,
who had remained perfectly
motionless, seemed to rouse up
suddenly. He called the waiter
and asked how much he had to
pay. “Nothing,” said the man,
“you have not had anything.”
“Haven’t I!” said Beethoven,
with an air of great surprise.
“Well, never mind.” With these
words, he got up, took his hat
and left the place.

He had some singular ca-
prices. He would remain an en-
tire week without opening a
piano; then he would be seized,
all of a sudden, with a fury for
! music, so to speak, and play for

whole nights without taking
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any rest. One day, I behaved
badly to him. It was such a
long time ago. I was very young,
and he, poor fellow, was begin-
ning to suffer the first attacks
of deafness. The doctors had
recommended him to go and
drink the waters at Baden. Bee-
thoven was poor. He hired a
room in the house occupied by
the mother of my wife. I was
then paying my addresses to
the latter. One day, I found both
her and her mother in great dis-
tress. Their room was separated
from Beethoven’s only by a
door, which was kept locked.
He had played incessantly the
two previous nights, and the
poor women had not been able
to get a moment’s rest. “I will
settle that!” I said to them.

In the evening, Beethoven re-
tired early, but about ten
o’clock he got out of bed, and,
putting on a large coat, which
served him as a dressing-gown,
came and seated himself at the
piano, which was placed with
its back close to the door. My
eye could follow, through the
keyhole, all his movements. He
opened the piano. His fingers,
thin, but agile and strong. be-
gan coursing over the keyboard,
of which each key seemed to be
a human voice. Ah, sir, what
chords and how the performer’s
eyes flashed in the darkness! I
remained two hours without
daring to move, but at length
recollected my promise. . . . It
caused me to commit a bad ac-
tion; yes, an act of impiety, a
crime. In the midst of a piece
of extempore playing to which
the angels might have listened
in religious silence, I began play-
ing something in a different
key. Beethoven started and in-
stantly left off. I heard him get
up, shut the piano, and go to
bed. He did this without com-
plaining . . . I can’t say whether
Beethoven understood my ob-
ject, but his piano was heard no
more at night as long as he re-
mained at Baden.

That there is great darkness existing in the study of violin no one
should deny; even laymen that come in continuous contact with ser i-
ous students of violin are aware of it. Instead of the monotonous
drudgery, players should turn all their attention to

RELAXATION AND COORDINATION

and study all the technical motions in a simple way.
But do we know what relaxation and coordination really are? Can
. . . = “ =
we teach a student relaxation just by saying the words “Relax, Re
lax!” or (“Don’t scratch!”) without explaining and teaching him
how one can relax?

Since many players think they know what relaxation is, why is it
then that there are numbers of even distinguished artists and great
technicians who work hard on this or that technical motion of both
hands—they play some of them only passably—some of them they
simply cannot play! And many a top artist is a very unrelaxed player
on the stage. Frequently these artists lose motions which they mas-
tered to perfection for decades without ever regaining them.

Or have there been any books and methods written explaining
thoroughly and understandably the principles of relaxation and co-
ordination? If so, then how is it that upon publication of SIM.-
PLICITY OF VIOLIN PLAYING, Vols. I and II by Robert Juzek
we have received comments such as:

Oberlin, Ohio. “This is to tell you that I consider ‘The Simplicity of Violin
Playing as one of the most important works written within the last 50 years.
I want all my students to buy and study it . ..”

Louisville, Ky. . . . I think it is by far the most helpful book I have ever
read on the subject and that nothing is comparable to it, in my opinion. I have
studied with excellent teachers in London, New York and Chicago, but not
one of them gave me the help I have already received from your book . . .
Nashville, Tenn. “ . . . Recently I received a letter from one of the finest
violinists and teachers 1 know of. In speaking of this book, he remarked: *No
one has ever come close to it. All other texts I have studied now appear en-
tirely incorrect or just inane. I urge you to order it immediately!”” . ..”
Belleville, Ill. “ . . . You can perhaps better understand my gratification
upon receiving this remarkable work if I tell you that I have been working
toward these principles for the past ten years. In this one volume a multitude
of my own problems of research are solved with amazing simplicity. This work
will undoubtedly prove to be the greatest single contribution to the progress of
violin playing in the history of the instrument . . .”

Philadelphia, Penna. “I find Book I of your ‘The Simplicity of Violin Play-
ing a revelation! You have certainly debunked a lot of hifalutin’ ideas on vio-
lin playing.”

Hanover, Ontario, Canada. “ . . . I am amazed at the searching analysis of
the mechanics of violin playing which has been made by the author and 1 can
only add my humble recommendation to this very remarkable volume . . .”
Boston, Mass. “Your book, ‘The Simplicity of Violin Playing is really a Mon-
ument and a Revelation! .. .”

Rio Piedras, Puerto Rico. “ . .. An excellent book and I hope in the near
future, every Conservatory of Music will inclose_the book in its course before
granting a Diploma to the Graduating Class . . .”

Wooster, Ohio. “ . .. The impact of these books is terrific. We are consider-
ing the use of them as texts in our advanced student *Master Classes’ in the
Conservatory. My enthusiasm for Mr. Juzek’s bold piece of pioneering is grow-
ing every day, for results are beginning to show already, and the response by
students is certainly most gratifying. Here’s to Robert Juzek—he's done a
grand job! ...”

London, England. “ . . . Am anxious to have your Book IIl. Books I and Il
I nave read over and over again. In my 50 years teaching (I began in 1900) I
have studied almost all the violin details, both at home and abroad, and I can
honestly say it is the best book on violin playing I have ever read . . .”

And due to lack of space we list only a very small fraction of
those received from all over the world.

THE SIMPLICITY OF VIOLIN PLAYING Volume 1—87.50
by Robert Juzek Volume II— 7.50

offers a complete analysis of relaxation and coordination as well as
explaining the execution of all technical motions of both hands in
the most thorough and understandable way.

ALL VIOLIN TECHNIQUE—$7.50
by Robert Juzek (To be published shortly)

promises an end to all the useless drudgery and disappointments to
which violin students are exposed by endless amounts of books and

studies.
METROPOLITAN MUSIC COMPANY

Distributed by:
222 Fourth Ave., New York 3, N. Y.
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are Century's latest publications
for grades | and 2. .20c a copy.

SHURA DVORINE

3636 At Church

3937 Dopo the Donkey
3938 Lonely Shore

3939 Song of the Prairie
3940 Yellow Butterfly

MEETING THE MASTERS
Very easy arrangements
FANNY G. ECKHARDT

3957
3958
3959
3960
3961
3962
3963
3964

Beethoven for the Young Pianist
Brahms for the Young Pianist
Chopin for the Young Pianist
Mozart for the Young Pianist
Schubert for the Young Pionist
Schumann for the Young Pianist
Tschaikowsky for the Young Pianist
Wagner for the Young Pianist

WILLIAM KREVIT

3942 The Clowns
3941 Little Lost Bea!
3943 Picnic Party
3944 Trapeze Waltz

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

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

California
Louisiana
Minnesota
North Carolina
Ohio
Pennsylvania

* These pieces have words for singing if de-
sired. Our graded and classified or our com-
plete catalogue listing over 3900 numbers is
free at your dealers or on request from us.

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

For perfecr control of rhythm,
use a good metronome.

Vi 3 )
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RO guar-
NOME anfee

110 Volt, 60 Cycle A.C.

At your dealer or Send Direct

Cash enclosed, please send me:

Standard Franz Electric Metronome.. [} $15.00
With Perfect Flash Baton i) -$15:98
Book, Metronome Techniques.. s 1.00
Name . ...

Address. .. i

FRANZ MFG. CO., INC.

New Haven, Conn.

Teachers!. .. Students!!
PLAY POPULAR SONGS
Be a Piano Stylist!

® Jazz e Swing e Jump e Boogie-Woogie
Our NEW 150 page Piano Instruction Book will
w:n-l_l you the secrets of playing and teaching Popular
Music with all the fancy embellishments nployed by
{ Make Your Own Arrangements—
Add Notes — Chords — Basses — Breaks — Blues —
|(|),\[lm|~ Modulations—Transposing—Orchestra ‘nn(]
I}mhu Playing Introductions — Endings ete, 1001
Nmrkllms New Ideas. Not an ear or correspondence
system. You recei avanaugh’s Instruction Manual
which shows you step by step how to apply contents
of this Famous Book to any Popular !\‘nnul For Bo‘-
:’nm:-r,_.\l«{(liuln or Advanced Student, Order your
Book NOW! TODAY!! Price $12.50 Complete,
PPostpaid and insured anywhere in the world,

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

the professional.

RACHMANINOFF:
A biography
By Victor I. Seroff
Rachmaninoﬂ’s Prelude in C-
Sharp Minor, which he wrote
at the age of 20 and which in his
own lifetime became so popular
that he came to loathe it, has ac-
quired all sorts of romantic con-
notations. Various music analysts
have declared that it was inspired
by the Kremlin bells, Napoleon’s
invasion of Russia, the cruel fate
of Russians condemned by the
Tsars to walk to Siberia.

When Victor Seroff asked the
composer what inspired him to
write the Prelude, Rachmaninoff
answered:

“Forty rubles. My publisher of-
| fered me two hundred rubles for
five short pieces for piano, and
| the Prelude was one of them.”
This is one of many revealing
anecdotes - which appear for the
first time in print in Seroff’s new
Rachmaninoff biography. Seroff,
Russian-born and a close friend of
the composer, has drawn on orig-
inal sources, his own recollections
and those of others, for a volume
that throws new licht on one of
the most famous yet least-known
musical personalities of our time.
Despite his warm, cordial na-
ture, Rachmaninoff had a genius
for keeping people at a distance.
He revealed himself only to a few
close personal friends. For the pub-
lic at large he remained all his life
an enigmatic, inscrutable figure,
surrounded by an aureole of fame
and Slavic melancholy.

Though he became a U. S. citi-
zen and spent the last 25 years of
his life in this country, Rachman-
inoff was in spirit a Russian all his
life. In New York he once told a
friend: “Even the air doesn’t smell
here the way it does in Russia.”
He never really mastered English,
took no interest in the literary or
theatrical life of this country, and
read classics of English literature
only in Russian translations. At
]east' a partial explanation of Rach-
m.anmnﬁ"s complex personality was
his uz!dying love for Russia, coupl-
e‘d \y]th his undying hatred of the
Soviet regime.

Soviet Russia returned the coms-

pliment during his lifetime. Post-

Music Lover’s ]Sookshelf

By THOMAS FAULKNER

humously, the Soviet government

officially recognized him as one of
the Russian masters who ought to
be emulated by the Shostakovitches
and Khachaturians of today.

The new Seroff biography is
both factual and entertaining. Ser-
off’s style is readable, and his
scholarship is profound.

Simon & Schus't"ef.l $3.50

THE GRAMMAR OF CONDUCTING
A practical study of
modern baton technique.

By Max Rudolf

Erich Leinsdorf, conductor of
the Rochester Philharmonic
Orchestra, once told a reporter he
could teach any reasonably intelli-
gent person the purely mechanical
side of conducting in half an hour.

Various other conductors have
expressed doubt that it is possible
to teach conducting. In his preface,
Mr. Rudolf disagrees:

“Years ago | was assured by a
well-known musician that in con-
ducting there is really nothing to
learn but the simple rule: The first
beat in a bar goes down and the
last beat goes up; the rest is ex-
perience . . . Without underesti-
mating the value of practical ex-
perience, I feel certain that there
are many things in conducting
which can and should be taught.”

By means of copious musical ex-
amples and clear, ingenious dia-
grams, Mr. Rudolf charts tricky
passages in well-known works, in-
dicates cues and beat-patterns,
and passes on useful, practical
rules of the trade.

! Ab v]aluable appendix offers a
ar-by-bar i i
from )l\/Iozari?salSy;rlz (l)lf the' i v
' Mo phony in E-flat
(k. 543), Beethoven’s “Egmont”
Qverture, Debussy’s “Fates.” and
eight other numbers from’stand
ard orchestra repertoire. :

.“The Grammar of Conducting”
will not make a conductor out %)f
anyone who has no talent for con-
i;l;:ltmg, any more than an English
grammar will make a writer out of
anyone who has no talent for writ
ing. But it is the most ingenio ;
manual on th j i b
: e subject which hag
vet appeared, and any aspiring
conductor would do well to bt
hold of a copy of it. o

G. Schirmer, $6
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taste in Century Edition at 20¢ 4
copy-

3903 COUPERIN, The Butterflies, Dm-2-4
3904 COUPERIN, The Fickle Countrymaid,

3928 T

Sticking Ko _5

KEEPS IT READY TO PLAY!

New electric Dampp-Chaser controls
moisture in any piano. Stops rust,
sluggish action, sticking keys. Results
guaranteed or money back. If your
music dealer can not supply you, send
$6.95 check for post-paid shipment.
Please include dealer’s name with order.

DAMPP-CHASER
TR

CAPITOL ciITY

especially o' 2nd complete lessons. or
students alike,

something for every musicql

RLY FRENCH KEYBOARD MUSIC
. Masterfully Edited by

DOR PHILIPP

A-4-5

3905 DAGINCOURT, The Windmill, D-4

DAQUIN, The Swallow, D-4

3907 RAMEAU, The Hen, Gm-4

PIANO SOLOS
in Grades 3,4 and 5

%ﬁCH, Prelude and Fugue in C Minor, .5
"BARTOK, Evening in the Country, 2.3
. BEETHOVEN, Bagatelle Op. 33 No. 6,D.3
BEETHOVEN, Polonaise, Op, 89, C-5
" BRAHMS, Rhapsody Op. 119 No. 4, Eb-4
. CHOPIN, Polonaise in A Flat, Op. 53, 5.4
'CHOPIN, Three Etudes (Posthumous), .4
"COWELL, All Dressed Up, D-3
COWELL, The Good Old Days, Dm-3
COWELL, Homesick Lilt, F-3
COWELL, Pa Jigs Them All Down, G-3
COWELL, Pegleg Dance, Am-4
HANDEL, Adagio & Bourree, (Water
S Music), -3
;iA:DEL, Air (Waoter Music), F-3
"HANDEL, Andante & Hornpipe (Wat
Music), F-3 Fipe Ohen
ABALEVSKY, Sonatina, Am-2.3
LIADOY, Prelude in Bb Minor, -3
"NEVIN, Narcissus, Ab-3
'SCHUBERT, Moment Musical, Op. 94
No. |, C-4
SCHYTTE, Witches Revel, Am-3

ORGAN SOLOS
Arranged by Kenneth Walton

‘Arioso, Medium

a: Palms (Les Rameoux) Medium
‘Star of the East, Medium

Elegie, Easy

Coronation March, Medium
“Evening Stor, Medium

graded ond clossified or our complete
logue listing over 3900 numbers is free of
@alers or on request from us.

CENTURY MUSIC PUBLISHING CO.
47 West 63rd St.

New York 23, N. Y.

et 1 R ——

IN YOUR PIANO

THE PIANO LIFE SAVER
: Dampp-Chaser, Inc., Dept. 2
0x 520, Hendersonville, N.C.

HTRADE MARK

: ig money in spare time!
L8 1011 Tune pianos in 30 days

No musieal 2
demand L‘l“llgno“led

Piano tuners in great
expe evol ary

s r if ¥
[t als, including inet tuning.
;‘Hl'r:llla“o‘ €epair—and ho to line u

nes. Send today for free literature.

TUNING SCHOOL

COUNTERPOINT and HARMONY
a:ﬂ‘nannz study. Send for pamphlet describ-
e zanized
o re< and

self-instruction. Teachers

JOHN M. LEIPOLD
S. Highland Ave., Los Angeles 36. Calif.
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By GEORGE

Honoring the Chopin centen-
nial, Edmund Kurtz, cellist, and
Artur Balsam, pianist, have re-
corded for RCA-Victor the Chopin
Cello Sonata in G Minor. (The
work also was recorded this sea-
son by Gregor Piatigorsky, cellist,
and Ralph Berkowitz, pianist).

The Chopin Sonata is among the
less ingratiating works which have
been written for this exacting in-
strument. For the interpreter it
poses many problems, both tech-
nical and interpretative. Mr. Kurtz
vanquishes the sonata’s difficulties,
however, and comes up with a re-
warding performance.

Gina Cigna, familiar to opera-
goers a decade ago for her ap-
pearances here in the soprano role
of “Norma,” is heard in the new
Cetra-Soria recording of Puccini’s
unfinished opera, “Turandot.” The
score as heard in this and other
performances was completed {rom
Puccini’s sketches by Franco Al-
fano. The seldom-heard work
abounds in typical Puccini touches,
and promises pleasant listening for
Italian opera lovers.

Miss Cigna heads a cast of Ital-
ian singers unknown here for the
most part. The conductor is
Franco Ghione.

Ernest Bloch, who has drawn
on Jewish source-materials
throughout his career as a com-
poser, has completed a new work
in similar vein, a “Sacred Service”
using texts from the Sabbath morn-
ing service of the Reform temple.
The new work, conducted by the
composer and released on long-
playing discs by London Records,
is a profound work, moving,
earnest and thoughtful. The per-
formance by the London Philhar-
monic Orchestra and Choir is ex-
cellent.

A new company called Period
Records has released the Quartet
No. 2 of Charles Ives, performed
by the Walden String Quartet.

Herbert von Karajan, one of
the younger conductors who came
up in Germany during the war, al-
ready has been heard by record-
collectors in this country direct-
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GASCOYNE

ing a superior performance of
the Brahms “Requiem.” For the
Deutsche Gramophon series, Mr.
Karajan now leads a spirited, well- |
paced recording of the Brahms
Symphony No. 1, played by the
Concertgebouw Orchestra of Am-
sterdam. The Concertgebouw, con-
sidered by most listeners to be the |
finest orchestra in postwar Europe, |
plays admirably, and Mr. Kara- |
jan’s conception of the work is |
thought out on broad, heroic lines. |

Walter Gmeindl and the Ber-
lin State Orchestra present an-
other in the Deutsche Gramophon
series, a recording of the Sym-
phony in D by Wagenseil. This |
work by a forgotten eighteenth- |
century composer appears to have ‘
merited its long oblivion. The sym- |
phony is conventional in every re-
spect, with little freshness or origi-
nality. The chief reward for hear-
ing it in this recorded perform- |
ance is the reassurance that one |
hasn’t missed anything. i

Guido Cantelli, the young Ital- |
ian conductor introduced to radio
audiences last year via a guest per-
formance with the NBC Sym-
phony, has just made his record-
ing debut for RCA-Victor, leading
the NBC ensemble in Haydn’s |
Symphony No. 93, in D Major. \

Mr. Cantelli, who was discov- |
ered and brought to this country |
by Arturo’ Toscanini, shares to |
some extent the older conductor’s |
dynamic spark and his capacity |
for making music exciting to lis-
teners. Since a Haydn score, for
all its deceptive simplicity is an
accurate measure of a conductor’s
skill, the results achieved by Mr.

Cantelli make his first appearance |

on records more than promising.

A seldom-heard offering is
the group of songs by Chopin
which have been recorded for
HMV by the Polish basso Doda
Conrad. Mr. Conrad’s singing is
not remarkable for range, variety
or vocal suavity, yet he projects
the Chopin songs with skill and
imagination. This group should be
of interest to those who enjoy off-
the-beaten-track song literature.

|

|
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NOW AVAILABLE—in all three speeds—these
great musical masterpieces . . .
331/3 rpm 45 rpm

Madame Butterfly (Highlights) LM-2 $4.45 WDM-1068 $3.51
Gaite Parisienne LM-1001 $4.85 WDM-1147 $4.51
Scheherazade LM-1002 $4.85 WDM-920 $5.51
Swan Lake LM-1003 $4.85 WDM-1028 $5.51
Rachmaninof—Concerto 32 LM-1005 $5.45 WDM-1075 $5.51
Khatchaturian—Piano Concerto LM-1006 $5.45 WDM-1084 $451
Carmen (Excerpts) LM-1007 $5.45 WDM-1078 $6.51
Sleeping Beauty Ballet LM-1010 $5.45 WDM-1205 $6.51
Dvorak—New World Symphony

(#5) LM-1013 $4.85 WDM-1248 $5.51

For the Children — Walt Disney's CINDERELLA!
with the original cast from the motion picture—
on unbreakable records!

78-rpm. .Y-399 $3.57 45-rpm . WY-399 $2.68

Place your order now for these deluxe recordings by The
World's Greatest Artists!

(all prices shown are list—Federal Excise Tax included)

payment enclosed

THEODORE PRESSER CO.

Bryn Mawr, Pa.

Please send me the RCA Victor Albums encircled:

charge my account

LM-2 LM-1005 LM-1013 WDM-1028 WDM-1205
LM-1001 LM-1006 WDM-1068 WDM-1075 WDM-1248
LM-1002 LM-1007 WDM-1147 WDM-1084 Y-399
LM-1003 LM-1010 WDM-920 WDM-1078 WY-399
check here for the complete RCA Victor Catalogs of 45 and
33 1/3 rpm records.
NAME
ADDRESS
CITY & STATE

l
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the Vlow PRESSER CATALOG OF
ORGAN AND CHORAL MUSIC . . .

Listings of the best-selling methods, studies, collections and
sheet music in Presser, Church, Ditson editions; also out-
standing organ music of other publishers.

10 superb collections of o

Great classics,

and transcriptions for Church *
inspiring religious works, and all-time song fa-
vorites . . . especially compiled and selected to meet your needs!

ﬂom lLe wor/c[ ; /argedf dl.‘océ o/ music
THEODORE PRESSER CO. -,pge.f.mta-fﬁ

Music For The

riginal organ com_positions

L i

'rqan "

Concert * Home

CHURCH ORGANIST'S GOLDEN TREASURY
edited by Carl F. Pfatteicher and
Archibald T. Davison

Volume | —No. 433-40021 $3.50
Volume I1l—No. 433-41003 $3.50
A fine two-volume series of preludes and postludes for
Church Services. The best works of such classical masters
as Bohm, Bach, Hanff, Krebs, Walther and many others.

TEN CHORAL PRELUDES AND A FANTASY ON
FAMILIAR HYMN TUNES
by H. Alexander Matthews
No. 433-41001 - $1.00
Based on well-known hymn tunes—these choral preludes
are never above average difficulty and of particular ap-
peal to the young organist. With Hammond Registration.

DITSON ALBUM OF ORGAN SOLOS
compiled by Rob Roy Peery
No. 433-41000 $1.00
14 varied organ pieces for church and home use. The pick
of the famous Ditson catalog. “At Dawning,” “The Sweet-
est Story Ever Told,” and others of equal appeal. Ham-
mond Registration.

SIX ORGAN TRANSCRIPTIONS FROM BACH
by Edwin Arthur Kraft
No. 433-40020 $.50
The master’s most popular choral preludes, especially
edited for the student organist. A “must” for every
organist’s repertoire. Hammond Registration.

REED ORGAN SELECTIONS FOR CHURCH USE
No. 433-40005 $.75
Appropriate music for every religious occasion—wed-
ding, funeral, Communion, morning and evening services
special Holy Days. 30 compositions in all. :

S)elu//or your FREE copy o/ i

ame__
Address

D e

—

Please send me the foll
Quantity Code Number

e

g
% Check here fo :

City & Stare.. 1 F (RIS R 0 00
(\—f’/_"

THE HAMMOND ORGAN
Stainer-Hallett

No. 413-40001 $1.50
An excellent method for Hammond Organ, adapted by
Kenneth A. Hallett from Sir John Stainer’s authoritative
book, “The Organ.” Contains many illustrated diagrams,
exercises and arrangements of 10 compositions with spe-
cial Hammond Registration.

Vel
ORGAN MUSINGS
compiled by Rob Roy Peery
No. 413-41001 $1.50
Music for church or home—for all to enjoy. A stellar

collection of 27 original organ compositions and tran-
scriptions. Hammond Registration.

ORGAN COMPOSITIONS WITH CHIMES
compiled and arranged by Ralph Kinder
No. 413-41003 $1.00
13 easy organ compositions arranged with chimes—by
one of the country’s leading organists and composers.

Ideql for- weddings, recitals, church services. Hammond
Registration.

MINIATURE SUITE FOR ORGAN
by William E. France
o o No. 13341002 $.70
IIiusf charming suite takes only five minutes to perform.
our movements—Prelude, Minuet, Sarabande, Epi-

logue—it is ideal f i i
or recital use, in part or complete.
Hammond Registration. } ( :

DITSON ALBUM OF ORGAN AND PIANO DUETS
arranged by Roy S. Stoughton
No. 433.41002 $1.50

A it . .

org‘;.(r)ln:izrrled?ld‘thn%n to the limited works available for
i ets. Ten inspiring classics—c it

Hammond Registration, piring classics—complete Wi

THEODORE PRESSER co |
B.Wll Mawr, Pa. |
. Title Pri

4> A ——
b =
-

charge my account [ TOTAL

1

|

r FREE Organ-Choral Music Catalog =

|
please print)

— —
————__—__

ETUDE-MAY 1950

!

S

L i e, :
S o e R RS

At the Salzburg Festival in Austria the presentation of Bee
in the title role, Julius Patzak as Florestan. Opening in July,

/
wmmer Q

It’s festival time in Europe again

thoven's "'Fidelio" is traditional. Above in the final scene is Kirsten Flagstad
the 1950 festival will feature events at the Mozarteum and at the Festspielhaus.

®
Z usic mn (/C) urope

so plan your travels for musical pleasure

By LADY MABEL DUNN

in full swing. Visitors who have not been abroad since the

war may find many changes, both social and economic. They
will still enjoy, however, the two principal ingredients of any sum-
mer music festival—great music in beautiful surroundings.

Most luxurious is the Glyndebourne Festival, in the south of Eng-
land, which begins July 15. A trip to Glyndebourne, the Elizabethan
manor house of Mr. John Christie, includes an opera performance,
dinner and a stroll about the magnificent grounds, or coffee in the
music-room, surrounded by Mr. Christie’s treasured art collection.

Visitors to Glyndebourne are in a sense “guests” of Mr. Christie.
The opera house, with a stage as large as Covent Garden in London,
seats only 500. Consequently, performances never have and never
can clear expenses. Begun in 1934 as an all-Mozart festival, the
Glyndebourne repertory now includes “The Rape of Lucretia” by
Benjamin Britten (premiered at Glyndebourne), Strauss’ “Ariadne”
and works of many other composers new and old.

The Holland Festival (June 15—July 15) is unique in that it
will be held in three Dutch towns—Amsterdam, Scheveningen and

[ 4 I \HIS summer, Europe’s principal music festivals will again be
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The Hague. Distances between these towns, connected by train and
bus. are so small that it is possible to dine in any one, and arrive
in time for a performance in any other.

Featured at the Festival will be the Amsterdam Concertgebouw.
called by many musicians the finest orchestra in Europe, with Charles
Munch, Pierre Monteux, Erich Kleiber and Wilhelm Furtwingler
on the list of conductors. A highlight will be the first European per-
formance of Leonard Bernstein’s “Age of Anxiety,” a symphony
for piano and orchestra, with Mr. Bernstein at the piano. Hendrik
Andriessen’s opera, “Philomela,” will be given for the first time.

Bayreuth, home of Richard Wagner and scene of the famous
Wagner festivals, received a direct hit during the war and is not
yet fully repaired. Plans for this summer are indefinite: the Wagner
family does not wish to reopen the festival until it is possible to
do so with traditional Bayreuth splendor.

Even without a music festival. Salzburg would be one of Europe’s
most interesting cities. Its known history goes back 2.000 vears.
Early Celts built a village on the spot where the Cathedral now
stands. The Bishops of Salzburg, one (Continued on Page 12)
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This summer's crop of visitors at the Salzburg
Festival will walk through Mozart's native city
past this monument to him in the Mozart-Platz.

Strasbourg, the French city in which for many
years Albert Schweitzer was organist for Saint
Guillaume Choir, will present a Bach Festival.

Musie in Europe: May=September 1950

AUSTRIA

VIENNA (JUNE 1-15) : International Bach Festival. SALZBURG FESTIVAL
(yurLy 27-aveust 31): “Fidelio,” “Don Giovanni,” “Magic Flute”;
orchestral, chamber music.

BELGIUM
VERVIERS (MAY 1-21) : International Song Competition.
ENGLAND

BATH ASSEMBLY (MAY 7-20) : Operas of Cimarosa, Wolf-Ferrari, Arthur
Benjamin; Royal Philharmonic, Hallé Orchestras; Chamber music
concerts. CHELTENHAM spA (Jury 3-16): Festival of Contemporary
British Music; Works of Delius, Vaughan Williams, William Walton,
Arnold Bax, John:Ireland and others. cLoucesTer (sEpt. 3-8) @ Three
Choirs Festival; Choral music of Handel, Purcell. ¢LYNDEBOURNE
(Jury 15-30) : “Marriage of Figaro,” Strauss’ “Ariadne.” HARROGATE
FESTIVAL (Jury 10-17): Hallé Orchestra, Sir John Barbirolli con-
ducting: Beethoven, Brahms, Contemporary Music. HASTINGS (JUNE
13-18) : Brahms-Haydn Festival; “The Seasons,” “Song of Destiny.”

FINLAND
HELSINKL (SEPT. 15-19) : Northern Music Week: Orchestras, con-
ductors, choruses from Iceland, Denmark. Norway, Sweden, Finland.

FRANCE

AIX EN PROVENCE (JurLy 15-Auc. 6): International Music Festival.
BESANGON (sEpt. 3-16) : International Music Festival; Bach, Ravel,
and contemporary French, German and Austrian music. BORDEAUX
(MAY 5-14) : Music ‘and Dance Festival; Alfred Cortot, Yehudi Menu-
hin, Marcel Dupré; Charles Munch conducting Beethoven cycle by
French Radio Orchestra; Monte Carlo Ballet. LiLLe (may 28-31):
International Song Festival. LYON-CHARBONNIERES-LES-BAINS (JUNE 21-
JuLy 9): opera, dance. prADES (JUNE 1-20): Bach Festival; First
postwar appearance of Pablo Casals; Rudolf Serkin, Isaac Stern.
Joseph Szigeti, Mieczyslaw Horszowski and others. strRASBOURG (JUNE
8-23): Bach Festival; “Musical Offering,” “Goldberg” Variations,
Art of Fugue, Suites, “Brandenburg” Concerti. violin sonatas: with
Yehudi Menuhin, Edwin FKisher, René le Roy, Marcel Dupré and
others. vAucLuse (Jury 28-31) : Berlioz-Wagner Festival,

GERMANY

BAD CANNSTADT/STUTTGART (JUNE 22-27): Mozart Festival. BAMBERG

(June 12-17) : Bach, Festival; St. Matthew Passion, “Brandenburg”

Concerti, Cantatas, Orchestral music. LUNEBURG (JUNE 17-21): Lower
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Saxony Choral Festival; All-Bach programs. wikzBurc )1 e 5-12) :
Mozart Festival.
HOLLAND §

AMSTERDAM-SCHEVENINGEN-THE HAGUE (JUNE 15-yuLy 15): Holland
Festival; “Oberon,” “Carmen,” “La Belle Helene,” Andrics<cn’s “Phil-
omela” (1st performance) ; Bernstein, “Age of Anxiety” (1=t Furopean
performance) ; Beethoven, Berlioz, Mahler, Haydn. Mozart: Con-
certgebouw Orchestra, The Hague Residentie Orchestra. \onte Carlo
Ballet, The Netherlands Opera, The Netherlands Bach Societv. Bach
Commemoration: Organ Mass, B Minor Mass, St. John's Passion,
Cantatas, Motets, “Brandenburg” Concerti, “Musical Offering.”

ITALY . BepdEnl e eniy

FLORENCE SM‘:W 15-22) : “May Musical”; Tldebrando Pi//ci1i presid-

f‘lﬁ; (_;IUCk S Iphl'gcma in Aulis,” other opera, concert events. Theme:
lusic and the Cinema.” RoME (maY 26-30) : International Congress

of Sacred Music; ‘auspices Pontifical Insti i
: stitut acred Music ¢
Musical Commission for Holy Year. B! Music and

SCOTLAND

EDINBURGH - (AUG. 20-SEPT. 9) : International Festiy f i

: 3 al of Music d d
Igra(lir.nab(}lyndebourne Opera; French Radio Orchestra. (Tu;l»i-lll(lm:;"
I adio Orchestra, La Scala Orchestra, Hallé Orchestra. Royal Phil-
ﬁizr‘l;gﬁlgcut}?chgesira, %Iic Scottish Orchestra; . Chilee
ek sol()i‘:i:ts, asgow Orpheus Choir: London Harpsichord
SPAIN

SAN SEBASTIAN (

SWEDEN

STOCKHOLM  (Aug. 10-31) : 0 ival; ¢
matrimonio segreto” by Cimarlt);;l;:l festival; Handel’s “Orlando”; “I1

SWITZERLAND

LOCARNO (MAY 1-15):
LUCERNE (AUG. 9-27) :
Ansermet, Kubelik, W
(mAY 14-21) : Internati

WALES

CAERPHILLY (AUG. 7-12) : Royal Nati :
fAEEY c2).: noyal National Eisteddfod.
) Internatlgnal usical Eisteddfod : (Sonog C:nln‘p\e‘tl(t)llqulF)V

PR Al ] . ok
EARLY SEPT.) : F.lfteenth Musical of San Sehastian.”

Concert of Religious
International Music
alter, Sacher, von
onal Bach Festival.

Music; Bach Cantatas.
Fes.tlva] : Furtwingler,
arajan. SCHAFFHAUSEN
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Brothers Chdﬂes Munch (above, of Boston)and =
Fritz Munch (Strasbourg Municipal Orchestra) =
are featured conductors ot Strasbourg Festival. =

i

AP

3
t
2

of the Edinburgh International Festival of Music and Drama. Military displays including

: i i iod :
EE Citlo velcomes visiiors T drill, are presented by Scottish Command units in the evenings at the Castle Esplanade.

piping and drumming, guard changing, lance and sabre

At the Salzburg Festival Mozart's “"Magic Flute" will be presented
again this year in the centuries-old open air "Rocky Arena.” Among
conductors to be at Salzburg this year: Bshm, Furtwangler, Walter.

Typical of quaint Amsterdam, one of the three cities participating
in the Holland Festival to be held in June and July, is this 14th
century canal bordered by merchants' houses built in 18th century.

. c N
Cg{a[y * Oj;otlanc/ * Oj‘cec en * dwl.t‘z::er[an(/ * C)ng[un(/ * Z(;’a[os
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SUMMER MUSIC continued

of whom commissioned Mozart's first compositions; created build-

This year’s festival in Salzburg will have as its highlights an
open-air performance of “The Magic Flute,” “Fidelio,” with Flagstad
and Furtwiingler, and “Jederman,” as staged by Max Reinhardt.

Austria today is the cheapest European country to visit. One can
stay at a comfortable hotel, with meals, for about 70 Austrian schil-
lings ($2.50) per day. This is not true of Salzburg at festival time,
however. The best hotels are occupied by American troops, leaving
visitors second-class (but comfortable) hotels and private homes.

The Lucerne Festival (August 9—27) will feature orchestral music
under the direction of Bruno Walter, Ernest Ansermet, and others.

Although only in its fourth season, the Edinburgh Festival (August
20—September 9) has taken its place as one of Europe’s outstanding
summer music events. It was organized by Rudolph Bing, new
director of the Metropolitan Opera. Visitors will find a warm wel-
come in Edinburgh, with plentiful accommodations, in hotels and
private homes, at reasonable prices. This year’s events will include:
opera by the Glyndebourne company; concerts by the French Radi(;
Orchestra, Copenhagen Radio Orchestra, BBC Scottish Symphon
qual Philharmonic, Hallé Orchestra and Orchestra of La Scalz,
Mllan, with Sir Thomas Beecham, Sir John Barbirolli, Fritz Busch,
Vlctf>r de Sabata, Guido Cantelli and other conductors; chambe;
music by Budapest, Griller and Loewenguth Quartets; and solo events

C_lothes———‘One may travel all over Europe in sport clothes plus.
business suit or afternoon frocks. Formal dress isn’t needed, unless
you have important connections. One really warm coat i; indis-
pensable. Be sure to leave space for clothes acquired en route.

Tr'a\./e.l—-I'VIost comfortable and luxurious way is still by car. A
possibility is to buy one in Europe and resell it at the end of .th
summer, .Trains take one everywhere cheaply and comfortably Salz(f
burg, Edinburgh, Lucerne are all overnight from London or .Paris
Second class travel is good; third class for the young and eager :

Money—Arpericans will be “in clover” in Europe this suml.ner
Even those with only a few hundred dollars can go everywhere. .

12

ings that are among the finest examples of Baroque architecture.

Lucerne (lake view:
summer of an Inte
shouldn't miss Villa
created his "Siegfrie

ill be the scene this
 Tourists to Lucerne
e Richard Wagner
Stterdammerung”'.

Opening of a National Ei
that to be held ot C°~erp|l\si:|::d;,’:‘\’;’/ (competition of bards) such as

the 200th anni ales during A
o R e f b S
aerphily as ot many 1950 festivals.
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NYONE who splits hairs over the pitch variations in a well-tem-
pered scale should be sentenced to a year with the U. S. forces
in the tropics, there to be put in charge of pianos. To say noth-

ing of the well-tempered scale, he will be lucky to find an instru-
ment with all the parts intact and luckier if he can keep it that way.

None of the army model Steinways which [ first tried out in the
Philippine Islands in ’48 bore any resemblance to the quality of tone
and action for which that trade name is honored. (A few instruments
of other makes were on hand, but most of them were small specially
designed Steinway uprights.) Although 88 noises, not all the tradi-
tional ones, could be elicited from these pianos, what universally
characterized them were their sledgehammer touch, waterlogged tone.
stuck keys, missing ivories, squeaky pedals and their scarred, chipped.
olive drab exteriors. Octaves might sound like octaves, like sevenths.
augmented sixths or not at all. To make up for the notes that were
out, other keys sometimes produced two tones when struck. No of-
fense to the inherent good breeding of these instruments. They had
been subjected to a few years of tropics and war command treatment.

RECOGNIZING THE CLIMATIC hazards that frustrate pianists.
nature has compensated the Philippine people by endowing them
with a love of singing. It’s simpler! Most GI’s and American troops,
unfortunately, are only entertained by the sound of their own voices
when they are in their cups. This is all very well for a short time
after pay day, but comes that night of sobriety when they are out of
club chits and need—more than ever—to be soothed with music.
Then it develops that not even a two-fingered rendition of chopsticks
can be coaxed with any satisfaction out of the nearest piano.

The condition of Army pianos was handicapping a $50.000 a
year entertainment program in the Philippines Command and a much
bigger outlay on service clubs. Accompanists in touring shows, guest
performers, dance bands, the entertainment section then sponsored
by Special Services—all had grief over pianos.

The principal cause coincided with my arrival in the Islands. The
rains came. Threatening to rob the atom bomb of its victory over
civilization, this deluge continued unabated for months. Quonsets
and swalle construction (woven grass mats) or even concrete build-
ings were insufficient protection against dampness and mildew.

As much as anything else, pianos suffered. Without proper floor
insulation beneath or canvas covers over them, most instruments
absorbed a great deal of moisture. The morning that AP wired home
a story of a typhoon which flooded Manila, I found the backstage of
the post theatre in puddles and our rehearsal piano in one of them.
Smack under a roof leak. Several keys had retired overnight from
active sound-rendering, and it took days of drying out the insides
with electric bulbs and stage lights to reduce the swelling occasioned

by this soaking.

Cries came in from club directors and army wives with pianos for
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By ELIZABETH RANDALL

The saga of three [)i(uws that

battled climatic hazards in the Philippines

end of the wel season the tuning and
action on most instruments were so bad that they gave little pleasure
in playing for recreation and were certainly inadequate for work. A
close scrutiny under the lids revealed green mold on the rows of felt
piano wires, as well as broken jacksprings

tuners and repairmen. By the

hammers and rust on the

and other damaged parts.

Not all this trouble could be traced to rains. Some of it, we dis-
covered, was rats. Tropic rodents are the biggest and boldest in the
world. Whether their interest was aesthetic or Epicurean, they found
various wooden piano parts delectable. Enough of them were seen in
the Chinese snack bar on the post to presume they could find better
rations, but they continued to chew on Steinways out of preference
or sheer malice. Their handiwork was inscribed with teeth signatures
and often accounted for missing notes.

Army control measures did not daunt these playful rodents. The
night following fumigation of the theatre, a number of particularly
live and squeaky rats danced up and down the supply shelves in my
office in one of the stage wings.

Improper handling and neglect were not the least of the factors
contributing to the downfall of army pianos. No personnel were in
the Islands long enough to follow through any maintenance pro-
gram, and the instability of plans for that command was reflected in
the opening and closing of areas and units and a corresponding
confusion of purpose and approach.

PIANOS CHANGED hands as personnel changed, without check-
ups unless they were turned back in to the supply depot: and main-
tenance was an if and any proposition between the instrument
and its temporary owner. When the depot considered them too far
gone to repair, they were salvaged (Continued on Page 49)

. . . and | have seen pianos jostled over potted Island roads.
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Trumpeter Nolan Willence, 14, a composer in
his spare time, completes an orchestral score.

Lewis Lockwood, 16, solo cellist for the Chil-
dren's Symphony, is a potentia

Girls are welcome members of the Children's
| Piatigorsky.  Symphony. Eager bassoonist is Marilyn Lehrer.

Teen-Age Symphﬂy

Fifty-five New York youngsters, ages

]..\I addition to its many fine school orchestras, New York City
boasts an orchestra of teen-agers who study privately, the Children’s
Symphony Orchestra sponsored by the Heckscher Foundation.

Organized in 1943, the group now numbers 55 players between
the ages of 10 and 17. Last year the orchestra, under the direction
of its young conductor, Walter Mantani, played five concerts, fur-
nished incidental music for a drama and accompanied a production
of the Heckscher Ballet Corps.

Conductor Mantani explains a tricky passage to violinist Benjamin
Bloch, 13. The string section rehearses separately on Wednesdays.

14

Trombonists John Roone
selves to great music

10 to 17, play a full-scale concert season

The Children’s Symphony has been featured on radio broadcasts
and in a movie short. During the war it made rccordings for OWL

The orchestra is administered by the young players themselves.
A governing board of five members sits to audition new players,
makes rules and regulations. s \

Players accepted by the audition board participate free of charge.
Rehearsal hall and music are provided by the Heckscher Foundation.
The orchestra meets for full rehearsal each Saturday.

dy ?nd Fred Bernstein, both 16, devote them-
uring rehearsals, play “jam sessions” later.
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Woalter Mantani, conductor, puts Children's Symphony Orchestra through paces at rehearsal in New York's Heckscher Theatre.
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Rose Bampton

® / am 15 and have studied voice [or 22
months. I'm a coloratura and my teacher
thinks I have accomplished a lot for the short
time I've studied. I entered the State Con-
test last spring after 1 had studied nine
months, and received a superior rating. I
plan to enter again this spring and to con-
linue my work at a conservatory up North.
Am | too young to begin serious operalic
training? 1 have started Marguerite’s role
from “Faust” and don’t find Lucia’s range
too difficult when I follow it on recordings.

—D. B. G.

YOU ARE CERTAINLY TOO YOUNG to
begin operatic training. As a general rule, I
am not in favor of the study of voice at 15.
I hope your teacher is wise and does not let
you do too much singing yet. These years
are wonderful for the study of piano, sol-
feggio, languages and the history of the arts.

16

ON THIS PAGE EACH MONTH a leadi i
.Queslions.should be mailed in care of ?é'll‘rlngD‘lzloc?;;s;narﬁ::ers
interest will be published. Next month’s guest ed;tor will ])ew Ifu

soprano of the Metropolitan Opera
presents a professi()nal answer for

our Yocal Problem

Later you will have a much more solid back-

~ground for your vocal work.

® My mother tells me that because I am very
much overweight I should not aspire to be
an opera singer. She maintains that because
of the tremendously growing television audi-
ence, opera singers of the near future will
have to be every bit as attractive as most
theatre heroines. Of course Mother’s is not
a professional opinion, and she herself sug-
gested that | write you to find out how much
truth there is in her statement. I might say
before you answer that my vocal teacher tells
me she believes I have an operatic voice even
though | am only 16.—M. A. B.

AT 16 I TOO was greatly overweicht!
However, concentration on diet, exercise Dan(.i
massage easily remedied all that as [ prepared
myself for a career. You are very young, but

now is a good time to begin on the figure
if you would make a career in opera or
television.

, of my young students seems to have
unusual difficulty in relaxing her lower jaw in
singing. She has a very sweel voice, not strong
but excellent for light solo work with our
church choir and communily chorus, but she
seems to need a special [ormula for relaxa-
tion of her jaw and neck muscles. Do you
recommend any exercises particularly de-
signed for this purpose?—DB. E. L.

THE SENSATION OF YAWNING is ex-
cellent to relax the jaw muscles. However, this
must be done with the supervision of a vocal
teacher. At first, sing while in the position
of yawning: sustain the tones on “Oh” and
“Ah”; avoid all closed vowels for the time
being. Another excellent cxcrcise for relaxing
the neck muscles is to sing scales in the middle
voice, dropping the head forward to the chest,
and turning the head while in that position
slowly from right to left. :

® Most of my family’s musical [riends have
told me I should study [or opera some day.
My woice is contralto, and | am planning to
study music in college when | am older. Bui
right now, since I'm only 14, I'd like to be-
come familiar at least with a [ew of the oper-
atic roles within my vocal range. Which ones
would you recommend as a start?—F. B. D.

RIGHT NOW YOU SHOULD be enjoying
all a young girl’s pleasures. Study piano;
learn to sight-read music and interest your-
self in all the arts so that you may be a well-
rounded person, but save the vocal and oper-
atic training until you are 16 or 17.

® [ am a dramatic soprano, age 25. I've
studied four years with a well-known teacher.
Istlll have trouble with a “break” or “hole”
in_my middle voice. Can you suggest some
way of smoothing out my voice so that I
have an even scale from top to bottom?—

Valnad

SQMETIMES WHEN WE PUSH too much
for “top tones,” or if we make the low ones
too b.ig-, the middle voice becomes thin. Try
vocalizing scales beginning on an easy high
note and try to carry that quality down an
entire octave. Support of the breath and focus
f’f tone are essential. If, however, the “break”
is between D (four lines above the staff)
and G (above the staff) it generally means

that the passage of the voice to the head
tones 1s not secure.

.hl’;n 14 years old. I am not sure what 1
should sing. My vocal (Continued on Page 64)

guestioils submitted by ETUDE readers
ennsylvania. Those of ral
enns u greatest general
ssi Bjoerling, Metropolitan tenor. 7
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Today the world’s g

music. the United States owes a debt t

who introduced the symphony orchestra to millions.

Theodore Thomas at 65

N THE UNITED STATES today there are
close to 150 symphony orchestras, each
with a personnel of 60 or more members,
playing regular series of concerts each season.
Twenty-five of these belong in the elect group
of the world’s foremost symphonic organiza-
tions, with annual budgets of $100,000 or
more. There are, in addition, some 2,000 semi-
professional and school orchestras supple-
menting the activities of the professional
groups. To all this must be added the seem-
ingly endless flow of orchestral music via
radio and recordings.

America is now the greatest center of or-
chestral music in the world. It has more first-
class symphony orchestras than the rest of the
world combined, and the artistic standards set
by the best of them are unparalleled. Last
year, the Philadelphia Orchestra, conducted
by Eugene Ormandy, visited Europe. Audi-
ences marveled at a virtuosity and beauty of
tone they had not thought possible.

Yet less than a century ago, America was
an infant in all things pertaining to music.
The entire country had only one symphony
orchestra giving regular series of subscription
concerts—the New York Philharmonic Or-
chestra, founded in 1842. And the Philhar-
monic was at best a semi-professional affair.
There were cities in this country which had
never played host to an orchestra, and there
were millions of Americans to whom the world
of orchestral music was as remote as Mars.

We might still be a backward country musi-
cally if a German emigré named Theodore
Thomas (1835-1905) had not assumed for him-
self the Herculean and thankless task of intro-
ducing this country to orchestral music. One
year before the end of the Civil War he organ-
ized his own orchestra for the purpose of giving
some concerts in New York City. But, appalled
by the fact that orchestral music was unknown
in virtually every part of the country, he soon
decided to bring his orchestra to communi-
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HE BROUGHT US

Oetiitont oMt

By DAVID EWEN

ties where symphony concerts were unknown.

Theodore Thomas came to this country in
845. when he was ten years old. His only
possessions were the suit of clothes he wore
and the violin which was to help him earn his
living in saloons and theatres. After being
here a few years, he made plans for a concert
tour of the South. He managed the concerts,
posted his own bills, served as the cashier be-
fore concert time, and later swept up the hall.

He played first violin in a foreign orches-
tra. conducted by an eccentric French musi-
cian named Jullien, then touring the East
Coast of this country. A few years after that,
in 1858, Thomas made his debut as a conduc-
tor, appearing as a last-minute substitute at
the Academy of Music in New York to direct
a performance of Halévy’s opera, “La Juive.”
He had never heard the entire opera nor even
seen the score, but his performance was so
impressive that he was engaged as one of that
opera Compan)'s permanent conductors.

But his one all-consuming ambition was to
direct an orchestra of his own and, as he put
it. “to devote my energies to the cultivation
of public taste in America.” In 1864 he per-
suaded his musician friends to help him organ-
ize a new orchestra.

IN 1869, THEODORE THOMAS took his
orchestra on the first of its tours around the
country. Thus was born the “Thomas Road,”
a musical highway into every part of America.

Thomas did not give his audiences the
greatest music all at once. To lure audiences
he played waltzes, quadrilles, polkas and salon
music. But he gave them also movements
from great symphonies and excerpts from
great operas.

Determined to make his concerts entertain-
ing even before they were instructive, Thomas
went in for dramatics. While playing a polka
in the open-air Terrace Garden in New York,
he had two flutists hide in the trees and play

reatest center of orchestral
o Theodore Thomas,

their solo parts there. While playing Schu-
mann’s “Triaumerei”’ (which in some parts of
the country he popularized to a point where
it became a “hit”) he finished the piece pian-
issimo. then had the violinists draw their bows
over the strings without touching them. The
audience excitedly believed it was hearing the
softest sounds human hands could prmlum-'.

N ST. LOUIS, someone in the audience

begged Thomas to play a light number,
“say, something by Palestrina.” without real-
izing that Palestrina was one of the most com-
plicated composers of choral music in the
early history of music. In lowa, Thomas
played Boccherini’s Minuet with muted strings
as the score specified. “You should play that
piece loud,” advised the mayor of the town.
“A beautiful piece like that deserves to be
played loud.” In Kansas, one music-lover told
Thomas that what had amazed him most in
the performance of the orchestra was the way
in which the first violinists turned the pages
of their music in unison. In another town, a
local manager insisted that Thomas could not
expect a good turnout for his concert unless
he had his men blacken their faces, minstrel
style. In the South, the floor of the concert
auditorium was cleared after the performance
because the management thought the orches-
tra would then play dance music. Out West.
a rather bored cowboy entertained himself
during the playing of the first movement of
Beethoven’s First Symphony by aiming
streams of tobacco juice at the bald head of
one of the violinists.

As Thomas gradually won over his audi-
ences he gave up pampering them. In 1872 he
played the “Liebestod” from Wagner’s “Tris-
tan,” its first performance in this country.
When the audience froze. the concertmaster
suggested it might be better to ignore Wag-
ner for a while. “On the contrary.” Thnm;h
insisted. “We’ll (Continued on Page 50)
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BY M. MAURER

and Jefferson, one of the best known citizens of that colonial

city was a certain Peter Pelham, organist at Bruton Church,
teacher of harpsichord, theatre musician, but also a clerk of the
House of Burgesses and keeper of the Public Gaol.

Pelham lived at the gaol in a “very inconvenient” little apart
ment that was set aside for his use. Pirates, debtors, thieves, mur-
derers—all came into his custody, and one of the most famous of
his prisoners was “hair buyer” Henry Hamilton, the English gov-
ernor of Detroit who had invited the Indians to murder and pillage
among the colonies, rewarding them for the scalps they obtained.
Hamilton was captured while George Rogers Clark was winning the
Old Northwest for the new American Nation, and the “hair buyer”
was sent down to the Williamsburg gaol. :

On a Sunday morning in 1779 the gaoler
inspected the shackles that bound the legs of
the infamous Hamilton. Then Peter Pelham
walked up past the Capitol where Patrick
Henry had made his revolutionary “If this
be treason” speech, turned right along the
broad Duke of Gloucester Street and passed
the shop where the peruke maker sold the
wigs worn by many Virginia gentlemen. On
his right was the Raleigh Tavern, where the
Burgesses had laid plans for war against
Patrick Henry’s tyrant, George 111, after the
Virginia Governor had driven them from
their own meeting place in the Capitol. On
past the cows grazing in Market Square, he
went across the Palace Green, and into Bruton
Church. Now he was no longer the gaoler
but the organist at morning worship. '

Peter Pelham, who was born in England
in 1721, spent his childhood in Boston. His
father was an engraver; half-brother Henry
Pelham became an artist; stepbrother John
Singleton Copley became a noted portrait
painter. In a family of artists. Peter decided
to become a musician, and by the time he
was 20 he was giving music lessons in South
Carolina. The Charleston aristocrats liked the
well-mannered  young harpsichordist, but
about 1750 Peter moved on to Virginia.

lN Williamsburg, Virginia, back in the days of Washington

18

doings of Peter Pelham, a mufician of Williamfbu:g :i‘n ye ol&E{n time.

In Williamsburg, a musical little city in that Golden Age of the
0ld Dominion, Pelham found his talents as a teacher and performer
roll along the quiet streets of
the restored city and he music of blaring radios. But
it was different in Pelham’s day, when one of the planters whose
ear was not tuned to :mus,ic,»_complain_ d to his diary that a “constant
tuting” could be heard from every h&;ﬁac in town.
In 1760, a promising young man came down from the western
country to attend William and 1Mary:§?)ﬂegc and study law with
George Wythe. Pelham knew him as an interested amateur who was

learning to play a violin he had recently acquired. The potential

lawyer was charmed by the music of a young lady who played the

spinet and sang. He enjoyed the musical evenings spent with Governor
e : s e -H&

i

s
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Outside the Gaol, where Peter Pelham lived in a "very inconvenient"

apartment, were the stocks in which offenders were publicly shamed.

Fauquier in the cultured circle of the Palace at the end of the Grc‘cn.
But the organist’s young friend would one day write a Declaration
of Independence for his America, and years later he would carry
his violin into the White House as President Jefferson.

Music had its leveling effect even in that day when the governors
of the colony were little monarchs imitating the sovereign who sent
them out from England. One royal governor even became so demo-
cratic as to sit on the steps of John Blair’s house for an impromptu
concert by the girls who were singing ballads in the moonlight.

In a day when there were no radios or records. when the colonial
gentlemen had to make their own music, most of the great planters
had some instruments about the house. The “Virginia Gazette” car-
ried notices of a violin teacher and advertised a harpsichord for

Built in 1715, the Bruton Parish Church in Williamsburg was
attended by Governor Fauquier of Virginia and many other
prominent colonists who gathered in the Virginia capital.
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On Sundays Peter Pelham played the organ at Bruton Parish Church
to supplement his meager income as keeper of Williamsburg's Gaol.

sale. The wealthy planter Robert Carter consulted Pelham and then
sent to London for the organ he placed in his house on the Palace
Green, while at his country home he had a collection of instruments
that included flutes, a guitar, harpsichord, piano, violin, and the
new Armonica that had been invented by Benjamin Franklin. Many
of the planters had musical slaves, but Jefferson, not being Sill:~“.l"<|
with his solo efforts on the violin, had an idea for importing Ita ians
who. while working at Monticello as gardeners, weavers, and cabin:t-
makers. would organize a private band of French horns, oboes,
and bassoons.

Peter Pelham occupied the foremost place in a musical Williams-
burg that knew few professional musicians, For almost half a cen'ury
he played the organ at Bruton Church. He also supplied the music
for the company of comedians who played at the theatre Washing-
ton attended so frequently. He gave lessons on the harpsichord and
organ, advised his friends about ordering instruments from London.
supplied copies of the music the Virginians played and sang, and
was organist for a lodge that numbered many great American names
among its members. But when all these activities did not provide
the means for living, Peter Pelham had to seek employment else-
where. as a clerk for the Burgesses and as the keeper of the gaol.

PETER PELHAM HEARD WILLIAMSBURG echo to the roll
of military drums. At first there were red-coated drummers who
beat out English tunes for Cornwallis. but the tune changed when
General Washington set up his headquarters in the Wythe House
beside the brick church. The organist watched Washington and
Lafavette lead their army out to victory at Yorktown, and his own
three sons fought for Virginia and independence. He was gaoler in
what was the most turbulent period in the history of Williamsburg,.
for the schedules of the courts were greatly upset, and the gaol was
very overcrowded with prisoners awaiting trial. To their numbers
were added military prisoners, traitors, Tories, deserters and spies.
In spite of such precautions as washing down vaults and floors with
vinegar and sprinkling with wild mint. gaol fever ran rampant.

Some of the Pelhams found their way into history books as
artists or warriors—but not Peter. The old keeper of the Public
Gaol never made any great stir in the world beyond Virginia: the
Bruton organist never had his name inscribed with the world’s great
musicians. But Peter Pelham’s friends took pride in pointing him
out as the public gaoler and church organist. And like many other
organists he had the respect, friendship, and affection of those whose
hearts knew the joy and comfort of his music.
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in Jacmel on the

EVERAL YEARS AGO on the West Indian island of Haiti,
while examining a voodoo drum at one of the curio shops
in Port-au-Prince, 1 asked my Haitian companion to demon-

strate a voodoo rthythm. He responded by saying, “Ah, but you
should go to Jacmel. Down there they really have good drums.
These are merely reproductions.” His words were punctuated by a
series of pulse-stirring thumps on the drumhead. And from then on
one of my ambitions was to go to Jacmel . . . and buy a drum.
Jacmel was said to be only about 40 miles south of Port-au-Prince,
but the road was bad and it forded the same river 20, 30, well
maybe 40 times. There were no railway or bus lines and if you
went by private car a sudden downpour of rain might swamp you.
While waiting for my visit to Jacmel to materialize, I had plenty
of time to think about the meaning of voodoo drums and how they
happen to be found in Haiti. These primitive drums have had a
remendous influence on the development of American jazz. A large
part of modern dance music is nothing more than the adaptation

For centuries Haitian drums like the ones in this collector's paradise
have been beating out dance rhythms. Biggest and first to speak is
the maman (called "mama") followed by secondes and "baby" bulas.
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island of Haiti
where the mysterious

voodoo drums are made

By DAVID EDWARD STARRY

Voodoo .Juncer‘.lecnne Ramon enacts in
Haitian rhythms "' The Baptism of the Drums."

of rhythms which at their points of origin were used primarily for
religious purposes. In Haiti, the voodoo drums are used both for
religious and secular dances, although their use in the worship of
the numerous voodoo gods far outweighs their secular importance.

The word voodoo usually conjures up visions of a weird jungle
ceremony where at least one unfortunate human being will have his
blood spilled at the altar of some grinning pagan god. And all this
to the thunderous accompaniment of crudely made drums which
sends everyone into a mad frenzy. Actually voodoo is the name of
a West African religion, and not necessarily an excuse to murder
the first stranger who wanders off the beaten path.

Voodoo was first brought to the West Indies almost 300 years
ago. Slaves were being imported to work on the vast sugar plan-
tations and they brought with them many of the customs and beliefs
fr01¥1 their homelands in Dahomey, Nigeria, Gambia, the Congo
Basin, and other sections of West Africa.

Today in Haiti you can hear rhythms that were old long before
Columbus had any thoughts of sailing westward.
~ Recently, .I returned to the West Indies on a small freighter ply-
ing the Caribbean. Early one morning we dropped anchor in the
shallow harbor of a town that was not much more than a daub of
color between low green hills and the blue waters of the sea. This
was Jacmel. :

Only a scattering of townspe .
ople ke
when we docked. people were lounging about the quay

iWERE IlTO INQUIRE point blank about a drum, a wave of sus-
Eem:;‘i:((’i“ iprobably envelop the community and my chances would
e (ﬁt' mong Wes.t Indians forthright questions .rarely bring
i 2":(’1 answers, particularly about subjects such as voodoo.

Whisp:r (;gfor}l)e Onfly a short distance when 1 was conscious of the
Mister Pleas{llareM‘?et bihmd sl then a soft voice saying, “Please,
Hewa il IStEI'- And this ‘was my introduction to Pierre.
o lead -maker who. had lived for awhile on the neighbor-
English. Would nllalca and picked up an amazing amount of flowery
Fig ould I not like to purchase one of his baskets and thea

P e,rn?é)s“ﬁroir:t”h‘m the privilege of showing me the sights?
oinied ouli t}Te' t““Ile out to be the cathedral and the jail. Pierre
g " 1r salient features, using adjectives with abandon. The

jai Wwas‘ magnanimous” and the cathedral “superfluous.”

¢ were out in the street again, and Pierre was ren.aarking that
”

he thoucht visi s
when agc}til‘c]llsi)t:g::\ Jtzci:lsb and] Ca?hedrals were very “renovating,
ually remarked that I waeat ustily on an empty oil can. I cas

s interested in (Continued on Page 51)
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7=10 Pinza’s in_/'luvm'v got me
to the door of the audition room, but
from there on I've been entirely on my

own . . . as I wanted to be!

By CLAUDIA PINZA

As told to Rose Heylbut

Y FORMAL AUDITION with Ezio Pinza took place when I
was twenty-one. 1 had just returned from studying and
singing in Italy, and asked him to listen to me. He put me

off with vague replies. For ten days, I kept pestering him to hear
and advise me, and finally I put down my foot and insisted.

At last he gave in and told me to meet him at his accompanist’s
studio. The day arrived. Pinza arrived. The first thing he did was
to sit down and read the newspaper. I waited. Watching your audi-
ence read the paper is not conducive to ease of mind. At last I
decided that something, somewhere, had to give, and signaled to the
accompanist to begin Mimi’s Addio from “La Bohéme.”

After a dozen bars, I saw the newspaper gradually move down
from before Pinza’s face. When I had finished, he said, “Ah, very
nice. Can you also sing Mi chiamano Mimi?”

I could, and did. Suddenly Pinza jumped up and embraced me,
crying, “My daughter, you are a singer!” Tears were in his eyes.
Also in mine. It was a moment of joy in an operatic family.

People always ask me how it feels to launch a vocal career as
the daughter of a famous father. The answer is that there are advan-
tages and disadvantages.

The advantages include the privilege of watching a great artist
work and consulting him on your own work (although you can do
neither when he is busy, or away on tour.)

Another advantage is the comparative ease with which you get to
meet “big names” who would be quite beyond your normal reach.

Meeting big names is all very fine—but it does you no good what-
ever, from a career point of view, unless you have something within
you that would make a career possible anyway. If you have that
mysterious something, you would probably get the attention you
seek without being a celebrity’s daughter.

If, on the other hand, you lack the necessary something, easy
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family introductions won’t do much for you. No matter how friendly
a manager may be with your father or your uncle, he is first of all
a manager, and he isn’t going to risk his prestige or his pocketbook
by planning singing engagements for someone who can’t sing.

People often seem to think that introductions are all you need for
a career. More than once have I heard it said that my own career—
which, no one knows better than I, is still a young career—is due to
my father’s influence. This is not the case. Ezio Pinza’s influence got
me as far as the door into the audition room—but from there on,
I have been entirely on my own. Which is as | wanted to be!

WHEN 1 WAS SINGING Micaela, in “Carmen.” on a recent Met-
ropolitan Opera tour, a lady came backstage to see me in Denver.
“] must confess.” she said, “that I came into the theatre expecting
you to be a name rather than a singer. That is why I want to tell you

how much I enjoyed your singing—under any name!” I've never
had a finer compliment.

Another disadvantage attaching to my case is the matter of com-
parisons. Every young singer has a hard road to hoe, but my fate
seems to include a constant wondering as to whether or not I am
as good as Pinza. I am not. But after I've been on the stage as Jong
as he has, I certainly hope I may be! :

In the actual mechanics of singing, I have had valuable help from
my father. True, my basic training took place in Italy. under the
I have had no teacher
outside the immediate family—but the points they gave me fit ex-
actly with Pinza’s concepts.

guidance of my mother and then of my uncle

Of these points, the most important are breathing and relaxation
so combined that the strong. sustaining breath is managed without
tension. The young singer often finds that concentration on drawing
and sustaining good breath may tend to (Continued on Page 56)
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By LAURENCE TAYLOR

URING my years as piccolo-player in
D the San Antonio Symphony, young

student players and their band direc-
tors too, have often come backstage after
concerts to ask me various questions about
the instrument. While this interest in a “sec-
ondary” instrument was most encouraging, 1
was frequently disturbed by their apparent
misconceptions regarding the piccolo.

Dr. Revelli had asked me to write down
some of these questions, as well as my answers.
Many of the questions were asked again and
again. In the following paragraphs I have
tried to select those which seemed the most important and the most
perplexing. I present them here in question form, just as they were
put to me:

Question 1: Shall 1 buy a wood or silver piccolo?

THIS 1S A MATTER of individual preference; if possible, both types
should be examined and given a fair trial. However, a few generali-
sations about the wood versus the silver piccolo may be helpful.
Usually the silver piccolo offers easier blowing than the wood; it
has a more intense, more brilliant quality of tone. The wood piccolo
is considered by many to have a more rounded, softer quality of
tone. It requires a tighter embouchure, and must be practiced faith-
fully to be playable at its best. The extreme high notes tend to
require more pressure than on the silver piccolo. Generally speak-
ing, the wood piccolo is more tiring on the player in a full evening
of playing.

You will notice that I have been careful to distinguish between
the silver piccolo versus the wood instrument, not the metal piccolo
versus the wood. Silver is the only metal I can recommend for a
piccolo; the other metals do not have the ring, brilliance, or clear-
ness of tone. Almost any wood piccolo is superior to a poor quality
metal piccolo. (Of course, the gold piccolo is highly successful—if
you have plenty of money!)

PREFERENCE FOR SILVER. I. myself. prefer a silver piccolo for
most symphony or band work, with a wood piccolo in reserve for
use on certain occasions. For the high school or college player, 1
recommend the silver piccolo unreservedly. While I believe, as stated
above, that the beginning player should give both types, silver and
wood. a fair trial, T think the silver piccolo will prove more service-
able for the following reasons:

First, American manufacturers today are not making wood picco-
los except on custom order. Indeed, very few wood piccolos have been
made in recent years. Consequently, many of the wood piccolos met
with today are fairly old. These instruments, when they have not
been kept in good condition throughout their existence, are prone
to crack in severe weather—such as that at the last football game of
the season on Thanksgiving week-end. I lost a fine wood piZcolo in
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Do you know . . .

@ What's good about a silver piccolo
versus one made of wood?

® The value of an allsilver headjoint?

@ The difference between conical and
cylinder bore?

® Whether you should choose a piccolo
in C or in D-flat?

mbia-Navy game in my
lo player.

 Second, I believ

- out. It is true that some
in the symphonies play
t is also true that they
0od instrument. and can
to change late in life. The
our professional orches-
¢ and more to recognize
silver piccolo,
, 1 find the shift from flute to piccolo
- (often required within the space of a single
number), much easier and more natural when the silver piceolo is
used. Since very few players can expect to specialize on piccolo with-
out having to do any flute playing whatever, this is an important
consideration.

Question 2: What do you think of the wood piccolo

with an all-silver headjoini?

THIS 1S A THIRD POSSIBILITY. I think the silver headjoint makes
.for somewhat easier blowing than the all-wood insll'.ument, and
increases the volume of tone. Some of the cheaper European-made
wood piccolos have a small, rather ineffectual volume of sound, and
I have known a silver headjoint to (Continued on Page 62)

According to expert Laurence Ta

model: sterli . : Taylor, usually the sil iaecls B0
silver wifhi:::igcqf'[!,ver wgh cy aner bore: ycen!:els-I V:;:“Y;lc:cc)s:er(“ns
ore) offers easier blowing than the wood (bottom)-
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LISTENING white spires, shining above green elms in a
New England village, remind the approaching traveler that
balance and proportion are an integral part of beauty.

Balance is fundamental to beauty, to art, to life.

The artist, no matter what his medium——the dramatic or concert
stage, painting or sculpture, poetry or preaching, instrumental or
choral music—must accept and practice the principles of balance.

In our college and high school choirs, perfect balance is not always
achieved, but its underlying principles are accepted. Efforts are made
to achieve balance and proportion.

In church choirs such matters usually receive scant attention. In
fact, one quickly gets the impression that it is more important not
to hurt people’s feelings than it is to be honest about any musical
problem.

Recently, in one of our midwestern states, 1 was invited to give
an address on choral music and conduct a demonstration choir clinic
at a session of the State Music
Teachers’ Association. My clinic
choir was on the stage when I ar-
rived. I checked numerical bal-
ance and found I had 16 sopranos,
nine altos, three tenors and one
bass.

of choral singing:

I asked the chairman why the 2. The acoustical laws of frequency in the creation of energy

group was so out of balance nu-
merically. With a twinkle in his
eye he answered: “This is what
we put up with all year. We wanted

must be obeyed.

must be obeyed.

to see what you would do with it.” 4. Each individual whether in solo or choir work, must sing
the part that allows him to do :he majority of his singing
in the middle of his vocal range.

I immediately had to bring the
dynamics of all the voices down to
where they balanced the single
bass. The result was a good mixed
quartet. After all, we were sup-
posed to make music. Yet, oddly,
some sopranos were offended.

One Sunday morning our family was on its way to Maine for a
vacation. We stopped to attend church in one of those beautiful New
England churches which support those gleaming white spires. In the
order of worship the bulletin listed a five-part anthem by Men-
dlessohn. When the choir stood up to sing we discovered there were
nine women singing the soprano part, four or five the alto, and one
lone man singing tenor or bass. To be sure, he was never heard,
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These, says Dr. Williamson, are the four fundamentals

1. Each singer must desire to help crea.e a structure that is
architecturally beautiful.

3. The acoustical laws of amplitude in the creation of energy

Point 1 is discussed this month. O'hers i'l be con-
sidered in future articles in Etude by Dr. Williamson.

Choral Singing

Balance the Voices

«. .. a good choir should be as solidly

constructed as a New England church.”

By JOHN FINLEY WILLIAMSON

because, as in most church choirs, he was contending against an
overpowering number of women’s voices. The fifth, or solo part,
was sung by the director of the choir herself, so the anthem, of
necessity, developed into a contest between the director and the nine
sopranos.

One other illustration: I was invited to conduct the Protestant
choirs in one of our eastern cities. Since the choir numbered 3000
voices. it seemed wise that I hold a rehearsal with each section
before the mass rehearsal. What was my amazement when 1 came
to the soprano section, to find that, of 1100 women, only 65 acknowl-
edged themselves to be lowly second sopranos. When 1 put a very
large proportion of the remainder on the second soprano part, more
than a few burst into tears.

Imagine a choir with 1000 first sopranos, and the other 2000
voices divided rather haphazardly among the second sopranos, first
and second altos, first and second tenors, baritones and basses!

For some reason we have come
to the conclusion that in our choirs
we must have an overpowering
number of sopranos. To be sure,
Toscanini has said that the con-
ductor’s task is to keep the melody
to the fore and to set the pace for
the music; but keeping the melody
to the fore is a matter of balance
in stresses or control of softness
and loudness, not of adding voices
to the soprano section.

Chorus conductors must cease
being afraid of hurting people’s
feelings. They must learn that hav-
ing music that is beautiful in its
balance and proportion is more
important to the church than
having most of the chairs in the
choir loft filled with sopranos.

In all choirs the message that comes to the ear through the singing
and the message that comes to the eye through a numerical balance
should convey the same sense of balance and proportion that comes
to us when we see those beautiful New England churches.

A ladder is useful in reaching high places, but no one risks his
life on a ladder which has a narrow base and a wide top. For safety’s
sake, we want the base wide and the top (Continued on page 58)
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These brilliant violin effects are well

worth all the practice the student can give them

By HAROLD BERKLEY

HE VIOLIN is essentially a lyric instru-
Tmem: it is at its best when it sings.
Composers, especially modern com-
posers, frequently call upon it for passages
that are not naturally within its range of ex-
pression; for example, dramatic passages that
really need a greater volume of tone than the
violin can produce. That these generally sound
<o well is a tribute both to the ability of the
player and the versatility of the instrument.
However, there are some extremely dramatic
effects that the violin can produce without
going against its natural qualities. Chief
among these are three- and four-note chords,
cither singly or in groups. Sonorously and
brilliantly played, few effects in violin playing
are so impressive as a passage of chords. But
if they are to be effective, there is a technique
to be mastered.

In former years, every conventionally
trained violinist thought that the artistic play-
ing of chords required the use of the wrist.
Today nearly every violinist knows that an
independent movement of the hand in the
wrist joint will weaken the volume and the
tone-quality of the chords. But an exact knowl-
edge of the technique of chord playing is not
so widespread.

One very common fault is the arpeggiating
of all chords, whether staccato or sustained.
That many players do this without being criti-
cized can only mean that listeners regard this
bad habit as a natural consequence of the
limitations of violin technique.

This is by no means the case. A skilled
violinist can play the notes of any three-part
chord simultaneously, and can play a four-
part chord so that the break is inaudible in
a large room. The right technique is fortunate-
ly not difficult to acquire.

All detached three-part chords should be
played unbroken ; that is, all three notes should
be attached together, as in Ex. A.

Or the well-known passage from the G
Minor Concerto by Max Bruch (Ex. B).

To make such passages sound brilliant, the

24

bow, at the nut, should be firmly gripping
all three strings before the chord is played,
the fingers of the right hand must be well
curved and the forearm in a straight line
with the wrist and the back of the hand.
Curved fingers and a straight-line position
of the arm are a must for good chord playing.
After the chord is prepared in this way, the
bow is drawn rapidly outward and slightly
downward, from the shoulder joint. Not in
a downward curve, it must be understood, but
in a straight line. The degree of brilliance
attained is controlled entirely by the speed
with which the bow moves.

Ex. A
04

shy

o
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HHH
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In passages similar to Example A, half the
bow, or more, will probably be used; in which
case there will naturally be some independent
movement of the forearm and, at the end of
the stroke, of the hand. But in Example B,
much less bow will be used, and in such pas-
sages it is absolutely necessary that the fingers
remain curved. If they are allowed to straight-
en, the player will find, after he has played a
few chords, that he is merely hacking at the
strings, that his tone has become noisy instead
of brilliant.

Ex. B
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Yery important in chord playing is the
point on the string where the bow is placed.
When a normally-rounded bridge is on the
violin, the bow should be placed about half-
way between the bridge and the fingerboard.
If it is too near the fingerboard the tone will
be hoarse and throaty.

When practicing chords, the player should
allow the bow to rest on the strings, firmly

eripping them, for an approvial)le moment be-
fore it is drawn. The position of the hand
and arm can then be observed and checked;
this also gives time to sense the halance in
the arm that is necessary before the rapid
motion is made. As control is gained, the
mementary pause can be gradually lessened,
antil it is imperceptible to the listener. In time,
a highly-trained and sensitive bow arm can
play chords successfully even when the bow
is in motion before the chords are struck.
Thus far we have been concerned with three-
note chords. Four-note chords pose a differ-
ent problem: they must be broken, for tech-
nical reasons, but the player must try to break
them as little as possible. Detached four-note

“chords should always be broken as in Ex. C,

not as they are usually played (Ex. D)s

Ex.C Ex.D

ﬁ % NOT =
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This means that when such a chord is to be
played, the bow firmly grips the three lower
strings as if for a three-note chord: then,
at the moment the stroke is begun, it drops
over to the two top strings and holds them
for as long a time as may be necessary. The
string crossing is made by a slight falling

i

1
wlll

_ of the entire arm. It must not fall too far,

or only the E string will be heard—an effect
not usually intended.

To play four-note chords well in this man-
ner requires some concentrated practice, but
the violinist who is willing to give time to
chords will be well repaid by their greater
brilliance.

In staccato four-note chords the break
should be as imperceptible as it is possible
to make it. In such a passage as the following,
from Bach’s unaccompanied Fugue in G
Minor, the listener should not be aware that
the chords have been broken (Ex. E).

Ex.E mmnnmn
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Good chord playing depends to a large de-
gree on the amount of pressure applied to the
string when the stroke is made, and this must
vary according to the volume of tone desired
and the qualities of the violin being used.
No m.le can be laid down, but this much may
be said: the greater the pressure, the faster
the bow must move at the beaimlling of the
stroke. The principle is the same as that in-
volved in the playing of the martelé.

We meet with quite different problems
w.he'n we encounter sustained chords. In the
violin literature there are many passages and
movements where the character of the music
forblds any accent or attack. A perfect example
is the {\dagio from Bach’s unaccompanied
Sonata in G Minor. (Continued on Page 59)

ETUDE-MAY 1950

(@rganist’s Page

New Horizons in Electric Organs

Latest addition to the Hammond line,

the Concert Model is flexible and versatile.

By ALEXANDER McC URDY

. ORGANISTS expect developments

regularly in the field of electronics,

and we are not disappointed. Won-
der ul things are happening. We look for new
tone-colors: they are forthcoming constantly.
We look for further development of tone-
colors that we already have, and better re-
production. This too, is achieved by the
engineers.

One great organ builder whom I know well
says that he expects the greatest development
in organ tone of the future to come from
electric and electronic instruments. (And this
from a man who has been working on pipes
practically all his life!).

Miracles are happening every day to con-
soles and keyboards. The commercial instru-
ments, for example, are becoming more and
more playable. The great corporations are
beginning to realize that organists as well as
ex-pianists play their instruments. In order
to play music which has come down to us
through the ages, we must have good instru-
ments and adequate keyboards.

For those of us who play organ music, one
of the most helpful and satisfying new elec-
tric organs is the new Concert Model made
by the Hammond Instrument Company.

The 32-note pedal board, concave and ra-
diating on the new Hammond Organ is built
to the rigid specifications of the American
Guild of Organists. All details, such as the
shape of the black keys, the concavity and
radiation of the pedals, the weight of the
pedal touch and location of the pedals in
relation to the expression pedals and to the
manuals themselves, are precisely correct. We
say of a correctly designed organ that it is
one on which “we simply cannot play a
wrong note.” It seems to me that Hammond
bas captured this important attribute and has
incorporated it in the new Concert Model.

HERETOFORE, THE INADEQUACY of
the pedal organ in small pipe organs and in
electronic organs has always been an annoy-
ance to organists. Sometimes small pipe
organs have hardly enough range and volume
to warrant a pedal keyboard. The electronic
organs have been no exception in most cases.
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Consequently we just couldn’t use them, since
we couldn’t play organ music on them. Tran-
scribing is at best a compromise, making the
music less and less effective, the organ weaker
and weaker. Here again the Hammond Instru-
ment Company, in its Concert Model, has
taken a step forward.

In addition to the two regular Hammond
Organ Pedal Drawbars, which give us several
degrees of intensity of tone at 16’ and 8.
we find an entirely separate solo pedal gen-
erating system. controlled by eight tilting
stop tablets and an adjustable volume con-
trol. The adjustable volume control regulates
the overall volume of tone on the pedal stop
or stops drawn, independently of the foot vol-
ume control or swell pedal. The hand volume
control thus balances the solo pedal division
with the pedal drawbars and the manual com-
binations.

THE STOP TABLETS are as follows: (1)
Bourdon—32’: (2) Bombarde—32’; (3)
Reed—16": (4) Reed—8’; (5) Reed—4';
(6) Reed—2’ and 1”: (7) Mute control: (8)
Pedal Solo, “on” and “off.”

With the use of the volume control (hand).
the organist can get such a soft 32" Bourdon
that he can use it with the softest manual
combination. On the other hand, one can
turn up the volume and get any desired
amount of tone for the 32’ Double Diapason.
This is also true with the 32" Bombarde. One
can have a 32’ Fagotta so soft that it can be
used with very little on the manuals (as we
often do “under” a full Swell closed). Then
again, with the use of the volume control.
one can have a Bombarde which will shake
the foundations of a church. It is remarkable
to get these results from an electric organ in
a building without height and space.

The 16" Reed also may be used in many
gradations of tone, and muted as well. There-
fore an organist can get almost any degree
of intensity or any quality of tome that he
desires in a 16’ Reed, from a trombone to
a soft Fagotta.

We can now have an instrument in our
homes that we can afford on which it is pos-
sible for us to do some REAL practicing. We

must learn how to play these instruments and
appreciate them to the fullest, try and try
over again to get proper balances and get
the most out of them.

Another improvement which the Hammond
Instrument Company has made in the Concert
Model is the Reverberation Unit. Most organ-
ists dislike playing organs in “dead” build-
ings. How we hate those dry auditoriums with
no acoustical “life” whatever. An organ musl
have a good building in which to speak. With
all the material that is being sold today for
muffling tone, one sometimes wonders \\‘h)‘
we even work so hard to make any tone at
all! The Hammond Reverberation Unit which
may be adjusted to almost any reasonable
(1«*@1'(«- of reverberation, compensates for such
acoustical difficulties.

[ heard a Concert Model in a small, “dead”
studio. with thick rugs. heavy curtains and
overstuffed furniture. One would expect the
tone to stop before it started, but the organ
had a reverberation unit turned to the highest
point. It was like playing in a miniature
cathedral. One can imagine how the tone
would be in a large living room or a church.

Finally, the Hammond Instrument Com-
pany has developed its “chorus contro!” and
vibrato still further in this Concert Model.
There are several adjustments available mak-
ing it possible for the organist to get any
sort of vibrato that he wishes, and further
enhancing the flexibility and expressiveness
of the Concert Model.

An organ needs a good building in which to
speak. Where there are acoustical difficul-
ties this Reverberation Unit compensates.
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A MASTER LESSON BY GUY MAIER

Beethoven’s

“Moonlight” Sonata

And the little-known Scherzo “Happy and Sad”

‘X JHEN a child goes on one of those
playground slides he simply climbs
up, lets go, slides down with a happy

whoosh and bounces off the bottom. But when

an adult tries it, the exhilarating whoosh is
usually missing. Why? When he sits down he
doesn’t let go of his hands, feet and head.

Result—the adult starts with a block and ends

with a bump!

Beethoven’s Scherzos are like that. If you
just relax and let go you will usually find the
right rhythmo-musical pattern. Beethoven’s
habit of writing the Scherzos in short meas-
ures is often confusing. Perhaps he did this
for clarity of design and also to indicate
Jesser and stronger measure stresses. In many
Beethoven Scherzos such as the two short
ones on page 28 of ETUDE this month the
stronger rhythmic stresses come on the first
beats of the even measures—second, fourth,
sixth, etc. (as in many waltzes). A lesser
stress is given to the odd measures, such as
one and three. Many scherzos would be
clearer musically if they were written in 6/8
or 6/4 meter (Example 1).

o etc.
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“Slide up to D

then up to E”

In Beethoven’s youthful little Scherzo
which he named “Lustig, Traurig” (Happy,
Sad) the slide method works perfectly. After
you let go, you “slide up to D” softly, (accent
the D) rest a moment, “then up to E” a little
stronger. After a longer slide (measures three
and four) during which you “wave” to your
friends on the D-natural (measure four) by
stressing it slightly (take time!) you slide
down and bounce off softly on the last C. Play
the second eight measures with a similar plan:
start the ninth measure softly, slide up to E,
then to F and to G (crescendo!) then dimin-
uendo, and hop off again at the final C.
. .« Don’t play “Happy” bumptiously; keep
it smooth and gliding. I suggest that you

26

(Allegretto Movement )

try J.-100-ws for it, and D-100-108 for “Sad.”

“Sad” in this piece isn’t very heartbreak-
ing, so just play it wistfully as if you were
feeling a bit “down” without knowing the
reason for it. Let the melody soar richly and
descend gently like the rising and falling of a
slow wave. Start the return of “Happy” softly.

ALLEGRETTO FROM SONATA
OPUS 21, NO. 2

It seems too bad to take the exquisite
Allegretto movement, which appears on page
97 of this month’s ETUDE (so unlike the
boisterous Scherzos of many Beethoven
sonatas) out of its central position in the so-
called “Moonlight”* Sonata. Liszt called it
“a flower between two chasms.” Students
find the descent into the first-movement chasm
comparatively easy; but are frightened off by
that second bottomless pit. Don’t neglect to
learn this tempestuous last movement, for it
will give your Beethoven technique a big
lift. Tt is one of the best studies in long-
sustained rotation, and one of Beethoven’s
finest creations.

For the Allegretto (d.=66-72) the slide ap-
proach is ideal (Example 2).

Ex. 2 np
1.k P = etc.

" RO e 2 e i P
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f i
“I slide up here thendown ;o here”

The phrase rises to E-flat and softens down
to A-flat. Note the ascending legato and the
descending staccato: and don’t forget that the
musical stress comes on the even measures,
with lesser accents on the odd ones. Breathe,
take time between phrase-groups. Play the
wonderful variation of the theme in measures
nine to 16 exactly as Beethoven directs: give
gentle stress on syncopated third beats, play
top voice very legato and two measures soft
plucked staccato. :

Watch for Beethoven’s crescendos and sfor-
zandos. In the first eight measures of the trio,

*.Ncm?d "Moonlight" by the critic Rellstab who asso-
ciated it with Lake Lucerne, which Beethoven never saw!

carry out carefully his directions of sfz and
fp; and look out for those two staccato oc-
taves. Play measures five to eight more quietly

than measures one to four. Be sure to play
the pp in the trio with the softest possible
quality. Note the slight crescendo with the

subito p at the end of it.

" Use much soft pedal throughout the Alle-
gretto, but damper pedal sparingly and only
in short dabs. Play the entire movement deli-
cately and tranquilly with a long, easy swing.
If you feel a light, upward step on every sec-
ond, fourth, sixth, etc. measures, you will
realize Beethoven’s rhythmic pulse perfectly.

BEETHOVEN THE DYNAMIST

Why are piano teachers so timid in their
Beethoven assignments? Are they afraid he is
too old-fashioned to appeal to their students?
Does the length of the sonatas scare them oft?
Are they inhibited by the self-appointed
Beethoven “authorities” who proclaim that
theirs is the only way to interpret the com-
positions of this supreme dynamist?

Don’t they know that young people do not
need to learn to enjoy Beethoven? They
respond at once to the eternally youthful
qualities of his music. They love its virility
and ardor, its rough-and-ready humor, the
tempestuous tragedy, the poignancy of the
§low movements, the elements of surprise in
its tgxture and a dozen other human char-
acteristics. -

And don’t let those specialists scare you. 1f
you study Beethoven’s original. unedited text
ar.ld one of the later annotated editions you
will soon perceive that Beethoven’s efforts to
be explicit in his interpretative directions
leave numerous gaps to be filled in. Whenever
DL _dlsagree with the editor, try your own
reaqlng. Beethoven is so vital that any well
e‘I‘{IPPed musician can recreate him. Just as
a line of shakespeare or John Doe can be
rf%ad effectively with a dozen different inflec-
E:::};Os‘; I:her;afare many ways of interpreting
enunciate .his {1011 o }ltmOSt 3
adhere to his d Ir)x R d‘lre(.:ts .and
bl hardf amic an'd tempo mdlcatl(:nS,

y (Continued on page 50)
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For an analysis

Allegretto (d-=69)
S T R
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by Dr. Guy Maier of this famous work, see this month

Allegretto

From Sonata, Op.27 No.2
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The Scarlet Cape

r-hand number. It is rewarding angq PRIMO RALPH FEDERER

The Secarlet Cape
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es about 1670,and died at Paris about 1738. He toured extensively as a

Michele Mascitti, violinist and composer, was born at Napl
1d cello, and volin

virtuoso and was for a time musician to the Duke of Orleans. His works include sonatas for solo violin,violin a1
MICHELE MASCITTI (1731)
Arr. by Evangeline Lehman

and harpsichord.
Largo maestoso (I‘:so to 84)
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ROOSEVELT COLLEGE OF CHICAGO

Studies in Theoretical and Applied Music lead-
ing to the degrees of Bachelor of Music and
Master of Music.

Cthgol
SUMMER SESSION

o,
music
June 21 to August 18

Complete programs of study in both undergraduate and graduate
divisions.

Bulletin on Request
430 So. Michigan Avenue

'AMERICAN CONSERVATORY
OF MUSIC—CHICAGO

Offers courses in all branches of music and dramatic art
62nd year. Faculty of 135 artist teachers
Member of National Association of Schools of Music
Send for a free catalog—Address: John R. Hattstaedt, Pres., 577 Kimball Bldg., Chicago

Chicago 5, lllinois

BOSTON UNIVERSITY College of Music

Offering complete courses in Piano, Voice, Organ. Violin, Cello, Brass,
Woodwinds, and Percussion instruments. Public School Music, Composi-
tion, Church Music, Musicology. Chorus, Glee Club, Orchestra, Band.
Faculty includes members of Boston Symphony, Bachelor’s and Master’s
Degrees in all musical subjects. Dorms. Catalog.

Director of

Admissions Room 115, 705 Commonwealth Ave., Boston, Mass,

CINCINNATI CONSERVATORY OF MUSIC

Dr. Luther A. Richman, Dean of Faculty
Established 1867, Operated under auspices Cinc.nnati Institute of Fine Arts
affiliated with University of Cincinnati. Complete school of music—Faculty of
international reputation. Degrees, Diplomas, Certificates—dormitories, 10 acre
campus. Address.
C. M. BENJAMIN, Registrar, Dept. E. T., CINCINNATI 19, OHIO

Ghe Qletieland Tnatitute of (Dusis
Bachelor of Music Degree, Master of Music Degree, Artist Diploma

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

CHICAGO MUSICAL COLLEGE

Founded 1867 by Dr, F. Ziegfeld RUDOLPH GANZ, President
CONFERS DEGREES OF B.MUS., B.MUS.ED., M.MUS., M.MUS.ED.
Member of North Central Association and National Association of Schools of Music
All Branches of Music. Special Instruction for Children and Non-Professionals
Address Registrar, 60 E. Van Buren St., Chicago 5, lllinois

COSMOPOLITAN SCHOOL OF MUSIC

Preparatory, College, Special, and Graduate Departments. Courses leading to
Bachelor of Music, Bachelor of Music Education, Master of Music, and Teccﬁer's
Certificates in Music and Theatre Arts.

Clarence Eidam

President Member NASM
Edwin L. Stephen—Mgr., 306 South Wabash, Chicago 4, lllinois

MacPhail

COLLEGE OF MUSIC

MEMBER NATIONAL ASSOCIATION OF SCHOOLS OF MUSIC
LaSalle at Twelfth, Mi polis 3, Mi ta

Rossetter Cole
Dean

3 S]uzmmer School begins June

* Faculty of 110.
Summer Guest Teachers
GUY MAIER—PIANIST
JULY 24 to 28
HERBERT GOULD—VOICE
JUNE 12 to AUG. 12
Send for free bulletin.

PHILADELPHIA MUSICAL ACADEMY

Founded 1870 Now in 80TH SEASON Chartered by Statet
JANI SZANTO, President-Director, 1617 Spruce St. Phila. 3, Pa.
COMPLETE COURSES IN ALL DEPARTMENTS OF MUSIC
Special Opera Department—Master Classes with Noted Artists
Inquiries Welcomed — Catalogue on Request
Approved for Yeterans Training

PIUS X SCHOOL OF LITURGICAL MUSIC

Manhattanville College of the Sacred Heart
133d Street and Convent Avenue, New York 27, N. Y.
COURSES OPEN TO BOTH MEN AND WOMEN
Veterans accepted under the G.l. Bill of Rights

Chant —Gregorian Accompaniment—Choir  Conducting—Litur, —P
3 ¢ e g C siturgical  Singin, v g
School Music—Theory--Harmony—Counterpoint and correlative suhjeca L olyphony-

Organ—Piano—VYoice Telephone: Wadsworth 6-1500

SUMMER
SESSION
June 29—Aug. 10

Gregorian

keep on playing “Tristan’ ur{tl]
they do like it.” At the first Cin-
cinnati Music Festival in 1872,
which he helped to organize, he
told the committee: “When I be-
gin playing Handel’s Te Deum,
close the doors and admit nobody
antil the first part is finished.
When I play Offenbach or Yankee
Doodle you can keep the doors
open. But for the Te Deum they
must remain shut. Those who
really appreciate good music will
be there on time. To the others it
makes little difference how much
they miss.”

In New York, there was often
bitter opposition to his playing
new music. In rebellion, the audi-
ence once noisily interfered with
a performance of Liszt’s “Mephis-
to” Waltz. Thomas stopped the
performance, took out his watch,
and announced he would wait ex-
actly five minutes for all objectors
to leave the hall.

“I have gone without food,”
Thomas once said, “and I have
walked when I could not afford to
ride. T have played when my
hands were cold. But I will suc-
ceed, for I shall never give up my
belief that at last the people will
come to me, and my concerts will
be crowded. I have undying faith
in the latent musical appreciation
of the American people.”

HE BROUGHT US ORCHESTRAL MUSIC
(Continued from Page 17)

And eventually he won out, g
he always knew he would.

HIS CONCERTS in Boston iy.
spired several leading citizens
there, headed by the banker,
Henry Lee Higginson, to organize
America’s first great subsidized or.
chestra, the Boston Symphony O.
chestra. His frequent visits to other
principal American cities, like St,
Louis, Cincinnati, and Pittsburgh,
aroused such an interest in orches.
tral music that local organizations
were created. In New York City, as
a conductor of the New York Phil-
harmonic Orchestra, he popular-
ized orchestral music so widely
that annual box-office receipts rose
from $841 to $15,000. And in
Chicago, there was created ex-
pressly for him America’s second
great subsidized orchestra, the
Chicago Symphony, which he led
the rest of his life, making it one
of the most respected musical
institutions in the world.

“It is hard to estimate,” edi-
torialized the New York Times in
1905 as an obituary tribute, “the
debt that this country owes to
Theodore Thomas. It is the debt
of a pupil to a teacher; it is the
debt of a people led out of the
wilderness to the prophet who has
shown them ... the promised land.”

Tue Exp

go wrong. In fact, you, too, can
become a Beethoven “authority.”
Away, too, with that bogey
about the length of the sonatas!
From the intermediate grades on-
ward, students should be encour-
aged to “read” Beethoven so that
they will be acquainted with half
a dozen sonatas by the time they
reach advanced grades. By read-
ing, I mean “making friends” with
whole sonatas—playing them lei-
surely with good tone, clarity and
rhythm, but not necessarily up to
required fast speeds, and certainly
not from memory. Each sonata
read in this way, becomes easier’
and more enjoyable. When a stu.
dent wants to memorize or dig at
a movement, by all means encour-
age him. If you will accent the
pleasurable side of Beethoven you

50

Yvill be surprised by your pupils’
Improvement in sight reading

BEETHOVEN MASTER LESSON
(Continued from Page 26)

technical fluency and musical zest.

Beethoven was the first com-
poser to dam up the long, smooth
phrase lines of Bach, Haydn and
Mozart. Instead of the effortless,
natural flow of the earlier compos-
ers, he applied power behind his
lines. Everywhere there are direc-
tions for dynamism, shock, force.
Glorying in his strength, Beetho-
ven goes all out for vivid color, ex-
treme contrast, propulsive rhythms.
The classic restraints are gone—
planissimos, fortissimos, sforzan-
dos, subitos, attaccas abound.

Whenever a student suffers from
poverty-stricken dynamics (most
of them do!) ranging from mushy
mezzo-piano to a glassy forte,
prescribe massive injections of Vi-
tamin “B”-eethoven. You wouldn’t
recognize that student’s playing
six months later!

TaE EnD
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Antoine’s.”
Antoine was

COME WITH ME TO ANTOINE'S

(Continued from Page 20)

musical instruments and \\"?ntec{,to
set a good woz/o_o drul‘n. Bl.lt, I
caid, “I guess I'll wait until we
reach Port-au-Prince. I ha‘ve betler
told that the best drums in Haiti
are made there.”

Suddenly Pierre grabbed me by
the arm. “You come with me to
Somehow I knew that
a maker of drums.

Pierre led the way into the shab-
hiest section of town. Antoine’s
abode was slightly less dilapidated
than its neighbors. The drum-mak-
er was evidently a man of some
consequence in the community and
to indicate
front gate a brilliant red.

this had pzlinlml his

Antoine had cock-
ficht but would be returning very
Pierre said if Antoine had
with his (‘H('l\‘-ﬁghl

gone lo a

S001.
been unlucky
betting he would be more likely to
sell me a drum. Many Haitians re-
fuse to sell drums that have been
baplisml and used in voodoo cere-
“l(Jl]jeS. ]lul an (‘llll)l} |)()l'k(‘l “l{l'\
overcome their scruples.

When we were seated 1 noticed
nearby a tonnelle, the opensided,
thatched which
voodoo dances are held. White pa-
per. ribbhons - fluttered
crosspieces and there was a scat-

structure under

from the

tering of cornmeal on the ground
from a voodoo ceremonial.

Soon neighbors began to ap-
pear, whispering, gigg
Pierre.

ling, and oc-
casionally querying

In my halting French, I men-
tioned several of the voodoo gods.
The natives were both delighted
and amused at my knowledge of
voodoo. We agreed that Dambal-
lah and Gede were good, but that
Erzelie was bad.

At last Antoine returned from
the cock fight, a gruff solemn man
{Jmssed in patched trousers and a
faded blue shirt. His betting had
gone badly; he looked glum.

Pierre spoke to him quickly in
Patois, several times repeating the
words * “Port-au-Prince,” and I
%Ues_sed that he was emphasizing
the incredible thought that drums
there mig
in Jacmel,

Deep-throated laughter went
o, s e sk
i n]l)ll-‘lnd er’s face. He

o g e some drums.
Shede t(; ':)‘":]I;P‘ii}lie(l into a small
s >?(.e of the [onn(?/[e
s Sma“) I)lleappeared be'armg

ula, then the middle-

sized spp ;
% d ‘5""‘{”‘['?, and finally the big
aman.s Theses wera thes

ht bhe superior to those

drums
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most frequently used in Haiti, and
the ones which pay homage to the
good Rada gods. At these religious,
or voodoo dances, the gods make
their appearances.

If one of the

dancers

squirming around on the ground |

like a snake, he has been possessed
by Damballah, the snake god. The
beater of the big maman drum
then pounds out the rhythm re-

served only for Damballah, and |

the dancers take up Damballah’s
dance.

Of the three Rada drums which
now confronted me, the maman was
easily the most impressive. It stood
about three feet high, weighed
about 40 puunds.
himself on an
hox, tilted the maman be-
started to

Antoine seated
emptly
tween his knees, and
caress the cowhide drumhead. At
first, there was barely any sound,
merely the whisper of his hands
on the skin; then almost imper-
ceptibly the whole drum began to
throb. 1 ]'ul‘g()l about the drum
and was conscious only of being
enveloped in a sea of rhythm. I
began to wonder if Antoine might
have started something that he
could not control and that the very
mountains would come tumbling
down on our heads. But suddenly
there was a vast silence and out
of it the little noises of everyday
life emerged once more.

The drum-maker could see 1
was impressed; it was useless to

put my feelings into words. I simp- |
ly said, “How much do you want |

for the set of three?”
He turned to Pierre for an ex-

change of patois and then Pierre |
answered, “He will sell you the |

three drums for ten dollars.”

The lowness of the price aston-
ished me because I knew how much
loving care had gone into their

creation.

Since that memorable day the |

three Rada drums have travelled
more than 75,000 miles throughout

the United States and Canada. The |

big maman has even spoken under
the hands of a member of another

race of famous drum makers—a |
Navajo Indian boy by the name of |

Tony Tehani. Some day I shall
take the maman back to Jacmel
and in her authoritative tones she

will tell her homefolks the story |
of her adventures in the United |
States, and how she “talked” for |
an Indian boy on the banks of the |

Colorado River.
Tue Exp
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These collections offer teachers and pupils a selection of excellent materials for

study purposes during the summer . .. an opportunity fo
S i i ing repertoire.

““\L\éta“\‘-s \ widen their playing repe

FAVORITE MELODIES FOR THE ADULT « WILLIAMS

> Contains drawing-room music, songs from Operas, folk melodies,

Words of songs are
1.25

convivial songs, Sacred music, etc.
included.

CLASSICS « WILLIAMS A collection of favorite classics suit-
able for grades Ill thru V 1.00

Classic music and folk tunes

COMPANION SERIES « FROST

chosen for their musical and pianistic value Books | ond |l Eo. 1.00

MUSIC LOVERS PIANO PIECES Patriotic cirs, old-time songs,
folk material, operatic numbers, excerpts from well-known sym-

phonic work, dances, Hymns, efc Vols I, I, Il Each 5 4

MUSIC LOVERS-SYMPHONIES Fovorites of Haydn, Beethoven,
Schubert, Brahms, Dvorak, Tschaikowsky, etc 75

Selections in the modern

MUSIC LOVERS-MODERN MUSIC

idiom, such as: Romance, Sibelivs; Pavane, Ravel; Slavonic Donce,

Dvorak; efc. 75

SEND FOR COPIES "ON EXAMINATION"

ke BOSTON MUSIC COMPANY
Al Music of All Publishers
116 BOYLSTON STREET  BOSTON 16, MASS.

Wever befone a Pians Gource
achieuing suck cmmediale

COURSE FOR PIANISTS

by
JUNE WEYBRIGHT

Already the established favorite with thousands of
teachers, students and parents — continually growing
bigger — because it is consistent with the best in music
education and the ultimate in piano progress!

BOOK ONE —The Beginner’s Book...........c.connuurnennes 75¢
BOOK TWO — The Follow-Up Book...........ccvivuunnnnnnnn 75¢
BOOK THREE — The Key Signature Book.........., s be s sames 75¢
BOOK FOUR—Scaleand Chord Book. .. .....ccvvvuvnnnnnann 75¢
BOOK FIVE — The Dance Form Book. .. ........c0o0vvnunnnnns 75¢
BOOK SIX = The ClassicsBook................. - JE R 75¢

WORK BOOKS fo accompany BOOKS 1, 2, 3, 4.

Coordinated work books for '‘stock-taking''—designed to sup-
plement the materials in the first four study books. each 50¢

ETUDES for PIANISTS in Two Books

Technic in its most enjoyable form, with the accent on melody
and descriptive moods. each book 60¢

TECHNIC for PIANISTS of Junior Grade

Book One...... 60¢

Book Two...... 75¢
Write for Free '"Course for Pianists'’ brochure.

AMERICAN ACADEMY OF MUSIC, INC.

Sole Selling Agents: MILLS MUSIC, INC.

1619 Broadway
New York 19, N. Y.
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CARILLONIC BELLS

selected for National Evening Hymn Memorial Carillon.

AT ARLINGTON NATIONAL CEMETERY

“While these Bells ring, Safely Rest. Freedom Lives!”

So reads the Memorial Tablet commemorating this gift of a mighty
electronic Carillon from the American Veterans of World War II
to the people of the United States. '

We, as the maker, are greatly honored that “Carillonic Bells”
have been accepted by Harry S. Truman, President of the United
States, The Congress, and other Government bodies for this
soul-tirring memorial.

The ever-increasing number of “Carillonic Bell” instruments
providing vibrant “‘Living Memorials” in churches, universities,
and public locations throughout the world testify to the musical
and mechanical superiority of this Schulmerich product.

Prices are amazingly low—No tower is required. For informa-
tion, write. ..

CARILLONIC BELLS

Schulmerich Electronics, Inc.
283 Carillon Hill, SELLERSVILLE, PA.

* * * * * * *

Piano Education Courses—Repertoire Classes—Private
Piano Instruction
will be given by

‘ BERNICE FROST
‘ Summer 1950

at
Woman's College—University of North Carolina
H. Hugh Alvater—Dean of the School of Music
Greensboro, N. C.—June 5th-16th
Sdint Francis Convent—Mount Alvernia
Milvale, Penna.—June 19th-24th
Juilliard Summer School of Music
William Schuman—~President
Robert Hufstader—Director
New York, N. Y.—July 3rd—August |1th
Providence Convent July 22nd
Saint Mary-of-the-Woods, Indiana
College of Saint Mary-of-the-Wasatch
Salt Lake City, Utah—August 16th-30th

DETROIT CONSERVATORY OF MUSIC
4 DAY PIANO TEACHERS' TRAINING COURSE
LEE CgORYBMAN

June 27th through June 30th, 1950 Tuiti
5035 Woodweard Ave, g o el

Detroit 2, Mich.

Conducted by KA

@uestions and Answers

RL W. GEHRKENS, Mus. Doc.,

Music Editor, Webster's New International Dictionary,

and Prof. ROBERT A. MELCHER, Oberlin College

BAD HABITS IN PRACTICING!

® | have a pupil (girl) with whom
I am very much discouraged. She
is almost nine years old. I have
been teaching her since she was
four, and I have never been able to
get her to play on the fleshy ball
of her fingers. She plays constantly
with fingers “broken” at the first
joint, and she often hits two Leys
instead of the one intended. She
also “stammers” when she plays,
often hitting a key several times.
Is this from nervousness, or is it
just a bad habit? This girl can
curve her fingers, and she always
does so when I speak to her; but
a few seconds afterward her wrists
drop down and her fingers straight-
en right out again. What shall 1
do?—Mrs. ]. A.

IT IS ALWAYS difficult to diag-
nose such cases from a distance,
but I am guessing that there is
nothing physically wrong with your
pupil, and that she is merely one
of the large number of children
who are fond of music but who
have never disciplined themselves
to the point of working at it long
enough and carefully enough so
as to evolve right habits so far as
finger position, body posture, care
in observing finger markings, and
many other fundamental tech-
niques are concerned.

My advice is that you try this
experiment. Have a frank talk with
the girl in the presence of one of
her parents—probably the mother.
Tell her in a friendly way that she
will never get to play really well
until she forms right habits, and
that in order to help her to develop
such habits you are going to put
her back on some very easy mate-
rial for a period of three months,
Don’t scold her, and make certain
that she does not get the idea that
you are punishing her but that you
are merely giving her a chance to
strengthen some weak places in her
foundation. Ask her to cooperate
with you, practicing faithfully and
carefully on each piece or study
until it is absolutely perfect. Prob.
ably she ought to memorize some
of the pieces in order to be able
to look at her fingers to make cer-

tain that they are curved properly.

Now comes the important part
so far as you, the teacher, are con-
cerned. Select very carefully for
this pupil some material that is
very easy (first or second grade)
but that has great charm and that
will therefore be interesting to her
musically even though it is very
easy technically. If you are not
familiar with the Diller material—
or the Crosby Adams—look into
it very carefully. It is highly im-
portant that you give this girl ma-
terial that is new to her, that offers
few technical obstacles, and that
has real artistic value. I suggest
also that you have this new mate-
rial actually in your hands while
you are having your talk with the
girl and her mother; and I urge
you to make certain that you get

the mother’s cooperation as well
P

as that of the girl herself.—K. G.
HOW TO PRONOUNCE PIANIST

® What is the correct pronuncia-
tion of the word pianist? I think
the accent should be on the second
syllable, but one of my pupils in-
sists that his school music teacher
and also some of his friends who
take lessons from another private
teacher all accent the first syllable.
I told my pupil I would write and
ask you to settle the controversy,
and I thank you for your help.

—Mrs. E. P. L.

THE ONLY ANSWER I can
give you is that the latest edition of
Webster’s New International Dic:
tionary (Second Edition) gives
both pronunciations as correct but
places the one which has the accent
on the second syllable as the pre:
ferred one. This does not mean
that the editors of Webster are
trying to dictate to you or to any-
one else, but merely that in inves-
tigating usage they have found
more people who say pi-an’-ist than
pi’-an-ist. I might add that my own
personal experience agrees Wi
that of the Webster editors and
that I personally say pi-an’-ist. But
I have many friends who pro-
nounce it the other way, and if this
makes anyone even a tiny bit hap-
pier, I say, “Go to it.”—K. G.
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@rgan Questions

Answered by FREDERICK PHILLIPS

@ For some time I have been
playing hymns _for two small
churches on organs with the stops
shown on the lists below. Are there
any books which will show me the
best stops to use Lo get best effects,
and can you advise which stops
should be used in the treble and
which in bass in playing hymns? /
can play reasonably difficult music
if the stops are marked. ’ ]
Stops, Organ No. 1, left to right:
Dulciana Bass, Diopason . Bass,
Principal Bass, Bass Coupler, Prin-
cipal Forte, Vox Humana, Dia-
pason Forte, Treble Coupler, Vox
Jubilante, Principal Treble, Dia-
pason Treble, Dulciana Treble.
Organ No. 2: Bass Coupler,
Diapason, Echo, Principal, Piano,
Vox Humana, Forte, Fortissimo.
Cremona, Celeste, Dulcet, Melodia,

Treble Coupler. —J. H.T.

LANDON’S “Reed Organ Meth-
od” contains a description of most
reed organ stops and suggestions
as to use. In Organ No. 1 the Dul-
ciana and Diapason are the soft and
loud stops in the lower section of
the organ (generally below middle
G): Principal is also in this section,
but the pitch is usually an octave
higher than normal. The Bass
Coupler adds a tone an octave
lower to the note being played in
the bass section. The Treble
Coupler adds an octave higher to
the notes played in the upper sec-
tion of the organ. Principal Forte
and Diapason Forte operate a
shutter to allow greater volume.
YOX Humana is a mechanical de-
VICt? Creating a wavering or tremo-
lo In the tone. Vox Jubilante is
i _h“ght stop in treble section,
J1apason a solid tone in treble sec-
Uon, and Dulciana is a soft treble
:Z?t)i’oljyo}rft:}}l)le we mean the upper

it N 2e organ. The stops in
s th. .arfl somewhat dlﬁf:r-
e b e pite .and tone qual.lty
i Omy Fasce.rtama])le‘l)'\‘ tr):mg
e h.v or congregational sing-
e St )r;m.; a}l}l the' stops could

e Sw;ll :fh %here is usually a
N Wh(;n de:'L dadds to the vol-
oDl it ;;rlfa) '] For soft work

o sulfcidng & udce{ stol_)s wo.uld

eXPerimenti;,; Peng }[1) enty (.)f'tlme
Stone ar d coz b.wn. individual
1b1nations
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® | am shortly to play the organ
in our small community church,
which has a one manual reed or-
gan with an electric blower. The
foot treadles have been removed
and swell and crescendo pedals in-
stalled in their place. I am not
familiar with the tonal qualities of
the stops on this organ or the
various combinations to be used.
Please suggest combinations for
hymn playing and preludes before
the service. The following are the
stops: Treble—Reed Pipe 8, Dul-
cet Pipe 8, Melodia 8, Dulcet
Treble 8, Vox Jubilante 8, Vox
Humana 2'; Bass—Perfection 2',
Harp Aeolina 2’, Violina 4, Viola
4, Dulcet Pipe 8, Reed Pipe 8.
Also treble and bass couplers.

—W. G.

FOR GENERAL information
we suggest getting a copy of Lan-
don’s “Reed Organ Method.” This
book gives detailed information
regarding the various stops on the
ordinary reed organ. Your first ac-
tion should be to try each stop
singly, to see whether it is the same
pitch as the corresponding note
on the piano (eight feet), or one
octave or two octaves higher (four
and two feet respectively). Also
note the volume in comparison
with each other, being sure to have
the swell and crescendo pedals
closed. Then try experimenting
with different stops in combination
with other stops; you will find the
Dulcet and Violina stops are softer
in effect and would be suitable for
quiet organ preludes, adding Melo-
dia and Reed Pipe in treble to add
volume where necessary, including
Reed Pipe in bass. The Vox Jubi-
lante in treble and Viola in bass
adds still more to the volume. For
hymn playing we suggest full or-
gan except the two-foot stops (Vox
Humana, Perfection and Harp
Aeolina). The last two could be
used effectively for playing chord
accompaniments in the left hand
(sounding two octaves higher than
the notes played) and in the right
hand use a solo stop such as Vox
Jubilante, Melodia or Reed Pipe
for solo passages, but these two-
foot stops should not be used with
full organ—reserve them for spe-
cial effects.

Above : Home Model Hammond Organ, used in more homes than any other organ — one
of a complete line of 2-manual-and-pedal church and home organs starting at $1285%.

7

owrs lo command -

a Hammond Oygan jor as little as 12857

When you sit down and play your own
Hammond Organ, you experience a
sense of fulfillment that is completely
new.

At the moment your mood may call
for the music of the strings. Another
time it may be the woodwinds or the
reeds whose shadings meet your fancy.
No matter, all these and many other
voices are at your command on your
Hammond Organ.

For this is the world’s most versatile
organ, ready always with a wealth of
tone and color to give richness and
freshness to everything you play.

Prices start at £1285%—
less than many fine pianos!
You needn’t wait longer. The cost of a
Hammond Organ is small —even less
than you’d pay for many fine pianos.
And liberal terms are available through
most dealers.

In less than a month you can learn
to play the Hammond Organ!
A knowledge of music isn’t necessary.
In fact, you need never have played

FHarmronvn Orcay S

MUSIC'S MOST GLORIOUS VOICE

Hammond Instrument Company

4210 W. Diversey Ave., Chicago 39, Illinois

Without obligation, please send me information on the

following Hammond Organ models:

[ Spinet Model
[J Home Model

[J Church Model
[ Concert Model

before at all. But in less than a month
you can learn to play at least half a
dozen simple pieces of music on your
Hammond Organ. It’s easier than you
imagine, for thousands of owners have
already done it.

A Hammond Organ for your home!
You can choose from several models of
the Hammond Organ — there is one
that will fit beautifully into your liv-
ing room, whatever its size.

Installation is just a matter of plug-
ging into an electric outlet—and you're
ready to play. And there are no worries
about tuning,for the Hammond Organ
is the only organ in the world that
never needs tuning.¥

Clip and mail the coupon today!
Visit your dealer where you can hear
and play the Hammond Organ. Spend
an hour with music’s most glorious
voice, proved by years of service in
homes and churches throughout the
world. For more information and the
name of the dealer nearest you, mail
the coupon now. ‘

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

Concert Model has 32-note
A(;Q pedal keyboard and an
additional tPedal Solo Unit,
tunable to preference by

the organist.

*f. 0. b. Chicogo. Prices include
Federal excise tax which is
rebated to churches.

“
o



Good, Better, Best . ..

YO[' HAVE often heard good,
better, best, haven’t you? And
vou know the different shades of
meaning in those words. They rise
in intensity, just like a crescendo
in music. They build a little hill,
reaching up to their climax.
They are very excellent words to
keep in mind when you are play-
ing your pieces. You might even
decide to skip the word “good”
and only consider better and best,
because you should at all times do
anod work; but is there any reason
why you should not do better
work? And why not develop the

habit of always doing your very
best work? If you were playing
your favorite piece at a recital
would you try any harder to play
it well than you would if you are
playing it for just one person in
your own house? Why not always
do your very best? Why not de-
velop the habit of always using
one hundred percent of your abil-
ity ?

Then, when people hear you
play they will say “T've often heard
that piece before. but I’ve never
heard it so well played!”

That is worth working for.

Who Knows the Answers?

(Keep score.

1, Was the “Surprise” Sym-
phony composed by Beethoven,
Haydn or Mozart? (5 points)

2, How many inches must
vou stretch to play an octave on
the piano? (5 points)

3, How may a dotted eighth
note, plus one sixteenth note, plus

a dotted quarter note, plus one
eighth note. plus three sixteenth
notes, plus one sixteenth rest be
expressed in one note? (10 points)

4, Who wrote the song, Jean-
ie with the Light Brown Hair?
(10 points)

5, What are the letter names
of the tones of the dominant sev-

enth chord in the key of G-flat
major? (10 points)
6, On what keys does the

thumb fall in the scale of B-flat
major. left hand? (5 points)

7, What is signified by the
sign pictured in this quiz (10
points)

One hundred 1is

perfect).

8, What French composer
was born in 1835 and died in
19217 (15 points)

9, Name, two composers,
father and son, the father wrote
operas and the son wrote sonatas
for the harpsichord? (25 points)

10, Was Grieg Danish, Bohe-
mian, Austrian or Norwegian? (5
points)

(Answers on next page)

THE REASON
By Frances Gorman Risser

Ten finger promenade,
All in a row,

Carefully, slowly and
Firmly, they go:

Up the scales, down the scales,
In a straight line,

Knowing that practice makes
Every thing fine.

Chords and arpeggios,
Done very well,

Make perfect tones, each as
Clear as a bell;

Pieces are easy, if
Technic is good;

That’s why these fingers
Do just as they should.

Edited by ELIZABETH A. GEST

Another Unusual Instrument
By WILBURTA MOORE

People all over the world have
made instruments to produce mu-
sic and some of the instruments in
use in former times seem Very
strange to us now, since better in-
struments have been developed.

Long ago there was something
called a Tromba Marina, a large
instrument of one string, played
with a bow. Nobody knows just
when or where this instrument
originated, but it was probably in

Germany, as it was once popular
in that country. It is considered by
most writers to be one of the old-
est instruments played with a bow.
Most of the existing specimens

date from the seventeenth century,
the older ones having been lost or
destroyed.

This instrument was about six
feet long and the string was a

thick, double-bass type string,
stretched over a peculiar bridge
and played with a heavy bow. It
produced a powerful tone when
bowed, which, according to one
writer, sounded less melodious
than the bray of an ass, but when
playing natural harmonics it was
said to produce a pleasing effect.

In 1674 this notice appeared in
the London Gazette: “A rare con-
cert of four Tromba Marina,
never heard of before in England,
to be heard daily at the Fleece
Tavern.”

The theme given herewith is
taken from a seventeenth century

. manuscript of a Sonata for Trom-

ba Marina.

Musical Picnie Game
By Elsie Duncan Yale

(There are seventeen musical
terms hidden in the following pic-
‘nic story. Get out your pencils
and paper and the one who finds
them first is the winner of the
game. These seem easy after you
have found them, but—some of
them are rather hard to find.)

ast week we went on a picnic.
It was my birthday. The
weather was variable; rain was
due to fall and it was ten or eleven
o’clock before we decided to go
and we heard the voice of Uncle
Levi, “O ladies, let’s hurry.” We
took our lunch, not forgetting salt
or pepper. We took material for
tea, and for good reason, a table
cloth. There would be no ball
playing for Jimmy had left his
bat on the beach and his ball was
lent or lost. I took my new para-
sol, O such a pretty one, but with-

out it I would have needed a cap
or hat, as it had grown very sur-
ny. At last we reached a shady
place which seemed to anchor us
there. As for the children’s con-
duct—riotous would describe it.
Uncle found some berries and
mother said she would can them.
Lunch was laid out attractively
and Grandma said “Can’t a table
look pretty!” But alas the sky
clouded; rain fell in torrents and
the sop ran, O so fast, down our
necks as we ran home.
(Answers on next page)

Answers to Musical Picnic

1, v-Ar1a-ble; 2, puE T-0; 3, TEN OR}
4, Le-vi-O-LA-dies; 5, s-ALT O-1; 6, FOK
TE; 7, rea-soN A TA-ble; 8, M;
9, LENT 0; 10, para-sor. o; 11, neede-
D A CAP o-r; 12, cHOR Us: 13, conduc-
T RiO-tous; 14, Un-cLe F-ound; 15, ©
AN THEM; 16, caN’T A TA-ble; 17, SOF
RAN O.
aills
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Junior Etude Contest

Jun
the neatest an
Contest is ope

;or Etude will award three attractive prizes each month for
d best stories or essays and for answers to puzzles.
n to all boys and girls under eighteen years of age.

Class A—I5 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
corner of your paper and put your address on upper right corner of

your
and

paper. Write on one side of paper only. Do not use typewriters
do not have anyone.copy your work for you.

Essay must contain not over one hundred and fifty words and
must be received by JUNIOR ETUDE, BRYN MAWR, PENNSYL-
VANIA, on or before the first of May. No essay this month.

Puzzle appears below.

Congratulations!

A GREAT MANY REPLIES to the
Junior Etude Questionnaire in the
January issue have been received,
yet there may be some more to
come, as there was no set time-
limit on this. The report will be
postponed until next month.

We were very glad indeed to
find that so many Juniors are seri-
ously interested in music and tak-
ing part in so many musical activi-
ties. Congratulations.

Answers to Quiz

1, Haydn; 2, 6% inches; 3, by one
whole note; 4, Stephen Foster; 5, D-flat,
F, Aflat, C-flat; 6, D and A; 7, repeat
the previous measure exactly: 8, Camille
Saint-Saens; 9, Allesandro Scarlatti
(1659-1725) and his son Dominico
Scarlatti (1685-1757) ; 10, Norwegian.

Puzzle

e Fill these measures with
notes and find six well-known
melodies.

SCHOOLS — GOLLEGES
CONVERSE COLLEGE “.c:.

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

COLLEGE ™tisue Sent apor seavest.

CONSERVATORY
OF MuUsIC
L. E. Hill, Pres.

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

Alviene = Theatre

Dramatie, L_v‘ric and Dance Arts
Es'

. 1894

STAGE « RADIO » TELEVISION
Speech Arts, Drama, Playwrighting Musical-
Comedy, Musical-Drama, Vocal, Dance Revues,
Ballet, Toe, Tap, Exhibition. Technical and
practical training essential to the Iu\mul!. to a
career, teaching and directing G. I. Bill

Write Sec’y. Shubert, 1780 Broadway, N.Y.Cityl9.

BALDWIN-WALLACE
CONSERVATORY OF MUSIC
BEREA, OHI0 (suburb of Cleveland)

Affiliated with a first class Liberal Arts
College. Four and five year courses leading
to degrees. Faculty of Artist Teachers. Send

il
T —+ t for catalogue or information to:
d o1 i HAROLD W. BALTZ, Dean, Berea, Ohio
-
é 4 1 & - 1
- 1 s Oy : . 3 | 5
T l, +l
b M e 1
& L s
Pianiste—Send for free booklet
showing how you may freatly
impr your technie, accuracy,
! Per—iry e e memorizing, sight-reading and
playing thru mental muscular co-
| ordination. Quick results. Practice effort mini-
mized, Used by famous pianists, teachers and
students. No obligation.
0 »- Br |1 Studios Schools, Dept. 70-E, Covina, Cal.
+ v
E = THE MANNES
J : : MUSIC SCHOOL
Fa=a—prl T T
S L= —l%%—— Professionalse Non-Professionalse Children
1 Class and Individual Instruction
Artist Teachers
Scholarships for Orchestral Instruments
B ) T+ DAVID & LEOPOLD MANNES, Directors
Room 33, 157 East 74th St., New York 21, N. Y.

Letter Box

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

Dear Junior Etude:

e I am a piano student entering
Tusic as my major in college. My inter-
estslhe in classical music and opera. 1
A o 3
‘\oud like to hear from other music
students my age,
countries, :

Caldwell Leatherwood (Age 17)
Alabama

especially, from other

’

Pa

... During the summer I coach child-
ren in their piano lessons since many
teachers go away and the parents wish
them to keep up their work. When I
graduate from High School in June I
intend to give piano lessons while I at-
tend -a near-by college. T would like to
hear from others interested in piano.

Carol Faith, New York

.. . T have taken ETUDE for several
years and enjoy it immensely. I sing
soprano _in duets, trios and sextettes
in our High School. I would like to hear
from other Junior Etude readers.

Marcia Huggins (Age 15), Georgia

J.uniol' Chopin Recital, Cebu City, Philippine lslfmds
Cta Abellon, Aida Briones, Ruth Clapham Sevilla, Ingrid Sala,

R
Shvacion Abatayo, Myrna Rodriguez, Ofelia Ibanez, Cora Omega,

Estellg i

ermosa, Demetria Abella, Arsenio Vivera, Amparo Torres,

laF Rl
ar Blanco Sala; Milagros Garillo, Noe llano, and Anita Cabahug:
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DILLER-QUAILE
School of Music

Teacher Training and General
Musicianship Courses

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

GUY MAIER

announces
Piano Workshop Courses In
. « « Minneapolis . . . July 24-28

Mac Phail School of Music

La Salle at Twelfth St.,

Minneapolis 3, Minn.

Five Morning Classes for
Piano Teachers
Five Evening Repertoire Classes for
Advanced Pianists
Private Lessons Will Be Given
From July 29-Auvg. 3

Bristol, Va., August 9-16

Virginia Intermont College

Seven days of lectures, conferences, con-
certs, and young people's repertoire closses
for piano teachers and gifted students. (No
reperfoire classes for advonced pianists

will be given at Bristol.)

Registration for courses and reservations
for rooms at Bristol should be made im-
mediately.

GREENSBORO COLLEGE
SCHOOL OF MUSIC
Greensboro, North Carolina
Member NASM
Four Year courses leading to B.A. and B.M.
degrees. Faculty of Artist Teachers
Luther L. Gobbel, President, Gustav Nelson, Dean
Send for catalugue and brochure.
Address: REGISiT RAR

JAMES MILLIKIN UNIVERSITY

SCHOOL OF MUSIC
DECATUR, ILLINOIS
Offers thorough training in musie. Courses lead-
ing to degrees of : Bachelor of Music, Bachelor of
Music Education, Master of Music, and Master
of Music Education.
Memberof theNational Association Schoolsof Music
Bulletin sent upon request
W. ST. CLARE MINTURN, Director

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

“ Expert Child Training
Courses leading to Degrees

216 S. 20th St. LOcust 7-1877

—WESLEYAN CONSERVATORY—

and SCHOOL-of FINE ARTS
A Division of Wesleyan College

@ Four-year courses lead to B. Mus. degree:
piano, violin or organ, voice; composition, music
ed. Outstanding faculty. Excelient equipment.
Full member of the National Association

Schools of Music. Coed. G.I. approved. Catalog.
Doris 0. Jelks. Dean, Wesleyan Conservatory,
AS1-E _College. St., Macon, Georgia. . -

VOICE instruction

Vocal Pedagogy and Interpretation
under the personal direction of

LOUIS GRAVEURE

A voice constructor. One of the
greatest song recitalists in our gen-
eration. Has sung in major opera
houses of U. S. and abroad. Resi-
dent studio in N. Y. City.

°

PIANO instruction
Robyn Normal Teachers Course
2 two-hour sessions daily

under the personal direction of

ETHEL LYON

Instructor ot American Conserva-
tory of Music, Chicago. Student
and associate of Louise Robyn.

L ]
CHORALE instruction

under the personal direction of

GEORGE LYNN

Professor of Conducting and Choir
Director in Westminster Choir School,
Princeton, N. J.

€

Also: Dramatics—Cyril Delevc
Qil Pginting — Frederic - Taoul
Water Color—Jacob Getlar Smith,
Ceramics—Mary Johnson, Writing
—Robert P, Tristram Coffin
Tuition $30.00

Senior College Credit $40.00
Private Lessons' availoble in voice
and piano ot additional fee.

CORPUS CHRISTI

FINE ARTS COLONY
JUNE 1-14

Write for free literature—
Mrs. Buford Kirk, Pres. Dept. E-A
301 Brooks Dr...Corpus. Cheristi, T

exXes
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OPERATIC DAUGHTER

(Continued from Page 21)

stiffen his muscles. One can avoid
this by keeping the body relaxed,
by breathing very low, and by
building strong support on the
muscles of the abdomen.

When 1 began to work with my
father, he practiced scales, arpeg-
gios, and the standard vocal exer-
cises with me, carefully checking
every tone for freedom and reso-
nance. His great theory is to avoid
tensions, especially in the facial
muscles. When a tone did not
please him, he would cry, “Smile,
smile!” And my tones immediate-
ly flowed forth more freely.

When my father notices I am
worrying about a performance, he
scolds me. Live in the present
moment, he insists. Don’t brood.
Prepare intelligently for tomorrow,
but don’t think too much about it.
Above all, don’t let past mistakes
get a grip on you.

Yet, on at least two occasions,
I have scored over Pinza on his
own terms! The first occasion was
my Metropolitan Opera audition.
I knew, of course, that I was to be
auditioned, but no time had been
set. One day, I accompanied my
father to the Opera House, in order

to watch one of his rehearsals. Mr.
Frank St. Leger saw me. He asked,
“Claudia, how would you like to
sing for us in two hours?” I said
I’d love it.

When my father glared at me,
and asked how I ever expected to
be ready so quickly, I said, two
hours would be as good as two
weeks:

WHEN HE STILL seemed hesi-
tant 1 said, “But I thought you
never worried . . .” He burst out
laughing and told me to go ahead
and do as I pleased. That same
afternoon, I became a member of
the Metropolitan Opera.

On the second occasion, my

father and I were singing together

in “Faust’—he, Mephisto, I, Mar-
guerite. As we rode from our hote|
to the theatre, we noticed a huge
crowd of people at the box office
and at the doors. My father gazed,
“You see?” he sighed. “So many
of them—and all of them expect.
ing so much! It makes me nervous,”
I answered. “A great artist has
taught me not to let myself get
nervous—and I won’t begin now!”
Not for anything in the world
would I give up the inspiration of
close family contact with Pinza.
But I have wished that I might be
judged as most other young singers,
strictly on merit not on name.
Still, Pinza is my name, so what

can I do about it?
Tuae Enp
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A Teachers Diploma
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0]
A Bachelor's Degree

In Your Spare Time at Home

S
uccess

reafer J (now/ec[ge

NMUSIC

CONSERVATORY-TRAINED MUSICIANS COMMAND BETTER INCOMES

YOU CAN OBTAIN THIS TRAINING AT HOME THROUGH THE

University Extension Conservatory

SINCE 1903, THE WORLD'S FINEST HOME STUDY CONSERVATORY OF MUSIC

CONSIDER THESE ADVANTAGES

Degree of Bachelor of Music
—Diplomas through extension
courses by noted teachers.

Our Extension Method—Prepares
you for better positions through
study at your convenience.

Previous

using your spare tfime.

The highest type of Musical Training by Extension Methods, as developed and perfected by the Univer-
sity Ex?ens‘ion Conservatory, is not an experiment, not a make-shift, but has proven its valve and
soundness in the careers of thousands of musicians and teachers who owe their success entirely to the
personalized and painstaking coaching of this great Conservatory. Partial listing of courses below:

CHORAL CONDUCTING:—Brand new course
includes all the modern techniques—even radio
broadcasting.

NORMAL PIANO:—Especially designed for
teachers or future teachers. Treats and solves
every problem of the progressive teacher.

'ARBANGING:—AII the tricks of modern arrang-
ing drswn from the experiences of the biggest
name" arrangers in the country.

EAR TRAINING:—Designed to give you the
ability to read at sight, to transpose and to
transcribe. Invaluable training for vocal or in-
strumental work.

HARMONY:—Written by two of the finest
theorists in the country. Simple, yet thorough
in every way. From basic fundamentals right
through to Counterpoint and Orchestration.

HISTO.RY:—-A modern course including all types
of music from ancient origins to 20th Century.
Interesting and analytical—not a dull collection
of facts.

PUBLIC SCHOOL MUSIC:—Fits you for actual
work in the school room. Our model lessons de-

velop originality and give you an excellent gui
for teaching others. uli

University Extension CoNservaTory
28 EAST JACKSON BLVD. (DEPT. A-700) CHICAGO 4" S Els

Work Evaluated—Ad-
vanced credits easily earned by

Let Us Show You How—Catalog
and illustrated lessons sent with-
out obligation to you.

This is Your Opportunity—Mail Coupon Today!

UNIVERSITY EXTENSION CONSERVATORY, Dept. A-700
28 East Jackson Blvd., Chicago 4, Illinois

: Please send me catalog, sample lessons and full informa:

tion regarding course I have marked with an X below.

[ Piano, Teacher’s Normal Course [] Voice

[] Piano, Student’s Course [] Choral Conducting

[] Public School Mus.—Beginner's [] Clarinet

[ Public School Mus.—Supervisor's [] Dance Band Arranging

{1 Advanced Composition [] Violin

[ Ear Training & Sight Singing [} Guitar

[ History and Analysis of Music ] Mandolin
! ["1 Harmony [] Saxophone
: E]; gomet.—Tmmpet [] Double Counterpoint
: rofessional Cornet—Trumpet [] Banjo
! Namo e s . ... s Age...errt
' ARSI, s ... ... g
E Rt e L IR L
! Gl ... Statei-sieivmess®
! Are you teaching now?........If so, how many pupils have
E You?.. o Do you hold a Teacher's Certificate? . .=«
a Have you studied Harmony?......... Would you like to earsl
! the Degree of Bachelor of Music?. .. ........cosssessensnss
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. the new sensational MONTHLY SERVICE which brings you the
complete melody, chord symbols and words of the world's greatest
musical treasures—instrumental and vocal—on INDEX CARDS . . .
for instant reference!

TEACHERS use SONG DEX as a basis for
their lessons—either teaching directly
from their SONG DEX cards or as a
reference for purchasing the world's
finest music. Teachers are '‘crazy
about SONG DEX . . . one of the
most remarkable contributions to
music in 25 years . . . wonderful for
teaching purposes highly
pleased!"

SONG DEX is ideal . . . easy-to-read . . . in simplified keys . .
easy-to-file, find and program. Each tune listed is a complete lead
sheet of the melody with chord symbols; words are included in
all singable material.

Now for the first time, musicians, teachers,
students, music lovers and librarians may
acquire world famous musical gems on con-

venient, compact INDEX CARDS—sym-

, ol fIm‘

phonic music, operatic arias, instrumental STUDENTS love SONG DEX . . . love its

music, folk music and dances, waltzes, clear and easy-to-read form )?‘F
polkas, spirituals, hymns, Gay 90's, marches, simple keys while studying the more V‘ | ’
semi-classics and many, many others. difficult things: it keeps them in- ¥

terested. Students have written that
'SONG DEX is easy-to-read . . . well
picked . . . beyond all expectations
. . . an invaluoble service . . . a won-
derful idea."

AMATEURS find that SONG DEX is ""a grand idea . . . very help-
ful to the raw amateur . . . can't be beat . . . thrilled with
the cards . . . what | have been wanting for years!"

(Names of these satisfied subscribers are available upon request!)

z
Every tune listed is an imporfant tune . ..
every card is useful fo you. There is abso-

lutely no duplication of titles . . . a tune
is listed only once . . . never repeated.

Q7

venient sizes. The regular :
SONG DEX subscribers are excited about this new adventure in

music. Thousands of congratulatory letters .
s\ 7

erence use, is only $1.00 per month

have been! Yeduivid: for 50 cards. The large 5”
]

S ' e is S 5
MUSICLI/&:IEIS {}o, A SONG‘M DEX‘ s II"? use) is $1.25 per month for 50 cards.
ot i I. a long-felt (Large cards also contain Hammond
need . . . perfect lead sheet . . . organ registrations for all models, arranged by Jesse
compact, concise . . . simple . . . a Crawford, famous teacher and organist.) 3 : B
big hit . . . a pleasure to play . ..

SONG DEX, Suite 408E
1619 Broadway
New York 19, N. Y.

what every musician has hoped for . . . long been needed!"

Enclosed is my remittance for §_____. Please rush me a sample issue of:

Regqur.SIIe (3" x 5”) SONG DEX cards
Large Size (5” x 8”) SONG DEX cards

SEND Now for your complete sample issue

I
I
I
of SONG DEX. Fill in the coupon and mail today. Sat- l NAME
I
I
|

isfaction quaranteed or your money will be cheer-
fully refunded within 10 days.

SONG DEX

ADDRESS

Citke ZONE STATE

SATISFACTION GUARANTEED OR YOUR )
| FUNDED WITHIN 10 DAYS! ikl £

1619 Broadway
New York 19, N. Y.

S S— —— — — — —

SONG DEX is published in two con-
x 5" size
card service, for professional and ref-

x 87 size
card service (for teaching and amateur

e =~ USE THIS HANDY ORDER FORM ——-——|
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WHERE SHALL | GO TO STUDY?

PrivaTe TEACHERS (New York City)

PrivaTE TEACHERS (New York City)

HELEN ANDERSON

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

EDWARD E. TREUMANN

Concert Pianist—Artist-Teacher
Recommended by Emil Yon Saver, Mortiz Mosz-
kowski and ‘los?rJhHchifngo.n'n.337

all, Svite
Stedlo, Serems 57th 5t. at 7th Ave
Tel. Columbus 5-4357 New York City

MARY BOXALL BOYD

(Pupil of Leschetizky)
Pianist—Teacher—Coach—Program Building
“The results she can obtain are miraculous
Writes Leland Hall—Prof. of Music—
Smith College
Address—Steinway Hall—Nola Studios—
113 W. 57th St., New York City, N. Y.
(Also 44 Nassau St., Palmer Sq. Princeton, N.J.)
Tel. 3661 M

JACK EPSTEIN
BARITONE

Concerts — Opera — Teaching

Music Studios Palm Beach, Fla.
Inquiries to

Suite 701
119 West 57th St., New York 19, N. Y.

ROY CAMPBELL

Teacher of Successful Singers of
Radio—Theatre—Pictures—Concert—Opera
“STYLE-IZING" for" Rda.dio and the Theatre

—Studio—
607-8 Carnegie Hall New York City
Telephone Cl 5-9244

HAZEL GRIGGS

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

LUCIUS DUNCAN
Concert Violinist—Teacher
Pupil of Schradieck
WESTCHESTER CONCERT BUREAU

White Plains, N. Y, Philadelphia, Pa.
54 Bank St 104 N. Mole St.
White Plains 9-7808 LO 7-0723

EDWIN HUGHES
PIANISTS PREPARED FOR PUBLIC
PERFORMANCE AND FOR UNIVERSITY,
COLLEGE AND CONSERVATORY
TEACHING POSITIONS
SUMMER MASTER CLASS:
July 10—August 12
For full intormation address:
338 West 89th Street New York 24, N Y.
Tel. SChuyler 4-0261
MONTHLY SESSIONS IN WASHINGTON, D. C.

CHARLES LAGOURGUE O.1. £}

YOICE PRODUCTION—SINGING
Musical Theory—Composition
Courses of the Paris Conservatory
for Information:

35 W. 57th St., New York

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

Among those who have studied with Mr. La

Forge are: Marian Anderson, Lawrence Tib-

bett, Richard Crooks, oand Mme. Matzenaver.

1100 Park Ave., Corner 89th St., New York
Tel. Atwater 9-7470

ALMA FAUST

TEACHER FOR PIANO TEACHERS OR FOR
AMATEUR PIANISTS
PRIVATE LESSONS CLASS LESSONS
Beautiful tone acquired thru integrated
2 2 instruction
Pupils teaching successfully all over the U. S.
STUDIO NEAR COLUMBIA UNIVE
600 West 111th St. New York 2§,S|t1.Y ¢
Telephone: Monument 2-6772

Summer Master Class—June 15 to August 15.

MME. GIOVANNA VIOLA (HULL)

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

CRYSTAL WATERS

Concert Singer — Teacher
Voice Building, Breathing,
Diction, Expression, Style.

In preparation for
Radio, Screen, Stage,
Concert, Opera.
Write for Circular

405 E. 54 St. New York City
Tel. Vo-5—1362

HANS BARTH

Refresher Courses for
piano teachers and pianists
New York City—Buffalo, New York
Durham, North Carolina—Birmingham, Ala.
ALSO PRIVATE LESSONS
Send postal for full information to
Box 273, Yorktown Heights, N. Y.

RICHARD McCLANAHAN
Formerly Representative, TOBIAS MATTHAY

Private lessons, lecture courses,
teachers' forums.

Summer-class. Southwest Harbor, Me.
801 Steinway Bldg. New York City
el. KI 9-8034

LEOPOLD WOLFSOHN

Pianist and teacher
Teacher of Aron Copland, Elie Siegmeister
and many artists and teachers.
""Special Summer Course'
BEGINNING TO ARTISTIC FINISH
Specialist in Technical Development and the
. Art of Interpretation. Coaching for Recitals.
Hotel Ansonia, B'way at 73rd St., New York City

CECILE JAHIEL
CONCERT PIANIST—COMPOSER

Ist prize of the Paris Conservatory
Former pupil of Cortot and Ravel
Coaching concert pianists for recital.
Courses for piano teachers and advanced pupils,

i Master classes for concert pianists.
Private lessons. Register now for winter classes.

18 East 78th Street New York City, N. Y.
REgent 7-7030 or RHinelander 4-1589

PRIVATE TEACHERS (Western)

narrow. For the choir’s safety,
the singing must be pleasing and
secure through balance of tone.
A good choir should be as solid-
ly constructed as the New Eng_land
church. The first sopranos, with a
simple and pure tone, may be com-
pared to the glistening point of the
spire. The second

BALANCE THE VOICES

(Continued from Page 23)

richer than it really is through
blending its harmonics with the
harmonics of the low voices. The
sopranos must then share honors
with the bass and contralto voices.
Realization of good balance is
possible when each member of
the choir works in conjunction

with the others,

sopranos should
be the base of the
tower that sup-
ports the taper-
ing top. The first
and second altos,
the first and sec-
ond tenors and
the baritones
make up the body
of the church.
These singers
should sing with
tones as rich in
color as old Ca-

who imitates

had heard
- artist.

e To the question of what
should be “represented”’ in
music, I venture in reply a
paradox: Nothing, and every-
thing. Nothing that is an imi-
tation of outward perception,
and everything that the artist
has experienced as a result of
outward perception. The man

mausic is merely displaying a
bag of tricks;
mausic makes me feel as if I
thunder

as does a well-co-
ordinated foot-
ball team—each
one coming to the
fore when his sec-
tion carries the
melody, each one

thunder in his

tion carrying the
melody.
the man whose

is an e,
__Goethe  to the choir

singer during re-

thedral glass. The i
structure must then be supported
by the second bass.

A strong, firm foundation is
essential in building a permanent
structure. Therefore, the bass sec-
tion is the basic element of the
choir. The voices between the bass
and first soprano impart rich tone-
colors to the ensemble, while the
first soprano brings the whole
structure to a focus through the
shimmering clarity of a pure,
crystal-clear thread of tone. Each
section must recognize the impor-
tance of all other sections. A great
choral ensemble cannot exist un-
less the soprano section will modu-
late its tone so that the bass can
be heard. Thus, a good bass sec-
tion can never take credit to itself,
but must credit others who help
build a balanced structure.

Likewise, a soprano voice that
may be thin and lacking in over-
tone can be made to sound much

is its own excuse for being. It
may be the perfect tuning of a

chord; it may be the realization

on the part of the conductor and

singer alike that tuning, timing
and toning are instinctively or sub-

consciously achieved; or it may be
the exhilarating assurance that
through the vitality of their inter-
pretation the listener has under-
stood the music’s inner meaning.
And finally it may be that exalta-
tion that each singer experiences
when he knows that the spiritual
values desired by the poet and
composer have through his tech-
nique and mood been transferred
to the listener.

Such rewards await the choral
singer when he accepts individual
responsibility in creating a beauti-
ful tonal structure.

Tue Enp

PRIVATE TEACHERS (Western)

HAROLD HURLBUT
PARIS—NEW YORK—HOLLYWOOD
Singers Who Have Studied with Him Include

MR b gt
1ishe oprano  Metropolit
HENRY CORDY, N.Y. City C:nfo:nlor-l.;cna
Operas. ..and singers of San Francisco Opera
Hollywood Bowl, N.Y. & L.A. Light Opera,
Oratorio and Radio. ;
Address: Hollywood, Calif. Phone: GL. 1056

EDNA GUNNAR PETERSON
Concert Pianist—Artist Teacher
229 So. Harvard Blvd. Los Angeles, Calif.
DU. 3-2597

ISABEL HUTCHESON

Teacher for Piano Teachers
2?_sov:i¢e(r:n° Plﬁpo Technic: Group work for Teach-
3 achin, ianists: i
”Picnos.a%xhgrsc;:ﬁ‘er;f."p:anlsts. Conducting

OKS MAYS MUSIC S
1005'; Elm Street, Dallas 2 TexcsT UPII)!LOMS C-6214

EVANGELINE LEHMAN
TEACHER OF SINGING :
Opera—Operetfq—Oroforio——Concerf
167 Elmhurst Av., Detroit 3, Mich. To. 5:84|3

PRIVATE TEACHERS (Western)

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

DETROIT CONSERVATORY OF MUSIC
Detroit, Mich.

- HANS BARTH

. Refresher Courses for _
piano teachers and pianists

Austin, Texas—Jackson, Mississippi
Indianapolis, Indiana

Also private lessons
Send postal for full information to
Box 273, Yorktown Heights, N. Y.
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running interfer-
ence for the sec-

Often l_'éward- ;

ing results come

hearsal = periods.
Like a flash of lightning may
come the realization that beauty

THE ART OF PLAYING CHORDS

(Continued from Page 24)

The chords in this music must be
taken quite differently fropl the
staccato chords discussed in the
foregoing paragraphs. There must
be some break in the chords if the
sustained, unaccented character of
the music is to be maintained. But
the break should be only just wide
ugh to avoid an accent on the
upper notes.

Sustained  three-note chords
should be broken 2:2, unless the
melodic line is on the lowest note;
in which case that note should be
taken slightly in advance of the
two upper notes. Four-note chords
are usually broken the same way,
with the same reservation.

There are some important chords
in the violin literature that present
quite a different problem: for ex-
ample, the opening chord of the
Bach Adagio referred to above and
the first chord of the Vitali Cha-
conne. If these chords are broken
92:2 the effect is too weak to be in
keeping with the nobility of the
music, while if they are broken
3:2 the resulting accent is foreign
to the sustained character of the
work. These and similar chords
must be broken as in Ex. F.

Ex.F
AT
L

Only the least possible time and
bow can be expended on the lower
notes; nevertheless, they must be
solidly played with sonorous tone.
Practice will enhance the effect.

As a rather unusual example of
a four-note chord in a sustained
passage which, nevertheless, should
be broken 3:2, one may quote the
following from Max Bruch’s Con-
certo in G Minor. (See Ex. G.)

Ex. G n

G e
3 v

If‘ .this chord is broken 2:2 the
virile strength of the phrase is lost.
The first line of the Bach
Chaconne is another sustained pas-
sage in which the four-note chords
are better broken 3:2. The notes
of each chord should be played

as nearly together as possible.'
h(?re are no ironclad rules for
breakmg chords; it depends on
the Pla.yer’s experience and taste.
: 1:1}:)(: glflrequently one meets with
lnelodir al_ passage in which the
lowestc e is in the middle or
notes of the chords, for ex-
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ample, the beginning of the caden-
za in the Léonard arrangement of
Corelli’s “La Follia” Variations.

Ex. H
8
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In this example, the melodic line
is in the top note of the first chord,
the lowest note of the second chord,
and in the middle notes of the
third and fourth chords. If this
line is to be clearly defined, only
one technique is possible: the bow
must cling to the string which
sounds the melody note while
quickly playing the other notes of
the chords. (See Ex. 1).

Ex.I s e 1
0 . S 4
%ﬁ.‘?;mh N R e
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The second chord is the most
difficult—a very well-trained bow
arm is necessary if one is to touch
the open E string while sustaining
the D string.

Which brings us to the subject
of training.

Left to himself, almost every
young pupil will play a chord with
a stiff hand and arm, a sliding,
skidding bow, and a terrific
amount of arpeggiation. But he
must not be left to himself. His
teacher should demonstrate to him
carefully the mechanism of the
curved fingers, the straight-line,
parallel-to-the-floor position of the
arm, the placing of the bow on
three strings, and the rapid down-
ward drawing of the bow. In fact,
many pupils will produce an ac-
ceptable chord within a very few
minutes, though it may be a few
weeks before they can play a chord
naturally and confidently.

Two snags may possibly crop up.
First, the curving of the fingers.
A pupil who has never been
trained to flex his fingers for a
down bow from the frog may find
difficulty in attaining proper hand
shaping for a chord. The second
snag may be the rapid motion of
the arm. This is entirely a matter
of self-confidence, which the
teacher must build up.

A careful study of the technique
of chord playing can be of in-
estimable value to the student, for
the qualities of bowing necessary
for tonally perfect chords are
equally necessary in all other
branches of tone production.

Tae Enp

Josef Haydn—é Scnatinas
W. A. Mozart—15 Waltzes (Frey)

25 West 45th Street

QJouﬂz Piano Students Deserve
Fine Music [)y Master Composefzs

From Bach to Beethoven (Rehberg), Yols. I & Il..........cconioiiiinneeencns
Alfredo Casellc—II Pieces for Children.. ..
Children's Piano Pieces (Whole World Series, Noid6):-i
New Sonatina Book—15 Sonatinas (Frey)
Alexandre Gretchaninoff—Children's Book, Op. 98.............

& Viennese Sonatinas......
Alexandre Tansmon—Pour les Enfants—Vols. I-11-111-1Y—graded. ...ea.
Ernst Toch—Echoes from a Small Town, Op. 49....................coinneeeeennes

Send for our 42 page piano catalogue

ASSOCIATED MUSIC PUBLISHERS, Inc.

(or your local dealer)

ea. 1.00
1.50
x4 .50
-2
.90
75
.65
.75
.90
.90

New York 19, N. Y.
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UNIVERSITY
CH'CAGO

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

Public School Music, Theory, |
and Orchestral Instruments. |

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

Distinguished Faculty {

Address Registrar for Bulletin
DePAUL UNIVERSITY
SCHOOL OF MUSIC

Room 401, 64 East Lake Street
Chicago 1, Illinois
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Richly styled.
Finely crafted.

Protects music
against damage.

By maker of
nationally known
Tonk furniture.

Special drawer
trays for easy
filing; quick
finding.
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FILE IT—
Don’t PILE it!

TONKabinets keep your sheet music neat,
clean, orderly, safe, easy to find. Every
sheet always at your finger tips. Beauti-
ful styles. Sizes for home, schools, bands.
Style 648 shown, holds 750 sheets, Write
for nearest dealer's name and pictures
of other styles. Tonk Mfg. Co., 1912 N.
Magnolia Ave., Chicago 14.

TONKabinets

for Sheet Music

PIANO and INSTRUMENTAL TEACHERS!!
A NEW . . .

WEEKLY MUSIC LESSON
REPORT CARD

5¢ each; 20 for $1.00
pyright 1950
Send 6¢ ;,r‘ .~r,‘:u./._.

DUNCAN PIANO STUDIO

1559 Home Avenue, Dayton 7, Ohic.

William M and Son

30 E. Adams St.—Chicago 3, Ill.

Specialists in Yiolins, Bows, Repairs, eic.
ESTABLISHED IN 1874. WRITE FOR CATALOG

Publishers of ""YIOLINS ond VIOLINISTS"
$2.50 per year—Specimen Copy 35¢.

1

VIRZI VIOLINS

used by great artists

1391 Sixth Ave . New York 19

JOHN MARKERT & CO.
141 WEST I5TH ST., NEW YORK I, N. Y.
VIOLINS OLD & NEW
Expert Repairing. Send for Catalog

BOOK OF NATURE
SONGS

attractively illustrated
(cover in full color)

2

\

. '\ by ERBLAR BRANCHS PACK

T

for children under 12
52.00 postpaid

A delightful collection of originc! tunes &
verses. ''The Baby Raccoon'’, "'Mr. Porcupine
Prickle'", "Fire-;lies" and |5 other noture
subjects. Charming, instructive; ideal giff.

"COME AGAIN" SHOP

Damariscotta, Maine

OB

P. J. POLSINELLI VIOLINS
Ideal for Redio cnd Recording
922 Sherrick Rd., S.E., Canton 7, Ohio

Master Classes in Violin—June 5-17
with Harold Berkiey ot Kansas City, Mo.,
Conservatory of Music. Apply: Harold
Berkley, 315 W. 98th St., New York 25, N. Y.

Scho RETE W "m major.
David R. Robeértson, Dir., Box 550, Oberiin ohid
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* RARE VIOLINS *

S $50 up. Send For New List @

FRANCIS DRAKE BALLARD

50 Chippewa Road — Tuckahoe. N. Y. @
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ADVANCE OF PUBLICATION SALE

These books are now in preparation.
The low Cash Prices apply only to single
copy orders. Delivery (postpaid) when

ready.

Use coupon on next page.

Child Brahms 410-41014
Coit and Bampton .......... 25

Church Organist's Golden Treasury
Volume |l 433-41003 — Pfat-

Opera Repertoire for Coloratura
Soprano 411-41002—Pelletier . 3.00

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

Ten Arias from the Cantatas of
J. S. Bach 433-41004 — Pfat-
teicher & Ames . ............ 1.25

teicher & Davison ........... 2.00
Invitation to Band Arranging

437-41001—Leidzén ......... 3.50
410-41014

CHILD BRAHMS
Childhood Days of Famous Com-
posers

by Lottie Ellsworth Coit and
Ruth Bampton

The famous Lullaby, the delight-
ful Little Sandman, two favorite
waltzes and a piano duet arrange-
ment of the ever-popular Hungarian
Dance No. 5—what young piano
student can fail to find an incentive
to study in these choice, easy-to-play
gems from Brahms! The charming
music is combined with the story
of Brahms’ youthful activities. This,
the ninth book in the series, follows
the same general plan of the pre-
vious books and includes directions
for a miniature stage setting, a list
of recordings of interest to children
from five to twelve years of age, and
attractive illustrations.

Advance of Publication Cash
Price, 25 cents, postpaid.

433-41003 °
CHURCH ORGANIST’S GOLDEN
TREASURY
VOLUME 11
Edited by Carl F. Pfatteicher and
Archibald T. Davison

Announcement of this second volume
will be good news to organists who
have discovered the wealth of mate-
rial in Volume I. The primary object
of the collection is to offer preludes
and postludes for church services.
It will also be useful for recitals,
contrapuntal studies, and studies in
form. Here we have the best works
of such classical masters as Bohm,
J. C. F. Fischer, Hanff, Krebs, Pach-
elbel, Walther, and Bach, along with

N

a complete index of all chorales,
authors, translators of hymns; and a
classification of hymns and preludes
according to times, seasons, occa-
sions, the Christian Life and the
Christian Church Year. Volume II
will make a valuable complement to
Volume I and to general organ
literature.

Advance of Publication Cash Price,
$2.00, postpaid.

437-41001
INVITATION TO BAND
ARRANGING

by Erik Leidzén

This book by Dr. Leidzén, who has
been arranger for Edwin Franko
Goldman’s band since 1933, supplies
a work-in method for those who are
studying arranging, either with or
without a teacher. This volume is
also useful to all interested in the
structural secrets of band music.
Dr. Leidzén believes that the only
way to learn band arranging is to
arrange—there is no “magic form-
ula.” Anyone who can read four-
part harmony can begin this step-
by-step method. Transposition and
other hazards are carefully explain-
ed, and the scores at the ends of
chapters are extremely helpful.
The book is divided into five main
parts, including scorings from vocal

settings, arrangements from piano

compositions, and transcriptions
from orchestral works. The volume
may be classed as theoretical, but
the principles laid down are based
on Dr. Leidzén’s extensive practice
in the arranging field, and a lifelong
teaching experience.

Advance of Publication Cash Price,
$3.50, postpaid.

411-41002
OPERA REPERTOIRE FOR

COLORATURA SOPRANO
Compiled by Wilfrid Pelletier

With this book we inaugurate a new
series—collections of arias for each
specific voice. Similar books for dra-
matic soprano, lyric soprano, mezzo,
contralto, dramatic tenor, lyric tenor,
baritone and bass are planned.

Wilfrid Pelletier, Conductor of
the “Met” and Director of the Metro-
politan Opera Auditions of the Air
has. personally collected these works
during thirty-three years of opera
and concert coaching.

Each volume will include the
standard arias and many lesser-
known works—some available for
t“e first time in America. Dr. Pelle-
tier gives for each a synopsi's of the
opera, points on interpretation, and
the original form of the aria plus
tke changes which have occurred in
performance.

Opera Repertoire for Coloratura
Soprano contains 42 arias from Gpr-
man, French, Ttalian and Russian
opera. This book is a “must” for
any coloratura singer.

Advance of Publication Cash Price,
$3.00, postpaid.

413-41003
ORGAN COMPOSITIONS
WITH CHIMES
Compiled and arranged by
Ralph Kinder

The literature for this combination
is somewhat limited. and this col-
lection should fill a great need. All
of the pieces are within the playing
capabilities of the average organist.
Hammond registrations given.

Advance of Publication Cash Price,
50 cents, postpaid.

433-41004
TEN ARIAS FROM THE
CANTATAS OF JOHANN
SEBASTIAN BACH

Arranged and Edited for Organ
by Carl F. Pfatteicher and
Richard McCurdy Ames

In presenting this work the editors
are following a precedent set by the
master himself. when he transposed
for organ six arias from his cantatas.
In addition to the intrinsic beauty
of the numbers, they form excellent
studies for both the mature and ma-
turing organist.

Advance of Publication Cash Price,
$1.25, postpaid.

WITHDRAWALS FOR MAY

The Advance of Publication price on
the following books is hereby with-
drawn. Copies are now available
from your local dealer or from the
publisher for examination at regular
price.

415-41000 (Conductor’s Score)
ASSEMBLY BAND BOOK

A First Book for Elementary Bands

Compiled and Arranged
by Philip Gordon

Standard, popular, and original
compositions. Score is published
in 16 books with parts for: C Flute;
B-flat Clarinet A; B-flat Clarinet B;
B-flat Cornet A; B-flat Cornet B;
E-flat Alto Saxophone; B-flat Tenor
Saxophone; E-flat Alto Horn A; E-
flat Alto Horn B; E-flat Alto Horn
C; Tromhones A & B; Trombone C;
Baritone (treble clef); Baritone
(bass clef) ; Basses; and Drums.
These parts are numbered 415-
41001 to 415-41016 in the order
listed. Also a two-staff Conductor’s
Score, 415-41000.

Now on Sale: Conductor’s Score .65,
Individual Parts, .40, each,

430-41005

FAVORITE PIECES AND SONGS

by Mary Bacon Mason

This sequel to Folk Songs and Fa-
mous Pictures will teach children
to enjoy good music by playing and
singing it. For pupils from eight to
twelve—no octave studies or difficult
finger work.

Now on Sale at $1.00

430-41004

MOTHER GOOSE IN NOTELAND

A “Colorful” Music Reader for the
Rather Young

by Josephine Hovey Perry

Explains treble and bass keys and
notes and their correlation. The
child colors the notes, is given
games to make him note-conscious
and rest-conscious, and plays folk
songs and other airs. :

Now on Sale at .75

413-41002
SECOND SOLOVOX ALBUM
Compiled and Arranged
by John Finke, Jr.
Includes Evening Star from “Tann-
hauser,” Serenade from Drigo’s

“The Millions of Harlequin,” and
some Chopin waltzes, among others.

Now on Sale at $1.25

430-41006
SHORT ETUDES WITH
ORNAMENTS
For the Piano
Edited by Louise Robyn
A wonderful “follow-up” to The Or-
nament Family, these eighteen short
studies treat such basic ornaments
as grace notes combined with in-
tervals and chords, acciaccaturas,
appogiaturas, mordents, inverte
mordents, turns and trills—all pro-
vided with full explanatory notes.

Now on Sale at .75
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WITHDRAW'ALS (Cont.)

433-41002
pDITSON ALBUM OF ORGAN
AND PIANO DUETS
Arranged by Roy S. Stoughton
Aliwng the best duet collections in
the limited repertory for organ and
piano. Ten classics for average
players.
Now on Sale at $1.50

410-41011
HIGH SCHOOL HARMONIES
by Stanford King

Teen-agers will enjoy these ten orig-
inal pieces with such titles as Swing-
ing Down Sycamore Lane, Bub-
ble Gum Boogie, Rumpus Room
Rhumba. For piano grade 3-4.

Now on Sale at .75

410-41010
MORE STUNTS FOR THE PIANO
by Ada Richter

This sequel to Stunts for the Piano

contains musically stimulating exer-
cises which offer such technical work
as changing fingers on one note,
playing grace notes, wrist staccato.

Now on Sale at .60.

410-41012
PARTNERS AT THE KEYBOARD
A Piano Duet Book
by Ella Ketterer

Original and tuneful music for more
advanced young players. Both Primo
and Secondo are interesting and
melodious. Upright shape.

Now on Sale at .60

110-40122
TWENTY-FOUR MINIATURE
STUDIES
For the Piano
by Cedric W. Lemont
Brief eight-measure studies; for as-
sorted technical problems.

Now on Sale at .75
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The Secret of

Breath Control

By PHILIP F. POGUE

FTER 30 YEARS of singing
and studying voice, I have
concluded that breath control is
the most important factor in song.
Breath is to the voice what the
bow is to the violin. It generates
tone. If its action is not always
under control, the tone will be
tremulous, scratchy, uneven.

But how does one acquire breath
control ?

We have all heard of singing
teachers who piled books on the
student’s stomach to develop the
muscles of the diaphragm. Others
teach their students to acquire con-
trol by pressing both hands against
the abdomen while singing. One
Midwestern teacher has his stu-
dents lift a chair while vocalizing,
thus drawing in the abdomen.

In my years of vocal study I
learned these tricks, and many
others designed to “place” the
voice forward—curling the lips,
pressing the tongue against the
lower teeth on certain vowels.

It seems to me, however, that
these are all superficial techniques
which do not reach the heart of
the problem. What I have always
wished for is one simple rule for
breathing, applicable to all voices
under all conditions. 1 feel that if
the voice student is taught such a
rule at the beginning of his train-
ing, it will save valuable time.

AFTER MUCH REFLECTION
I have devised a simple rule of
thumb for keeping the diaphragm
taut, thus supporting the column
of air which sets tone in motion.

To keep the diaphragm taut,
hold it in the position it assumes
when all air is exhaled from the
lungs. That is the position which
must be maintained throughout
the song. Otherwise, if the dia-
phragm is relaxed, the voice drops
back “in the throat.”

Once the student masters this
little secret, he will never have to
worry about his voice cracking,
or whether he is singing a proper
head-tone or not. His breathing
difficulties will be over. The de-
velopment of range and power will
go hand in hand with chest de-
velopment, which can be accom-
plished in any gymnasium.
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FINEST METRONOME
YOU CAN BUY

R
The Metronome de Maelzel is a

precision instrument, built for

%

service by Seth Thomas* crafts-
men. Iis selected birch. mahog-
any-finished case perfectly

matches fine furniture.

Designed to assist in teaching

music and dancing, the Metro-

nome insures accuracy in beat

timing...audibly, by a distinet tick

... visibly, by oscillating pendulum.

You can readily adjust the tempo from

40 to 280 beats per minute. Conve- -
niently portable. Has keywound movement. %
Ask to see and examine this fine American-

made Metronome in better music shops,

jewelry and department stores evervwhere.

$10.95, Fed. tax free. Seth Thomas Clocks,

Thomaston, Connecticut.

*Reg. U. S. Pat. Off.
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SETH THOMAS

A DIVISION OF GENERAL TIME CORPORATION

PIANO TUNING PAYS
Learn this Independent Profession
AT HOME

2222222224004 040020454

Learn to sing “ IGH
TONES

with confidence
and ease

Once you learn the why and
how of high tones. you acquire
the confidence needed to add
richness and quality to you
How to Sing Them'™ VYoice. Dr. Freemantel, interna-
tionally famous voice teacher,
gives you all the correct rules
5 for mastering high tones in
Frederic his practical book ‘“‘HIGH
TONES AND HOW TO SING
THEM."” it's a find for every
singer — clearly written and
easy to follow. Order your copy today for enly $3.

FREEMANTEL VOICE INSTITUTE
Dept. E-2, Steinway Hall, 113 West 57th St.
New York 19, New York
AAAAAAAAAAAAAAALAAALAAAAANMN

“High Tones and

Our patented TONOMETER with BEAT

GAUGE is a scientific teaching-tuning
instrument that simplifies learning and by
assures accuracy with or without knowl-

edge of music. Action Model and tools
furnished. Diploma granted. Great
shortage of tuners makes this a PROF-
ITABLE and UNCROWDED field.
PIONEER SCHOOL—52nd YEAR. G.L
APPROVED. Write for free booklet.
NILES BRYANT SCHOOL
10 Bryant Bldg., Washington 16, D. Cs

Freemantel

TAPE THE
EDGES OF

/)/ull Saltman

Full-time 3-year Diploma Courses Concen-
trating in the Popular Field with Classical
Background: Piano, Voice, Instruments, Ar-
ranging, Musical Theatre, Song Writing,
Radio and Television Production, School
Orchestra, Chorus, Theatrical Productions, !
Broadcasts, Recitals, Individual Guidance.
Co-ed. Veteran-opproved. | |

Spring Term begins May 8; | |

Summer Session: July 5; | |

I7th year begins Sept. II.

Write Admissions Dean |

for Catalog ‘

284 Commonwealth Ave. | |

Boston 15, Mass. |

Just slip the ed
the *‘Scotch’ E
dle. Music o«
won't p
stands w

tape (3 rolls
Edging tape (2 rolls per

Order by mail today!

WENGER MUSIC EQUIPMENT CO.

Owatonna, Minn.

| CARNEGIE FINE ARTS

DEPARTMENT OF MUSIC

PIANO BREAKS

Our Monthly Break Bulletin enables you

- e Summer School June 27-Aug. 5
to build up and glamourize the songs on for mu\i.-;m;i ;n::: W:r.nw«\lh
t‘he Hit ]m-gd? with ('le)'er breaks, novel orchestration, speech, har
figures and tricky bhoogie effects. and advanced students. Ve

Send 20 cents for latest copy or $2 for a

year. Mention if teacher,

THE AXEL CHRISTENSEN METHOD
Studio E, P. O. Box 185, Wheaton, lil.

lqsfmw for high school stu
Write Director of Summer Sessi

Box E, Carnegie Institute of Technology
Pittsburgh 13, Pa.
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Band . Orchestra .

COMPETENT STAFF : :
COMPLETE EQUIPMENT :

Announcing the Fourteenth Season

STEPHEN COLLINS FOSTER MUSIC CAMP

EASTERN KENTUCKY STATE COLLEGE, RICHMONI), KY.
5 WEEKS—JUNE 18 TO JULY 22
Ensembles .

Only $85.00

For Instruction, Board,

Private Lessons at $1.00 to $1.50 Each Extra
For Details write JamEs E. VAN PEURSEM, Director

Instrument Classes

Room, and Recreation ‘
EXCELLENT FACILITIES
. ENROLLMENT LIMITED

In THE BEAUTIFUL BLUE GRASS REecioN oF KENTUCKY

CLASSIFIED ADS

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

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

LEARN PIANO TUNING AT HOME,
Course by Dr. Wm. Braia White. Pay
as yvou learn. Write Karl Bartenbach,
1001A Wells St.,, Lafayette, Ind.

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

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

BACK POPULAR SHEET MUSIC to
1850. Ballads. Ragtime. Everything.
Catalog 10¢. Classics exchanged for
back popular music. No money needed.
Fore's, 13151 High, Denver 5, Colo.

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

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

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

COMPLETE TREATISE ON
TRANSPOSITION, Ask your dealer or
send $2.00 for book to the Author C.
Lagourgue, 36 W. 67th St.,, New York.

VIOLINS FOR SALE: Disposing
Cremonas including Stradivarius,
(Guadagnini, Camelli, Gaglianos, and
others. Hill, Hermann, Lewis, Hamma
certificates, Write: Fine Arts Gal-
leries, 714 E. Second Street, Flint,
Mich,

VIOLINS FOR SALE: Fine hand
made violins. Wonderful tone. Made
from finest selected wood. Write for
particulars—George & Joseph Holl,
617 Iast Main St., Louisville 2, Ky. -

SWING PIANO—BY MAIL, 30 les-
sons $3.00. Self teaching method,
cial introductory offer. 30 classical
compositions, usually $28.00, now
£14.00. Write for list. New Work by
PHIL BRETON PUBLICATIONS, P. O.
BOX 1402, Omaha 8, Nebr.

OLD VIOLINS, Beautiful tones.
$125.00 up. 515 W. 6th, Gastonia, N. C.
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NEW COMPANY PRESENTS new
sacred music and classical catalogue
sent upon request. Write to D’Angelo
Music Publishing Company, Station G
—Box 7054, Los Angeles 37, California,

USED MUSIC BOUGHT AND SOLD
—Classie, Popular Sheet Music and
Books., Operas. Chamber Music. Con-
ductors Scores. RING'S MUSIC, 1654
N. Cherokee, Hollywood 28, Cal.

WILL SELL FINE ITALIAN VIO~
LIN. Excellent copy of Alexandre
d'Kspine. Age approximately 100 years.
Fine condition. Back and sides beau-
tiful reddish brown. Beautiful mellow
tone voiced for solo playing. Would
consider shipping express COD for
few days trial if guarantee refer-
ences furnished, Certificate by Lewis
& Sons, Chicago. Price $700.00. H. IE.
Wolf, Hyannis, Nebr.

C. MEISEL, INC,, 4 St. Marks Place,
New York City 3, N. Y. Sottnek Master
Tuner Tailpiece for Violin together
with Cathedral Chromespun Strings.
Price upon request.

2097 DISCOUNT—PIANO TEACH-
ING MATERIAL. Teachers Musiec
Service, Box 252, Northampton, Mass.

TOR SALE: Sheet music 5¢; 21 for
$1.00. Irving Siegel, Marshfield, Wis.

MUSIC STORE for Sale: Excellent
opportunity in Northern Georgia as
owner's health has failed. $15,000—
terms. Write ¢/o ETUDE magazine,
Bryn Mawr, Pa.

FOR SALE MUSIC STORE: In South
Florida, wonderful location. Man and
wife can operate it. $25,000. Write c/o
ETUDE magazine, Bryn Mawr, Pa.

VIOLINISTS—VIOLIN TEACHERS
augment your income introducing
INTERNATIONAL LIBRARY OF
MUSIC for violin. Write for our spe-
cial offer. J. D. Holby, 468—4 Ave.,
NAYGCE16,

FOR SALE: Fine Old Masterpiece
Viola. Beautiful, warm, appealing
tone. Write L. J. Mulae, Bristolville,
Ohio.

OBOEISTS—Are your reeds playing
flat? Try a Robison Reed. $1.50 each;
$15.00 a dozen. C. Robison, 216 W, 41st
Street, Marion, Ind.

REED ORGAN internal electric
blower plans, patterns. Finch, 266
Sweeney, North Tonawanda, N. Y.

VIOLIN SCALE STUDIES and ex-
ercises all keyvs and Positions made
easy, interesting, and correct using
modern improved method of finger-
ing. Hughes Studio, Route 2, Three
Rivers, Mich.

ATTENTION: “Twelfth Street
Rag.” The original plaved by Euday
L. Bowman on his piano, now de-
ceased. Collector's item, Limited
quantities. Mary M. Bowman, 818 S,
Jennings, Fort Worth, Texas. 4

HELP WANTED. Church of 600
members in small Alabama city
wants to hire combination organist
and choir director. Prefers male, Bap-
tist, Southern, experienced. Must be
Christian, healthy, well educated
Can pay $3600-4000. Reply to “The
ETUDE”, Bryn Mawr, Pa,

WHEN CHOOSING A PICCOLO

(Continued from Page 22)

strengthen the tone-color of these
instruments to a marked extent.
Making a silver headjoint for a
wood piccolo does not prevent it
from being played with its original
wood head whenever desired.

CONICAL OR CYLINDER BORE

Question 3: What is the
difference between the conical
bore and the cylinder bore and

which do you recommend?

THE SILVER PICCOLO is made in
two different kinds of bore, the
conical and the cylinder. This is
a subject which has occupied the
flute-makers for many years, and
has been the focal point of much
controversy. The superiority of
the cylinder bore flute has long
been recognized, and for many
years manufacturers worked on the
theory that this was equally true
of the piccolo. It has not proven
so—just the reverse.

The superiority of the conical
bore for piccolo is now generally

have stopped making the silver
piccolo with a cylinder bore. (Ex-
cept for rare experimental excep-
tions, the wood piccolo has always
been made in conical bore.)

The most important difference
between the two types of bore is
in the tone-quality. That of the
conical bore is more full-bodied,
pleasing, and flute-like in nature.
It is also more equally balanced
throughout the compass of the
instrument. The tone-quality of the
cylinder bore piccolo tends to be
shrill, thin, and piping. Its low
register is small and hollow. Its
most valuable feature is its easy-
blowing high octave. Tt produces
high B-natural and C with ease.
It also can be played more easily
by the player who doesn’t wish
to give much time to practicing,

Against this advantage one must
weigh the unrewarding quality of
tone the cylinder bore instrument
has to offer. No amount of con-
centrated practice will improve
this tone-quality. Even a finely
made piccolo with cylinder bore
seems congenitally out of tune:
“right hand notes” (Example 1)

Ex.1

===

and their components in the vari.
ous octaves are frequently not

Ex.2

conceded. Certain manufacturers-

very good. Also, the very ease of
blowing in the high octave may
often be treacherous (Example
2): the tones when they must be
struck sharply (as in the example
from Richard Strauss’ “Salome’s
Dance,” in Example 3) will often
“jump” a fifth higher, out of the
player’s control.

For either professional or school

{repeated

Ex. 3 piccolo 5
: several times)

use, whether in silver or wood, the
conical bore is the only piccolo

‘I can recommend.

Question 4: How can I tell
the difference between the
cylinder bore and the conical?

ApartT FrRoM THE difference in
tone-quality (which the beginning
player might not easily be able to
detect), the surest test is with the
eye. The cylinder bore instrument
measures exactly the same diam-
eter throughout the entire length
of the tube, whereas in the coni-
cal bore, the tube becomes notice-
ably smaller by the time it reaches
the E and D keys (second and
third fingers, right hand), before

flaring out again slightly at the

bottom and past the D-sharp key.

Question 5: Which is more
useful, piccolo in C or D-flat?

Piccoros are still being made in
both keys, C and D-flat, but the
number of new D-flats being
turned out today is very small.
Orchestra music employs the C
piccolo exclusively. Even in band
music, where the D-flat instrument
once was used exclusively, the C
piccolo is coming more and more
to supplant it. Many publishers of
band music, who formerly issued
alternate parts for C and D-flat
piccolos, are discontinuing the
publishing of D-flat parts.

The flute makers are apparently
quite willing to go along with this
policy: justifiably so, I believe, be-
cause the C piccolo is, generally
speaking, a superior instrument to
the D-flat in tone-quality.

The C piccolo also offers better
intonation. It is a slightly longer
tube, giving the instrument maker

just a little more to work with, an -

important consideration in an in-
strument where the tone-holes and
fittings are already tightly com-
pressed into short tubing.

(First of two articles)
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Maurice Dumesnil, Mus.Doc., answers readers’
inquiries about legato, Bach and dynamics

FOR BETTER LEGATO

@ | have a friend who plays the
piano very well and is especially
interested in Bach, but she has a
tendency to play everything as if
it were marked “staccato.” Is this
an individual trait, or do many
people have this trouble? How can
this staccato playing—when not in-
dicated in the music—be curbed?

—(Miss) J. W., Indiana

THIS TROUBLE is by no means
an individual trait and in my
clinics I often emphasize the ad-
visability of acquiring more lega-
to. Indeed students and
pianists lack this quality which is
indispensable for a proper render-
ing of melodic—or “cantabile”—

many

passages.

The best way to develop a better
legato is to practice scales slowly
with what I might call a “lingering
touch,” not releasing a key until
after the next one has been struck.
Naturally this must not be exag-
gerated and the timing is a matter
of a split second. How can this be
determined exactly? Only by lis-
tening carefully. Then, gradually,
the process becomes “second na-
ture” and one will use it when-
ever needed, without even being
conscious of it.

THE BACH APPROACH

® I'm a teacher in a small town.
Il wonder if youw'd help me with a
problem. Most of my pupils are
taking music for their own enjoy-
ment, few going to college. They
do their scales, they love classical
pieces, and study hymns, for most
of them play for Sunday school
and church. But they just won’t
study Bach’s preludes and [ugues,
S({ying “they get their finger exer-
cises from scales and chords.” 1
will appreciate so much your
straightening me out in this mat-
ler—(Mrs.) A. L., Pennsylvania.

IT SEEMS TO ME that what
your pupils need is a more appeal-
Ing approach to Bach. Of course
they are very wrong when they say
tbat tbey “get their finger exer-
cises in scales and chords” and
thus consider the preludes and
fugues are mere technical studies.

ere I in your place I would make
a careful selection of numbers of

ETUDE-MAy 1950

all grades which they surely would
enjoy, such as the bourrées, gavot-
tes, minuets (from the early books
and also the French and English
Suites.) Then some arrangements
from the violin sonatas—Bourrée
in B Minor, Gavotte in E Major,
both transcribed by Saint-Saéns,
and from the cantatas, such as the
popular “Jesu, Joy of Man’s Desir-
ing.” This will give them a differ-
ent idea regarding Bach. After-
wards, you should find it easy to
bring them to the more contra-
puntal works, selecting the more
rhythmic and melodic preludes
and fugues in the “Clavichord.”

“BUDGETING” DYNAMICS

® | have a problem which I would
like you to solve for me. I am
now completing the “Revolution-
ary” Etude by Chopin. I have it
memorized and play it fluently,
but my trouble is this: my left
hand nearly quits before I reach
the end. My technique is said to
be satisfactory by my teacher, but
it’s all I can do to hold out will I
get to the last chord. Is there any
way to get this weakness out?
Also, will it do harm to the hand
to play under such a strain?

—T. G., Georgia.

IT IS DIFFICULT to analyze
your trouble without hearing, or
even seeing you play this Etude,
for it may come from a lack of
relaxation in the left hand, or arm,
or both. However, I know from
experience that much similar trou-
ble arises from improper “budget-
ing” of the dynamics. Too many
people play this Etude on the loud
side all the way through. This in-
variably leads to fatigue before the
end is reached.

I believe you can get immediate
relief through paying more atten-
tion to the piano shadings and also
to the important point of not forc-
ing the fortes. Why not try to play
the whole Etude piano at first,
then gradually increase the volume
of your tone in the forte and
fortissimo passages? At the same
time, watch your relaxation care-
fully and constantly. I am con-
vinced that with sustained atten-
tion and a little patience. you will
overcome a condition which is by
no means exceptional.

DESIGNED TO INSURE READING SKILL AND
MUSICAL UNDERSTANDING

MU OMPANY
THe WL ‘:‘,‘\{f‘(ogm

To be used in
conjunction with
“"The Young Explorer
at the Piano”.

This volume attempts to avoid the non-musical nature

of the typical

"work-book’’ by combining the musical

activity of singing and playing with whatever writing

is necessary for the

intellectual

understanding.

Price, 75 cents.

The Young Explorer at the Piano.

By Burrows and Ahearn. 60¢

The Adult Explorer at the Piano. By Burrows, Ahearn & Blake. $1.00

Write For Our Complete Catalogue
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Everything in Music

EASTMAN SCHOOL OF mUSIC

of

The University of Rochester

HOWARD HANSON, Director
RAYMOND WILSON, Assistant Director

Undergraduate and Graduate Departments

SUMMER SESSION
June 26—August 4, 1950

FALL SESSION
September 25, 1950—June 2, 1951

For further information address

ARTHUR H. LARSON, Secretary-Registrar

EASTMAN SCHOOL OF MUSIC
Rochester, New York

New - PIPE ORGANS - Used

Builders of pipe organs for church and studio.
Efficient, up-to-date used instruments on hand
at all times, priced very reasonably. We also
rebuild and modernize tracker and tubular or-
gans, additions of stops, couplers and chimes
installed. Yearly e¢are of organs. We solicit in-
quiries.

Delosh Brothers—Organ Experts
3910—108th Street Corong, L. I., N. Y. City

PIANOS 125,

FINE CONDITION

Delivered To Your Door. Write for details.

CUNNINGHAM PIANO cCO.
PHILA. 44, PENNA.
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Has Your Child

the advantage of piano study with
a member of the

NATIONAL GUILD
of PIANOI TEACHERS

A goal of achievement for every student
suitable to his age and advancement,
(NOT A CONTEST)

The Better Teachers Are Members
Chapters in every large music center
FOR INFORMATION WRITE

IRL ALLISON, M. A.

FOUNDER AND PRESIDENT

Box 1113 AUSTIN, TEXAS

WM. S. HAYNES COMPANY
Flutes of Distinction
STERLING SILVER— GOLD—PLATINUM
Catalog on request
108 Massachusetts Avenue, Boston 15, Mass,

First Lesson; rhythm; melody; hprmony;
9 notes taught by perfect bird call
melodies; songs; rote and note pieces
from Play Myself Book. Relaxation and
teoter-totter key-action (''escapement-

action'') are first steps, and precede
non-percussive playing.

Price $5.00 with 10 Rote Pieces, and new
guide for monotones.

EFFA ELLIS PERFIELD
103 East 86th St. (Park Ave.) New York City

LEARN "SWING" MUSIC

Quick course to players of all instruments—make
your own arrangements of ‘‘hot’’ breaks, chorus-
es, obbligatos, embellishments, figurations, blue
notes, whole tones, etc.

MODERN DANCE ARRANGING
Duets, trios, quartettes and ensembles——special
choruses—modulating to other keys—suspensions

anticipations—organ points—color effects —
swingy backgrounds—Write today.
ELMER B. FUCHS

335 East (9th St. Brooklyn 26, N. Y.
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YOUR VOCAL PROBLEM
(Continued from Page 16)

range is from G on the first space
above the staff to D below middle
C. All through grade school I sang
first soprano. Now that I am in
high school, I sing first soprano in
the senior choir at church, second
soprano in the glee club at school,
and alto in the mixed chorus at
school and in the junior choir at
church. I have never taken voice
lessons, but would like to next
summer. Do you think that study-
ing just for the summer would help
to develop my voice? Will sincing
first soprano in the church choir
hurt my voice if I strain 1t? My
prettiest tones are from A below
middle C to D in the octave above.
The higher I sing, the louder I
have to sing to make the tone
sound. I play B-flat clarinet. Is
playing a wind instrument bad for
your singing voice?—M. D.

FROM THE INFORMATION
you give about your range, I
would say that to sing soprano in
a choir is not wise. You are un-
wise to sing in so many ensembles
in various ranges. You are very
young, and one can strain the
voice easily. As long as you sing,
remember only to sing the pret-
tiest tones, and you should put
this off until you are at least 16.
Playing a woodwind instrument
should be excellent for the devel-
opment of breath control.

® | am a lyric soprano, 21 years
old. During the past year it has
become increasingly difficult for
me to sing with ease. It seems the
tonsil in the right side of my
throat has become enlarged. Is
there some way I can shrink the
tonsil back to its normal size, or
must I have the tonsil removed? Is
this likely to affect the quality of
my voice? On the other hand, will
I injure my wvoice by using my
throat at this time?—E. H.

A THROAT SPECIALIST is
the only one who can answer your
question. Be sure to find the best.
Many artists have had tonsils re-
moved and with proper care and
exercise afterward found no change
in voice. You should not sing
under the present conditions.

Tue Enxp

e The first sign of talent is
being absorbed in one’s art to
the exclusion of everything

else. —Adolf Bernhard Marx

SHERWOOD OFFERS

PROFESSIONAL TRAINING

Since music is your choice of profes-
sion, be trained for success by Sher-
wood’s faculty of artist-teachers. Cer-
tificate, diploma, degree courses in
piano, voice, violin, organ, cell(?, wind
instruments, public school music, con-
ducting, theory, composition. Dor-
mitory accommodations at moderate
cost. For free catalog, write Arthur
Wildman, Musical Director, 1014 S.
Michigan Ave., Chicago 5, IlL

SUMMER SESSION STARTS JUNE 19

—SHERWOO

MUSIC
SCHOOL

Member of National Association of Schools of Music

tunities.
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Elizabeth A. Gest, author of much piano music, Editor of Junior
Etude, speaking in convention, stressed sight-reading as a worthy

goal for every Guild entrant.
Do your pupils read well?

The Guild is ready to help if you use its sight-reading oppor-

National Guild
of Piano Teachers

IRL ALLISON, MA., MUS.D., President

Box 1113—Austin, Texas

PEABOD

CONSERVATORY
Baltimore 2, Md.

REGINALD STEWART, Director

SUMMER SESSION

ROWLAND POSEY, Manager
Private Instruction in All Branches of Music

Special Classes

For School Piano and Voice Teachers
Modest tuition . .. Catalogue on request

JUNE 26
to AUG. 5

Fall Term Begins Sept. 28

Teaching
781 N. Marshall St,

MARGARET DEE

1950 SUMMER REFRESHER
FOR PIANO TEACHERS
NEW! t ! ldeas—Projects—Music
Teachers' Repertoires

Demonstrations
Milwaukes 2, Wis,

JOIN THE LP.T.A.

I}' you teach the piano you will enjoy a member-
ship in the International Piano Teachers Asso-
ciation. For complete information and free cata-
log of almost three dozen I.P.T.A, teacher aids
write Robert Whitford, Founder-President. 13
i\orth Perry Square, Erie, Penna.

P.T.A. 1950 NATIONAL CONVENTION,
COPLEY PLAZ ASS.
Uiy s 45 Gf HOTEL, BOSTON, M

ETUDE-MAY 1950

* GOLD LOCKET

A handsome gold winged harp
mounted on a book-shaped
locket — makes an impressive
ornament for necklace or brace-
let. Case contains four leaves
mounted with ten pictures of
famous composers.

Price $3.00

Musical syllables spelled out in
gold on black enamel notes. Pins
read DO, RE, Ml or LA. Also
available as bracelet charms, if
you prefer.

SCATTER PINS $.75 each

" Clever little musical mottos in black enamel on
gold or silver. Available as pins or charms. Specify
number and letter.

A B C D
10K GOLD SILVER GOLD DIPPED SILVER FINISH
J-60 2.50 Y f o .40
J-61 2.50 75 D .40
J-62 2.50 29 74 .40
J-63 1.10 1.10 .60 .60
(plate)
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¥ AND

s70 LYRE _ CROSS

WREATH

Tastefull.y designed awards for pupil prizes, nice gifts for graduation, or distinctive club and choir pins—sure to
be cherished by the wearer, admired by all. Specify whether to read “MUSIC,” “CHOIR,” or blank.
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* BUSTS OF COMPOSERS Inspirational and practical figurines.

Appropriate ornaments for home and studio.

MB-2 Pressed Marble
Bach, Beethoven, Brahms, Chopin, Handel,
Haydn, Liszt, Mendelssohn, Mozart, Pader-
ewski, Puccini, Schubert, Schumann, Tschai-
kowsky, Toscanini, Strauss, Verdi, Wagner.
State which.

PB-8 Plaster

Mozart, Wagner.

4” high—.35

8” high—1.50 |
Beethoven, Mendelssohn, Mozart, Paderew-
ski, Verdi, Wagner. State which.

PB-11 Plaster
Beethoven, Liszt
which,

11” high—2.50
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*BRACELET SYMPHONY

Have an entire orchestra at your fingertips. Actual repro-
ductions in enamel and gold or silver of your favorite
instruments. They're also made as scatter-pins, so why
not have both kinds? They're colorful and novel—make
good ‘‘conversation pieces'' among your musical friends.
Choose from: piano, drum, saxophone, trombone, guitar,
cello, banjo, violin, cornet. Better still, order a complete
sef.
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BRACELETS

J-20A Gold Finish .75

J-20B Sterling Silver
1.50

PINS OR CHARMS
(Specify which)
J-22A Gold Dipped .60
J-22B Sterling Silver .75

BRACELET COMPLETE
with 9 Charms
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NECKLACE CHAIN

J-50A Gold Dipped 6.00 ‘
J-50B Sterling 8.00 J-21B Sterling 1.80 e
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J-80 Winged Harp 3.00 .85 .50 .50 |
J-70 Lyre and Wreath 3.00 .85 50 .50
J-90 Cross 3.00 .85 .60 .60 ,
192 Lyre 3.00 .85 .60 .60 §8
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* BAS-RELIEF PLAQUES

Ivory finish plaster, 6x8 inches. These
make handsome wall decorations, ar-
ranged in series and interspersed
with plants.

P-3 $1.00 each

Bach, Beethoven, Brahms, Chopin,
Grieg, Handel, Haydn, Liszt, Mendel-
ssohn, Mozart, Rubinstein, Schubert,
Schumann, Tschaikowsky, Wagner.
State which.

Prices Include

20% Federal Tax * Sold only in U. S. A

THEODORE | PRESSER CO.

Awaie Publishers

Bryn Mawr, Pennsylvania
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Play Rich ORGAN MUSIC

—on Your Own Piano Keyboard

Note: There are three parts
to the Lowrey ORGANO: the
. keyswitch frame containing
the electronic switches oper-
ated by the plano keys; the
tone and expressnon control
panel centered in front of the
piano; and the tone chamber
where the ORGANO’s fine
music is created.

1’s new! It’s easy! It’s an amazing musical experience.
From your own familiar piano keyboard—you play the organ—
not just single tones but complete chord structures over a full
60-note range.

Yes, a new world of music opens to every member of your
family when you install the Lowrey ORGANO. This marvelous
electronic piano-organ makes a new three-way instrument of your
piano. Organ alone; piano alone; and organ and piano in duet—a
thrilling new experience.

The ORGANO requires less than two square feet of floor The Lowrey ORGANO is a completely electronic instrument. The
space beside the piano. It is installed in a matter of minutes; it tone source is the electronic (or radio) tube specially harnessed
to provide deep, rich organ tones. A unique invention adapts the
ORGANO to the piano, making possible substantial savings by
eliminating expensive console and key actions—hence the amazing
low cost of the instrument.

is easily moved, and will not mar fine finishes. You will always
enjoy this newest thing in music. Hear the Lowrey ORGANO,
today, at your dealers—or send coupon for complete information.

Get complete information in this
new ORGANO booklet. Use handy coupon on
page 64. This saves your Etude cover.

LOWREY ORGAN DIVISION
CENTRAL COMMERCIAL INDUSTRIES, INC.
332 South Michigan Avenue, Chicago 4, Illinois




