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PREACHER, TEACHER ,BUSINESSMAN, MUSICIAN, HOMEMAKER

It is M that counts! Bob Jones University trains char.

acter as well as intellect, develops backbone as well os
mind. It is not surprising, therefore, that Bob Jones Univer.

sity graduates are Christian leaders wherever you find them.

BOB JONES UNIVERSITY stands without apology for the old-time

m religion 'and the absolute authority of the Bible.
&

Musie, speech, and art without additional cost

above regular academic tuition. Academy and

seventh and eighth grades in connection.

“the world's most unusual university ”

> Write for listing of fine quality
films produced at Bob Jones
University and available for

GREENVILLE, SOUTH CAROLINA
® showing in your city. jl

A copy of the
handsome brochure,
“The Career Private
Piano Teocher”,
will be sent

weithayt
obligation.

WRITE
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A PRE-COLLEGE
APPROACH TO MUSIC

YOU . .. AS A CAREER PRIVATE PIANO TEACHER . . .
may NOW prepare your students early for college music

— through PROGRESSIVE SERIES PLAN OF MUSIC
EDUCATION created by 54 noted musicians.

You may start NOW to prepare ALL your students to
meet entrance requirements of many fine music schools
and colleres.

PROGRESSIVE SERIES includes such subjects as

Ear Training, Theory, Keyboard Harmony — actually,

22 musical subjects correlated directly to the piano keyvboard
in easy assimilable form to improve plaving and increase
musical understanding during the important formative years

What an advantage when the student enters college!
What an advantage if he never enters collese! He will
play better sooner and enjov a rich appreciation and
understanding of music

THE PROGRESSIVE SERIES PLAN OF MUSIC EDUCATION

® Tested Lessom Plans ® Correlated Theory Progrem
® Teacher Workshops ® Superior Teaching Materials
® Pre-instrumental Frogrom * Institutianal ARiliation

® Foreign Muzic Seminars ® Teocher Plocement Service

AFFILIATION BY APPOINTMENT OMNLY

Career teachers with acceptable backgrounds and sctive clusses are

invited to Inquire about Appointment and Teaching Authorization.

Ne fee for appointment

PROGRESSIVE

_ SERIES PLAN

DEPT. E2 » P, 0, BOX 233 e CLAYTON, 3T. LOouIs 5, Mo,
*Progressive Series Teachers are located in every state and 14 foreign countries,




GULBRANSEN

america's
smartest
piano
fashions

MEET
MY
DAUGHTER,

oMo ANlendellsodkre

Some day she'll walk up the aisle
to your Wedding March.
But first I want her to know
how to play your Spring Song.
I wanl evervihing that's
beautiful to come to her.
I'm making sure it will...by
giving her a Gulbransen to
ereate beauty for herself.

SPECIAL
TEACHER'S

| f i ocount

Only Gullransen full 88-note
Minuet Consoles are equipped
wilth the wonderful, mew
Superione Seale. .. the exclusive
miiracle scale and the reason for
glorous deep-dimension tone,

GULBRANSEN COMPANY
Dept. E, 2050 N. Ruby St.
Melrose Park, I1L.

Hrolich MINS-ROWI
SYMPHONIC CARILLON

chosen by amother prominent
American University

UNIVERSITY of CALIFORNIA
SAMNTA BARBARA COLLEGE
X Sym-
Each new installation of the Sy
\llon brings words of praise
f::mltlﬁz;m hear its beautiful bekl

tw:a:;r after yeaf, more schools,
charches and |astitutions select
Maas-Reowe belis, chimes and clock
systems ihan any gther make. T'm;
mare than 25,000 instaliations atles
to thelr superioriky. :
BELIEVING! if you are

rﬂﬂﬂ‘mlmm purchase of bells,
chimas or atcessories, regardiess of
gize, insist on hearing the =ciual in-
strument. Letl your own ears be the
judge.

one of our nearky dalears
will be glad to arrang® &
demanstration. Write lar
complote delails . ..

MARS
ROWE

Carillons

Dept. EZ
2015 Casitas Ave. » Los Angeles 39, Calil,
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THE WORLD OF

The Opera Workshop of the Uni
versity of Illinois in March pre=ented a
new chamber opera, “The Boor,” by
Myron Fink, & graduate student of the
workshop, The opera was the contribu-
tion of the workshop 1o the five-week
Festival of Contemporary Art conducted

by the University at Urbana, Ilinois.

The Ameriean Chamber Orelies.
tra, Robert Scholz, conductor, presented
in March its last concert of the 195455
srasof,  Soloists were Kenneth  Smith,
lias=-baritone; Herbert Feldman, viola:
amd Stuart Sankey, double bass, One
nunber on the program, Symphony Con-
certante, [} major, for double bass and
violn, was pgiven its first New York
performance,

The New Chamlswer Oechestra of
Philadelphia, comlncted by Sam Mor
grfisleri, |IIFH'II|HI a concert on March
20 as the closing event in connection
with g month-long exhibition of string
sponsored by the Carl
schure Foundation, The exhibition fea-
tured instruments made by the
known Philadelphia firm, William Moen-
niz & Son. The concert was uniigue in
that every member of the New Chamber
Urchestra played an instrument made
of the three
Moennigs, The distingnizhed family of
violin craftsmen was honored with a
spuecial citation prr.'ul'lilr'll te it during
the eonecert by the Chamber of Come
merce of Greater Philadelphia.

inziruments

well

I one generations of

Robert Braun, concert piani=t, teach-
«r, founder of the r:l-r;lllll .""r]unr| ol "||.||-
sic in Pottsville, Pa., died in that city on
March 7. He had sppeared as soleist
with the phﬂadr!phi:l Orchestra  and
prior to locating in Potteville, he hod
lvwn pssociated with the Philadelphia
Muszical Academy, He waz= ales formerly
o faculty member of the Sternbery
School of Music in Philadelphia.

The twenty-third annual Bach Fes-
tival will be held at Baldwin-Wallace
Music, Berea. Ohia,
on May 27, 28, 29, under the direction
of George Poinar of the Conservatory
faculty, The major choral work 1o le

ing will be the Mass in B minor. The
climactic gvent of the festival will be the
thalication of the large Austin organ
in the Gamble Auditorinvm on May 29,
I'he vrgan has been extensively rebuilt

Conservatory of

and will be rededicated s a memworial
to the late Dr. Albert Riemenschneider
who supervised the original installation
and played it for some 38 years,

George . Foster, chairman of the
hoard of Acolian American Corporation
of East Rochester. M. Y., and a pioneer
piang manafacturer in America, died at
his winter home in Miami, Florida, on
Mareh 11, at the mge ol W, Vir. Foster
started in business in 1880, selling home
orzans, A few years later he entered the
piano business in New London, Conn,

The Metropalitan Opera Company
embarked on its annval spring tour on
April 11, and before the close of the
jaunt on June 1. it will have vizited
16 cities presenting a total of 14 Jdif-
ferent operas. This season’s new  pro-
duction of “Andrea Cheénier™ will hend
the list in oumber of performances, be-
ing given in eight of the 16 cities,

Leapold Stokowski, who sinee his
resignation as conduoctor of the Phila
delphia Orchesira nineteen vears ago
has been a free lance conductor, has
been engaged under a threw-year con
iract 1o he permanent conductor of the
Hougton (Texas) Symphony,

Bernard Rogers of the facalty of
Eastman Schoal of Music. Hochester,
is the winner of the 81000 MeCollin
Fund Competition, sponsoved by the
Musical Fund Society of Philadelphia.
The snceessful work 1= a cantata for
mixed volees and  orchestra

“The Prophet of l=aiah.”

il led

Richard Loucks, assistani p:ru{l'“ur
of music st Pomona College (Califor-
nial, is the winner of the first award ol
100 in the anthem composition eon
test conducted by the Chair of the First
Methodizt Church of Hollywood, Dy,
Norman Soreng Wright, arganist-dire-
tor. Hiz winning composition, a setting
of Psalm 117, was sung by Dr. Wright's
choir on Palm Sunday.

Reginald Stewart, ronducting The
Little Orchestra at the Peabody Con-
servatory in Baltimore, presented in
March o concert in which all the num
bers except one were given their first
performance in Baltimore, One number,
Richard “Snite  for

(Continwed on Page 8)

Donovan's aring

thi= month's cover

Services,

THE COYER FOR THIS MONTH
One of the most exciting events of the 195455 opera season in
London was the premiére in December of Sir William Walton's first
vpera “Troilus and Cressida™ (See story on Page 11), ETUDE honors
this distinguished British composer, whose photograph appears on

through the courtesy of The British Information
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For vour “personal**
piano, chooss the insirg-
ment upon which Egreat
Arvesis agree:

BALDWIN I§ THE OFFICIAL
PIANO OF THE

RAVINIA FESTIVAL

America is on the move toward greater

music...for more people...in cities,
suburbs. .. towns, villages. What

yesterday was “culture™ for the few, today

is a spontancous manifestation of the
American way of life. .. for all.

The makers of the Baldwin Grand Piano
take pride in the growing roster of civic
musical organizations which have made

Baldwin their official piano. And
salute the great musical artists who
prefer, play upon and praise Baldwin
as the piano of their choice.

Of course ir's Baldwin—
thar builids the Acrosonic—
Today’s finest small plano.

Baldwin

CLAUDIO

Arrau

BATTISTA

FRANSESEATT)
FIEDLER

DOISEIWITS BN

PIERRE

MONTEUX

JENNIE

TOUREL

Whittemore &
Lowe

THE BALDWIN PIANO COMPANY, Dept. E-58, Cincinaati 2, Ohio

Builders of: Baldwin, Acrosonic and Hamilton Pianos « Baldwin and Orge-sonic Organs




Guard it
against
straying

away

Protect it for
a lifetime!

NO MORE lost, strayed, frayed,
mislaid or soiled sheet music. No
more frantic search through mixed-up
stacks of muddled music.

Don't pile N—FILE it, in the wonderful
TOMKabine! finger-tip troys that almost hond
you the very music you want, in seconds.
There's nothing else so handy, no other
filing method 10 eosy, Many modemn and
period styles for studios, homes, schools.
bands. Many sizes wilh copacities from 1175 |
fo J000 sheets of music. Richly mode,
cheies of finishes. Ask your dealer, or—

WRITE FOR FREE DATA

Get complete illusirated folder showing all
styles, sires ond finishes available.

Get noarest dealer’s nome., TONK MFG. €O,
1918 N. Mognolia Ave., Chicoge T4.

10NKabinets

for sheet music

I\

The “Nocturne’’
Mo, &75 thown is 181k
Century period style in
Mohogaony or Walnul.
Heolds 1750 sheests of music
or 2500 music book poges.

Pupils are sailing tight through. ..

the new

ADA RICHTER (&= _—
PIANO COURSE

From all over the country teachers
report that students are finding the
clarity, logical layout, colerence,
absence of barriers. . . the great EASE of this fine method
++ - has set them on a true course of smooth sailing!

» Eagy * Clear
« Effective * Comprehensive

* Entertaining « Contemporary
for the Student for the Teacher

Pre-School Book 60¢ » Books I, II, TII

Beginner) 75¢ + Book IV (Early Ht'.t_!l'nner}‘ E:ré;

hl'!-'hl'.r:.lrd Games” (Supplementary material to be
_ used with last half of Book I, and all of Book 11) 75¢

== See it af your dealer, without delay

L -y

M. WITMARK & SONS - 619 WEST 54th STREET, NEW YORK 18, N, y

By NICOLAS

gi].‘-ll—j OF MacDOWELL'S early
w7 piano picces- {Amourette, Six
Fancies, In Lilting Rhythm, For-
gotten Fairy Tales—were | siblished
under the name of Edgar Thormn.
Why did MacDowell this

sl

| name? Nobody seems to know. The

|'i.n'u:l!e-l-:llu't‘.'-ﬂiHl*""-"“-"r:"“l““"“
pieces were these: In 1895, Mac-
Dowell needed a trained nurse for
hiz household. In appreciation of
her services, he wraote the Thorn
pieces amil instructed the publisher
to pay the roy altics 1o the nurse,
The music was typical of Mae-
Dowell, down to the expression
marks in English: “Gaily, pertly,”
“Softly, wistfully,” “Well marked,
almost roughly.” When he became

| more suceessful he added his own

name to that of Edgar Thorn. Then
something unexpected happened: a
real Edgar Thorn revealed himsell.
He was not a musician, hut con-
fusion prevailed for a time.

In reply to an inquiry by Mr.
Henry R. Austin, head of the Ar-
thur Schmidt
the original publishers of Thorn.
MacDowell, Mrs. MacDowell, in a
letter dated October &, 1951, gave
this additional information: “Ed-
gar Thorn was a pure make-up
name. MacDowell didn't know that
there was an Edgar Thorn some-
where in the South. After he died,
this man trned up. 1 never saw
him but a number of people came
to me and asked me whether that
was a real Mae-
Dowell had taken it. For some
vears after the was  orig-
inally printed under the name Ed-
gar Thorn, it didn’t sell very well.
and MacDowell Ihuu:_-hl it would

go better with hiz own name added.

Publishing House,

name, or why

musie

The musi did l:.tl‘-F:l'll o go a
great deal better, the ¢
right was of real value, as the yvears
wenl on, Lo my friend, the nurse,
and her children. When the first
copyright ran out, she returned
the copyright to me, after 1 had
r!-lu-hhi it, for they were all get-
ting on very well then. But =0 long
as she lived and her hushand lived,
they had whatever income came

anid copy-

4z

SLONIMSRKY

from the so-called Edgar Thor
music. Edward's friends who hsl
met the real Edgar Thom said be
qul' on A very =1I}=!.I'I:--i|- mir, He
didn't actually say he had writte
but it was verv easy iy
believe that it was his for he wes
That
was, of course, belore Mas Dhswell's
was added. No one really
knew the story exoepl n veel[”

the music,

making a wmvstery of iL

rl‘”l FOLLOWING musical |
erick is attributed 1o the famos
astronomer Sir Arthar Eddington
“*There onee was a hrainy habooa
Who used to breathe down s

hassoon,

For he said, “lt appears

That in billions of vears
1 shall certainly hit on a tune”
As a matter of fact, the habom
would have a fairly good chance
of hilting on a workable tune mch
than
After all, the number of notes o

M e

SOMATHET in & hillion vesrs
the bassoon is limited to
if we include the very high C with
which Stravinsky begins his fu
midable Sacre du Printemps, and
about one in a thousand randon

progressions ought o be tuneful
Should we limit the number ol
available notes to the eight polres

from C

of the diatonic scale .
C—we mav well hit upon a goxd
tune by striking the kevs af ra
dom. Indeed, children of sub-ps
istic age (that is, hivae whose i hips
are on the level of the keyboard
when standing) produce @
highly interesting melodies,
rhythms too, by hitting the white
keys with their customary fer
determination. Such childee

apl o |-r.ulurr entmne Ve

ing harmonies, loo,
known as lbiTHiinll*'H." har a
in which all white keys are j
anv combination whatsoever. 11 2
especially adventurous subprant®
tic prodigy should decide to P02
on the !pl;,g'k h_-_!.'d. onlv, then pens
tonic melody and panpentsict
harmonies would resull.
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W hen Antonin Deordalk landed
in America in 15892, he was asked
the inevitable question: *What do
vou think of the future of Amen.
can music?” To this he replied:
“The future music of this country
must be founded upon Negro mel-
odies, They are the folk songs of
America. They are pathetic, ten-
der, passionate, melancholy, sol-
emn. bold, merry and gav. It is
music that suits every maood.”

Naturally, such a positive dec-
laration aroused much comment,
John Knowles Paine, the Boston
COmposer and the first prufuz--‘nr of
music at Harvard 1 Ili\l‘l‘.-il}. said:
“In my estimation it i= prepos-
terous to say that future American
music must rest upon such an alien
foundation as the melodies of a
largely undeveloped race. As our
civilization is a fusion of various
European nationalities, sa Ameri-
can music more than any other
should be universal.”

Philip Hale turned thumbs down
on the whaole “We shall
never have a national school of
music.” he wrote, “hecause we are
not & nation in the sense that
Germany, England, France and
Italy are nations, each with dis
stinct race E.-r'i'uli:ll'il'll-h_"

In view of Dvoiak’s |rrm'!ﬂ.im-:d
interest in \'u-l.:ru sOngs, many com-

jdea:

mentators decided that the famous
f_;r:grj in the New World H_‘L’flh
phony was inspired by a Negro
spiritual melody, Dvofdk categori-
cally denied such a derivation; his
Crech friends were even more em-
phatic. The Largo, they
was .-ii|||l|} the state of soul of an
unculiured Czech in America, stu-
pefied by the din and hustle of the
New World.

Incidentally, the original nota-
tion of the slow movement in the
New World Symphony was Lar
ghetro, Seidl, who conducted its
world premiére in New York, tock
a very slow tempo. Dvoriak liked it
and decided to change the tempo
mark from Larghetio 1o Largo so
as to confirm Seidl's interpretation.

a=serted,

Was Dwvoiak really so umncal-
tured as he and his friends were
eager to represent him? There

were reports that he was certainly
unlettered, in the sense that his
literary tastes were not discrimi-
nating. At the same time he was
the idea of seli-
improvement. He carried around
with him a cheap edition of a bio-
graphical anthology dealing with
great men of science and read it
with the determination of a dili-
gent sehoolboy. He felt out of place
in aristecratie salons, but when he
received an invitation to spend a

obzessed with
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few weeks in the country with an
exclusive use of a donkey for local
iransportation, he itl'l't‘F!l!‘lJ al once,
“What a delightful thought!™ he

wrote in reply, “A donkey would |

be marvelously convenient for rid-

ing to and from the village to the |

coltage.”

The primary ingredient of ar-
listic suceess has not always been
a friendly smile and a perfect sel
of tecth. In the 149%0)% an artist’s
attraction was mainly in his How-
ing hair, and a smile was regarded
as positively vulgar. A newspaper
philusuplu'r of 1893 offers these
comments on the then current
Paderewski eraze: “Womanhood,
especially of tender years, is en-

listed at once among Paderewski's |

followers whenever the fuzzy locks

that surmount his pallid brow, |
which surmounts in turn his poetic |

cyes with their faraway look,
which in turn surmount his finely
chiseled nose, which in turn stands
sentry over the never-smiling lips,
are seen.”

On the other hand, the attitude
of womanhood towards the artist
seems to have changed but lintle
since the 1890's. The scene in
Paderewski’s room after the con-
cerl was deseribed thus: “About
one hundred women, ranging in
age from fifteen to fifty, sur-
rounded Paderewski, sighed, gig-
gled, laughed, cried, languished.”

The Phrenclogical Journal took
measurements of Paderewski's
head and found that it was rather
large, the periphery measuring
2214 inches. The report continued ;
“Paderewski has neither a large
cerebellum nor the full lips and
chin which indicate |:Tufnuud and
steady love for the opposite sex,
The narrow, flat opening of the
eves i= not the configuration usu-
ally associated with the highest
order of monogamous instinet.”

The famous ltalian baritone
Titta Ruffo (1877-1953)
named after a family dog. This is
how it happened. His father, Ores-
tes Titta, a blacksmith in Pisa, had
a doz named Ruffo, who was acei-
dentally killed during a hunting
expedition. A few davs later the
Wacksmith’s wife gave birth 1o a
gon, and Orestes Titta decided 1o
name him after the faithful dog,
Ruffo. In vain did his wife protest:
the name Ruffo was duly entered
in the parish book when the child
was baptized. As Ruffo Titta grew,
he decided to invert hiz names, and
so became Titta Ruffo,

Wil=

A completely new principle
in Accordion acoustics!

| _THE IIHI
olde A S
Chorus

AMERICAN MADE FOR AMERICAN ARTISTS

The revolutionary new Golden Chorus
Accordion uniquely combines an amaz-
ing improvement of tone quality, power
and volume with an equally surprising
reduction of size and weight.

treble| shifis

120 bosses; 41 keys; 3 & § sofs reeds; 10
Cantro-Matic trable shifts including 2 mas-
ters; 3 bass shifts

Write for
new free
brochure !

A FRODUCT OF

ACCORDION MFG. €O.

21330 GRATIOT AVENUE, EAST DETROIT, MICHIGAN

Eastern Representativer—pIETRD DEIRD ACCORDION HEADGUARTERS
46 GREENWICH AVE., NEW YORK 11, N, ¥

ERNST von DOHNANYI]

compositions for pinno solo
just published!
op.

THREE SINGULAR PIECES,
Burlatta 2. Nocturne [Cats on tha Rool 3. Perpatuum Mabile
12 Short Studies for the cdvanced picnist $£2.00
Copriccio in T minor, op. 29, No. & 1.00
Essential Finger Exercises 2.00
COMNCERT WALTZES: from "Coppelia” by Delibe 135
from “Naila” by Delibes 100

camplefe AMP piono cotologue available
Associated Music Publishers. Ine.
ublishers & imparters of fine music

One Weast 47th 51, New York 36 — 1549 M. Vine, Hollywood 28, Cal,

__(;n iy T}?ﬂ ier .Sju 4z

“Elementary piano teaching standards in owr
land are now at an all-time high , . . the day of
the old time dum-dum, pencil-tapping, one-two-
thres teacher s happily past. Piono-playing has
become a joyful releasing esperience. Tone pro
duction, technicol facility, sight reading, are now
taught through concentrated, thoughthul methods
Te the National Guild of Pians Teachers belongs,
overwhelmingly, the credit for this upswing of
pianistic ideali. Mo teocher con afferd to be
without the assivtance of its conitantly expanding
study plans ond the stimulation it gives the ste
dents through non-competitive projects and awdi-
tigns, Jain mow.”

GUY MAIER

NATIONAL GUILD OF PIANO TEACHERS

(Founded 1929 by Irl Allison, M.A., Mus. D,

LLD

BOX 1113 AUSTIN, TEXAS




Music Lover's

BOOKSHELF

By DALE ANDERSON

Stories From Gilbert & Sullivan
by Glodys Davidson

Miss Davidson, a popular Eng-
lish writer upon musical subjects,
has given us a charming and very
readable series of stories of the
fourteen historically sueeessiul Gil-
bert and Sullivan operas which
have entertained and delighted lit-
erally the entire world since 1875
The book is supplemented with
brief biographies of W. 5. Gilbert
and Arthur Sullivan. It is illus
trated with stage pictures from
many of the famous plavs in which
the more noted of the D'Oyly Carte
slars appeared,

British Book Centre, Inc. £3.25

Biographical Dictionary of
v posrs
by Perey M. Young

A really excellent reference book
of 378 pages, including concise
sketches of the lives of five hundred

composers, old and new. First pub-
lished in England, no work of this
kind can be all comprehensive and
no two authorities will ever agree
as to the composers who should he
included and those who should be
left out of such a collection. Mr.
Young's selection is catholic in ils
generality of cheice. It scans the
musical field from John Dunstable
{1370) to Samuel Barber (1910},
and s written with interest and
edited with care.

Thomas Y. Crowell Company $5.00

Time and the Winds
by Frederick Fennell
This excellent hook upon the im-

portance of the wind instruments
in the orchestra and the band by
Frederick Fennell, conductor of
band and orchestra at the Eastman
School of Music. University of
Rochester, will certainly become a

“must” for all band and nn:lwﬁl“.l
conductors and also prove ||n'nE‘u-
able for all students interested in
hands, orchestras and w ind ensem-
hles. The author. whose experience
for thirty years has been most com-
prehensive. handles his subject
with great clarity and judgment.

The chapters “The Orchestra Be-
gins,” leading from the Instrumen-
ration of Monteverdi, to “The Great
American Instrumental Renais-
gance,” contain a feast of informa-
tion of special interest Lo perform-
ers in bands and orchestras, We
learn in the first chapter. for in-
stance, that “Pat” Gilmore was by
no means the first to employ can-
nons in the percussion battery. In
1748 Handel, in the score of the
Roval Fireworks Music, was as-
sisted by 101 brass cannons and 13
pieces of small ordnance. Later,
we discover that Mozart was re-
sponsible for introducing the wind
ensemble. Berlioz, who created a
new era for musical instruments, is
discussed with the same detail. Mr.
Fennell's treatment of Richard
Wagner's orchestra is new amnd dis-
tinctive. The characteristically dif-
ferent types of orchestras developed
by Strauss, Debussy and Stravin-
sky are !mrlhljn'l! in very clear
manner.

The author payvs a very generous

[ ] - L] - - - - - - - - -

and deserved trilute o the setjy;.
ties and accomplishments of Joly,
l"hllllip Sousa in 'If\'dfl]ing the
American band, but he does p
hesitate to print the ridiculous gy,
of Debussy when the Sousa hapd
played at the Paris Exposition, D
bussv. despite his masterly handing
of wind instruments, evidently g
not like bands. On the other hand
Richard Strauss told the writer o
this review in Berlin many yeay
ago, that he and his father, a fa.
mous horn player, frequently heard
the band on its European tours and
admired Sousa’s unique  instry.
mentation greatly,

Mr. Fennell notes thal with the
introduction of the automaobile, the
television and radio, the summer
amusement parks were literally pa
out of business, This resulted in the
bankruptey of several large trac
tion companies. Without that re
enue and support, it was impossilie
for the touring bands lo continue,
In their Ill.li't" have come the Ineh
larger and in many ways lar finer
university, college and higl: sl
hands which are now such an im-
portant parl ol our extraordinary
musical development
This hook is a “must” for all band
directors and their students,

G. Leblane Company s2.00

THE END

A merican
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you cant afford (o miss GUY Dl A IE “ ® s
MASTER CLASSENS

sk Stephens College — Columbia, Missouri.............June 27 thru July |
*k Steinway Hall — New York City...................July 11 thru July I5

COMPLETE CHANGE OF ASSOCIATE FACULTY AMD SUBJECTS

RUSS HENDERSON . . .

Daily lessons in professional popular piane playing—the result

of 25 years teaching of more than 1000 students.

* An exciting evening of music for two pianos * Ap eve
* Recitals by well known artists & Dy

TUITION: Five Day Course—Columbia, Mo. or New York C

RICHARD JOHNSON—DAYID MILLIKEN

Daily lectures in re f.l'l'l.'l.'f-ng technioal £F PO T e b and {ﬂ'ﬂlr'-“l-

Lessons presented in J';r_g‘lhh cancentrated form

SOME HIGHLIGHTS OF THE COURSE

ity

4 ning of Beethoven®s Sonalas
ily progressive classes for heginners * Special lectures

ADULTS—$40.00 — YOUNG PEOPLE—515.00

No Tuition Charge for Husbands or Wives of Class Members

To be assured of membership in the classes,

gend 810,00 class regislralion fee

before June 15—specifyving the class.

For cireular giving complete

GUY MAIER MASTER CLASSES

* @ @® & @& @& ® ® 8 =& 8 »

L . ST HSL RN TR TN B ke

information and for regisiration—acrite—W

L. Tremaine—Wanager

819 — 191h St., Santa Monica, California
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Music Festivals

Abroad this Summer

FUI{ the information of its readers, ETUDE iz pleased to present
the following condensed schedule of the most important Enropean

Music Festivals this summer. Details of these events may no doubt be
secnred from the various travel ageneies throughout the 1 nited States,

Wieshaden, Germany, May 1-31.
International Festival

Bern, Switzerland, May 9-14.
Eighth International Bruckner Festival

Bonn, Germany, Mav 15-27.
Beethoven Festival. Opening concert by Elly Nev,
founder im 1931 of the festival,

noted planist

Bergen, Norway. May 26-June 7.
International Festival -

Siockholm. Sweden, June 7-16.
Siockholm Festival 1955, Features: Original version of “Carmen™
by the Roval Opera; Roval Swedish Ballet in the “Sleeping Beauty™
ballet: The Philadelphia Orchestra, Engene Ormandy conducting,

Helsinki. Finland. June 9-17.
Helsinki Festival | =Sibelius)

Wiirzburg, Germany, June 11.25.
Mazart Festival. i::u.l:r:n Jochum, General Music Director,

Amsterdam, The Hague, Scheveningen, June 15-July 15.
Holland Festival. The Concertgebouw Orchestra, The Hague Resi-
dentie Orchestra, lsrael Philharmonic Orchestra. Holland Festival
Chamber Orchestra,

Baden-Baden, Germany, June 17-21.
Warld Festival of Modern Music. Twenty-nine works by composers
of all nations will be played.

Nuremberg, Germany, June 18-24.
Fourth International Organ Festival

Kablenz, Germany, June 25-September 11.
Festival of Operetta on the Rhine

kKonstanz. Germany, June-July,
Sixth International Festival

Prades, France, July 2-18.
Prades Festival (Pablo Casals). Menuhin, Istomin, David Lloyd,
Jan Peerce, Eleanor Steber.

Bavrenth, Germany, July 22-August 21.
Richard Wagner Festival., “Der Fliegende
hiuser,” “Das Rheingold,” “Die Walkiire,”
dimmerung,” “Parsifal.”

Hollinder,” “Tann-
“Sieglried,” “Gotter-

Bad Mergentheim, Germany, July 30-August 27.
International Festival of Young People’s Music

Lucerne, Switzerland, August 6-30.
International Festival of Music. Conductors,
R. Kubelik, von Karajan, Klemperer,

Ansermet, Ormandy,

Munich, Germany, August 12-September 11,
Munich Opera Festival. Operas by Richard Stranss, Wagner and
Mozart.

Edinburgh, Scotland, August 21—September 10. Edinburgh Interna-
tional Festival. Berlin Philharmonic Orchestra; New York Phil-
harmonie-Symphony; B.B.C. Symphony, and others.

Berlin, Germany, September 17-October 4.
Fifth Festival of Berlin. Royal Opera, Berlin; La Scala, Milan
Opera; Berlin Philharmonic, Ormandy conducting.
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The De Luxe

Stunning New

Spinet by

Shemton §| I'k

A P A
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A Piano of Tasteful Elegance
You and your faruih.r will cherish for years

Lovely, vet simple, characterized by graceful proportions, These
are the reasons why Sheraton is so popular with today’s home-
makers. In this new Starck De Luxe you have Sheraton in its
most liveable version . . . and a spinet of fine musical quality
There are many other Starck styles. See them ar vour dealer’s today

EREE~"Musit in Tour Child's Development”—a helpiul booklet you'll wont if
there are children in your hame

i A _Starch Pians o, 234 SOUTH WABASH AVENUE, CHICAGO 4, ILLINOIS

' more

ano To Increase the Student’s Interest!
p;nu“‘- To Assure the Student’s Progress!

A S P TR
MARVIN KAHN'S “THEORY PAPERS"

A complete set of theory papers 1o teach the piano student, lower
intermediote grode level, the rudiments of harmony and their
opplicotion. Stresses chords ond chord progressions, special em-
phasis on eor training, includes Keyboard Hormony drills. Set of 12
separate papers for individual ossignments and odditional teachers
supplement all under one cover 1.00

BAVID CARR CGLOVER, Jr.

TP TOP TUNES Books-1-2-3

More hours of fun and procticel teaching in these collections of
originol picno solos. Eoch book is corefully groded and eoch piono
sclo, o delightful rhythmic stery in itself — ideal as teaching pieces.
BOOK | contains piono solos for the eorliest beginner. — Who Is
Knocking — Play With Me — Bugle Bond — Uh-Huh! — | Am Sleepy
— Almost Asleep — Up Over And Down — Boggy Pipes — Covered
Wagons — The Lost Raindrep. BOOK 2 contains ariginal piono solos
for grades | ond 1% — Swinging Together — Guess Who's Here
- Spoon Bread — The China Shoppe — Scofch Ploids — The Merry-
Go-Round — Teosing. BOQK 1 contains originel piono solos for
grades 2 end 2% — We Just left Church — Beep, Beep, Beep,
Be-e-e-p — Bross And leather — Moon Men — Wallzing Together
— Flocting leaves — Rolling Waves . ....... each book 75¢

Elementary Piano Folio by DAYID CARR GLOVER, Jr.
BOOGIE WOOGIE SCHOOL DAYS

Five etudes in bright bouncy style ............. Complete .75

MILLS MUSIC, INC.

1619 BROADWAY, NEW YORK 19, M. Y.




Look What You'll Find
in ETUDE for June

Carlos Chivez. Mexico’s Mr. Music
bv Peggy Munoz

Chidvez is really a man of many talents, being a pianist, J-'_-'rllilht"l”‘-
composer, educator and politician. Hie many-sided personality 1= pre-
gented in this article in a very inleresting story.

-

The Education of a Pianist
An interview with Gina Bachaner
As told to Burton Paige

Miss Bachauer is definitely among the foremost of our present 1]41‘_-
artists of the keyhoard, and ETUDE feelz privileged in presenting
some of Miss Bachauer's ideas concerning the education of a pianist.

The Sunnyhank Quintet
by Alice Terhune

Here is one of the most delightfully hiomey articles we have ever
presented in ETUDE. Written by the widow of the late Albert Payson
Terhune, noted writer and lover of dogs, the gtory gives an intimate
word-picture of the highly informal musical gatherings which for a
number of vears were a part of the Terhune home life at Sunnybank,
in northern New Jersev.

Staging: Part 3—Operettas and Light Operas
by George Howerton

In the April issue of ETUDE, Dr. Howerton in his Choral Depart-
ment began an extremely valuable series of articles having to do with
the over-all subject of staging. The third section of this discussion 1o
be presented in June takes up the many problems which must be
solved in staging an eperetia or a light opera.

The Singing City
Ly James Felton

Mrs. Elaine Brown of the faculiy of Temple University in Philadel-
phia, has organized singing groups in practically all sections of the
City of Brotherly Love, and these various groups come together at
certain times of the vear o present imost ill!|lﬂ‘..-.‘-i'pl' choral conecerts,

To Beat or Not 1o Beal
by William D. Revelli

Continuing with the discussion of rhythm begun in the Mayv issne,
Dr. Revelli presents additional facts having to do with the proper
rhythm of various compositions,

Boyd Neel and the Canadian Stratford Festival
by May Weeks Johnstone

The Boyd Neel Orchestra has the distinetion of having traveled
more than any other musical group of its <ize in historv. It has ap-
peared at practically all of the leading European music festivals,
Mr. Neel har now transferred his interests largely to Canada, where
about & year ago he took over the duties of Dean of the Royal Con-
servatory of Toronto. 3

Scheduling Orchestra in the Secondary School
by Ralph E. Rush

Mr. Rish certainly has no illusions about the problemsz faced by
many public school music workers, He is thoroughly practical and
gives most helpful advice concerning the matter of arranging a school
time table go that regular periods are allotted to each of the choral,
orchestra and band activities,

World of Music

”"_'"_n”',r”!mf _F.I'f'ir” P'I__'-' 3)

Ovchostra and Oboe,” was given its
Compsers Tep-

world premiére. Other 3
Porter, Charles

[r--r'nlﬁl wiens Qui.]l:"b
fees pnd Tgor Stravin=ky.

Indiana University at Bloomington
April 3, Palm Sunday, s

srescnted on
; of “Parsi-

seventh annual perfprmance “Pa
fal.” The prmlm'1i.n:1 was in I'.nﬂll.ﬂ.h_
The Lenten opera wias ;wr1urmrnl_ in
two parts; heginning at 1:15 thr. fir=t
acl ran 1o 5:15, followed by an inler-
mission for supper. Then st 7:15 the
wroond act bezan, ending about 9:30.
Ernst Hoffman was the music director.

The Bach Choir of Bethlehem will
present ils Forty-cighth Annual Festival
at Bethlehem, Pennsylvania, on May 27
and 8 There will be afternoon  and
evening sessions, and an organ recital
Iy Yernon DeTar on Saturday merming,
Aoy 28. The Christmas Oratorio and the
Mass in B Minor are the two principal
works to be |1rl"m"l1lr'4F.. =aloists will he
Phyllis Curtin, sopranc; Eunice Al
berts, contralto: John MeCollum, tenor;
and Kenneth Smith, bass. Hor Jones
will be the festival conductor,

lgor Stravinsky, Russian biven e
poser and condpetor whe for a namber
of years has Jived in New York, was
numed in March winner of the Sibelins
Gold Medal. awarded every five yoars
for distinguished serviees in the musie
'|~'1lr|l|. '”11 '.1'n:jlii was= F'-|:I!1|I-III"II mn
honor of Finland's world famous com-
poser, Jean Sibelins,

The 1955 Berkshire Festival
Tanglewonl, W psaachns ”‘-"hithqw:
an July 6, will feature most of the F'.‘ |
cipal works of Beethoven, The six we. |
e comeerts running {rom July 6
Y ugust 11 will inclode the Rine i
phonics, the “Missa Solemnis™ § ;n
cert performance of Act 11 of “Fideljs-
eoncertos, and overtures, Charles Mand
will le v neral  mus Ji.l‘rﬁlr_ wilh
Pieree Monteoy, Leonard Bernstein, g
Thor Johnson as guest conduciors,

The National Association of Teark
ers of Singing will conduct this s
mer its seventh workshop series, Thes
workshops will be held in six diffes
sections of the country ss fallows: &y
palachian State Teachers College, foos.
Norh Carulina, July 24-29; Willsme.
University, Salem, Oregon, 'II.I:IH 13
Northwestern  University, Evenston, ||
linois, Angust 1-5; Texas Technolopsd
Cuollege, Lublock, Texss, Angest &1
University of Colorado, Boulder, Cols
rado, Avgust 1&19; and Semmer Ss
dio of Grace Leslis, Salishary, Mase
chuoseits, Angust 12-36,

The Corpus Christi (Texas) 5o
phomy Orchestra, eonducted by Jacgo
Singer, presented on March M0 and 3
n Bach Festival which it is planned
[sevome an annoal affair. Maestro Singe
has undertaken the mooumental ek
ol presenting the complete works
Bach as= ll-ll||;l||-|| bw the Rach-Gess
shiaft, a project that will run many yem
in the futnre.

(‘“:‘EI"I‘:'[.I"‘I“ES {For details, wrile o sanior linte 'y

® Sigma Alpha lota Third American Musi

Awards Competition. Cash

prizes of $300 cach to composers of a cloral composition jor thres part
women's voires and for a vocal solo. Clesing date March 1. 1956 Details
from Miss Rose Marie Grenteer, Oberlin College, Obserlin, Ohin,

& Choral Compos=ition Contest, Award of S100 and pubidic preformanse

for a mixed chorns a cappella for use by high school groups. [ losing date
September 6. 1955, Details from Music Department, Steckbridge > fuiwl.

Interlaken, Massachusetts,

{ Contined on Page 49)

Musical News ltems

from Abroad

A World Festival «f VModern Music
will be beld at Baden-Baden, Germany,
June 1721 under the anspices of the
Souithwest German Broadeasting Svslem.
Incloded in the list of noted musicians
to appear are Heinrich Strobel, Fried-
rich Bishoff of Germany, Viggio Benizon
of Denmark, Koll 1 ielhermann ol Swite-
erland, MNivier Messiaen of France. and
Matyas Seiber of England. Hans Ros-
baud and Ermest Bour will eonduct the
Festival Orchestra,

The Prades Festival, July 2 10 I8,
will present a number of artists making
their first appearance there, among these
I.-I--ul.;-. Yebudi Menohin, the Bach Aria
Group (with Eleanor Steber), Hennoy
Wal, sopranc; David Llovd, lemor: Im.ﬂ

Dietrich  Fiseher-Dieskan, Although B
3 " \ .y hla
is now T8 years old, the beloved Pal ;

Casals will take an sctive part. He wil
appear in nine of the eevn o ke

to be presemted.

Sy o Goldberg  bas :"_ "
pointed permapent conGEcier sk

the Netherlands Chamber (hrehesina,
nedrasee &l

which will make its hrst apt

the Haolland Festival

The British Industrics Falr beid @
Loandon, May 2 1 13 incladed @ seciion
in which nearly 100 planos repr
the output of many Rritish e
ers were shown, There was =0
play showing over a thawsand items

g i

piano parts and accessafics,

ETUDE—MAY 1955

Alberto Ercde

Problems

of the

Operatic

Conductor
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“In the last analysis. it is the operatic conductor

who controls the destinies of evervone connected

with the performances he directs.”

An interview with Alberto Erede

Secured by Myles Fellowes

rI‘H THE AVERAGE opera lover, the
most  important element in the per-
formance is the singer, 1f a “star” sings
exceptionally well the night you hear him,
vou say he's “good.” Otherwise, he's “bad.”
Many people overlook the fact that. if a
singer were really “bad.” he wouldn't be
engaged by a leading opera house. No
matter how beautiful his voice, a singer’s
every performance can be influenced by
circumstances beyond his control. He may
be suffering from a slight cold or a large
worrv—or he may be in the hands of a
less-than-understanding conductor,

In the last analysis, it is the operatic
conductor who controls the destinies ol
everyone connected with the performances
he directs. He i= master of the orchestra:
he supervises stage aclivities; and it lies
within his scope to advance or retard the
performances of the singers, What, then,
are the skills he must bring to his task?

No one is better equipped to deal with
the problems of the operatic conductor than
Alberto Erede, permanent conductor of the
Metropolitan  Opera. Maestro Erede has
heen associated with La Scala (Milan),
Covent Garden, Glyndehourne, the Salzhurg
Opera Guild. Teatro Colon | Buenos Aires),
Staatsoper (Vienna), the Dtalian Radio
Symphony, and the London Opera: he has
been acclaimed for his suecessful guest
appearances throughout Europe and South
America, and haz made many recordings.
both operatic and symphonic, for the Lon-
don Label.

“The difference between an operatic and
a symphonic conductor is not one of mu-
sicianship,” savs Maestro Erede. “Both
fields require a thorough background of
musical knowledge. The distinguishing
factor is a specialization in the possi-
bilities and the limitations of the human
voice. The operatic conductor, actually.
is a kind of voiceless vocalist who must
understand the theory and practice of voice
production with the grasp of an experi-

enced singer. He must also understand or-
chestral direction and stage technigues.
And he must be able to fuse these three
important skills into a single, smoothly
flowing whaole,

“The operatic conductor makes music
with two sets of human instruments, the
orchestral players and the singers, and each
group has its own needs. As regards the
ﬁ-ingt‘r!, the condouctor knows that, while
the basic rules of sound voice production
are the same for evervone, each singer
haz his individual way of putting these
rules to use. No two people breathe with
the same speed or intensity, Thus, the
conductor cannot stand there beating a
fixed measure of time which must apply 1o
all. Az he trains his singers, he must
also study their needs. giving to each the
kind of help he requires. Most of all, he
must breathe with his singers. It is this
ability which determines phrasings; il the
conductor lacks it. he is lost—and so are his
singers! It is conducive to creating the
necessary magnetic thread between con-
ductor and stage,

“When | rehearse with singers, | try to
teach them the phrasing, diction, and
general style 1 wish the performance to
have. At the same time, | [amiliarize my-
zell with the vocal individualities of each
singer so that 1 may know exactly whai
to expect at performance. And whatever
these individualities include, | must be
alert to them all. While singers are willing
enough to give the conductor what he wants,
thi'} are not always able to do so. To the
slow breather, it may be physically impos-
sible to complete a breath in time for a
quick beat, Thus, the conductor must be
prepared to help him out at such a moment,
at the same time keeping his basic thythm
alive among the other performers. This is
managed with a round, slightly delaying
beat which holds matters in check so subtly
that the audience does not suspect that
its purpose is (Continwed on Page 45)

- . _________ . __ -
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The Musical Experience_

of the Classroom Teacher

It is no easy task faced by the average

classroom teacher who, with no special training,

is called upon to give instruction in music.

HE GREATEST single need of the
T classroom teacher of music is con-
fidence, Her trepidation may stem from
I}rl_"l.il.]uﬁ U]l}lll‘ﬂﬁﬂlll 'l".‘lﬂ."ri"]ll'ﬂ?' or .[rl.““
misguided attitudes. Many non-musicians
believe that only the exceptionally talented
can “make music.” Unfortunately, many
of these teachers did not have happy mus-
ical experiences when they were in the
elementary school. Since human beings
tend to repeat pleasurable experiences and
to avoid repetition of those experiences
that were unpleasant, it follows that many
classroom teachers are not interested in
participating in  the musical growth of
their children. They often feel not only
incompetent but antagonistic toward the
specialized field of an art.

What do we, trained all our lives in
music, expect of the classroom teacher?
We do not expect great skills—or do we?
We do not expect competency within each
individual's capacity. As with children, we
must recognize the fact that capacities
vary among leachers. Supervisors, admin-
istrators and teachers in teacher training
institutions need to discover each individ-
ual’s competencies and to direct them inlo
channels for musical growth. Self-confi-
dence iz born of understanding and ex-
perience. “Successful music teaching re-
sults from pleasurable musical experiences
and technical competence. Therefore,
Teacher Training Institutions should pro-
vide an environment which will assure
a continuing growth in cach of these
areas,”!

Attitudes and competencies cannot he
expressed in terms of eredit hours. Persons
in charge of In-Service training, and faec-
ulty members of institutions which offer
music courses for classreom  teachers
should not only be sound musicians but
persons who have an understanding  of
1 L‘;;Fm.Jlllahcnl report of the Committer on Music

for the Elementary Teacher, Muosic Educators
National Conference, Philadelphia, March, 1952.

the needs of the classroom teacher. This
kind of understanding can come only
from those who have had actual teaching
experience.

Music educators should have great re-
spect for classroom  tea hers. They are
professionally competent persons who are
interested in the total development of the
child. We need to understand that music
is only one of many experiences they wish
their children to enjoy.

We reiterate a question stated earlier:
What should we expect of these teachers?
We have the right to expect each individ-
ual’s enthusiastic interest and expression
in terms of his particular ability and ex-
perience, Inherent in the achievement of
this expectation is the teacher’s concept of
our musical goals and of the function of
music in the life of the elementary school

child.

Exploring the Problem

It i= all very well to make the foregoing
glatements, bul what can we do about the
problem? We must not speak forever in
generalities,

First we must help the teacher to ex-
perience, understand and express music
herself before we can expect her to provide
similar experiences for children. These
experiences will include aural awareness
of musical sounds and bodily response
lo musical r]l:.liuu or movement. She must
first perceive before she can understand or
express, We must help her not only 1o
hear but to listen. In most cases the ears
have never really heen opened to the world
of musical sound.

College music courses designed for
classroom teachers should include partici-
pation in the areas for musical growth
which are found in the modern elementary
school, namely : singing, playing, listening,
nl'n'alix'n* and rhythmic activities. It is most
important that within these arcas the
teacher find some means for successful
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musical expression. The materials used
ghould include many that are direetly re-
lated to the musical experiences in the
f_'ll'l'll-l'l!t:lr\ 1'LI.1".""|r“||||!-.

The symbols of musical notation repre-
senl the concepls of musical sound. The
elements of music are melody, rhythe,
harmony and tone color, These clements
are combined in wvarious musical forms
The three statements just made become
truly meaningful to the layman only when
he has experienced each concepl. “Musical
experiences are of greatest value when
they are of immediate significance to the
student. It (the music course) should en
deavor to stimulate the imagination, to
||rl-'|.ig|g' for the sharing of creative ex-
pericnces, lo nurture an awarenes and
sensitivily to beauty in life.”?

Approaches 1o the Probhlem

Our ultimate goal is the interpretation
of music for children. The understanding
of this interpretation will include what is
ECEN 0N & page of music, what is heard on
a recording or live instrument, what is
felt through bodily respons: and what
is creatively expressed. It is our experience
that this kind of understanding is best
achieved when the evolution of musical
growth is directly from experience 10
expression.

For example, ask a class to sing one
stanza of America. Then sing .5_!3.|i|| with
a free swing of the arm down and up as
we feel the pul.-ulinn'- of the beats They
will gradually swing down, up, up The
teacher then asks in how many beats the
music seems to swing, When the answer
“3" is given (and it always has been in our
classes), put the number 3 on the "”fll‘
staff. How do the beats feel? That ':'
what kind of notes do they feel like? |:‘=‘
step it carefully (Continued on Poge 3V
2 “Musical Development of the Classro '-"_
Teacher.” Music Educetion Research Conncd
Bulletin, No. 5, page 6, 1951
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“Troilns and Cressida™ produced at Cove

t Garden last December. This seene in

Act 111 shows the death of Troifus (Richard Lewis) in the Greek encampment.

A seene in Act | Troilus turns away
s )

from Pandorus (Peter Pes

Sir William Walton’s First Opera

Composer of “‘Belshazzar's Feast” writes a thrilling “Troilus and Cressida™

by Frank Howes

rl‘lll'.fil’, IS at this time a spate of new
vperas by composers without a prece-
dent in the chequered history of English
opera. The autumn of 1954 saw the first
performances of Benjamin Britten’s “The
Turn of the Screw,” Lennox Berkeley’s
"_\L'i-lln_l- ;i_lld ,""I'ir William “-““..“-.. Fll‘l
opera, “Troilus and Cressida.” Michael
Tippett’s “The Midsummer Marriage™ is
promized for production at the Royal Opera
House. Covent Garden, London, in 1955,

It would take too long 1o examine the
causes which have combined to bring about
a state of affairs that United Kingdom com-
posers of an earlier generation. like Stan-
ford and Ethel Smyth, would have envied.
But the success of Britten's first opera,
“Peter Grimes,” coincided with a new,
wider and more intelligent appre
opera as an art-form in its own right on
the part of the British public, so that com-

iation of

posers have been encouraged 1o risk de-
voting their energies to operatic composi-
tion, whereas their predecessors  were
deterred by the public apathy, and even
hostility then ]th:'l..'lfrl!lf_.".

Walton, who is now 52, first became
PI"HIIiFI[‘II-l as 4 composer Hil!l an illllll'ti'il"
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uality that promised well for his future in
the years after World War 1. His suite,
“Facade,” which was originally an essay
in “Sprechstimme”™ but was quickly turned
inte a ballet and then into two suites for
orchestra, was willy, ironie, brittle in or-
chestration and in keeping with the anti-
romantic spirit of these post-war years,
But his real nalure as a 20th century
romantic was revealed in his viola concerto
(1929}, which was played by Paul Hinde-
mith among others. His international repu-
tation was confirmed when Jascha Heifetz
commissioned a violin concerto from him
(1939). Meantime, he had produced a
symphony.

He is like César Franck in that his
method of working seems Lo resalt in one
work only in each kind, in which what he
wanls bo say in each medium 1s so concen-
trated that it takes its place in the repertory
as a slandard work. Thus his oratorio
“Belshazzar's Feast,” his Sinfonia Concer-
tante for piano and orchestra, his siring
quartet and his violin sonata are his first
and last works in their respective forms,
Though he manifested his talent very voung
he i= a slow worker. He is, nevertheless, a

successful composer of film music amld oe-
casional music, such as hi= two Marches
written for twe Coronalions,

His oM, “Trotlus amd Cressida,” was
commissioned by the British Broadeasting
Corporation as long ago as 1908, but the
conception developed into a tragic opera
of full zcale demanding all the resources
of a large opera house, It received its firs|
performance wider the direction of Sir
Malcolm Sargent at the Roval Opera House
on December 3, when it confirmed the judg-
ment that he is really a modern tradition-
alist and romantic, unlike most of his con-
temporaries who are still in reaction against
both of those inheritances from the 1tk
century.

Great Love Story

(e rl"-lljl of the fact that there 1= noth-
ing problematical or experimental in form
or harmonic idiom in the opera will be
to enable it to travel, T plot s one of
the great love stories of the world, a
mediaeval fiction of the Trojan War,
and therefore universal in  ils appeal.
This. teo. will mean that there is no ab-
stacle of nation: (Continped on Page 47)




The
Development
of Pianism

A distinguished virtuoso who has
recently observed his twentieth
anniversary as a concert artist in
America speaks with authority

on an important subject.

From an interview with Robert Casadesus

As told to Rose Heylbut

Robert Casadesns—a moment of sindy of one of his concerl scores,

ETWEEN the child wha is just learning

to play and the youth who begins to
assert himself as a promising pianist, there
lies a road built of something more than
notes, skills, and “pieces.” This “something™
is what the French call le pianisme—the
steadily increasing understanding of piano-
playing as a whole, which is nol quile the
same thing as notes, skills, and “pieces,”

Pianism rests upon two basic elements:
i1) the mechanical abilities which enable
us to express ourselves on the keyhoard,
ad which we call wechnique; and (2) the
pssence of what we have to express, which
we call musicianship. Neither element
alone produces a master pianist; both must
be present and well balanced lo assure
good pianism. And we shall see, I think,
that progress in the one branch is closely
hound up with progress in the other. The
most fuent fingers are valueless unless
they have something to be fluent about;
the most sensitive conceplions are valueless
unless they find suvitable outlet through
the Angers.

The first step in the development of
planism is learning to feel at home on the
keys. This begins with the correct posi-
tion of the hands. There are several schools
of thought on this subject; for myself, |
follow Chopin who believed that the best
position results when the hands are so
placed that the fingers fall naturally on the
first five notes of the scale of E-major.

ished Seventh chord. | worked at it lor
three weeks. At first, my hands grew lired;
not tensely so, but with the normal strain
of accustoming the muscles to an entirely
new activity. At the end of that time, how-
ever, my hands were stronger, mare |_l|'.-
able, and more obedient. 1 have never for-
or the exercise!

When this basic position s maintained
without stifiness or tension, the first exer-
cise in actual playving consists in lifting
one finger and striking one nole at a time,
the other four fingers remaining motionless,
in position, on their notes, Next, the exer-
vise is repeated striking each note six times,
and always holding the non-playing fingers
over the other notes,

Another exercise which Chopin advo-
cated helps to  develop extension and
suppleness of the hands. This consists in
placing the fingers on the notes of the
Diminished Seventh chord (key of C), and except that his technical help is greater
following the same plan of playing. The  than his musical wvalue. Another fue
chord is struck: then one [H'l.gr"f al a lime method, more familiar in Europe, |'"||-‘P"-
15 lifted and put down, while the others than here, is that of Stamaty who taught
remain motionless over their keys. This at the Conservatoire al the time Chopin
exercise, o, is plaved six times on each was in Paris. It is a valuable method for
note, and very legato. The fingers should
not be raised exaggeratedly; just enough
to release body weight to the keyvs: and the
tone must be good and rich, neither too

zollen the experience

In due course, then, the student pro-
gresses from elementary finger exercises
to one or more of the rl'i.'ﬂi:niil'i’d methads,
combining fnger work with musical con-
tinuity. Crerny, of course, is excellent—

beginners hecause it is based on the cle-
mentary five-finger exercise, worked out in
many clever and inleresting combinations;
and because it |1.|'||rs 1o -irlr.'lrlp 'III']"H'-"-']'
ence of the fingers. And, of course, the

In recommending this exercise as an ex. gospel of all pianists remains scales and
cellent means of strengthening the hands, arpeggios in all their forms, More ad-
I speak from long experience. At the age vanced students can do no better than Lo
of seven. I had for some time shown proof investigate the exercises of Philipp himaell
of an affinity for the piano, and my parents {which make use of the Diminished Sev-
took me to lsidor Philipp for further in-  enth chord 1 have described). These
struction. Maitre Philipp was pleased with
my playing, but decided that my hands
needed development. The exercise he as-
signed me was this playing of the Dimin-

weak nor too ||-r*r{'u-'--'-i.'l.l.'.

exercises should not be pmrti:'ﬂ] more than
15 minutes a day (5 for children), lest the
wrist become stiff. For highly advanced
students—indeed, (Continued on Page 61)
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AVE YOU ever asked one of your more
mature students why he practices—
that is. what he is trying to accomplish
fundamentally in his practicing of any com-
position? At the next lesson of such a
pupil try putting the question to him in
this form: “:ﬁ'uppu-_-'e Vil |rrm'1in' a new
I.ip;-.ﬁ for a week and gel it (o a certain
degree of proficiency for your lesson,
then practice it for another week and
bring it for a second lesson. What would
[ look for fundamentally in vour playing
to decide whether or not you were pro-
gressing as you should in your mastery
of it—entirely apart from the carrying
out of any suggestion= 1 may have made
at the first lesson?” Obvicusly, if this
question can not be answered correcty-
if he does not understand what his basic
technical objective is—he is not practicing
as efficlently as he might, and efficiency in
practicing becomes increasingly important
as the student advances in his music study.
Good playing is the result of good prac-
ticing. Poor practicing results in poor play-
ing. The two cannot be separated. There-
fore, the important thing to learn in taking
music lessons is how 1o practice well. Good
practicing includes efficiency, The necessity
of increasing efficiency in practicing 1s
shown by comparing the practicing of a
heginner and a mature artist, The average
first-grade piece takes about one minute to
play. The beginner usually practices about
forty-five minutes or an hour every day,
and out of this time he spends about twenty
minutes on his one-minute piece. The artist
on tour would probably be keeping up a
repertory of two programs and three con-
certos, While travelling he is lucky to
practice two or three hours a day, but if
he played all his material straight through
without repetition, it would take four to
four and one half hours. While the beginner,
therefore, has twenty minutes to practice
on one minute’s worth of material, the
artist has only two or three hours to prac-
tice on four and one-half hours of material,
so it is obvious that the artist must be ex-
tremely efficient in his practicing. He must
not omit anything necessary and he must
not do anvthing unnecessary. Every music
student, talented or untalented. is some-
where between these two exlremes, pro-
gressing loward the situalion in which the
artist finds himself. In other words, the
student must constantly increase the effi-
because of the

ciency of his practicing
increasing amount of material he must
work on in relation to the amount of time
he has to practice.
Going back now to 1
will find that most students. recalling the
.uki_“g_ “Practiice makes |K't:.l.'l.l,.- will TI."|I|:\.
“You will notice whether or not 1 play with
fewer mistakes at the second lesson.” Of

sUr |'|ur'-|;||r|_ Vi

course, increased accuracy represents prog-

Mr. Barris is a member of the faculty of

Ohic Weslevan University at Delaware, Do,
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h—__

ress, but to think that the fundamental
ohjective of practicing is 1o eliminate
errors indicates an entirely wrong point of
view,

Now in order to understand what good
practicing is we must understand what we
have achieved when a piece has been com-
pletely learned and played satisfactorily
from memory, If we analvze what has hap-
pened when the piece is finished we shall
find that everything we do has become a
matter of habit—is done automatically.
By this we do not mean that the player is
like a machine, but we do mean that be-
cause he is doing so many things simul-
taneously, and at any given moment can
think consciously of only one of them, all
the others will be correct hecause their
perfection has become a habit. A pianist,
for instance, at any given moment may be
plaving different notes with one hand from
those he is playing with the other, differ-
ent time values, different fingering, different
touches, making a crescendo or diminuendo,
pedaling a certain wav or making changes
in thythm, i he is completely absorbed in
his interpretation. all these things will be
automatically perfect without conscious
control. At a certain place in one perform-
ance he may consciously think of making a
good crescendo but at the same time the
pedaling will be perfect because of habit
The next time he plays the same passage he
may consciously control the pedaling but
this time the crescendo will be perfect
because of habil.

The object, therefore, of good practic-
ing is, as we said before, to make every-
thing a matter of habit. Now a habit can
be formed only by doing something exactly
the same wav every time. If we do it one
way the first time. a different way the
second time, still a differmt way the third
time and g0 on. we are not forming habits,
although we may be clarifying our thoughts
about what we are trying to do. 1f. there-
fore, we consider it normal to start practi-
cing a piece and play it with some mistakes
the first day, fewer the second day and so
on, then we see that each day we are play-
ing it differently. In other words, we are not
forming habits in an efficient way. If we
wish to practice efficiently, therefore, we
should play what we are practicing exactly
the same way every time—that is, perfectly.

The playing should he perfect from the
very first moment we put our hands on the
kevhoard.

The reaction of the average student to
such a statement by a teacher is: “Well,
that is only what 1 expect a teacher to
say, ‘Hitch vour wagon to a star” and you
will accomplish more, even il you don’t
reach your goal, than if you have a lower
ideal.” However, playing perfectly the
first time we put our hands on the keyboard
in practicing a new piece is, in this case,
not an ideal but a literal possibility. It
is simply a matter of intelligent selection of
what we decide to (Continued on Page 47)

Does

Practice

Make

Perfect

Here's an excellent analysis

of the whys and

wherefores of the practice problem
by an experienced artist

and teacher.

by Chester Barris



The cost of mailing

Musie

musie and music books, as

compared with other

and

the Mails

commodities. should be

of timely interest to teachers,

students and all music lovers.

NE of the most fascinating chapters
O of American Thistory is the story of

the United States mail. It conjures
up pictures of the pony express and th.f:
heroic phrase “The mail must go I|1rnulr,_;,i1.
Probably many books have been wrilten
on the subject, bat, to my knowledge, none
has appeared recently that .-'F.H'":i.ul.ll l_||t‘
rinanceE of Ihr_ |“l_}|;1||;l|llllg.". Il'urﬂ.bl‘.!' hll]l
mail delivery just inches behind; the part
the mail played in our social and economic
growth; the special problems that arcse as
our civilization became more complex; the
political background that seems to have
been ever-present.

These are the broad outlines of the story
which would tell at the same time the broad
outlines of American history. When, in
1792, letters were first carried by our own
post oflice departiment, the postage was from
six cents for the first 30 miles up lo twenty-
five cents for 450 miles and over. In 1792
fhis was a small coastal country. But by
1651, letter postage was set al three cents
for delivery anywhere within 3,000 miles, a
gm;:ruplﬁu: rate more in keeping with our
new mid-century continental geography.

Geographic expansion is only one type
of growth. The postal service was also part
of the fabric of our growth in education,
culture and public awareness, Throughout
our history emphasis has been placed an
the importance of providing wide distribu-
tion of mformational, educational and cul-
tural material through the mails—at low
rates to encourage the circulation of such
materials. As early as 1792 newspapers
were granted a special rate of one cent a
copy within 100 miles and one and a balf
cents for greater distances. In 1879, second
class mail was established. Tt included news-
papers and periodicals published for “the
Yissemination of information of a public
character or devoted to literature, the
sciences. arls or some special industry.”
This class of mail was and is carried at the

by RICHARD ALAN FULLER

lowest postal rates.

The slory of the Posl Office. oo, tells
part of the story of our commercial growth,
the carrying of advertising matter through
third class mail and merchandise through
the parcel post service. Significantly, from
an historical sense, these services were e
fined and set up first only in 1879,

Fach of the four major classifications of
mail parallels a major aspec of our history.
But history is made up of the small cur-
rents as well as the main streams. The index
of the recently published Postal Manual
supplies a hint of the human document that
could be written and of the special prob-
lem= that relate to some groups of our
people, Even the less than lively imagination
can =pell out a background for some of the
special (amd chozen-at-random) regulations
covering subjects like “absentee hallot=—
advertising matter—baby alligators baby
poultry—bankruptey forms—beer el ale

berries — bonds — combustibles —copy-
rights —currency —eggs—and  (newly
added? ) radio-active materials.”

Finally, under “M."” the index {and wel
come to music — “Music scores, Postal
Union mail.”

This sole reference to music relates 1o
the international mailing of muosic as
printed matter and at special rates.

It is an unfortunate fact that muosic, and
only music. of all the printed material of
education, culture and information. enjovs
no special consideration in the mails, Since
this olwiously cannol be a prejodice, il
must be an oversight in that the postal
authorities themselves, like everyone elss
must be constanlly louched by music,
whether it be in his church, his home or in
his public life. And since it was only in 1938
that books received special postal privileges
perhaps it is not too late for some change
to be made concerning music, ;

It is quite astonishing that a book about
Moazart, weighing somewhat less than a

pouns can beon ailed anvwhere in the
I mited =States for ight cenls, The magazine
which vou are now reading mfy cuntain,
among other editorial content, an article
about Mozart and examples of his music.
It may be mailed anyvwhere in the United
States for consideralily less than eight cents.
Bus should a piano teacher buy individual
Hlil-ll‘.'- ol Mozarl's sonatas, weighing abwut
the same amount, the postal charges wotild
be from 18 cents to 32 cents, depending
on the distance involved.

Out of the hundreds of examples possible,

consider one other. A hyumal, weighing
just under two pounds, can b pailed for
12 cents regardless of distance. Hat the
very same hymns, unbound, require postage
ol t:r|||||. 20 1o 51 cenls!

i should le clear that these instances
point up a situation which is unfair to the

users of music—the churches, the scho

the teachers and the ]'u|'ii-. For, altho

the word music may mean popular so

to many people, only about 16 percen
all the music sold in the United States con-
sisls of currently popular songs The rest
goes Lo the major conswmers ol }""F'It"il
music—the churches, public anid privale
schools and for private music studv. And,
although il is troe that half of the m
is sold in stores, the other half i= forwar

|

to the consumer by mail. In [act, postal
service 18 the only means by which music

i= made available to most of the communi
ties of the country. Where there are no
misic stores, musicians must deps nd on the
imail to bring their most esaential reduire-
ment o them,

ese consumers in smaller
communities may very well be those least
able to bear high |H-'-|.I| coEls,

In any !I-I-*-I'I!} of the Uhiled States
Pa=t (Mhce, one i nprortant chapler w« uld
|-| d:-ndm{ £ 1I‘I|" '||||11| iu'-— [11 h'rl |I .!I.I-" gay-
erned the setting of rates and the st 1lili=h-
menl of special services. While there has
never been an (Continaed on Page 3l
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The Wichita {(Kansas) Siring CQuartel 'i'ln-" to an attentive andienee of Pablic School children

Youth Made the Challenge

A fine spirit of co-operation among community and school supervisory personnel in Wichita,

has resulted in a truly worth while orchestra set-up for the youth of this mid-western city

by Claracy L. M. Waldrop

T IS5 IMPOSSIBLE to recall how many

times we said, “It i= a question of edu-
cating the public to want good music.”

We of the Wichita Symphony Sociely,
Were I_n’lmll;':ri:nF ways :1|'||{ means not 1II'Ii\ of
promoling our symphony, but also of or-
ganizing a youth symphony in our ecity.
We had a vision, an incentive, a purpose,
and a willingness to do something aboul
them. We are happy and proud to share our
success slory with you.

In 1946, it became apparent thal if we
were to build a heritage of musical culture
in the community, we would have to take
some very courageous steps. The citizens
had accepted at face value our still-so-
voung Wichita Symphony Orchestra, but in
reality we were giving them something
which was foreign to a greal portion of
them, Only a comparatively small number
of listeners knew the names of all the instru-
ments in an orchestra, and a symphonic
score was something most of them had never
seen. Ours was a challenge not only of
creating and sustaining an orchestra, but
of building and educating an audience to
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i!].l]HI'i'iZ![J' it. We were to El:‘;ill. at the
bottom and build up, through education,
a generation of young people whose minds,
ears, and hearts were attuned to good mu-
gic. Thus, planning for the future, we
formed the first of our youth symphonies,
sponsored by the Wichita Symphony So-

ciety in co-operation with the music super
visors of the public schools and of many
schools within a radius of one hundred and
sixty miles,

At that time we had approximately six
hundred students in our city schools who
were studying band or orchestra instru-
ments; many of them were only beginners
and not vet capable of performing in en-
sembles. Also, students of ability from sur-
rounding communities were invited to
audition for the youth symphony.

By 1950 there were so many young mu-

Ralph E. Rush, editor of the Orchestra
Department, presents this month a guest
writer who tells a truly inspiring story
of musical youth activities in Wichita.

sicians who qualified and desired to play
with the orchestra that it became necessary
to form the second orchestra. The plan
which was instigated at that time is still
in effect: the Junior Youth Symphony,
which is made up of competent players from
the jumior high schools and the Senior
Youth Symphony, which draws its players
from the senior high schools. A Junior
Youth member can graduate into the Sen-
ior Youth Orchestra; however, as soon as a
player graduates from high school he be-
comes ineligible for membership in the
Youth Symphony because of the existence
of splendid university orchestras in the
city with which he can perform,

Each fall at the beginning of the school
term the music supervisors in the public
schools in Wichita and in outlying com-
munities are asked to recommend to the
symphony office the students whom they
congider capable of qualifying for member-
ship in one of the youth orchestras, There
are only two requirements: first, ability;
second, performance in his own local school
band or orchestra. (Continued on Page 63)
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Musical

Showmanship

Part 2

An Editorial

by
JAMES
FRANCIS
COOKE

N THE FIRST section of this editorial,

noted musical showmen of the past such
as Maelzel, Paganini and Julien were given
consideration. Probably every performing
artist is, in a sense, a showman, The con.
tact of each one depends upon the point of
view and the sincerity of ifhe individual.
Even the greatest of artists who consider
themaelves as disciples of destiny must,
within their own field, make presentations
that are of abserbing interest to as many
ticket buyers as they hope 1o reach, to
stimulate, 1o fascinate, lo entertain, to
inspire and Lo exalt,

One of the most surprismg and engaging
musical showman the writer has seen was
the infinitely clever and dvoll continental
{Swiss) clown advertised as “the great
Grock” Grock’s real name was Adrien
Wettoch. For sixty vears he went all over
Furope and Great Britain making millions
laugh. His musical ability astonished all.
He appeared in large music halls and
leading theatres at grand opera prices,

Grock, now 74, gave his final perform-
ance in Hamburg, Germany, last Novem-
ber, before an uproan jous audience of 1000
people who came to see him from many
parts of Europe. He has since retired to his
fifty room villa on the Ttalian Riviera. Grock
spoke seven languages fluently and had
an honorary degree of PhD., which more
aceurately might have heen MM. (Master
of Mirth). The moment he came upon the

stage in his black and white clown o stume,
lugging a huge traveling bag, he ]Iﬂ!ki'_l"‘»”
an ingratiating infectious grin that in a
flash gave evervone in the audience the
feeling that all was well in this funny, ol
world, and set them rocking in their seats
as he broke into uproarious laughs. This
had to be seeh to he realized. Then from
the depths of Bis huge bag he would pro-
duce a musical instrument, somelimes a
tiny vidlin like an old fashioned dancing
mdster’s kit which, at first, would fill him
with amazement and rapture. When he
played the first notes they sounded like th
cry of a baby, and he cuddled the fiddl=
with pathetic affection. Then he would play
familiar melodies upon the instrument with
extraordinary effectiveness until he struck
a discordant note, which he repeated several
times with uncontrollable ecstasy. After
playing many instruments with virtuosity
he discovers the grand piano and is shocked
by its size. When the audience joined him
with shouts of laughter, he would “shush™
them with his forefinger to his lips and
horror in his eves, Gradually he moves to-
ward the piano on his hands and knees with
fear and trepidation in his eyes. He lifts the
cover amndd lets it fall with a bangz, which
throws him into a faint. When he recovers
he begine to explore the piano and then
starts to dissect i, Out comes the aclion
and then the keyboard and scon the stage
is littered with parts, Then with great effort
he getz it together again. Finally he sits
down to play with extraordinary facility,
a short program of which anv concert
pianist might be proud. This pantomime is
carried out with great taste and naturalness
and lack of exaggeration, that once seen
could not be forgotten. It was not Grock’s
clowning that made him great, but rather
his human appeal which gained him the
sympathy and affections of his thousands
of admirers. He represented the joie e
vivre of France, the weltschmerz of Ger.
many and the jolly merriment of «ld
England.

American music lovers wha had the prive
ilege of hearing the inimitable Vladimir

de Pachmann (1535 ‘J‘ZHFP were aiven an
l]l'l[d:I;!P!l:l.tlIr I'\IK‘f]t‘]1l e. There h.lti heen
an impression that de Pachmann’s antics
were affected. purely as a routine ol show.
manship. That he was an exhibitionist can-
not be gu'tnrﬁili. All of his ececentricities
indicatad a disturbed mind and not some
faked up stage trick for mercenary publicity
purposes. His stage iu-h.n'llnr was the rel
de Pachmann and was in no sense an
affectation.

De Pachmann had all the background
and training of a great piano virtueso, His
refined fairy-like pianissimos held audi.
ences breathless. In his younger years he
had great magnetic power amnd soaring
imagination which brought him great hon-
ors. Denmark made him a Knight and the
London Philhatrimonic gave him its highest
award, the “Beethoven Medal.” When he
played the composition of his idol, Chopin,
his rich welvety tone and gossamer touch
were incomparable, He carried with him
upon his trips, together with his beloved
collection of diamonds, emeralds, rubies,
sapphires and other unset gems, which he
hoarded like a miser, a ragged dressing
gown which he claimed had once helongel
to Chopin, although it locked like some
thing he might have picked up in the flea
markel. Adorned in this gown he would
play for hours oblivious to all surroundings,

Those who knew him most intimately
observed certain traits which made his
sanity in his later years questionable. Oner
with Conde Nast, publisher of Vogue, and
the late Hevwood Broun, famous New York
critic. the writer lunched with de Pach
mann in his suite in a prominent Manhaitan
hotel. "I.ll'i\ill.r,: a little earlier than the
others. the writer satl in the drawing rosm
and chanced to glance in the hedroom and
saw de Pachmann making simian grimaces
before a mirror, and walking around with
his arms dangling like an anthropoid ape,
while he made sucking noises characteristic
of many monkeys. He petted his hands
affectionately and kissed them again and
again. He went through other gyrations
which certainly justified the first editor of
!‘“.”l‘ J'.I-H'H*- . Huneker {of p:wiuu*
memory), in labeling de Pachmann the
“Chopinzee.”

At luncheon in his drawing room 1!'“"'
day, de Pachmann took the }'Tr'-'-'-lllﬁﬂl* e
dipping his silverware in the finger-bowl
and then vigorously wiping it dry with a
napkin. The writer assumed that during his
widespread tours of the world. he had
found this a wise hygienic precaution. After
each course, he cleansed the silverware
in the finger bowl, which soon Jrecame
a thick mess of grease and parlirh'* al
food. After dessert he lifted the bowl and
drank its contents with gusto, i

That lli;:hI we rode downlown with
him in a subw ay Lrain, When we came 1o
his station he arose, took off his top hat.
and dignifiedly (Continued on Page 58
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Here are more
valuable points to keep

in mind when
Staging
a Choral

Concert

Part Two: Costumes

for Chureh and Conecert

by George Howcerton

IT IS APPARENT in recent vears that
costuming has come to assume great im-
portance is the minds of many choral
directors. Attractive apparel can indeed con-
tribute to the total effectiveness of the set-
ting against which the performance is
presented, but should not be o elaborate or
spectacular that it detracts from the music.
It i= unfortunate that in all too many in-
stances nowadays the latter situation exists.

It is a particularly unhappy circumstance
when this i= allowed to oceur in the church
service. When choir robes are to be worn.
they should be of such design that they
do not call attention 1o themselves, but
make it possible for individual eccentri-
cities of dress and appearance to be molded
into a pleasant homogeneity. In the great
majority of church services, and certainly
in those where a chorus choir acts as the
principal musical element, the worshipper
should customarily not be aware of the in-
dividual singer as a separate entity. The
aim for the most part should be toward a
reduction of the various individualistic
elements and a participation on the part
of the group as a whole. Robes of uni-
form design and color are aids to this end.

Rolwes for the church choir should be
relatively simple in design and quiet in
tone. Stoles are often added but not in-
variably with good result. If employed,
they =hould not be so extreme in design
or slartling as to color that an extrava-
gant and distracting effect is created.
It is desirable for the robes to be of such
a color that they blend into the architectu-
ral surroundings 2o that the choir does not
stand oul as a conspicuous single unil.

The use of robes in the liturgical etling
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has been earried over into the secular situa-
tion where their acquisition has been
emphasized possibly too much in the past
few vears. While usually effective in and
appropriate to the church service and in
the performance of religions music, robes
seem somewhat inconsistent now and then
in certain other situations. For instance,
with robed groups of singers of high school.
junior high and grade school levels, the
feeling produced is often one of lugubri-
ousness or undue solemnity. This is par-
ticularly true when the music is of decidedly
secular nature, To hear from the great body
of fulksong literature drinking songs. dance
songs, and others in similar vein sung In
a group of robed choristers hardly seems
appropriate. With these vounger age groups.
especially in the performance of secular
musie, a more informal type of costume
would be entirely in character and would
demand much less of a financial outlay.
One of the simplest plans {or costume is
that where the bovs wear dark trousers and
white shirts and the girls dark skirts and
white blouses. If this scheme is adopted
some care should be taken in working it
out. How far one goes in establishing uni-
formity depends wpon such factors as:
(1) age of the singers; (2) nature of the
gelting; (30 character of the music;
i4) hnancial resources of the organiza
tion. It is suggesled that with this plan
trousers should be of az aniform a color as
possible, Some schools have arranged for
a local merchant to order trousers individ-
ually measured which the boys themselves
purchase. Since the trousers are usually of

a type customarily worn, no large unwar-

ranted i Continued on Page 46)
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Dr. Panl N. Elhin

Rossiniz L'ltaliana in Algeri

La Scala’s complete recording nf‘ Il.ﬂs
sparkling comic opera finds ‘II:e_ distin-
guished Italian company putting its best
foot forward. This is a delightful first per-
formance for records. The Ewrlr!!r'vl1lut-'i1i*:!
cast includes Giulietta Simionato  (/sa-
hella), Cesare Valletti { Lindore). Mario
Petri { Mustafa ), Graziella Sciutti { Elvira),
and Marcello Cortis ( Taddea . Carlo Maria
Giulini's spirited direetion, excellent work
by the La Scala orchestra and top-notch
r;w~c:rding make this set an outstanding suc-
cess, (Angel 352982 discs)

“The Art of the Organ™

Under this vague title Columbia has re-
leased one of the most valuable organ
recordings ever made, a set every serious
student of the instrument will want to hear
under the best possible conditions. Twenty
historic European organs, dating from the
famous Compenius organ of 1612 to the
Royal Festival Hall organ of 1954, are
heard in high fidelity sound. E. Power
Biggs, the authoritative organist, is heard
in a recital from Sweelinck, Pachelbel and
Buxtehude with a nod to Purcell and Bach.
{Columbia SL-219—2 discs)

Havdn: Quartet for Strings in F Major,
s g Jm 5

3,
anﬂell for Strings in D) Minor,

Op. 76. No. 2
The Quartetto [talianc’s first excursion
into recorded Haydn has produced some
lovely sound, perfectly reproduced. But the
\'ignrl and freedom of these Haydn quartels
is curtailed by an over-cautious conception.
{ Angel 35185)

Beethoven: Concerto No. 2 in B-Flar, Op. 19
Maozart: Concerto No, 15 in B-Flat, K. 450

Good, modern recordings of these con-
certos are nol in over-supply, and Solo-
mon's sincere performances are welcome.
The English pianist makes no attempt to
invest this early Beethoven concerlo with

greater than it 'm’!!urt-nlrly
possesses, Both his Beethoven w ith the Phil-
harmonia Orchestra under Apdre Cluylens
and his Mozart with the same 1rri'|11‘-t|:'1
conducted by Otto Ackermann are 'hl'q.allll-
fully pL-uwl and recorded, (RCA Victor
LHMV-12)

a Eeriousness

Bach: Organ Works A

Disciplined vitality is the i“.-'lill;:L:Il*-!H]l.;:
mark of great organists, and the ul-urL. is
unmistakable on Finn Vider. This Danish
organist, who has recorded much of the
Bach literature for Haydn Society, includes
on his latest recital Prelude and Fugue in
A Major, Prelude and Fugue H..l;ll_i'rr.lf:
Pastorale in F Major and Fantasia in F
Wajor. Registrations and style are barogue.
(Haydn Society HSL-128)

“Music of Johann fd Josef Stranss™

Buvers of this Strauss program are going
to find themselves a little happier this
spring. London had the good sense to as-
semble eleven of the best Strauss numbers
recorded between 1951 and 1954 by the
late Clemens Krauss with the Vienna Phil-
harmonie Orchestra, and release them as
g two-disc set. If any American listeners
find some of this Strauss too tame, they
should continue listening until the freedom
from tension takes hold and intoxication
begins, This kind of Strauss, never zenti-
mental and never driven, is a lasting joy.
{London LL 1028-29)

Mozart: Concerto in A Major for Clarinet

and rchestro, K. 622

Concerto in B Flat Major for

Bassoon and Orchestra, K. 191

While the London Symphony and An-

thony Collins, conductor. rate good marks
for their part in these performances, the
zoloists deserve highest ratings. First-chair
men of the Orchestre de la Suisse Romande,
clarinetist Gervase de Peyer and bassoonist
Henri Helaerts give these happy concertos
the happiest, least inhibited readings you

Reviewed by
PAUL N. ELBIN

are likely to hear. (London LL 1135)

Sehubert: Quintet in A Major, Op. 114

The old Schnabel-Pro Arte version of
the “Trout” Quintet still holds my alle
oiance, but this new one by ﬂlfr Bar in.-i
r'luurh-t and pianist Friedrich “l:ll‘[llfl:r is
as satisfying as any of the LP r:u]-.!mua.
Exquisitely recorded and p]af:.m% with true
Schubertian joie de wvivre, Vox's “Trout
deserves warm welcome. Schubert’s seldom-
heard Nocturne in E Flat Major, Op. 144
for piano, vielin and ‘cello is an added
altraction. (Yox PL 8970)

Schubert Recital

Gérard Souzay, young French baritone,
specializes in such repertoire material as
the fourteen lieder in this recorded recital.
Aside from excess vibrato in Du bist die
Ruk’, Souzay sings beautifully, expressively
Schubert songs ranging in mood from
Litanei to Gruppe aus dem Tartarus. Dal-
ton Baldwin's piano accompanimenls arc
exemplary. (London LL 1143}

Ravel: it';h;:‘;\;nun et Sentimentales;
Strauss-Dohnanyi: Sweetheart Wallzes
Delibes-Dohnanyi: Naila Wallz

Four contrasting waltz compositions con-
stitute Leonard Pennario’s latest assign-
ment for Capitol. The young pianist gives
facile readings of all, but he is most con:
pletely successful with the Dohnanyl tran-
seriptions, ( Capitol P 82994)

Lalande: De Profundis (Psalm 129)

Grove terms Michel Richard de Lalande
{1657-1726) “the best French writer of
church music of his ¢"I..1'9.“ To Vox goes
credit for giving Lalande his first enlry
into the LP lists with an impressive per-
formance of one of his most elaborate mo-
tets, Marcel Courand, noted French r|1urE'!-1
conductor, directs the chorus of H_a-lm
Swuttgart, Pro Musica Orchestra of Stutt-
gart, and a group (Continued on Page 48)
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Band instrument players
as well as performers on other
instruments may well give heed

to the important gquestion

What About Rhythm?

v WILLIAM D. REVELLI

OR MANY YEARS students, teachers

and performers have indicated constant
confusion in the use of the terms: rhythm,
lime, measure, metre, lempo, and, in fact,
all other terms which have a close associa-
tion with movement in music.

Music is built on a rhythmic foundation,
and since the desire for rhythmic motion is
inborn in each of us, it is only logical that
we begin to impress and develop the
rhythmie foundation of music in each of
our students. Music lives not as a spatial,
but as a temporal art. Its whole life-force
is dependent upon rhythm, which one may
define as: order in  movement which
through human experience has become
regulated in time-patterns which are per-
ceptible to the senses.

The rhythm molds melody into musical
thought; tone without rhythm is quite mean-
ingless. Rhythm without tone i= a funda-
mental concept, which may become monot-
onous and uninteresting, but nevertheless
maintains form and meaning. Rhythm is
universal; it appears in our daily move-
ments, as walking, running, skipping,
jumping, breathing, and in our conversa-
tion, It appears in the life of plants. in the
movement of planets, in the cry of animals,
and in the songs of birds. In fact, primitive
man expressed himself with little else in
music but rhythm. Since the primary con-
fusion which exists is concerned chiefly
with the true meaning of rhythm, as com-

pared to metre or time, it is essential that
we properly differentiate between them
and proceed to more specifically define these
Irequently misinterpreted musical terms.

Rhythm, we are told. is the regular re-
currence of a certain stress, as in poetry,
oratory, or good prose, and may be divided
into “free” and “measured.” For example,
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the regular repetition of the rise, accent,
and strong or weak beat will produce
“measured” or “time” rhythm. However, 1f
the repetition becomes irregular we will
acquire “free” rather than “regular™ or
“measured” rhythm, such as occurs in our
daily speech.

It is a psychological fact that human
beings feel and hear counts in groups of
twos and threes, Even the .‘S-illli.l.ll.'. four-beat
measure is reduced to 2 x 2 pattern. These
reiterated beats form the metre in which
musgic i= written and are the fundamental
time-units on which musical figures and
phrases are made. Our heart beat is the
prototype of such units. while on the other
hand, walking is “measured” step, Thus,
we must understand that these “regular™
and “measured” beats are merely time-
beats and are not at all SYNONYmous with
rhythm. Rhythm, instead, is the movement
of time-patterns, woven around the even
pulsations which indicate the metre.

To further define the wide differences in
the application of these terms, let us regard
melre and lime as a straight line which is
divided into manv equal units around
which varied and intricate rhythmic figures
are woven. To present even a more vivid
illustration, let us use the rhythmic pattern
of the anthem America as an example.
In the first measure of three quarter-notes
I_I].I: melre .'I.l'll'l Ill'hﬁ]hl :'uirlridr :lr“l may I'N;"‘
described as being “measured” time: how-
ever, in the second measure, the rhythm,
which consists of a dotted quarter, an
gighth, and a quarter, represents an alter-
nation of the rhythmic pattern, but without
a change of metre or time.

Walking and dancing afford still another
apt illustration of the difference between
metre and rhythm. “Measured” walking is
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the most elementary form ol metre, while
dance figures are more complicated; yel
the dance design is invariably based on an
even pulse which will readily divide itsell
into two, three or four beats. Our bhodily
movements are definitely rhythmic and the
freedom from a conceived or premeditated
design which may move in contrast to the
dance may be likened to prose and poetry-
free rhythm and time rhythm,

The consciousness of rhythm is com-
pletely realized only when an awareness of
measured lime-spaces and of definitely re-
curring stress-movements ( which are more
frequently referred to as accents and which
serve lo mark these time-spaces off into
symmetrical patterns) has been felt and
understood, In view of these facts and find-
ings and because of their influence upon
our musical interpretations. it is obvious
that the consciousness of rhythm is an in-
dispensable factor of musical thought.

To this point, our emphasis has been
dlevated chiefly to the defining of rhyvthm.
In order that we may continue our differ-
entiation of metre as opposed to rhythm
let vs now attempt to clarify the meaning
of metre. The more common terminology
defines metre as “the arrangement of music
or poelry in a regular suceession of rhyvth-
mic impulses.” The terms “metre” and
“rhythm” are often used synonymously, yet
the former has acquired special significance
as the pattern of strong and weak beats
within a measure. In 3} metre, for example,
the arrangements of the three beats mas
be strong-weak-strong, and is a metrical
phenomenon. Whereas, the time-values or
points of entrance of the notes actually
heard determine the rhythm. If a three-
quarter measure contained but two dotted-

quarter notes, the (Continued on Page 50
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It is a situation that must be

dealt with wisely and courageously

W hen the Singer Suffers
«The Calamity of Aging 5

by IRVING WILSON VOORHEES. M.D.

ERHAPS vou are a singer Ii}-ing for the
time being under a ﬂlﬂut!. You have en-
joyed the plaudits of the pl.lh!l{,‘,. have k:E'Iﬂh:‘I'I
the fruits of success, and then like a thief in
the night there have come a dimming _ni the
lights, loss of prestige, and 1part!al if not
complete oblivion. You go into your old
albums and serap books, read again .lhu
laudatory opinions of eritics and columnists,
study the old pictures, then try to explain to
yoursell how it is that the happy past has
elipped away leaving you “like shipwrecked
mariner on desert coas.” Even your name
has been forgotten by present-day patrons
of the opera or auditorium. But other names,
those of young men and women whom you
have never seen or heard, are blazoned in
advertisements and Sunday sections of the
newspapers. In your grief you can _almcml
hate those who have usurped your rightful
place; for you are now a “has ‘beem“ des-
tined to sit like Banquo's ghost just beyond
the pale of the pulsing life you loved and
knew.

However. to advance in years need not
mean that one must die mentally or vocally.
Some of the world's best and greatest work
has been done by those past 60 or 70. His-
tory is replete with their names. Vocally,
there have been many who sang beyond
the commonly aceepted three-score-and-ten,
For example, Leon Rothier, the French-
born American basso, who died during
1951, sang a program in Town Hall when
he was nearly 80, and was praised by eri-
tics and public alike. G, Martinelli. well
past 70 still sings well, even if not in Opera,
because younger voices have crowded him
0“‘{- cometimes am startled by the thought,
what a miracle of grace a singer 1{':_“““
passing through the diseases and injuries
to which all childhood is subject and then
on into youth so rutted with pitfalls; after
long and trying preparation  during the
early adult years, followed by a taste of suc-
cess which may be scarcely more than a

taste: or perhaps having experienced a full
measure of adulation from an l]h'r!.}'.ﬂ fickle
public but with the :;:ﬂrd Tf vrl.:-qlu;}_.:\::;
i ised just above the head e

:l:ng:i:’ Ip;:ear a} great artist 1 marvel at the
kindness of Fate which ean be so I:'I‘l:lc] and
unreasoning. No one in ordinary life can
know the hardships through w'h:mh most
singers must pass before they begin to soar
into the empyrean and become one with
“ighe stars in their courses.” Only the greatly
gifted, energetic and vignrnn.-al!: healthy
can hope to achieve and to maintain sucress.
Therefore, 1 wish to emphasize as o{tnn.antl
as fully as [ can, the importance of cultivat-
ing and keeping bodily and mental vigor.
1f T were asked which is the most to be
prized of these gifts of God to Man, [.nhnuld
say, good health; for nowhere is this more
in;pﬂrlnnt than in the life of !hr singer.

In vocal breakdown it is important lo
know whether the condition is temporary
or permanent; therefore, as in a!l r_ﬂhr.r
departments of medicine, diagnosis is of
first importance. To this end. one must
cultivate the art of gentle speech, how to
soften bitter truth and how to offer hope,
for with hape gone, there is no anchor ffnr
the soul. One of my patients, a young girl
who was bronght in by her teacher. was
suffering torment because a medical adviser
told her that as a result of singing through
a cold, she had suffered a permanent, ir-
remediable vocal strain. This was cruel mis-
information, for with mild treatments and
vocal rest, the singing voice hegan to return
within two weeks, and vocal study became
possible within one month, the voice show-
ing no permanent damage whatever.

Some years ago, a vaudeville singer of
talent who was accustomed to entertain his
audiences by “taking off” operatic stars,
came in with a woebegone expression and
a look of intense worry on his face.

“Why what in the world is the matter,
Archie?” 1 said.

“Oh gee, Doc, they've gone and taken

my time away from me. I have no vaice
left. I'm hoarse all the time. I'm done for.
No good any more, | gues the only thing
left for me is the ocean from the rear end
e

ﬂf'?I;::Tg:nkn it so hard” 1 cautioned,
“navhe you're not so badly off. Sit down
and let’s have a look.” ,

Having a look means to examine the
larynx with a small mirror, something like
that used by dentists.

For those who know little of the anatomy
of the larynx, it is necessary to offer a word
of exlﬂnnﬁﬁun to understand what was dlone
in this case. If you separate the !ndn from
the middle finger and press the tips of lhe-ar
against the larynx in a horizontal position.
vou will have some idea of the pnr-ﬂmn_n{
the vocal cords in quiet breathing. The wide
space at the tips of yofr fingers rllkﬂ:
the “posterior commissure, the nn_rrnh\-.
angle where the fingers join the l'rll'lli is the
“anterior commissure.” Now it is ohvious
that any obstruction between the ‘ﬁl'lf."l.'il"
would keep them from closing. Likewise
anv obstruction between the cords would
pr&\'rnt approximation of thfm. and _th-‘
voice would be hoarse in quality and with-
oul power. g

hﬁhis patient there was marked thicken-
ing of the area of the posterior commissure
which prevented the cords from coming to-
gether completely, and so his voice Was
harsh, and required great muscular effort
or “squeezing’ to gel any volume into iL.
This was, of course, the major :11I'ﬁru_1h-
since the voice is produced by vibrating
vocal cords, but re-inforcement of the tones
vibrating in the nasal cavities. [

Moreover, nasal resonance was defective
because of a bent masal partition (nasal
Septum ) —therefore, the column of air
which divides at the back of the palate when
entering the post-nasal space and passes for-
ward and upward into the nose to effect
nasal resonance was not equalized. On the
obstructed side of {Continued on Page 43)
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PIANIST'S PAGE

by GUY MAIER

Springtime Thoughts Along the Way

SIH TIMES this year through 25,000

miles the churning wheels of the trans-
continenlal trains have dinned into my
cars:

“Don’t you worry . . . Don’t you worry”
« o« And now at last, everywhere along
the road, the Spring is putting on ils mag-
nificent show. No worry or strain is visible
anywhere along the line—but what of us
teachers? Have we stopped worrying in
the springtime? Watch out—if we don’t
take care we'll find ourselves barrels of
taut nerves by the end of the season.

Is it the music which is doing this to
us? 1 think not. We are all so concerned
with ourselves, our looks, our technique,
our success, that the music is powerless
to release our emotions. It cannot free us
{or our students) to share the composer’s
message with our families and friends, We
have not confined our studies carefully
enough to the creator’s thought: we are
concerned with our own *individual” in-
terpretation. We cannot transmit his
thoughts because of the fixation on our
ego, This lack of true musical authority
increases  self-consciousness and deepens
our performance shyness, So, let's wipe
away the ego, and concentrate on the com-
poser and his creation. If we can do this,
tension will evaporate—nervousness will be
surprisingly reduced.

Some obvious contributions to “nerves”
are: (1) When students spend hours each
day chasing facility instead of technical
control, They think, *“Oh, T'll just prac-
tice and practice, never mind how; then
in the course of 4, 6 or 10 years I'll be a
knockout.™ Alas, it’s usually the student
who gets knocked out!

12} Practicing with false physical ap-
proach—hitting with arms, wrists or fin-
gers—vanking downness, or playing per-
imdiru]arl}' into  the pia.nu instead of
coaxing the tone oul of it through circular
of rotative upness.

(3) Persistent single note “fecl” instead
of thinking at least a measure ahead in
palterns and shapes,

(4) Mechanical, repetitive “playing by
heart™ versus “kinesthetic, cerebral mem-
ory.

{5) Neglect of strict, slow “mental”
practices away from the keyvboard.

In other words, by squelching our ego,
and through intelligent, sharp study we
can confine our worries to the proper recre-
ation of the composer's message.

Too Many *Musts™

Young people, too, have many worries
these days. Their lives are chock-full of
compulsions; they must do this, must be
here, must think that, must hurry up, maust
be educated. Do we realize that music, es-
pecially piano playing, offers a life-saving
antidote for all this mustness? Let the
blessed gals and boys set their own pace
and musical goals. The studio lesson hour
should restore their souls by its balance
of physical, mental and spiritual elements,
by the happiness and relicl of its music-
making and by the absence of all those
hated “musts,”

Pianist or Writer?

Recently a gifted young fellow came with
wrinkled brow to ask: *Shall 1 go in for
the prolession of writing, or for piano-
playing? By writing he did not mean music
or composition, but just the usual non-
musical forms—essays, travel books, poet-
ry, ete. He has first-rate gifts for under-
standing and projecting music, and could
probably make a fine success plaving the
piano. His writing ability is also outstand-
ing. “Well, Sam,” 1 said, it scems to me
that one of the qualities the profession of
music needs most right now is to find
excellent musicians who can express them-
selves clearly by word. So much time is
wasted by teachers who cannot talk to the
point, and so much nonsense is being per-
petrated by writers on music. We urgently
need a young generation of distinguished
writers to fill the places of the dull, pussy.
footing “critics” of the last twenty-five
years, We also need discerning, anthorita-

tive men who will wipe away the insipid
stull I_Id,'.]l:ltg grnund out |.rj- our |-upulur
writers on music. I am convinced that not
only could you become a successful pian-
ist, but also that you could contribute
something very significant through your
pen. But why decide now? You are still
young. Don't hurry the decision; and do
not let your parents or teachers apply pres-
sure, Take your own time.”

A Worrv-Wart

Another worry-wart asks: “What about
a girl of fifteen who works well, has good
facility. carries out details of shading and
pedal, but in the final rendition there just
seems lo be nothing there emotionally,
What can [ do?”

Nothing: but thank the Lord for sending
vou such a pupil! Your girl is intelligent,
interested and musical. You are probably
expecting her at fifteen to reproduce vour
own form of mature emotion. This i= a
serious error of music teachers. They even
demand adult expression from voungsters
seven Lo len years old. They expect them to
play with the expressive finish of an adult.
Sometimes, in exceptional cases, a student
can do this, Bul, do vou remember limes
in your youth when you wished that grown-
ups would be less “emotional”? My own
sons (ot 8 and 9) asked me if | wouldn’t
please read their bed-time stories “without
expression” because they liked them better
that way. Another time (at 11 and 12)
thev zaid, “Dad, tonight when our friends
come over, will you just say ‘Hi’ to them
and then pet out without putting on your
drama stufl.” No comment needed!

It is unwise to try to inject excessive
adult expression into voung people’s play-
ing. Be satisfied, after vou have clearly
explained the composer’s meaning of a
piece, if the student plays it coolly from
her own heart. How different are our hearts
at thirty than they were at fifteen! So, be
patient. Don't require sharply delineated
dynamics, excessive ritards or exaggerated
contrasts from (Continued on Page 45)



M. Dumesnil at o hookstall on
the banks of the Seine in Paris

PIANO METHODS, OLD AND NEW
Not infrequently during w;::rk.-shupﬁ the:]e
soms come up: what do you recoin-
'-"L‘:'::-; in the way 1r:-i piano methods? How
do the new materials which rr:.-nstanﬂ.}'
appear on the market compare with those
used by former gencrations? :Ius-} I‘eihmn
s changed that the latter are obsolete:
i The ﬁ:swer is simple. Methods which
produced such pianists as Chopin am!
Liszt, Paderewski and ﬂneﬂ:nthn.'if. Busoni
and Gabrilowitsch conld never be discarded
by any unbiased person. It mav_f'.'ne true that
in the past the primary abjective of _pﬁla-
gogic works was the thorough education of
those using them, and this end toward
which they were directed tended to produce
methods which nowadays may be deemed
too dry to catch the fancy and retain the
interest of young students. Still. the great
vitality of books like the “School for the
Pianoforte” by Theodore Presser: ‘th:
perennial French “Méthode Lecarpentier
recently reprinted in English by Schirmer;
the “Complete School of Pianoforte P:Ia}r-
ing” by L. Philipp: “My Piano M‘ethad by
the German master teacher Teichmueller
(Peters) ; the remarkable “Touch and
Technic” in which Dr. William Mason
proved himself a prophet of things to come:
and the exercises of the universal ‘:gmrd
old Hanon,” all testify to the lasting virtues
of those undestructible contributions to
piano tuition.

It is also true that the approach has
changed considerably in the past few dec-
ades. The aim pursued has in many -
tances shifted from efficiency to facility.
Appeal and amusement have mm-:t-.d to the
front line. Whether this i= desirable or
regrettable remains for each individual

side.
g I‘f::*p.unalh-, I am convinced that the truth
lies in a happy medium. Why could not
high standards be made accessible to every-
one without sacrificing any of their quality?

A new “Méthode de Piano™ by Armand

F#4

WAURICE DUMESNIL, ;'Hius.
informative discussion on Piano
New: New Music for Children,

Fertt, recently released by Schott Freres
(C. F. Peters), with an English text seems
to bring the answer. Here .is whjf'l the EI:I:
nent professor at the Paris National -
servatory says in his fnmwnrﬁi
“Too many works for the beginners hnrvc
heen, and are being wrilten ml]} the -:h1ml
aim of amusing the pupils while instructing
them, if such a thing is possible. This is a
mistake. for while it is essential not to ﬂura-
hearten those pupils at their start, it is
nevertheless important to bear in mind the
fact that a piano method, like grammar or
arithmelic, cannot be one of entertainment
and amusement. However. it can be ‘attrac-
iive’ which is entirely different.”
Throughout his Method. M. Ferté has
adhered closely to those principles. Often
i this column 1 emphasize the importance
of technic and musicianship marching to-
gether from the first. Here 1 find both inter-
woven in such a happy way that young
pupils will progress on an even keel: a ft:h‘
notians of solfeggio will give them an indis-
pensable sense of values; punctuation and
phrasing are luminously explained in only
a few lines, as well as the meaning of tempi
and shadings: pictures show not only .whnl
is right, but what is wrong; rhythms, inter-
vals. counter-beats, incidentals are artfully
interspersed  with shert and instructive
érecreations.” ANl of which is cleverly
presented and expertly graduated, step
by step.

It ie little known that Debussy, at one
time. considered writing a piano method.
If he never did it was because he lacked
the fundamental pedagogic experience.
Were he still alive, 1 believe he would
heartily endorse Armand Ferté’s new
Method as embodying adequately his own
pianistic and musical ideas.

Before closing, 1 would like to mention
another unusual work: the “Método Tedrico
Prictico”™ for the wse of the pedals, by
Enrique Granados. This treatise by the
great composer, often called “the Chopin of
Spain,” i= nothing short of astonishing,
dealing as it does and in minute details

Doe. presenis an
Wethods, Old and
a Recital ldea, etc.

with the most subtle problems of melodic,
tonal, connecting, and fragmentary pedal-
ling. It takes up where the ulun}:lr books
of Dorothy Gaynor Blake and Louise Robya
Jeave off. Only there is a “fly in the oint-
ment” . . . The text is in Spanish! But while
our numerous Latin American readers will
be able to enjoy it immediately. it it o be
hoped that the Union Musical Espaiola of
Madrid (Associated Music i"ui-lrihrr-'l
will ere long—in view of the author's pres-
lige—turn out an English version which
our Roundtablers here at home will greet
with the enthusiasm it deserves.

NEW MUSIC FOR CHILDREN

The best contributions to children’s
music during 1953 have recently heen an-
nounced by the Piano Teachers Information
Service after a selection was made by a
committee of leading musicians,

Those chosen are: John Tasker Howard,
curator of the Americana Music Collection
of the New York Public Library, May from
his “Calendar Suite™; Marion Bauer, for
her “Summertime Suite”: Anthony h-'mg‘ln.
of Northwestern University. for “The Wist-
ful Little Princess™; Karel Jirak, former
Furopean conductor and composer now
teaching at Roosevelt College of Chicago,
for his two-volume “Twelve Piano [’1I|‘1."("=
'u:‘ Clﬁldl‘l'tl": jn.-u"ph “'agurr, nnw tlifl‘l'-
tor of the Orquesta Sinfonica in i.'.m-u! Rica,
“Four Landsecapes™; Alexander Hu:ﬂm- af
Jerusalem. “Six Israeli Dances™: Evereil
Stevens, Washington, D. C., “Song fr.-l-m
the Hills™; Elizabeth E. Rogers. “T“Il“ in-
ter Pieces,” “Square Dance Tune, '-.m-!
“On a Hobby Horse™: Alice “L:T*.lr-n._

Proctor. for “Panorama.” a eollection of
piano pieces by several gifted young Amer-
ican composers, including one of 111'_r own.

Congratulations to the lucky winners.
More information regarding publishers and
prices can be secured from Mary V. Lee.

Director of Piano Teachers Information

Service, 500 Fifth Avenue, New York 17,

New York. {Continued on Page 62)
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QUESTIONS
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AND ANSWERS

Conducted by KARL W. GENRKENS,
Music Editor, Webster's New International
Dictionary, assisted by Prof. Robert A.

Melcher, Oberlin College,

WHAT 15 BARDQUE MusIC?

I have read your dr*;mrhnr-rrf for vears
and find it interesting and informing. New
I have teo questions to ask.

1. Will you please discuss Barogue mu-
sic. What is its n.'fwl'rln.ﬁﬁfp to contrapuntal
Missie®

2. Plense suggest a piano program for
a talented amatewr which would include
samples of each era or school arranged
chronalogically.

Thank you very much.
E. I. P.. Wisconsin

1. Baroque music covers the period of
approximately  1600-1760. Perhaps the
chief characteristic of this music is it=
deeply emotional quality, amounting at
times o almost ecstatic exuberance, and
marked by great dramatic tensions. This
is revealed in the expressive melodies of
the long arias, the rich recitatives, the
chromaticism of much of the harmony, and
the complexity of rhythms. On the other
hand, this period also saw the development
of some of the greatest musical forms:
the suite, the sonata, the concerto. the da
Cipo aria, the opera, the oratorio, and the
tanlata, to mention only a few.

Dlli'ir!g this period music of harmonic
lexture came more and more to the fore,
."I-t'l.('llilt‘lt‘i':l. the l‘.unlruplmlall h'l_!.]r of
writing persisted throughout, and in Bach,
polyphony reached the very highest peak
of perfection and greatness.

For a more complete discussion of this
E-l‘l-ﬂltr, I would refer you Lo the article

oque music” in the Harvard Diction-

ary of Music, or to the book, “Music in the
Baroque Era,” by Bukofzer.
Z. Since you have given no suggestion
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as to how advanced this “talented amateur”
is, it is fmpossible to suggest a definite
program. To cover the Baroque period, he
might choose a work by Bach, possibly a
Prelude and Fugue, or a Suite or Partita.
For the classical period, a sonata by Haydn
or Mozart, or eclse one of the earlier
sonatas by Beethoven. For a shorler work,
a Rondo or Fantasia by Mozart would be
fine. For the Romantic period, any of the
compositions  of  Beethoven,  Chopin,
Bralims. Schubert, Schumann, or Liszl
would be representative. Many recitalists
like to close their programs with some
compositions in a more contemporary style,
Music by such composers as Debussy,
Ravel. Bartok, Hindemith, Harris, Copland,
etc., would be appropriate here,

R. A. M.
HOW MUCH IS MY PIAND WORTH?

I have recently acquired a small antique
Pleyel piano, and | am wondering how
much | could get for it. The piano is black
and it has a shelf on each side for lamps.
The two front legs are broad and curved,
The tone is not mellow, and as yet it doesn’t
retain a tuming. What price do you think |
should set on it as a museum picee?

|

The value of a piano such as vou describe
lli‘Ilr'il'r- i 1“.“ l'u‘ll'\ I!“" L'ri‘.‘lﬂ'i'ti\i" I'ur"
chaser wants il. If he is verv anxious 1o
acquire it you might get five hundred dol.
lars or more; but if he is only mildly inter-
ested two hundred might be his limit. Old
pianos have no fixed market value, and 1
advise vou to advertise the instrument and
Er-t whatever amount You can.

K.G.

HOW TO TEACH KEY SIGHATURES

I find your “Questions and Answers”
very helpful to the teacher, and I'd like to
ask you how to teach the key signatures
and the sharps and flats. As a boy I learned
such sentences as “Five cals got . . ." but
later on another teacher told me that this
was too mechanical. But how can one teach
such matters without being mechanical?

A. L. L

Here is my opinion: In their attempt not

to teach too |11H'J'1£|uir‘:'|H'_c some leachers IT_\'
to get rid of mechanics entirelyv—and it
just can’t be done. It is true that many
teachers over-emphasize mechanics, and 1
deplore this as much as anvone—in fact, 1
believe ‘it to be the reason for s=o many
children coming to “hate” music. Bul
music is based on a combination of intelli-
gence and feeling, and the real artist-
teacher recognizes this and attempts to
achieve a certain balance between the two.
Thus, in playing a Mozart sonala in which
there are scale passages which the pupil
cannot seem to play smoothly and up to
tempo, the teacher may well sav 1o his
pupil: “Let’s put this aside for a few weeks
and work hard on scales.” And in the case
of reading new music, if the pupil stumbles
because he doesn’t know the keve and
scales, the teacher will ask him 1o learn the
order of the sharps and flats, to say the
scales out loud, perhaps to write them out
on stafl paper, Personally, | have alwavs
found it helpful to have each pupil learn
the order of the sharps—F-C-G-D-A-E-B;
and the reverse—B-E-A-D-G-C-F. Any rea-
sonably bright child can learn to sav this
order of letters backward and forward in
five or ten minutes; after which the teacher
will, of course, show him how the sharps
and fats are always placed in that order in
the various key signalures,

But there is no one “best way™ of doing
any of this, Each teacher chooses the way
he likes best, and if it doesn’t work he
l'hﬂlij_?.(.‘!i hi= I!H'III":I. { But some teachers
are silly enough to scold their pupile instead
of changing their approach.) Eventually
every pupil muost learn the kev signatures
and scales—at first only the majors and
minors through four sharps and fats, but
finally all of them. He must learn the pri-
mary chords, oo, and a whole row of other
mechanical things which will help him to
play better and to be a better musician.
The only danger is that the teacher may
forget that in teaching these mechanical
things, he must still be teaching MUSIC at
every lesson, o that each pupil will derive
a certain amount of esthetic satisfaction
from each lesson and practice period. It i=
possible to achieve such a combination of
the musical and the mechanical, but it takes
a smart teacher to do it!

K.G.

(Continued on Page 51)
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Practice
Pays
Dividends

hy ALEXANDER MeCURDY

N “The Summing Up” W. EI-IJEI‘H!]'H:I
l Maugham apelogizes for wriling a
whole hook to arrive at the familiar cm:l-
clusion that virtue is its own ‘mwr«ratd.
hope 1 may be pardoned for pointing out
that practice makes perfect, that genius is
ninety-nine percent perspiration am:l one
prrm.:nt inspiration, and that pe\:fech_vrm is
made up of triflee—but perfection is no
lniﬂll these are singularly un-original con-
tributions to the world’s store of kr!uwledgc;
but how difficult it is to put them into prac-
tice. How we teachers labor to impress them
upon our students! And students for their
part can see the reasonableness of thfﬁ-
propositions, Bul putting them into practice
'« (1o offer still another platitude) easier
aid than done. %
mldt :wms to me that mare "iuk}ng' iz done
on the pipe organ than on mnal‘ mutrumrnh;l..
The viclinist's tone is either in tune or it
jsn’t. The pianist either plays the right notes
or doesn’t, In both cna‘}s the ﬂ()’-t; P;m:} :

xposed. The organist, however aying,

:ﬂmv as not, igtl a Gothie-revival church
with a reverberation time of three to five
soconds), can obscure by lavish use of the

tonal resources under his fingertips the

fact that his legato playing is lnr'l_q.'. his
rhythm is deplorable and hiz playing on
the pedals a series of Imi{-hmrtnfl stabs in
the approximate direction of the right notes.

Organists, in other words, are sometimes
sloppy musicians.

The remedy for this is careful prepara-
tion in the early stages, The ul‘gﬂlﬁ‘ﬂl!:- whao
rise in their profession are those willing to
take time for early prﬂmm-!ixm._jual as a
prerequisite for organ-playing is a gu‘nd
piano technique, the student having studied
and mastered the Bach two and three-part
inventions, so the student must !w willing
to spend considerable time learning to use
his feet and learning his trios.

When he advances to the stage of simple
preludes and fugues, he must Iu:-: patience
enough to “take the thing apart,” practicing
pedals, then left hand with peals, l]'n_:n right
hand with pedals, before attempting a1]'l
three together. This is tedious work. It is
also solid technical preparation.

The student must be patient enough to
write down (making a mental note is not
sufficient) the particular pedaling he is o
use for a given phrase, fingerings and sub-
slitutions, where these are needed for a
smooth legato, in the manual parts. He
maust be patient enough to make a regular
habit of doing this. -

As to registrations, even the simplest,
it is an excellent rule to write d?u'n the
stops and couplers in detail, not in some
strange system of dots and dashes which
mean absolutely nothing when transferred

from one organ to ancther. It is necessary
to do this in order to understand the basic
principles of registration, rather than
simply learning registration for one par-
ticular instrument.

A teacher need work with a pupil only
a short time to learn what sort of work
habits he has acquired previously, and
what his strong and weak points are. OUn
this basis he should make appropriate ree-
mmnmendations to the student. Take, for ex-
ample, the Bach Prelude and Fugue in D
Major. There are so many recommended
ways of playing that first pedal scale that
one could assemble a good-sized hook on
the subject. Out of this large number of
pedalings the teacher ought to be able to
select immediately the one best suited to a
particular student. (This assumes, of course,

that the student has already learned to play

a D Major scale on the pedals.)

The new method should be written down
immediately and used each time the passage
is played. If the student does this con-
scientiously, he will have mastered a tech-

mique which he will find helpful for the rest
of his life.

In the Alla Breve section of the sanme
work. there are numerous places where itis
absolutely necessary, in order to .u:h:n'w
smooth legato, to make Flt!l‘.ﬁl.ifllltnll.i in the
manual parts. These substitutions should be
prepared and marked .h} the teacher, or
verified if the student is clever enough to
work theln out for himself, In either case,
the substitutions and fingerings should be
marked. 1

Registration for this work is a problem
gn any instrument. In the opening section.
clarity for the pedal part is essential. The
pedal must come through whatever el
is sounding. Later, when the |n.ln!I part
becomes less prominent, its intensity must
be reduced. Hrgistrﬂﬁun here _-hnulnl |
explained by the teacher, and written down
and practiced by the student as parl of the
inital prrpﬂrntinn of the piece.

It is my sorrowful conclusion that stu-
dents often don’t want to read about such
masterworks as the D Major Prelude a.rl_ul
Fugue in order to learn what the world’s
greal musicians have had to say about I_Iwm.
In such a case the student should be cajoled
or coerced into doing so. To understand a
picee of music it is not sufficient merely o
learn all the notes. -

It is also important Lo compare editions,
Editors are no more infallible than the rldhi
of us. Music engravers sometimes u:aL:-.:m-_--
takes—rarely, but they do. One editors
1.'||'-W|mi||1 Ay be more h:*lpful I|fml1 an-
other's. It is often |h‘r.1~ii1r|l- o l'l!llll]lllh" help-
ful suggestions from different editors on
{wo or more sections of the same work. .

When a student progresses lo the point
of making changes in registration, moving
{rom one manual lo another, he muosl have
his fingerings carefully worked out to .-!.Il-m

for smooth transitions, No registrational
change justifies (Continued on Page 310
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by HAROLD BERKLEY

VIOLINIST'S FORUM

Problems of

Tone Production

“ . . The proper way to help my pupils
produce a full, pleasing tone is uppermaost
in my mind at present. I have tried several
ways to accomplish this but perhaps have
not stayed with any one of them long
enough. If you would be so kind as to make
a suggestion or ftwo, | would be most
grateful . . "

Miss M. B., Kansas

Some violinists are gifted with a natu.
rally beautiful tone, which very often re-
mains beautiful in spite of poor technical
habits. These lucky ones need work only for
color and variety of tone—which many of
them neglect to do, with the result that the
tone, though beautiful in itself, soon be-
comes monclonous.,

Many other violinists, particularly young
students, have what may be called a dor-
mant good tone, a tone which has to be
brought out and developed. For these the
right sort of technique is imperative, for if
they play tensely the tone may never come
out. Let us examine what can and should
be done to bring out a “dormant™ tone.

The first requisite the teacher must seek
to develop is a strong, even and alive lefi-
hand finger grip and. with it. a sensitive.
relaxed yet firm bow arm. It must be re-
membered that the fingers make the tone.
but it is the bow that gives it life and wings.

These qualities are not developed in a few
weeks or months, but the sooner they are
sought for the sooner the tone will become
pleasing. It is team-work which provides
the means for producing a round, satisfving
lone, a closely-integrated team-work be-
tween the two hands. Some teachers who
realize the importance of good bowing tend
o overlook the importance of the left hand,
or else take it for granted. The matter of
left-hand grip can never be taken for
granted : if it is, it will almaost inevitably
weaken as the student becomes absorbed
in more difficult technical problems. Many
students, and by no means always young
ones, have a tendency which the teacher
must be on the lookout for—they forget
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the newd for keeping the finger-grip strong
throughout the duration of each note. No
matter how short or how long a note may
be. the grip must be strong until the next
nole is plaved. Failure to do this will re-
sult in a tone that is fuzzy around the edges
and lacking in vibrancy. This question of
hnger-grip is as essential for clarity of
technique as it is for tone production. But
voung pupils do not easily realize how
necessary il is,
Equally important is a sensitive, firm but
relaxed bow arm, The foundation for this
can be laid from the first whole bow the
beginner draws—though unfortunately it
rarely is. Yet it is not difficult to teach.
When the pupil has learned to hold the bow
and is ready to draw his first Down stroke,
the ‘teacher should shape the arm and
hand so that the right elbow is up level
with the frog, and the fingers, particularly
the fourth finger. are somewhat curved as
they hold the stick. Then, placing the how
tat the frogi on the A string, the teacher
guides the stroke to the point. gently coax-
ing the wrist to drop slightly after the mid-
die has been passed, and making sure that
the fingers remain curved. As the point is
reached. the teacher allows the fingers to
straighten  and  proceeds — without any
break. if possible—into the Up bow. Now
the wrist'is coaxed to rise gently as though
it were leading the fingers. which remain
almost straight until the stroke is within
three or four inches from the froz. When
this moment arrives, the teacher gently
cheeks the upward motion of the arm while
guiding the hand and fingers onward to
finish the stroke, the wrist straightening
and the fingers gradually curving. As they
finish rurving. the bow is guided into an.
other Down stroke. All this seems very
complicated in print, but in actual practice
it is quite simple: never having bowed
stiffly, the pupil finds it perfectly natural
to bow with a relaxed hand. After three or
four lessons the average young pupil will
be bowing ﬂf*‘tilli}' and withouot guidann-_
From then on he must be constantly re-

minded and encouraged to apply what he
has learned in all solos and studies,

It is quite another story when the pupil
has been allowed to bow stifly for a year
or two or more, Then the teacher must con-
centrate for a while on Aexibility and relax-
ation to the exclusion of almost all else
excepl true intonation. The two most hene-
ficial exercises are the Wrist-and-Finger
Motion at the frog and the Whole Bow
Martelé, both of which have been described
in these columns several times in the past
few years, As his flexibility increases, the
pupil will inevitably find that his tone is
improving, and there will be rejoicing all
around,

A hrst-rate exercise in tone production
for the student whose technique is no longer
a handicap is the playing of slow scales
tour seconds, then eight, and later twelve
seconds to each stroke—with crescendi on
the Down bows and diminuendi on the 1 P
bows,

The study of tone production, tone shad-
ing. and tone coloring is endless, and it can
be made fascinating to the intelligent stu-
dent. for new horizons are constantly open-
ing up.

Over-Zealous Parents

“ oo | have a fifteen-year-old girl pupil
who is really talented, She has a good ear,
@ naturally good tone, and instinctively
good taste. It must be instinctive, for it
does not come lf.rnm her parenis, ! rm;. nre,
They are the problem | would like vour
advice on. The father, a quiet man though
uncultivated, is not hard to get on with,
but the mother is terrible , . ., She brings
Shirley to her lessons and is constantly in.
terrupting with ‘I think Shirley should do
it this way' or ‘that way' or don't I think
Shirley has had that piece too long? An-
other thing, she does not like the Bach
Handel and Mozart numbers that Shirley
loves so much and plays so well, She wants
her to play pieces with more “tune.’

(Continwed on Page 52)
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V. Welbourne in teaching

The amazing story of the work of Eve
PIANO

the physically handicapped to play the piano

Straps supported this boy’s arms at
first, Now he playe without them.

‘\l"'l‘l"l.l-'. participation in music need no
FX Jonger be denied the handless. armless,
the arthritic. the palsied and paralytic.
Anyone, regardless of the degree of ap-
parent hand or arm deficiency, can actually
play a full-sounding piano, if they so desire.

This has been made possible by a young
woman who believes with all her heart and
goul. that if you “use what yvou have to
its fullest capacity, and forget what you
have not.” you can do and achieve what-
ever goal you set for yoursell,

Mre. Eve V. Welbourne of Denver Colo-
rado. a visionary, if there ever was oneg,
devised twenty various techniques for play-
ing the piano, simulating many and varied
upper extremity incapacities. She plays
music with one finger of either hand, on
elbows, with fists, with the sides of hands
and with many “homey™ props such as door
slops, polatoes, hottle stops and pencils.

There is no sensationalism attached 1o
her demonsirations. Each and every device
che uses has a definite place in her tech-
niques. She has found that a potato,
clenched in either hand, can be usable for
the arthritic who finds it painful to strike
a note with his fingers. The pulp of a po-
talo acts as weight and is sufficiently
resilient to produce a pleasing tone. Pencils
are often used for those whase hands are
in a r'|_:~|11‘!'w|l fist l,l\r.'-iiil.l“- doe to arthribis
or paralysis.

This pupil learned to play at first holding peneils.
Naow he enjoys playing with three fingers.

by Gerald McGeorge

Her approach and method of teaching
are most progressive, intelligent aml prac-
ticable. She teaches the student to make
music to please the ear as soon as possi-
ble, by a short and unique approach 1o
piano playing. She does this through a
very simplified chord method wherein she
breaks down the chord into ils component
notes. She then applies a principle that
she calls “the principle of digits.”

She trains piano teachers simultaneously
with the student, thus the teacher does not
only learn her “way” of teaching the
Hand-de-Capped, but also witnesses the
emotivnal problems of the studénts.

Mrs. Welbourne is not a music therapist.
She classes herself as a Music Practitioner.
Her explanation is an interesting one. She
says: “Because the average incapacitated
person is, or was, a patient, usually having
had some type of therapeutic treatment, he
connects the word ‘therapy’ with “hospital,’
‘treatment,’ ‘work’ and ‘pain.” "

She '|||1|1-|pd-'“.1||-1!, tries lo do AWAY with
this negative impression, thus instead of
the word “patient,” the word “student” is
immediately applied. When the student
approaches the piano he is asked to strike
the keys with whatever he feels most com-
fortable. 1f he elects a knuckle, for example,
that is used. The phenomenal result is that
eventually he begins to use other fingers of
his own free will. In other words, whatever

Born without a left hand, this young
Lady now is able to play quite well.

“therapy™ is eventually gained, the student
has done for himself, through his own will
and desire, as opposed to a treatmenl en-
forced upon him.

This philosophy of helping the student
to apply his own therapy is producing
miraculous results. Results wherein per-
sonality changes are actually taking place.

Polio cases are being dismissed by doc-
tors and therapists and advised 1o take
musie lessons with Mrs. Welbourne and her
staff. Cerebral palsicd viclims are learn-
ing to control their spastic actions through
Mrs. Welbourne's faith and guidance in
them. The amputee is discovering that
whether he uses an elbow, a mechanical
hand, or one remaining finger, if he really
wants Lo play the pi.‘ulu, he can make as
good music as the average student.

Take the case of a young boy, J15 years
old, a former polio victim, As Mrs. Wel
bourne states, “He came to me with hands
and arms completely Yifeless,' Tt was ad
vised by his doctor and therapist that these
lile arms be helped by putting them in
‘slings,” which were altached to his arm
chair. By the way, paralysis had struck
his entire body, o that he had no move
ment in any part of his little frame other
than his head. When 1 met this child in
Children's Hospital in Denver, Colorado, his
hrightness and smile attracted me greatly,
and knowing (Continued on Paze 47)
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Grade 34

Gavotte

from “Suite in C minor”

FRANGOIS COUPERIN
1668-1733)

No. 130~ 41156
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Variazione

Grade 4

JOHANN WILHELM HASSLER
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| When I Am Laid in Earth

(Air from“Dido and Aeneas™)
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Erbarm’ dich mein,o Herre Gott

J. S. BACH
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PROBLEMS OF THE OPERATIC CONDUCTOR
(Continued from Page 9)

w eover an imperfection in  some.
une's breath control. At the next re-
hearsal, however, singer and con-
doctor cettle down to hours of seri-
oas work so that the mistake may
tie corrected rather than concealed,

sgs regards the instrumental
phyers, the conductor must also
undersiand, and allow for, the tech.
nical individualities of the various
sections,  For instance, the quick
thresting gesture he gives 1o massed
violins would be disconcerting to
horn plevers. Instruments which in-
olee breathing must be  signalled
by means of & rounded, preparatory
gesture, allowing time for inhala-
tion. I breathe with the orchesira as
well as with the singers—rather, |
trv o get the men to breathe with
me, We develop our signals for in-
halation, exhalation, and the all-
important time-span between the two
which shapes the phrase. When these
denals are clearly understood, all
of us—conductor, men, and instru-
nents—heeathe together, and all
goes well!

“The operatic conductor must
legm o adjust to the distances in-
wolved in giving his signals to the
sagers on the stage and the men in
the pit. Thi= is an acoustical prob-
lem rather than an operatic one, bat
it must be met, notably in theatres
of great size, such as the Metropol-
itan, the Teatro Colén, and La
Scale. At the Metropolitan., where
the pit is long and narrow, the
doshle basses and the trombones
me nearly a city block apart. A
dngle, erisp gesture in the center of
thix distance would be quite useless,
Even if the outer instruments could
respond 1o the signal simultaneonsly,
their sounds would come in at dif-
lerent momente. The problem, then,
& to synchronize the sounds, re-
gardless of the distance. In mv own
wark, | have tried to solve it by re-
roarse 1o g kind of anticipated. or
preparatory, heat which alerts first
the trombones and then the double
basses: by the time T complete this
brat, bath sertions enier as desired.

“One of the conductor’s greatest
problems arises from the purely
dramatic aspects of operatic work,
We make music, but we aleo muost
.!ilil'lk of the stage, Here, the vocal-
< (hath soloists and choral gronps)
il only «ing, but sing in motion;
the conductor must have a thorough
practical knowledge of what can be
siked of the voice and what cannot.
This is especially important today,
when operatic acting comes closer
to the realiem of the theatre than
was formerly the case. In less real-
tie days, it was quite possible for
A unger to approach a telling aria

" oeoming down to the footlights,
“anding there (close to conductor
ind archestra), and singing the pas-
."'l_" with ecarcely more dramatic
action than at a concert. This is no
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hnml-' tolerated. The ;inggr must
act, as the stage player does, at the
same time that he sings. And it
sometimes happens that a musically
inexperienced stage director, in his
understandable zeal for dramatic
l:"th’l‘ﬂliﬂit!f, calls for gestures, mo-
hons, and timings which are impos
sible for the singer. That is where
the conductor must assert his musical
authority over the performance. He
supervises all stage rehearsals, work-
ing with the stage director to keep
the proceedings dramatically econ-
vincing, vet firmly rejecting any ges
tures, groupings, timings, etc., which
would interfere with musical rendi-
tion. That must alwavs remain the
first consideration in opera! The
danger is lessened, of course, when
the stage director understands mu-
sical needs; siill, the ultimate re-
sponsibility is alwayz the conductor’s,

“A great problem arises when the

conductor is asked to realize the
compo=er's intentions with vocal ma-
terial which is intrinsically unsuited
to the task. When, for various rea-
sons, it sometimes happens that a
singer has to be cast for a rile
which does not fit him vocally, the
conductor must make subtle adjust-
ment=, o that the performance can
sound as the composer wished it. A
voice that is too lieavy for a rile can
be held to a lower dynamic level.
Far more difficult is the problem of
the wvoice that is too light for the
music, This requires a complete re-
working of the orchestral dynamics,
always within the framework of the
composer’s intentions, What 1 do is
to substitute forte-piano marks for
many of the ¥ or FF marks in the
orchestral ecore. This means that
the attack is taken forte, as de-
manded by the original indications;
immediately after the attack, how-
ever, a quick and sudden pianc is
introduced, enabling the singer to
hold his own, and not seem drowned
out, at the same time that the andi-
ence is sill aware of the forte im-
pression,

“Carrying out the
wishes can involve much self-dehat-
ing. In Madamec Butterfly, for in-
stance. Puecini marked FF and FFF
into certain passages of strong dra-
matie intention. The entire opera,
however, is lvric in character, de-
manding voices which do not lend
themselves to FFF in their own right
and which would have difficulty in
rising above an FFF orchestra. In
such a caze, the problem is 1o follow
Puccini's wishes (either by recourse
to forte-pians, or by establishing
dynamics on a relatively smaller
wale), at the same time allowing
voices and words to come through
without forcing. A comparable prob-
tem seldom arises in the symphonic
field. The operatic conductor. then.
must learn to color orchestral dv-
namics according to his own sense

composer’s

of fhiness—and this, in turn, re
quires a strong and well-grounded
sense of fitness! In this regard, |
admire the English term, “reading
a score.” It expresses exactly what
takes place and suggests, between
the lines, that the result depends on
who does the reading, and how!

“In learning & new opera, 1 begin
with the words. That, after all, is
what the composer did. By following
hiz method of approach, one under-
stands what the composer had before
him, what he did with the material,
and why. Then it hecomes one’s 1ask
to try to relive his feelings, My first
reading of the score jtseli takes
plaice away from the piane. | go
through the music to get its general
meaning. Next I take it to the piano,
Finally, I work out details.

“It is well to remember that, in
opers, the words give the general
clue to the work. They are what
have 1o be expressed through music;
thus, they determine lengh  of
phrase, color, speed and tempo. A
well-rounded  interpretation  resulis
only when the dramatic fmplication
of the words is carried over to the
musical phrases,

| ENCOUTARE singers (o work in
the same way. In coaching a singer
in a new rale, 1 first agk him 10 re-
cite his part, exactly as a dramatic
actor would do it. When his lines
are fully secure as to diction, mean-
ing. emphasis. phrasing, color, etc.,
we approach the second step. This
comsists, not in singing. but in
speaking the words to the rhyvthm of
the music, Here the work differs from
that of the stage actor. By adhering
to the rhythm of the music while
speaking, the singer becomes fa-
miliar with the inner pulze of the
phrases he must sing. This is a great
help, When the notes are finally
added, as the third step, all fits into
place naturally, and there results a
fluent emonthness whicrh never comes
from plunging immediately into the
singing of the score.

“Another interesting prohlem s
that of the recitarive. This is not a
singing technigque—it is nol singing
at all. Rather, it i= a dramatic reci-
tation achieved by use of the singing
voice, and kept within the frame-
work of musical rhythm. Mastering
reciigtive s less  diffienlt for the
einger wha is acenstomed to speak-
ing hiz words to the rhythm of the
music. The composer =et the recita-
tiva passages to special note values
and these, of course, cannot be
changed. But the inner pulse, or
rhythm, of the passage is really the
important element, and this can be
changed according to the inherent
significance of the words. In La
Traviata, for instance. to recite the
familiar passage heginning *“E
gtrano . . " in metronomic time
would be nonzeneze: the meaning.
“how strange it i=!™ indicates the
girl’s contemplative wonder, This in
turn, must be brought ont in a linger.
ing wondering rhythm which does
not stress the beat yet which does

not neglect it. When singer and con-
ductor work out the thythmical
speaking of the words, the passage
becomes clear and musical

“By suggesting some of the indi-
vidual problems of the operatic con-
ductor, [ have tried to indicate the
gcope of his work as a whole. That
is to give back the composer's in-
tentions, regardless of the material
one has to work with, and to round
out performance by dramatic as well
as musical understanding.™

THE END

PIANIST'S PAGE
(Continued from Page 21)

an adolescent. Tt will be enough if
you try to reproduce active amd
passive phrasing, playing withom
looking, and easv, swinging rhvthms.

If a teen-age student wants 1o play
a slow piece much slower than vou
know it should go, just explain tha
it’s fine to play it that way wheneves
ghe's alone, but when others are lis
tening it i= better to speed it up a
bit—otherwise it sort of falls to
pieces in the listener's ears,

I'l wager that this Afteen vear old
girl will play with excellent adult
warmth by the time she is eighteen—
but ouly if her teacher doesnt push
her! Whenever we have talented,
sensitive  adolescents we  teachers
knit our brows, set our sights too
high. and begin 1o push. . . . T2 this
wise?

Unwise College Courses

College piano teachers often com-
plain to me that they cannot teach
thoroughly or happily becanse the
curriculum requires too much tech-
nique and music to be covered in
each vear, ] always shiver when 1
hear that “cover”™ word. All educa-
tion iz cursed by it. The require-
ments say that we must cover all
this, or we must cover evervihing up
to there, Consequently the college
piano student is so clattered np with
scales, arpeggios, studies and re-
quired pieces that musical progress
during these most important vears
is often arrested.

Many talented students, depressed
by all this, change their “major” to
Psvehology, Embryvology or a dozen
other futile "ologies because of their
unhappiness with this piano “cover-
age.” Please, let’s be more sensible,
Let's engage hetter prepared teach-
ers for the college, sheer the require
mentz down to the minimam, offer
teacher and pupil more latitude and
independence, cut out many “lests”
and make the course in piano major
a true artist's course, with leisure
to mature mosically and with few
eompulsions, What an upward “edu-
cational™ step that woald be!

Ower it all, this spring-time train
on the way to Boston is singing:
“Don't you worry . . « Don't von
worry” ... We won't! THE EXND
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Men's Glee Club, School of Music, Northwestern University.

Staging a Choral Coneert ...,

cyrenditure is involved. If ties are
e, they should be of uniform style
and dark, preferably solid. in color.
An effective addition to this costume
is a swealer, again preferably of
uniform style and color. All sorts of
combinations present them-
selves; (1) dark blue trousers with
sweaters of the same color: (2)
oxford grey trousers with sweaters
of grey, maroon, or dark green: (3)
light grey flannels with aweaters in
the lighter color tomes—a warm red
is effective in this combination, or
a light green. Girls may wear sweat-
ers and skirts in light colors, simi-
larly planned within their section
and preferably of the same color
employed for the boys' so that the
placing of the singers i= not unduly
complicated by the problem of the
manipulation of two large divergemt
color masses (See “Staging,” Par
(ne, ETUDE, April 1955). It is
sometimes effective to zee the girls
group dressed in contrast to the
boys' unit; however, when high con-
trast exists between the two, greater
care muat be taken to secure a zatis-
factory stage picture. Skirts and
sweaters, as with the trouserz for
the boys, can be purchased through
a local dealer or, in the case of the
skirts, made by the mothers. If any
excursion i3 to be made into the yse
of special color combinations, the
design and color of the individual
garments should be uniform through-
out the group. or else shaded from
section to section. In the latter plan,
the design set up calls for a certain
color tone at one end of the group
and establishes another color tone
at the oppesite end. Colors are so
chosen that as the eve moves from
one side of the stage to the other a
graduated ecolor scheme iz obsery-

color

able, While this scheme is poszible
of emplovment with great effective
ness, it demands great care for its
development and & considerable ex-
penditure of time and effort, not to
mention costs invelved in procuring
costumes of specific color tones,
The preceding schemes can be
used with good result in many typi-
cal situations; they obwviously would
he less effective with religious music
than with secular and more in keep-
ing with a public auditorium or con-
cert hall than in the setting of a
chancel. If something less evidently
secular in the way of dress is de-
sired. one of the most satisfactory
costumes for a girls' group is that
of a white dress, tailored in nature.
These dresses need not necessarily
be of uniform cut or material, al-
though as much uniformity as can
be secured would be desirable. [f
this type of dress is used. the director
will be more than justified in taking
the time necessary to establish a
uniform hem line, When dresses are
designed to order, no dificulty need
present itself here but, if the girls
are to wear from their own ward-
robes the tailored white dresses men-
tioned above, considerable effort will
usnally need to be applied 1o see
that hem lines are all the same
height from the floor. Much check-
ing will be necessary prior to the
concert and probably a good deal
of discussion will ensue with both
singers and parents, bat, in the end,
the total effect will wsually more
than attest to the wisdom of such a
procedure, When the girls  are
dressed in white, the most suitable
costume for hoys is that of dark
suits, with which are worn white
shirts and dark four.inhand ties.
With the present babit of dress as

it = many bovs do not own dark
suits, customarily wearing jacket
and-slacks combinations. Unless

jackets or suit coats are of approxi-
mately the same ecolor, while shirts
worn without jackets or coats will
probably be more satisfactory.
Some groups are using so-called
formal or dinner clothes for secular
performances. With large groups, a
long-sleeved or “dinner dress' s eus-
tomarily more effective than one
which is decolleté. A not too pleasant
pattern iz usually created by bare
arms in a large group. (With smaller
groups of the madrigal type a more
formal, decolleté costume may be
worn with good effect and a greater
variation in design and color will
usually be possible.) When the girls
are dressed in  “formals” these
dresses should be of pastel shades
or else white; they should be solid
in color, with the avoidance of two-
tone effects and figured or patterned
materigls; costume Jewelry should
be used sparingly if at all and cor.
sages dispensed with. The use of too
much jewelry and of flowers in a
large group ordinarily creates an
impression of fussiness and confu-
sion in the total stage picture. Again,
hem lines should be uniform: the
use of the present-day ballerina
length in the same group with foor.
length dresses usually resulis in an
unsatisfactory visual effect. A prob-
lem presents itselfl as to whar js
proper for boys to wear when the
girls are dressed in “formals™ Ty
be entirely in good tasie. the boys
!'«ftllLﬂli WEAr dinmrr Coals |[|r'|:r||1r-i
However, current custom in
part of the country considers the
dark suit acceptable in tha situa-
tiom. Pnder no circumstances should
the girls be dressed in so-called for.

a large

mals and the bove in jacket-gnd
slacks combinations. Naturally, with
groups of higher age levels, some
what more formal dress is aceep.
able than with younger singers,

As a departure from the almes
monotonous parade of college choirs
in robes, black ankle-length, long
sleeved dinner dresses for girls o
dinner coats for men provide g de
gree of uniformity without regimes.
tation. It is soggested that, if ki
plan iz adopted, all the dresses he
of crepe, avoiding any lustrogs o
brocaded materials. Hai arngments
gshould probably be banned by rea
son of the possible reflection [rog
stage lights. Ornamentation of the
dresses
or some slight variety may be b
tained by permitimg each girl to us
white

may be omitted altogether

a ‘IIIIFI!'I" callar n[ her  ow

choiee  In non-lustrous  materials

and /or pearls or other necklaces of

design,

simple again of her owp
choice,

An added touch may be provided
by the use of white handkerchiefs in
the men's breast pocket or white [or
possibly red) camations on  the
lapels, When the girls wear dinne
dresses, the men may quite prop
appear in

While dinner
may possibly be combined with dark
suits for

full dress (“white tie

dress for the girls

high school age boys and
'p\l'lil dinner cogts or .‘ulf dress fm
men, the use of robes for one unil
and formal or dinner dress for the
ol her 1|ru1||;||'l"- A masl ||;|.-.~1ri~1'u.:--r-
appearance, Either all of the group
should appear in dress apparel o
all should be robed. The two styles
should not be utilized
within the same group.

In discussing costume, attention
should be directed toward one ele
ment which is often neglected, name.
ly. that of choice of shoes. The shoes
obviously wusually cannot be com-
pletely uniform in color or design
and do not need 1o be so: however,
some reasonable limit of wariance
should be indicated. With many a
robed choir, which would otherwise
present an excellent appearance, the
stage picture is spoiled by inatten-
tion to this detail. The uight of a
Eroup of singers arraved in robes
of more or less impressive character
and with a miscellany of footgear
'|'H‘l‘|ull1|: out below is ludicrons and
produces a far from satisfactory im
pression. With robes of a limurgical
type, only a dark street shoe should
be worn, With robes of -pi'l.':inll e
intended specifically for
church usage. it is possible that other
types of shoe may be appropriate;
however, they should be relatively
inconspicuous in nature and of a
type which will blend with the total
costume effect. Extremely high heels
should be avoided if for no other
reason than that of the resultant
fatigue from long standing in =uc
shoes. No two-tone “spectators” of
sport &

of CoRTume

sign not

= '-!Imi[ni yeT ]':1' wWorn w |:"'
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gurgical robes. With the more in-
mal style of dress, such shoes
ofwen may be worn with good eflect;
powever, while not necessarily iden-
sal in design throughout the group,
sy should be proper to the costume
of hand and nol -u_lrircl o too wide
3 degree of variation.

Lestly, in schieving a satisfactory
ofiect with robes, care should be
wsreised in fting them, One of the
most un!ﬂraqnl visual effects to be
aited i the typical choral festival
& the appearance of large numbers
of singers trailing across the siage
ia rebes which are often dismayingly
,;gl-u._'ul,.lr in character and =0 over-
dzed that some of the singers appear
i be swathed in them, Add to the

total effect hems so near the floor
that the singers appear to stumble
over them and those well shove the
ankle and a most uneven line results,
When, combined with these, there
are foothall boots, sneakers, moc
casing and sport shoes, together with
a modicum of more conventional
footwear, one hardly expects an au-
dience to have been hrought into the
frame of mind properly receptive to
the beauty of the music,

In conclusion it may be said that
informal, inexpensive but tastefully
chosen and carefully planned cos-
tumes infinitely preferable 1o
ostentatious, extravagant outfits im-
properly fitted and haphazarded as
to ensemble effect. THE END

Hre

DOES PRACTICE MAKE PERFECT?

(Continued from Page 13)

practice on. For instance, if we
dwald trv w0 play the first page of
1 new piece up 1o tempo, hands to-
!rlfw:r. we would |rI|l]r.!II!'l. make a
considerable number of mistakes, If,
fowever, we tried to play one hand
tloge of ome measure very slowly
ar ot one-quarter speed—we prob-
by would play it letter-perfectly,
smewhere between these two ex-
iremes is & normal group to practice
which can be played perfectly the
brst time we try and, equally im-
prtant, will become considerably
easier in & few repetitions,

bsood practicing, therefore, con-
w2z partly of an intelligent selec-
i of what we attempt to do, We
ke to estimate our own shility in
relstion to the difficulty of every part
ol the piece as we come to it and
decide what 1o practice on accord-
jl'li'. o the above p:';im'ip!l*. In some
places we might practice two or
loer-measure groups the first time;
n other places one measure al a
lime; in still others, eight-measure
grops or each hand alone before
iying hands together. Sometimes we
I:"iEhl practice even a part of &
measure, The groups we practice
¥ill psually vary from day 1o day.
Where we did two-measure groups
the first day, we may do four the
weand  day—if the two-measure
froups are then easy the first time
¥e play them. Possibly the part of
“ne measure done the first day may
Bt be increased for several days
Ay groups become very easy they
should be increased until ultimately
tight-measire,

sixleen-measure or
#en longer groups are being prace
I.-r:-.i_ In all cases the rule must be
followed that they be perfect the first
me and easier in a few repetitions.

If in doubt, it is wiser to decide
o something which turns out to be
0o simple rather than too dificult,
because the first reading of some-
thing too simple will but make it

ETUDE—May 1955

abvious anmd we have gol e
fect first impression. On the second
reading something can be added 1o
make it of appropriate difficulty.
However, if we select something
which is slightly too dificult we may
make one mistake the first time we
play it and feel thar it will tern out
satisfactorily because we can elimi-
nate that error on the second repe-
tition. But on the second repetition
we may =ucceed in this but make a
different error. Then we may think
if we try again both can be corrected,
but the third time still another
1ake oceurs—sn, before we realize it,
we have got a confused first impres-
gion of a passage simply by selecting
ane n'l'll_\-' ilip;hﬂ'_\' too difficult.
It is not true, as someone
object at this point, that this ap-
proach is contrary to the principle
of learning in “wholes” rather than
in “parts.” In a sound learning proc-
ess “whole™ means a complete, I|Ir|n-
in a

may

cal unit. A short “whole”
JnLI-ii.'ilI l"”fﬂ'F!lr.‘-ilitl]’l I."ullill hl“ a
phrase, a unit of a sequence, a

rhythmical figure or any group of
notes with a logical, unifying |:iF-;1.
The “whole” need not be an entire

sonata or €ven one

section of a movement.

The reason for the importance of
the selected “whole” heing perfect
the first reading is that our firs=t
impressions of anything are rm.wh
more vivid than any sohsequent im-

Fn-.-'-_ui: =,

When a student walks into your
studio the first time he notices many
things of which he will be completely
unaware when he enters it the twenty-
fifth time =ix months later. 'i"i.! have
the same situation in practicing a
the first time we read any
part of it everything we do makes a
vivid impression on our minds, much
more so than any sobsequent repeti-
tion. This is an advantage, hecause

piece

(Continued on Page 51}

movement or

UNIVERSAL APPEAL OF
SIR WILLIAM WALTON'S FIRST OPERA

{ Continued from Page 11}

alism or esoteric significance to im-
pede its acceptance in any country
of Furope or America.

Walton’s  librettist, Christopher
Hassall. has followed Chaucer, who
followed Boceaccio’s *[ Filostrato,”
not Shakespeare, but the characters
in his hands have developed different
motives, the plot has reverted to a
Homeric ethos, and the tale of tragic
prﬁr\-urral love has become ill|1'!'t“ill!‘lt
with the public conflicts arising out
of war.

Diomedes the Greek
third party in a Trojan love affair
and Mr. Hassall has used a red scard
ax the plivsical emblem round which
the struggle for Cressida is rcon-
ducted. Pendarus provides another
-1[;:j|11|_ '.|||1| 'ih_l.'ilir'll.fu“'l. sOIME COmic
relief, in the development of the
situation in beleaguered Troy,

becomes a

The stage directions deseribe him
gz “in his middle forties, running
in fat. lirl‘-‘-—'!'l! L L1] ||1'rf!*|‘rlllli. hi'i hilif
meticulously siled, his manner incor-
rigibly genial, tinged with an old-
world courtesv that degenerates on
occasion inte flambovance,” Walton
has characterized him by a florid
vocal line and a jaunty scrap of ar-
peggin, and he was played 10 odious
l'll'l'i"l'lill” ]l-'i I'l"ll']’ E'l':il'.‘i.

Dramatic Power
nres I'HHt.r.Il”l-lf" to

Two musical fes
the dramatic power of the opera:
there is an important part for chorus,
of Trojans in the first act and of
Greeks in the third, and a superh
singing part for Cressida, which
should become an addition to the

great roles in the soprano’s reper-
tory. In addition, Walton's orches.
tration, which is part of his basic
musical style expressing itself in
sharp, short figures cutting through
the complex texture of the score, is
forceful rather than showy or deco-
rative, There is an intermezzo in the
second aet depicting the lovers’ pas.
sion when Pandaras has brought
them together, but it is not voluptu-
ous music in the manner of 1%th
century romanticism. It is no “Liebe-
stod” but @ representation of the

1"'”"“'..' rlF |i{.'

The scenery was the work ol Sir
Hugh Casson, the architect who was
responsible for the Festival of Brit-
ain on the south bank of the Thames
in London in 1951, He had, coriously
enough, been associated with Magda
Laszlo, who was a magnificent Cres-
sida, and with Richard Lewis, who
is rapidly becoming the leading Eng-
lish dramatic tenor, in another opera
on a classical theme, Gluck’s “Al-
ceste”  at i;lyﬂ::lrl:::l;nl-'. There his
temple was severely archaic; in the
present opera it was in a richer Autic
style. In both cases the architectural
approach seemed the right one for
scenes of elassical antiquity.

The performance went smoothly
on the first night, and though it was
a triumph for Sir William Walion,
for Mise Laszlo and for Sir Malcolm
Sargent, it left the impression that
further hearings will reveal still
greater depths in what is one of the
few really tragic operas, in the {ull
Aristotelian sense, of our time,

THE EXND

PIANO FOR THE

HAND-DE-CAPPED

i Continuwed from Page 26)

1 was a music teacher, he commented,
‘I'd love to play the piano.” My an-
swer o him was, "You can do =0

“[ invited his mother 1o my Musie
Center, not knowing at the time ex.
actly how 1 would handle this par-
ticular case. It was necessary for me
to =et Leslie's hands on the piano
and as muoch as those poor, weak
little fingers tried to press down one
single note, it was completely im-
possible to create a sound. However,
both he and T were determined to
make those fngers speak the ‘lan-
guage of muzic’ and so he came back
u second and a ﬂ'li.'rd time. It was
then that one finger was able to make
one small audible tone. The expres.
gion on this child’s face when he
looked at me and said, ‘Did you hear
that. Mrs. Welbourne?® was some-
thing that could
never explain. After four months of

written '|m|||rm-.-

piano work, these ‘slings” have heen

removed from little Leslie’s hands
and arms. He uses every finger with
which to etrike notes and when he
plaved his linle song at our con-
cert with hoth hands, The Parade
af the Weooden Seldiers, he struck
hi= last note, exclaiming, “Just like
Liberace," "

Another care may be cited: that
of the cerebral palsied voung man,
28 vears old, whose spasticity was
s0 bad his hands and fingers “flew
off” in all directionz, Again quoting
Mrz. Welbourne, *What I zaw behind
the eyes of this young man made me
sk him if he would like to muake
music. To start with, we asked him
to clench his right fist and then
placed a pencil within it, with the
eraser pointed downward. Through
Jove and faith and determination
this young man, after

performed before an
{Continued on Page 59)

only three

leseons audi-



Carillonic Bells

can give your church a heavenly
voice in the commanity.

Their beaulifol bell music daily
identifies ihe church as a source of
spiritual life, Churchmen every-
where fnd they actually benefit
the chorch 10 ways, They:

1. Advarfise the church.

2, Frepare F8lks for wrdribig,

3. lsereane aftendangs.

a4, Add beouty bo services,

5. Build mambersbip,

b, Cambart the slok and shej-la,
7. Inspire new character in many.
. Seir religious thoughts daily.

¥, Cieate o celteral stmoiphens,
10, Widen chureh infeente,

Secure full details on benefits, per-
formance and modest cosi, Wrike:
SCHULMERICH CARILLONS, INC,
12C27 A Carillon Hill, SELLERSVILLE, PA.

¥ Covilipads Belli™ I3 o frodesark For bell bufrumenfs
af Schwlmerich Corillans, fac

the the eolumn of air was
shorter than on the open, or concave
side, =0 that a dampening of tone
was present on the affected side, anid
EXCrssive resipance, oF 3 Ilk|-r‘rr'r'=-
onant tone, on the side which was
Pk apen.

There were also, red, swollen, in-
| lected tansilz, removal of which was
| imperative,

“Well,” 1 eaid. “it is not so bad
as vou think, Let's take vou in hand,
gnd if vou will obey orders to the
letter. you'll be back on the
within two months.”

.II". 1|!|'\- ||| '_'IJI!"- |J.|_"F|'|'Ij_ Ijlll.i' |r|-r
effort was directed frecing the
ITHET .‘|.|lu-u1 Ewin |.1.r‘r'k- |.J.tr'1 the ton-
sils were removed and, finally, the

nEe,
¥

Jriy

ta

Ill!':-ll,'."'.J.l. condition was |:'-'I|]1||-|l'|1']1.
| relieved by operation. The procedure
could have been reversed by doing
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the larvngeal work first, but [ knew
that he would go directly back 1o
work, and with the causes in the nose
and tonsils still persisting, he would
have been out of commission again in

na titme, He recovered his voiee coms-

pletely in about six weeks, and g

his old job hack at an increase in

salary! Unfortunaiely, however, not
all of a doctor’s efforts turn oul so
happily,

Here i a patient who did not do
well. ). G, lived in a suburb
of New York where for vears he had

| =ung tenor in the loeal glee club,
tho: keeping alive an interest
college days and affording him much
pleasure. For the past three months
he had been much annoved by o more

=i

inf

or lesz constant hoarseness, so that
hi= work with the elub was highly un-
| satisfactory both to himsell and to
! the director, who happened to be a
| very competent man. After temporiz-
| ing with sprave and gargles from the
lireal drug store, the |1]r|'-'tu|
ed that 1. G a spocialist fog
an examination. It took onlv g few
maments to determine that the lef
vocal eord was embe lided in a Ir|.|“l_-.
nant mass, ohwviously a form of caneer,
After consultation with the Family:
it was decided that I -|'ul||.| break
the news to the patient as

insist-

S 1]

. gently gs=
possible. advising him to undergao
- . . -
immediale operation for removal of

the larvnx
life. He
heraically, but. of cour

in order 1o prolong  his
i

funite

=&, hiz =sing

mg was ot for all time thereafier
In anv case of visral worry it i
highly important for the singer 10

find out prompily whether the
[ :l_u-n the
I bined eflorts of vocal educatar

. . condi-
i= remediable—il an COTm-
and
i.;l'.r:}_'un-,;:-! may restore the voice
to a condition of =o0cia) and e OO e
usefulness,  If this

impassili]e
then plans nust | y :
this misfortine and 1o rehinbilitape
the mentality. and fortitude of he
| l.'-nl'ullun...ru- irs-;lu.i.:| .'_::_

w laid 1o Circumven|

giving  |lim,

in =0
cans
on Lil

The great teacher of singi

el o
laryvn

i 1"]"""

WHEN THE SINGER SUFFERS
"THE CALAMITY OF AGING"

(Continued from Page 20)

far as possihle,
|il-.1- 1] -|||',|k ol as

what we

al

Ameri-

“a new lease

1z Man

varcia was the first to use
geal mirror to see the vo
although he probably did not

invent it. The first physicians who

made use of Garcia’s method were
not interested in singing. but they
were ganxious to see the condition
of the voeal cords when the e nk
ing voice IH'.I_“r“'-l-r"li as aciute
larvngitis. The early workers mus
have been surprised ot the  fin
view alforded by the laryngoscops [
those patients who could tolerate its
presence withoul gagging. Tumors of
the larvnx and paralyvsis of the cords
were observed with 11 nlere
and instruoments wers i=hioned
the removal of such prowthis as we
visibile. Since there was n 11
or other local anesthieti i wa
necessary to establish Era by
daily application of the
the throat and touching various ar
with cotton-wouni peranls
Mueh eredii 1= e thies irly
dents of the larvnx for the AL
patience in the presence of what mist
huve seemed wansurmount kil il
stacles, To |--";_'|I| wilth they had
satisfactory source of light. save n
light. and so o refecton d= =i Lo
throw a beam into the mouth and
thus attempt to illuminate the larvny
The first mirrors were moun e on
long rods provided with
gadget so that the focal length of
beam of ligh might be changed 1
will. Tallow candles wers i, then
“eonl ofl” or kerosene lamps, With
the coming of iluminating gas pripeid
through houses. the doctor had po
anly g Slrong =oiirce light o
his mirrors, but e -|!-_'. |
them Just enough to keen vanar
the mouth ram cloudi _I il l.l las
”l' 'I||-'r| i h= 1|-..r:|'|! il i 1T -,; I
on a rod idea could b supplanted b
'r'.,_llr.'::hl.‘.l.-t.q.lj ¢ o0 a band fitted
i areover, v {as) n
i l.'-|!I':I'\I miarror, the light "
quite regdils tiseng el " 1
EYen area of the mou) 1
could be brillianily | :
ever. the Fas Aame lains m
sodium  whiicl Eives to the m
i
.1||'j|||'|.|.|,4- i r.||||1-: 1ast] s
apperarance and diseg itz 1l
the tual « |-r||-|||1;1-|.n|-.- . e -
With thie camtes b oy
.||3;._L|;.._i._ b .I- L |I ricity all
P B ey ‘III_I wtly feesy hited
myvenled o jns I_.. I:I' : I
the by b ‘:. ; r:l 2y
bulls from w i |. |I...|I .I =
;Illlll'-l-: mirrog 1l ey i
s =MIrre ] i
among all :-L.-- I .I ,!I.I ey
fpecialista (s " "
o Vhile good equipment snd g
Inols™ are alwavs NeeE - I--_

. .

fine

alfter all

menls

the human by :

through vears of n||--'rl.4:|-:-
analvses and tedurtions fre
which determis

is &een,

mines the |
status of the patwent
As Ir. Willian Daler
diagnostician w0 wel] o

speaking of equipmer
tory aids in gend

'\-'Jll-’l|l|'| ol

ever repla il i
leet”
il LRl :-I:\ i
nger all that b i
other patient, but the ¢
" bevond t1ha wd demae
lerstanding of the prol
1 T oem | ist d
Hnce  pre ] T hlge)
I wlern |
ho works wi ViEv
misst lav fivr i}
outline or pla |4
which shall mest all 1}
i n i | ol i 1 .
Personal G
lin each ar ’
L rk
habits and all J i
o Ihe rcarrving
i The re
i patient | " :
i pnd i
Fiile each in the other's abili
| willingness 1o '
fullest  extent THE EN
NEW RECORDS
{ L ontinmed n Page 18}

L 90

of ahle saloists, [Vox

Irish Festival Singers

Kitty 0'Callaghan singers e
wiell known e listeners of Rl
Eireann, Hall of thei r.-l’ﬁTdﬁlF‘

gram they are willing 1o smg IIIEH-"
lish, but the other hall B Gahe
The group is composed of foor B
and Foa wivmen plas colintats Venos

1 D soprano: Dermot Teo
1&=nnT and Aiis 1 ey, haritone
si larchet’s two har
mters | loes Tt

I lin i Padria ; o
It nharl | prog

il tirel Irisl K

il ballads

{ Angel G501

Dahinansi: Vardations on @ Yarsry
Sang, (lp, 25
"-H'Flrlluhiuu":Hﬁn;mmr" on g Themse

of Paganimi, Op. 3
lulius !\..‘ﬁ her vOURE \merichr
pranist from New Jers -
i > 0\
J vinrk HT, "
; g of the Racl
.. The collal
the London Philha Jer o
i i RBoaol work . ol
| s :
W inihibite Pag
Ime] | work & K
Ir I! 1i

WAl

ETUDE

Beethoven: {duarlets Op. 59, T4. 95

vohume I1 of the Hungarian Quar.
o ceries CORTITUES the quartets {rom
'-.... ' hrough No. 11, Energetic
-+ snd over-bright reproduction
|T-.|..,r.-_. trehle reduction on

T :
¢ o5 mark the middle album of
projecl, (Angel 3513C—3

o ety

(haver: Tocrala for Percussion In-
striments, of ol

MG-M's Latin-
yerican Music for Unusual Instru-
pratal Combinations™ includes not
aly the novel Chavez Toceata but
H-.":ll"lill‘l Ocho por Radin, Suri-
wath’s Ritmo Jondo and Villa-Lobos®
(haras i._. J” -."HI'II‘I.!H'IF-’ II_\ I.f!llr
Glmon. For close-up hi-fi sound
dere’s pothing more exciting among
st releases—and the music’'s worth
sl 100, {M-(: M E3155)

'ﬁmnihh and

Wahler: Symphany No, I in I Major
Bath Columbia and London have
seheased excellent recordings of this
work recently, but Columbia’s entry
will likely be preferred by most buy-
e Brano Walter’s historie associa-
fun with Mshler and the eflective
mllaborstion of the New York Phil-
wmenic-Srmphony  combine  with
rrvalel 7r||r|u+.nlir-1| to make Colum-
hie's album (SL-218) a in
the definitive class. Rafael Kubelik
kads the Vienna Philharmonic in a
miding {London LL 1107) marked
by certain youthful traits that would

RlUCCE=s

be acceptable

furlly

Walter's

VETEIOn

Weri T

matired hand

not at

Tehaikoveky : Serennde in € M jior
Op. 48

Classical Svinphony,
p. 25

Ihe &t ings of the I’ilrh|a|||;_-|| Svm-

Prokoficey:

phony have themselves 4 good time I
with this tuneful Serenade. Had the

recorded  sound been a shade more
felicitous, the endorsement might be
without  qualification,
Clussical  Symphony, though

'ﬂ"i‘ |r"‘|1‘l|.|l4'r'l|_ i'I- ".dlr'!'ll"'l,h.ll

hared. It:;||ljrn| P &™)

Steinherg’s |
very
la-

Mendelssohn: Incidental Music 1o
A Midsywmmer
Night's Dream™
Paul Kletzki and Philhar-
monia Oreliestra, aided by sopranos
Adrienna Cole and Eileen Mel.ough-
go from Overture

the

lin and a chorus
to Finale with outstanding artistry,
Hut the for fairv-tone,
\ngel’s engineers overdid the dis- |
1.._1|1I:-!I!'|k|‘ process, | "l.llgr] J5]1ﬁ]

imn =earch

Gluck : @rfeo ed Euridice Aee 1)

From the Toscanini broadeast ol
November 22, 1952, RCA Victor has
released a one-dise Ir't'i.l:l'i“!lg of last-
ing interest. Though side one is
plagued by dry string tone, side two
sounds well and the voices are faith-
fullv recorded I,||I1r|].',:|l.l.l|l1. Nan Mer-
riman i= Orfeo, Barbara Gibson the
Happy Shade. {(RCA Victor LM-

1850 THE END

COMPETITIONS

(Continued from Page 8}

® Fastman School of Music Alumni Association Second Biennial Choral
Composition Contest, Award of & for three-parl women s chorus, secular
1955, Dt

1eExl, with or without .|-'4'1-|:Elj|ml'|ilnr-lll. Closing date |'IIII L.
from Dr. Roger Boardman, 18 Siuyvesant Oval, New York 9, New York.

Presly-

® Anthem contest, sponsored by The General A=ssemhbly of The P
in e

in observance of the 250th anniversary

terian Church in the US.A. |
founding of the first Preshytery. Awanl $250,00, Closing date Decemlser
1. 1955 Details from The General Aszambly Anthem Conlest, Witherspoon

Building, Philadelphia 7, Pa.

s Capital University Chapel Choir Conductors” Cuild annual anthem com-
petition. Open 1o all composers, Closing date September 1, 1955 Details
from Everett W. Mehrley, Contest Chainman, Mees UConservatory, ( apital

University, Columbus 9, Ohio.

& Women"s Commitiee for the Los Angeles Philharmonic Orchestra, second

wition contést Tor o work for orchestra. Awand of §1,000.00 and

annual compe L

performance by the Lox Angeles Philharmonic Orchestra condueted
Alfred Wallenstein, Closing date June 1, 1955, Details from David Parry,
6363 Wilshire Boulevard, Los -‘l.ng:"l-e'- i, Calif.

e The Mendelssohn Glee Club, New York City, Fifth Annual Award, r:-_-r
£100. for an original choras for male voices, Closing date September 1. 1955,
For details write The Mendelssohn (Gles Club, 154 West 18th Street, New

York 4, N.Y.

& American Guild of Organists National Open competition in Organ playing
for all erganists not over 25 vears of age on January 1, 1955 Details from
Amverican Guild of Organists, National Headquarters, 630 Filth Avenue, New
York 20, N. Y.

L] L] =

Easley R. Rlackwoad, Jr., voung American composer af Indianapalis, has
been seleeted as the recipient of the annual award of the Lili Boulanger
Memarial Fund. The jury which selected young Blackwood consisted of
Nadia Boulanger, Asron Coplund, Alexei Haiefl, Walter Piston, and lgon

Stravin=ky.

EARN

Teacher’s Diploma
Bachelor’s Degree

IN YOUR SPARE TIME

IN MUSIC

AT HOME

CONSERVATORY-TRAINED MUSICIANS COMMAND BETTER INCOMES

T4 tam racaive the highest type of musical training in your own home.
tricdem have been developed and perfected by the
td saundeess is provan In the careers of thousands of
"TEeY to the personalized and peinstoling cooc

HARMONY :—Writhan by two of the finest
!.:H‘ll'sh in the country. Simple, yet thorough
it wiary woy, From basic fundomentals right
feough 48 Counterpoint and Orchestration.

ADYANCED COMPOSITION:—Designed
™ you o uaeful knowledge of musical forms
= e generel processes of Compesitien,

NORMAL PIANO:—Especiclly designed for
tochers or futire fvachers. Treats and selves
ey preblem of the progressive teacher.

ru“.": SCHOOL MUSIC:—Fits you for actual
"ok i e schoal rogm, Our model lesions de-
relp originality and give you on sscellent guide

b e

uching gthery,

University Extension CONSERVATORY
2000 SOUTH MICHIGAN BLVD. (DEPT. A-820) CHICAGO 16, ILL.

ETUDE—ar 4y 1955

Consarvatory over yeo

of mus

te

casting.

ing, Style, efe.

These Extension methods and the
ri of time. Their value
musicians ond teachers, who owe their suceess
hing of this great Conservotory. Courses include:

HISTORY:—A modern course including oll types
ic from oncient origing te 20th Century,

Intaresting—with emphasis on the analyils
musie—not o dull collection of fachs.

ARRANGING:—All the tricks of modern arrang-
ing drown from the experiences of the biggest

“rame” arrangers in the country.

CHORAL CONDUCTING:—Brand new course

includes oll the modern techniques—even broad-

VOICE:—Includes all essenticls, -nnfh as Breath-
ing. Rescnance, Veocallzation, Enunciction, Phros-

This is Your Geewfunift—ﬂﬂit Coupon Teoday!

PEEESEEEEEEEES SEEEEEESEEENEENENSEEEREEEEE NN

UNIVERSITY EXTENSION CONSERVATORY. Dept. A-8i0
2000 South Michigan Blvd.. Chicago 16, llincis
Flegee send me catalog, sample lessons and il e

lion regarding course ! have marked with an X bel

] Piano, Teacher's Normal Course [] Vaice

] Piano, Student’'s Course L] Choral Conducting
[ Public School Mus.—Beginner's [ ] Clarinet

] Public Schocl Mus.—Supervisor's [] Donce Band Arrenging
[ Advanced Composition ] Viaolin

[ Ear Training & Sight Singing ] Guitar

[] History and Anclysia of Music "] Mandolin

| Harmony ] Soxophone

[1 Cornet—Trumpet [] Double Counterpoint

of

] Profeasicnal Cornet—Trumpat [] Banmjo
T Y PR R e . Age =4
Sirest No
> 7 N P P . E— -
Are you teaching now?——___If so, how many puplls hove

youf — Do you hold a Teacher's Cartificate?

Have you studied Harmony? Weould you like o eam

the Degree of Bachelor of Musich.

#
._,"_f
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Theodore Presser Announces

THE
ROBERT PACE
PIANO SERIES

a fresh new
approach
introducing the
child beginner
to the world

ROBERT PACE, head o
pianoinstraction at Teach
ers College, Columbia University, is a well known and established
authority in the fields of piano performance and teaching. His baci-
ground as a concert artist and teacher of all age groups, coupled
with kis position of leadership in the music teacking profession, gives
him an unuswally broad perspective of masic and its problems i
this country.

Dz, Pace's undergraduate training was ar the Juilliard Sehool of Mus
where he taught for several years. Later he took his Master's an
Doctorate degrees we Teachers College, and has been hegd af

: ; _ ; pidn.
instruction since 1952,

ABOUT THE SERIES . ., .,

Whether or not the child beginner at the piana will use his music voca
tionally or as o leisure fime activity, the Robert Pace Plano Serie
provides rewarding and musically meaningful experiences that give th
child the skills necessary for plessurable, competent piano perfermance
In occordance with recent trends in music education, all of the materic
is centered oround things that catch and hold the interest of the child
from five to eleven for whom this series is designed. [Trip To the Zoo
Pets, Holidays, etc.) 3
During the first year of study [Books I, Il and 1) the child is introduced
to all areas of piano activity. All of the elements necessary for giving the
child good sight-reading and performance techniques are stressed during
the first year of study: finger patterns, playing easily in all keys, basic
rhythmic potterns, use of dynamics, phrasing and pedalling. In addition,
varied opportunities for crealive wark are provided. This is in keeping
with Dr. Pace's philosophy of acquainting the child with the entire range
of the piano’s resources ond possibilities as early os possible.

THEODORE PRESSER COMPANY

BRYN MAWR, PENNSYLVANIA

. .

THE MUSICAL EXPERIENCE
OF THE CLASSROOM TEACHER

and find out. The class discovers thal
the beats feel like “walking™ or quar-
ter notes. The teacher asks what
| number the cluss thinks would be
used o represent  quarlier notes.
Answer, “4." The teacher puts the
4 number under the 3 on the stalf.

Thus the class derived the meter
signature themselves instead of mem-
orizing a rule which the teacher

gave them.

Or again, in learning to hear dJif-
ferences in  pitch, take the  same
familiar tune, America. With palm
down nee the ri;:hl hand to indicate
the way the melodic line moves as
we sing the song. Feel and listen
to hear whether the notes move up or
down. step-wise or by skips. If they
gkip, how far do they skip? Establish
the key center, 1 or do. Does it
start on 1?7 Yes, Now as we move our
listening and feeling, sing
the scale numbers, Previously it has
been stated that we number a scale
from 1 to 8. Put the key signature
on the staff before the %), saving the
piece i= in the key of G, (Kevs will
be explained later through tetra-
chords which adults find fascinating.
They make the sharps and Hats rea-
conahle!)

Now let the class sing the numbers
for the first phrase of the song as
the teacher writes them well above
the staffl. Then draw the bar lines
in between the numbers extending
them down through the staff, after
explaining that the bars will come
before each strong down beat. 1§ G
is the key then G will be “1.” What
are the letters for the other numbers?
Write the corresponding letters un.
derneath the numbers. Now we have
the elass stand and step the kinds of
notes as they sing: quarter, fquarter,
quarter, etc. When you come to the
dot. that will call for an explanation.
But I‘}r!_* explanation is so quickly
and easily understood when vou have
already felt that the music sajd
ter, dot, eighth, quarter. Write the
kind= ."f notes under the letiers
The picture above the fir Measure
1-1:2
will read: G G A. Now we

fuar-

are reaidsy
- - -

to translate these symbaols into
!Jl’rﬂ on the staff, This iz the
ir ‘n"arrl'.; because i sounds that 3
. The teacher has not de
signature, become involy
lwons nor made
telligible  statements
what ic at this stage an
a layman. Rather, she
students through ayr
perception to physical
of musical symbols.
that music
perceived or
a completely

el -
Wy
Y,
fined meter
ed in frac-
dogmatic and unin-
concerning
enigma to
has guided the
al and bodily
understanding
It is our belief
cannot b significantly
truly mastered through

intellectuali
rience, ized EXpe-

fContinued from Page 10}

The next step might well be frap.
ference of the recently arquing
knowledge to the piano keyboard jj
the students can pick out the fire
phrase of America at the piano, i
will leave the class with -mi.iju,;
faces and an 1 can't wait uni] e
next tioe” attitude, At this poin g
cager interest and pride in achjme
ment are more important thag g
musical learnings scquired, Ughe
physically or mentally handicapped
they will learn if they want to Jean

Perhaps we should not have i
cluded the physically handicapped
in our last statement, Last yesr i
was somewhal of a shock to find tvs
cerebral palsied young men in s
class of Elementary Education Ms
jors, It was soon evident thal the
were excellent stiidents, \r\rr Uy
did they ask for leniency, Instead
they insisted wpon trving o ds
evervihing that the other sadents
did at the kevboard, By the end of
the year they could pick out 2 time
from a child’s book in perfect time
One of these men did s superior
paper in 8 methods course in the
following semester on the use of
music in therapy for the cerchrl
palsied child. The rewards of &

teacher are legion.

In training of clasroom
teachers we huve turned more and
more to the piano kevboard 2 3
basic tool in the musical equipsest
of these teachers. We hare to and
wanf to learn the fondamentals in
order to learn to play. The students’
pride in this achievement is evident,
Thrnuph the piano they can leam
new songs to teach their childres,
accompany the children’s singine
plaving and rhythmic activities, and
share with their students many of
the things they have learned hant
music. It is one of the guickest and
most pleasant means to an under
standing of musical notation. Several
cities are now offering free class
piano lessons as part of their In-
Service training programs.

Uhne cannol leave a discussion con-
cerning classroom teachers without
mention of a kev Bgure in the whale
situation—the Principal. The musx
program in any elementary schoal
will be as good as the Principal
helps to make it. “It is he who keeps
the consciousness of music valoes
alive in school thinking and living.
The principal’s concept determines
how the school uses the music &=
pect of school life.™® Classroom
teachers reflect the attitude of their
nd“lilli‘kl’r.tfﬂ'i_

One of the greatest human needs

ounr

*The Elementary School Principal asd
His Music Program,™ The Nasional Ele-
mentary School Principal, 30, No. & P
16, Feb. 1951

ETUDE—MAY 1955

s+ The classroom teacher
Pt the self-confidence she

ii:dm musie when she has

respert for what she can do
"m ¢n understanding of

:‘ she wants to do.
ere W would make a plea for ti_n_-
ks of experiences in musie in
i F"'"d of her student teaching.
rﬂ“"‘ only desirable but im-
., that the teacher be given
appertunity 1o practice in every
| :J-qadsht i.jupcrl:& o teach in
| e welicontained clagsroom. The
yacher needs not only to understand
e child bt to understand how he
pmnﬁi“l[h and how music af-
e bis persomality. She must pro-
| ke 2 tich and varied musical en-
ipmment which will foster his musi-
o gowth. Growth is orderly and
pd be carefully planned for by
it wacker. “The self-contained
| dsmom i= in an ideal position
uprwiide 3 rich environmental set-
mg for both ehild growth and
| wuher growth, Through a vital in-
e, elementary teachers will learn
i = elementary music materials
stk are mosically worthy and
shich they cam interpret with enthu-
saat gnd confidence. From a broad
erieare with available materials,
od tesourcefulness, sparked with
o individual’s creative imagina-
tiat, morrow’s teachers will bring
g music to vur boyvs and girls.™

Swblihed repert of the Comumittee
w Basie [or Ilm]rumtnn Teacher,
MNwic Edncators National Cenference,
(hiesgn, 1964, THE END

PRACTICE PAYS DIVIDENDS

(Cantinued from Page 24)

l'ii_N'uplin! the munsic for the sake
o 8 ¢ffect. In such a case that is
awlly what it becomes—a sound
efect, nothing more.

li the 1escher can stimulate his
sudet o perform the chore of care-
klly preparing every new piece in
wace, resulls are certain lo come
il the dndent has any talent at all.
n" fact that the student has formed
e kabit of writing on his music

instructions for fingering,
Pheasing, pedaling, registrational
Feperation and changing will be of
fubstant help in his work. Even-
tually he wi] perform the music the
UHTecl way, every time.

,mlh upon being told these
Wings sy, “Yes, of course™: but
ey do ot really grasp what is
MEst until they have worked it ot
* themselves, There is no way to
:;;k' tlear 1o @ student what all of

" means until he has done it and

: l"_""ﬁ'“'d from it. Then, “to his
iptise and delight,” as wise old
Uit in “Gradus ad Parnas
MR e will learn that his pre-
"?'“r} drudgery has not  heen

ol purpese, At this peint rich

| dividends i :
ad lmh::,e in store both for pupil

THE END
ETUDE-May 1033
i _—

DOES PRACTICE MAKE PERFECT?

if these hrst impressions are perfect
we shall have established a solid
foundation for our knowledge of the
piece and if, later on, through care-
lessness, some errors creep in they
will be easily corrected hecause they
will be superficial compared 1o the
vivid first impressions which were
perfect.

The importance of perfection in
our first repetitions of a new passage
can be shown approximately by
arithmetic, 1f it i= played the first
two times perfectly, then again twice
perfectly, the end of the fourth repe-
tition will find our habits twice as
stromg a= at the end of the second,
since we have played it twice as many
time<. After several davs’ practice,
however, when our total repetitions
of the passage may account 1o about
twenty-four, twe more repetitions
will mean an incressed strength of
habit of only onetwelfth—even ig.
noring the greater depth of the im-
pressions made after the first day’s
practice,

Aside from getting a perfect im-
pression the first time we read a
“whole.” it is important to realize
that if it does not become obwiously
easier in a reasonable number of
repetitions it shows we are not learn-
ing efficiently even though playing
perfectly, We are trying to learn too
much at once. Hence, none of it is
making a =afficiently deep impression
to last until repeated. Therefore,
each time it is played we have to be
just as careful as the first time. In
this case the group must be short-
ened.

What we call hard werk in prac-
ticing i= quite different from what
the average student thinks it is. He
will feel very virtuons ahout his work
if he spends an hour on =ome piece,

{Continued from Page 47)

beginning by playing it with a pum-
her of errors and working with a
great deal of nervous tension and
physical effort so that he ends by
playing it two or three times without
errors, completely tired out by his
efforts. Let us see, however, what he
has accomplished by this type of
work. He has probably played the
music fifteen or twenty times with
confused or wronged ideas before
ending up with two or three perfect
performances. His chances against
correct  performance the next day
are, therefore, twenty to three, be-
cause that is the proportion in which
bad and good habits have been
formed. The fact that the perfect per-
formances came at the end of his
practice perind  did not  indicate
progress in habit formation, 1 for
instance, & passage is played per-
fectly five times, then once in a con-
fused manper, there will be more
progress in habit formation shown
the next day than if it were played
five times with confusion then three
times perfectly, It is the proportion
of perfect to imperfect performances
which determines the amount of
progress in forming correct habits—
not the sequence of right and wrong.
Hard work in practicing does not
mean nervous tension and plysical
effort. Actually it means extreme
patience and concentration. It means
a willingness to do the same thing
over and over again from day to day
until it becomes automatic. [t means
that an hour of good practicing will
end with the student playing some-
thing which sounds the same as it
did at the beginning of the hour—
that is, played perfectly. He may not
feel that he has accomplizhed any-
where near as much as if he had
practiced in the wrong way described

above, but if he is aware of the in-
creasing ease with which he has
played during the hour he will rec-
ognize the true progress which lias
been made.

While we have, up to this point,
only considered the elements ol
notes, time and fingering in our goal
of perfection, it is also impertant
and possible to include a perfect
basic technic in our first readings.
We can play the correct notes with
definite finger action, wrist action or
arm motion according to the tech-
nical requirements of the passage we
select, Thesze basic elements are =o
different and so much a matter of
sensation that they van be done cor-
rectly while reading the music per-
fectly in its other aspecis.

When a student hears an artist
practicing e seldom hears any mis-
takes, but usually little realizes the
significance of that fact. He is am
to take it for granted that the artis
dives not make mistakes because he
is =0 talented and has had so much
experience, However, these are nol
the main reasons, The most impor-
tant reason is that the artist seleet=
something to work on which he will
do perfectly the first time, amd the
ohject of his practicing is 1o repeat
it until it is easy and natural for
him to do it that way.

The correct answer to the question
asked the student at the beginning
of this article, therefore, is that you
would Took for greater ease in play.
ing at the second lesson, At hoth les-
sons he should play letter-perfectly,
and progress would be from cantions
o easy—not from wrong to right.

It is study before practice which
makes perfect.

Practice makes casy,

THE END

QUESTIONS AND ANSWERS

AFTER FIFTEEN YEARS!

I am forty-one vears old and am
taking up the piano again n_frl‘r a
lapse of fifteen years. At that ime
| had an excellent technic, unr‘f _f..'l'-
though I have now been praciicing
every day for six weeks, '} ,‘m.l-f II{tr:l.t
I have regained very little flexibility,
especially in the thumbs; and on the
following day my hands are stiff :md
sare. | have been stdying exercises,
scales, arpeggios, octaves, Bach In-
pentions and other technical mater-
igl, but it seems to me that I am
worse now than | was several weeks

hall | do?
ago, What s Mes. F. H. H.

{Continued from Page 23)

My goess is that you are crowding
piano
playing too much alter such a long
period when you did not use your
fingers and hands in that way at all.
T suggest that von work first on some
pieces that have much cord work in
them and very Litle scale or arpeg-
gio, Why not spend about half an
hour each day just in sight-playing
hymn tunes? If you can play the
first one perfectly—or almost so0—
the first time, go to the next one,
if this iz harder or mnot so
familiar go through it two or three
times, then do another and another
—until vou have plaved through the
book. Some of the easier

the mechanical aspects  of

and

entire

Chopin and Schumann picces wonld
be good, too, and if you have never
studied harmony 1 advise you 1o buy
a copy of “Harmony for Ear, Eye,
and Keyboard™ (Heacox ), and work
through each lesson carefully. As
yvour hands becomeé more flexible
again, go back to the Bach Inven-
tions and other material that i= more
dificult techoicallv, but give vour-
self from six months to a vear to get
back to where you can do what von
were doing fifteen years ago. If you
allowed vour autemobile 1w stand in
the garage without being run for
fifteen vears, it probably wouldn't

go at all! K. G.
THE END
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INSPIRATION...

fuller understanding

=i,
== for your pupils

> WRITE FOR
YOUR FREE COPY

& Duwn through the ages, the plans has
imsplred  the grestest compescrs asd pers
bermers. N ¢an de the sams for joar
pipile.

Waod 4 Brooks, world“s lasgess manufac.
fatern &l Eeys and aciboss, are happy io
supply this Inlder 1o plans teschers as an
eflective  aid In explaining ke piano fe
puphls Fer that . all-fmporiant understanding
af tkeir fnstrumest. Its charts Im  Full
enlor show vividly how plans sctions wark,

s|mply send your name

and  mddress by eard

wf beiter, amd we will -
lurward your eapy € |
prompaly.

WoonD & BROOKS CO.

19 KEXMORE AVE, BUFFALD T, N. Y.

FREE! o Violinists—Cellists—Vialists
"12 SECRETS OF THE BOW™ '—ihs rals
of ks bow in ochisving o richer tens, ires
spdccats, Aewing stoccote. Brochure by worid-
famaui asthority poleh sul cemman fallacies
—arrecs aven odvamced playern moie, [evolu.
abie far wedents, Peocheri, concert arflsi

Wil Far fres copy faddy.
MOSA HAVIVI
151 W. 5Tk 5t Mew York 19, N. Y.

: ——
William KCLOLS and Son
W E. Adams St.—Chicago 3, I

VIOLIM SPECIALISTS

DI NEW OLD INSTRUMENT
CATALOG NOW AVAILABLE

Publishers of “VIOLINS B VIOLIMISTS"

Make Extra
Money!

YOU CAN MAKE EXTRA CASH
EASILY AND QUICKLY IN YOUR
SPARE TIME BY BECOMING A
SUBSCRIPTION AGENT FOR

ETUDE

For sach §4.00 subscription
you obtain, $1.00 (25%) is
vours. ETUDE will provide
you with subseription blanks,
receipts, record forms, and
several sample copies of the
magazine.

You will alse get some pro-
motional material to send to
prospective subseribers. And
speaking of prospective sub-
scribers, wyou'll find them
eéverywhere. Teachers and
students in loeal schools, pri-
vate teachers and their stu-
ifents, and anyone who iz in-
terested in fine music is o
potential subseriber to
ETUDE, the music magazine

Wiile for detafls o
AGENTS PLAN
ETUDE, the music magazine
Bryn Mawr, Pennsylvania

PROBLEMS OF
TOMNE PRODUCTION
( Continued from Page 25)

. . Whar should | do? I'd hate to
siop teaching her, for she is such a
rewarding student. Do help me if
vou can.”
Mrs., B. M. C., Hlinois
It i= a delicate problem that you
gare ap against, but 1 think that with
tact and diplomacy you can solve it
The problem is not a rare one: most
conscientions teachers have to face
it every vear or two. This is not the
lust time it will arise to plague you.
Many teen-agers today have o bet-

ter understanding of good music
than their parents have, and an in-
stinctively finer taste for it. Some

parent= resent this, not a= reflecting
on themselves, but because they fear
their children will suffer socially if
they persist in studyving “long-hair”
musie, They do not know that many
important doors, which would other-
wise remain closed, are open to the
young man of young woman who has
had good musical training. But there
are one of two moves you can make
that may well prove constructive.

The first thing I would suggest is
that vou give an informal musicale
alt which ."'|1't['||". |||_.u.'.- ”w -:lin- -.hn-
loves mos=t and plavs best, Probably
you could get & pianist or a singer
te share and give variety 1o the pro-
gram. Invite some musicallv-minded
people whose =tanding in the com-
munity commands respect, as well
as other friends of yours and Shir-
leyv's, Becanse she i3 talented and
been well prepared, zhe will
probably play very well indeed. and
the enthusiastic she re.
ceives will go a long wav towards
convinecing her parents that they
may well be proad of her.

T'Ii‘l'l.. a few I!iﬂ-‘- .lftr'r ||JI_' D
cale, it might be helpful to ask her
parents to have tea with vou. alse
inviting one or two of the musical

has

reception

people who were most appreciative
of her playing. In the course of the
could bring up
the question of “long-hair” versus
“tuney” music, and Shirley’s evident
bent for the former. Whatever vou
said certainly  have the
support of vour musical friends
With regard 1o the mother's in.
terruptions at lessons, you must it
vour fool gently  bur firmly
Let it be evident that vou are the
authority, the expert. on

|'"rl'|F.'r'-'I.I[ZiIII1. Yl

viorr  wou ld

down

the -I:Ilni-w'!

as a doctor is in his field. Tell the
mother than you find Shirley can.
not concentrate properly while she
is in the room, and that it would be

much better if you and the girl were

alone together for the lesson, Yl
make it clear that you know mu I
better than the mother does  how
long Shirley should work on 1 sty

or a solo, Exert your authoerity and
make it stick. Dnee you have done
that most of vour troubles will end

..

"\@iolin uestions

By HAROLD BERKLEY

Violins by Wilhelm Duerer

N. €. H.  Utah. There seems to be

no information available in New
York regarding Wilhelm Duerer, al-
though violins bearing this label
are not infrequently seen here, They
are well-made instuments of the
Markneukirchen { Eisleben is
near Markneukirchen) . and the price
vou paid is about right,

Ly e

Doubtful Authenticity

Wrs. A. L. Manitoba,
Your violin has a correctlv-worded
J;]:'ulu_l-. :';Iuj;u.l*r ].lhr|. That is 1tI"
only informaton | can give you about
it. enuine Slainers are very rare
these davs, but there are scores of
thousands of imitations to be seen,
nearly all of them bearing labels
with the proper wording. Most o
these imitations are worth very little,
though some were made by compe-
tent workmen and have some valu
What vour violin may be worth, no

Canada,

one could possibly say without ex.
amining it personally.

Mot a Genunine Guarnerias
Mrs. J. 5. New Jersey. Your
friend’s wviolin, being dated 1784,
capnot possibly be genuine, because
the two known makers named Joseph
Cuarnerius died in 1738 and 1744
However, the instrument might be
a good copy;: so [ would advise vour
friend to have it

appraised by a
reputable dealer,

Careful Examination Necessary

Mrs. A. D. F., New Hampshire. 1
hardly think that a violin made by
the gentleman you name would
bring the amount stated, There is no
set valuation for instruments in this
category—each has to be rated

! o
its individual

; merits of workman-
hip and tone -.[l].l[l.l'l Should these
be exceptional, the violin might be
worth upwards of 8500, but this
very doubtfnl. Yoo should take
send the instrument 10 o

is
L]
j reputable
repairman in Il'u'--:--r: or New \llil\
and pay him the small fee

asked for a st lly

careful appraizal. No
one could possihly put
vielin, or determine
ot ull‘tlu it

8 value on a
s origin, with-

a careful and thorough
per=onal examination

A Poor Imitation
F. K. Ohio
kitl‘lil: 'I-HIIJ]II

sE L a ] ee

H. ]-r_.“.j ”-,,_i_.h.
g serm

Lo I:I-||| ale

th
at has tried 10 make

= i [ wi .
tradivarius out of what is probably
¥ 3 r i i 1 h

t very ordinary violin. The point

being that Stradivar never by

i A nid e
hi= Insiruments. I I

Irn--r-- is in Cleve.

land—or was up to a vear o by
ago—a frm of repairers e
Schmidt who could give you

» *

reliable appraisal of your gy

Thers mav be a goodd and exper
enced man in Cincinnati, but [ by
never heard of him ]"--r|,_~,r..“._ i

our readers can send in o name

An Expert Repairman
Recommended

Sisfer .”., Missouri, | canns o
i IH.H.| Hi' "'J‘”"i
revarnish

Vol o

violins and

could easily ruin them, [ »
vise yvou, rather. to raise the mops
saormnehow
violins 1o an experienced repa
and let him do what is,
highly skilled job.

Concerning a Testore Violin
{. €., Maine
experienced expert can

opinion regarding the origin

value of a violin without seeing the

instruement and examining it car

fullv. In some cases it is easy b

sav what a '|||||||1 i maf, |:|I HE
what &

almiost
violin s,

impossible 10 say
Therefore, | cannot i
vou much about veur violin Tt m
be a genuine Carle Guiseppe Tesor
or oM mav nol ] h.nv né Wiy o
knoewing. in spite of your excells

description of it

C. G, Testore is nsually worth somt
where between $1000 and $2500, bu
higher sums have been paid for ouf
standing specimens.

Varnish Formula Top Serrel
E. C. 5., Texas. | have never me

or heard of or read about any vios

maker who published the formala o

the varnish he used. Every mals

thinks his varmish is the best s

Stradivari, and he guards the far

mula jealously. | imagine
makers just as careful. Ar
sorry | cannol be more helplul

WeETT

A Practical Suggestion

R. L. Wisconsin. 1 would g
gest thal vou take or sead your
violin to Wm. Lewis & Som,

Eazt Adams St ( hicago 3, Ml

for appraisal and advice an how U
IJI-|- s¢ of it. If it has any re
quality, they might be intenesi

in taking it 1o sell for vou
a factory prodoct -and some
them are really old—they probabl

would not handle it. Buot a Jeas

you would fnd out what the i
sirument s worth
ETUDE—MAY 1955

down veu

apd to take or send fe

after ol s

Not even the mes
form

According to oor
of New York's lrading dealers, 1

the pld

rgan and Llffhoir

szestz'om

Answered by FREDERICK PHILLIPS

Fi ere considering enlarging our
spegent 100 manaal pipe organ, hav-
L e fodfon rll'-'; stops.
CREAT—0pen Diapason i, e
wiig &, Dulciane &', Octave .
W &
.I.!il Eil—~Vial Dapasen 8°, Vo
tdeste ¥, Salicional &, Gedecke &,
jor. Flute 8°
PEDAL~=Baurdan 14,
(adecht |6, Bass Flute 8

Os¢ Swell by, wsual couplers, and

Lielilich

Tie additions we are considering
wr: SWELL Pircolo 2.
(hrion &, Gemshorn &, CHOIR
I, grimet ,'i‘, Fiol de Gambs 8. Er-
dler B, Erzhaler 47, Spitzflute &,

Heemonic

fR0=Vox Humann Stepped
Fur & or r, Vax Celest H ol
Lamrs, H-I:‘;. PEDAL—INapason
¥ Camba & (choirl. We should

i yeur .--lw'rlr'.n_l: on these

e, or changes you may suggest.
o en estimate of the probable
il F. L. F—Pe.

Fir of all, we rather doubt the
wisdm of making a four manual in-
dnment: we feel the addition of
the Choir mamual, without the Echo
"\'Ii| '|'|Illh.‘i||i'|. I.:i'l.-' -uﬁiri--nr T
alls without the gdded expense ol
I fourth manual. In your present
#tup the Great i= entirely 87, which
“ild call for one or two 4° stops
I proper brillianey. You list the
Uetave a8 8", bur this is generally
14 dop, and we would therefor
ageed the addition of a 4 Ovtave
Great and possibly a 4 Flute.

Ciimes, which vou suggest for

. Echo organ. is usually plaved
i the Grear, and we would =og-
#4 adding the Chimes, therefore,
o the Creat, As vou already have a
:'"' Celeste on the Swell, it would
UF WEDECessary Lo repeat this on the
Fcho, and since the Vox Humana is
q'lll_""l:i! similur in eMect this, (oo,
okl be eliminated. The Harp (if
_'I'I really feel vou need i) could
“ placed jn the Choir. This takes
cate of everything vou had listed for
the Echo, We think the suggested
ddithns 1o the Swell are quite sat-
Y. and LRIt g |i||g-l;'|t f:lr I!I':'
and the
suggested for  the
ure perfectly in order. By
Bl couplers™ we presume  vou
“!th':" both the 8 and the 4° and
1§ couplers on all manvale, except

E'--."ulilh the Great. To gt hest re
ks

Mir s alsn quite Flh-'li.

b additions

Peda)

the
IE= origye |‘r.|:|:ir1'- -J.lHIlH

| 1 2 i
L |n-_'-1,|1.d_ “r I"'IIJ1|! hﬂ.li”"}l' give
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y

any estimate of the cost, hut any of
the many reliahle organ manufac-
turers (we are sending you a list)
will be glad to go into this matter
thoroughly with you.

I play an electronic organ at our
-."r.'.rnhl urr.rf nq'f'.-.lr Jrr.rlfl'-' s o .!.'J-'
stops to wse for hymn playing, Some-
times the congregation seems Lo fate
tronble reaching the higher notes,
W hat can I do abouat this? The stops
on the orgoan are as follows:

PEDAL—Open Diapason 16", Dul-
ciang  16°, Rourbeon 1%, Cello &,
Flute 8

SWELIL—Violin Diapason &, Sal-
ivional &, Stopped Flute 8, Trom.
pette 8°, Clarinet &, French Horn &,
Obor 8, Vox Humana 8, Flure &,
salicer 4", Dolee Cornet,

GREAT—Rourdon 10", Open K-
 [uI50n 8. Melodia 5. Dulciana &,
Trumpet &, Octave ¥, Violina £,
Clarton 4°. R. P—Ky.

There are four general considera-
tioms to Keep in mind in hymn play-

ing. First, =oft or devotional tvpe of
hvinn, Second, praise or festive
livmns. Third, “giving out” the hymn
{before  the sings ).
Fourth, plaving with the congre
singing. In the devotivnal
ivpe the “giving out”™ should be
plaved with soft stops. but st Lo
saft to he hLeard distinetly by the
congregation. For this we suggest:
Swell—Stopped Flute, French Hurn,
Salicet. Dolee Cornet, with Bourdon
on Pedal. For playing with the con-
gregation on this type of hymn use:
Swell—Stopped Flute, French Horn,
Flute 4". Great—Melodia and Oe-
tave 4. with Swell to Great eoupler,
Pedal—Bourdon 16", Flute #. Play
bath hands on Greal. For the Jouder
or festive hymns in “giving out” use
Swell—Violin  Diapason, Salicional.
Trompette, Flute 4, !'L'tl_'tr'l'l amid
Dolee Cornet, together with Bour-
don and Cello in Pedals: play both
Swell. For these hymns

congregalion

gation

!|;|.'1|I.‘ L]

with the congregation, use same
sops on  Swell; Open Diapason,
Trumpet, Octave on Great, with

"'l”'“ Lo I--I"th [!Il.ll'l"'"- J.Iillll a:H nl-

¥,
apason 16" to Pedals. Play  both

hands on Great.
Ta aid the congregation to reach

the higher notes, add any stops not |

already mentioned {except Vox Hu-
mana. '.\.flir']t i= only for siofl effect=),
In other words, use full organ, with

lath :
playing on the Great).

manual and pedal couplers

Homs Modsl, abewe, [n 'Wolrut finlsh, Spinet Mede

e

| mew in Blord and Ebony

I aa Welnut,

: |
C1 v

Now music has a magic
it never had before

Few things in life are as rewarding
as the ability to play beautiful
music. And on the Hammond Or-
gan, you can do so many exciting
things with the simplest pieces.

At vour touch are thousands of
rich tones, Vastly more tonal shad-
ings than any other organ can give,
And now, without changing tradi-
tional Iu-rfu[|||-.|nt.'|'. Hammond
adds a new wonder . . . “Touch-
Response” percussion.

Now you command i whole range
of new effects like harp, chimes,
bells, marimba and other percus-
sion instruments. You can use these
glorious tones to underscore any
notes or chords . . . bring out fresh
shades of :1;:*;1r1i11]:[ HEVET ptmii.riu
before on any imstrument |

Eifecty like horp, chimss, mormba onc
npw yowh with aew " Toech-Reipenm ' pe

You don't play now? No matter.
In 30 duys }-uu'll be playing simple
tunes with grace and feeling on the
|i;;m||m|u|hrg.'m. Anda space four
feet square is all you need. Why
not try it soon at your dealer’s? No
nhiig;}.ﬁun, And mail coupon for
further inlormation,

You get all this enly in a Hammond

“Touch-Response’” Percussion—
Brings you a whole new world of fas-
cinating percussion elfects no other
organ at any price can produce,

Harmenic Drawbars — Lot you blend
tone colors, the way an artist blends
paint colors, to get just the shade of
expression you want.

Selective Vibrato— On cither manual
or both, in three degrees of vibrato and
vibwrato chorus.

Reverberation Control—Adapls ca-
thedral tones to ypur lving room.

Mo Tuning Expense — | lammond is the
only organ that never gets out of tune,

Harirviovn ORGAN

MUSIC'S MOST GLORIOUS VOICE

R Ay e s 2 e b |

1 Hammond Orgen Company i

LOWASSIISDOWN far | 010 W, Diversey Avenue, Chicago 9, linois i
the Spinet at most deal- : Without obliggation, send details about the Hammond JI
ers. Often 3 yeors to poy. 1 Urgan models checked. 1
| O Spinet [ Home O Church O Concert

L i

For that special e — 1
occaslon, give the : Adldrens DL T :
gift of a richer life... 1| oy, Tone §tate I
& Hammand Organ : Eivnn, mammaRp Sagay CLNPANT B :
e e e it e e '




THREE WAYS to LEARN
by Leanora Sill Ashton

ERT. Helen and Ned were
talking about the address they
had just heard, given by a famous
educator in the world of music;
and especially about the announce-
ment he had made, that there were
two major assets for learning to
play music,

“Each of you has one of these
assets,” he told his audience of
music students. “You are either
earaninded or eye-minded. By that
I mean that some of you will learn
to play easily and quickly by read-
ing the notation on the printed
others  will learn more
through their ear by hearing
music,”

“I never thought about that
before,” said Ned. “Bert. vou play
by ear, more or less, so | suppose
vou are ear-minded. How do you
go about doing it?”

“I don't really go about it. as you
call it, Tt just happens that when 1
have once heard music it's easy for
me to play it—at least the melody.”

“But vou play chords and ac-
companiments. too,” said Helen.
“I've heard vou."

“Well, 1 just seem to feel which
chords sound well with the mel-
ody.” Helen =aid she could not
understand that!

“It's just the opposite for me."”
she continued, “T begin at the very
beginning of a new piece by no-
ticing the kev and the time signa.
ture, then 1 play the scale of that
key in the meter of the piece and
that gives me the rhythm and helps
me to remember what black keys
to look for and then T go ahead and
practice the piece,”

“T guess you and T are good
examples of ear-mindedness and
eve-mindedness,” said Bert. *Now,
what about you, Ned 2™

“I helieve | have a little of
hoth,” he answered. “When I begin

page;

o

to study a new picee for the piano
or for my violin 1 read it more or
less as Helen does only 1 take it
away from the piano and read it
as you would a book, and while 1
am doing that | am thinking how
it will sound when [ play it.”

“But where does the ear come in
when you have nothing to hear?
It seems to me you are eye
minded.”

“Oh, 1 hear it distinctty inside
of me.”

“How many times do you read
a piece of music belore you hear it
with that inner ear of yours?"

“Sometimes when the picce is
simple 1 hear it very clearly the
first time, but if it is complicated |
may read it several times. It helps
a lot when you begin to practice it,
too.”

“Do you know the conclusion 1
have come to?"” asked Helen. “|
think each of us has a major asset,
even though we did not know

THL TRIANGLE

Ear-plus-Eye- Minded

about it until we heard the lecture.
Now, 1 think we should go to work
and develop the faculties we do not
have. I'll try to develop some ear-
mind and Bert can develop some
eye-mind, while Ned can go ahead
and develop both at once.”

“Good idea,” said Ned. “And
who is going to give our teacher
the biggest surprise?”

DO YOU DROP THINGS?
by Elsa Land

But vesterday, what do vou thing?
I dropped a beat! 1 know!
I can not find it anvwhere!
I've hunted "fl;:h and low!

I play piano every day

And do my very best:

I try to have good rhythm. too.
And count each note and rest.

WHO KNOWS THE ANSWERS?

{ Keep score, Ohne hundred is perfect)
(15 points)

6. Of what metal is a triange
made? (15 points)

1. Which of the wood-wind instru-
menls in & symphony orchestra
have double reeds? { 10 poinis |

2. In six-eight meter, how many
sixteenth notes would be re-
quired to fll a measure con-
Ilim'ng e r|u.|'|r1'|'r-T||}Ir' and
two eighth-notes? (5 points)

7. In what form is a piane e
certo written? (10 points)
B.1s the orchestra conduco,

Eugene Ormandy of Russin,
Belgian, Austrian or Hungaria
birth? (10 points)
9. Which of the following o
torios was composed by Men
delssohn: “Messiah,” “Elijab"
“Creation,” *Christmas Ors-
toria™? (10 points |
From what is the theme given
with this quiz takea? (10
panits= )

3.1z the
London a bass,
tenor? (10 points)

4. What is another name for a
harmonica? (5 points)

singer George
baritone

opEeTra
or

10.

2. Which composer was  horn

first, Chopin or Schumann? Answers an next page

Hobbies for Musie Students

by Elizabeth Searle Lamb

Many music students have a
hobby which is connected with
their music, and these range all
the way from serapbooks to minia-
ture instruments, from record col-
lections to autographed programs,

I you play an instrument some-
one may give you a tiny copy of
the instrument for a gift, and there
you are—started on a collection
hobby. You may branch out and
collect tiny instruments of all 1y pes
until you have a complete tiny or-
chestra or band. Are vou some-
thing of a bookworm as well as o
musician? Then yvou will collect
books about music and musicians,
Keep them together on a shelf and
display them proudly. You ecould
dmw your own ||1I:r1|r|uh‘. u-ti_ng
some musical symbols or a sketch
of an instrument. If vou are skill-
ful and have enough time yvou
could cut it out on g linoleum
block and print your own dupli-
cates. This is a good wav 1o keep
your name in your books if vou
lend them to your friends. Some
people collect small busts of com.
posers,

There are many
musical designs an

lection, framed, makes an interes:
i!iF decoration. The United Stats
has pictures of Francis Scott Ker,
{who gave us our own nationl
anthem| and Sousa. German
stamps have honored many famous
composers; Bolivia and Domini
can Republic use phrases of their
national hymns on their stamps:
one from the HfIF'Ih“'l [-.::11gn Pir
tures two natives with their ins=tr-
menis,

try to cover evervthing, Specializ!
Use articles about your favorik
instruments, or musicians, or some
particular type of music—open.
folksong, string quartette; or v
pictures or poetry. If you live 2
city having many concerts yoo
might collect autographed pro

pencil {and don't forget the “thank
yvou "

SOINE [Iﬁrplr enjoy collecting
records of certain types and p(ri-
ods: some collect miniature scores:
some make a hobby of plaving
duets. If you have not started 3
hobby, let your imagination loss
and think of one you would enjor

stamps  with
and a simple col.
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grams. Most artists are willing to
sign, if you offer them a pen o |

If vou make y-m!ﬁumb do I

NO CONTEST THIS MONTH

jssue you will read about the many interesting things

[a anather
pentinned

in the Questionnaire,

Letter Box

to letters in care of

o "ﬁ:'h Bryn Mawr, Pa,
m" will be Torwarded to the
i Do not ask for addresses.

jor Frude:
F:j:;m:d.inn the Junior Etude
ery much. 1 bave studied piano for
v vears and am in the fourth form
woilkege, | am interested in stamps,
inwisg and travel and would like

i hear from music lovers.

Felicity Bowe (Age 15),
New Zealand

.

[iear Jusior Etude:
| um majoring in piano and hope to
be » piano authority, My greatest
fheill i performance was when I
jlised before 2000 people. 1 also
gl clarinet and bassoon and have
plived in our High School Band, and
(rhestra, also in our State Youth
Smphoay Orchestra, and our All
e Orchestra  and  Woodwind
(intet. Last summer [ studied or-
g, and with a friend, Margaret
Lassta, started a Summer Symphony

Dirrkeestra,

Melvin J. Malanson { Age 18),
Michigan

L ]

Bear Junior Frude:
Iy piano and did play trumpet in
High School band. 1 love classical
mic and 1 am interested in fur-
thering my musicel education at eol-
lege. | plan some day to teach music,
I vagld like 1o hear from lots of
ollier readers who are music lovers,
Naney Surber (16), Wisconsin

L

Dear Junior Enuce:
l_ul snding you a picture of our
mso group and we hope vou will
put it in Junior Etude some time.
We have lots of fun and ENjoV music,
Carel Elliott { Age 10), Georgia

Foreign muail is 8 cents; some for-
eign airmail is 15 cents and some is
25 cents, Consult your Post Office
before stamping foreign air mail

Dear Junior Etude:
I play the piano and organ and am
organist at my church, 1 am also
learning to play violin, 1 love to
listen to music and my faverite com-
posers are Bach, Brahms and Cho-
pin. Last summer | gave lessons 1o
some beginning students and T feel
this is a valuable experience. [ would
like to hear from other readers, espe-
cially those in foreign lands,
Barbara Padgeit {16), Colorado

The following would also like to re-
ceive letters, Space does not permit
printing their letters in full.

Donald Black (Age 14). Michigan,
is interested in harpsichords and
forerunners of piano; Doris Pen-
berthy (Age 11}, Washington, plays
piano and viola; all the members of
her family play some instrument;
Doris Messer (Age 16), Oregon,
plays piano and sings in school Glee
Club and is Church pianist.

PROJECT for MAY
Concentrate on improving all your
exercises and studies. This will
improve your playing. too!

Answers to Who Knows

1. Bassoon, oboe, English Horn; 2. |

four: 3. baritone; 4 mouth organ;
5. Chopin. February, 1810 { Schu-
mann. June, 1810); 6. steel; T.
Sopata form: B. Hungurinn:l 9,
Elijah; 10, Brahms. Second Sym-
phony (opening theme).

JUNIOR PIANISTS' GROUP Columbus, Georgia

Tomblin, 3
: arilbym  Cross,
Blai, Peggy  Ferguson,

i ETUDE May joss

Patsy Elliotr, Neal
Jackic

SYRACUSE UNIVERSITY
SCHOOL OF MUSIC
Alexander Capurse, Director

SUMMER SESSION—July 5-August 13
(Regular academic year—September 19-June 4)
Programs leading to: B.Mus., A.B., M.Mus., Ed.D., Ph.D.
and Certificate of Advanced Studies in Music Education

SUMMER WORKSHOPS in: Music Education, Opera, Choral Techniques
Band Arranging, Teaching of Strings, Music Therapy

Address: SCHOOL OF MUSIC, Syracuse University, Syracuse 10, N.Y.

ROCKY RIDGE MUSIC CENTER
Estes Park, Colorado
Beth Miller Horrod, Director

Thirteenth Season: June 14 to July 30, 1955
Intensive musical pursit in an ideal vocation seting

Instruction in all departments under arfist teachers
Scholarthips aveilable through auditions

B i '
Speciel 5-day workshop for PIANO TEACHERS begins lune 20

to ba conducted by
POLLY GIBBS, nationclly known in the field of piano teaching

Bt
For detailed information wrile:

Secretary, Rocky Ridge Music Cenfer
143 Morth 13th Street, Linceln, Mebraska

Tharli Cressman, Carol
%}tﬂhﬁ, T‘rm; * Cressman, !'l-.:’ir
Bozard, Linda Blair. (Age 8 1o 14)

Aaron Copland, Assistant Directar
A wmmer school of music offered
in connection with the Berkshire Festival concerts.
July 4 to August 14
at Massachusetis

ORCHESTRA CHORUS

| TANGLEWOOD 1955 |

CHARLES MUNCH, Directer El

b
bl the Boston Sympheny Orchestra E
p
p
.

Hugh Ross -.i
& CONDUCTING Leonard Bernstein 0\ pnsiTiON Reger Sessions E‘

Boris Blacker 1}
CHAMBER MUSIC Richard Burgin iy

William Kroll OPERA Boris Goldovsky |
Faculty includes Prineipats and sther members of ihe Bastnn Symphiny Orebeaira L
-

TANGLEWOOD STUDY GROUP—INGOLF DAHL [

A apecinl course Ter musie enthusiante, teachers and smaivurs. 4
Enrsilmanty far twe, lowr or sin weaki. .

Feor catalogue pleass address Min E. Bowler IE
Berkshire Music Center *t:

Symphony Hall, Bosten 15, Massachuseths )

= TEESLLLSLLIEE PERLILL = e by

Robert Whitford

1955 PIANO TEACHER CONVENTIONS

Presenting Amenica'’s_outstanding Teacher Training Course, given
persopally by Robert Whitford.

Hotel Sherman, Chicage, Il July 15, 16
Hotel Statier, New York City, July 29, 30
Conventlions ors wpomored by the Certified Robert Whitlord Plaso
Teochars of America, but open fo all piaso tecchers and infer-

ested perien.
These are HO CHARGE Cosventions
Mo Regitration Fee
Ha Teacker Training Courte Fee—MNo Concart Fas

Robert Whitford
Founder- Prasdant
Inteenational Pona

1 Tou wnd your plaps eecher Priends sre Inviied 18 be the gueals of Ilabsi
Teacheri Adiec:ation

and Terothea Whitfen], America’'s best Enown mosles] host and bastens

Write flor convertion oo which Hils the many interesting sebjech to ba covered

in the Teacher Training
Robert Whitford Music Education Bureaw
204 M.E. 315t 5., Miami 37, Florida
for free of FIANO TEACHING TODAY oad Mr. Whitlord's
MUSIC'S ST UNUSUAL CHORD. State H teccher.

Py,
FE TN

FREE: Write mow
master lesson on

L5

b



EASTMAN SCHOOL OF MUSIC
of

The University of Rochester
HOWARD HANSON, Director

ALLEN 1. McHOSE, Director, Summer Session
Undergraduate and Graduate Departments

SUMMER SESSION
June 27—August 5, 1955

FALL SESSION
September 19, 1955—June |, 1956

For further information address
ARTHUR H. LARSON, Secretary-Registrar
EASTMAN SCHOOL OF MUSIC
Rochester, New York

PEABODY CONSERVATORY

COLLEGE OF MUSIC
Reginald Stewart, Director

SUMMER SESSION
June 27 to August 6, 1955

FALL TERM BEGINS
September 29, 1955

Instruction offered in all branches of music

For cotologs end information, oddres:
The Registrar, ¥ E. Mt. Yernon Place
Baltimere 1, Marylond

MARGARET DEE
1955 PIANO TEACHERS REFRESHER

including [ollowing new subjects:
“TIMELY TEACHING TOPICS™
L[] “BUILDING A BACKGROUND"
“PUNGENT PRACTICE POINTERS"

MARVIN KAHN-—Tops in Pops, guest teacher

June 27-July 1, 1935 781 N. Marshall Street
Write for information Milwaukee 2, Wisconsin

| very life. and only through

rhythm would be duple. vet the fun-
damental metrie  structure  would
remain triple. Syncopation, or any
use of thythmic pulsations which do
not eorrespond to the metrical divi-
sion of strong and weak beats, lies
in the =phere of rhythm.

The other term closely allied with
thythm and metre, but possessing o
different meaning is that of time or
tempo. Whereas metre represents the
division of strong and weak beats
| and rhvthm the distribution of the
notes comprising these beats, time
represents  the element in mnsic
which is founded on the durarion,
rather than distribution or division
of thosze heats.

Time. more elearly indicated, may
be said to represent the length of
duration of the tone and i= the dv-
namic backzround on which melody.
harmony and rhythm move, Time is
an abstract quality without Begin-
ning and without End, and iz u=ed
as a svetem of measurement to de-
termine the wvarious lengths  and
speeds of tone movement. No doubi
the universal confusion that exist= in
terms dealing with the temporal ele
| ment, i= due to the fact that the

word “time™ is translated into vari.
| (Y Iﬂﬂﬂlmﬁl‘ﬂ as l'ﬂrrpn. Mmeasire,
| and beat. Yet in English we make
a distinction between the general
terms of tempo, time, measure, beat
and metre, all of which are ineluded
in “time,"

Tempo, properly applied. should
refer to the degree or rate of motion
with which music is mentally regis-

| " " N
| tered as it passes in time and EpaCe

for example, lento, large, andante,
allegra, presto, ete. Usually we have
associated these terms with varions
degrees of speed, but they also refer
to style of movement, Literally trans
lated from Italian, fargo means
“broad or roomy,” adagio, “casilv.”
andante, “going.” allegro, “joviully =
The heat is defined as a method of
counting the accent and non-accent.
Beat alto measures time within the
metre. To be even more explicit, we
may conceive that metre is the same
to the rhythm of music a= it i= in
poetry, measuring by beats and bars
instead of syllables and feetr.

Of all elements which contribute
to the successful musical perform.
ance, few are as vital and important
as rhythm. While tone, intonation
and technical facility are indispen-
sable to the effective rendition of a
musical composition, rhyvthm i« it=
_ its proper
presentation can the composilion
rnadr*. to achieve jis trye mus=ical
meaning. Yet. in spite of jts para-
mount importance, rhythm §s the
mast deficient element in the per-
formances of our school hands, and

e

frl{hm does this phase of our teach.
Ing program receive proper emphasis
of attention,

When we wilness

sthe unity, pre-

WHAT ABOUT RHYTHM?

(Continued from Page 19)

cision and clarity of the natjsns
foremost bands and orchestras we
immediately are aware of the rhyth
mical perfection of their perinrm.
ances, A close and detailed study of
these organizations reveals thet s
precision and unity are the resuly of
perfect  co-ordination, control g
timing on the part of every individ
ual member of the ensemble, Furhe
ohservation will emphasize the fae
that in such organizations, thythe
is & mos=t important and respects|
element and receives grave attestion
from every member and their resper.
tive conductors, [f we will Coamnpare
the performances of these noted e
sembles with those of lesser abilite
it becomes quite olwvious that the
primary reason for their ensembe
differences is that of rhythm.

In the case of ll'u- :up-llmhr Hlirss
i i.]ﬂ_ l!'ll' t'|r1'||r11r- of r||1.|h.:|:||_ !I'mil-l
and aceents are not 8 matter of ap
proximation, but rather one of per.
fection., Here the distribution of the
notes and the aceursey with which
they are placed within the “mess
ured-beat™ is not an indeterminate
or guessing matter: instead. grest
and sttention” are devoled s
careful timing and co-ordination in
that the ensemble
achieves perfection in precision and
unitv, On the other hand., if we will
study the F“':{rum,mrr- of Jess -
ture and capahle groups, we will find
the =ame passages performed in an
agitated  and  hectically  distorted

Care

manner.

Jaques-Dalcroze was the first 10
recognize and develop the basie prin
ciple of rhythmic training in his
work. His teachings caused many
instructors to turn from a mathe
matical basis of rhvthmic experience
to one built upon bedily motien.
Through the contribution of Daleraze
theory, we find today thousands of
students training their muscles and
bodies 1o ri--p-umi H[\Tlrﬂ[lriil"l‘ ln
varying rhythmic patterns,

Unfortunately, many students be-
gin the study of instrumental masic
before they have developed these
natural capacities for rhythmic re
sponse, and hence have considerable
dificulty with feeling rhythm or
counting time. When students have
sufficient rhythmic experience to
understand and feel the rhyvthmic
patterns, then the study of instro-
mental music mav be introduced, bt
it is hardly advisable to do so before
such rhythmiec training has been ex:
perienced.

I“I'_L'!I'bm in  musie I_F|||I|1‘-. of
course, to phrasing as well as to the
beat. It is also highly important the
student realize that evenness and ar-
curacy of rhythm are dependent
upon the proper division and dis
tribution of the notes within the
rhythmic pattern, and he must reed
these patierns as well as feel them

There is considerable difference in
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SHENANDOAH
RVATORY of MUSIC

I ”Ifﬂﬂm. Faliey

hike & Piase

& Orgas

& Wesduinds

& Vales, Sirings

@ PFubliz Bohasl Mgz

@ B.Mn. in Choreh

Wl

s BMm & B.Mes
Ed. Dagrem

L]

L]

L]

L]

wite Tray E. Brady, Pres.
m‘ Callege. Doyton, ¥Ya.

o —
—Twentirth Season

FOSTER MUSIC CAMP
Richmand.

Kentucky
JAND & ORCHESTRA

§ weels, June 12 to July 16
$90.00—ALL lll_l.;!!
[™ H_“hil fchool ﬂlldllﬂh.
James E. Von Pewrsem, Dir.

Department af Music

m Gealeabumg, Hllinsls
E Mamber M, A, 5. M.
MG Thomas 'W. Willioms

Trtdkoy el wpem represd CRdis A

BALOWIN-WALLACE

(ONSERVATORY OF MUSIC
BERIA, OHID (rsberb of Clevaland)

ABlate] wiih a Brat claes Libers) Aris
(aage. Pear ol Bes pear oomrees Jeading
W dagrest. Taemity of Artiol Tearbwrs, Bemd
e miglegee & (afermailsn s

EECIL W, MUNK,. Diregter, Bersn. Ohis

| being able merely 1o feel thythm and
| being eapable of reading music.
| The student who cannot sing, or play
| upon  his  instrument, the zimple
| rhythmic patterns, will discover that
| with each new =olo or selection he
| has to learn rhythmic patterns all
over again, and his playing i= more
or less a rote or imitation process,
It is our responsibility and duty 1o
gee 1o it that his musical education

includes a thorough background and
training in bodily and physical re-
sponse to all rhythmie patterns, plus
the ability to read accurately these
same musical patterns. When these
ohjectives have heen accomplished,
our student will he able to perform
proficiently and independently and
be well on his way toward the mas-

tery of “playing in rhythm.”
THE END

official statement, the three most im-
portant criteria have always been
the public welfare, value of service
and coste, with the hrst two being
the basic primary standards.
Pulllic welfare is certainly
volved in establishing rates for sheet
musie. It is an essential factor in our
national culture and education. All
other materials  involved in those
| areas not only enjoy special prefer-
ential rates, but all people in all
parts of the country enjoy equal
aecess 1o those materiale, People in
California pay the same postage for
| educational. coltural or information-
al materials as those in Maine or

in-

TINVERSE COLLERE =22

s Gersmlelibl, Dean, Bpgrissburg, B C

\:rw ‘I.sr'rL nr Flnrhht, Frl'r th: pih-l.
office realized long ago that the
| people in all paris of our country
| should enjoy the use of the same

MILLIKIN UMIVERSITY
SCHOOL OF MUSIC
DECATUR, ILLINOIS
Hn imevagh thlaing in musle, Courses Tesd -
ip e ygteve of | Haoneior of Musie. Machabor of
ey Blwailon. Muster of Musle, and Muster
¥ Wl Eduearlen
Boribae of g W gl iamy | & o oo | wLiom Beduva s of sl
Nulletia pesi e Tequsst
WET, CLARE MINTURN, Diresisr

materials at the =ame cost. They

MUSIC AND THE MAILS

(Continued from Page 14)

must not be penalized to a greater or
leseer degree by acecident of geo-
graphical location. And yet, in music
such a penalty exists.

Musicians throughout the country
are conctantly aware that their spe-
cial field is increasing in importance
from day to day. Because of its great
significance this increasing impor-
tance iz being recognized by those
putside the field, Let us hope that the
Post Office, among others, becomes .
aware of the relative injustice being |
done to music and its users. Perhaps |
in the next issue of the Postal Man-
ual there will be a new subject—
“Sheet Musie—Special Rates” with
details of equal postage for all parts
of the country at rates in keeping
with those paid on books, magazines

anid newspapers.

THE END

2 NORTH PARK QTGI8
\ COLLEGE OF MUSIC HIS kind. m..th..:l_v-Ilnukir;z “.1“.
A muslc school . o talk about her wo
HOHALD an came Lo
S — rarin geician daughters, Cora and Madge, E.;.:.I.‘d
. g twelve. She

—

Fuler ot Module, Chlcoge 25 Mamber NASM |

respectively, len and

| study jus

of Music

Wikl Eomeslan Dmane, Directer
Mano, Orchastra, Opara, Chor,
Wring, Componition, Voice, Winds,
Cogrow Covrem
T 5. 200 0,

e

Piiladelphia Conservatory

Tath Tear

LOcust T-1877

my #a
.L'JI*F Hi-Tur} 5
Mrs. J.—"Yes,

one vear, and t

| moved to another town.

their teacher

But. she said.

CHICAGO MUSICAL

COLLEGE

A Division of Roosevelt University

*":h"l il Theorsticnl Musie, Composition,
Wovicalogy, and Musie Edueation. Bachelor

o Ml and Master of Munie degrees.
Bullefin on Reguest

—

130 5. Mickigan Ave., Chicago 5, Iilinois

that they were very different.

“Cora W
hum little
out melodies she
piano, etc.
che was wone
try Lo le !
he made to practice
book.”

SAINT MARY-OF-THE-WOODS

Uberal drty College for Wamen

TRERY MY OF MURIC - Appldind Masle
Yeiey, Muke Biueation. B_A., B8, in Mase

;‘-l (T

Slen. Bewwriful rompes. G ldings,

L B E, Smint Mary-of- the. Woeds, Ind.

il Bdurailon. Piana, Vabee, fhrgan, Ham
il T e ——

{1 saw the picture.)

“What about Madge?

widh. Madge is a goo
said Mre L
made to pract
her ecales an
over, and she

* 1 asked.
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STUDIO NOTES
From the Records of a Busy Teacher

by Mathilde Bilbro

conld not afford to have both girls
¢ at the time, and wanted
Ivice as to which one to enter.,

they had studied
had

“Yes they both wanted 10 tlll:r_."
A she muost explain

as full of talent. {Im.‘uld
tunes by ear. Could pick
had heard on the
ete. Evervbody thought
{eriul! But, she wuuldn:l
.arn the notes and couldn’t
from her lesson

d worker,”
“She never has to he
jce. She even practices
d exercises, over and
s a good reader, Loo,

and likes music, but she just has no
natural talent—never tries to play by
ear or anvthing like that, She's just
what vou'd call dependable.”

I could see that Mrs. J. expected
me to choose Cora. I tried to make
her see that being dependable is a
great thing, and strong application
is it=elf a talent. All people do not
have iL

I suggested that she let Madge en-
ter now, and that Cora would soon
wake up when she sees how  well
Madge plays; at the same time,
promising Cora that she might also
have lessons when she is really will-
ing to learn her notes, and te prac-
tice.

1 knew that Mrs, J. was disap-
pointed, and T was sorry. I did not
expect to see her again; but she
came the next day 1o enter both
girls! What did 1 do about it? Well,
that’s another story.

Talent is a great thing—a gift.
But it requires strong application
1o mold this gift inte valuable, con-
erete form.

#

BOSTON UNIVERSITY

SCHOOL of FINE 2nd APPLIED ARTS

ROBERT A, CHOATE, DEAN

Summer Offerings in the
College of Music

Intersession May 31-July 9
Summer Session July 11-August 20

Degree Programs—Workshops—
Seminars—Courses

Distinguished Fooulty Iacledes
BOBERT A, CHOATE, Mwilc Education, Ad-
minluration
KARL GEIRIMNGER, Musiceiowy. Music Hivhary
GARDMER READ, Compeaition, Theery
GEORGE BORMOPF, Siring Clowses, Clows
Pedoasagy

JULES WOLFFERS, Plankhy’ and Teochers'
Warkihop, Clon Fians Maethads

SARAH CALDWELL, Opera Werkthep, Mwiic
Thaater Direciron

LEE CHRISMAMN, Bosd Technigue, Lilerohure

ALLEM LAMMODM, Choeal Condueting, Literc-
fure

FRAMCIS FINDLEY, Qrchastrn Literature, Con-
ducting

Clwer 50 cowrses in Music, Music Edwcafren

and Applied Mwiic

All Faciiiiies—Toun—Concerfi—Muteums
Campletely Equipped Thecler

Bosten University Summer Term
485 Commonweslth Avenue
Bovten 15, Menochrietts

MANHATTAN
SCHOOL
OF MUSIC

SUMMER SESSION
June T—July 29

Bachelor and
Master of Music
Degrees

Auditions—April 15th
June 2nd

Registration—June 3rd
Far information

write fao
REGISTRAR

238 East 105th St
Hew York 29, M. Y.

THE END
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OF MUSIC

Dedicated to the Superior Training of American Talent

@ Intensive professional study of MUSIC,
bolanced with a liberal arts program in
America’s first coeducational college.
Darmitories. Concert saries by guest and
Oberlin artists. Excellent proctice facili-
ties. Faculty of 55 eminent musicians.

Membsay Malional Associafion of Schoals of Music

Write for:

— Conservatory catalog describing
degrees awarded

— Bulletin on admission and audi-
tion procedures

= Calendar of music events of the
current year

— Programs of concerts, recitals
given during past season

Director of Admissions, Oberlin College
Box 555, Oberlin, Ohlo

'..‘.l.Iﬂ.l..l....l'ﬂ'i...'ﬁ'i--------I--‘....u-----‘
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BUTLER UNIVERSITY

JORDAN COLLEGE OF MUSIC

A rich tradition, a progressive philesaphy, an outstanding fazulty, complete accrad-
itation. Baccolaureate degree: in Dance, Drama, Music, Muiz Educotion, Radia,
Write for cololegue ond desired infarmation
JORDAN COLLEGE OF MUSIC (Box E), 1204 Merth Delaware Street
Indiasapsiis 2, Indiona

AY, 5T & x
Courses In Applied Music, Composition and Music Eduzation ]undin:"ln oo
Mus.B. degree. DRAMA and DANCE courses leading to B, F, A, degrae.
Faculty af 50 including members of Bastan Symphany Orchastra
juamss Torm Dormitories for Women. Catalog on request. Fall Term

Mumbar of Motional Ausciotion of Scheali of Music Sapl. 19

'BOSTON CONSERVATORY of MUSIC

OUTSTANDING FACULTIES
including celebrated artist-teachers
COMPREHENSIVE CURRICULA
UNDERGRADUATE AND GRADUATE
FPROGRAMS

The Office of Admissions, DePoul University,
&4 E. Loke Street, Chicoge 1, lilineis,
Member MN.A.S. M, Flaanciol &-4000

De ‘Paul

_— UNIVERSITY

SCHOOL of MUSIC

AMERICAN CONSERVATORY
e e’ % 0

| Member of National Association of Schools of Musie
| Send for a froe eatalog— Address : John K. Hattslnedl, Pres., 577 Kimball Bldg.. Chicaga

61# (letreland Tnatitute of (Du;ir

Bachulor of Metic, Master of Mmic, Bachelor of Sclance in Education (1.5, In Ed. by
framfer to Kent State Usiversity or Watern Resarve Univenity)
WARD DAYENMNY, Director
3477 Euclld Avesus . Cleveland 15, Ohls

Member of fhe Nefiomal dssociation of Sehosis of Musis

!

MUSICAL SHOWMANSHIP

(Continued from Page 16)

backed eut the whole length of the
. oo ey ;
car shouting “Good night” in a half

dozen different languages. Someonc

once asked the writer what language
de Pachmann spoke. The answer was
“Unjversaleese.” He would con-
tinually change from one language
to another In a single paragraph.
Millions, however, are still grateful
to the memory of de Pachmann [or
the fugitive occasions when de Pach.
mann was at his amazing best, He
was a prodigious worker and =ome-
times practiced intricate
thoueands of times {aeccording to his
secTeElaTY Palotelli), before he would
play them in public. His concert
stage capers were the talk of the
entire musical world. Like Saint-
Sa#ns, Philipp, Charles Marie Widor
and others, he continued to play in
public to large audiences long after
he was eighty.

The showmanship of the lialian
bandmaster Giuseppe Creatore, with

passages

hiz long hair =pilling over hi= ears,
made him appear like the typical
cartoon. His pretentions baton tech-
nic was =0 obviouzly an affectation
that his andiences were amused hut
not fooled. He continually walked
among his players pretending 10
hypnotize them. He was reallv an
excellently trained musician andd
there was no need for him te adop
clapirap methods. If Creatore hal
chosen to play “straight™ instead of
adopting “ham™ methods, he would
probably have remained longer in
public favoer.

Two immens=ely successful musical
showmen have achieved wide acclaim
in recent years in America. Both men
are very radically different in their
backgrounds and approach
ﬂ!.l.l!il‘]'ll'r". One is Victor Borge. o
'i|rtl|1’l--.dl pianist with a thorough and
extensive  orthodex training in
Europe. {See “The Fra of the Borge™
ETUDE, February, 1955). Born in
E!n-hmal'lr.. he studied in Berlin and
Vienna with warld renowned teachers,
nl.u*h as the noted Search pianist
Frederick Lamond (pupil of Lisgt
and Von Bilow). and Egon Petri
(pupil of Carrens and Busoni)

Any one who has ever met My
Borge must he '

to the

. impressed at onee by
11:.? _spontaneous, ebullienr, wits
uru‘:mul approach to life, and can
Fﬂill}' understand why he dev
mto the remarkahle o
who is now

Joped
musical satiris
in his secaon,
_l]ru.!dwm_.' in a “one man” show play-
ing before packed houses nightlv
His parodies are always ui--l'n--r*r-.l in
good taste with gEenuine genjys II:-
has 1mr||f1= millions langh, and u.»]u'n
rll.“mﬁ serious mysje delights all
w:TI-I: his distinetly beautiful and
praizeworthy interpretations of I‘na:
ter works. America needs this wing ;
Fh!'.-wrn.‘l.n in televisjon, He i
anstocrat of all mysijc

| vear an

is the
al showmen in

history. Not even the eesentially
British George Grossmith of deligh
|:|:._"-: '.".|-;.
career in London, could spprogel
Victor E:nr;.'r'.

And now Liberace! the mos

ful memaory, at 1l

&
sationally successful phenomenon o
all musical showmanship, Moreoyer
considered from the standpoint o
financial returns, prababily nmo rither
showman of any kind since Nero has
EVEr 1'1!||.||1"|| ’]Ir et "F‘l |'i ] |i|l'r_l L of
By what eriteria shall we estimgs
the reasons for his immense T
? Liberaee's great
which is vialently overwhelme] by

larity

his presentations, is paralleled

anather ETaEp which finds everithin

he does an anathema., Perl

A
has described this best when be s

“Nobody loves me but my public.”
']"ll.r' attitude |-i the WTIteT n Ap
prai=ing
many. In the traditional sense of the
ferm, Liberace

Liberace may  surprise

cannol in any way be
accepled as a great virtposo, Bug kis

accomplishments are of an o

nature, In that he has diseov 2l

that there i= an immense “mi
the road™
Julte T|:l'-l-r: jaxz,
lovers and the smaller group of mar

boe- by

audience

sWing

sophisticated lovers of the tows

musical classics, as well 2= th

tional class of muasic lovers wh

in for the obscare cad .|1-i':--l'|-':..--
aflten 1r1i=1.il|l:|'::\ ]J_,||i|v-| A% oom-

["r:'ll.llll.l.l'n i :| |'!urt.:q""a middbe ol the

road audience is i}
audience in the wor
'.!1-|'.< alies, |:'- :

should not be dismissed

ETeal success
"|l1!l1li]-'-ilgf'i| 'n||r|:|.r'!1'- -i;:’.i'_... His
audience consists of a vast number

of these women, as well a2 me

voungsters of both sexes who 1

2enl !bfll!l,}'lll. two Lthirds of the e
tion's population. In a free coantry,
T1L4‘-r' fl*“uh citigens are = |

entitled 1o what they understand and
llk-' in musie, quite as mu n
Inftiest purist and radical

| iIl'-"r.J.rr'--u af R f-.;-: L.;.'- und

L i:l'lllh;: the candelabra. resembl
kind of reflection of the decor which
in his andience aspre 1@
have in their homes This Wisconsia
born., Italian-Polish pianist, son o
a French Homn plaver, had, accort:

&) manvy

ing o his own statement, litile
preparation under nationally famous
teachers, When Liberace was sever
I'.ll.l'l"l'l'“-ki. o one of his Tours
plaved at Milwaukee and was jmvited
to the home of Liberace. He was @
greatly  impressed by
prodigy that he sent him an sole
i”"il'l'l'ii |ri‘|l~!--£r1!ﬂ1 I‘_1|EF.'"'#".II did
]|p!’a!.§'l-

the wvoung

not bestow his favore
l”"'r.’u"r r-rn'wrh' gives the credil
for his training to two lady teachen
of local renown. Now, as he plap
today, his digital dexterity is pyr®
technical. If for his pianistic ability

ETUDE—MAY 195

account of $25.00 or more, The bank.
according to statements given in the
press, TFI'*‘i\ ed in deposits from this
source in twa years over $1,600,000,
A dependable report has come to the
i writer that <imilar advertising pro-
:-H!' [isteners, ;'\;r'\"t‘.t‘i"lgl:f, hovw- II'.II.l.Itinll introduced by a *Hl'iflg- bank
:-rl fat the lowering virtuoeo, in Pittsburgh, Pennsylvania, pro.
fopcd Godowsky, claimed that he 1[1:!'_1-1! over 150000 accounts in de-
s el gelf-tanght. : posits totaling over $5,000,000.00 in

| herace has followed a 1_|'l‘rl1_flltt' une year,
qmgam pattern from t:hf I"F"f“"'if' It is impossible to align the creator
e mament be is playing de I'“I!i & of these commercial returns from a
el Fire Dance- llll.‘rl a _|-t"ﬂ music show with the lofiv dignity of
f[;upﬂd'l'_mﬂl mbli;\_‘!’e. Clair de the disciples of pure art. Liberace's
(e o 21 Chopin Etude with a com+  jncome is ereated lurgely by show-
[ effectiveness; the next mo-  manship. On the other hand, how-
wnt aided and abetted by his  ever, it wake up
shaplike brother George and his  somnolent mus=ic educators to the |
wohetra, he performs his arrange-  great human need for melodic, enjoy-
wat of the Beer Barrel Polka =0 able music, which if skillfully di-
fat & resembles n Mendelssohin  rected, could be channeled to the |
derm! The next few minutes, in  definite advancement of musical |
1 hayeeed costume, he is dancing a  America. We sincerely believe that

q ot advertising the merchandise
i my sponsor who chooses 10 pay
ieredible sums for his services,

e high school he formed a dance
wrkestrs which played at local “af-
g Later, with hiz brother
(erpe, be formed another dance or-
testra which played at night clubs.
The first motable engagement of this
g wiz at the Palmer House, in
(hiragn, in 1947,

The reports of his earnings,
wieher theatrical or actual, are fan-
iistie, They remind one of the finan-
il llusions of Amos 'n Andy.
lanor has it that Liberace was paid
lity thousand dollars a week in the
pmiding metropolis of Las Vegas
i Ypdison Square Garden in New
Ve, it s caid that he drew a far
e wudience than did Paderewski,
i reported that one of the leading
‘wings hanks in Los Angeles, Cali-
ity offered to present a Liberace
50 s anyone who started a new

jong, laborious training
“'m h:jl m;ﬁr:. e might easily
r.'al Ftrnﬂﬂl to the traditional
vt m]:ul kis p)(‘kﬂhmk wou lid
:;”l:'ﬂ Jeaner. Moreover, he would

i ieal enjovment to far
it v musica JO¥

doe=  2erve 1o

Liberace’s popularity is not o “flash
in the pan,” and that his television
as well as public appearances will
excite thouszands of young people to
want to play the piano and take ma-
gic lessons, Thi= =eems probable be-
cause of the reports of the increase
in sales of !Iiuﬂ.ll-_ both .‘-!'Inil'll.'ls-'l amal
grands,

Liberace i= a showman just as
Barnum and the Ringling Brothers
were showmen.,

|:|1 a 1nf|:i|'r .']“I:‘i '-Hllll'hlld[ ||iﬂl‘ll.‘ﬂl
&EMA, :Iu— \Tl-l:n.ulli!illl .‘IIH-—t‘lIHI uf
Art, which hrings the great art of
history te the generations, employs
showmanship to permit the publie to
see the immortal masterpieces of the
masters, as does the Metropolitan
Opera Company of New York make
great opera available to the public.
This is true of all the great art and
waorld

scientific museums of the
which all require showmanship of

THE END

some kind.

PIANO FOR THE
HAND-DE-CAPPED

(Continued from Page 17)

man, knowledge of her subject and
true evaluations.

Her dream is to awaken all those
who consider themselves different,
handicapped. and abmormal, that they
can “do” and “pchieve” to their own
full capacity. There is no question
of “comparison” or “compettion.

Thev are made to realize that if |
they themselves admit that they are
using what they have to its fullest
capacity, they are less handicapped
than the man or woman who has ten
fingers and two hi.l"l.l.", and does
nothing constructive with them.

As Mrs. Welbourne says: “Faith
i« a great leveler, 1t has heen known
o move mountains. In our move-
ment. ‘Faith® and ‘Love’ are the pre-
dominant f[actors that are opening
doors into a new life for many of our

e, ‘”_ItLi-l'lﬂ the right note in its
:_‘;"Iirl ime and playing On Top of
4 dmokey, The applause he re-
o' was worthy of a Rubinstein.
v tlier approximately six months
I’Ir‘“‘L |:|:i=: YOung man is pln}in_p.
r:l__*f““ with every finger of his
# hand, and at our concent per-
"r,r_r_.'d 'il]f}ilig conpound noles |
"4 in G by Beethoven. He now
‘i me | can do this, Mrs, Wel-
;":—_:!z, I am guing to walk too." 1
el i1
Illj]it I‘"’".i'_l'! und "humrf‘l philoso-
i |u1r:?{l1.l.r:d- by Mrs. Welbourne
R Hl“' ¥v: “Forget what you have
.- 2 .Itw what ¥oru huu-‘" or “use
w0 nature's first Jaw,” or “if
”1"*"_[ &0 mver, go under.” These
*ional thoughts are part of her

July-August
1955
REFRESHER COURSES

Offers piano teachers and students
the opportunity of learning many
NEW things while "having a won-
derful time'. CORPUS CHRISTI,
Texas, July 6-7-8. LAKE CHARLES,
La. July 18, 19-20. MARS HILL,
N. C. (In the mountains, cool cli-
mate.) July 26 to August Tth.

Send a postal now for full information fo:

Rt. &, Box T6W
Jacksonville 7, Florida

Hani Barth

Fioalit-Corfpaser

Teacher

MARVIN KAHN WORKSHOPS ror POPULAR PIANO

OMAHA, NEBRASKA CHICAGO, ILLINOIS

June 8, 9 & 10 June 22, 21 & 24
at Fontenelle Hotel at Sherwood School of Music
[ S!Eﬂ'ﬂﬂi & Sessions
Mornings & Afterncens Mermings & ANErnoos
Cenfact:

4 Guest Teacher:
MARGARET DEE

Noted Composer and Teacher

Mrs. Josephine Clark Larsen
1017 Arbor Street
Omaha 9, Nebraska

e Send postal card for circular to:<»MARVIN KAHN
4 DeHaven Drive, North Yonkers, New Yerk

NEW YORK COLLEGE OF MUSIC

Arved Kurtz, Director Chartered 1878
College and Professional Courses . . . Class and Individual
Instruction . . . Daytime or Evening . . . Full or Part Time.

Summer Session, 6 weeks, June 20-July 29

Write Jwr Catalog
114 EAST 8%h STREET NEW YORK 28, M. Y.

L[] T ¥
sy gy ijumg with her great tal-

I ber patience, love for her f=llow THE END

afflicted people.”
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Mo clamps necessory

Mo suction cops
Supports itself perfectly
ogainit music rest

Setup tims B ssconds flat
Reflector adjuts to ony angle
Lumiline Lomps

Mot Fluorescent

Mo Tronsformer

Falds into small unit
Complete with Lamp and

15 foct cord 59.95
512.50

0 s

pat, panding

MAESTRO MUSIC-LITE CO,

271 Schenck Ave., Great Meck, N.¥. GReat Meck 3.9100

Standard model 14 inches
8 Deluxe Model 20 inches long.

Carrying case for either size (ses
illustration) only $1.00 ea.

long.
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*

presser

pre-publication offer
*

Save on new
piano selections!
*

Order Now to take advantage of low advance of publica-
tion prices. Orders are limited to two copies per book. Please
send ﬂmiHunu[’dunk or money order] with your order. Post-
paid delivery will be made as each book comes off the press.

PIANO SOLOS
FOLK-WAYS, U. 8. A., Book 11

—Elie Siegmeister

Contuins  fwentvaeven titles: ofl music based on American  folk
tunes, Many have words. Grade 2:2V5, Each piece is tastefully har-
muonized and has o note describing its origin, Contents include both
familiar and unfomilior melodies and therefore will be helpful in
broadening the pupil's knowledge of our musdon! heritage. Each
piece may be used for some technical purpose.

Lint Prics $1.00 Advance of Publication 5.80

STUMES ON FAMOUS TUNES

—Stanford King
Twenty familiar “tunes” srronged to meet and solve some specific
teaching problem, All of the “tunes”™ will be instantly recognized:
among them “Auld Long Syne”, "La Cucaracha”, “Hd MacDonald
Had A Farm®, “Pop! Goes the Weasel”, “Red River Valley™, “Camp-
town Races”, and others equally as popular to insure student en-
Jovment,

List Price 51.08 Advonce of Publication %.45

ONE PIANO, FOUR HANDS

DUETS OF THE CLASSICAL PERIOD
—edited by Douglas Townzend

This edition presents four-hand music of the period of Moeart and
Haydn and will be welcomed by the teacher who is in search of
unhackneved duet music. Moderute difficulty.

List Prica $1.75 Advonca of Publicotion %1.30

*

THEODORE PRESSER COMPANY

Bryn Mawr, Pennsylvania

Musigram

by JOAN GRIFFIN
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HORIZONTAL L .

7. The tenor member of the violin family,

8. Term indicating a musical phrase is 1o be played with & sodje
increase in power, s A

10. The term used to classify intervals of the prime, fourth, fifth g
octave. b

11. American composer of the |iF1’II and whimsical orchestral wip
“Adventures ina f'rrnmllujﬂlnr.“ which met with immediate S,

12, A term used in the fugue when the subject and answer are jnyy.
duced in such close succession that they overlap and crowd egrh
other.

17. The Book of Paalms,

18. A short, light musical composition, usually for the piano
19. A musical sefting of the ext dr-u'ri:hinl the -ul‘fl'ru.; and death
of Christ, usually performed during Holy Week,

20. A vocal exercise =ung to the sol-fa syllables

21. Beethoven's Concerto No. 5 in Eh, Op. 73, for piane,

25. A piano-player.

26, A short passage of instrumental music plaved between the acts of
a drama.

27. A small, high-pitched trumpet without valves which emits a2 load
shrill rone.

32, The dizkz of metal fastened at intervals 1o the boop of the 1m-
hourine, |

33. Founder of “The Big Five.” this eminent Russian compeser of the
oriental fantasy “lslamey”™ lived 1837-1910

34. The range of a voice or instrument.

35. The name of the section in a sonata which works out the themes
that appear in the exposition or first section.

36. The large howl-shaped percussion instruments in the archesn
which can be tuned 1o definite |

VERTICAL

1. Author of the literary text of an O[T,

2. ‘_:"TII!"I'I‘I[HIEH.I} violin virtuos=o, conductor and COM e ¢ | ome apera
“Urdipl‘,“ George, who was born in 1881, is best known for his ‘I
Rumanian }{I:a;--uu]ir--.

3. The cadence known as the “Amen Cadence.”

4. A slow, stately French dance in three-quarter time, often found as
the third movement of the classic symphony.

5. The fastest lempo in music except its own "'“""1'1.'”"" |

6. A transcription or arrangement

9. A sign used in music to indicate a pause or hold.

¥ 1 .l
S —r EEE
— H H o H H H]
L] 1T ey
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o T et |
) —i | |
l ™1

{1, Inalian composer of operas (1710-1736). His “La Serva Padrona™
ke werved 25 A model for eomic operas,

14 A poplar Andalusian fandango which originated in Malago, in
Southern Spain. One feature of this dance includes some more or

feas improvised singing.

15 A lively German national or peasant dance in duple or quadruple
1 §

megsure.

1% The first American coOmposer o

Frequently found as the first movement in a suite,
f note, Edward. who lived 1861 to

1008, is remembered for his “Woodland Sketches.™
w The musical term which describes an interval one semitone smaller
o

than 4 minor interval.

o1, flussian pianit-composer with cosmopalitan Irln[i'm'ir-.-'- rather than
of the extreme nationalistic school, Compaser of “Variations on
o Theme by Tehaikovsky,” Anton Stepanovich lived 1861-1906,

o Term indicating the music should be plaved a< loud as _,1..L.]|,],._

Eﬂ--’l passage of music, psually eight measures long, consisting of at
lst two phrases and & cadence.

% The “voice box" comtaining the vocal cords.

3. An grrangement of several different popular tunes or nl|r."ru1i-- airs
srang together and played as one continuous composition, :

1. Composer of songs which have become a part of the American

madition.

Solution 1o Musigram
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(ETUDE is interested in knowing its readers’ reactions fo Inrr:.t
Wusigram. Would you like to solve more of them? Write your opinions

i the Edicor.)

THE DEVELOPMENT OF PIANISM

i Continued from Page 12)

bt the wnrk period of the profes-
=l pianist—there are the fifty-one
whadid bt diffcult exercises of
rakns, which deserve far wider rec.
“ntion than they seem to have. So
el for techmique.,

The second cornerstone of pianism
i U-_J-I-i"ian-!lip. I believe one learns
MEcmship from studying good
Muse, That sounds simple. Actually,
f _': id, The kind of study which
:II:L U-l-:-it'iamhip is less concerned
e Hlaying notes than with fail}.i-
il'hl;'f“l'lnlﬂrurnng the compirer's
I“.rl-ml The hasic rrr‘t‘_ql is to fol-
Iu.d‘hn‘nl_m.-r:l'. He said what he

sy in the key signature,
e =i?iu1urr=. the notes, rests,
et :'l'au-ar!-. To tamper 1:nlh any
s iese b both gnmusical Hlnl‘l
urrr|r:lwm- Lhae - "“.“pu[hv bnir
ke 1;‘*“ :_mr! liberties masked

o e puise of “individoality,”
ﬂ'h:"f requitite of worthy mu-
ke r:]: |"lI utter and al.u:]dulr ‘tf-
"'I'Lin;lr te text. This implies
i g _[mu the 1 r.|fl-:|:tl whenever
Pod r"*' e _n_ibrn this is not pos-
. ﬂ:hdn-hl-m"rth which are not

edited.” It alsn implies

the tine

U TH
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F e 1

obeving the composer rather than
“improving™ on him. Real intepreta-
tion permits of no “il'nli-.'n.il_nll in-
spirations,” no changing af piano v
forte because one “happens to feel
it that way.” One plays what is
there. Had the composer wished dil-
ferent indications, he would have
marked them himseli.

The question then :n-ihrh-:. |~_'r.hr-
interpreter 1o suppress |||i=_nuh'-'1d-
aalitv? Do not all great artists play
the same work differently, and are
not theer differences part of |||:II.'-II‘_:I1
tradition? The answer is, the artist
i no wise suppresses his individual-
ity Traditional differences in inter-
pretation  arise neither fmmr sup-
pressing Self nor from faunting
but from placing Self wholly st Tfl.i"
je composer. Doing this

isposal of tl
disposal o Sl

Jeaves ample scope—indeed. .||1 :
permissible seope- _for individoality,
the assertion of which must never he
a conscious thing. ;
No two interpretative artists I|‘|1r-k
alike. feel alike, function alike:
some are sironger, |uvul|jr: maore
quickly, show greater volatility, l".l.l‘,
I reading the indication forte, all will

| ences

| but  dishomest.

LEO PODOLSKY

Renowned pianist, teacher, and edifer, memhulr of
the Artist Foculty of Sherwood Music School, Chicago

BALOWIN PIANG ARTIST—BELWIN, SUMMY, FISCHER FUBLICATIONS

1955 SUMMER
MODERN PIANO TEACHING FORUMS

June 6—10: Jeanne Foster Studios, Sandusky, Michigan,
June 16—18: Horon College, Huron, South llal:urra. - :
Tiine 20--22: Minneapolis College of Music, Minneapolis, Minnesota,
June 27—July 1: C. Fischer Recital Hall, New York City, -\lj"f York,
July 5-16: Appalachion State Teachers College, Boone, N. C.
Tuly 1B 237 Mississippi Southern State College, Hattiesburg, Miss.
Tty 23—3% and 30—371: Musical Arts Conservatory, Amarillo, Texas,
IPIANO FESTIVAL—Mr. Claude Purvis-Smith will be the
conriesy-exchange cducator for the regular Piano Clinic.)
Faly 25—29: Montana State Llniversity, ‘l.!ia--m!ha. ."u'[ii?unn._ - \
duguse 8-20: (During this period. Dr. Podolsky will participate s & et
-'~“1 the Arist l"m:rh uI'FFh- shwerwond Music Sehoal in the 1Bth Annual
Seminar for Affilinted Teachers -
Angust 23 37: Five day Piane Clinic condocted by Leo Podalsky, at the Sher
wois) Mushe Seliosl, Chicaan. [Hinois,
—_—
Brant, Gerre Bowers, Elizabeth Gest, Vivien Horvey, Irving Mopper,
Elgnﬂﬁliﬂﬁi and ethers will play end dlscuss thelr werks.
Far detalled informetian, address

PODOLSKY MASTER CLASSES
Shorwoed Musie School, 1014 Scuth Michigon Avenue, Chicogo 5, lIlnsls

“.‘.‘“““““‘“““.\“““““

MUSIC CAREERS
P1ANG—VOICE—INSTRUMENTAL

Public School Music — Church Musie
Opera — Radie — Television
Bochelor ond Moster Degrees

(’3 ST. LOUIS INSTITUTE of MUSIC 1

7807 Bonhomme Avenue—5%, Louls 5, Me.

5

TAMAAA AR LR

A mon-profit educational institution of higher learning approved for
pon-immigrant students under Section 101 (A) {15) (F) or the lmmigra-
tion and Natjopality Aet, and for G.I. Training. Institutional Member
National Asscciation of Bchools of Music.

.".‘.\\"‘.‘\“‘.‘““‘““““““‘

AR AR R RS

PENNSYLVANIA COLLEGE FOR WOMEN OPERA WORKSHOP
Summer Session 1955—June 12-July 10
MASTER CLASSES

Boris Goldovsky—Harold Blumenfeld
3 hours credit—dormitories

Write: Russell Wichmaonn, Woodland Rd., Pittsbergh 32, Po.

MUSIC and ARTS INSTITUTE of SAN FRANCISCO

Bacheler of Music Degree
2422 Jackson, 5.F. 15 Ross McKee, Director

Free Literafure

and Aagrant liberties for reasons of

respect it as a forte; vet, because of and fagrant libert
“individuality!™ There are no short

patural, uneonscious qualities of
mind or body, each one’s honest ex-
pression of forte will vary -th1_lv
from that of his colleages. So will
Erade, RHCOaEd,

culs 1o musicianghip, and no secrets,
One studies the composer's expressed
intentionz—which are there, for all
to read—and gives them back ac well
and a= faithfully as one can.

Thet is what | mean by learning
musicianship from studving  good
music, In the same studiou= wav ape
develops techniques, one =efs . Lot
developing the habit of studving each
phrase for every least Jetail that the
composer indicated, The he<t music
to begin with, of conrse. is that of
Bach. The voung pianist’s acquain-
anceship with  Bach  should <tars
with the charming Bichlein Bach

his f:\!ll’r"\-ﬁ-l.ill1 of
lenta, accelerando, ete. These differ-
are hasic and  natral—like
TI]T" l."llllll Ir{ "“._.‘_ :Imir. nrl--'- ".1'1.|-
clasp, one's rhvihm of hreathing. To
alter any one of these things for con-
seious effect is not conly  inarti=tie
Differences  though
they are, they reflect the same inten-
tion on the part of all worthy per.
formers 1o give hack exactly what
the composer wished. This i a very
different thing from taking conscions

Gl
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CINCINNATI CONSERVATORY OF MUSIC

un 5, Naylor, Ph0).. Director and Dean of Faculty
A DISTINGUISHED PROFESSIONAL SCHOOL OF MUSIC AND THE
ALLIED ARTS.
DEGREE COURSES WITH MAJORS IN PIANO, YOICE. ORCHESTRAL
IMSTRUMENTS, ORGAN, COMPOSITION. MUSIC EDUCATION.

AMliated with the University of Clacinnati., Member of the Motional Associotion of
Schools of Music

CATALDG WILL RE SENT ON HIQL E5T
Write Depi. E, Highland Ave. & Oak St., Cinelnnati 19, hin

| Continued from Page 6l

wrote for his wife, Anna Magdalene.
It should continue through the Two
and Three Part Inventions, the
French Suites, the English Suites,
and the Partitas. After these have
been not merely played but thor-
oughly studied (for form, style, and
the rich and wonderful facets ol
Bach's genius), the student is ready
for the larger works, When it comes
lto these, I am against all transcrip-
tions, It is better to study Bach than
| someone’s  embroideries  on Bach.
Fifty years ago. it was considered a

WHERE SHALL |

GO TO STUDY?

RICHARD McCLANAHAN
Teachsr of Piano :
atikay expotent, hoomarly his repressniative.
Froate leniors. fechnic courses: gwailable od
wiuting lecierereciinlich, or critic-regcher.
Lin-Day PFlane Saminaon
M Stelewoy Bidg., 113 W. 57t 51, NY.C

EDWIN HUGHES

SUMMER MASTER CLASS FOR
FIAMISTS AMD TEACHERS

July S-August 13
117 East T9h 54, New Yerk 21, MY,
Write for full informaticn

HELEN AMNDERSON
“Teacher of Svccessful Pianish"™
Master's Technique—Tone—Interpretation
Speciol Covrses: Harmeny, Improvisation
Pk W, Tiad 54, M. Y. C. Tal, 52 4305

Mme. Giovanna Viela Hullipsimand)
Teacher of singi Europeon frained
R T
¥oice culture—dichion—coochleg
Phone: Trafoigar T-8130
01 Waat Bad Ave. Maw Tark Clty

CRYSTAL WATERS
Teachar of Singing
Popular Songs and Clanie
1¥_—Rad|o—Stage—Conzart
05 Eant B4 50, Maw Yark 12, N. ¥

LEOPOLD WOLFSOHN
Composer, Pianist ond Teacher
Teachar of Anron Coptand, Elle Senmeiiter
aned mony orfsly aed teccheti.
AEGINNIMG TO ARTISTIC FIMISH
Haotel Assania, B woy af Tird 55, New Tork City

WILLIAM FICHANDLER
Pianist, Teachar
114 Wast 75tk 5. Mew York, 5e7-3775
Compasitiens owblithed by G, Schirmer
and Theodore Pressar.

ERNESTO BERUMEN
CONCERT PIANIST AND TEACHER
ADVANCED PIANO TECHNIC AND
REPERTOIRE—CLASS REHEARSALS

MUSICALES
Staloway Holl Studie, 113 'W. 57tk 51, N. Y. I

MARY BOXALL BOYD
I and Arter Schnabel

snowa' =ETUDE music

w0l of Leschatizky
t and teacher of
achireg ab Mola Studios
E7th 50,

Shgimmroy Hid
New York City

HAZEL GRIGGS
Flanist
Teachen” Workshapa
817 Stainway Hall
113 Wt 5THh 58, Mew York 1, MY,

W 1
[TERTS

CLARENCE ADLER, Mus. D.

Tegcher of foamows planists mew foering the
warld, Pupils teacking im Harvard, Yals
Eavimaon, Syracure gnd Smith College

1% Central Pork West, Hew York, WY

ALFRED MIROVITCH

Eminent Pignat
Teoching in New York

13 Edgecli¥ Terroce

YO 32837 Yonkers, Mew York

WILLIAM T. POLLAK

A Mus, Dec., AAG.O.

Mew York College of Mesic
Figno, Orgen, Conducting, Cooching,
Chair Troining, Improvisalion
Harmony, Counterpaint, Fuegue,
Compasstion, Chrchestration
Corrgipondencs Courses
554 Bdrd 50., Rego Park 7%, L1, H.Y.

ALFRED TROEMEL
LEOPOLD AUER'S viglin principles pre-
sented in an onginal way. Feculty member:

MAMNHATTAN SCHOOL OF MUSIC

BEM. B M.M. Degrec:

238 E. 105th Sh, M. Y. C.

HARRY EULER TREIBER: Mus. D.

Vouce Buildis
gi the lote Wm. L. Whiiney
Yannutoni Method )
Stedio S00: 1T Hentingbon Ave., Boston, Mass.

Pup

LUCIUS DUNCAN
Vialinist

Lo 7-0710 14 N. Mols 5¢., Phila. 1, Pa.

ISABEL HUTCHESON

Rafrevhur Course for Piomo Teachsrs:
Modara PianaTechnic: Cooching Concert Pianisty:
Grosp Wark: For further inio:mation oddress:

Studio M2 1005; Eim 5i., Dollos, Texas

LOREN YAGGY
Teocher of Piono
Criginates Fionodynomics Appraach
a=d Charied Mofion
2402 Sauth Harrison L
Fort Wayna & Indiana ety
Audition regyired

EDMNA GUNMAR PETERSOMN
Concert Pianist—Artist Teachsr

17447 Costeliommare  Pocific Palitades. Coill
Gladibons 4-1801

MAE GILBERT REESE
Flanist
Speciaiimed traising o
- c.e:].-_pq-i and concert aréiste
| raicent Hix. Bivd,, Hollyw
Ho 3-3i% e

HAROLD HURLBUT

Has taught singers of METROPOLIT F e

hicags ond Sos Pasciico {}gnf_:l g i
san, radia, television, inelisding k

HADIMNE COMNNER, HOWARD K

Harbart, Heary Cordy and many E;E:;;”E"w“

2150 M. Beochwood Dr., Hollywood c_l;'“

sfoge

fine thing to play all sorts of heavy,
| florid transcriptions, Even when 1
Eln'gdll my carcer, these transcriplions
| were much the vegue. | remember

once playing the Italian Concerto,
| which is pure Bach, unadorned, and
someone remarked to me that be had
difficulty in believing Bach had writ-
ten it—it sounded so different from
the Bach works he had heard! Musioc
study has advanced since those days:
to-day, these transcriptions sownd
somewhat old-fashiongd.

After the early works of Bach. just
mentioned, one goes on o Mozan
and Haydn. It is al=o highly advis
able to make friends with Ramean

and Scarlatti. both of whom are
“known.” certainly, but noi played
so much as they deserve 1w be.
Rameau has left about forty  fine

|:|i|:|'r'.~i. ..!“ irll!*n'ali.n:,: as to sivle .|r1||
helpful nistically, Indeed, in his
introduction the Partitas, Fach
| acknowledges owing a delt 10 the
influence of Hameau, Scarlotti lefi
300 cantatas, all charming to
hear., They are by no means easy.
All of them offer great help in hath
technique and musicianship,

over

In a more modern vein, the Voung

student does well o examine the
great Mikrokosmos of Dela Bariok
Here are ten complete bhooks, so

graded as to serve the needs of the
simplest abilities as well as of the
most advanced. The earlier hooks
are lll"iiFh”Hl = well as |:|-|1t§!|E Taw
| ¥oung pianists. Bartok's methods are,
of course, entirely

different  fro
Bach's: i

¥el it is anteresting (o see

how two greal composers, two hun-

dred years aparl, set 10 work to de
velop pianism,

As the student advanees he makes
.L:'i[:mill-l.uu es with all of the ereal
!|l~|-;1t|||'v for his instrument. stunil w-
ing not only notes and laving
terials, but stvles i
;:|i1if-- of expression, historical eon
timuity. And at this poind of his
-I!Illiil"-.. bies will find Eh.l.r his olemen.
|_._|_:r3. work las Even him the kevs
with which ta unlock the secre
|Eood  music. His .
{hand position 1gvs

lorms, itlividdu

of
Correct
the
fier -Ilqrph'”.-..., Mencs
touch, His h".‘”“'F'“'

in itself, ,

uniense
foundation
delicacy of

a goal
=

neves
nnw comes
enabling him 1o give hack
cal intentions of Becthoven

Schumann, Schubyery

imnlas

VW
the mus;

Chopin

v
o ; . I-'r.||.:':.-_ 1)«
|I|~ y Ravel. Farls study  of ¢
e v { b
is5ics has taugly him the chag
harac.

teristics of good music, while ey
habits of respecting the text |,

shown him how 1o approach the
playing of good music. When jhes
elements are in sound order, 1],
student is salely on the road 1o g,
ture and worthy pianism, He |
find it a kind of second nature o,
continue trying to express, with clean
technigques, exactly what the oop.
poser wished to have plaved. Tha i
pianism, It is the work of a lifetim.

THE EXD .

TEACHER'S
ROUNDTABLE

{Continued from Page 22)

An unuosual recital ok place e
cently at the Keith School of Mase
Toledo, Ohio, with a program s
r.lngt--l hy Clara Loudenslager md
featuring youngsters and growpap
alike. But here's the jdea which mads
the occasion one of special appes

Mothers playved with their linl
doughters, Fathers plaved with thei
Then Pop and Mom sounded
offl with a duet

sONS.
o one prane—pl
]|1wr4| In another one ]-r'ln-rl'r||.,
Junior and Sister, A
anil their six vear old little girl were
heard
climaxing the evening was anaher

voung ceaple

in a irie on ooe

trio in which Grandma was el
by her two grand davghters
No use !:|'|rh1;ulli|'|:: that throug
the program there prevailed 2 s
of gentle inlormality which cansal
all participants 1o de their best, il
when the last number came to o chose
there was a shade of genuine emation
in the generous applanse which ™
warded the .-\,..-Hp.:nrl en=riihle.
Our fellow Roundtablers may wel
profit by this idea, which proved 2
inspiration to all thess presel,

THE EXD

An Effective Sign
by Leota Butterficld

Al patirnore was erhausted = b
ill|; to make mv chililren remnesibe

rasential elements m p
Dne da wie

foamd & ped!

ceEriam

Licing the piano
thesy arrived home they
sign in red letters, the ame e ¥

midsic  beside

the mesT

n sheet of

Ioks above the kevisard

|_____--
Count
Watch That
Pedal
Ploy Eoch
MNote Clear
______.‘
This helped a jot, amd .|" :F:‘
prars [rom time (o L whes ¥
= gin 1;|1-:-I'-.

YOUTH MADE THE CHALLENGE

(Continued from Page 135)

i very definite reazoning
(ehind the lafter Tequirement; it is
the desire of the Symphony So-
#mhﬁld a large youth organ-
qiion in Wichita at the expense of
et communitics. Rather, we want
peurage and develop lr!ql'l'"-hl.p
is toery whool and comm nity. .Hﬂ_.
gndlastly maintaining this require-
;ﬂ“ have seen marked improve-
st i the va ed instrumental
genbles, not only in the local
el but also in those of co-oper-
yipg communities,

[a the fall of 1954, four hundred
andents were recommended by their
wchers 4% being capable musicians,
ai gl of the four hundred were
aiiwoed, Of that group one han-
gl and four weee chosen  for
HMHI in the Junior Youth
symphony and one hundred and six
fur the Senior Youth Symphony. The
pmaiming one hundred and ninety
gdents were urged and encoura ged
i ontimee their studies until they
doall become more proficient on
fheir chosen instruments and at sight
pelisg. They always have the op-
wraity for another audition in
mwe ol vacancies or for the next
wheol term. [ they have a genuine
desire 4o play in the symphony they
will iy and practice diligently 1o
Eigin their goal.

There is no concern in Wichita
et where 1o find plavers; the
mestion is how 1o otilize them all,
The quality and quantity of plavers
o strings and wood winds are high,
ad the players most difficult to find,
® ts quality of performance,
Bese who play trumpets and tr
s,

The conductor of the Senior Youth
wEphony is James P, Robertson,
e wery capable conductor of the
Vichita Symphony Orchestra and of
Bt University of Wichita Symphony
h_""""tﬂn The conducter of the Ju-
te Youth Symphony is Arthur G.
Harrell, the popular director of mo-
# sducation of 1the Wichita public
chols. Ouly standard symphonic
lerature s plaved by the two or-
'_-'!!ﬂ:m. ghhough, naturally, the
"EngEr group is given less difficult
ks to read,

Lis

are

' possible for a capable young

™10 earn o chair in the Junior
Tl Symphony very early in his
rf'm|=QL advance into the Senior
l'""h Srmphony, thence into one of
.- ewversity orchestras, and finally
EI" the Wichita Symphony Orches
:r:rl-. :L:: was our vision in Th-_!'it
i % and now we are seeing

Son come to Jife,

.|L|d1flupfl these symphonies are
:::“th' fuf. training purposes, a
oy ::hl'*rt is given in the spring
o il1|'1 at which times the win-
— the Youth Talent Auditions
e 1:‘ et H’_rh"-ul'l-'_. Thf-u- andi-
-"1r|1p|-_.¢; *il_-m?nmi by the Wichita
! ¥ Society and the competi-

ETipe_p iY 1955

tion i= open to any student enrolled
s a =enior in a Kansas high school.
Fwoe awards are made: one in the
vocal and ome in the instrumental
division, The winners receive a full
vear's scholarship to study music in
their chosen fields, in addition 10 the
honor of appearing as gmuesi =o oisis
at the Wichita Youth =vmphonies
Spring concert.

The co-operation between the puh-
lic sehools and the Symphony So-
ciety is highly tifving. The mu-
sic departments of the ecity schools
sponsor and promote eight school
concerlts during the season. These
concerts are plaved by the Wichita
symphony Orchestra under the di-
rection of Mr. Robertzon, Since the
Wichita Svmphony i a community
orchestra and the plavers have other
livelihoods, the school concerts are
all plaved in two davs, four concerts
cach day. Two are plaved i
forenoon and two in the afternoon,
thus ng down the necessityv of
asking the musicians 1o leave their
!plﬂ{"‘i of business for too long. As

the

an example, one of the first violin
plavers is the president of a large
business, and also the president of
the Chamber of Commerce. He can
give two 4'|||Ij|s[vr'li" davs from |his
busy life easier than he could give
two hours on eight different days
Alen, by presenting four concerts in
one day un-rhrmi i= gr:‘ulh‘
reduced, since the stage hands have
o set up the stage only one time.
There i= such a demand for tickets
to the school concerts that it i= nec-
essary to allocate them according to
the pro rata enroliment of ecach
school, Even then, only the students
in the fourth, fifth, and sixth grades
in the elementary schools can be
T rrln-d;‘;l!q--l, EHI'II -'h'lhi [- u-Lﬁl
to pay forty cenls per concerl. o
this amount, ten cents goes Lo pro-
vide round trip bus transportation
and thirty cents goes to defray the
concert expense. It is interesting to
pote that it took ome hundred and
ten buses shuttling between the
schools to get the small listeners 1o
the auditor for the conceris.
While one concert is in progress the
buses go 1o other schools to pick
up the students who are 1o hear the
next concert and retum the ones who
have attended the first concerl.
Another example of the fine co-
operation experienced with the pub-
lic schools is in the Art Department.
After cach school concert the chil-
dren are asked to draw or paint the
they gained from the
music they heard. The results are
quite amazing and gratifying. The
art stafl selects the most outstand-
ing works and displays them at the
last symphony concert of the season,
as well as in local business houses and
department store windows. One year
many of the studenis wrote poems
ahout the music, and the best poems

the

impressions

|

CLAS'S I EFEDYA'DS

HARMONY, Compogition, Orchestra-
tion, Musical Theory. Privale or
Currespondence Instruction. Manu-
seripis revised and correcied. Musle
arranged. Frank 2 Butler, 32-46 107
gt., Corona, N. Y.

LEARN PIANG TUNING—Simplified,
wuthentie insraction §4.00-—]jter-
wiure free. Prof. Hoss, 458 Beecher
EL, Elmira, N. T

HOME STUDY LESSONS. How io
transpose music $1.50. How (o hars-
monlze melodies $1.00. Chord con-
struction and analyels $1.50. Lessons
In meledy writing $1.25. Bightreading
technique S0¢. Stuart Music, Box 514,
Unlan, N. J.

WHITE SONGS: Rend “Songwriier’s
Iteview” Magazine, 1650—ET Broad-
way, New York 19, 254 copy: $2.00
vear. (Est. 1848)

FOR SALK. Rare Decordings, Lisis,

Collections bhonght, E. Hirschmann,
108 Duncan- Ave., Jersey Cliy, Now
Jirsey.,

SPRACTICAL VIOLIN MAKING'™,

with patterns, by he Inte Uhelses
Fraser. Send $1.006 fo our
Maude A, Fraser, IS Stark

Haginaw, Michign.

AWING PIANO—BY MAIL, 30 sell-
tenching Iessons 3. BEamples, Over S0

publieations. Phil Hreton Publica-
tions, PO, Box 1402, Omaha §, Ne-
braska.

HAND BUILIDMNG EXERCISES FOR
PIANISTS by Weldon Carter. Tea-
chers, concert planists, advanced
students. A better technle with 20
minutes dally practice. Send $1.00 for
copy to Washington Musical TI.:IHJ.-
tute, 1730 Sixteenth Street, N.W.,
Washington, D.C.

LEARN PIAMND TUNING AT HOME.
Course by 2. Wm.  Hrald White
world's leading piano technician and
teacher. Write Karl Bartenbach,
1014 Wells 8t., Lafayetle, Ind.

FHEE MAIL-ORDER CATALOG:
Hundreds of self-instructive boolks
for musiciane, from jazz 10 EyYm-
phony. Walter Stuart Muosic Ine,
421-B Chestnut 8t., Unlon, N. J.

SACRIFICING 200 ACCORINOGNS—
AlLL KISDE, Digcounts Lo 70%. Free
catnlog. Claviolines or other musieal
instrument secured. Discount Housa,
8572 8K 81, Woodhaven 21, New York,
Vi T-0E66.

BACK POPULAR SHEET MUSIC TO
w3, Everyihing. Catnlog 15¢, Fore's,
1 High, Denver §, Colorade.

BARGAINS IN FINE VIOLINS AN
BOWS, All certiled. Concerl instra-
ments & specialty. P.O. Box 343,
Polsdam, N, Y.

oL} VIOLINS AND OTHER IN-
STRUMENTS. Hepairing. Supplies.
Enken, 310 E. Washington Bl., Cham-
bersburg, P

TIEACH POPULAR PIANG. Melody
and chord =symbols, ne bass clef, 18
lessan oourse fnrme-rli.- $5.95, now only
§1.25. Stuart Musie, Box 314, Unlon,
N, J

WANTED: Jonas: Masier Hohool of
Modern Plano FPlaying & Virtuosily,
slngle volumes or sel Laurence
Honan, % Robinson Ave, Danbury,
Conn.

Foi SALE: Three accordions -Fx-
coleior, -Sopranl, Dallape. Heorbert
Ball, Box &5, Media, Pa. Private party.

f

CUSTOM HECHIRDINGS. Soundpro
mtudio, professional equipment, exce
lent u|1.f-|1|., brondeast-gquality dises,
Heasonable prices. All o dentinl
sMedcuns  Hecording  Studio, Chapel
Lane, New Albany, Indlana.

PIAND RUNS
REARKS, EN

L ANTRODUCTIDNS,
MNLUN, for popular
s 53¢ poges, $1.25. Btoart Musie,
Box 514, Unlon, N. J

Folt SALE. B flat Clarinet, Leblane
Symphonie. Like new, $200, Wm =,
Haynes Flute, French model, stecling
sllver, gold m.p, 2300, W, 8, Hollow ay,
Flushing, Ohio
PIAND TECHNIC SIMPLIFIEIL [Mlay
mpular musie pr feszionnl]l =1vle,
1,00, Kagaks, 2310 K S8th Streat, New
York 22 MN.Y.

TYPIAND. The Touch Bystem of
Plaving the Piano. The Powell Fano
Mask -blocks the sight of Llhe Key-
bonrd hut permiia sight of the music,
May like the artists—hy the exelo-
sive senses of touch and hearing.
EfMectively alds hand Independence,
ear=-truining, =lght reading, memas-
rizging. One piano mask with manual
of instruction and orlginal exercises
Send 22 Address John E Gantner,
1041 Churchill Ave, Utica, M. ¥.

=THE SCIENTIFIUC MUSIC TEACH-
ER™ m.:n[hf Frob—=amplse r
guest. Bchilllnger Syetem Mus=ical
Composition, $30. Morong, Box 21,
Hrocklyn 25, N. Y.

HOW T0O IMPROVISE complele 12
'r:q;;r course 100, 1 Ad-Lil Jazx
*hrases only §1.04. wrd  Progres-
slons Vol @2, 08 pages, §1.25, Stuart
Musle, Box 514, Unfon, MN. J

SCIENTIFIC MLUSIC TEACHER LI-
BRARY —Monlhly magazine, §Lod
year. Time saving, efelent, money-
making facts, Sample, catalog, Mres
Morong, Box 21, Brooklyn 25, N, Y.

MISIC COMPOSED, ORUHES-
THRATED, songs arrunged at small
cosl, Zygmund Rondomansiki, 8132
South Muin, Independence, Ao,

GHOTRIAN-STEINWELG PIANOS, in-
ternationally acelaimed “The World's
Flinest”, imporied [(rom H
Write HOLETAD MUBIC HOURE, 2
Oak Grove, Minneapoliz, Minn

HALL'S HANDROOK OF MUSICAL
FiORMULA a reference collection
of =la vrd melody-harmony pros-
gressions for compoEers, orrangers,
Instrumentallsts. Price §1.00. Oprder
from Albert Ralianen, § Riverlank
., Maynard, Mass,

MODERN PIANO TRENDS magazlne.
Over 1,000 profe=sional jazx plani=ts
get It monthly., Current  issue Ele—

*

4 month subscription $2.60; 8 back
imsues $3.00. Stuart Musle, Box 514,
LREL TS N. d

WILL MAKE YOU A GOOD SONG
from your melody for $30, Ht, 1, Hox
58, Beanmont, Callfornia,

JOHN 8% HULL, Vielin Moaker, 23
years exparience. Specializing In fine
repriring. Fort Hunter, New York.

MODERN HARMONY. Composition
ingtrucilon. New, individoal, “Pér=
sona]l Letter” method Piano ar=-
rangements made. Korber studlos;
i06 B Johne Place, Brooklyn I8, N.Y,

Benjamin Banke cella,
51 & Preston cello, 1760, 875,
Excellent condition. Also .‘ﬂ""\-'tll.'l't{ fine
old violing and viclas, Write: Leon-
ard Higginbotiom, 5 Morris Ave,
Chegterfeld, Doerbys, Eangland,

ORGAN CHARTS, Hetlonary of Ham-
mond Stops The; Hammond novelty
effocts 75¢; e ective Hammond com-
binatllons Sde: popular organ sivling
Goe. Bunart Musle, Box 514, Unlen, N.J,

WATUHES WANTEIL Any comnditlon.
Also broken Jewelry, speotacles, den-
tal gold, diamonds, silver, Cash sent
promptly. Mail articlos, Hn_]!nrm_-ﬂ“ﬂ
guaranteed. Lowe's Holland Bulld-
Ing, 8L Louls 1, Missouri.
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] INFORMATION ON COMPLETE BUILT-IN MODELS

Cantral Commarcial Company, 332 5. Michigan Ave., Chicogo 4, lIL
Please send complete Information on the new LOWREY ORGAND.

1 INFORMATION ON ORGANO FOR MY PIANO

[] ARRANGE FOR FREE DEMONSTRATION

LOWREY ORGAN DIVISION

Adderns

() Booklet As Described on Back Cover

Continued from Page 63

cre compiled into attractive book-
1els.

In addition to the school concerts
the Wichita String Cluartet presents
four free programs cach week in one
or more of the city’s sixty-three ele
mentary sehools, By the end of the
school  vear approximately  ffteen
thousand youngsters will have heard
the foursome, made up of James
Caesar, concert master of the Wichita
Symphony: Beatrice Sanford Pease,
assistant conceri misiress;  Joshua
Missal, principal violist; and David
Levenson, principal eellist and assist-
ant conductor of the Wichita E!’lﬂ'
phony. These programs are made
possible by the Bloomfield Fund of
the Wichita Svmphony Society, es-
tablished by Mr. and Mrs. Sam
Bloomfield to further good musical
Incally.

The school programs are designed
tn hreak down the old bugbear that
all good music is “long-haired.” No
formality exizts at these conceris;
in fact, the quartet much prefers not
to play in an auditorium, but to find
a room or a hallway where they can
sit down and let the children sit on
the fAoor surrounding them. Mr.
Caesar serves as “explainer” and his
casuialness with the children (per-
haps practiced at home with his own
four little ones) creates an air of
intimacy between the listeners and
the performers.

I attended one of the recent pro-
grams and was surprised at the very
excellent behavior of the third and
fourth grade stndents who were at-
tending. 1 could well remember a2 a
child in a =mall town the giggling
and tittering which took place when
a violini=t tuned np. There was none
of that on thi= pecasion. Each child
seemed enthralled with the mechan-
ics of the [our instruments.

Mr, Caesar’s opening remarks
were, “We would like to say “hello”
to you this merning,” and the four
musicians struck up a chord of ap-
propriate intervals which sounded
for the world like “hello.” The chil-
dren then greeted them and a bond
of friendship was established. For
| thirty minutes they listemed to and
| enjoyed such music as “*Turkey in
the Straw™ ( Mr. Caesar r.umm._-n.ﬁng
that we usually <aw a turkey in the
oven or on a platter, but this one
was in the straw ) ; “Jamaican Rum-
ba™ {with little feet tapping out the
tempo) ; “Sleigh Ride.” composed
by Mr. Missal (particularly appro-
priate becanse of a nice s=now on
the groundi: “Fiddle-Faddle™ and
other numbirs,

At the close of the program [ in-
terviewed fve students from  the
various rooms represented, and the
consensus of opinion was that they
“liked the way they played™ hecause
they “could understand what they
were plaving.” One Tittle third grarli.a-
girl said she liked them hecause
“they were all gay and no one
‘goofed,’ and it seemed like they

made the instruments talk o us”
Another child commented to the mu-
sicians that she enjoyed the music
g0 much “my legs fell asleep.”
The children are never played
down to, and they go back te their
classrooms and other studies happier
students for having cxperienced a
vital, unigue force in musical cul-
ture. They did not recognize 1t as
stich, but they enjoved it and learned
something, and in years lo come
muny of them will look back with
thankfulness on their heritage.
While the programs are fun 1o
hear, the main purpose behind them
is to further interest in string instru-
ments among public school children,
The musie staff of the schools reports
inereased interest in the study of
attributahle 1o the
qllqlrl-'! prine-
wppred iation

\ =5

music, directly
sclionl  concerts, the
grams, or the music
parties giveri by the Women's
cigtion of the Symphony.
The Women's Association has
played a large part in promoting
musical education and appreciation
in the city through their sclhocel -
sic appreciation parties, These par-
ties are held onee each month on
Saturday afternoon, and in these also

the city musiec =upervisors are most
helpful in planning with the Educa-
tional Chairman of the Women's
Association so that all areas of the
city may be zerved by these parties
A story teller narrates the story of
the strings, or the wood-wind family,
or the brasses or the percussion in
struments. Ensembles from
our orchestras demonstrate by play-

ing the instruments from the varions
sectlions, and the children are given
an opportunity o see and hear them
at close range and to a<k gquestions
eoncerning them, With vouthful pas-
!-'mn I|I!‘!| ask (1] T!lllql (113 14-;||'1| the
instruments. Tt is a rich experience
for these Jittle children. many of
whom come from the less fortunate
homes of the ecity, but it is a far
richer experience for those of us whe
ser the eagerness in their eves and
the intensity with which they accem

every word and note. The bassoon
and French hormn are alwavs vers
popialar among the small-frv. Musi.

ral games are r.L;||,,r"||, nr ;|1-rh.|.'|r- A
T"“l“"‘l -I1||'|d. ™ !l.rl--r'lﬂi'-l, .II\I‘_ ol
eourse, refreshments are served, 1v.
ng together the various facete of
musical education, The Women's As.
sociation also grants a given amann
of money each vear for -:-'In-l.ur-h||1-
o ll|l--|-t de<erving students in their
musical studjes,

In addition 1o the Youth Talem
Auditions the =, mphony Society alsn
fuinlunhh'h the Naftzger Youns Art-
ht;j \\11!11”"11-. established by My
‘i:_l; Irs. \1.'._'-' '\.dhrnﬂ of Wi hita
H'H'-n" auditions are open to any

ansas resjde . b
i dent under twenty three
) s ol age, or any studem attend-
ing a Kansas college Five casl
W i =
awards are given, and to the most
;:m-um-lmg Young artist goes the
onor of appearin i i
the Wichirg & & a5 soloist with

Svm z
ymphony Orchestrs 1]

concert. Many of these young artists
have gone on o grealer haomors,

Our youth activities are popular
and |rfh|!l.t"li'l-1.'. The Wichita Svme-
|-!|.u|11. Sociely i= ool interested in
developing musieal snobbery, We ape
only striving to ']'EH']'I|I o Tundamen-
tal musical culture, and in = doing
we have tried to =ee that each link
of the chain is securely linked 1o 1he
next one, through a concentrate
r':‘f||1'i|1lll!1:|! PIEREIN U0 Sl uneiien
with our public schools, universities
;|1u| MEF OOWn cnneerl series

Youth made the challenge, and we
have come @ |'-rI: way s=imce 946
when a survey was made in the ihe
lic schools to determine what the

prospects  were for o vouth =y

phony. We lound six hundred s
dent= as potentials. Today, theough
a survey just completed, we find tha
wer now  have over 3600 sipdens

studying band and orchesira insry-
ments in our public schools, This
does not include the greal st af
\.lrull|,:-ll‘r- 'n'l:ll: are ~Iu-|11||: fHano.
Seither
who are
teachers, with the exception

s 11 include the students

stndving under private
il thise
who are studving both privatels and
at school, Of the 3600 students, it
i= interesting 1o note thar 1.203 of
We hawe
no shortage of string plavers in
Wichita

Hivw
guestion of educating the |;-1:|11|i: i
wanl

them are siring stodents

true our statement. “N s a
goan]  mnsic " Dur desire for
grwsl music has been an infections
thing, and the joviul infection has
spread o the extent that we =ll
more segson tickets lor our concert
series than any orchestra of its soe

Dur vouth svmy

in the country. n
eoneert tickels are so in demand that
it mav become pecessary to pla
T l}'..rn e roneer '|1-"'||H;'-'.'-"r
a vouth series

I"rh\m “'."Lh.l.lll-- words are cer
tainly true in our case:

I'1|-||_ greal s o '||-'|rr-..r a dream

As we stand in vouth by the sarm
slream :

F:ul a grealer thing is to hg
through

And sav al the end, “The dream

i= true"
We had a vision, an

I|I|l [Hl-l‘_

a vouth symphony program in vour
community, if vou hope to preadice

a peneration of voung peeple whe
az

love and understand fne music |

vour future citizens

Lo
the music teachers of vour schoos
finr

i establish a similar program
vorur home town, No dream can be

come a reality unless you beliew
in L THE END
—

ILLUSTRATION CREDITS
F—Sedge Ls Blang
11 —Barratt's Phete Press Lid
15— Wayns D. Sewrbesr
1T—Eugens L Roy

ETUDE—ALAY 195

i lale

ymeeEndine. i

and a willingness ta 60
something about them. 1f vou wanl

then by all

tmeans <tart immediately 1o plan with

B

/" programs.

PIANO SOLOS

Tarantells ..Erb 110-40306 35¢
wavells thythm, velocity study. Good for re-
thd, (Grade 2)

In 2 Polish Village Scher 110-4029% 35¢
Mewrks—rbyrhm dawce. (Grade 2).
Rrundelay Bush 11040278 35¢

Lively tumeful dance. (Grade 2)

E}'F*‘W'"rr Tune Stevens 110-40333 35¢
uk tuwe. (Grade 2).

G?,“ s'.m’"'k Robinson 11040286 35¢
uresting and tumeful waltz. Melody in treble and
"1 def. (Grade 214)

Woeaia Brook ... Powell 11040303 35¢
% T"""l Prce with rcaler and arpeggior. (Grade
bl

e Patral ‘ Davis 11040234 35¢

g ."r.'.l.!uu'.'qr MEIOR M i'lfN-'FJ,l: ,'uﬂ.rnrr

[Grade 14
Three Piano: Sketches

LSBTy ¥ Franco 110-40316 504
iy b —excellent for pheasing and staccato
TG :i:}l 4

F L

?ﬁ'..-'r“"h Oldenberg 11040334  50¢
o T np;,gf_.l' Role ”d‘. {GHJ.]I:" 1),

k

o Summer Dungan 130-41154 is5¢

Sindy . 4 |
i r*Grl;rj:' ;;run and pedad impecionittic towe

Jeabongy E
- King 11040 35¢
?Jrn_.tﬂlwll;‘ o f{‘;ﬂ:\ldnf 3) 1 RE ]
o .
i:P:J: .:I;!h .. . Wigham 13041127 354

spice in l“d"i:l’l') fermasi wref.,
frw dashing ditronaces. :1'.'5 . 3).
Seheryy, ]

P Py e - o W 130-41140 35¢
rlgm‘::;';;"“l piece, Aliernate legato and itac-

Batic, 4

Now is the time to select the music
for graduation and year end recital
Browse down this list of appro-

priate piano and vocal music.

Much of the music is new . . .

L

PIANO SOLOS

Ar io Frode ......:..:Rof 110-40274 40¢
g:ﬁf.in ideal arpeggio ttwdy, Rolled chordi—feu
actarer—Chordadl, {G'I';hjt 1!,-":}.

Ballet Class ...--. King 11040328 35¢
Staccate  tomch, twaefwl—Conlemporary fdiam—
light graceful muic. (Grade 315).

Bells Across the Valley. Wright 1’01.1—-(1_!.’;! i5¢
Very effective, tamorous piece. (Grade 313).

) % Oshorne 11040317 35¢

{J,E:ar!.lﬁ:-t;pr»r;r; farar—highly individual  melodic
Fimes and barmowic ideas. (Grade 314).

Punchinello - Kiorpes Iw—leI.H as¢
u.!-iuu'. rate contem porary idicm. (Grade 314).
Osbome 11040322 35¢

D e (
PUE-I::M.-;:::W favor—bighly individual melodic

liner and harmonic ideas. { Grade 314).

ing Son Bislosky 13041126 35¢
spij':ﬁm.:f ?.’ﬂ::‘ which wier the 1mging guality of

the piano. Modevate comtemporary idiom. (Grade

314).

i : i Werlé 11040288 35¢
M#:iLJF:‘:Lf';;#R,_h,” veal frexhners. (Grade 4).
Retrospection E . Wigham 13041150 35¢

Use af 1he u-a'.'n.uf;r-.rrmf reale. Sharply comtrasting
tlot and fast parrages. (Grade 4).
i e Padwa 13041130 75¢
Hf!;:i;r: ?}'::,,'w piece aof mausical fn:g;]. Contem-
povary sdiom. Excellent material for panced sin-
demts. (Grade 3). e
ird S Rhumba ... ..Shaw 13041151
Thﬂ-fw.r:r;itunrfr!—-—puprhr style. (Grade 5).
i Oubliee (Forgotien
%u:e;:; :’;I“ ; .u. T Liszt Illl.'l—-“}!r‘l 1.00
Virtmase piece for advanced piamistr—concerl ari-
ferr. (Grade 6).

i Piano , Usmanbas 13041125 85¢
&?:E"k.m:?ril : dirtimerly individwal contempo-
rary idiom, Excellent recital material. (Grade 6).

SR

all of it is outstanding ! !!

Lk

VOCAL SOLOS

Black Is The Color Of My True Love's Hair
(Med. F minor) . ...ov0. Shaw 131-41047 60¢

A rraditional Appalachian mountain ballad.

File For Future Reference. Sargent 13141026 6O¢
(Medium E)—gaily with bumor,

I Saw A Little Tailor, . . Warren
T R e 13141020 604
Low D .. 13141021 60

Humorous, rapid study in diction and expression.
Joropo—(Med, Ab) .Sendoval 131-41029 60¢
Spanith idiom—off aecemis—good rhychm study.
Nigh:inﬁnl:—-{hic\d. voice in D) 131-41049 e

Smoby Mowstain balled . . .Shaw
Pale Blue Slippers . ... Dungan 121-30910 GO¢
(High F% mlm:r}—snxm:-l’? interesting, lively—
rady in expression—good climax—not difficalr.
Sing Song Kinty ......... Scott  121-40008 GO¢
{Medium Ab)—unovel, orighnal setting, free ex-
pression, sudden tempo chamgei,
WO . w'e's hine bo bk e Dungan 12140010 GO¢
{ Medium G)—nice texi, well set, decovative av-
o paniment,

Blue Are Her Eyes.
E2 minor R 131-40203 GO¢
Mediaom D mimor ... ..., 13140204  60¢
Lyric somg for men—ypood for comcert, radia, pop-

wlar concert,
My Lover Is A Fisherman v v v e s o Strickland

&ﬂb 13140030 60¢
f;ﬁ-c; e ebeeiyiesvess 1340031 G0V
Time For Making Songs Has Come......... Rogers
Biigh Bb o\ iifvinnnvaveive I3=G01BE. WO
Medinm Db 131-40132 60¢

Contrast in H'yfr.r-i'l-'i and rext build 1o climax.

THEODORE PRESSER CO.
Bryn Mawr, Pennaylvania




Inspires

musical
appetites

MOST ORGAN MUSIC
FOR THE MONEY
y NEW COUPLERS
Y NEW TOMALUTIES
J NEW COMNTROL PAMEL
J NEW KEY SWITCHES
¥ MNEW TONE COMBINATIONS
. MNEW VIBRATOS
MEW PEDALBOARD

—YOU CAN HAVE AN ORGAN,
AND KEEP YOUR PIANO, TOOI

Music is fun — Music is Inspiration — Music
is Happiness— Relaxation— Education —
Satisfaction.

We believe the easier it is to get started
—the broader the confidence —the greater
the incentive to learn. For young and old
—more whetting of the appetite for musi-
cal expression.

That is why we have not only made this
amazing electronic pianc-organ so easy to
play right away—but we've also built into
it more musical resources and possibilities
for ever-unfolding achicvement.

For beginner—for accomplished musi-
cian—the LOWREY ORGANO means
—MOST MUSICAL SATISFACTION
FOR THE MONEY. WRITE, TODAY,

Also available—complete Built-in Models
from dealers who sell these pianos:

h JANSSEN
o ;ﬂ‘f STORY & CLARK
— KIMBALL

Also in Canada from:
MASON & RISCH

For mm(pfmr information on portable
JRGANO shown above

GET THIS NEW ORGANO BOOKLET
Use handy « oupon on page 64, This saves your
Ewude cover.
LOWREY ORGAN DIVISION

Central Commervial Industries, Inc.
Eov o

328 M ichigan Ave., Chicago 4, [lL




