


PREACHER, TEACHER ,BUSINESSMAN, MUSICIAN, HOMEMAKER
It is ~~ that counts! Bob Jones University trains chcr-

acter as well as intellect, develops backbone as well as
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

religion"and the absolute authority of the Bible.

Summer Session - June 6 - July 9

Music, speech, and art without additional CO$t

above regular academic tuition. Academy and

seventh and eighth grades in connection.

" ht e world's most unusual university"

BOB JONES UNIVERSI y
Write for listing of fine quality
films produced at Bob Jones.
University and available for
showing in your city.

GREENVILLE, SOUTH CAROLINA.,!
®

A PRE-COLLEGE

APPROACH TO MUSIC

YOU ... AS A CAREER PRIVATE PIANO TEACHER
may NOvV 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 colleges.

PROGRESSIVE SERIES includes such subjects as
Ear Training, Theory, Keyboard Harmony - actually,
22 musical subjects correlated directly to the piano keyboard
in easy assimilable form to" improve playing and increase
musical understanding during the important formative years.

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

THE PROGRESSIVE SERIES PLAN OF MUSIC EDUCATION

• Tested Lenon Plans
• Teacher Workshops
• Pre-instrumental Program
• Foreign Music Seminars

• Correlated Theory Program
• Superior Teaching Materials
• Institutional Affiliation
• Teacher Placement Service

AFFILIATION BY APPOINTMENT ONLY

Career teachers with acceptable backgrounds and active classes are
invited to inquire about Appointment and Teaching Authorization.

A copy of the
handsome brochure,
"The Coreer Private

Piano Teacher",
will be sent

without
obligation,

WRITE

No 'ee 'or appointment

PROGRESSIVE
- SERIES PLAN

~EPT. ~2 •. P. O. BOX 233 • CLAYTON. ST. LOUIS S, MO.
Progressive Series Teachers are located in every state and 14 f' ." Orelgn countCle~
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GULBRANSEN. ,
amerICa s
smartest
piano
fashions.

•
MElT
MY
DAUGHtER,

J~~ukdJ()kn
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 want everything that's
beautiful to come to her.

I'm making sure it will ... by
giving her a Gulbransen to
create beauty for herself.

\'

WRITE
FOR
FREE

IROCHURES

•
SPECIAL

TEACHER'S
DISCOUNT

Only Gulbransen full 88-note
Minuet Consoles are equipped

with the wonderful, new
Super/on.e Scale ... the exclusive
miracle scale and the reason for

glorious decp-dimension tone.

GULBRANSEN COMPANY
Dept. E, 2050N. Ruby St.

Melrose Park, Ill.

chosen by another: pro~inenl
American UmverStty

UNIVERSITY of CALIFORNIA
SANTA BARBARA COLLEGE

Each new installation of the Sy.m.
phonic Car\1lonbrings words o.f praIse
from al1 wllo hear its beautiful bell

tones. h IYear after year,. mo~e sc 00 s,
hurches and institutions select

~aas.Rowe bells, chimes and clock
s stems than any other ~ake. The
~ore than 25,000 installatIons attest
to their superiority.
HEARING IS BELIEVING! If you or.
considering the purchase of bells,
chimes or accessories, regardless .of
size insist on hearing the actual m·
strument. let your own ears be the
judge.
One of our nearby delears
will be glad to arrange a
demonstration. write for
complete details •• '.

Dep\. EZ
3015 Casitas Ave•• Los Angeles 39, Calif.
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THE WORLD OF

The Opera Workshop of the Uni-
versity of Illinois in March presented a
new chamber opera, "The Boor," by
Myron Fink, a graduate student of the
workshop. The opera was the contribu-
t ion of the workshop to the five-week
Festival of Contemporary Art conducted
by the University at Urbana, Illinois.

The AIllCl·ican CIHlIllUCI' Orches-
tru, Robert Scholz, conductor, presented
in March its last concert of the 1954.55
season. Soloists were Kenneth Smith,
bass-baritone: Herbert Feldman, viola;
and Stuart Sankey, double bass. One
number on the program, Symphony Con-
certante, D major, for double haas and
viola, was given its first New York
performance.

The New Chambcl' (Ir-ehesn-a of
Philadelphia, conducted by Sam Mer-
gensrem, presented a concert on Xlarch
20 as the closing event in conneclion
wilh a mOllth-Iong exhibitioll of string
instruments sponsored by the Cad
Schurz Foundation. The exhibition fea-
tured instruments made by the well·
known Philadelphia firm, William Aloen-
Ilig & Son. The concert was unique in
that every member of the New Chamber
Orchestra played an instrument macle
II)' one of the three generations of
}loennigs. The distinguished family of
violin craftsmen was honored with a
special citation presented to it during
the concert by the Chamber of COIll-
merce of Greater Philadelphia.

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

George C. FOSler, chairman of the
board of Aeolian American Corporation
of East Rochester, N. Y., and a pioneer
piano manufacturer ill America, died at
his winter home in Miami, Florida , on
March 11, at the age of 94 . .LVIr. Foster
started in business in 1880, selling home
organs. A few years [uter he entered the
piano business in New London, Conn.

The MelrOpolil:ln Opel·a Company
embarked on its annual spring tour on
April II, and before the close of the
jaunt on June 1, it will have visited
16 cities presenting a total of 14 dif-
ferent operas. This season's new pro-
duction of "Andrea Chenier" will head
the list in number of performances, be-
ing given in eight of the ]6 cities.

Leopold Stokowski, who since his
resignat.ion as conductor of the Phila-
delphia Orchestra nineteen years a::;:o
has been a free lance conductor, has
been engaged uncler a thn·e-,'ear COIl-

lract to be permanent conductor of the
Houston (Texas) Symphony.

Ber'nunl Rogers of the faculty of
Eastman School of Music. Rochest.er,
is the winner of the $1000 :UcCollin
Fund Competit.ion, sponsored by t.hc
Musical Fund Society of Philadelphia.
The successful work is a cantat.a for
mixed voices and orchestra ent.ilJed
"The Prophet of Isaiah."

Richm'd Loucks, assistant professor
of music at Pomona College (Califor-
nia), is the winner of the first award of
$100 in the anthem composition con
test conducted by the Choir of the First
:Methodist Church of Hollywood, Dr.
Norman Soreng Wright, organist.-direc-
tor. His winning composition, a setting
of Psalm 117, was sung by Dr. WrigbL's
choir on Palm Sunday.

Reginald Siewart, conducting The
Little Orchestra at the Peabody Con.
servatory in Baltimore, presented in
March a concert in which al! the nllln-
hers except one were given their first
performance in Baltimore. One number,
Richard Donovan's "Suite for SIring

(Continued on Page 8)

Robert Braun, concert pianist, teach-
,~r, founder of the Braun School of .;'IIu·
sic in Pottsville, Pa., died in that city on
March 7. He had appeared as soloist
with the Philadelphia Orchestra and
prior to locating in Pottsville, he had
IJcen associated with the Philadelphia
Musical Academy. He was also formerly
a faculty member of the Sternberg
School of Music in Philadelphia.

THE COVER FOR THIS MONTH

For your "personal"
plano, choose the instru-
me.nt upon which great
artIsts agree;

1SalblOin

The twenty.third annual Bach Fes-
tival will be held at Baldwin-Wallace
Conservatory of Music, Berea, Ohio,
un May 27, 28, 29, under the direction
of George Poinar of the Conservalory
faCilIty. The major choral work to be
.-lltlg will be the :Mass in B minor. The
dimactic Fent of the festival will be the
dedication of the large A ustin organ
in the Gamble Auditorium 011 May 29.
TIle organ has been extensively rebuilt

One of the most exciting events of the 1954-55 opera season in

London was the premiere in December of Sir William Walton's first

opera "Troilus and Cressida" (See story on Page 11). ETUDE honors

this distinguished British composer, whose photograph appears on

this month's cover through the courtesy of The British Information

Services.
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BALDWIN IS THE OFFICIAL
PIANO OF THE

CLAUDIO

ArranRAVINIA FESTIVAL
America is on the move toward greater
music for more people ... in cities,
suburbs towns, viJiages. What
yesterday was "culture" for the few, today
is a spontaneous 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.

FIEDLER

Of course it's Bafdll'ill-
Ihat builds tlte AcroSOllic-
today's .!inest small piano. JENNIE

TOUltEL
Whittemore &

Lowe

THE BALDWIN PIANO COMPANY, Dep!. E·55, Cincinnati 1, Ohio
Builders of: Baldwin, Acrosonic and Hamilton Pianos. Baldwin and Orga·sonic Organs
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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
stocks of muddled music.
Dan', pile it-fILE it, in the wonderful
TONKabinel finger-tip trays that almost hand
you the very music you wont, in seconds.
There's nothing else so handy; no other
filing method so easy. Many modern ond
period styles for studios, homes, schools,
bonds. Many sizes with capacities from 1175
to 3000 sheets of music. Richly mode,
choice of finishes. Ask your dealer, or-

WRITE FOR FREE DATA
Get complete iIIusfroted folder showing 011
styles, sizes ond finishes ovailoble.
Get neared deale"s nome. TONK MFG. CO.,
1918 N. Magnolia Ave., Chicago J4.

The "Nocturne"
No. 675 shown is 18th

Century period style in
Mahogany or Wolnut.

Holds 1750 sheets of music
or 2500 music book pages.

c? ?----k 1\
Pupilf al'8 failing I'ighf fhl'ough.•.
the new

~--------"-:

ADA RICHTER
PIANO COURSE<:-~~I~
From all over the cOlilltry teachers

report that students are finding the
clarity, logical layout, coherence,

absence of barriers ... the great EASE of t1lis fine method
... has set them on (l true course of smooth sailing!

• Easy • Clear
• Effective • Comprehensive
• Entertaining • Contemporary

for the Student for the Teacher

h Pre~School Book 60¢ • Books I, II, III (Earl .
~egmner) 75¢ • ,~ook IV (Early Beginner) $1 O~
Keyboard Games (Supplementary m t . I 'b__ d . I I a ena to e

;::-- ~:::::::~:.:. use Wltl ast half of Book J,. and all of Book II) 75¢

5=~~~Z~_See it at gou, deal", without delag
M. WITMARK& SONS 619 WEST54th STREET, NEW YORK 19,N. Y.
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By NICOLAS SLONIMSKY

SOME OF MAcDOWELL'S early
piano pieccs-Amoaretle, Six

Fancies, In Lilting Rll)'lhm, For-
gotten Fairy Tales-were published
under the name of Edgar Thorn.
Why did NIacDowell select thi
name? Nobody seems to know. Thc
circumstances of the writ in" of th se
pieces were these: In 1n95. -'lac·
Dowell needed a trained nur for
his household. In appreciation of
her services, he wrot th Th rn
pieces and insrru .ted the publisher
to pay the royalties t the nurse.
The music was typical of \lac-
Dowell, down to th expressi n
marks in Engli h : "GAily_ pertly,"
"Softly, wistfully;' '·Well mark <I,
almost roughly." 'Vh n he becnm
more successful he added hi,; own
name to that of Eel"ar Thorn. Til n
something unexl ecte 1 happened: a
real Edgar Thorn reveal d hims If.
He was not a l11usi ian. but con-
fusion prevailed for a Li;'1C..
In reply to an inquiry b} \Ir.

Henry R. Austin, head of Ih Ar·
thur Schmidt Publi hill" I{ U t

the original publisher of Thorn-
MacDowell, Mrs. ·\IacDowell. in a
letter elated October 3. 19.) l. gave
this additional information: "Ed·
gar Thorn was a pure mak -up
name. MacDowell didn't kll w that
there was an Edgar Thorn ~omc·
where in the South. Afte[ he died
this man turned up. 1 nc\-er saw
him but a number of people arne
to me and asked 111e whether that
was a real name, or "'hy )1ac·
Dowell had t.:.1.ken it. For some
years after the music was orig·
inally printed under the name Ed-
gar Thorn, it clidn·t sell \ery wcU.
and MacDowell thou"ht il would
go better with his OWn name add d.
The music did happen to go a
g.reat deal better. and Ihe copy'
nght was of real "alue, as the ears
went on, to my friend. the nurse.
and I~er children_ When the first
copynght ran out, she returned
the copyright to me, after I had
r~newed it, for they were all get-
tIng on very well then. But so long
as she lived and her husband Ih-ed
they had whatever income cam~

from the so-called Edgar Thorn
music. Edward' friends who had
met the real Edgar Thorn said he
took 011 a very mysterious air. He
didn't a tuully say he had written
the music, but it \\·8S very easy 10
I lievc that it was his for he was
makinn a mystery of it. That
was, of our C, before ~lncDollell's
name was added. ~o one really
kn w th 81 ry C cept mj s If:'

•
TIlE ' LL ~ INC ruudcallim,

crick i~attributed to the famous
nstren III r ir Arthur Eddinston:
"T rhere once was B hrniny baboon
h ueed to br athe down a
buss nn,
For h t1Bid. lilt appears
That in billions of rea"

1 hall rtainl)' hit on a tune:'
As a molt r of f, l. Ihe b,boo,

would have n fairlr good chance
r hitting on workable tunc much

s n r than in n billion years.
h r nil. til number of notes On

lh t noon i limited to 39_Clen
if \\' in Iud til lCT)' high C with
which lra\'in~ky begins his for·
midllilc acre au Prinlemps, aDd
about one in a thousand random
progr ion ought 10 be luneful.

hould we limit the oumberof
rnrailnbl not to the eight nol~
of lhe diatonic scale-from C til

we 1113)' well hit upon a good
tunc b - _triking the keys al ran·
dom. Indeed. children of ,ub-pian'
i~li a e (that is, tho$Cwhosechins
are on the leye! of the kerboard
when standing) produCt .wme
highly inter tin" melodies, a~d
rh thm too, by hitting the whlte
k )·s with lh ir cu~to013ry fierce
determinalion. uch children are
apt to produce some YCrr inl~r~t.
ing harmonies. too, technlC~ny
known as p811diatonic harrooll1:-:
in which all white keys are used In
811)' ombination wha15ocrer..1f ~~
especially ad,-enlurous sub,planl~'

tic prodigy should decide to pound
on the black kers only, then penla·
tonic melody and panpenl.,oO"
harmonies would re::ult.

ETUD&--,1/AY 19;';

When Antonin. Dvonik-. landed
in America in 1892, he was asked
the inevitable question: "What do
you think of the future of Ameri-
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 gay. It is
music that suits every mood."
Naturally, such a positive dec-

laration aroused much comment.
John Knowles Paine, the Boston
composer and the first professor of
music at Harvard University, said:
"In my estimation it is propos-
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, so Ameri-
can music more than any other
should be universal."
Philip Hale turned thumbs down

on the whole idea: "We shall
never have a national school of
music," he wrote, "because we are
not a nation in the sense that
Germany, England, France and
Italy are nations, each with dis-
stinct race peculiarities."
In view of Dvorak's proclaimed

interest in Negro songs, many com-
meHtators decided that the famous
Largo in the New World Sym-
phony was inspired by a Negro
spiritual melody. Dvorak categori-
cally denied such a derivation; his
Czech friends were even more em-
phatic. The Largo, they asserted,
was simply the state of soul of an
uncultured Czech in America, stu-
pefied by the din and bustle of the
New World.
Incidentally, the orig{nal nota-

tion of the slow movement in the
New World Symphony was Lar-
ghetto. Seidl, who conducted its
world premiere in New York, took
a very slow tempo. Dvorak liked it
and decided to change the tempo
mark from Larghetto to Largo so
as to confirm Seidl's interpretation.
Was Dvorak really so uncul-

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
obsessed with the idea of self-
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 schoolboy. He felt out of place
in aristocratic salons, but when he
received an invitation to spend a
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Jew weeks in the country with an
exclusive use of a donkey for local
transportation! he accepted at once.
"What a delightful thought!" he
wrote in reply. "A donkey would
be marvelously convenient for r-id-
ing to and from the village to the
cottage.'!

•
The pri111llry ingredient of ar-

tistic success has not always been
a friendly smile and a perfect set
of teeth. In the 1890'5 an artist's
attraction was mainly in his flow-
ing hair, and a smile was regarded
as positively vulgar. A newspaper
philosopher of 1893 offers these
comments on the then current
Paderewski craze: "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
eyes 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 little
since the 1390's. The scene in
Paderewski's room after the con-
cert was described thus: ':About
one hundred women, ranging in
age from fifteen to fifty, sur-
rounded Paderewski, sighed, gig-
gled, laughed, cried, languished."
The Phrenological Journal took

measurements of Paderewski's
head and found that it was rather
large, the periphery measuring
22Y2 inches. The report continued:
"Paderewski has neither a large
cerebellum nor the full Iips and
chin which indicate profound and
steady love for the opposite sex.
The narrow, flat opening of the
eyes is not the configuration usu·
ally associated with the highest
order of monogamous instinct.!l

The jlllnous Italian baritone
Tilla Ruffo (1877.1953) was
named after a family clog. This is
how it happened. His father, Ores-
tes Titta, a blacksmith in Pisa, had
a dog named Ruffo, who was acci-
dentally killed during a hunting
expedition. A few days later the
blacksmith's wife gave birth to a
SOil, and Orestes Titta decided to
name him after the faithful dog,
Ruffo. In vain did his wife protest;
the name Ruffo was duly entered
in Ibe' parisb book when the child
was baptized. As Ruffo Titta grew,
he decided to invert his names, and
so became Titta Ruffo.

A completely new principle

~

in Accordion acoustics!
....------!J>.-;;;;-__=_
/_ .HE NEW

e ."
5~N 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.

with

fllJBNI ..
lilt'
\treble shifts 120 basses; 41 keys; 3 & 5 sets reeds; 1()

Centra-Matic treble shlfts including 2 mas-
ters; 3 bass shifts

Write for
,,,wlm, ~OuCT OF

b'Od""'!&~IiiiiOnof.ACCORDION MFG.CO.

21330 GRATIOT AVENUE, EAST DETROIT, MICHIGAN
Eastern Representatives-PIETRO DEIRO ACCORDION HEADQUARTERS

46 GREENWICH AVE., NEW YORK 11, N. Y_

ERNST von DORN ANY)
eomposifions for I_iullo solo

just published!

THREE SINGULAR PIECES, op. 44 .. $2.00
I. Burletta 2. Nocturne (Cats on the Roof} 3. Perpetuum Mobile

... $2.00
1.00
2.00
1.35
1.00

12 Short Studies for the advanced pianist
Capriccio in f minor, op. 29, No.6
Essentid Finger Exercises
CONCERT WALTZES, from "Coppelio" by Delibes

from "Naila" by Delibes
complete AMP piano catalogue available

Assoeiated Musie Publishers, Ille.
publishers & importers of fine music

One West 47th St., New Yor~ 36 - 1549 N. Vine, Hollywood 28, Cal.

GUY MAIER

"Elementary piano teaching standards in our
land are now at on all·time high ... the day of
the old time dum-dum, pencil-tapping, one-two-
three teacher is happily past. Piano-playing has
become a joyful releasing experience. Tone pro·
duction, technical facility, sight reading. are now
tought through concentrated, thoughtful methods.
To the Notional Guild of Piano Teachers belongs,
overwhelmingly, the credit for this upswing of
pianistic ideals. No teacher con offord to be
without the assistance of its constantly expanding
study plans and the stimulation it gives the stu-
dents through non-c:ompetitive projects and audi-
tions. Join now."

NATIONAL GUILD OF PIANO TEACHERS
(Founded J 929 by Irl Allison, M.A., Mus. D., LL.D.)

BOX 1113 AUSTIN, TEXAS
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JUusic Lover's

'BOOKSHELF
By DALE ANDERSON

Stories From Ollbert & Sullivan
I},· Glmlys Dflvidson

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 successful Oil-
bert and Sullivan operas which
have entertained and delighted lit-
orally the entire world since 1375.
The book is supplemented with
brief biographies of ~'. S. Gilbert
and Arthur Sullivan. It is illus-
trated with stage pictures from
many of the famous plays in which
the more noted of the D'Oyly Carte
stars appeared.
British Book Centre, Inc. $3.25

Biogl'aphical Dictionary of
COIUPOSCI'S
br Percr M. Young

A really excellent reference hook
of 373 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
110 two authorities will ever agree
as to the composers who should be
included and those who should be
left out of such a collection. Mr.
Young's selection is catholic in its
generality of choice. It scans the
musical field from John Dunstable
(1370) to Samuel Barber (1910),
and is written with interest and
edited with care.
Thomas Y. Crowell Company $5.00

Time and the Wimls
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 orchestra
conductors and also prove invalu·
able for all students interested in
hands orchestras and wind ensem-
bles. The author, whose experience
for thirty years has been .111ost c?m-
prehensive, handles his subject
with great clarity and judgment.

The chapters '"The Orchestra Be-
O"ins," leading from the Instrumen·
~tion of Monteverdi, to "The Great
American Instrumental Renais-
sance," contain a feast of inforrua-
tion of special interest to 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 oan-
nons in the percussion battery. In
174.a Handel, in the score of the
Royal Fireworks 11111Sic, was as-
sisted by 101 brass cannons and 18
pieces of small ordnance. Later,
we discover that Mozart was reo
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 and dis-
tinctive. The characteristically dif-
ferent types of orchestras developed
by Strauss, Debusev enrl Strnvi n-
sky are portrayed in ver-y clear
manner.

The author pays a very generous

and deserved tribute to the activ,
ties and accomplishments of John
Philip Sousa in developing the
American band, but he does Uot
hesitate to print the ridiculous slun
of Dehussy when the Sousa hand
played at the Paris Exposition.De.
hussy, despite his masterly handing
of wind instruments, evidently did
not like bands. On the other hand
Richard Strauss told the writer of
this review in Berlin many years
ago, that he and his father, a fa.
mous horn player, frequently heard
the band 011 its European tours and
admired Sousa's unique instru.
mentation greatly.

Mr. Fennell notes that with the
introduction of the automobile, the
television and radio, the summer
amusement parks were literally put
out of bu iness, This resulted in the
bankruptcy of several large trae-
tion ompanies. Without that rev
enue and upport, it was impossible
for the touring band to continue.
In til it' pin 'C IHI\'C come the much
larger nil in many \\'8)' far finer
university, college and high school
bands which arc now such an im-
portant part of our extraordinary
A mer! 'an musical development,
This book i a "must" for all hand
directors an I their tudcnts.
G. L blnn ompeny ·2.00

1'11£ £ 0
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GUY
MASTER

MAIER~S
CLASSES* Stephens College - Columbia, Missouri. ..••........ JW1C27 tltrU .Jldy 1*Steinway Hall - New York City July II thrll .July 15

RUSS HENDERSON •••

r .....:. c_o~M::.P.::lE:.:T..::E_C::..::HA..::N=G::E_O:::..F..:A::::;SSOCIATEFACULTY AND SU BJECTS,------~-----_o
Daily If!ssons in professional popular piano playing-the result

of 25 years teaching of more than 1000 students.
Daily lectu.res in refreshing technical approach and control.

Lessons presented in highly COllccnlrated form.

RICHARD JOHNSON-DAVID MILLIKEN

SOME HIGHLIGHTS OF THE COURSE
• At . • ,1 excItIng evcluug of lllusic for two pianos • At .

• Recitals by well known artists • Dail . CT.. 1 cvc.Jllug of Becthovcn's Sonatas
y pI 0el eSSlvc classes fo.· bcginuel's • Special lectures

TUITION: Five Day Course Columbia. Mo. or New York City ADULTS-$40.00 _ YOUNG PEOPLE-$15.00

No Tuition Charge forHusbandsorWives f CI M b
---::~~;::;::~;:-;~~~:;=-=::~~~~~:..~~=~o~~~a~ss~~e:m~e:r~s _

To be assured of luclubershi]) ill the classes send $10 00 I .., . c ass reglstL'aholl fee befol'C June 15 specifying the class.

For circ",lar giv;,lIg cOln/)lete inforlnation and for registrCltion_ . " "7 L 'f
GUY MAIER MASTER CLASSES' . wn e-w, . l·email1e-.llall(l~er

319 - 19th St" Santa Monica, CaUIol,;,ia
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Music Festivals

Abroad this Summer

FOR the information of its readers, ETUDE is pleased to present
the following condensed schedule of the most important European

Music Festivals this summer. Details of these events may no doubt be
secured from the various travel agencies throughout the United States.

•
Wiesbaden, Germany, May 1·3I.

International Festival

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

Bonn, Germany, May 15-27.
Beethoven Festival. Opening concert by Elly Ney, noted pianist
founder in 1931 of the festival.

Bergen, Norway, May 26·June 7.
International Festival"

Stockholm. Sweden, June 7·16.
Stockholm Festival 1955. Features: Orjgina l version of "Carmen"
by the Royal Opera; Royal Swedish Ballet in the "Sleeping Beauty"
ballet; The Philadelphia Orchestra, Eugene Ormandy conducting.

Helsinki, Finland, June 9-17.
Helsinki Festival (Sibelius)

Wiirzhurg, Germany, June 11·2S.
Mozart Festival. Eugen Jochum, General Music Director.

Amsterdam, The Hague, Scheveningen . June Ifi-Jul y IS.
Holland Festival. The Concertgebouw Orchestra, The Hague Resi·
dcntie Orchestra, Israel Philharmonic Orchestra. Holland Festival
Chamber Orchestra.

Baden-Baclen, Germany, June 17-2].
World Festival of IHodern Music. Twenty.nine works by composers
of allllations will be played.

Nuremberg, Germany, June 18·24.
Fourlh International Organ FeSli\'ul

Kohlenz, Germany, June 25-Septemher II.
Festival of Operetta on the Rhine

Konstanz, Germany, June·July.
Sixth International Festival

Prades, France, July 2·13.
Prades Festival (Pablo Casals). Menuhin, Tstomin, David Lloyd,
Jan Peerce, Eleanor Steber.

Bayreuth, Germany, July 22.August 2I.
Richard Wagner Festival. "Der Fliegende Hollander," "Tann·
hauser," "Das Rheingold," "Die Walki.ire," "Siegfried," "Gotter-
dammeru ng," .. Parsi fa1."

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

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

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

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

Berlin, Germany, September 17·0ctober 4.
Fifth Festival of Berlin. Royal Opera, Berlin; La Scala, Milan
Opera; Berlin Philharmonic, Ormandy conducting .
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The De Luxe

Sheraton
Stunning New

Spinet by

jtar.ck

A Piano of Tasteful Elegance
You and your family will cherish for years

Lovely, yet simple, characterized by graceful proportions. These
are the reasons why Sheraton is so popular with roday's horne-
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 at your dealer's today.

FREE-"Mu~k in Your Child's Deyelopment"-o helpful booklet you'll wont if
there ore children in your home.

PoA.Slarildi'UtWl (!fa. 234 SOUTH WABASH AVENUE, CHICAGO 4. ILLINOIS

To Increase the Student's Interest!
To Assure the Student's Progress!L

",o\'e",,,,,0
600"S\

...J$i81.t~'t'''·~i<n·~·,
MARVIN KAHN'S "THEORY PAPERS"

A complete set of theory popers 10 teach the piano student lower
intef~e~iate grade level, the rudiments of harmony and their
Oppll.cotlon. Stresses chords and chord progressions, spedal em-
phaSIS on ear training, includes Keyboard Harmony drills. Set of 12
separate papers for individual assignments ond additional leachers
supplement all under one cover 1.00

D.·' VID £·...nll GLOVEIl, Jr.

-'-IV T()() TU~t=SBooks·l·2·3
More hours of fun and practical teaching in these collections of
original pi~no solos. Each book is carefully graded and each piano
solo, a delightful rhythmic slory in itself - ideal as teaching pieces.
BOOK 1 contoins piano solos for Ihe earliest beginner - Who Is
Knocking - Ploy With Me - Bugle Bond - Uh·Huh! - j Am Sleepy
- Almost Asleep - Up Over And Down - Baggy Pipes - Covered
Wagons - The Lost Raindrop. BOOK 2 contains original piano solos
for grades I and I V2 - Swinging Together - Guess Who's' Here
- Spoon Bread - .The Chino Shoppe - Scotch Plaids - The Merry·
Go-Round - TeaSIng. BOQK 3 contains original piano solos for
grades 2 and 2 '12 - We Just .Left Church - Beep, Beep, Beep,
Be-e-e-p - Brass And Leather - Moon Men - Waltzing Together
- Floating Leaves - Rolling Waves .. , ..... , each book 7S¢

Elementory Piano folio by DAVID CARR GLOVER, Jr.
BOOGIE WOOGIE SCHOOL DAYS

Five eludes in bright bouncy style. . . . . . . . • . . .. Complete .75

MILLS MUSIC, INC.
1619 BROADWAY, NEW YORK 19, N. Y.
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Look What You'll Find
in ETUDE for June

•
Carlos Chavez, Mexico's 1\Ir. :Music
by Peggy Munoz

Chavez is really a man of many talents, being a pianist, ~on~uctol"
composer, educator and politician. His many-sided personality IS. pre-
sented in this article in a very interesting story.

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

Miss Bachauer is definitely among the foremost of our present ~ay
artists of the keyboard, and ETUDE feels pr-ivileged in pres~ntl.ng
some of Miss Bachauer's ideas concerning the education of a PHlnJsL

•
The Surmyhank. Quintet
by Alice Terhune

Here is one of the most dellghtfull y homey articles we have ever
presented in ETUDE. Written by the widow of the late Albert Payson
Terhune, noted writer and lover of dogs, the story gives all intimate
word.picture of the highly informal musical gatherings wbich for a
number of years were a part of the Terhune home life at Sunnybank,
in northern New Jersey.

•
Staging: Part 3-0pcrctlas 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 (10 with
the over-all subject of staging. The third section o( this discussion to
be presented in June takes up the many problems which must he
solved in staging an operelta or a light opera.

•
Tbe Singing City
by James Felton

Mrs. Elaine Brown of the faculty of Temple University in Philadel-
phia, has organized singing groups in l1racticaJ1y all sections of the
City of Brotherly Love, and these various groups come together at
cert.ain times of the year to present most impressive choral concerts.

•
To Beat or Not to Beat
by William D. Revelli

Continuing with the discussion of. rhythm begul1 in the May issue,
Dr. RevelJi presents addit.ional facts having to do with the proper
rhythm of various compositioJl!i',

•
Boyd Neel and thc Canadian SI.·utfol-d Festival
by :May Weeks Johnstone

The Boyd Neel Orchestra has the distinction of having traveled
more than any other mus'ieal grollJl of its size in history. It has ap-
peared at practically all of the leading European music festivals.
Mr. Neel has now transferred his interest's largely to Canada, where
about a year ago he took over the duties of Dean of the Royal Con-
servatory of Toronto.

•
Scheduling Orchestra in the Secondary School
by Ralph E. Rush

1\1r. Rush certainly· has'no iJJ'u'sions about the problems 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 so that regular periods are allotted to each of the choral
orchestra and band activities. '
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World of Music
(Continued front Page 3)

Orchestra and Oboe," was given its
world premiere. Other composers rep-
resented were Quincy Porter, Charles
lves and Igor Stravinsky.

Indiana Univer-sity at Bloomington
presented on April 3, Palm Sl1n~~y, It.S
seventh annuu] performance. of Pa.rsl'
fal." The production was 111 Englts~.
The Lenten opera was performed III

two parts; beginning at 4.:15 the. first
act ran to 5: 15, followed by an Inter-
mission for Slipper. Then at 7:15 the
second act began, ending; about 9:30.
Ernst Hoffman was t.he music director.

The Bach Choir of Bethlehem will
present its Forty-eighth Annual Festival
at Bethlehem, Pennsylvania. 011 May 27
and 28. There will be afternoon and
evening sessions, and an organ re~ital
by Vernon DeTar on Saturday morning,
-'Ia}' 28, The Christmas Oratorio a.nd,the
Mass in B Mluor are the two p-lncipul
works to be presented. Soloists will he
Phyllis Curtin, soprano; Eunic Al-
berts, contralto; John ~lcColhllll, tenor;
and Kenneth Smith, bass. HoI' J nee
will be the festival conductor,

Igo,. Sll":,,'in.~k:r,Rus!':ian-b()rn com·
poser and conductor \\ ho for a number
of years has Jivcd in New York, was
named in March winner of the $ibelius
Gold Medal. awarded C\'cry five years
for distinguished sen,iccs in lhe music
world, The award was estahlished in
honor of finland's world famous com·
poser, Jcan Sihelius.

The 1955 Berkshire Fcslh'al II
Tang:lcwood,...:\Cassachusetts,whichopen.
on J lily 6. will feature mostof theprin.
clpal works of Beethoven. The six week.
end concerts running from July 6 IQ
August 14 will include the nine £}"m.
phonies, the "Misea Solemnh," a COn.

cert performance of Act II of "Fideln''
concertos, and overtures. Charles~lllnrb
will be general music director, with
Pierre )fontellx, Leonard l3ern~tein,and
Thor Johnson as guest conductors.

The Nuttouul Association or Teach.
ere of Singing will conduct this sum.
mer its seventh workshop series. Thee
workshops "ill be held in six differeot
sections of the country as follows:Ap-
palachian Stale Teachers College,Boone,
orth arolinu. July 24-29; Willamelt~

Ihrlveraitv, Salem, Oregon, August}·5;
Northwe-tem Unlversiw. Evanston I~
linois. ugust }-5; Texas Technclegku
College, Lubbock, Texas, Augu-t &-12;
niver ...iry vf olorado, Boulder.Olio.

rude, August ll.19; and SummerSlo-
din of Crace Leslie. allsbury, .\14:...'1.
chu-cu-, AlI~tl~1 22·26.

The COl'll1l8 hri!!lti (Texas) Sym,
11hony Orch .,Ira, conducted hy Jacque>
Sin;;{ r, pr('~el\tcd on )larch 20 and21
tl Buch FC~lival which it i~planned",ill
hecome an amulfll affair. )Iaestro Sin~p
lln'l und,·rlakt·n Ihe monumental ta,k
of pre<;cnting the complele \I'orks01
Bach a rom piled by the Bach·Ces-ell·
shdt. n projecl lhat \dll run lllallY years
in the future.

C01UPE'I'ITIONS (1'0' detnils, ",,.ile to sIJo'''n' listed)

• Sigma Alpha T(lta Third American \lll ..iC' \\Yards Competition. Ca.:::h
prizes of S30Q cadl to compof'crs of a chornl coml>05ition for three·part
women's "oices and for a vocal solo. lo"ing date .\larch L 1956,Details
from Miss Ho"e )farie Crcnlzer, Oberlin College. Oberlin, Ohio.

• Choral Composition Contest. Award of .100 and public perfonnance
for a mixed ('"horus a cappella for lise by hi$!b s:chool groups..Closingdate
September 6. 1955. Details from Music D parlmcnt. lockbridge School,
Interlaken. Massachusetts. (Continlled 011 Page 49)

Musical News Items
from Abroad

A Worlfl FCSI.h1ul of )(odern Mus.ic
\\"il.lbe held at Baden-Baden, Germany,
June 17·21 undcr the auspices of the
Sotllhwest German Broadcasling System.
Included in t.he li~1tlf noted musicians
to appear are Heinrich Strobe.l, Fried·
rich Bishoff of Cermany. Viggio Beotzon
of Denmark, Rolf Liebermann of Switz.
erland, Olivier 2\Ic5siaen of France, and
.Matyas Seiber of England. Hans Rog-
baud and Ernest BoUT \\ ill conduct the
Festival Orchestra.

,The PI·adcs FesliH1J, JIIJy 2 to 18,
\\Ill present a number of artists making
th:ir first appearance there, among these
hem:,!;Yehudi ~fenllhin, the Bach Aria
Group (with Eleanor Steber) Henny
\Yolff, soprano; David Lloyd, te~or; and

Dietrich Fi"cher.Dies.kau. Allhonghhe
is now 78 years old, Ihe belovedPab!o
Casah will take an aCli,·epart. He lI'll1
31JPCIU' in nine of the defen concerts
10 be pre~cnled.

SZ\-IllOIt Goldberg has been ap-
pointed I'f"nnanent conductor·soloistof
the Netlu.r1ands Chamber Orchestra,
which will make its !lfl;1 appearanceat
the Holland Festival.

The Urilish Industrics Fair held,in
London. 1\fay 2 to 13, includeda sec(~on
in which nearly 100 pianosrepresentiTIg
the output of many British manlliactl~r.
ers "ere ..hown, There was also a dlsj
pia)' sbo,\~ng o,er a thousand items0
piano parB and acces..~ries.
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Albcl'lo· Ercdc

Problems

of the

Operatic

Conductor

ETUDE'-MA¥ 1955

"ln the last analysis, it is the operatic conductor

who controls the destinies of everyone connected

with the perfonnances he directs."

An interview with Alberto Erede

Secured by Myles Fellowes

l~OTHE AVERAGE" opera 101'er, the
most important element in the per-

fo nuance is the singer. If a "star" sings
exceptiouall y well the night )'011 hear him,
you sa\- he's "good." Otherwise: he's "bad."
MallY people overlook the fact that, j[ a
singer were really <'bad," he wouldn't be
engaged by a leadi ng opera house. No
matler how beautiful his voice, a singer's
every performance can be influenced by
circumstances beyond his control. He ma y
be suffering from a slight cold or a large
worry-or he may be in the hands of a
less-than.understanding conductor.

] n the last analysis, it is the operatic
conductor who controls the destinies of
everyone connected with the performances
he directs. He is master of the orchestra;
he supervises stage activities; 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
been associated with La Scala (Milan),
Covent Garden, Glyndebourne, the Salzburg
Opera Guild, Teatro Colon (Buenos Aires),
Staatsoper (Vienna), the Italian Radio
Symphony, and the London Opera; he has
been acclaimed for his successful guest
appearances throughout Europe and South
America, and has made many recordings,
both operatic and symphonic, for the Lon-
cIon Label.

"The difference between an operatic and
a symphonic conductor is not one of mu-
sicianship," says 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! ac'tuaUr,
is a kind of voiceless vocalist who must
understand the theory and practice of voice
production with the grasp of an experj.

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

"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
singers, the conductor knows that, while
the basic rules of sound voice production
are the same for everyone, each singer
has 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 Lo
all. As 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; if 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 I rehearse with singers, I try to
teach them the phrasing, diction, and
general style I wish the performance to
have. At the same time, I familiarize my-
self with the vocal individualities of each
singer so that I may know exactly what
to expect at performance. And whatever
these individualities include, I must be
alert to them all. While singers are willing
enough to give the conductor what he wants,
they 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 rhythm
alive among the other performers. This is
managed \vith a round, slightly delaying
beat which holds matters in check so subtl)'
that the audience does not suspect that
its purpose is (Continued on Page 45)
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The Musical Experience_

of the Classroom Teacher

It is no easy task faced by the average

It 1 OtT ec;al training,classroom teac er W £0, Wt t no sp •
is called upon to give instruction. in music.

THE GREATEST single need 01 the
classroom teacher of music is con-

fidence. Her trepidation may stem from
previous unpleasant experiences or . £:0111
misguided attitudes. Many non-mUSICians
believe that only the exceptionally talented
can "make music." Unfortunately, many
of these teachers did not have happy 111US-

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 teachers. Supervisors, admin-
istrators and teachers in teacher training
institutions need to discover each individ-
ual's competencies and to direct them into
channels for musical growth. Self-confi-
dence is 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 each of these
areas." 1

Attitudes and competencies cannot be
expressed in terms of credit hours. Persons
in charge of In-Service training, and fac-
ulty members of institutions which offer
music courses for classroom teachers
should not only be sound musicians but
persons who have an understanding of

1Unpublished report of the Committeeon Music
for the Elementary Teacher, Music Educators
National Conference, Philadelphia, March, 1952.
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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 teachers. They are
professionally competent persons who are
interested in the total development of the
child. Vie 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?
Vie 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 Prohlem
It is all very well to make the foregoing

statements, but 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
to musical rhythm or movement. She must
first perceive before she can understand or
express. We must help her not only to
hear but to listen. In most cases the ears
have never really been opened to the world
of musical sound.

College music courses designed for
classroom teachers should include partici-
pation in the areas for musical rrrowth
which are found in the modern elen~entary
school, namely: singing, playing, listening,
creative and rhythmic activities. It is most
important that within these areas tlle
teacher find SOme means for successful

by CHARLOTTE DUBOIS

musical ex pres ion. The material used
should include l"l1any that nrc directly reo
leted to the mu ical experiences in the
elementary classroom.

The symbols of musi 01 notation repre-
sent the oncept f musical sound. The
elements of music arc rn lady, rhythm,
harmony and tone color. These elements
are combined in various musical forms.
The three tatements ju t made become
truly meaningful to the layman only when
he has experien ed each concept. I·Musical
experiences are of greatest value when
they are of inunedioie significance to the
student. It (the music course) should en-
deavor to stimulate the imagination, to
provide for the haring of creative ex-
perience, to nurture an awareness and
sensitivity to beaut)' ill life."2

Approaches to the Problem
Our ultimate goal is the interpretation

of music for children. The understanding
of this interpretation will include what is
seen on a page of music, what is heard on
a rccordina or live instrument, what isc
felt through bodily response 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 to
expression.

For example, ask a class to sing one
stanza of America. Then sing again with
a free swing of the arm down and up as
we feel the pulsations 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 a.nswer

"3" is given (and iL always has been III our
classes), put the number 3 011 the trehle
staff. How do the beats leel? Thal IS,

what kind 01 notes do ther leel like? I:t's
slep it carefully (Contin""d on Page ,0)

2 "~Iusical Development of the Cla5Hoo~
Teacher." Music Education Research Coune
Bulletin, No.5, page 6, 1951.
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"Trof lus and Cresstda" produced at Covent Garden last December. This scene in
Act IlJ shows tho death of Troiln.s (Richard Lewis) in the Greek encampment,

A scene in Act I. Troitue turns OIW:IY
from Pam/urns (Peter Pears).

Universal Appeal of
Sir William Walton"s First Opera
Composer 0/ "Belshazzar's Feast" writes a thrilling "Troilus and Cressida"

by Frank. Howes

THERE IS at this time a spate of new
operas by composers without a preee·

dent in the chequcred history of English
opera. The autumn of 1954, saw the first
performances of Benjamin Britten's "The
Turn of the Screw," Lennox Berkeley's
"Nelson/' and Sir William Walton's first
opera, "Troilus and Cressida." Michael
Tippett's "The Midsummer Marriage" is
promised for production at the Royal Opera
House: Covent Garden, London, in 1955.
It would take too long to examine the

causes which have combined to bring about
a state of affairs that United Kingdom com-
posers of an earlier generation: like Stall-
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 appreciation of
opera as an art-form in its own right on
the part of the British public, so that com.
posers have been encouraged to risk de·
voting their energies to operatic composi·
tion, whereas their predecessors were
deterred by the public apathy, and even
hostility then prevailing.

Walton, who is now 52, first became
prominent as a composer with an indidd-

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
into a ballet and then into two suites for
orchestra, was witty, ironic, brittle in or-
chestration and in keeping with the anti-
romantic spirit of those post-war years.
But his real nature 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 ]ascha Heifetz
commissioned a violin concerto from him
(1939). Meantime, he had produced a
symphony.

He is like Cesar Franck in that his
method of working seems to result in one
work only in each kind, in which what he
wants to say in each medium is so concen-
trated that it takes its place in the repertory
as a standard work. Thus his oratorio
HBelshazzar's Feast," his Sinfonia Cancer-
tante for piano and orchestra, his string
quartet and his violin sonata are his first
and last works in their respective {arms.
Though he manifested hi~ talent very young
he is a slow worker. He is, nevertheless, a

successful composer of film music and oc-
casional music: such as his two Marches
wr itten for two Coronations.

His opera, "Troilus and Cressida," was
commissioned by the British Broadcasting
Corporation as long ago as 1948, but the
conception developed into a 'tragic opera
of full scale delllallClillg all the resources
of a large opera house. It received its first
performance under the directiou o l Sir
Malcolm Sargent at the Royal Opera l lousc
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 ill reaction against
both 0:£ those inheritances Irom the 10lh
century.

Great Love Story
One result of the Iact that there is noth-

ing problematical or experimental in Iorm
or harmonic idiom in the opcra will be
to enable it to lravel. Its plot is one of
the great love stories of thc world, a
mediaeval fiction of the Trojan War,
and thereEore universal III its appeal.
This. too: will mean that there is no ob-
slacle of nation- (Contil/lled on Page 47)

1ETUDE-MAY 1955
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Rohel" Cnsll(lcsus-n moment of study of one of his eonecrj. SCQI'CS.

BETWEEN the child who 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 not quite the
same thing as notes, skills, and "pieces."
Pian ism rests upon two basic elements:

(1) the mechanical abilities which enable
us to express ourselves on the keyboard,
and which we call technique; and (2) the
essence of what we have to express, which
we call musicianship. Neither element
alone produces a master pianist; both must
be present and well balanced to assure
good pianism. And we shall see, I think,
that progress in the one branch is closely
bound up with progress in the other. The
most fluent fingers are valueless unless
they have something to be fluent about;
the most sensitive conceptions are valueless
unless they find suitable outlet through
the fingers.
The first step in the development of

pianism 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, I
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 Ecnajor.

12

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 all interview with Robert Casadesus

As told to Rose Heylbut

When this basic pOSItIOn is maintained
without stiffness or tension, the first exer-
cise in actual playing consists in lifting
one finger and striking one note at a time,
the other four fingers remaining motionless,
in position, on their notes. Next, the exer-
cise is repeated striking each note six limes,
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
following the same plan of playing. The
chord is struck; then one finger at a time
is lifted and put down, while the others
remain motionless over their keys. This
exercise, too, is played six times on each
note, and very legato. The fingers should
not be raised exaggeratedly; just enough
to release body weight to the keys; and the
tone must be good and rich, neither too
weak nor too percussive.
In recommending this exercise as an ex-

cellent means of strengthening the hands,
I speak from long experience. A t the age
of seven, I had for some time shown proof
of an affinity for the piano, and my parents
took me to Isidor Philipp for further in.
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-

ished Seventh chord. I w rked at it [or
three weeks. At first, my hands grew tired;
not tensely so, but with the normal strain
of accustoming the muscle to an entirely
new activity. At the end of that time, how-
ever, my hands were stronger, more pli-
able, and more obedient. 1 have ne~ert:
gotten the experience-or the exercise:
In due course, then, the student pro-

gresses Irom elementary finger exercises
to one or more of the recognized methods.
combining finger work with musical con-
tinuity. Czerny, of course, is excellent-r-
except that his technical help is greater
than his musical value. Another fine
method, more familiar in Europe, perhaps,
than here, is that of Stamaty who taug~lt
at the Conservatoire at the time Chopin
was in Paris. It is a valuable method for
beginners because it is based on the el~-
. mentar y five-finger exercise, worked out Il1

many clever and interesting comhinutioue ;
and because it helps to develop independ-
ence of the fingers. And, of course, the
gospel of aU pianists remains scales and
arpeggios ill all their forms. More ad-
vanced students can do no better than to
investigate the exercises of Philipp himself
(which make use of the Diminished Sev-
enth chord I have described). These
exercises should not be practiced 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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HAVE 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: "Suppose you practice a new
piece for a week and get it to a certain
degree of proficiency for your lesson,
then practice it for another week and
bring it for a second lesson. What would
J look for fundamentally in your playing
to decide whether or not you were pro·
gressing as you sh'ould in your mast~ry
of it-entirely apart from the carrymg
out of any suggestions I may have made
at the first lesson ?~' Obviously, if this
question can not be answered correctly-
if he does not understand what his basic
technical objective is-he is not practicing
as efficiently 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 to practice well. Good
practicing includes efficiency. The necessity
of increasing efficiency in practicing is
shown by comparing the. practicing of a
beginner 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 Iour 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 anything unnecessary. Every music
student, talented or untalented, is some-
where between these two extremes, pro-
gressing toward the situation in which the
artist finds himself. In other words, the
student must constantly increase the effi-
ciency of his practicing because of the
increasing amount of material he must
work on in relation to the amount of time
he has to practice.
Going back now to your question, you

will find that most students, recalling the
saying, "Practice makes perfect," will reply,
"You will notice whether or not I play with
fewer mistakes at the second lesson." Of
course, increased accuracy represents prog-

Mr. Barris is a member of the faculty of
OhioWesleyan University at Delaware, Ohio.
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ress but to think that the fundamental
obj;ctive of practicing is to 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-
plelely learned and played satisfactorily
from memory. If we analyze what has hap-
pened when the piece is finished we shall
find that everything we do has become a
matter of habit-c-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 call
think consciously of only one of them, all
the others will be correct because their
perfection has become a habit. A pianist,
for instance, at any given moment may be
playing 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 way or making changes
in rhythm. If 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 habit.
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 way every time. If we do it one
way the first time, a different way the
second time, still a differnt way the third
time and so on, we are not forming habits,
although we may be clarifying our thoughts
about what we are trying to do. If, 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 be perfect from the

very first moment we put our hands on the
keyboard.
The reaction of the average student to

such a statement by a teacher is: "Well,
that is only what I expect a teacher to
say, 'Hitch your wagon to a star' and you
will accomplish more, even if 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

Mal~e

Perfect
Here's an excellent analysis

0/ the wh)'s and

where/ores 0/ the practice problem

by an experienced artist

and teacher.

by Chester Barris
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ONE of the most fascin.ating chapters
of American "history IS the story of
the United States mail. It conjures

up pictures of the pony express and th~
heroic phrase "The mail must go through."
Probably many books have been wr-itten
on the subject, but, to .my knowledge, none
has appeared recently that spells out the
romance of the expanding frontier with
mail delivery just inches behind; the part
the mail played in our social and economic
growth; the special problerns that arose as
our civilization became more complex; the
political background that seems to have
been ever-present.
These aTC the broad outlines of the story

which would ten at the same time the broad
outlines of American history. When, in
1792, letters were first carried by our own
post office departmentl the postage was from
six cents for the first 30 miles up to twenty-
five cents for 4,50 miles and over. In 1792
[his was a small coastal country. But by
1351, letter postage was set at three cents
{or delivery anywhere within 3l0aa miles, a
geographic 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 Q,I1

the importance of providing wide distribu-
tion of informational, educational and cul-
tural material through the mails-at low
rates to encourage the circulation of such
materials. As early as J792 newspapers
were granted a special rate of one cent a
copy within 100 miles and one and a half
cents for greater distances. In 1879, second
class mail was established. It included news-
papers and periodicals published for "the
aissemination of information of a- public
characte-r or I devoted to literature, the
sciences, arts or some special industry."
This class of mail was and is carried at the
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The cost of mailing

music and music books, as

compared with other

cOlnmodities, should be

of tirnelv interest to teachers,

students and all music lovers,

by RICHARD ALAN FULLER

lowest postal rates.
The story of the Post Office, too, tells

part of the story of our commercial gro\\-lh,
the carrying of advertising matter through
third class mail and merchandise through
the parcel post service. Significantly, from
an historical sense, these services were de-

I fined and set up first only in 1879.
Each of the four major classifications of

mail parallels a major aspect 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-
lems that relate to some groups of our
people. Even the less than lively imagination
can spell out a background for some of the
special (arrd chosen-at-random) regulations
covering subjects like "absentee hallots-
advertising matter-baby alligators-baby
poultry-bankruptcy forms-beer end ale
- berries - bonds - combustibles-copy-
rights-currency-eggs--and (newly
added?) radio-active materials."
Finally, under "M," the index (and we)

COlq.e to music - "Music scores, Postal
Union mail."
This sole reference to music relates to

the international mailing of music as
printed matter and at special rates.
It is an unfortunate fact that music. and

only music, of all the printed materi'al of
education, culture and information, enjoys
no special consideration in the mails. Since
this obviously cannot be a prejudice. it
must be all oversight in that the postal
authorities themselves, like everyone else,
must be constantly touched by music.
whether it be in his church. his home or 111
his public life. And since it was only in 1938
that books received special postal privileges.
perhaps it is not too late for some chancee
to be made concerning music.
It is quite astonishing that a book about

Mozart, weighing somewhat less than a

jJIIlI III.' ~.dl be mailed UII) where ill the
united tates for eight cents. The ruugaaine
which you are new readina m<f) contain,
among other editorial content, on article
about Mozart and examples of his music.
It may be mailed an) where in the Luited
SLates for consideruhly less than eight cents.
BUll should a piano teacher buy indhidual
copies of Mozurts sonatas, weighing about
the same amount, the postal charges \\ ould
be from 18 cents to 32 cents, depending
011 the distance involved.
Out of the hundreds of examples possible,

consider one other. A hymnal, \\eighing
just under two pounds, can be mailed for
12 cents regardless of distance. Bot the
very same hymns. unbound, require postage
of from 20 to 51 cents!
It should be clear that these instances

point up a situation which is unfair to the
users of music-the churches, the schools,
the teachers and the pupils. For, although
the word music may mean popular songs
to many people, only about 16 percent of
all the music sold in the nited Slates con-
sists of currently popular songs. The rest
goes to the major consumers of printed
Illusic-the churches. public and private
schools and for private music study. And,
although it is true that half of the music
is sold in stores, the other half is forwarded
to the consumer bv mail. In fact. postal
sen-ice is the oulv 'means by which music
is made available to most of the COlllllluni-
lies of the country. ~rhere there are no
music stores. musicians must depend on the
mail to bring their most essential require-
ment to them. These consumers in smaller
communities ma~ ,'er) well be those least
able to bear high postal costs.
In any history of the United Slates

Post Office, one important chapter would
be devoted to the policies which have gov-
erned the setting of -rates and the establish-
men! of special services. 'Vh.i1e there has
never been an (Conl-inued 011 Page Sf)
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The Wichita (Kansas) String Quartet plays to an attentive audience of Public 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 ClaracvL. M. Waldrop

IT IS IMPOSSIB.LE to recall. how many
tunes we seid, . It IS a question of edu-

cating the public to want good music."
We of the \Vichita Symphony Society,

were pondering ways and means not only of
promoting our symphony, but also of or-
ganizing a youth symphony in our city.
We had a vision, an incentive, a purpose,
and a willingness to do something about
them. We are happy and proud to share our
success story with you.
In 1946, it became apparent that 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-
young Wichita Symphony Orchestra, hut in
reality we were giving them something
which was foreign to a great 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

appreciate it. We were to begin at the
bottom and build up, through education,
a generation of young people whose minds,
ears, and hearts were attuned to good mu-
sic. 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 yet 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 junior 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 he-
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 fan 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
consider 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
hand or orchestra. (Continued on Page 63)
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Musical

Showmanship
Part 2

An Editorial

hy

JAl\IES

FRANCIS

COOKE

IN THE FIRST section of this edrtorial,
noted musical showmen of the past such

as Maelzel, Pagani»! and Julien were given
consideration. Probably every performing
artist is, in a sense, a showman. The COIl-

tact of each one depends upon the point of
view and the sincerity of the individual.
Even the greatest of artists who consider
themselves as disciples oi destiny must,
within their awn field, make presentations
that arc of absorbing interest to as many
ticket buyers as they hope to reach, to
stimulate, to fascinate, to entertain, to
inspire and to exalt.
One of the most surpri.sing and engaging

musical showman the writer has seen was
the infinitely clever and droll continental
'(Swiss) clown advertised as "the great
Crock." Crock's real name was Adrien
'Wettoch. For sixty years he went all over
Europe and Great Britain making millions
laugh. His musical ability astonished all.
He appeared in large music halls and
leading theatres at grand opera prices.
Crock, now 74, gave his final perform·

ance in Hamburg, Germany, Jast Novell1'
"ber, before an uproarious audience of 1,000
.people who came t~ ,see him from lllany
J)arts of Europe. He 'bas sipce ret~r.ed to his
fifty room villa on the Ita!ian Ri~Tiera. Groc~
~poke .s~yen languages nuel,~tly ~nd ~~~
an honorary degree o£ Ph.D., ·wlnc.h m.ore
'accul~ately, Jl11gilt ·have '-he,en M.M. ,(Maste~
of Mirth)L. The mOI:;;ent 'h~ can;e~ u.Lpo~·tii~
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staae in his black and white clown costume,
lug~ing a huge traveling bag, he broke into
an insratiatinz infectious grin that in a

e 0 l' Iflash eave everyone in the auc renee t te
feelin; that all ~\'as well in this funny, olJ
world, and set them rocki-ng in their seats
as he broke into uproarious laughs. Thts
had to be seen to be realized. Then from
the depths of IHs huge .bag he would pr-o-
duce a musical instrument, sometimes a
tiny violin like an old fashioned dancing
master's kit which, at first, would fill him
with amazement and rapture. When he
played the first notes they sounded like the
cry of a baby, and he cuddled the fiddle
with pathetic affection. Then he would play
familiar melodi'es 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 eyes. Gradually he moves to-
ward the piano on his hands and knees with
fear and trepidation in his eyes. He li fts the
cover and lets it fall with a bang, which
throws him into a faint. When he recovers
he begins to explore the piano and then
starts to dissect it. Out comes the action
and then the keyboard and soon the stage
is littered with parts. Then with great effort
he gets it together again. Finally he sits
down to play with extraordinary facility,
a short program of which any 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 Groek'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 de
vivre of France, the welt.schmerz of Ger-
many :and the jolly merriment of old
England.
. American music lovers who had the priv-
ilege of hearing the inimitable Vladimir

de Pachmann (1848.1933) were given an
unforO"ettable experience. There has been
an in~pres&ion that de Pachmann's antics
..."ere affected, purely as a routine of show-
manship. That he was an exhibitionist can-
not be gainsaid. All of his eccentricities
indicatoo a disturbed mind and not some
faked up stage trick for mercenary publicity
purposes. His stage behavior was the real
de Pachmann and was in IlO sense an
affectation.

De Pachmann had all the background
and training of a great piano virtuoso. His
refined fail'y-Ji.ke pianissimos held audi-
ences breathless. 1n his younger years he
had great magnetic power and soaring
imagination which brought him great hon-
ors. Denmark made him a Knight and the
London Philhm-monic gave him its highest
award, the "Beethoven Medal." When he
played the composition of his idol. Chopin,
his rich velvet) lone and gossamer touch
were incomparnblc. He carried with him
upon" his trips, together with. hi beloved
collection of diamonds, emeralds, rubies,
sapphires and other unset gems, which he
hoarded like a mi er, n ragged dressing
gown which he claimed had once belonged
to Chopin, although it looked like some-
thing he might have picked up in the flea
market. Adorned 111 thi gown he would
play for hours obliviou ro all surroundings.
Those who knew him most intimately

observed certain trait which made his
sanity in his later years questi nable. Once
with Conde Nast, publi her of Vogue. and
the late Heywood Broun, famous leI" York
critic, the writer lunched with de Pach-
mann in his suite in a prominent tanhauan
hotel. Arriving a little earlier than the
others, the \\ riter sat in the drawing room
and chanced to glance in the bedroom 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 pelted his hal,ds
affectionately and kissed them again and
again. He went through other gyrations
which certainly justified the first editor of
ETUDE, James G. Hnneker (01 precious
memory), in labeling de Paehmann the
"Chopinzee_ "
At luncheon in his (hawing room that

day, de Pachlllalin took the precaulioll of
dipping his silverware in the finger.bowl
and then vigorously Wipjjlg it dry with _a
napkin. The "Titer assumed that during hlS
widespread tours o[ the world; he had
found this a wise hygienic precaution. After
each course, he cleansed the silven\are
in the finger bowl, which soon hecame
a thick mess of grease and particles of
lood. After dessert he lifted the bow' and
drank its contents wjth gusto,
That night we l'ode downtown with

him in a subway train. When we came to
his station he arose took off his top hat,
and dignifiedly (C~ntinued 011 Po{!e Sf{)
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Here are more

valuable points to keep

In mind when

Staging

Concert

Part Two: Costumes

for Church and Concert

by George Howerton

IT IS APPARENT in recent years 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 so elaborate or
spectacular that it detracts from the music.
It is unfortunate that in all too many in-
stances nowadays the latter situation exists.
It is a particularly unhappy circumstance

when this is allowed to occur in the church
service. When choir robes are to be worn,
they should be of such design that they
do not call attention to 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.
Robes 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 should not be so extreme in design
or startling 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 so that the choir does not
stand out as a conspicuous single unit.
The use of robes in the liturgical setting

CHORAL DEPARTMENT

has been carried over into the secular situs-
tion where their acquisition has been
emphasized possibly too much in the past
few years. While usually effective in and
appropriate to the church service and in
the performance of religious 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 bod y
of folksong literature drinking songs, dance
songs, and others in similar vein sung by
a group of robed choristers hardly seems
appropriate. With these younger age groups,
especially in the performance of secular
music, 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 for costume is

that where the boys 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 upon such factors as:
(l) age of the singers; (2) nature of the
setting; (31 character of the music;
(4) financial resources of the organiza-
tion. It is suggested that with this plan
trousers should be of as uniform a color as
possible. Some schools have arranged for
a local merchant to order trousers individ-
ua llv measured which the boys themselves
purchase. Since the trousers are usually o l
a type customarily worn, no large unwar-
ranted (Continued on Page 46)
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Dr. Paul N. Elhin

Rossini: L'ltalia",a in Algeri
La Scala's complete recording of. tl~is

sparkling comic opera finds. the. distin-
guished Italian company putting Its best
foot forward. This is a delightful first per-
formance for records. The evenly.matched
cast includes Giulietta Simiouato (Isa-
bella) Cesare Valletti (Lilldoro), Mario
Petri (Mustafa), Graziel1a Sclutti (El~ira~,
and Marcello Cortls (Taddeo). Carlo Maria
Giulini's spirited direetion, excellent work
by the La Scala orchestra and to.p-notch
recording make this set an outstanding suc-
cess. (Angel 3529B-2 discs)

'II

"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)

Haydn: Quartet for Strings in F Major,
Op. 3, No.5
Quarte't for Strings in D Minor,
Op. 76, No.2

The Quartetto Italiano's first excursion
into recorded Haydn has produced some
lovely sound, perfectly reproduced. But the
vigor and freedom of these .Haydn quar_tets
is curtailed by an over-cautIous conceptIon.
(Angel 35185)

Beethoven: Concerto 1\'0. 2 in. B~Flat, 011. 19
:Mozart:Concerto No. 15 in. B_Flat, K. 450
Good, modern recordings of these con-

certos are not in over·supply, and Solo-
mon's sincere performances are welcome.
The English pianist makes no attempt. to
invest this early Beethoven concerto WIth
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. _ ess creater than it inherentlya serrousn 1:1 •

possesses. Both his Beethoven with the Phil-
I . Orchestra under Andre Cluytells13rmOl1Ja
and his Mozart with the same orchestr~
conducted by Otto Ackermann are b~~utl-
lully played and recorded. (HCA \ ictor
LHMV-12)

Bach: Ot'gan\Vorks
Disciplined vitality is the distinguishin.g

mark of areat organists, and the mark IS

unmistak:ble on Finn Vider. This Danish
organist, who has recorded ~nuch. of the
Bach literature for Haydn Society, includes
on his latest recital Prelude and Fu.gue in
A Major, Prelude and Fugue in B. M~llor,
Pastorale in F Major and Fnntusia Ln F
lHa.jor_Registrations and style are baroque.
(Haydn Society HSL-128)

"Music of Johann a'hd Josef Strauss"
Buyers of this Strauss program a~e goin.g

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-
harmonic Orchestra, and release them as
a 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 senti·
mental and never driven, is a lasting joy.
(London LL 1028-29)

Mozart: COllcerto in A Major for Clarinet
and Orc1lestra, K. 622
COlfcerto 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
soloists deserve highest ratings. First-chair
men of the Orchestre de LaSuisse ROl1wl1de,
clarinetist Gervase de Peyer and bassoonist
Henri Helaerts give these happy concertos
the happiest, least inhibited readings you

co,·ds

Reviewed by
PAUL N. ELBIN

are likely to hear. (London LL 1l35)

Schubert: Qttilltct in: A M"jQr, 0,1•114

The old Schnabel-Pro Arte version ol
the "Trout" Quintet till holds my alle-
. b t this new one by the Barchetglance, u _ . WI'
Quartet and pianist Friedrich ue l.r~r IS
as satisfying as any of the LP editIOns.
Exquisite.ly r~c~rded a~d plafe(~ \\'}lthtru~
Schubertian Jo~e de vwre, "ox sTrout
deserves warm welcome. chubert's seldom-
heard Nocturne in E Flat Major, 0t'. 148
for piano, violin and 'cello is an added
attraction. (Vox PL 8970)

Schubert Recital
Gerard Souzay, young French bar.itone,

specializes in such repertoire material. as
the fourteen lieder in this recorded r.eelta_1.
Aside fr0111excess vibrato in DII bist die
Ruh', Souzay sings beautifully, expressively
Schubert songs ranging in mood from
Liumei to Gruppe -aus dem Tartorus. Dal-
ton Baldwin's piano accompaniments are
exemplary. (London LL 1148)

Ravel: Yalses Nobles eL Sentimentalell;.
La Yaue

Strauss.Dohnan)'i: Sweetheart Walt;;;e.
Delibes-Dohnanyi: Naila Walr~
Four contrasting waltz compositions ~on-

o;;titute Leonard Penna rio's latest asslgn-
;nent for Capitol. The young pianist gives
facile readings of all, but he is mos~ com-
pletely successful with the DohnanYI tran-
scriptions. (Capitol P 8294)

Lalande: De Pro/umlis (Psalm 129)
Grove terms Michel Richard de Lalande

(1657-1726) "the best Frellch wriler of
church music of his day." To Vox goes
credit for givina Lalande his first entry

b .
into the LP lists with an impress'\"e per-
formance of one of his most elaborate mo-
tets. Marcel Courand, noted French choral
conductor directs the chorus of Radio
Stuttgart, 'Pro Musica Orchestra of Stutt·
gart, and a group (Continued on Page 48)

Band instrument players

as well as performers on other

instruments may well give heed

to the important question

What About Rhythnl?

by WILLIAM D. REVELLI

FOR MANY YEARS students, leachers
and performers have indicated constant

confusion in the use of the terms: rhythm,
time, measure, metre, tempo) 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
rhythmic 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 is a funda-
mental concept, which may become monot·
onOllSand 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. Tn 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 behveen them
and proceed to more specifically define these
frequently 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
inlo "free" and "'measured." For exaniple,
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the regular repetition of the rise, accent,
and strong or weak beat will produce
"measured" or "time" rhythm. However, if
the repetition becomes irregular we will
acquire "free" rather than "regular" or
"measured" rhythm, such as occurs in our
daily speech.
It 1S a psychological fact that human

beings feel and hear counts in groups {-,f
twos and threes. Even the simple four-beat
measure is reduced to 2 x 2 pattern. These
reiterated beats form the metre in which
music is 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-
heats 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
metre and time as a straight line which is
divided into many equal units around
which varied and intricate rhythmic figures
are woven. To present even a more vivid
jJlustration, let us use the rhythmic pattern
of the anthem America as an example.
In the first measure of three quarter· notes
the metre and rhythm coincide and may be
described as being "measured" time; how-
ever, in the second measure, the rhythm,
which consists of a dotted quarter, an
eighth, 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

BAND DEPARTMEN'l'

the most elementary form of metre, whtlo
dance figures are more complicated; yet
the dance design is invariably based on an
even pulse which will readily divide itself:
into two, three or four beats. Our bodily
movements are definitely rhythmic and the
freedom from a conceived 01' 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 time-spaces and of definitely re-
curring stress-movements (which are more
frequently referred to as accents and which
serve to 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

devoted chiefly to the defining of rhythm.
In order that we may continue our differ-
entiation of metre as opposed to rhythm
let us now attempt to clarify the meaning
of metre. The more common terminology
defines metre as "the arrangement of musi~
or poetry in a regular succession of rhyth.
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 3,4., metre, for example,
the arrangements of the three beats ma\'
be strong-weak-strong, and is a metric;'
phenomenon. Whereas, the time-values :Jr
points of entrance of the notes actual! r
heard determine the rhythm. If a thre~-
quarter measure contained but two dotted-
quarter notes, the (Continued on Page 56)
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It is a situation that must be

I
I

dealt with wisely and coumgeously

When the Singer Suffers

PERHAP~you are a singer living ~or th~
time being. under a cloud. You have en

joyed the plaudits of the public, have k~O'\~n
the fruits of success, and then like a thief 10

the night there have come a dimming ?f the
lights, loss of prestige, and 'partIal 1f not
complete oblivion. You go into yo~r old
albums and scrap hooks, read agam. the
laudatory opinions of critics and colum~lsts,
study the old pictures, then try to explain to
yourself how it is that th~ .happ~ past has
slipped away leaving you like shipwrecked
mariner on desert coast." 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 almost
hate those who have usurped your rightful

"1 h " dplace; for you are no,~ a las. een, es-
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 accepted three-score-and·ten.
For example, Leon Rothier, the Freo.ch-
horn American basso, who died during
1951, sang a program in Town. Hall whe~
he was nearly 80, and was praIsed by cn-
tics and public alike. G. Martinelli, well
past 70 still sings well, even if not in Ope~a,
because younger voices have crowded hIm
out.

o I sometimes am startled by the thought,
what a miracle of grace a singer is; after
passing throug~ the di~eases. and injuries
to which all clllldhood 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
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by IRVING WILSON VOORHEES, M.D.

taste; or perhaps having experienced a full
measure of adulation from an always fickle
public but with the sword of destiny seem-
ingly poised just above the head-every
time I hear a great artist I marvel at the
kindness of Fate which can be so cruel and
unreasoning. No one in ordinary. life can
know the hardships through which most
singers must pass before they begin to s~ar
into the empyrean and become one with
lithe stars in their courses." Only the greatly
gifted, energetic and vigor?usly healthy
can hope to achieve and to lTI.3mtamsuccess.
Therefore, Iwish to emphasIze as often. and
as fully as I can, the importance of cult~vat.
ing and keeping bodily and mental vigor,
If I were asked which is the most to be
prized of these gifts of God to Man, I should
say, good health; for nowhere is tl~is more
important than in the life of. the smger.
In vocal breakdown it is important to

know whether the condition is temporary
or permanent; therefore, a~ in a~l ?ther
departments of medicine, dlagnosls ]S 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 hope gone, there is no anchor for
the soul. One of my patients, a young girl
who was brought 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 began 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?" I said.
"Oh gee, Doc, they've gone and taken

my time away {rom me. 1 have no voice
left. I'm hoarse all the time. l'1ll done r.or.
No good any more, T gu ss the only thing
left for me is the ocean {rom the rear end

h "of a c ugger. ,,'
"Don't take it so hard. 1 cautioned,

"maybe you're not so badly ofT. Sit down
and let's have a look."
Having a look means to exam!ne ~he

larynx with a small mirror, somethmg hke
that used by dentists.
For those who know little of the anatomy

of the larynx, it is necessary t!' offer a word
of explanation to understand "\\~h~lwas d.one
in this case. If you separate the index {rom
the middle finger and press the lips of .t~ese
against the larynx. in a horizontal p~~lltOn,
you will have some idea of [l~e.posItIon. of
the vocal cords in quiet breath mg. ~he WIde
space at the tips of your fingers IS called
the "posterior commissure." the n~rrow
angle where the fingers join th~ l~and IS.the
"anterior commissure." Now it IS obVIOUS
that any obstruction between the .fing~rs
would keep them {rom closing. Likewise
any obstruction between the cords would
prevent approximation of th~ll1, and .the
voice would be hoarse in qualIty and WIth-
out power. .

]11 this patient there was marked thJ_cken'
ing of the area of the posterior comn~lssure
which prevented the cords £ro~ncO~lIng to·
gether completely, and so hIS VOIce was
harsh, and required great muscular. eHo_rt
or "squeezintT" to aet any volume mto It.
This was, of cour;e, the major difficu.lty
since the voice is produced by vibratmg
vocal cords, but re-in£orcement of the tones
vibrating in the nasal cavities. .
Moreover, nasal resonance was defectwe

because of a bent nasal 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 Pa.ge 48)
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From Los Angeles

to Boston
hyGUY MAIER

Springtime Thoughts Along the Way

SIX TIMES this year through 25,000
miles the churning wheels of the trans-

continental trains have dinned into my
ears:

"Don't you worry ... Don't you worry"
... And now at last, everywhere along
the road, the Spring is putting on its 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 cut-e-if we don't
take care we'H find ourselves barrels of
taut nerves by the end of the season.
Is it the music which is doing this to

us? I think not. We are all .50 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
messagewith 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,
tensionwill evaporate-s-nervousness will be
surprisingly reduced.
Some obvious contributions to "nerves"

are: (I) When students spend hours each
day chasing facility instead of technical
control. They think, ':Oh, I'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
,rho gets knocked out!
(2) Practicing with false physical ap-

proach-hitting with arms, wrists or fin·
gers-yanking downness, or playing per·
pendicularly into the piano instead of
coaxing the tone out of it through circular
or rotative upness.

(3) Persistent single note "feel" instead
of thinking at least a measure ahead in
patterns and shapes.

"The Calamity of Aging"
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(4) Mechanical, repetitive "playing hy
heart" versus "kinesthetic, cerebral memo
ory. "

(5) Neglect of strict, slow "mental"
practices away from the keyboard.
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 "l\Iusts"
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, must
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 relief 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 I go in for
the profession of writing, or for piano-
playing? By writing he did not mean music
or composition, but just the usual non-
musical forms-c-eseays, travel books, poet-
ry, etc. He has first·rate gifts for under-
standing and projecting music, and could
probably make a fine success playing the
piano. His writing ability is also Qlitstand-
in-g. '''Well, Sam," I said) "it seems 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 50 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-
fooling "critics" of the last twenty·five
years. We also need discerning, authorita-

tive men who will wipe away the insipid
stuff being ground out by our popular
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 Worry-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 to be nothing there emotionally.
What can I do?"
Nothing; but thank the Lord for sending

you such a pupil! Your girl is intelligent,
interested and musical. You are probably
expecting her at fifteen to reproduce your
own form of mature emotion. This is a
serious error of music teachers. They even
demand adult expression from youngsters
seven to ten years old. They expect them to
play with the expressive finish of an adult.
Sometimes, in exceptional cases, a student
can do this. But, do you remember times
in your youth when you wished that grown-
ups would be less "emotional"? My own
sons (at 8 and 9) asked me il I wouldn't
please read their bed-time stories "without
expression" because they liked them better
that way. Another time (at 11 and 12)
they said, "Dad, tonight when our friends
come over, will you just say 'Hi' to them
and then get out without putting on your
drama stuff." No comment needed!

It is unwise to try to inject excessive
adult expressiou into young people's play-
ing. Be satisfied, after you 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 fro111 (Continued on Page 45)
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MAURICE DUMESNlL,
in!ormative discussion on.
N . New Music for Children,ew,

M. DumcsniJ at a bookstall o~
the banks of the Seine in Paris

Ferre, recently released by ~chott Freres

(c F Peters), with an EnglIsh text seem.s
. . II . hat the erm-to bri.ng the answer. - ere ,IS W. 1 C

nent professor at the Pans NatlOna on-
servatory says in his foreword: have
"Too many works for the begmners .

I and are being written with the C~lef
ieen, I hile i tructmzaim of amusing the pupi 5 W I e lOS . • 0

them, if such a thing is possi.hIe. This 15. a
. take for while it is essential not to dis-

mIS , hei t t it is
hearten those pupils at t err .5 aT., d th
nevertheless important to bear In min e
fact that a piano method, like gratm:nar or
. lnneti at be one of entertammentant metre, carm . b "aurae-

and amusement. However, It can e
t.ive' which is entirely different." ,
Throuuhout his Method, M. Ferte has

adhered ~losely to those principles. Often
in this column I emphasize the imp~rtance
of technic and musicianship marchm.g to-
O'ether from the first. Here I find both mter-
~'oven in such a happy way that young

'1 '11procrress on 3n even keel: a fewpUpl s WI b . • d'
notions of solfeggio will gIVe them a.n m IS-
pensable sense of values; pun~tuatI~n and
phrasing are luminously explamed In onl~
a few lines, as wen as the meaning of tempI
and shadings; pictures show not only.what
is right, but what is wrong; rhythms, mter-
vals, counter-beats, incidentals a~e artfu:ly
interspersed with short and InstructIve
"recreations." All of which is cleverly
presented and expertly graduated, step
by step.

It is little known that Debussy, at one
time. considered writing a piano method.
If h~ never did it was because he lacked
the fundamental pedagogic experience.
Were he still alive, I believe he would
heartily endorse Armand Ferte's. new
Method as embodying adequately hIS own
pianistic and musical ideas.. .
Before closing, I would hke to mentIon

another unusual work: the "Metoda Teorico
Practico" for the use of the pedals, by
Enrique Granados. This treatise by the
great composer, often called "the Ch~ph.lof
Spain," is nothing short of. astomshlll.g,
dealing as it does and in llunute details

PIANO METHODS, OLD AND NEW
Not infrequently during workshops these

. J t do you recom-questions come up: W ia ? H
d ! the ,vay of piano methods. owm~ In . ti

do the new materials which c?nstan y
appear on the market compare WIth tho:e
used by former generations? Has te~hmc
~ h d that the latter are obsolete.
so c ange II" h d which
The answer is simple. l\'let a s. d

produced such pianists as Chopm an.
J. t Paderewski and Rosenthal, Busom
~I'Z, h di d dand Gabrilowitsch could never e Iscar e
by any Ullbiased person.]t l~lay.be true that
in the past the primary obJectlVe of 'peda-
O'oO"icworks was the thorough educatIOn o~
~h~se using them, and this end towar
which they were directed tended to produce
methods which nowadays may be d~emed
too dry to catch the fancy and retam the
"nterest of young students. Still, the great
:,itality of books like the "School for the
P· f t" by Theodore Presser j theJano or e . "

• J French "Methode Lecarpentlerperenma . h"
recently reprinted in Enghs~ by Sc Inner,the "Complete School of ~lanoforte \!ay-
. "by I Philipp' "My P,ano Method bymg ., . h 11
the German master teacher Tele mue er
(Peters); the remarkable ."Touch and
Technic" in which Dr. WI~ham Mason

d h• self a prophet of thmgs to come;prove 1m • I "0' d
d the exercises of the Unlversa 000an . .

old Hanon," all testify to the las.tmg. VIrtues
of those undestructible contnbutIOns to
plano tuition. h

It is also true that the approach as
changed considerably in the ~ast few d~c-
d The aim pursued has m many m-a es. f T
stances shifted from efficiency to aCI lty.
A I d amusement have moved to theppea an .
f. t I' Whether this is deSIrable orIon lne. . d"d I
regrettable remains for each m IVI ua
to decide. th
Personally, I am convinced that the tru

1·' hap·py medium. Why could notJes 111 a .
h· 1 tandards be made accessIble to every-
IglS fh' I'?ithout sacrificing any 0 t elf qua Ity.one w "b A dA new "Methode de Piano y rman
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Mus. Doc. presents an
Piano Methods, Old and

a Recital Idea, etc.

. h h t subtle problems of melodic,
Wit t e 1110S d 1
tonal connecting, and fragmentary pe a-
[ina. 'It takes up where the vahla?le hooks
[ °D othy Gaynor Blake and Louise Robyn

o or I'R . th t
1 ff Only there is a . y 10 e 010-ea ve 0 . • I B I '1

tOO The text is in Spanish! ut w 11 emen ." I '1\erous Latin American reac ers WIour num _I .. b
be able to enjoy it immediate y. It l~ to e
hoped that the Union Musi~al E<;pal.l~1a~f
Madrid (Associated MUSIC PUbl:_her:l~
will ere long-in view of the aut~lor s pr:_
tige-turn out an English verslo~ winch
our Roundtablers here at home WIll greet
with the enthusiasm it deserves.

NEW MUSIC FOR CHILDREN

The best contributions to children's
. dur'u,'" 1953 have recently been an-mUSIC 0 ..

nounced by the Piano Teachers InformatIOn
Service after a selection was made hy a
committee of leading musicians. d
Those chosen are: J olm Tas~er Howa.r ,

curator of the Americana MUS1C CollectIOn
of the New York Public Library .. Hay from
his "Calendar Suite"; Marion Bauer_ for

. . 5'''· A thon)" Donato1 ""Sul11Il1ertuue mte, n . '
leI . . £ "Th W"t.of Northwestern Umverslty. or e ~
ful Little Princess"; Karel Jirak, former
European conductor and composer. noW
teaching at Roosevelt College ?f Clll~ago,
for his two-volume "Twelve Plano Pl.eces
for Children"; Joseph Wagner. noW dl:ec-
tor of the Orquesta Sinfonica in Cost~ RIca,
"Four Landscapes"; Alexander.,Hallll, of

1 "5' I I' Dal,ces'· EverettJerusa em, lX srae I ,

W I· D C "Song fromStevens as nngton, . ., .
the Hill~";Elizabeth E. Rogers. '·Tw~,Wind
ter Pieces," "Square Dance Tune. a.ll
"On a Hobby Horse": Alice M~Ehoy
Proctor. [or "Panorama." a collectIon of
piano pieces by several gifted young Amer·
ican composers, including one of he~ own.
COlluratulations to the lucky wwnen:.

More hlforihatioll regarding publishers and
prices can be secured from Mary V. ~e,
Director of Piano Teachers InfonnatlOll
Service, 509 Fifth Avenue, New York 17,
New York. (Contin/led on Page 62)
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QUESTIONS

AND ANSWERS

Conducted by KARL W. CEHRKENS,
Music Editor, Webster's New International
Dictionary, assisted by Prof. Robert A.
Melcher, Oberlin College.

WHAT IS BAROQUE MUSIC?

J twve read your deportment for years
and find it interesting and informing. Now
I have two questions to ask.
1. Will you please discuss Baroque mu-

sic. What is its relationship to contrapuntal
music?
2. Please suggest a piano program for

a talented amateur which would include
samples of each era or school arranged
chronologically.

Thank you very much.
E. f. P., Wisconsin

1. Baroque music covers the period of
approximately 1600·1760. Perhap' the
chief characteristic of this music is its
deeply emotional quality, amounting at
times to 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
capo aria, the opera, the oratorio, and the
cantata, to mention only a few.
During this period music of harmonic

texture came more and more to the fore.
Nevertheless, the contrapuntal style of
Writingpersisted throughout, and in Bach,
polyphony reached the very highe't peak
of perfection and greatness.
For a more complete discussion of this

matter, I would refer you to the article
"Baroque music" in the Harvard Diction·
arr of Music, or to the book, "Music in the
Baroque Era," by Bukofzer.
2. Since you have given no suggestion
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as to how advanced this "talented amateur"
is, it is impossible 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 else one of the earlier
sonatas by Beethoven. For a shorter work,
a Rondo or Fantasia by Mozart would be
fine. For the Romantic period, any of the
compositions of Beethoven, Chopin,
Brahms, Schubert, Schumann, or Liszt
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 PIANO WORTH?

1 have recently acquired a small antique
Pleyel piano, and I am wondering how
much I 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 tuning. lFllIat price do you t!linle 1
should set on it as a rnuselUn piece?

.W.S.

The value of a piano such as you describe
depends on how badly the prospective pur·
chaser wants it. If he is very anxious to
acquire it you might get five hundred dol-
lars or more; but if he is only mildly inter-
ested two hundred might be hi, limit. Old
pianos have no fixed market value, and I
advise you to advertise the instrument and
get whatever amount you can.

K.G.

HOW TO TEACH KEY SIG~ATUr.ES

I find yonr "Questions and Answers"
vcry 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 cats got ... " but
later on another teacher told me that this
UJastoo 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 mechanically some teachers try
to get rid of mechanics entirely-and it
just can't be done. It is true that many
teachers over-emphasize mechanics, and I
deplore this as much as anyone-in fact, I
believe it to be the reason for so many
children coming to "hate" music. But
music is based on a combination of intelli-
gence and fecling, and the real artist-
teacher recognizes this and attempts to
achieve a certain balance between the two.
Thus, in playing a Mozart sonata in which
there are scale passages which the pupil
cannot seem to play smoothly and up to
tempo, the teacher may well say to 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 keys and
scales, the teacher will ask him to learn the
order of the sharps and flats, to say the
scales out loud, perhaps to write them out
on staff paper. Personally, I have always
found it helpful to have each pupil learn
the order of the sharps-F·C-C·D·A-E-B;
and the reverse-B·E-A-D-G-C-F. Any rea-
sonably bright child can learn to say 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 flats are always placed in that order in
the various key signatures.
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
changes his method. (But some teachers
are silly enough to scold their pupils instead
of changing their approach.) Eventually
every pupil must learn the key signatures
and scales--at first only the majors and
minors through four sharps and flats, but
finally all of them. He must learn the pri-
mary chords, too, 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
thing" he mu,t still be leaching MUSIC at
every lesson, so that each pupil will derive
a certain amount of esthetic satisfaction
from each lesson and practice period. It is
possible to achieve such a combination of
the musical and the mechanical, but it takes
a Slllart teacher to do itl

K.G.
(Continued on Page 51)
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•PractIce

Pays

Dividends
by ALEXANDER McCURDY

IN "The Summing Up," W. S.o~ner5et
Maugham apologizes for ,~r~tmg :

whole book to arrive at the Iamiliar co .
I" that virtue is its own reward. I
C USiOn .' t
hope I may be pardoned for pomtIn~ o~
that practice makes perfee,t, t?at genIUS 15

ninety-nine percent perspIratIOn an~ o~e
percent inspiration, and that pe~feCh?n 15
d P of trifles-but perfection IS norna e u

trifle. ., 1
All these are singularly un-origma con-

tributions to the world's store of knowledge:
b t how difficult it is to put them mto prac~
ti~e. How we teachers labor to impress the~n
upon our students! And students for then
part can see the reasonablen~5s of th~se

"t" But putting them into practicepropos1 1011S. .'
is (to offer still another platItude) easter

said than done. , . ". d
It seems to me that more "fakmg IS one

on the pipe organ than on most instrument~.
The violinist's tone is either in t~ne or .It
isn't. The pianist either plays the nght not~s
or doesn't. In both cases the solo par.t IS
exposed. The organist, h~weve~ (playmg,
I"k 1 lot in a GothIc-revIval churchaSleyasI, fi

vith a reverberation time of three to ve
, d) can obscure by lavish use of thesecon s , . 1
tonal resources under his fingertIps t ~e
fact that his legato playing is' jerky, hIS
rhyth.1 is deplorable and his playing ~n
the pedals a series of half-hearte? stabs 111

the approximate direction of the nght n~tes.
Organists, in other words, are sometImes

sloppy musicians. .,
The remedy for tlns IS careful ~Jrepara-
" "th early stages The orgalusts whohon 1I1 e . . .
rise in their profession are those wIlhng to
take time for early preparation. Just as a
prerequisite for organ-playing .is a g~od
piano technique, the student havlllg studIed
and mastered the Bach two and three:p.art
" t" ns so the student must be wlllmgmven 10 , •
to spend considerable ~ime.learmng to use
his feet and learni ng hIS tnos.
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When he advances to the stage of si.ll1ple
preludes and fugues, he must h~;e patl.e~ce
enough to "take the thing apart, praclI~lllg
pedals, then left hand with pedals, th~n nght
hand with pedals, hefore attempting a~l
three toaether. This is tedious work. Jt iso .
also solid technical preparatIOn.
The student must be patient enou~h to

write down (making a mental note IS not
sufficient) the particular ped~ling he is to
use for a given phrase, fingerings and sub-
stitutions, where these are needed for a
smooth legato, in the manual parts. He
must be patient enough to make a regular
habit of doing this. _
As to registrations, even the SImplest,

it is an excellent rule to write down the
stops and couplers in detail, not in some
strange system. of dots and dashes which
mean

o
absolutely nothing when transferred

from one organ to another. It is necessar.y
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 stroner and weak points are. Ono .
this basis he should make appropnate rec-
ommendations to the student. Take, for ex-
ample, the Bach Prelude and Fugue in D
!VIajor. There are so many recommended
ways of playing that first pedal scale that
one could assemble a good-sized book on
the subject. Out of this large number of
lJedaliners the teacher ought to be able to

o " dselect immediately the one best SUIte to a
particular student. (This assumes, oJ 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. ]f the student does thls con-
scientiously, he will have mastered a tech-

nique which he will find helpful for the rest
of his Iife.
In the Alia Breve section of the s~n~e

work there arc numerous places where ~t IS
absol'utely necessary, in ord~r ~o a~hle\'e
smooth legato, to make subsl~tutlOns III the
manual parts. These substitutions should he
prepared and marked by the teacher, or
verified i[ the student is clever ~nough to
work theln out for himself. Tn either case,
the substitutions and fingerings should be
marked.
Registration for this work is. a prob~em

on any instrument. In the opcmng sectIOn,
~larity for the pedal part is essential. The
pedal must come through whatever else
is sounding. Later, when tI.lt' pe~al pa:t
becomes less prominent, its intensity Il1U~t
be reduced. Recistration here should be
explained by theteacher, and wr-itten down
and practiced by the student as part of the
inital preparation of the piece:

It is my sorrowful conclu510n that stu-
dents often don't want to read about such
masterworks as the D Major Prelude an?
Fugue in order to learn what the world 5
great musicians have had to say about t!lem.
In such a case the student should be cajoled
or coerced into doing so. To understand a
piece of music it is not sufficient merely to
learn all the noles. . .

It is also important to compare edillons.
Editors are no more infallible than the r~st
of us. Music engravers sometimes make. IllI:-
takes-rarely, but they do. One editor 5
viewpoint may be more helpful t~lan an-
other's. It is often possible to complle help-
ful suggestions from different editors on
two or more sections of the same work ..
When a student progresses to the pO.lIlt

of making changes in registration, movlllg
from one manual to another, he lllust have
hi~ fingerings carefully worked o~t to ~llow
for smooth transition~. No registratIOnal
change justifies (Continued on Page 51)
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by HAROLD BERKLEY

VIOLINIST'S FORUM

Problems of

Tone Production

" . The proper way /0 help my pupils
produce a full, pleasing tone is uppermost
in my mind at present. I have tried several
wars to accomplish this but perhaps have
not stayed with anyone of them long
enough. If Jrou would be so kind as to malee
a. suggestion or two, I would be most
grateful .. ."

Miss M. B., Kansas

Some violinists are gifted with a nntu-
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 monotonous.
Many other violinists, particularly young

students, have what may be called a doc-
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 left-
hand finger grip and: with it, a sensitive,
relaxed yet finn bow arm. It must be re-
membered that the fingers make the tone,
but it is the bow that gives it liJe 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. 1t is team-work which provides
the means for producing a round, satisfying
tone, a closely-integrated team-work be~
tween the two hands. Some teachers who
realize the importance of good bowing tend
to 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 almost 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 need 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
note is played. Failure to do this will re-
sult in a tone that is fuzzy around the edges
and lacking in vibrancy. This question of
finger-grip is as essential for clarity of
technique as it is for tone production. But
young pupils do not easily realize how
necessary it 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
the)" hold the stick" Then, placing the bow
(at the frog) on the A string, the teacher
guides the stroke to the point, gently coax-
ing the wrist to drop slightly after the mid-
dle 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 frog. When
this moment arrives, the teacher gently
checks the upward motion of the ann while
guiding the hand and fingers onward to
filli~h the stroke, the wrist straightening
and the fingers gradually curving. As they
finish cunring, 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 bo,,,, \vith a relaxed hand. After three or
four lessons the average young pupil wiU
he bowing flexibly and without guidance.
From then 011 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 stiffly for a year
or two or more. Then the teacher must con-
centrate for a while on flexibility and relax-
ation to the exclusion of almost all else
except true intonation. The two most bene-
ficial exercises are the Wrist-and-Finger
Motion at the frog and the Wbole Bow
Martele, 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 first-rate exercise in tone production
for the student whose technique is 110 longer
a handicap is the playing of slow scales-
four seconds, then eight, and later twelve
seconds to each stroke-with crescendi on
the Down bows and diminuendi on the Up
bows.
The study of tone production, tone shad-

ing, and tone coloring is endless, and it can
be made fascinating to the intelligent stu-
:lent, for new horizons are constantly open-
IIlg up.

Over~Zealous Parents

"... I have a fifteen.Jrear-old girl pupa
who is really talented. She has a good ear,
a naturally good tone, and instinctively
good taste. It must be instinctive, for l:t
does not come from her parents, I am sure.
They are the problem I would like your
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 'T 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.'

(Continued on Page 52)
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Piano for· the Hand-de-Capped
The amazing story of the work of Eve V. Welbourne tn teaching

the physically handicapped to play the piano

Straps supported this boy's arms at
fir-st, Now he plays without rhem.
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This pupillcarncfllo play at first holding vend Is.
N?w he enjoys playing with the-eo fiugees,

by Gemld McGeorge

Her approach and method of teaching
are most progressive, intelligent and prac-
ticable. She teaches the student to make
music to please the ear as soon as possi-
hie, by a short and unique approach to
piano playing. She does this through a
very simplified chord method wherein she
breaks down the chord into its 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
emotional problems of the students.
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 immediately tries to 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 1110stcorn-
fortable. If he electsa 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 Ic£ll13nd, this young
lodv 1I0W is ahlc to piny quitc well.

"therapy" is eventually gained. the student
has done {or himself, through his 0\\ n will
and desire, as opposed to a treatment 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 to take
music lessons with Mrs. Welbourne and her
staff. Cerebral palsied victims are learn-
ing to control thei r 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: i[ he really
wants to play the piano, he can make as
good music as the average student.
Take the case of a young bOYI 4¥2 years

old, a former polio victim. As Mrs. Wei·
bourne stales, "He came to me with hands
and arms completely 'lifeless.' It was ad-
vised by his doctor and therapist that these
little arms be helped by putting them in
'slings,' which were attached to his ann
chair. By the way, paralysis had struck
his entire body, so that he had no move-
ment in any part of his little frame other
than his head. When I met this child in
Children's Hospital in Denver, Colorado. his
brightness and smile attracted me greatly_
and knowing (Continued on Page 47)
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ILHAN USMANBA~

ACTIVE participation in music need no
longer 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
playa full-i:ioundingpiano, if they so desire.
This has been made possible by a young

woman who believes with all her heart and
soul, that if you "use what you have to
its fullest capacity, and forget what you
have not," you can do and achieve what-
ever goal you set for yourself.
Mrs. Eve V. 'Velbourne of Denver Colo-

rado, a visionary, if there ever was one:
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 wlth many "homey" props such as door
stops, potatoes, bottle stops and pencils.
There is no sensationalism attached to

her demonstrations. Each and every device
she 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-
tato acts as weight and is sufficiently
resilient to produce a pleasing tone. Pencils
are often used for those whose hands are
in a clenched fist position due to arthritis
or paralysis.
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Aria
(from "Suite in G," No. 14) GEORGE FRIDERIC HANDEL

Edited by Theodore Presser
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Quasi Presto (J: 132-100)
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Gr ade 3 Br.eezin' Along on a Bike
STANFORD KING
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Gavotte.' c . ..from "Suite In mmor
FRAN90JS COUPERlN

(1668-1733)Grade 3!
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Variazione
JOHANN WILHELM HASSLER 1I747-1822l
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Rondo BENJAMIN CARR-U769-1831)
Re.,ised and Edited hylJenesAgayGrade 3!
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May Day Dance

SECONDO
FRANCES' TERRY
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When I Am Laid in Earth
(Air from "Dido and Aeneas") HENRY PURCELL

Edited IJY Gregory Cast/,t"
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J. S. BACH
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Graae 2! Etude in B minor ..
JOHANN WILHELM HASSLER

(17~7-1822)
" 4

Andantino (J " 4 4 L--~ /"3i. - 233 4,~ Y--: ? 2 >- '11 I 3 .

- ....... -- r ,4 P
~..;. , Jl,.....--- .... ,.....---.. - ....
,-- 3 -

l'IANO

2 3 I 3
5

4 54 52 3 5
I I 3~ IJl I 2 I , .

· ·· ·
~ I -- --- r• 1 -cresco 11Jf' p ..----.. bra. -=:::-. ~· ·· ·

'4 2 3 2 2 -- I 11

4 5 4 3
I~

3
~

3 3 2 I, I- IJl a. I 3 I " I

4 \ 1 - . r r ~11Jf' f p -· .· ..
I 2 :- 2 ~ i i

4 5

From "Command of The Keyboard" compiled and Edited by Alfred Mirovitch [410-41040]
OopyrigM 195~ byTheodore Presser Co, International Cop right secured

Grade 2~ Prelude
Poco vivo~=-------

STEPHEN HELLER, Op. 119,No, 9
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PROBLEMS OF THE OPERATIC CONDUCTOR

(C9ntinued from Page 9)

10 cover an imperfection in some-
one's breath control. At the next re-
hearsal, however, singer and con-
ductor settle down to hours of seri-
ouswork so that the mistake may
he corrected rather than concealed.
"As regards the instrumental

players, the conductor must also
understand, and allow for, the tech-
nical individualities of the various
sections. For instance, the quick
rhmsting gesture he gives to massed
violinswould be disconcerting to
hornplayers. Instruments which in.
volve breathing must be signalled
by meansof a rounded, preparatory
gesture, allowing time for inhala-
tion.I breathe with the orchestra as
wellas with the singers-rather, I
Iry to get the men to breathe with
me.We develop Ollr signals for in-
halation, exhalation, and the all-
importanttime-span bet.ween the two
whichshapes the phrase. When these
~ignalsare clearly understood, all
of us-conduCl.or, men, and instru·
ments-breathe together, and all
goeswell!
uThe operatic conductor must

learn to adjust to the distances in·
"olvedin giving his signals to the
~ingerson the stage and the men in
the pit. This is an acoustical prob-
lemrather than an operatic one, but
it must be met, notably in theatres
of great size, such as the Metropol-
itan, the Teatro Colon, and La
Scala. At the Metropolitan, where
the pit is long and narrow, the
rlouble basses and the trombones
are nearly a city block apart. A
.ingle,crisp gesture in the center of
Ihisdistance would be quite useless.
EI'enif the outer instruments could
respondto the signal simultaneously,
their sounds would come in at dif-
:erentmoments. The problem, then,
IS to synchronize the sounds, re·
gardlessof the distance. In my own
work,I have tried to solve it bv re-
rourse to a kind of anticipated, or
preparatory, beat which alerts first
the trombones and then the double
hasses; by the time I complete this
heat,both sections enter as desired.
"One of the conductor's greatest

problems arises from the purely
rlramatic aspects of operatic work.
Wemake music, but we aIso must
,thinkof the stage. Here, the vocal·
lsts (hath soloists and choral groups)
not only sing, but sing in motion;
theconductor must llave a thorough
practical knowledge of what can be
askedof the voice and what cannot.
This is especially important today,
when operatic acting comes closer
to the realism of the theatre than
~as formerly the case. In less real-
lsti? days, it was quite possible for
a smger to approach a telling aria
by coming down to the footlights,
standing there (close to conductor
and orchestra), and singing the pas-
sage with scarcely more dramatic
action than at a concert. This is no
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longer tolerated. The singer must
act, as the stage player does at the
same. time that he sings. 'And it
~ometllT~es happens that a musically
mexpenenced stage director, in his
understandable zeal for dramatic
authenticity, calls for gestures rno-
ti.ons, and timings which are i~pos.
SIble for the singer. That is. where
the conductor must assert his musical
author-ity over the performance. He
supervises a1l stage rehearsals work-
ing with the stage director to keep
the proceedings dramatically con-
vincing, yet firmly rejecting any ges-
tures, groupings, timings, etc., which
would interfere with musical rendi-
tion. That must always remain the
first consideration in opera! The
danger is lessened, of course, when
the stage director understands mu-
sical needs; still, the ultimate re-
sponsibility is always the conductor's.
"A great problem arises when the

conductor is asked to realize the
composer's intentions with vocal rna·
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 role
which does not fit him vocally, the
conductor must make subtle adjust-
ments, so that the performance can
sound as the composer wished it. A
voice that is too heavy for a role can
be held to a lower dynamic level.
Far more difficult is the problem of
the voice 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 I do is
to substitute forte-piano marks for
many of the F or FF marks in the
orchestral score. 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 piano is
introduced. enabling the singer to
hold his o'ru. and not seem drowned
out, at the same time that the audi·
ence is still aware of the forte im-
pression.
"Canying out the composer's

wishes can involve much self·debat-
jng. In Madame Bu.tterfly, for in·
stance, Puccini marked FF and FFF
into certain passages of strong dra-
matic intention. The entire opera,
however, is lyric 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 case, the problem is to follow
Puccini's wishes (either by recourse
to forte-piano. or by establishing
dynamics on a relatively smaller
scale), at the same rime allowing
voices and words to come through
without forcing. A comparable prob-
lem seldom arises in the sym phonic
field. The operatic conductor, then.
must learn to color orchestral dy-
namics according to his own sense

of fitness-and this, in turn, re-
quires a strong and wall-grounded
sense of fitness! In this regard, I
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 a new opera, I begin
with the words. That, after all, is
what the composer did. By following
his method of approach. one under-
stands what the com poser had before
him, what he did with the material,
and why. Then it becomes one's task
to try to relive his feelings. My first
reading of the score itself takes
place away from the piano. I 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
opera, the words give the general
clue to the work. They are what
have to be expressed through music;
thus, they determine length of
phrase, color, speed and tempo. A
well-rounded interpretation results
only when the dramatic implication
of the words is carried over to the
musical phrases.
"1 encourage singers to work in

the same way. In coaching a singer
in a new role, I first ask him to re-
cite his part, exactly as a dramatic
actor would do it. When his lines
are flllly secure as to diction, mean-
ing, emphasis, phrasing, color, etc.,
we approach the second step. This
consists, not ill singing, but in
speaking the words to the rhythm 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 pulse 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 naturalJy, and there results a
fluent smoothness which never comes
from plunging immediately into the
singing of the score.
"Another interesting problem is

that of the recitalivo. This is not a
singing technique-it is not singing
at all Rather, it is a dramatic reci-
tation achieved by use of the singing
voice, and kept within the frame·
work of musical rhythm. Mast.ering
recitatilJo is less difficult for the
singer who is accustomed to speak-
ing his words to the rhythm of the
music. The composer set the recita-
tivo passages to special note values
and these, of course, cannot be
changed. But the inner pulse, or
rhythm, of the passage is really the
import.ant element, and this can be
changed according to the inherent
significance of the words. In La
Traviata, for instance, to recite the
familiar passage beginning "E
strano ... " in metronomic time
would be nonsense; the meaning,
"how strange it is!" indicates the
girl's contemplative wonder. This in
turn, must he brought out 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 rhythmical
speaking of the words, the passage
becomes clear and musical
"By suggesting some of the indi-

vidual problems of the operatic con-
ductor, I have tried to indicate the
scope 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. It will be enough if
you try to reproduce active <Ind

passive phrasing, playing without
looking, and easy, swinging rhythms.

If a teen-age student wants to play
a slow piece much slower than you
know it should go, just explain that
it's fine to play it that way whenever
she's alone, but when others are lis·
tening it is better to speed it up a
bit-otherwise it sort of falls to
pieces in the listener's ears .

I'll wager that this fifteen year old
girl will play with excellent adult
warmth by the time she is eighteen-
but only if her teacher doesn't push
her! Whenever we have talented,
sensitive adolescents we teachers
knit our brows, set our sights too
high, and begin to push.' ... Is this
wise?

Unwise College Courses
College piano teachers often com-

plain to me that they cannot teach
thoroughly or happily because the
curriculum requires too much tech-
nique and music to be covered in
each year. 1 always shiver when I
hear that "cover" word. All educa-
tion is cursed by it. The require-
ments say that we must cover all
this. or we mllst cover everything up
to there. Consequently the college
piano student is so cluttered up with
scales, arpeggios, studies and re-
quired pieces that musical progress
during these most important years
is often arrested.

Many talented students, depressed
by all this, change their '''major'' to
Psychology, Embryology or a dozen
other futile 'ologies because of their
unha ppiness with this piano "cover-
age." Please, let's be more sensible.
Let's engage better prepared teach·
ers for the college, sheer the require·
ments down to the minimum, offer
teacher and pupil more latitude and
independence, cut out manv "tests"
and make the course in pia;lo major
a true artist's course, with leisure
to mature musically and wl1h few
compulsions. What an upward "edu·
cational" step that would be!

Over it all, this spring-time train
on the way to Boston is singing:
"Don't you worry.. Don't vou
worry" ... We won't! THE END
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UNIVERSAL APPEAL OF

SIR WILLIAM WALTON'S FIRST OPERA
I, ical robes. With the more in.
d~g . I I
f 1 slyle of dress, sue 1 Sloesarma . d f!
I may be worn with goo e eel;

olen il idhowever, while not necessan y 1 en-
ticalin design throughout the group,
h hould be proper to the costume
I~S . .
I handand not subject to too Widea , '

a degreeof var~at~on. .
L SI]V in achieving a satisfactory

eff:t ,~;th ro~es, care should be
exercisedin fiumg. them. One of the
mostunpleasant visual effects to, be
noted in the typical choral festival
is the appearance of large numbers
of singers trailing across the stage
inrob;swhich are often dismayingly
spectacularin characte~ and so over-
sizedthat some of the singers appear
to be swathed in them. Add to the

tota I effect hems so near the floor
that the singers appear to stumble
over them and those well above the
ankle and a most uneven line results.
When, combined with these, there
are football boots, sneakers, moc-
casins and sport shoes, together with
a' modicum of more conventional
footwear, one hardly expects an au-
dience to have been brought 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 are infinitely preferable to
ostentatious, extravagant outfits im-
properly fitted and haphazarded as
to ensemble effect. THE END

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

As a departure from the almost
monotonous parade of college choirs
in robes, black ankle-length, long-
sleeved dinner dresses for girls and
dinner coats for men provide a de.
gree of uniformity without regimen-
ration. It is suggested that, if this
plan is adopted, all the dresses be
of crepe, avoiding any lustrous or
brocaded materials. Hair ornaments
should probably be banned by rea.
son of tile possible reflection from
stage lights. Ornamentation of the
dresses may be omitt.ed altogether
or some sJight variety may be ob.
tained by permitting each girl to use
a simple, white collar of her own
choice in non-lustrous materials
and/or pearls or other necklaces of
simple design. again of her own
choice.

An added touch may be provided
by the use of white handkerchiefs in
the men's breast pocket or white (or
possibly red) carnations on the
Ia pels. 'Vhen the girls wear dinner
dresses. the men may quite properly
appear in full dre s (Uwhite tie").

While dinner dress for the girls
may possibly he combined with dark
suits for high school age boys and
with dinner coats or full dress for
men, the use of robes for one unit
and formal or dinner dress for the
other produces a most unsatisfactory
appearance. Either all of the group
should appear in dress apparel or
all should be robed. The two styles
of costume 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 usually cannot be com-
pletely uniform in color or design
and do not need to be so; however,
some reasonable limit of variance
should be indicated. With many a
robed choir, which would otherwise
present an excellent appearance, the
stage picture is spoiled by jnatten·
tion to this detail. The sight of a
group of singers arra}'ed in robes
of more or less impressive character
and with a miscellany of foot gear
peeping out below is ludicrous and
produces a far from satisfactory im·
pression. With robes of a liturgical
type. only a dark street shoe should
be worn. With robes of special de-
sign not intended specifically for
church usage, it is possible that other
types of shoe may he 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 such
shoes. No two·tone "spectators" or
sport shoes should ever be worn wilh

(Continued from Page 11)

srreat roles in the soprano's reper-
~orY. In addition, Walton's orches-
tration which is part of his basic
musical style expressing "itself in
sharp, short figures cutting throug.h
the complex texture of the score, IS

forceful rather than showy or deco-
rative. There is an intermezzo in the
second act depicting the lovers' pas-
sion when Pandams has brought
them together, but it is not voluptu-
ous music in the manner of 19th
century romanticism. It is no "Liebe-
stod" but a representation of the
renewal of life.

The scenery was the work of 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, curiously
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 Glyndebourne. There his
temple was severely archaic; in the
present opera it was in a richer All ic
style. In both cases the architectural
approach seemed the right one for
scenes of classical antiquity.

The performance went smoothly
on the first night, and though it was
a triumph for Sir William Walton,
for Miss 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 full
Aristotelian sense, of our time.

THE END

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

Walton's librettist, Christopher
Hassall, has followed Chaucer, who
followed Boccaccio's "II 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
personal love has become intertwined
with the public conflicts arising out
of war.

Diomcdes the Greek becomes a
third party in a Trojan love affair
and MI'. Hassall has used a red scarf
as the physical emblem round wbich
the struggle for Cr essida is con-
ducted. Posulurus provides another
strand, and incidentally some comic
relief, in the development of the
situation in. beleaguered Troy.

The stage directions describe him
as "in his middle forties, running
to fat, dressed to perfection, his hair
meticulously oiled, his manner incor-
rigibly genial, tinged with an old-
world courtesy that degenerates on
occasion into flamboyance." Walton
has characterized him by a florid
vocal line and a jaunty scrap of ar-
peggio, and he was played to odious
perfection by Peter Pears.

DOES PRACTICE MAKE PERFECT?Men's Glee Club, School of Music, Northwestern University.

(Continued from Page 13)

Staging a CIuJ,-a'LoJreert lContinued)
obvious and we have got our per-
fect first impression. On the second
reading something can be added to
make it of appropriate difficulty.
However, if we select something
which is slightly too difficult we may
make one mistake the first time we
play it and feel that it will turn out
satisfactorily because we can elimi-
nate that error on the second repe-
tition. But on the second repetition
we may succeed 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 mis-
take occurs-so, before we realize it,
we have got a confused first impres-
sion of a passage simply by selecting
one only slightly too difficult.
It is not true, as someone may

object at this point, that th.is .ap-
proach is contrary to the principle
of learning in "wholes" rather than
in "parts." In a sound learning proc-
ess "who]~" means a complete, logi-
cal unit. A short "whole" in a
musical composition could be a
phrase, a unit of a sequence, a
rhythmical figure or an! ~rou~ of
notes with a logical, umfYll1g Id~a.
The "whole" need not be an entire
sonata or even one movement or
section of a movement.

The reason for the importance of
the selected "whole" being perfect
the first reading is that our first
impressions of anything are m~ch
more vivid than any subsequent Im-
pressions.

When a student walks into your
studio the first time he notices many
things of which he will b.e completely
unaware when he enters It the twenty-
fifth time six months later. ":e. have
the same situation in practlCmg a
piece--the .first ~ime we read any
part of it everythmg we d.o makes a
vivid impression on our mmds, muc~
more so than any subsequent repetI-
tion. This is an advantage, because

(Continued on Page 51)

practice on. For instance, if we
shouldtry to play the first page of
a newpiece up to tempo, hands to-
gether,we would probably make a
considerablenumber of mistakes. If,
however,we tried to play one hand
aloneof one measure very slowly-
sayat one-quarter speed-we prob-
ablywould play it letter- perfectly.
Somewherebetween these two ex-
tremesis a normal group to practice
whichcan be played perfectly the
first time we try and, equally im-
portant, will become considerably
easierin a few repetitions.

Good practicing, therefore, con-
sistspartly of an intelligent selec-
tionof what we attempt to do. We
haveto estimate our own ability in
relationto the difficulty of every part
of the piece as we come to it and
decidewhat to practice on accord-
ingto the above principle. In some
places we might practice two or
lour·measuregroups the first time;
in other places one measure at a
time; in still others, eight-measure
groupsor each hand alone before
tryinghands together. Sometimes we
might practice even a part of a
measure. The groups we practice
will usually vary from day to day.
Wherewe did two-measure groups
the first day, we may do four the
second day-if the two-measure
groupsare then easy th.e first time
Weplay them. Possibly the part of
onemeasure done the first day may
not be increased for several days.
As groups become very easy they
shouldbe increased until ultimately
eight.measure, sixteen-measure or
evenlonger groups are being prac-
ticed.In all cases the rule must be
followedthat they be perfect the first
timeand easier in a few repetitions.
If in doubt, it is wiser to decide

on something which turns out to be
too simple rather than too difficult,
because the first reading of some-
thing too simple win but make it

e'cpenditure is involved. If ties are
"\·01"11. they should be of uniform style
eWel dark, preferably solid, in color.
An effective addition to this costume
is a sweater, again preferably of
uniform style and color. All sorts of
color 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 sweaters in
the lighter color tones-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 is not unduly
complicated by the problem of the
manipulation of two large divergent
color masses (See "Staging," Part
One, ETUDE, April 1955), It is
sometimes effective to see the girls'
group dressed in contrast to the
boys' unit; however, wh.en high con·
trast exists between the two, greater
care must be taken to secure a satis·
factory stage picture. Skirts and
sweaters, as with the trousers for
the boys, can be purchased through
a local dealer or, in the case of the
skirts, made by the mothers. If any
excursion is to be made into the use
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 opposite end. Colors are so
chosen that as the eye moves from
one side of the stage to the other a
graduated color scheme is observ-

able. \Vhile this scheme is possible
of employment with great effective-
ness, it demands great care for its
development and a considerable ex-
penditure of time and effort, not to
mention costs involved in procuring
costumes of specific color tones.

The preceding schemes can be
used wit:h good result in many typi-
cal situations; they obviously would
be 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. If
this type of dress is used, the director
wiU be more than justified in taking
the time necessary to establish a
uniform hem line. When dresses are
designed to order. no difficulty need
present itself here but, if the girls
are to wear from their O'NIl ward-
robes the tailored white dresses men.
tioned above. considerable effort wiU
usually need to be applied to see
that hem lines are all the same
height from the floor. Much check-
ing will he necessary prior to the
concert and probably a good deal
of discussion 'will ensue with both
singers and parents. but, in the end,
the total effect will usually more
than attest to the wisdom of such. a
procedure. 'When the girls are
dressed in white, the most suitable
costume for boys is that of dark
suits, with "lvhich are worn white
shirts and dark four-in-hand ties.
With the present habit of dress as

it is, many boys do not own dark
suits, customarily wear-ing jacket-
and-slacks combinations. Unless
jackets or suit coats are of approxi-
mately the same color, white 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' is cus-
tomarily more effective than one
which is decollete. A not too pleasant
pattern is usually created by bare
arms in a large group. (With smaller
groups of the madrigal type a more
formal, decollete 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 sh.ould be solid
in color, with the avoidance of two.
tone effects and figured or patterned
materials; 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 Aoor-
length dresses usually results in an
unsatisfactory visual effect. A prob-
lem presents itself as to what is
proper for boys to wear when the
girls are dressed in "formals." To
be entirely in good taste. the boys
should wear dinner coats (tuxedos).
However, current Custom in a larae
part of the country considers the
dark suit acceptable in that situa-
tion. Under no circumstances should
the girls be dressed in so-called for-

Dramatic Power
Two musical features contribute to

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 superb
singing part for Cressida, which
should become an addition to the

PIANO FOR THE HAND.DE.CAPPED

(Continued from Page 26)

removed from little Leslie's hands
and arms. He uses every finger with
which to strike notes and when he
played his little song at our con-
cert with both hands, The Parade
oj th.e Wooden Soldiers, he struck
his last note, exclaiming, 'Just like
Liberace.' "

Another case may be cited; that
of the cerebral palsied young man,
28 years old, whose spasticiLY was
so bad his hands and fingers "flew
off" in all directions. Again quoting
Mrs. WeI bourne, "What I saw behind
the eyes of this young man made me
ask him if he would like to make
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
love and faith and determination.
this young man, after only Lhree
lessons. performed before an audio

(Continued on Page 59)

I was a music teacher, he commented,
'I'd Jove to play the piano.' My an-
swer to him was, 'You can do so.'

"I invited his mother to my Music
Center, not knowing at the time ex-
actly how I would handle this par-
ticular case. It was necessary for me
to set Leslie's hands on the piano
and as much as those poor, weak
little fingers tried to press down one
sjngle note, it was completely im-
possible to create a sound. However,
both he and I were determined to
make those fingers speak the 'Ian·
guage of music' and so he came back
a second and a third time. It was
then that one finger was able to make
one small audible tone. The expres-
sion on this child's face when he
Jooked at me and said, 'Did you hear
that, Mrs. Welbourne?' was some-
thing that written volumes could
never explain. After four monLhs of
piano work, these 'slings' have been
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fincments in diagnostic work it'
a Iter all, the human brain ;rainIS.

through years of observation to ed
analyses and deductions fro m,ah"
, I' I d m, at
JS seen, W lie 1 etermines the heal
status of the patient. t~

As Dr. William Osler Ih
dlaencstlci ' e greatragnosuctan so well said h

kl f ~ We~spea ung 0 equipment and I L
'd . aooatory 31 5 In general wrhere'

b . 'IS M
su suture of an)' kind whihIe can
ever replace the keen human' I
Jeer." mte·

The vet e physician can doforany
singer nil thai he can do for
I 'I ",01 ter paIICIH. mt the requiremem

Jl:OCS beyond rber and demands anUD.

derstnnding of.lhr problems peculia
10 Ih voenlivt' life and work
. in e pr \tnlioll j,; lhe watchword
III rnodern uwdirine. Ihe ph)'5irian
who wnrkq wilh ..in~er. and speakerl
InU I lay clo"n for e3ch patient an
o\lliine or Illal1. a "de ..i~n for Ii\ina"
\\:hicl.l ,.hall .~eel alllht" clllil)' e:tige~.

lC." III lht Itre of lhe arli;;l.patient.
Per ..onal ~lll'("f\i!lion mll;;1 be gil·en
t eorh and t'\ fr) "in~er a todiet.
(·xerci ..c. "ork, pia)'. ('n\ironment.
hahit.;; and all OIlwr delail;; e~-ential
10 Ihe c(ll'"nin~ on of B: ~ucce"ful
carerr. Tltl' rfltllionc;!Jip of doctor
a nel 1"11 it'ut Iwrofll , therefore.a
\cr~ intimale Unt'. and filII.:; for eon·
lielf>Il("(, of co It in Ihr olhfr'~ ability
and \\illinJ!:n('~Q In ro.opt'ralt 10 the
f"II"., "\lr,", TIlE END

Beelhovell:Quartets o». 59, 74, 95
VolumeIIof the Hungarian Quar-

tet,eriescontinues the quartets from
~;o.7 through No. 11. Energetic
~laying andover·bright repro~luction
thatrequires treble reduction on
hi.fisetsmark the middle album of
a worthyproject. (Angel 3513C-3
di,;)

be acceptable
fully matured

WHEN THE SINGER SUFFERS

"THE CALAMITY OF AGING"

COMPETITIONSwere Walter's
version not at

more
hand.

(Continued from Page 8)Tchalkovsky , Serenade in C Major
Op. 48

PI'okoficv: Classical S;rlll phony.
Op. 25

The strings of the Pittsburgh Sym-
phony have themselves a good time
with this tuneful Serenade. Had the
recorded sound been a shade more
fe.licitous, the endorsement might be
without qualification. Steinberg's
Classical Symphony, though very
well reproduced. is somewhat la-
bored, (Capitol P 8290)

(Continued from. Page 20)
• Eastman School of Music Alumni Association Second Biennial Choral
Composition Contest. Award of $50 for three- part women's chorus, secular
text, with or without accompaniment. Closing date June 1, 1955. Details
hom Dr. Roger Boardman, 18 Stuyvesant Oval, New York 9, New York.

in so far as possible, what we Amerl-
cans like to speak of as "a new lease
on Iile." '

The great teacher of singing Man-
uel Carcia was the first to use u
laryngeal mirror to see the vocal
cords, 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 anxious to see the condition
of the vocal cords when the speak.
ing voice disappeared. 3S in acute
laryngitjs. The early workers must
have been surprised at the fine
view afforded by the laryngo," opt"' ill
those patient.s wlio could IOlerall,: iii
presence withoul gagging. 'rumor:, of
the larynx and paralysis of rhe cord~
were observed wilh greal int('rCfotl,
and instruments were fl.l:-hionecl for
the removal of ~uclt growlh .. as: were
visible. Since thne Wl.l~ no cocaine
or other local anesriJetic. it was
ne?essary ~o eSlahli~h lolen.lllcc by
dady uppbcalioll of Ihe min·or 10
Ihe throat and louching VUriOll':; un,:u,;;
with cotron-wound Pl'ol>C';;:.

Much credit is: due Ih(';;:(, rurly hill.

del,~l~ of. the htr~'nx for Iht'ir S!reul
11at1ence Jf1 tlle presence of wlll.ll 11l1l~1

have seemed UnSllrl1l0llulubll' oh-
sta?Jes. To begin with they hud Iln
s.all!"factory ~ource of light. ;::/1\'(' ;::1111.

lIght, and so a reflector wus. ll~e{1 10
throw a beam into lhe mouth and
thus a,ttempt. 10 illuminate the larynx.
The firsl I1lIl·ror~ were Illolllltf'd nn
long rods provided willl " "1'1'I .. :oI(lIlg
gal get" so !.hat the focal length of t!l('
beam of lwht mirrh, ')0 "I I. '=' '=' '- '- lanrre( al
will. Tallow .:andles were us-ed" ,I
" I '1" . lencoa 01. Or kelosene lamps. \'('ilh
the coming of iltuillinaling g:l~ piped
through houses. the doclor had 1101
only a strong source of 1'0' t fl' . I .. I 01'"
lIS n~lfron;, but. he could heat

them JlIst enourrh to kI '=' eell ,"apor of
t 1e mouth from cloudil1rr th 0"1
He tl d' '" e '='ass.len lscovered Ihat the '. .
on a rod . I 111111'"0r

0"1' .l( ea could be ~lIpplanted 1)\·
a '" ~ISSdISC mounted on a hand fitted
10 111shead. 1\1oreo\'er !w I"," ,. . . ..... llonlnrr
a Concave mllTor th I' I ". .. e q:r It ravs wen'
qUite readily focused >:0 tl·
given a' f . lat any

lea 0 . the mouth Or throal
could be briJlianth lirrlllCd I~r ~
ever Ihe fl· e . 0\\-

sodi~1l11 WI~~~l rr~::: ~ontt'ins. Illllch
membrane e, 0 tie OlUCOU ...

a ratler aha"ll\' . JI
appearance and I .'" . I )e ow
I (ecelve-= the ej'

11e actual cond',' ' e as to
• J Ion present.

Wllh lhe cominO" of 1 "
diaallosis has b '=' e f'rlnCH)' all
Ma~y variel ies eeF 19reatly benefited.
invented to' 0 alnp~ have Iwen
I II1SPCct Ihe ca\·j . f

11e bod\'. but tl 'd' ties 0
I lb· . le 01 lOan· f'1 '
lU from which 1"" . {'rlflC

I I 19 11 '''' throw.a leac mirror s,'11 .. 1 lIpon, remam" tiI
mone~t SOurce of illuln' .. ~ ('om-
amonrr all, JnatlOn 1Il U~e

e c e)e. ear 110" d
specjalists. '. e 3n lhroal

While good .
"tools" ar 1 eqtIJpment and good

e a ways necessary for re.

the nose, the column of air was
shorter than on the open, or concave
side, so that a dampening of tone
was present on the affected side, and
excessive resonance, 01' a hyperres-
onant tone, on the side which was
t.oo open.

There were
fected tonsils,

• Anthem contest, sponsored by The General Assembly of The Presby-
terian Church in the U.S.A., in observance of the 250th anniversary of the
founding of the first Presbytery. Award $250.00. Closing date December
1, 1955. Details from The General Assembly Anthem Contest, Witherspoon
Building, Philadelphia 7, Pa.

can give your church a heavenly
voice'in the community,

Their beautiful bell· music daily
identifies the church as a source of
spiritual life. Churchmen every-
whore find they actually benefit
the church 10 ways. They:

1. Adverlile the chur~h.
2. Prepare f';llcs for worlhip.
3. Increase allendance.
4. Add beauty to services.
5. Build membership.
6. Camforllhe sick and shul.inl.
7. Inlpire new character in many.
8. Slir religious Ihoughts doily.
9. CrealI' a cullural <IImosphere,

10. Widen church influence.

Secure full deta.ils on benefits, per·
formance and modest cost. Write:

SCHULMERICH CARILLONS, INC,
12C27 A Carillon Hilt, SEllERSVILLE, PA.

*"Carillonic Bells" is a trademark for bell in$lrumenb
of S<hulmerich CarilionI, Jnc.

Chnl-ez: Toccata IQr Percussion In-
s/ruments, et III

M.G.M's"Spanish and Latin-
A~lerican.Musicfor Unusual Instru-
mentalCombinations" includes not
onlythe novel Chavez Toccata but
Remeltas'Dello por Radio, Su rio
aach's Ritnw [otulo and Villa-Lobos'
C/lOros #7, all conducted by Izler
Solomon.For c1osc·up hi·fi sOllnd
there'snothingmorc cxciting among
latereleases-and the music's worlh
notice too, (M~G,M E3155)

also, red, swollen, in-
removal of which was

• Capital University Chapel Choir Conductors' Guild annual anthem com-
petition. Open to all composers. Closing date September I, 195.'). Details
from Everett W. Mehrley, Contest Chairman, Mees Conservatory, Capital
Univereitv, Columbus 9, Ohio.

imperative.
"Well," I said. "it is not so had

as you think. Lets take you in hand.
and j[ you will obey orders to th~
letter. you'll be back on the job
within two months."

To lllis he gladly agreed. The first
effol'! was directed to freeing the
nose. Abollt two ·weeks later the ton·
soils were remo\'ed and, finally, the
laryngeal condition was completely
relieved by operation. The procedure
could ha\'e been reversed by doing
the laryngeal work first, hut' I knew
that he would go directly back 10
work. and with the causes in the 1I0se
and tonsils still persisting. he would
have been out of commission .1rrainin
no time. He reco\'el'ed his \'oic~ com.
plelely in about six weeks. and frot
his old job back at an increase '='in
salary! Un'fol'funately. however. nOl
all of a doctors efforts lurn out so
happih'.

Her~is a patient who did not do
so "well. .J. G. lived in a suburb
of New York where for years he had
sung tenor in the local glee club.
thus keeping alive an interest of
college days and affording him much
pleasure. For the past three months
he had been much annoyed by a more
or less constant hoarsenes~. so that
his. work ·with the club 'was highly un-
satIsfactory both to himself and to
the director. who happened to he a
~'ery ~ompetent man. After temporiz-
Ing WIth spray", and gargles from the
local drug ~tore. the director insist.
ed that .T. C. go to a spf'cialist for
an examination. It took only a few
moments to determine !hat the left
vocal cord was embedded in a malig-
nant mass. olwiollsly a form of cancer.
:'-her cons~zltation with the family;
It was deCided that I should break
the new!' 10 the patient a-= o"e",1• •• <:' V as
~osslbl.e. adl'isjn~ him to und~rgo
nnmeclwte operatIOn for removal of
l~le larynx in order to prolong his
life .. He consented to this quite
!Ierolcally. 1m!. of course. his si~g.
mg was out for all time thereafter.

Tn any case of vocal worry it .~
highly important for the sjn~er :~
find out promptly whether the d'. . con I·
Il~n IS remediable-if so. the Com.
billed efforts of vocal educator a I
] I' n(aryngo Oglst may reslOre the vo'
t d' , f 'ceo a con Itlon 0 social and economic
usefulness. If this be iml)o<:~'11I ] ~~J) e
t l~n p ~ns must be laid to circumven;
thIS mlsfortune and to rehabi]', t
tl ]. , I a e

le menta It)' Q,nd fortitude of 1"1
unfortunate individual oivill0 I' le

'<:, 0 1J1n,

Mcndelssohn r 1ncidentot Music to
"A ~fillsum.m.er
Night's Dream"

Pall I Kletzki and the Philhar-
monia 'Orchestra, ajded by sopranos
Adricnna Cole and Eileen McLough-
]in and a ehol"lIs, go from Overture
1.0 Finale with oulstanding artistry.
But, in the search for fairy-tone,
Angel's engineers overdid tbe dis-
tant-mike process. (Angel 35146)

Gluck: Orfeo ell Eruillice (Act 11)
From the Toscanini broadcast of

November 22, 1952, RCA Victor has
released a one-disc recording of last-
ing interest. Though side one is
plagued by dry string tone, side two
sounds well and tlle voices are faith-
fully recorded throughout. Nan Mer-
riman js Orleo, Barbara Gibson the
Happy Shade. (RCA Victor LM,
1850) THE END

• Women's Committee for the Los Angeles Philharmonic Orchestra, second
annual composition contest. for a work for orchestra. Award of $1,000.00 and
performance by the Los Angeles Philharmonic Orchestra conducted by
AHred Wallenstein. Closing date June 1, 1955. Det.ails from David Parry,
6363 Wilshire Boulevard, los Angeles 48, Calif.

• The l\'fendelssohn Glee Club, New York City. Fifth Annual Award, for
~lOO, for an original chorus for male voices. Closing date September 1, 1955.
For details writ.e The Mendelssohn Glee Club, 154 West 18th Street, New
York 4, N.Y,

Mahler:5rllllll101I)"No, 1 ill D !lffljor
BothColumbia and London have

releasedexcellent recordings of this
workrecently, but Columbia's en!:r)'
will likelybe preferred by most buy-
ers.BrunoWalter's historic associa-
tionwith Mahler and the effective
collaborationof the New York Phil·
harmonic-Symphonycombine with
modelreproduction to make Colum-
bia'salbum (SL·218) a success in
thedefinitiveclass. Rafael Kuhelik
leadsthe Vienna Philharmonic in a
,eading(London LL 1107) marked
bycertainyouthful traits that would

• American Guild of Organists National Open competition in Organ playing
for all organisls not over 25 years of age on January 1, 1955. Details frnm
American Guild of Organists, National Headquarters, 630 Fifth Avenue, New
York 20, N. Y.

Ea.sley R.. Blackwood, Jr., young American com'poser of Indianapolis, has
been selected as the recipient of the annLlal award of the LiB Boulanger
l\'Iemorial Fund. The jury which selected young Blackwood consisted of
Nadia Boulanger, Aaron Copland, Alexei HaieH, Walter Piston, and Jgor
Stravinsky.

EARN Teacher'sORDip/oma IN MUSIC
Bachelor's Degree

IN YOUR SPARE TIME AT HOME

NEW RECORDS

( on/juliet! frnm Pa.t!f 181

of ohle <oloi"., (Vo, PL 9IIlIl1INCREASE YOUR INCOME
TEACH MODERN PIANO by note
(·la_,,;";!1 Ipad,er, ptH_ywhere helpe,l by our
,~,p;ho<la',,1 ~1"_'_'-huJldlng allis. 50th year. Send
lor fn'p hrophllre and samples. Lale~1 n(l palje:~::;:;~~.Il~~.J~~Oi()a~;~:;;J(f?_50-Wllh Harne~l,lId)'

THE CHRISTENSEN METHOD
Box E, 511 N. Sign(ll St., Oioi, Calif.

It-i.!"h F(,~lhllJ inl: ...r~

K"itl) . allnJ:!bnn',S singers are
well known to li...tent"ftOof Radio
Eirennn. lIalf of Ih ir r('fOrdedpro-
gram Iher are willing to sing in Eng·
li~h. bUI the olher baH i~ Gaelic.
The grolll) i..cOflll>O"f'dof fourmen
ancl four women plull roloi~15Yeron·
ica Dunne. SOI}rnno: Dermol Troy.
lenor: and Au:olin Gaffne\·. oo.ritone.
Sheila J-3rch('t'~ Iwo harp solo5add
intere"'t. as dO{'.. Tern O'Connor'5
fiddling for 'IPadri!1c ihe Fiddler."
Thf' unhackneyed program i~ com·
pO~f'C1 enlireh of Tri..h folk 5Ong<
and b:lllad.. .
( ngel 65oi6l

•
CONSERVATORY-TRAINED MUSICIANS COMMAND BETTER INCOMESETUDE Af!vel'lising

Representa ti yes This is Your Opeortunity-Mail Coupon Todoy!~.••••..••.........•.•...•......•....... ,\'ouconreceive the highest type of musical training in your own home. These Extension methods and the
curriculumhave been developed and perfected by the Conservatory over years of time. T~eir value
ondsoundnessis proven in the careers of thousands of musicians and teachers, who owe their success
lorg!lyto the personalized and painstaking coaching of this great Conservatory. Courses include:

UNIVERSITY EXTENSION CONSERVATORY. Dept. A·820
2000 South Michigan Blvd., Chicago 16. Illinois

Please send me catalog, sample lessons and full informa·
tion regarding course I have marked with an X below.
o Piano. Teacher's Normal Course 0 Voiceo Piano, Student's Course 0 Choral Conducting
o Public School Mus.-Beginner's 0 Clarineto Public School Mus.-Supervisor·s 0 Dance Band Arranging
o Advanced Composition 0 Violino Ear Training & Sight Singing 0 Guitar
o History and Analysis of Music 0 Mandolino Harmony 0 Saxophone
o Cornet-Trumpet 0 Double Counterpoint
D Professional Cornet-Trumpet 0 Banjo

•••••••••••••••••••••••••••••••••••••

•
HISTORY:-A modern course including all types
of music from ancient origins to 20th Century.
Interesting-with emphasis on the analysis of
music-not a dull collection of facts.

:tARMONY:-Writfen by two of the finest
. eor;sh in the country. Simple, yet thorough
In every woy. From basic fundamentals right
through to Counterpoint and Orchestration.

A,DYANCED eOMPOSITION:-Designed to
g"d8 you a useful knowledge of musical forms
on thegeneral processes of Composition.

~ORMAL PIANO:-Especiolly designed for
eochersor future teachers. Treats and solves

e~eryproblem of the progressive teocher.

~~t~L~CSCHOOL MUSIC:-Fits you for actual

I ~ In the school room. Our model lessons de-
ve 0" or" '" d' I' 'dI .- 191no I y on 9,ve you on ellce ,ent gUI e
or teaching others.

New York
Sadler & Sangston Associates.

342 Madison Ave.
Murray Hill 2·1432

Dohnun::d: Ynr;alimu 0" a tYlmer.l"
Sm,g. Op. 25

Rnch manilloff: RTltl/lsotlronaTheme
of Pn8arlini. Op. 43

Julius Katchen. ·oung American
pianist from New Jerse)'. continues
his s.erie.... of London recordings with
Ihe finest perfol'"mances of fhe Doh·
nan) i work on disc~ and a ::plendid
reading of the Rachmaninoff "ari·
ation<.:. The collaborating orchestra.
Ihe- London Philharmonic under Sir
Adrian Boult. works well wilh the
!'"oloi~t in Ihe Dohnanvi oPUi:but
~how~ inhibition~ in t1;e Paganini·
ins.pired work nol felt b)" Kalchen.
(London LL lO18)

ARRANGING:-All the tricks of modern arrang·
ing drown from the experiences of the biggest
"nome" arrangers in the country.•
CHORAL CONDUCTING:-Brand n·ew course
includes all the modern techniques-even brood·
casting.

Chicago
Virgil MaJcher,

430 N. Michigan Ave.
Delaware 7·0512

Name ~ Age _

Street No. _
YOICE:-Includes all essentials, such as Breath-
ing, Resonance, Vocalilation, Enunciation, Phras.
ing, Style, etc.

Cily -"State _

Are you leaching now? ~1fso. how many pupils have• you? Do you hold a Teacher's Cerlificote? _

UNIVERSITY EXTENSION CONSERVATORY
2000SOUTH MICHIGAN BLVD. (DEPT. A·820) CHICAGO 16. ILL.

EJ'UDE-MAY 1955

Have you studied Harmony? ---.:Wouldyou like 10 E-orn
the Degree of Bachelor of Music? _

48
49

ETUDE-MAl' 1955,
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OF THE CLASSROOM TEACHER

(Continned from Page 10)

•

and find out.. The class discovers that
the beats feel like "walking" or quar-
tel' notes. The teacher asks what
number the class thinks would be
used to represent quarter notes.
Answer. "4." The teacher puts the
4 number under the 3 on the staff.
Thus the class derived the meier
signature themselves instead of mem-
orizing a rule which the teacher
gave them.
Or again, in learning 10 hear dif-

ferences in pitch, fake the .samc
familiar tune, America. With palm
down lise I he right hand 10 indicate
the way the melodic line mDV s as
we sing the song. FecI and listen
10 hear whether the notes move up or
down. step-wise or by skips. If Ihey
skjp~ how far do they skip? ESlablish
the key center, I or do. Does il
start on I? Yes. Now as we move our
hands~ listening and feeling, sing
tbe scale numbers. Previously il lin
been staled that we number a scale
from 1 10 8. Put the key signalure
01.1 the. st~ff before the ~1.,saying the
pJece IS JIl the ke}' of C. (Keys will
be explained later through tetra.
chords which adults find fascinating.
They make the sharps and flats reu·
sonable! )
Now let: Ihe Class sing the numbers

for the first phrase of the song a
the teacher writes them well above
!he slaff_ Then draw Ihe bar lines
In between the numbers extendintr"
them down through the staff aft C

I " 1 ' erexp aJnJllg I lat the bars will come
~Jefore each strong down beat. If C
IS the key then G will be "1" WI

1
• lat

are.t Ie leiters for the other numbers?
Write the corresponding letters un.
derneath the numbers. Now we have
the class sland and step the kinds of
notes as they sing: quarter quarter
quarter, etc. When you co~e to th~
dot, that 'will calJ for an explanation.
But tlll~ explanation is so quickly
and eaSIly understood when you have
already fe/~ thaI the music said quar.
ter~ dot, eIghth. quarter W' Ik' d . Tlte t le
-In s . of notes under the lelter~
The JlIcture above the fi t _.I 1 2 rs measure

"will read: G G A . ow we are ready
J J J

10 translate these o:ymbol '. ~ s JIlto nota
tlon on Ihe stafT TI' , -. I ". lLS zs the lva
it oaks because it sounds that 1(Ia y
The teacher has not deC d y,s" IT b line meIer

!bnature, ecome involved' f
t10ns nor made d rr . In rae-
teU· ·bl °omahc and unin-Igl e statements .
what is at this st rr co~cernJng
a layman. Rather :h::n en~gma to
sludents through' ts gUIded the
perception to phYSi~~[:n:nd bO~ily
of musical symbols It . erstandmg
that music cannot' be Is.ou.r belief
perceived or truly sIgmficantly
a. completely intel~:~~er~d dthrough
nence. a ze expe •

Theodore Presser Announces

THE
ROBERT PACE
PIANO SERIES

a fresh new

approach

inlroducing the

child beginner

to ihe world

of music,

ROBERT PACE, head 0

C I " ". piallo illstructionat Tcacli
ers o/eo.e, Coillmbza Unzverslty, is a well known and established
(tuthont)" m the fields of piano performance and teaching. His back-
ground as a concert artist (('Id teacher of nil. I I· . . .. ' age groups coupled?v:' I liS posztwn of leadership £1/ the music teaching profes;ion tJive
hL~l all unusually broad perspeclive of music and its probl' ° .s
tlus country. ems lI.

Dr. Pace's undergraduate training ?Vasal the jui/liard School of AlliS
where he taught for several rears. I,ater he took his Master'
Doctorate de" l' I " s all. " .orees at cae las l...ollege, alld has been head of ' ,
flls/metlOn s/,nce 1952. pUlfJ,

ABOUT THE SERIES

W, nether or not the child beginner at the piano wilt u'e h,',II .. .. music voco
tiona, y or as a leisure time activity, the Robe,t Pace Piano Serie
prOVides rewarding and musically meaningful' •h'ld h k"l experiences that give th
Cit e SIS necessary for pleasurable compete t . f -I d. ' n prono per ormance
n accor once With recent trends in music education II f th ', d ' a 0 e mateno
IS centere around things that catch and hold th . tf £l I e merest of the child
rom Ive, to e even for whom this series is designed. (Trip To the Z
Pets, Holidays, etc.) 00,

During the first year of study (Books I II and Ill) th h'ld··
t II f ' ' e c I IS Introduced
o a areas a plano activity. All of the elements necess f .-
h·ld d' ht d· ory or glvlOg the
c I goo sl9 -reo 109 and performance techniques are st d d '
th £l t f d resse urlng
e Irs year 0 stu y: £lnger patterns, playing easily' Ilk'h th' t In a eys baSIC

r y mlC po terns, use of dynamics, phrasing and pedaW I d' ... d .. f lng, n a dltlon
vane opportunities or creative work are provided Th' .. . '
.,h D P • h' . IS IS 10 keeping

WI r. ace s p i1osophy of ocquointing th h'ld . h h '
f h

. , e c I Wit t e entire range
o t e plano s resources and possibilities as early a' 'bl.. POSSl e.

THEODORE PRESSER COMPANY
BRYN MAWR, PENNSYLVANIA

• • • • • •• • • • • • • • • • • • . '.
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The next step might well be Iran-
ference of the recently acquire~
knowledge to the piano keyboard.II
the students can pick out the firs
I r A ' ',IP u-ase 0 mertca at the piano th '

wif l leave the class with S~iJi:)
faces and an "I can't wail until tl!. " . Ie
next tI~e attitude. At this point an
eager intere t and pride in schiel'e.
ITIcn~ are mo~e imponam than lhe
ITIli ,~al learning acquired, llnles,
phyalcally or mentally handicapped
they wfll ) urn if they went to Ie

P I
an.

r lap we hould not have in.
clud d the phY8i all)' handicapped
III our In I statement. Last year it
Wftlil fl m what of a shock to filld1l\'0
cerebral pCll~i·d )oung men in Our
~Iass of Elementary Education .\Ia.
Jors. lr wa~ ~oon c,idcllI that the)'
were cxcellenl 1OllIden!. Ne\er once
did Ih Y allk ror I ni nc)'. Jn~tead.
th y i~,i Icd 1I1>on tr)ing to do
cvcrrtlung Ihal Ihe olh I' (Iudent-
did al Ih keyboard. ill' Ihe elldof
th year they could pi k oul a tune
f I' m a hild' book in perfect time.
One of Iii Il men did a ,uperior
paller in a melhod our, ill the
following scm ·SI I' on Lhe use of
mu:.i in Ih ral)' for the cerebral
putf'i d hild. The reward, of a
I aeher nre ) ~in.
In Our trainin~ of c1a~qoom

Inch r w ha\ e wroed more and
more 10 the piano ke)"board as a
basic tool in Ihe mUllica) equipment
of these teachers. We hart to and
u;anl 10 learn the fundamentals in
order to learn 10 play. The ~Iudellt~'
pride in thi achie,'ement is e,-ident.
Through the IJiano tlley can learn
new songs to teach their children.
accompany the children's singing,
playing and rh)"lhmic acti,·ities. and
share wiLh their students man}' of
the thjng Lhe ba\<e learned about
Ullisic. It is one or the quicke~1and
most pleasant means: to an ullder-
standing of mus.ical nOlation. Sereral
ci.lies are nOw offering free clm
plano les os as part of tbeir In·
Sen1ice training programs.

One annot lea,te 11 discussion con·
cernjng classroom teachers without
n~enlion of a key figure in the whole
situation-tile Principal. The mu~ic
program in an)' elemenla!)' school
will be as good as the Principal
helps 10 make it. 'lIt is he who keeps
lhe consciousness of music values
alive in school thinking and living.
The principal's concept determines
how the school uses the music as-
peet o[ school Jife.'13 Classroom
teachers reflect the attitude of their
adminislrators.

One of the greatest human needs

aUTbe Elementary bool Principal and
His 1us..ic Program," Th~ Naticnul Elt·
mentary School PrincipGl, 30. 0. 4, p.
16, Feb, 1951.
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, l;fCurity,The classroom teacher
I~'lifind the self·confidence she
",J to teachmusic when she bas
nerus h d, .edre~pectfor what s e can 0
enJOJ U d di !andde~elopedan un erstan mg 0

~'batshewants to do.
Herewewouldmake a plea for the

, [,'I'all of experiences in music inmC • •
the periodof her student teaching.
It seemsnot only desirable but im-
pe;atil'ethat the teach~r b.e given
Iheopportunityto practice III every
:ubjectshe is expected to teach in
theself.colltuilledclassroom. The
teacherneedsnot only to understand
tbe c1Jildhut to understand how he
growsmusicallyand how music af-
fectshispersonality. She must pro-
1idea rich and varied musical en-
I'ironmentwhichwill foster his muai-
ralgrowth.Growth is orderly and
m~:tbe carefully planned for by
tileteacher. "The self-contained
clamoomis in an ideal position
toprovidea rich environmental set-
tinglor both child growth and
leachergrowth.Through a vital in·
terej,elementaryteachers will learn
touse elementary music materials
whichare musically worthy and
whichtheycan interpret with enthu·
siasmandconfidence. From a broad
e~periencewith available materials,
andresourcefulness, sparked with
eachindividual's creative imagina.
lion,tomorrow'steachers will bring
lilingmusicto o·urboys and girls.""

lUnpliblished report of the Commitl~e
on ~llIsicfor the Elementary Teacher.
'\!UilC EducatorsNational Confc-rence
Chicago,1954, TH E END

PRACTICE PAYS DIVIDENDS

(Continuedfrom Pa.ge 24)

disruptillgthe music for the sake
of aneffect.In such a case that is
exactlywhat it becomes-a sound
effect,nothillgmore.

H the teacher can stimulate his
studentto perform the chore of care-
fullypreparing every new piece in
~dvance,results arc certain to come
~ thestudent has any talent at all.
hefactthat the student has formed
thehabit of writiufr on his music
d 'I Cetaled instructions for fincrerinrr
~ , 0 ~,
Irasmg, pedaling, registrational
preparationand chancrinO' wiJI be ofco I:l 0nstanthelp in his work. Even-
tuallyhewill perform the music the
correctway, every time.
I'StudelltsUl)on being told these
:~lllgS say, "Yes, of course"; but
ey do not really grasp what is

~ealltuntil they have worked it out
or themselves.There is no way to
ml~keclear to a student what all of
t Us me 'I II ans tint! le has done it and
lasbenefitedfrom it. Then. '~to his
surpriseand d I' h " 'F e 19 t, as wise old
ux put it in "Gradus ad Parnas-

sum" h .
I': e Will learn that his pre-
Immary d d'I ru gery has not been
WltlOutpu A]' , ,
d' 'd rposc. t t liS POlllt nch,m ~dsa· b '

d
re In store oth for pupIl

an leacher.
THE END
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DOES PRACTICE MAKE PERFECT?

if these first impressions are perfect
we shall have established a solid
foundation for our knowledge of the, C
piece and if, later on, through care-
lessness, some errors creep in they
will be easily corrected because they
wi II be su perficial com pared to 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. H it is played the first
two times perfectly, then again twice
perfectly, the end of the fourth repe-
tition wil l find our habits twice as
strong as at the end of the second
since we have played it twice as man;
limes. After several days' practice,
however, when our I.otal repetitions
of the passage may account to about
twenty· four, two more repetitions
will mean an increased strength of
habit of only one-twelfth-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 obviously
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 sufficiently deep impression
to Jast until repeated. Therefore,
each time it js 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 work in prac-
ticing is quite different from what
the average student thinks it is. He
will feel very "jrtuous about his work,
if he spends an hour on some piece,

(Continned from Page 47)

beginning by playing it with a num-
ber 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 hahits have been
formed. The fact that the perfect per·
formances came at the end of his
practice period did not indicate
progress in habit formation. If, for
instance, a passage 'is played per·
fectly five times, then ollce in a con-
fused manner, there will be more
progress in habit [ormation shown
the next day than if it weI'e 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 physical
effort. Actually it means extreme
patience and concentration. It means
a wjJJingness to do the same thing
over and over again from day to day
until it becomes automatic. It 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 accomplished any·
where near as much as if he had
practiced in the wrong way described

above, hut 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 has
been made,
While we have, up to this point,

only considered the elements of
notes, time and fingering in our goa I
of perfection, it is also important
and possible to include a perfect
basic technic in our first readings.
We can play the correct notes with
definite finger action, wrist notion or
arm motion according to the tech-
nical requirements of the pussuge we
select. These basic elements are so
different and so much a matter of
sensation that they can be done cor-
rectly while reading the music per-
feclly in its other aspects.
When a student heill's an arti.st

practicing he seldom hears any mis-
takes, but usually JiuJe realizes Ihe
significance of that fact. He is apt
to take it for granted that tbe art.i~1
does not make mistakes because he
is so talented and has had so much
experience. However, these are not
the main l·casons. The most impor-
tant reason is that the artist select..:
something to work 011 which be will
do perfectly the first time, and the
object of his practicing is to relleat
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 beginuing
of this article, therefore. is t.hat you
would look for greater ease ill play-
ing at the second lesson. At bul h leE·
sons be should play letter-perfectl.v.
and progress would be from cautio;ls
to easy-not from wrong to right.

It is study before pracliee which
makes perfect.

Puctice makes easy.
THE END

AFTER FIFTEEN YEARS!

I am forty·one ye;trs old and am
taking up the piano again after a
lapse oj fifteen years, At, that time
I had an excellent technic, and al-
though I have noW been practicing
every day for six weeks, I find th.at
1 have regained very liule flexibility,
especially in til e thwnbs; and on the
following day my hands are still and
sore. I have been studying exercises,
scales, arpeggios, octaves, Bach In·
ventions and other technical mater-
ial but it seems to m.e that I am
wo'rse noW than I was several weeks
ago. IV hat shall / do? Mrs, F, H, H,

,QUESTIONS AND ANSWERS

(ContilUtefl from Page 23)

My guess is that you are crowding
the mechanit;al aspects of piano
playing too much after such a long
period when you did not lise your
fingers and hands in that way at all.
I suggest that you work first on some
pieces that have much cord work in
them and very little 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 so-
the first timp-, go to the next one,
and if this is harder or, not so
familiar go through it two or three
times, then do another and another
-until you have played through the
entire book. Some of the easier

Chopin and Schumann pieces ,,-auld
be good, too, <md if vou have Ilever
studied harmony I ad~ise you to buy
a copy of "Harmony for Ear. Eye,
and Keyboard" (Heacox), and work
through each lesson carefully. As
your hands become more flexible
again, go back to the Bach 1m"en-
tions and other material that is more
difficult technjcally, but give your·
self from six months to a year to get
back to where you can do what \-Oll

were doing fifteen years ago. If )'ou
allowed your automobile to 51and in
the garage without being run for
fifteen years, it probably wouldn't
go at all! K. C.

THE END
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INSPIRATION ...
fuller understauding

for your pupils

PROBLEMS OF

TONE PRODUCTION

(Continued from Page 25)

. What should I do? I'd hate to
stop teaching her, for she is such a
rewarding student. Do help me if
you can:'

Mrs. R. L11. C., Illinois

1J.1l iolin ~ uestions
By HAROLD BERKLEY

Violins by Wilhelm Duerer
N. C. H., Utah. There seems to he

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 type (Etsfeben is
near Markneukirchen), and the price
you paid is about right.

Doubtful Autheuticity
Mrs. A. L., Manitoba, Canada,

Your violin has a correctly-worded
Jacobus Stainer label. That is the
only inIormaton I can give you about
it. Genuine Stainers are very rare
these days, but there are scores of
thousands of imitations to be seen,
nearly all of them bearing labels
with the proper wording. Most of
these imitations are worth very litt.le.
though some were made by com pe-
tent workmen and have some value.
'What your violin may be worth, no
one could possibly say without ex·
amining it personally.

Not a Genuine Guarnerius
Mrs. J. S. New Jersey. Your

friend's violin, being dated 1784.
ca.Qnot possibly be genuine, because
the two kno'wn makers named Joseph
Guarnerius died in 1738 and 1744.
Howe,'er, the instrument might be
a .good copy; so I would advise your
fnend to have it appraised by a
reputable dealer.

Ca~eful Exalnination Necessary
Mrs. A: D. F., New Hampshire. 1

hardly tlunk that a violin made by
the gentleman rou name would
bring the amount stated. There is no
set yaluation for instruments in this
~atl"?or~-:-each has Lo be rated on
Its_ mdlvldual merits of workman_
shIp and ~one quality. Should lhese
be exceptIOnal. the violin might be
'worth up.'..-ards of 8500, but this is
"ery dou~tful. You should take or
send_ the lIlstrument to a reputable
repamnan in Boston or New York
and pay him the small fee usually
asked for a careful appra,isal. 0
one could possiblv put a v I_. I" ' J a ue on a
\'10 111.. ~r d.etermine its origin, with-
out giVing H a careful and thorouerl
personal examination. e]

A Poor Inlitation
F. F. IT'., Oil;o. The brand· ·d

YO . .]- mSl e
- lit no In would seem t . d·tl' 0 111 lcatelat someone has tried t k
St d· - 0 rna e a

ra Ivan us out of wh t . ba IS pro ably
a very ordinary violin Th .
heinO" that Str d' _ _. e powt

. ~ a lYan never hr d d
IllS IIlstruments The . . an e. re IS 10 Cleve.

FREE! 10 Yiolinisls-CellisU-Yiolisls
"12 SECRETS OF THE BOW"-the role
of me bow in achieving a richer tone free
.piccolo, flowing staccato. Brochure by ';'orld-
fomou. aulhority point. out common lallocie'
-error; even advanced players make_ Invalu.
able lor ,tudenh, teacher>, cancert arti,I s.

Il"rite for free COIIJJ loriu'll.
MOSA HAYIVI

151 W. 57th St. New York 19. N. Y.

I/JiM"aA.~and kn
30 E. Adams St.-Cldcago 3, Ill.

VIOLIN SPECIALISTS
OUR NEW OLD INSTRUMENT

CATALOG NOW AVAILABLE
~ubli,h.rl of "VIOLINS & VIOLINISTS"

Make Extra
Money!

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

ETUDE
For each $4.00 subscription
you obtain, $1.00 (25%) is
yours. ETUDE will provide
you .with subscription blanks,
receIpts, record forms, and
several sample copies of the
magazine.

You will also get some pro-
motional material to send to
prospective subscribers. And
speaking of prospective sub-
scribers, you'll find them
everywhere. Teachers and
students in local schools, pri-
vate teachers and their stu-
dents, and anyone who is in-
terested in fine music is a
potential subscriber to
ETUDE, the music magazine.

TV'rite fo1' de'tails to

AGENTS PLAN
ETUDE, the 'music magaz'ine

Bryn Mawr, Pennsylvania
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It is a delicate problem that you
are up against, but 1 think that with
tact and diplomacy you can solve it.
The problem is 1I0t a rare one: most
conscientious teachers have to face
it every year or two. This is not the
last time it will arise to plague you.

Many teen-agers today have a bet-
ter understanding of good music
than their parents have, and an in-
stinctively finer taste for it. Some
parents resent this, not as reflecting
on themselves, but because they fear
their children will suffer social lv if
they persist in studying "long-h~ir"
music. They do 'not know that many
important doors, which would other-
wise remain closed, are open to the
young man or young woman who has
had good musical training. But there
are one or two moves you can make
that may well prove constructive.

The first thing I would suggest is
that you give an informal musicale
at which Shirley plays the solos she
loves most and plays best. Probabjy
you could get a pianist or a singe~
to share and give variety to the pro-
gram. Invite some musically-minded
people whose standing in the com-
munity commands respect. as 'well
as other friends of yours and Shir-
ley's. Because she is talented and
has been well prepared, she will
probably play ,-ery well indeed, and
the enthmiastic reception she re-
ceives will go a long way toward;;;
convincing her parents that they
may well be proud of her. -

Then, a few days after the musi-
cale, it might be helpful to ask her
parents to have tea with vou. also
inviting one or two of th~ m~l.sical
people who 'were most appreciative
of her playing. In the course of the
conversation, you could bring up
the question of "long-hair" versus
'''tuney'' music. and Shirley's evident
bent for the former_ Whatever YOU

said you would certainh have -the
support of your musical -friends.

V/ith regard to the mother's in-
terl"Uptions at le5sons, you must put
your. foot d~wn gently but finnly.
Let It be eVident that you are the
authority. the expert, on the subject
-as a doctor is in bis field. Tell the
mother than you find Shirlev can-
not concentrate proped Y whi-Ie she
is in the I'oom, and that -it would be
much better jf you and the girl were
alone together for the lesson_ And
make it clear that you know much
better than the mother does hoI\'
long Shirley should work on a study
or a s~lo. ~xert your authority and
make It stIck. Once you have done
that most of your troubles will e d11 •

land--or was up to a year or two
ago-a firm of repairers named
Schmidt who could give you
reliable appraisal of your \'iolin

a

There may be a good and experi:
enced man in incinnnti. but I hare
never heard of him. Perhaps one01
our readers an send in a name.

An Expert Repairman
Recommended

ist er M., Missouri. I cannoten-
cou rage YO~1 to sand down )"onr
vi lins and revnrnish them. You
could asily ruin them. I wouldad.
vi c ) cu, rather, to raise the money
somehow and to take Or send the
violin t an eXI) rienced repairman.
and I t him do what is, after all: a
highly skilled job.

Concerning a Testore Violin
A. C'I Maine. ot even the most

eXJlcrien cd xperl can form an
opinion regarding the origin and
value of 11 violin without seeingthe
in:-Irumcnt und xamining it care-
full}. In ~llle C8::es it is easy to
S8Y wllut a violin is not, but it is
almost imposs.ible to Eay what a
violin is_ Therefore. I cannot tell
you much about }our ..iolin. It rna)'
be a genuine Carlo Guiseppe Testore.
or it rna)' not-I ha\'e no wayof
knowing. in spite of your excellent
de.scri plion of it. According to one
of lew York's leading dealers, a
C. C. Testore is usualh- worth some·
where between 1000 a'nd 2500, but
higher slims ba,-e been paid for out-
standing specimens.

Varnish FormuJa Top Secret
E. C. S .. Texa.s. I ha,-e ne,-ermet

or heard of or read about a.D)" ,'iolin
maker who published the formulaof
lhe varnis.h he used. [,-ery maker
thinks his varnish is the best since
Slradivari. and he guards the for'
mllia jealously. 1 imagine the old
makers were just as careful Am
sorry I cannot be more helpful.

A Practical Suggestion
R. L., Wisconsin. I would sug-

gest tllat you take or send )"our
violin to Wm. Lewis & Son. 30
East Adams St.. Chicago 3, Illinoi~.
for appraisaJ and advice on how 10
djspose of it. If it has any real
quality, the)' might be interested
in taking it to sell for you; if it i~
a factory product-and some of
them are really old-they probably
wouJd not bandle it. But at leasl
you wouJd find out wbat the in-
strument is worth.
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~rganand IfEhoir
Questions

Answered by FREDERICK PHILLIPS

Weare cOllsidering enlarging our
presentIIVO m~llual pipe organ, hav-
ingthe lollolwlg stops:

GREAT-Open Diapason: 8', sl e-
!odia 8', Dulcuuu: 8', Ocl,ave 8'1
[{om 8/
SWELL-Viol Diapason 8', Vox

Celeste 8', Saliciollul 8', Cedeckt 8',
Har.Flute 8'
PEDAL-Bourdon 1(/, Lieblicl-

Gedeckt 16', Bass Flute 8'
DneSwell box, usual cou piers, and

tremolo.
The rIlldilions we are considering

are: SrfIELl,-Harmollic Piccolo 2'.
Clarion 4', Cemshom W. CHO/R-
Clarinet8', Viol de Combe 8', Er-
:haler 8', Erzholer 4', Spil:jlnte 8'.
ECHO-Vox Humena 8'. Stopped
Flule 8' or 4', Vox Celeste 8'
Chimes, Harp. PEDAL-Diapason
16/ Gamba 8' (choir). We should
like rOllr opinion OTt these sugges-
lions, or changes you may suggest.
Jiso an eslimate of I he probable
cost. F. L. F.-Pa.

Firstof all, we rather doubt the
wisdomof making u four manual in-
strument;'\e feel the addition of
theChoirmanual, without the EclLo
wouldprobably gi,e sufficient re-
sultswithout the added expense of
Ihisfourthmanual. In your present
set-upthe Great is entirely 8'. which
wouldcall for one Or two 4' SLOps
forproper brilliancy. You list the
Octaveas 8', but this is <Tenerally, ~
a 4 slop, and we would therefore
snggestthe addition of a 4' Octave
~nIheGreat and possihly a 4' FLute.
rheChimes,which you suggest (or
theEclw organ_ is usually played
fromthe Great, and we would sug-
gestadding the Chimes. therefore,
totheGreat. As vou alr~ady have a
VoxCelesteon tile Swell. it would
heunnecessaryto repeat this on the
Ecllo,and since the Vox Humana is
somewhatsimilar in effect this~ too,
couldhe elimillated. The Harp (if
rourca]Jy feel you need it) cuuld
he placed in the Ch.oir. This lakes
careofeverythin<r'-Oll had listed for
the Echo. We thi;Ik the sUfYfYcsted
~Jditionsto the Swell are qui~e sat-

C
lsfactory,and your line-up for the
I· .10lrIS also quite good, and the

~woadditions suggested for the
..edal are perfectly in order. By
.Usualcouplers" we presume you
lDeludeboth the 8' and the 4' and
16' coujllers on all manuals. except
pOssiblythe Great. To get best re-
sults tlb . lese octave couplers should
e inclUded. We could hardly gi,-e
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any estimate of the cost, but any of
the many reliable organ manufac-
turers (we are sending you a list)
will he glad to go into this matter
thoroughly with you.

I play an electronic organ at our
church, and need advice as to the
stops to use for hymn playing. Some-
times the congregation seems to have
1 rouble reaching the higher notes.
What can I do about this? The stops
on the organ are as [ollows :

PEDAL-Open Diapason 16'. Dul-
ciuna 16'. Bourbon: 16', Cello 8',
Flute 8'

SIVELL-Violin Diapason 8', Sal-
irional 8'. Stopped Flute 8', Trom-
pettc 8'1 Clarinet 8', French Horn 8'.
Oboe 8', Vox Humane 8'1 Flute 4',
Salicet 4'. Dolce Cornet.

GREAT-Bourdon 16', Open Di-
apason 8', 1I1elodia 8', Dulciana 8'.
Trumpet 8'. Octave 4', Violin a 4'.
Clarion 4'. R. P.-Ky.

There are (our general considera-
tions to keel) in mind in hymn play-
ing. First, i:oft or devotional type ol
hymn. Second, praise or festive
hymns. Third. "giving out" the hymn
(before the congregation sings).
Fourth, playing with the congre-
gation singing. In the devotional
type the '''giving out" should be
played with soft stops, but not too
soft to be heard distinctly by the
congregation. For this we suggest:
S,,-ell-Stopped Flute, French Horn.
Salicet. Dolce Cornet, with Bourdon
on Pedal. For playing with the con-
rrrefYauon on this type of hymn use:
Sw;U-StolJPed Flute, French Horn,
Flute 4'. Great-I\'Ielodia and Oc-
taye 4', "with Swell to Great cuupler.
Pedal-Bourdon 16', Flute 8'. Play
both hands on Great. For the louder
or festi\'e hymns in "'giving out" usc
Swell-Violin Diapason, Salicional,
Trolllpelte, Flute 4', Salicet and
Dolce Comet, together with Bour-
don and Cello in Pedals; play both
hands on Swell. For these hymns
with the congregation, use same
stops on Swell; Open Diapason,
Trumpet, Octave on Great, wit~l
Swell to Great coupler, and add DI-
apason 16' to Pedals. Play both
hands on Great. '

To aid the congt:egation to reach
the high~r notes, add any ~tops not
already mentioned (except Vox Hu-
mana which is only [or 50ft effects).
In otl~er words, use full argall, with
both manual and pedal couplers
(playing on the Great).

Home Madel, ebcve , in ¥/olnut finish. Spinet Model now in Blond ond Ebony os well 0$ Walnut_

Now music has a mafj"Lc

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 your touch are thousands of
rich tones. Vastly more tonal shad-
ings than any other organ can give.
And now. without changing tradi-
tional performance, Hammond
adds a new wonder ... "T ouch-
Hesponse" percussion.

Now you command a 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 meaning never possible
before on any insh-wnent!

Effects like harp, chimes. marimba and xyloph_ane
now yours with new "Tauch-Responle" pe,cusslon.

You don't play now? No matter.
]n30 days you'll be playing simple
tunes with grace and feeling on the
Hammond Organ. And a space four
feet square is all you need. \Vhy
not try it soon at your dealer's? No

.obligation. And mail coupon for
further information.

You get all this only in a Hammond
"Touch-Response" Percussion-
Brings you a whole new world of fas-
cinating percussion effects no other
organ at any price can produce.

Harmonic Crawbars-Let you blend
tone colors, the ,vay an artist blends
paint colors, to get just the shade of
expression you want.

Selective Vibrato-On either manual
or both, in three degrees of vibrato and
vibrato chorus.

Reverberation Control-Adapts ca·
thcdral tones to ypur living room.

No Tuning Expense-Hammond is d1e
only organ that never gets out of tune.

IIAMMOND O.llGAN
MUSIC'S MOST GLORIOUS VOICE

,------------------------------,
Hammond Organ Company I
4.210 'V. Dh-crsey Avenue, Chicago 39, lllinois I
'Vithout ubligatiull, send details about the Hammond I
Organ models checked. :
o Spinet 0 Home 0 CIlUrch 0 Concert I

Name :
Address I

I
City Zonc __ State :

@lllu.HAMMaNOaRGAN COIllFANY II IL ~

S3

LOW AS$13S DOWN for
the Spinet ot most deal-
en. Often 3 yean to poy.

For that special
occasion, give the
gift of a richer life ...
a Hammond Organ



DO YOU DROP THINGS?
NO CONTEST THIS MONTH

In another issue you ,~illr~ad about the many interesting things
t' ned in the Questionnaire.men 10

by Elsa La"d SYRACUSE UNIVERSITY
SCHOOL OF MUSIC

Alexander Capurso, Director
But yesterday, what do you think~
I dropped a beat! ] know!
I can not find it anywhere!
I've hunted high and low!

I play piano every day
And do iny very best j

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

Letter Box
SUMMER SESSION-July 5.Au9ust 13

IRe9ular ac:ademic: year-September 19·June 41
Progroms leoding to, B,Mus., A.B., M.Mus., Ed. D., Ph.D.

and Certificate of Advanced Studies in Music Education

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

Sendreplies to letters in care of
. Etude Bryn Mawr, Pa.,

Indl~lleywill 'be Inrwarded to the
~O, Do not ask (01' addresses.
~-rJters.WHO KNOWS THE ANSWERS? •• SUMMER WORKSHOPS in, Music Educotion, Opera, Chorol Techniques

Band Arranging, Teaching of Strings, Music Therapy
(/(tWP score. O"e tuus dred is per/I-t.:.t)

Dear Junior Etude:
I play the piano and organ and am
organist at my church. I am also
learning to play violin: I love to
listen to music and my favorite com-
posers arc Bach, Brahms and Cho-
pin. Lust summer I gave lessons to
some beginning students and I feel
this is a valuable experience. I would
like to hear from other readers, espe-
cially those in foreign lands.

Barbara Padgett (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. .

•

DearJuniorEtude: .
I enjoyreading the ~unlo~ Etude
wrymuch.I have studied plano Ior
tenyearsand am in the fourth form
uecllege. Iam interested in stamps,
drawingand travel and would lake
tohearfrom music lovers.

Felicity Bowe (Age 15),
N eu) Z ealand

(15 points]
6. Of what metal is a triangle
made? (15 point')

7. In what f I'm is a piano con.
certo written? (10 points)

8. Is the orchestra conductor,
Eugene Ormandy of Russian,
Belgian, Austrian or Hungarian
birth? (10 points)

9. Which of the following ora.
torio was composed by Men.
delssohn: u 'le iah," "Elijes."
"Creation," "Christmas Dn.
tcriu"? (10 points)

10. From what i the theme gillen
wilh this quiz taken? (10
points]

1.Which of the wood-wincl instru-
ments in a symphony orchestra
bave double reeds? (10 points)

2. In six-eight meter, how' many
sixteenth notes would be re-
quired to fill a measure con-
taining one quarter-note and
two eighth-notes? (5 point)

Address: SCHOOLOF MUSIC, Syracuse University, Syracuse 10, N.Y.

THREE WAYS to LEARN

ROCKY RIDGE MUSIC CENTER
Estes Park, Colorado

Beth Miller Harrod, Director

Thirteenth Season: June 14 to July 3D, 1955

by Leonore Sill Ashton

to study a new piece for the piano
or for 111Y violin I read it more or
less as Helen does only I take it
away from the piano and read it
as you would a book, and while I
am doing that I am thinking how
it will sound when I play it."
"But where does the ear come ill

when you have nothing to hear?
It seems to me you are eye-
minded. "
"Oh, I hear it distinctty inside

of me."
"How many times do you read

a piece of music before you hear it
with that inner ear of yours?"
"Sometimes when the piece is

simple I hear it very clearly the
first time, but if it is complicated I
may read it several times. It helps
a lot when you begin to practice it,
too."
"Do you know the conclusion I

have come to?" asked Helen. "I
think each of us has a major asset,
even though we did not know

BERT, 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 {or learning to
play music.
"Each of you has one of these

assets," he told his audience of
music students. "You are either
ear-minded 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
page; others will learn more
through their ear by hearing

. "mUSIC.

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

"I don't really go about it, as you
call it. It j list happens that when I
have once heard music it's easy for
me to play it-at least the melody."
"But you play chords and ac-

companiments, too," said Helen.
"I've heard you."
"Well, I just seem to feel which

chords sound well with the mel-
ody." Helen said she could not
understand that!
"It's just the opposite for me,"

she continued. '''1 begin at the very
beginning of a new piece by no-
ticing the ker and the time signa-
ture, then I 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 I go ahead and
practice the piece."
~'I guess you and I are good

examples of ear-mindedness and
eye·mindedness," said Bert. "Now,
what about you, Ned?"
"I believe I have a little of

both/' he answered. "When 1begin

•
DearJuniorEtude:
Iammajoringin piano and hope to
bea piano authority. My greatest
thrillin performance was when I
playedbefore 2000 people. I also
playclarinet and bassoon and have
playedinour High School Band, and
Orchestra,also in our State Youth
SymphonyOrchestra, and our All
State Orchestra and Woodwind
Quintet.Last summer I studied or-
gan,and with a friend, Margaret
Lasota.started a Summer Symphony
Orchestra.

Me/viIIJ. Molunson (Age 18),
Michigan

Intensive musical pursuit in an ideal vacation setting

Instruction in all departments under artist teachers

Scholarships availoble through auditions3. Is the opera singer George
London a bass, baritone or
tenor? (10 points)

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

5. Which composer was born
first, Chopin or Schumann?

SpecialS-day workshop for PIANO TEACHERS begins June 20

to be canducted by
POLLY GI BBS, nationally known in the field of piano teaching

Answers on Hex' pllge
For detailed information write!

Secretary, Rocky RidCle Music Center
143 North 13th Street, Lincoln, Nebraska

Hobbies for Music Students
TAN'GLE;OOD-1955 I

BERKSHIRE MUSIC CENTER
CHARLES MUNCH, Director t

Aaron Copland, Assistant Director !
A summer school of music offered by the Boston Symphony Orchestra

in connection with the Berkshire Festival concerts.
July 4 to AU9ust 14
at Lenox, Massachusetts ~~

CHORUS HUClhRoss I
Leonard Bernstein COMPOSITION Roger Sessions I

Boris Blacher
CHAMBER MUSIC Richard BurClin

William Kroll OPERA Boris Goldovsky
Faculty includes Principals and other members of the Boston Symphony Orchestra

TANGLEWOOD STUDY GROUP-INGOLF DAHL '
1

11

•
DearJunior Etude:
Iplaypianoand did play trumpet in
HighSchool band. I love classical
eusic and I am interested in fur-
theringmy musical education at col-
lege.Iplan some day to teach music.
I would like to hear from lots of
otherreaders who are music lovers.

Nanc)' Surber (16), Wisconsin

•
DearJunior Etude:
Iamsending you a picture of our
pianogroup and we hope you will
printit in Junior Etude some time.
Wehavelots of fun and enjoy music.

Carol Elliott (Age 10), Georgia

bJ' Eli:flb,.,h Searle L",,,b
PROJECT for MAY

Concentrate on improving all your
exercises and studies. This will
improve your playing, too!

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

If 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
coll.ect tiny instruments of all types
untIl you have a complete tiny or-
chestra or band. Are you some-
thing of a bookworm as well as a
musician? Then you will collect
books about music and musicians.
Keep them together on a shelf and
display them proudl),. You could
draw you: own bookplate, using
some mUSIcal symbols or a sketch
of an instrument. If you are skill-
ful and h~ve enough time you
could cut It out on a linoleum
block and print your OWn dupli-
cates. This is a good way to kee
O .' p

Y UI name m your boo~s if you
lend them to your friends. Some
people collect small busts of Com-
posers.

There are many stamps with
musical designs and a simple col-

lecrion, framed, makes an interest
ing decoration. The nited Slates
has pictures of Francis Scott Key.
(who gave us our own national
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 Irom the Belgian Congo pic-
tures two natives with their instru-
ments.

II you make scrapbooks do 1101

try to cover everything. Specialize!
Use articles about your favorite
instruments, or musicians, or some
particular type of music-opera.
folksong. string quartette: or u~e
pictures or poetry. If you live in a
city having many concerts you
might collect autographed pro·
grams. Most artists are williJlg to
sign, if you oller them a pen or
pencil {and don't forget the "thank·
you. "
Some people enjoy collecting

records of certain types and peri.
ods; some coUect miniature scores:
some make a hobby of playing
duets. If you have not started 8

hobby, let your imagination loose
and think of one you would enjoy,

•
Answers to Who Knows

ORCHESTRA
& CONDUCTING

1. Bassoon, oboe, English Horn; 2.
four; 3. baritone; 4. mouth organ;
5. Chopin, February, 1810 [Schu-
mann, June, 1810); 6. s~eel; 7.
Sonata form; 8. HungarIan; 9.
EUjah; 10, Brahms. Second Sym~
phony (opening theme).

Tflt n\lANGLE

A spetial course for eiusre enthusiasts, teachers and amateurs.
Enrollments for two, four or six weeks.

For catalogue pleo~e address Miss E. Bos~ler
Berkshire Music Center

Symphony Hall, Boston 15, Massachusetts

Robel't Whitford
1955 PIANO TEACHER CONVENTIONS

Presenting Ameri(:t'~ outstanding Teacher Training Course, given
person:llly by Robert Whitford.

- Hotel Sherman, Chical;lo. III., July 15, 16
. Hotel Statler, New York City, July 29. 30

Conventions are sponsored by the Certified Robert Whitford Pie no
Teachers of America, but open to ell piano teachers ond inter-
ested persons.

Ed r' pJ us - Eye- Mina.d

about it until we heard the lecture.
Now, I 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."
HGood idea," said Ned. HAnd

who is going to give Our teacher
the biggest surprise?"

These are NO CHARGE Conventions
No Registration Fee

No Teacher Training Course Fee-No Concert Fee
Robert Whitford
Founder-President
Internationol Piano You anJ J'our oiano tcacher frlemll are ln~lted to be the guests of Ro~rt
Teochers Association and Dorothea Whitford, America', beet known mu~lcal ho't anu hosten.

Write for convention program, which lists the many interesting subiects to be covered
in the Teacher Training Course.

JUNlOR PIANISTS' GROUP Columbus, Georgia Robert Whitford Music Education Bureau
204 N.E. 31st St .. Miami 37. Florida

FREE: Write now for free eoples of PIANO TEACHING TODAY and Mr.
master -lesson on MUSIC'S MOST UNUSUAL CHORD. State if teacher.

S Charlie Crcssman, Car?]
E~·rYlt Jimmy" Crcssman, MaI'w
Bo~~rJ, Linda Blair. (Age 8 to 14)

~an'i": Blair, Patsy Elliott, Neal
8i~blin, Mlll'ilyn Cross, Jackie
air, Peggy Ferguson, Deanne

Whitford's

54
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heing able merely to feel rhythm and
being capable of reading music.
The stud.ent who cannot sing, or play
upon '.llS instrument, the simple
rhythmic patterns, will discover that
with each new solo or selection he
has to learn rhythmic patterns all
over again, and his playing is more
or Jess a rote or imiuuion process.
It is our responsibility and duty to
see to it that his musical education

cision and clarity of the nation's
foremost bands and orchestras we
i~mediately a_re aware of the rhyth.
mical perfection of their perform.
ances. A close and detailed study of
these organizations reveals that such
precision and unity are the result {If
perfect co-ordination. control and
timing on the part of every individ.
uaJ member of the ensemble. Further
observation will emphasize the fact
that in such organizations, rhythm
is a rno t important and respected
element and receives grnv attention
f:om every meml~er and their respec-
nve condu tors. If we will compare
the p "forman <; of these noted en.
sembles with rhos of lesser ahility.
it becomes quite obvious that the
primary reason for their ensemble
differences is that of rhythm.

Tn the case or the rep-flight musi-
ciun. the el menta of rhythm, tempo
and accents nrc not a mailer of ap·
prox,imation. hut rather one of per-
[ection, Her the distribution of the
notes and the accuracy with which
they are placed within tlte "meas-
ured-beal" is nol an indeterminate
or guessing mailer: in tead. great
care and all ntioll" are devoled to
careful timing and co-ordination in
order Ihal Ihe nsemble sound
achi \les perfeclion in precision and
unity, On the other hand. if we will
study the performances or less ma·
ture and capable group~. we will find
the same passages performed in an
agitated and hectically distorted
manner.

Jaques.Dalcroze was the first to
recognize and de\'elop the basic prin.
ciple of rhythmic training in his
work_ His teachings caused many
instructors to turn from a mathe·
matical basis of rhythmic e:,"perience
to one built upon bodily motion.
Through the contribution of Dalcroze
theory. we find today thousands of
sfudents training Iheir muscles and
bodies to reslJOnd appropriately to
varying rhythmic patterns.

Unfortunately. many students he·
gin the study of instrumental music
before they have developed these
natural capacities for rhythmic reo
sponse, and hence have considerable
difficulty with feeling rhythm or
counting time. When students have
sufficient rhythmic experience to
understand and feel the rhythmic
patterns, then the study of instru·
mental music may be introduced, bUf

it is hardly advisable 10 do so before
such rhythmic trajning has been ex-
perienced. .

Rhythm in music applies. of
course, to phrasing as well as to the
beat. It is also highJ)' important the
student realize that evenness and ac·
curacy of rhythm are dependent
Upon the proper division and dis·
tribution of the notes with"in the
rhythmic pattern; and he must read
these patterns as well as jeel them.

There is considerable difference in

-- SHENANDOAH
CONSERVATORYof MUSIC

In the Beauliful Shenand.aah Volley
• Plano
• Organ
• Wood.....inds
• vetee. Strings
• Public School Musie
• B.Mus. in Chureh

Musie
• a.aus. &. B.MllS.

Ed. Degrees
• Member NASM
• Aeadem Ie Counn
• Co_educational
• Church Related
• Low Ratn

C<ltolog:write Troy E. Brody. Pres.
Shenandoah Collelile, Dayton, Ya.

WHAT ABOUT RHYTHM?
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EASTMAN SCHOOL OF MUSIC
of

The University of Rochester

HOWARD HANSON, Director

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

SUMMER SESSION
June 27-August 5, 1955

FALL SESSION
September 19, 1955-June I, 1956

For further information address

ARTHUR H. LARSON, Secretary-Registrar

EASTMAN SCHOOL OF MUSIC
Rochester, New York

(Continued from Page 19)

rhythm would he duple, yet the fun-
damental metric structure would
remain triple. Syncopation, or any
use of rhythmic pulsations which do
not correspond to the metrical divi-
sion of strong and weak beats, lies
in the sphere of rhythm.
The other term closely allied with

rhythm and metre, but possessing a
different meaning is that of time or
tempo. Whereas metre represents the
division of strong and weak beats
and rhythm the distribution of the
notes comprising these beats. time
represents the element in music
which is founded on the duration,
rather than distribution or division
of those beats.
Time. more clearly indicated. muv

be said to represent the length o'f
duration of the tone and is the dv-
namic background on which melody.
harmony and rhythm move. Time is
an abstract quality without Begin-
ning and without End. and is used
as a system of measurement. to de-
termine the various lengths and
speeds of tone movement. No doubt
t.he universal confusion that exisl!' in
terms dealing with the temporal ele·
ment, is due to the fact that the
word "time" is translated into vari.
ous languages as tempo, measl/.rc.
and beat. Yet in English we make
a distinction between the general
t.erms of tempo_ time. measure, beat
and metre. all of which are included
in "time."
Tempo, properly applied. should

refer to the degree or rate of motion
with which music is mentally rerris_
tered as it passes in time and spa~e:
for example. lento, largo. andante.
allegro, presto, etc. Usually we have
associated these terms with various
degrees of speed, but t.hey also refer
to style of movement. Literally trans-
lated from Italian. largo means
"broad or roomy." (UlllfYio "ea ..ilv"d" eo, -.an ante, going." allegro, "joyfu]]~ •."
The ~eat is defined as a met.hod -of
countmg the accent and non-accent.
Beat also measures time within the
metre. To .be even more explicit, we
may conceIve that metre is the same
to the rhythm of music as it is in
poetry. measudng by beats and bars
Instead of syllables and feet.
Of all elements which contribute

to the successful musical perform-
ance, few are as vital and important
as rhyth~. While tone, intonation
and techmcal facility are . d·bl JIl Ispen-
sa :: to the effective rendition of a
muslC~J composition. rhythm is it ..
very bfe. ,and only through its prope~
presentatIOn can the composition be
made to achieve its trlle m . I. uSlca
mealllng. Yet. in "pite f·, ~ 0 lts para.
mount Importance rhyth . I. m IS tIe
most deficient element in th10 1 e per·
rmances 0 Our school bands d

~eldom does this phase of our t' anh]J1. eac -
g prog~am receive proper emphas· ..

or attentIOn, I~

When we witness -the unity, pre.

PEABODY CONSERVATORY
COLLEGE OF MUSIC

Re'ilinald Stewart, Director

Undergraduate and Graduate Departments

SUMMER SESSION
June 27 to AU'ilust 6, 1955

FALL TERM BEGINS
September 29, 1955

'nstruction offered in oil bronches ot music
For catalogs ond information, address:

The Registrar. 9 E. Mt. Vernon Place
Baltimore 2, Maryland

MARGARET DEE
1955 PIANO TEACHERS REFRESHER

including: following new subjCCIS:
"TIMELY TEACHING TOPICS"
"BUILDING A BACKGROUND"
"PUNGENT PRACTICE POINTERS"

MARVIN KAHN-Tops. in Pops, 'iluest teacher
.June 27.-.July I, 1955 781 N. Marshall St
l\'.. f • f .reet

1" e or In ormatIon lUilwaukee OJI W· •-, IseOQSln

•

·l~.

t'~~~~-/
-._~:

.. ,~.

includes a thorough background and
training in bodily and physical re-
sponse to an rhythmic patterns, plus
the ability to read accurately these
same musical patterns. \Vhen these
objectives have been accomplished,
our student will be able to perform
proficiently and independently and
be well on his way toward the mas-
tery of "playing in rhythm."

THE END

MUSIC AND THE MAILS

(Continued front Page 14)

STUDIO NOTES

official statement, the three most im-
portant criteria have always been
the public welfare, value of service
and costs, with the first two being
the basic primary standards.

Public welfare is certainly in-
volved in establishing rates for sheet
music.Tt 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
access to those materials. People in
California pay the same postage for
educational. cultural or information-
al mal.eriaJ~ as those in Maine or
New York or Florida. For the post
office realized long ago that the
people in all parts of our country
should enjoy the use of the same
malerials at the same cost. They

KNOX Deportment of Mullc:
Golelburg, Illinoil

COLLEGE M.mb., N. A. s. M.
Thomos W. William,

C~I~~I~t _110' reqwe'l Chairman

BAlDWIN·WALLACE
CONSERVATDRV OF MUSIC
BEREA. OHIO huburb e' CllYalandl

JlIlllllld.llh I tlnl dUI Liberal "'ttl
CIIl'II. rour and II,. fnr counu ludlllll:
lodlctetl. ".cull, or Artln Tudlerl. Sen,1
ror tllllolUI OT In/ormallDu to:
CECILW. IIlUNK. Director. Blra •• OllIe

EJrioGmchrJI~l. Dun. SoarlanhuU!. 8. C.

MILLIKIN UNIVERSITY
SCHOOL OF MUSIC

DECATUR, ILLINOIS
Mm thllrouchlrllnlll( In mu.le. Counu leld-
Ilftodtlree, of: Blchelor or ~lul'C, naoheloT or
YlIIlt&ducatlon.Mllter of ,Mulle, and :'lInter
,Illude FAlllelllon.
ll.mlluoftht:>inion.!j,u(tr.IIUnn Sehooll or !of UI!e

llullelin !tllt upon TeQllell
W. ST.CLAREMINTURN. Dirletor

must not be penalized t.o a greater or
lesser degree by accident of geo-
graphical location. And yet, in music
such a penalty exists.

Musicians throughout the country
are constantly aware that their spe-
cial field is increasing in importance
from day to day. Because of its great
significance this increasing impor-
tance is being recognized by those
outside the field. Let us hope that the
Post Office, among others, becomes
aware of the relative iujuetice being,
done to music and its users. Perhaps
in the next issue of the Postal Man-
ual there will be a new suhject-
"Sheet ·Music-Special Rates" with
details of equal postage {or all parts
of the country at rates in keeping
with those paid on books, magazines
and newspapers.

THE END

From the Records of a Busy Teacher
by Mathilde Bilbro

iM .NORTH PARK
,~ COLLEGE

SCHOOL
OF MUSIC

THIS kind, mot.herly-IOoking worn·
an came to talk about her two

daughters, Cora and Madge, aged
respectively, ten and twelve_ She
could not afford to have both girls
study just at the time, and wanted
my advice as to which one to enter.
Case History:
Mrs_ .T .-"Yes, they had studied

one vear. and their teacher had
moved to 'another town." "

"Yes, they both wanted to enter:
But, she said, she must explall1

that they were very dHlerent.
"Cora was fuJI of talent. Could

hum little tunes by ear. Could pick
out melodies she had heard on the
piano, etc., etc. Everybody thougl~t
she was wonderful! But, she wouldn t
try to learn the notes and couldn't
he made 10 practice from her lesson
book."
(I saw the picture.)
"What about Madge?", I asked.
"Oh, Madge is a good worker,"

said :Mrs. J., I'She never has to. be
m~de to practice. She even practices
her scales and exercises, over and
over, and she's a good reader, too,

A music school
on a college
campus

DONALDF. OHLSEN
Deoll

FOlterotKedJIe. ChicGliIO 25 Member NASM

PhiladelphiaConservatary
of Music 71th rear

lIul ... E~III.Il:Uf DIlUCII. DlreclOr
~i~no,OrchestrCl. Opera, ChonJS.
Stnngl, Compolition, Voic •• Windl.

Degree Caur~e~
2165, 20th St. LOcust 7-1877

CHICAGO MUSICAL
COLLEGE

ADivisionof Roosevelt University
Applied and ',., . 1M· .•II . eoretlCI1. ueu:. CompOSitiOn.
Ulltolor,. and Music Education. Bachelor

ofHulic and Muter of MUBic de\tree ••
Bulletin on Requ.ed

430So U' h·_ ' Ie llan Ave., Chicago 5, IJlinoiA-
SAINTMARY.OF.THE.WOODS

Uberal Arts College for Women
~BERVATORY OF MUSIC-Applied )'fuslc
ind17~ ~r~'lc Education. B.A .. 8.S. In )Illdc
Violln I C due.llon. Plano. Yoke. Organ, Harp,
Enltmblother hlllrumentB. Choral, Instrument_I
liter" el,. Beaultru~ eamplII, bulldingl.

_ url.BnE, Saint Mary_,f_UIt_Woede.lnd.
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and likes music, but she just has no
natural talent-never tries to play by
ear or anything like that. She's just
what you'd call dependable."
I could see that Mrs. J. expected

me to choose Cora. I tried 10 make
her see that being dependable' is a
great thing, and strong application
is itself a talent. All people do not
have it.
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 to prac·
tice.
I knew that Mrs. J. was disap-

pointed, and I was sorry. I did not
expect to see her again; but she
came the next day to enter both
girls! What did I do about it? Well,
that's another stmy.

Talent iF; a great thing-a gift.
But it requires strong application
to mold this gift into valuable, can·
crete form.

THE END

BOSTON UNIVERSITY
SCHOOL of FINE and APPLIED ARTS

ROBERT A. CHOATE, DEAN

Summer OiJerings in the
College of Music

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

Degree Programs-Workshops-
Seminars-Courses

Distinguished Focuffy Indude~
ROBERT A. CHOATE, Music Education, Ad-

ministration

KARL GEl RINGER, Musicology. Music History

GARDNER READ, Composition, Theory

GEORGE BORNOFF, Siring Clossel. Closs
Pedagogy

JULES WQLFfERS, Pionists' ond Teachers'
Workshop, Closs Piano Methods

SARAH CALDWEll. Opera Workshop. Music
Theoter Direelion

lEE CHRISMAN, Bond Technique, literature

ALLEN LANNOM, Choral Condueling, litero-
lure

FRANCIS FINDLEY, Orchestro Literalure, Con'
dueling

Over 50 COUr5eSin Music, Mu~ic Educotion
and Applied Music

All facilities-Tou rs-Concerls-Museum~
Completely Equipped Theoler

Boston University Summer Term
685 Commonwealth Avenue
Boston 15, Mossochusetts

MANHATTAN
SCHOOL

OF MUSIC

SUMMER SESSION
June 7-July 29

Bachelor and
Master of Music

Degrees

Auditions-April 15th
June 2nd

Re'ilistration-June 3rd

For informClfion

write to

REGISTRAR

238 Eo.1 1051h 51.
New York 29. N. Y.
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MUSICAL SHOWMANSHIP

(Continued from Page 16)
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backed out the whole length of the
car shouting "Good night" in a half
dozen different languages. Someone
once asked the writer what language
de Pachmann spoke. The answer was
"Universaleese." He would con-
tinually change from one language
to another in a single paragraph.
Millions, however, are stil1 grateful
to the memory of de Pachmann for
the fugitive occasions when de Puch-
mann was at his amazing best. H
was a prodigious worker and some-
times practiced intricate passages
thousands of times (according to Iris
secretary Palotelli }, before he wou 1<1
play them in public. His concert
stage capers were the talk of th
entire musical world. Like Sainl-
Saens, Philipp, Charles Marie Widor
and others, he continued to play in
public to large audiences long aflcr
he was eighty.
The showmanship of Ihc Italian

bandmaster Giuseppe Creatore, with
his long hair spilling over his ear~.
made him appear like Ihe typical
cartoon. His prelent.ious baton tcch-
nic was so obviously an affectation
that his audiences were amused but
not fooled. He continually walked
among his players pretending to
hypnotize them. He was really an
excellently trained musician and
there was no need for him to adopt
clap-trap methods. If Creatore had
chosen to play "straight" instead of
adopting "ham" methods, he would
probably have remained longer in
public favor.
Two immensely successful musical

showmen have achieved wide acclaim
in recent years in America. Both men
are very radically different in their
backgrounds and approach 10 the
audience. One is Victor Borge, a
virtuoso pianist with a thorou.gh and
extensive ol-thodox training in
Europe. (See "The Era of Ihe Borge"
ETUDE, February, 1955)" Born in
Denmark, he studied in Berlin and
Vienna witlt world renowned teachers,
such ~s the noted Scotch pianist
Fredenck Lamond (pupil of Liszt
and Von Bulow), and Egon Petri
(pupil of Carreno and Busoni)_
Anyone who has ever met Mr.

B.orge must be im pressed at once by
hl~ ,spontaneous, ebullient, wilty,
on~ll1al approach to life, and can
~asily understand why he developed
mto t.he remarkable musical satirist
who IS now in his second year on
~roadway in a "one man" show play-
m~ befor? packed houses nightly.
HIS parodIes are always delivered'
good taste with genuine genius ~n
has made millions laugh and w· h eI·· ,en
p .aymg. senous music delights.. all
WIt~ hiS distinctly beautiful and
praiseworthy interpretations of mag..
ter works, America needs thO "h ' . IS WItty
s owman In television H . h. , e Is t e
anstocrat of all musical h .s OWlnen In

.................................................. _~
Con::servalop'!

OF MUSIC
Dedicated to the Superior Training of American Talent

• Intensive professional study of MUSIC,
balanced with a liberal arts program in
America's first coeducational college,
Dormitories. Concert series by guest and
Oberlin artists, Excellent practice, Icci!l-
ties, Faculty of 55 eminent musicians,

Member Nafianal Association 0' Schools of Mu!ic

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, Ohio ,................................................... _"

BUTLER UNIVERSITY

.JORDAN COLLEGE OF MUSIC
A rich tradition, a progressive philosophy, an outstanding faculty, complete accred-
itation. Baccalaureate degrees in Dance, Drama, Music, Music Education, Radio.

Write for cotalogue and desired informafion
JORDAN COLLEGE OF MUSIC (Box El, 1204 North Delaware Street

Indianapolis 2, Indiana

BOSTON CONSERVATORY of MUSIC
ALBERT ALPHIN, Dir. 26 FENWAY. BOSTON, MASS,

Courses in Applied Music, Composition and Music Education leoding to
Mus.B. degree. DRAMA and DANCE courses leading to B. F. A. degree.

FClcuJly of .50 includjng members of 80slon Symphony Orchestra
SummerTerm Dormitories for Women. Catalog on request. Fall Tom
June 21.Aug. 6 Member of Notional Associotion of Schools of Music Sept. 19

OUTSTANDING FACULTIES
including celebrated artist.teachers

COMPREHENSIVE CURRICULA
UNDERGRADUATE AND GRADUATE

PROGRAMS
The Office of Admissions, DePoul University.

64 E. Loke Street, Chicago 1, Illinois.
Member N.A.S.M. Flnaneiof 6-4000

AMERICAN CONSERVATORY
OF MUSIC-CHICAGO

Offers courses in all branches of music
69th year. Faculty of 130 artist teacher:i

Member of National Association of Scbools of Music
Send for a free catalog-Address: John R. Hattstaedt. Pres .• 577 Kimball Bldg., Chicago

Bachelor of Mu!ic, Master of Music. Bachelor 0' Science in Education (B.S. in Ed. by
transfer ta Kent State University or Western Reserve University)

WARD DAVENNY. Director
3411 Euclid Avenue Cleveland 15, OhIo
Membe~ 01 ell" Natlo",,1 A.. ocl"Uon 01 Sellool. 01 M•• I§'-------------------:::.\
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history. Not even the essentially
British George Crossmith of delight.
Iul memory. at the height of his
career in London, could approach
Victor Borge.
And now Liberace! the most sen-

sationally successful phenomenon of
all musical showmanship. Xlcreover.
considered from the standpoint of
financial returns, probably no other
showman f any kind since Nero has
ever equalled the record of Llbereee.
By what criteria shall we estimate
the r aeons for hili immense popu-
larity? Liberece's great audience,
whi·h is violently overv ..helmed bv
his pr I': ntatlons. i;; pnrallelel b}'
anoth r group which finds e\' ryrhing
he doc't nn unruh mil. Perhaps he
has d I': ribed lhis hel'l ",hen he S.1id:
'IN b Iy I \eli m but my public:'

Th attilude of tit wriler in ap·
prai<.ing Liberace mil)" surprise
many. In thc trndilionnl ~en~eof the
tcrrn. Liberace cannot in any Will' be
acccpted n<;n p;reat \inu '-0. Burhis
ac olllplic:hment nre of an unusual
nnlur. in Ihat he hao; dicocorered
thai Ih r j", an imm R"e "middle of
thc road" audicn e belween the
jittcrbul:!. jOll., ~",ing or be·hop
]o\'ers and Ihe EmQII r ~roup of more
sophisticat d 10\' r of rhe towering
musical lall~i 11;, a well a= the frae-
I iona 1 cJas!; of muc:ic IO\'erc:\\ho go
in for rhe ob. tire 8caphonic music
often mislakingly labeled i1S "con-
temporary.-· Liberace'" middle of the
road audi nee is lhe large·, musical
audience in Ihe world b)' f3r. i1S his
great succe5 indicalC5. But he
shou Id nOI be dismi<;coeflas the
"mid<lIe-aged women' darlinl!::' His
audience con~iSIll; of a ,-a·t number
of these WOmen, as well as men. and
youngsters of both ~e..'\:eswho repre"
sent probably two thirds of the D3·
tion's populalion. In a free country,
these felJow c.itizens are cerlainly
enlitled to what the undersland and
like in m\kic. quite a- much as Ihe
loftiest puri~l and radical.
Lib ra e' "cenic background, in·

cluding the candelahT3. re~mbles a
kind of reflection of Ihe decor which
so many in his audience aspire 10
ha"e in til ir homes. This \\ig;omin
born, llalian,Polish pianj~t. 500 of
a F Tench Horn pla)"er, had, accord·
ing to Ilis own statement, Uttle
preparation under oatioosll)" famous
teachers. When Liberace ",-as Sf,en.
Paderewski, on one of his toure.
played at ;\Iilwaukee and was jnrited
to the home of Libe.race, He was so
greatly impr sed b)- the )"oung
prodigy thai he sent him an auto-
graphed photograph. PadereVi5.kidid
Dot bestow hi fa\-ors lightly.
Liberace properly gh~es the credit
for his training to ~-o lady teachers
of local renown. Now, as he plays
today, his digital dexterity is pyro-
technical. II for 1m pianistic abilily
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d h d long laborious training
be ha a ", - h "I'I eat master, he mig t easr y
~'jtIagrendl'd to the traditional
!tB,e aSC J ld

"b hut his pocketbook wou
helg ts, I IdbeenIean~r.Moreover, ie wou
hale iven musical enjoyment to farhal'eglle
" !'<teners.Never forget, how-fe~er L .'

II t the towermg Virtuoso,
cl'er, ra 1" d h ILeopoldGodowsky,c arme .t at ie
'a' lar"elyself·taught.

'L""b r~cehas followed a definite
" I h " .n Pallern from t te egmmng.progral . ,

O momenthe is playing de Falla s
e I L"

R' I Fife Dance-t len a rszt,tun , Cl " d
Rhapsody-thenDebussy ~ air e
Lune ora ChopinEtude With a COI11-

mev.dahleeffectiveness; the next m~.
ment,aided and abetted by h~5
:~hinx.likebrother George and his
olche:tra,he performs his arrange-
mentof the Beer Barrel Polka 50

thatit resembles a Mendelssohn
~nerzo!The next few minutes, in
Ihay~eedcostume, he is dancing a
jigor advertising the merchandise
01 anysponsorwho chooses to pay
inmdihlesums for his services,

In highschool he formed a dance
orchestrawhich played at local uaf_
fairs,"Later, with his brother
Gl'Orge, he formed another dance or·
chestrawnichplayed at nitht clubs.
The 6rstnotable engagement of this
groupwasat the Palmer House, in
Chicago,in 1947,
The reports of his earnings,
whethertheatrical or actual, are fan·
tastic.Theyremind one of the finan-
cial illusions of Amos 'n Andy.
Rumorhas it that Liberace was paid
fift}'thousanddollars a week in the
gamblingmetropolis of Las Vegas.
AtMadisonSquare Garden in New
York, it is said that he drew a far
largeraudiencethan did Paderewski.
It isreportedthat one of the leading
Sa\1ngs banks in Los Anueles Cali-
fornia,offeredto present ~ Liberace
recordto anyone who started a new

account of $25,00 or more. The bank,
according to statements given in the
press, received in deposits from this
source in two years over $1,600,000.
A dependable report has come to the
"niter that similar advertising pro-
motion introduced by a savings bank
in Pittsburgh, Pennsylvania, pro-
duced over 15,000 accounts in de.
posits totaling over $5,000,000.00 in
one year.

It is impossible to align the creator
of these commercial returns from a
music show with the lofty dignity of
the disciples of pure art. Liberace's
income is created largely by show-
manship. On the other hand, how-
ever, it does serve to wake up
somnolent music educators to the
great human need for melodic, enjoy-
able music, which if skillfully di-
rected, could be channeled to the
definite advancement of musical
America. \Ve sincerely believe that
Liberace's popularity is not a "flash
in the pan," and that his television
as well as public appearances will
excite thousands of young people to
want tu play the piano and take mu-
sic lessons, This seems probable be-
cause of the reports of the increase
in sales of pianos, both spinets and
grands.
Liberace is a showman just as

Barnum and the Ringling Brothers
were showmen.
In a loftier and somewhat different

sense, the :Metropolitan Museum of
Art, which brings the great art of
history to the generations, employs
showmanship to permit the public to
see the immortal masterpieces of the
masters, as does the l\'IetI-opolitan
Opera Company of New York make
great opera available to the public.
This is true of all Ihe great art and
scientific museums of the world
which all require showmanship of
some kind" THE END

PIANO FOR THE
"HAND·DE·CAPPED

(Continued Irom Poge 47)

ence,striking the right note in jts
~~opertime and playing o,~Top of

,d Smokey. The applause he re-
~ll'~dwasworth~ of a R~binstein.
. 011,afterapproximately SIX months
o~1'io~k,this young man is playing
I,e Planowith every finger of his
;lglll hand,and at our concert per.
Il~~med.(playing compound notes)
, nuet!n G by Beethoven. He now
~ellsIne,'If I can do this, Mrs. WeI-

bO!~tne,I am going to walk too.' I
ele\'e it!"
h~lesimple and "homey" philoso.
P lespracticed by Mrs, Welbourne
arenamely:"Forget what you have
notanduse what you have" or- "use
or loseis nature's first ]a;" " or "if
you ' '. cant go over, 0'0 under" These
mspirI" I 0 ", a 10na thoughts are part of her
equipmentalong with her "'reat taI-
~th. c, er palience, love for her k~o",
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man, knowledge of her subject and
true evaluations.
Her dream is to awaken all those

who consider themselves different,
handicapped, and abnormal, that they
can "do" and '"achieve:' to their o:wn
full capacity, There is no questIOn
of "comparjson~' or "comp~tition.1l .
They are made to realize that If

they themseh'es admit that they are
u-ino:r what they have to its fullest
c=pa~ity, they are less handicapped
than the man or woman who has ten
finuers and t""-o hands, and does
nODling constructive with the~. .
As ~1rs. Welbourne says: FaIth

is a great leveler. It has been known
to move mountains. In our move~

t 'Faith' and 'Love' are the pre-men, .
dominant factors that are opemng
doors jnto a new life for many of our
alllicted people." THE END

July·August

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 7th.

Send a postal now for full information to:

Rt. 6, Box 76W
Jacksonville 7, Florida

Hans Borth
Pianist-Composer

Teacher

MARVIN KAHN WORKSHOPS FOR POPULAR PIANO
CHICAGO, ILLINOIS

June 22. 23 & 24
at Sherwood School of Music

OMAHA. NEBRASKA
June 8. 9 & 10

at Fontenelfe Hate'
6 Sessions

Mornings & Afternoons

Contact:
Mrs. Josephine Clark Larsen

1017 Arbor Street
Omaha 9, Nebraska

6 Sessions
Mornings & Afternoons

* Guest Teacher:
MARGARET DEE

Noted Composer and Teacher

• Send postal card for circular to:.MARVIN KAHN
4 DeHaven Drive, North Yonkers, "New York

114 EA5T 851h STREET

NEW YORK COLLEGE OF MUSIC
Arved Kurtz Director Chartered 1878

CoUe~e and Professional Courses., , , Class and Indivi~ual
Instruction • , , Daytime or Evemng . _ , Full or Part Time.

Summer Session, 6 weeks, June 20· July 29
lp",.ilelv, elltdog

NEW YORK 28, N. Y.

• No clamps necessCiry
• No suction cops
• Supports itself perfectly
ogainst music rest

• Set-up time 8 seconds flot
• Reflector adjusts to any angle
• lumiline lamps
• Not Fluorescent
• No Transformer
• Folds into smalt unit
• Complefe with lamp and

15 foot cord

59.95
512.50

size (see 1~1
pat. p~nding

MAESTRO MUSIC·L1TE CO.
11 SehenckAve" Great Neck, N,Y. GReat Neck 2.9100

Standard model 14 inches

Deluxe Model 20 inches long.

long,

Carrying case for either
illustration) only $1.00 en.
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presser

pre-publication offer

*Save on new
piano selections!

*Order Now to take advantage of low advance of publica-
tion pric,:s. Orders are limited to two copies per book. Please
send remitfcnce (check or money order) with your order. Pest-
paid delivery wiff be made as each book comes off the press.

PIANO SOLOS

FOLK.WAYS, U. S. A., Book II
-Elie Siegme;sler

Conlains twenty-seven titles: all music based 011 American folk
tune~. Many have words. Grade 2..21;2. Each piece is taste/un,· har.
mom-:ed und has a note describing its origin. Contents include both
familiar and unfalfliliaT melodies und therefore will be helpful ill

b~oadening the pupil's knowledge of our musicul heritage. Each
[)Ieee may be used for some technical purpose.
ListPrice $1.00 Advance of Publicafion $.80

STUDIES ON FAl\IOUS TUNES
-Strmford King

TfVell~Y familiar ';tunes" arrlmged to mep.t and solve some specific
leacJllng problem. All of the c,tunes" win be insta1ltl,· recognized'
among them "Auld Lang Spur", ""La Cucaradta", "Old i.ldacDonal:l
Had A Farm", "Pop! Goes the Weasef' "Red Ri'ver Valle'>' "C, ' )', amp·
town Races", and others equaay llS popular to i,lsllre student en.
joyment.
List I'rice $1.08 Advance of Publication $.65

ONE PIANO, FOUR HAN:DS

DUETS OF THE CLASSICAL PERIOD
-edited by Douglas Tou;lTfsend

This edition presents four-hand music 01 the period of Mo£art and
Haydn lind win be welcomed by the teacher who is in search of
unhackneyed duet mU.$ic. Modemte difficulty. .
List Price $1.75 Advance of Publication $1.30

*
THEODORE PRESSER COMPANY

Bryn Mawr, Pennsylvania

Musigram
by JOAN GRIFFIN

HORIZONTAL
7. The tenor member of the violin family.
8. Term indicating a musical phrase is 10 he played ....'ith a sudden

increase in power.
10. The term used to classify intervals of the prime, fourth, fifthand

octave.
11. American composer of the light and whimsical orchestral 5U't

"Adventures in a Perambulator," which met with immediatesucc,~:
12. A term used in the fugue when the subject and ans wer are intro.

duced in such close succession that they overlap and crowd each
other.

17. The Book of Psalms.
18. A short, light musical composition, usually for the piano.
19. A musical setting of the text des rihing the suffering and death

of Christ, usually performed during Holy Week.
20. A vocal exercise sung to the ol-In syllables.
21. Beethoven's Concerto No.5 in Eb, p. 73, for piano.
25. A piano-player.
26. A short passage of instr umenta! music played bet....'een the acts of

a drama.
27. A smafl, high-pitched trurn pet , ...ithout 'Dives which emits a loud

shrill tone.
32. The disks of metal fastened at intervals 10 the hoop of the tam-

bourine.
33. F~under of "The ~ig Five." Ihis eminent Rus~inn compOllerof the

on ental fanlasy "fslamey" lived 1837·1910.
34. The range of a voice or in trum nt.
35. The name of the section in u sonnla whi II works out the theme~

that appear in Ihe exposition or first s ction. •
36. The large bowl·shaped percussion inslruments in the orchestra

which can he tuned to definite pil h ".

VERTICAL
1. Author of the literary text of an opera.
2. Contemporary viol'in virtuoso. condu lor and compo<;:erof oneopera

"0 d' "G 1e IP~, eorge, WIO was born in 1881. is best kno....-nfor his
Rumaman Rhapsodies.

3. The cadence known as the "Amen Cadence:'
4. A slo\~, stately French dance ill Ihree-quarter lime. ohen foundas
5 the thud movemen~ of lh~ classic symphony.
. The faste~t I.empo 1I1 IllUSJC except its own !:uperlatin~~.

6. A tranSCrIptIOn or arrano-emcnl
9. A sign used in music TOindiC3t'e a pause or hold.

r;;-' t-+--,,-+----L
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13.Italiancomposer of operas (17~0-1736). His "La Serva Padron a"
hasservedas a model for cormc operas.

14. A popular Andalusian fandango which originated in Malaga, in
SouthernSpain. One feature of this dance includes some more

d
. . or

lessimprovise smgmg.
15. A livelyGerman national or peasant dance in duple or quadruple

measure.Frequently found as the first movement in a suite.
16,ThefirstAmerican composer of note. Edward, who lived 1861 to

1908,is remembered for his "Woodland Sketches."
22. Themusical term which describes an interval one sernitone smaller

thana minor interval.
23. Russianpianist·composer with cosmopolitan tendencies rather than

of the extreme nationalistic school. Composer of "Variations on
aThemeby Tchaikovsky," Anton Stepanovich lived 1861·1906.

24. Termindicating the music should be played as loud as possible.
28. A passageof music, usually eight measur-es long, consisting of at

least two phrases and a cadence.
29. The"voice box" containing the vocal cords.
30, Anarrangement of several different po pul a r tunes or operatic airs

strungtogether and played as one continuous composition.
31. Composerof songs which have become a part of the American

tradition.

Solution to 1\1usigralll.
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THE DEVELOPMENT OF PIANISM

(Continued from Page 12)

l~rthework period of the profes·
sionalpianist-there are the fifty-one
splendid but difficult exercises of
Brahms,whichdeserve far wider rec-
ognitionthan they seem to have. So
muchlor technique.
, Thesecondcornerstone of pianism
Ismn~icianship.I believe one learns
mu:~cianshipfrom studying good
~U.SIC.That sounds simple. Actually
~~snot.The kind of study whicl~
~J1dsmusicianship is less concerned
With1 .III Paymg notes than with faith·
.u y reconstructing the composer's
;ntentions.The basic creed is to fol-
ow thecomposer. He said what he
meantto . 1 k
Ih' say In tle ey signature

e tIme . 1 '
d

. . signature, t le notes rests
an md . "IcatlOns.To tamper with any
~neOf.lheseis both unmusical and
unpertmentI I

I
. lave no sympathy with

Careessnes d I'b 'und s an I ertles masked
T~rlhe guise of "individuality."

,je' eh~rst requisite of worthy mu·
c lan~Ip ,
'p '£ IS utter and absolute re·

!Xt or th, Th" '\1"0 k' e ext. IS lmphes
it .r Ing ~romthe Dr-text whenever

IS PoSSible' h h"siLl £ ' w en t IS IS not pos-
e, rom ed',' I' ht"" I Ions w lIC are not

V" much I< d' d"e He. It also im plies
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obeying the composer rather than
"improving" on him. Real intepreta-
tion permits of no "individual in-
spirations," no changing of piano to
forte because one "happens to feel
it that way." One plays what is
there. Had the composer wished dif-
ferent indications, he would have
marked them himself.

The question then arises: Is the
interpreter Lo suppress his individ-
uality? Do not all great artists play
the same work differently, and are
not these differences part of musical
tradiljon? The answer is, the artist
in no wise suppresses his individual-
ity. Traditional differences in inter-
pretation arise neither from sup·
pressing SeH nor from flaunting it,
but from placing Self wbolly at the
disposal of the composer. Doing this
leaves ample scope-indeed, the only
permissible scope-for individuality,
the assertion of which must never be
a conscious thing.

No twO interpretative art.ists think
alike, feel alike, function alike;
some are stronger, breathe more
quickly, show greater volat.ility, e:c.
In reading the indication forte, all Will

LEO PODOLSKY
Renowned pianist, teccher, and editor, member of
the Artist Faculty of Sherwood Music School, Chicago
BALDWIN PIANO ARTIST-BELW1N, SUMMY, FiSCHER PUBLICATIONS

1955 SU1UMER
MODERN PIi\,NO TEACHING FORUMS

June 6-10: Jeanne Foster Studios, Sandusky, Michigan.
June 16-18: Huron College, Huron, South Dakota.
June 20-22: Minneapolis College of Music, Minneapolis, Minnesota.
June 27-July 1: C. Fischer Recital Hall, New York City, New York.
July 5-16: Appalachian Stale Teachers College, Boone, N. C.
July 18-22: Mississippi Southern State College, Hattiesburg, Miss.
Itlly 23-24 and 30-.11: Musical Arts Conservatory, Amarillo, Texas.

(PIANO FESTiVAL-Mr. Claude Purvis-Smith will be the
courtesv-exchanzc educator for The regular Piano Clinic.)

lilly 25-29: Jolonlan3 State llniversitv, Xliseoula, Montana.
August 8-20: (During this period. Dr. Podolsky will participate as a member

of the Aniet Farultv of the Sherwood Music School in the 18th Annual
Seminar lor Aflilialefl Teachers.I

Au.gust n-27: Five day Piano Clinic conducted by Leo Podolsky, at the Sher-
wood .\rll.~il; :-;,.]11)1)1. Cllii'H!!". lllinois.

COMPOSERS Ada Brant, Gerre Bowers, Elb:gbeth Gest. Vivien Hgrvey, Irvinq Mapper,
Mgrie Seuel·Holst, gnd others will play gnd disc.uss their works.

PODOLSKY MASTER CLASSES
Sherwood Music. School, 1014 South Mic.hiqgn Avenue, Chic.oqo 5. Illinois

~---"'-------,---------'------~~ MUSIC CAREERS ~I PIANO_VOICE_INSTRUMENTAL ~
i!!. Public School Music - Church Music ~
~ Opera - Radio - Television r:;
~ ~ Bachelor ond Moster Degrees jl!

I~w,n, n••••••,...-., .•• ;"... !1I
~ A non-profit educat.ional insHtution of higher learning approved for ~
~ non-immigrant students under Section 101 (A) (15) (F) or the lmmigra.- ~
~ tion and Nationality Act, and for G.!. Training. Institutional Member ~
~ National Association of Schools of :Music. ~

~------------------------------,
PENNSYLVANIA COLLEGE FOR WOMEN OPERA WORKSHOP

Summer Session 1955-June 12.July. 10
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respect it as a forte; yet, because of
natural, unconscious qualities of
mind or body, each one's hone:;:t ex-
pression of jorte will vary slightly
from that of his collea::ue~. So will
his expression of gral.i~, giocoso,
lelllo, rlccelaando, etc. These difff'r·
ences are ba;;;ic and nat'Ural-like
tbe color of Ollf'·S hair. nllf"~ hand·
clasp, one's rhythm of hre'ltllillg. To
alter anyone of th,ese thjngs f:or Clln-

scious effect is. npl- Old" inarti4ic
but dislionest. Differen;e.;; thoJ1gh
they are, they reflect t.he same inten·
tion on the part of all wortby per-
formers to give back exaclly what
the composer wisbe{l. This is a very
different thing from taking conscious

and flagrant liberties for reasons of
"individuality!" There ~re no short
cuts to musicianship, and no secrets.
One studies th.e composer's expressed
intentions-wbich are t.here. for all
to read~and gives them back as well
and as faithfully as one can.

Tlwt j<; what I mean IF If'arninlT

musicianship from Sludying good
music. In the same studious \\-ny line

develops techniques, one ~et~ ;:bout
developing the habit of ~tuth'in!! l:.wh
phrase fnr every least delaii tlr';i the
composer indicated. Th.e be!'t mllsic
10 begin with, of COllr~e. is that. o(
Bach. The young pianist.'s aCCJuaint.-
anceship with Bach should start
with the Cbanllil1g Biicldcin Bach
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CINCINNATI CONSERVATORY OF MUSIC
William S. Naylor, Ph.D., Director and Dean of Faculty

A DISTINGUISHED PROFESSlONAL SCHOOL OF MUSIC AND THE
ALLIED ARTS.

DEGREECOURSES WITH MAJORS IN PIANO, VOICE, ORCHESTRAL
INSTRUMENTS, ORGAN, COMPOSITION, MUSIC EDUCATION.

Affiliated with the University of Cincinnati. Member of the Notional Association of
Schools of Music:

WHERE SHALL I GO TO STUDY?
ALF,RED MIROVITCHRICHARD McCLANAHAN

Teach.r of Piano
tactthcv exponent. forme/ly his represenloti ...e.
Private lessons, technic courses: available as
visiting lecture-recitalist, or critic-Ieacher.

Six-Day Piano Seminars
801 Steinwoy Bldg., 113 W. 57111 St., N,Y.C.

Eminent Pianist

Teaching in New York

23 Edgecliff Terrace
YO ].2617 Yonkers, New York

EDWIN HUGHES
SUMMER MASTER CLASS FOR
PIANISTS AND TEACHERS

July 5·August 13
117 Eo.! 79th St., New York 21, N.Y.

Write for full information

WILLIAM T. POLLAK
A.M .. Mus. Doc., A.A.G.O.
New York College 01 Music

Pic no. Organ, Conducting, Coaching,
Choir Training, Improvisatton,
Harmony. Counterpoint, Fugue,

Compo,itton. Orchestration
Corre,pondence Courses

6454 S3rd St., Rego Park 79, L.l., N.Y.
HELEN ANDERSON

"r eocherof Successful Pionists"
Master's Technique- Tone-Interpretation
Special Courses: Harmony, Improvisation
166 w. 72nd St., N. Y. C. Tel. 5c 4-8JB5 ALFRED TROEMEL

LEOPOLD AUER'S violin principles pre-
sented in on originol way. Faculty member:

MANHATTAN SCHOOL OF MUSIC'
a.M. & M.M. Degrees

238 E. I05th St., N. y_ C.

Mme. Giovanna Viola Hull(Desmondl
Teacher of singing-Europeon trained

"Bel Canto"
Voice culture-didion-coaching

Phone: Trafalgor 7-8210
nl Wed End Ave. New York City

HARRY EULERTREIBER: Mus. D.
Voice Building

Pupil o~ the late Wm. L. Whitney
(Vonnucini Method)

Studio 50'1: 270 Huntington Ave., Boston, Mass.

CRYSTAL WATERS
Teacher of Singing

Popular Songs and Clossics
TV,-Radio~Stoge-Concert

405 Eod 54th St. New York 22. N. Y

LUCIUS DUNCAN
LEOPOLD WOLFSOHN

Composer, Pianist and Teacher
Teacher of Aaron Copland. Elie Siegmeister

(lr.d men\, artists and teachers.
BEGINNING TO ARTISTIC FINISH

Holel Ansonia, a'way at 73rd St .. New York City

Violinist
104 N. Mole St., Philo. 2,Lo 7-072]

ISABEL HUTCHESON
R,fre.her Courle for Pia"o Teachers:

Modern Piano Technic: Coach ing Concert Pion ilt$:
Group Work: For furrhee inio:m:Jlion addre •• :

Studio 202. 11J051hElm St .. Dallas. Texos

WIlliAM FICHANDLER
Pianist, Teacher

314 West 75th St., New York, 5u-7·3775
Compositions oublished by G, Schirmer

ond Theodore Presser.
LOREN YAGGY

Teacher of Piano
Origina~or Pianodynamics Approach

and Charted Motion
2402 South Horrilon H-2277

Fort Woyne 6 Indiano
Audition required

ERNESTO BERUMEN
CONCERT PIANIST AND TEACHER
ADVANCED PIANO TECHNIC AND
REPERTOIRE-CLASS REHEARSALS

MUSICALES
5teinwoy Hall Studio, 113 W. 571h St., N. Y. 1'1

EDNA GUNNAR PETERSON
Concert Pianist-Artist Teacher

17447 Cast.l1ommore Pocifi(" Palisades. Cc.lif
Glodstolle 4-1803

MARY BOXALL BOYD
Pupil of leschetizky and Artur Scilnabel

"Pianist and teacher of renown"-ETUDE music
IT'agozine
NoVi teaching ot Nola Studios, Steinway Hall
III W. 57th St. New York City

MAE GILBERT REESE
Pianist

Specialized troining for
teachers and concert artists

1330 N. Crescent Hts. Blvd., HollyWood Calif
Ho 3-22'16 .

HAZEL GRIGGS
Pianisf

Teachers' Workshops
617 Steinwoy Hall

113 West 57th St., New York 1'1,N.Y.

HAROLD HURLBUT
Ho.s taught singers of METROPOLITAN 0 era
Ch,cago and Son Francisco Operas f '
screen, rodio, television, including'S age,
NADINE CONNER, HOWARD KEEL E
Herbert, Henry Cordy and many oth' velyn

2150 N. Beachwood Dr., H01fywood,C~I.

CLARENCE ADLER, Mus. D.
Teocher of famous pianists now touring the
world. Pupils teaching in Harvord, Yole.
Eoslmon. Syracuse and Smith College.

316 Centro I Pork West, New York, N. Y.
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Pa.

rertsucs of good music, while earl\'
habits of respecting the text ha\'~
shown him how' to approach the
playing of good music. When these
elements are in sound order, the
student is safely on the road to rna.
ture and worthy pian ism. He will
find it a kind of second nature to
continue trying to express, with clean
techniques, exactly what the com.
poser wished to have played. That is
planisrn. It is the work of a lifetime.

TlfE END

TEACHER'S

ROUNDTABLE

(CollliJlue(l from Page 22)

An unu ual recital look place re.
cent ly at the Keith hool of Music,
Tid , Ohlo, with a program ar-
ranged by Clara Loudenslager and
Ieatur ing youngster and grown-ups
alike. BUI here's the idea .....hich madB
the oc aflion one of SI)ecial appeal:
t\.,tothers played with their lillIe

daughter!'!, Ftllher~ played with their
son . Th n Pop and .\1001 ~unded
ofT with a dUCl-Qn one piano-fol.
lowed by another one Jl rformed hv
Junior and i<;ler. A young coupl~
ol\d tl\.Cir !!:ix )'ear olel lillie "irlll'ere
heard in a Irio (til one piano. and
climaxing the \ l1io~ "'ll~ another
trio in "hi II .randlllll \\85 a~-isted
by her 11'0'0 grand daughler5.

1 U::.C menlioning Ihat throughout
Ihe program tlpre Jlrelailed a spirit
of ,:!cnd informality \\'11ich caused
011 porlicipants to do their be-\. and
when tl1e IGst number came to a close
there wn .. a t:hGdc or J!cnuine emotion
in the f? n rou'l; applau·e v..tJich re·
warded the 'f'tJltional en-emble.

Our rello"'· R(Jundlabler5 ma~'well
prorlt hy lhi .. irlea. which pro\'ed an
inspiration tn All tho""f" pre~nt.

TilE E"O

EJI Liye Ign
by Leora BlluerjidJ

)ty pati n w~ exbau~ted in try'
ing to make my children rt'member
certain OLin! e!ement~ in prac'
Licing Lh piano. One day when
Lher arrhed home the (ound a neal
sign in red I llers. Lbe ~me ~ire~5
a. :sheet of mu ..ic he,ide the mUilC

boo. abo"e Ihe ke-hoard.

Count

Wolch Tho!
Pedol-Ploy Eoch

Note Cleor

1Oi. help«! • 101.. and it r~~
pear" (rom Ii to umc: trbrn I .

begin _lipping.

HI fl" _111 ,9ii

YOUTH MADE THE CHALLENGE

(Continued from Poge 15)

Ih e is very definite reasoningcr . . .
behindthe latter requtrement; It IS

nolthe desire of the Symphony So-
, . to build a large youth organ-

flel!'
iUlionin Wichita at the expense of
othercommunities. Rather, we wa?t

ccurege and develop leadership
10 en " .
, 'ery school and ocmmuruty. Byill e\ ~
_teadfastlymaintaining this require-
~entwe have seen mar~ed improve-
ent in the varied instrumental
:nsembles,not only in the local
'!chools,but also in those of co-oper-
atingcommunities.
In the fall of ]954, four hundred
flUdenlswere recommended by their
teachersas being capable musicians,
andall of the four hundred were
a~dilioned,Of that group one hun-
dred and four were chosen for
membership ill the Junior Youth
Sl'ffiphonyand one hundred and six
lorlheSenior Youth Symphony. The
remainingone hundred and ninety
ftudentswere urged and encouraged
to continue their sludies until they
shouldbecome more proficient on
theirchosen instruments and at sight
reading.They always have the op-
portunity for another audition in
fase of vacancies or for the next
!l:hoolterm. If they have a genuine
desireto play in the symphony tbey
will study and practice diligently to
allaintheir goa I.
There is no concern in 'ViclJita
ahoutwhere to find players; lhe
queslionis how to utilize them all.
Thequality and quantit)' of players
ofstrings and wood winds are high,
andthe players most difficult to find,
as to quality of performance, are
thosewho play trumpets and tram·
~ones.
Theconductor of the Senior Youth
Symphonyis James P. Robertson,
Ihevery capable conductor of the
WichitaSymphony Orchestra and of
IheUniversity of Wichita Symphony
Orchestra.The conductor of the Ju-
niorYouth Symphony is Arthur G,
~arrell,the popular director of mu-
SIC education of the Wichita public
~~ools. Only standard symphonic
lIerature is played by the two or-
chestras, although, naturally. the
\,Oungergroup is given less difficult
Worksto read,

) .
tIs possible for a capable young

~layerto earn a chair in the Junior
~~th. Symphony very early in his
~ Oohng, advance into the Senior
Louth Symphony, thence into one of

tile u' .. lllverslty orchestras, and finally
Intothe Wichita Symphony Orches-
Ira.That w •.• Ias our VISion 10 t lOse
early d d
b
ays an now we are seeing

t at vision Come to life.
~lthough these symphonies are
Primarily fo t . ,. . r raIDing purposes a
Jomtco '. 'e h ncert IS given in the spring
ac year, at which times the win-
ners of the Youth Talent Auditions
?pear as guest soloists. These audi-
IOnsareS h sponsored by the Wichita
ymp ony Society and the competi-
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tion is open to any student enrolled
as a senior in a Kansas hiah school
Two awards are made: o~e in th~
vocal and one in the instrumental
division. The winners receive a full
year's scholarship to study music in
their chosen fields, in addition to the
honor of appearing as guest so.oists
at the \Vichita Youth Symphonies'
spring concert.
The co-operation between the pub-

lic schools and the Symphony So-
ciety is highly gratifying. The mu-
sic departments of the city schools
sponsor and promote eight school
concerts during the season. These
concerts are played by the Wichita
Symphony Orchestra under the di-
rection of Mr. Robertson. Since the
Wichita Symphony is a community
orchestra and the players have other
livelihoods, the school concerts are
all played in two days, foUl' concerts
each day. Two are played in the
forenoon and two in the afternoon,
lhus cutting down the necessity of
asking the musicians to leave their
places of business for too long. As
an example, one of the first violin
players is the president of a large
business, and also the president of
the Chamber of Commerce. He can
give tvvo complete days from his
busy life easier than he could give
two hours on eight different days.
Also, by presenLing four concerts in
one day tbe overhead is greatly
reduced, since the stage hands have
10 set up the stage only one time.
There is such a demand for lickets

to the school concerts that it is nec~
essary to allocate them according to
the pro rata enrollment of each
school. Even then, only the students
in the fourth. fifth, and sixth grades
in the elem~nt8l"Y schools can be
accommodated. Each child is asked
to pay forty cent.s per concert. Of
this amount, ten cents goes to pro~
vide round trip bus transportation
and thirty cents goes to defray the
concert expense. It is interesting to
note that it took one hundred and
ten buses shuttling between the
schools to get the small listeners to
the auditorium for the concerts.
While one concert is in progre.ss the
buses go to olher schools to pick
up the .students who are to hear the
next concert and l'eturn the ones who
have attended t.he first concert.
Another example of the fine co-

operation experienced with the pub-
lic schools is in the Art Department.
After each school concert the chil-
dren are asked to draw or paint the
impressions they gained from the
music they heard. The results are
quite amazing and gratifying, The
arl staff 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 students wrote poems
about the music, and the best poems

C L A S S I F E
HARl\-lONl', Composition, Or-ches tr-a-
t.lon. Musical Theory. Private or
Correspondence Ln s truc tio». xrunu-
sc rlp ta revised and cor-rec t ed. xtustc
u.rrang-ed. Frank S. Butler, 32~46 107
St., Corona, N. Y.

I,EAltN PIANO 'I'UNIXG-Simplified,
authentic instruction $4.00-Liter~
a t.ure free. Prof. Ross, 451; Beecher
St., Elmira, N. Y.

HOillE s'rUDY IA~SSONS. How to
transpose music $1.50. How to trar-
montae melodies $1..00. Chord con-
struction and analysis $1.50. Lessons
in melody wriling $1.25. Slghtreading
technique 50~. Stuart Music, Box 514,
Union, N. J.

'VHI'I'E SONGS: Read "Songwriter'!:!
Review" Magazine, 1650-ET BJ'oad~
way, New Yorl{ 19, 25¢ copy; $2.00
year. (Est, 194G)

F'OU. SAI,E. Hare Hecordings, Lists.
Collections bought. E. Hir>:ichmann,
100 Duncan Ave., Jersey City, Xew
,Tersey.

"'Plt.AC'I·IC~"-L VIOT~IN :UAKIX-G",
with patteI'lls, by the lute Chelsea
Fraset·. Send $1.00 fOI' ~eoU1' COpy, to
1'I:laude A. l"raser, 2025 Stark St.,
:-;ia.ginaw, Michiga.n.

SWING PIAXO-BY :nAIL. 30 seH~
teaching lcs:-;ons $3. Samples. Over 50
publicatioll>;. Phil Breton Publica-
tions, P.O. Box 1402, Onmha 8, Ne-
braska.

HA.ND BUILDING EXI-:::n.CISES FOR
I-IANIS'I'S by Weldon Carter. Tea-
chers, concert pianists, ad vanced
students. A better technic with 20
minutes dally practice. Send $1.00 for
COpy to Washington Musical rnsti~
tute 1730 Sixteenth Street, N.W.,
"Washington, D.C.

LEARN PIANO 'rUNI~G A'I' HOUE.
Course by D1'. \Vm. Braid White,
world's leading pia.no technician and
teacher. \Vrite Karl Bartenbach,
I001A Wells St., Lafayette, Ind. .

Fll.T~I!: iUAIL~OUDER CA'['ALOG:
Hundreds of self~instructive bool{s
(or musicians, from jazz to sym~
phony. 'Valter Stuart Music Inc.,
421~B Chestnut St., Union, N. J.

SACR.IFICING 200 ACCORDIONS-
AI,L KINOS. Discounts to 70%. Free
catalog, Claviolines or other musical
instrument secured. Discount House,
8a32 88 St., Woodhaven 21, New Yorlc,
Vi 7~0866.

HACK POPULAR SHEET nuSIC '['0
1.8:;0. Everything. Catalog' 15¢. Fore's,
E3151 High, Denver 5, Colorado.

BARGAINS IN FI'NE VIOLINS AND
llO\VS, All certified. COllcel'! instru-
menU:; a speci;dty. P.O. Box 342,
potsdam, N. Y.

OLJl VIOLINS AND O'I'HER IN-
S'l'IlUl\IEN'I'S. Repairing. Supplies.
Ealcen, 310 E. ·Washington St., Cham~
bersburg, Pa.

'['EACH POPULAR PIANO. ~Ielody
and chord symbols, no bass clef. ]8
lesson course formerly $5.95, now only
$1.25. Stuart J\lusic, Box 514, Union,
X J.
'VAN'l'ED: Jonas: :Master ~chool. of
~:Iodern Piano Playing & Virtuosity,
single volumes or ~et. Laurence
Honan, !l Robinson Ave., Danbury,
Conn.

Fon SA.I,E: Three accordiollS-Ex~
celsior, Soprani! DaIlap~. Herbert
Ball, Box 85, Media, Pa. PI'! vate pa.rt~'.

CUS'l'Ol\1 RECORDINGS. Soundproof
studio, pl'ofe~~ional equipmept, e~cel~
lent taient broadcast~qua.llty dlSCS,
Heasonable prices. All confidential.
McCune Hecordillg Studio, Chapel
Lane, New Albany. Indiana,

.,

I D A D S
PIANO nUNS. IN'I'ltODUC'I'lONS.
nIU~,\Ii:S. BNIJISt.S, ro r pop u la.r
song-so :;2 pages, ~1.:l5. Stuart Music,
Box 5H, Union, N. J,

FOn. S.o\l~E. B flat Clarinet, Leblanc
Symphonic. Lil~e new. $200. vvm. S.
Ha vnes Flute, French model, sterling
sih~el', gold m.p. $200. ,V. S. Holloway,
F'Lusbing , Ohio.

PIANO 'I'ECHNIC SIl\IPI.IFIEIl. Play
popular music pruf essio ua I i'it~'le.
$1.00. Ku aak s, 2:-:4K i:08thetreet. New
York 22, N.Y.

't'VPJANO. The Touch System of
Playing the Piano. The Powell Piano
::\fask blocks tlle sight of the I,ey~
board hut permits sight of the music.
Play like the al'lists-by the exclu~
sive senses of touch and Ileal'ing.
Effectively aids hand independence,
ear~tra.ining, sight reading, memo~
rizing. One piano mask with ma.nual
of instruction and odginal exel'cises.
Send $2. Address J(Jhn E. Gantner,
1001 Churchill Ave., Utica, N. Y.

"THE SCIEN'['IV'C l\IUSIC 'I'I!:ACH-
1J;R-"-monthly-$3.00-sample on re~
quest. Schillinger System l\lusica.l
Composition, $30. Morong, Box 21.
BI'ooklyn 25, N. Y.

HO'V TO IIUPROVISE complete 32
page course c$J.OO. 1728 Ad~Lib Ja.zz
Phrases only $1.00, Chord Progl'es~
sions VoL #2, 96 pages, $1.25. Stuart
)o!usic, Box 514, Union, N. J.

SCIEX'I~IF1IC lUUSIC 'rEACI-II~n. LI_
nn,A_UY-Monthly magazine, $3.00
year. 'l'inle saving, efficient, Inoney~
making facts. Sample. catalog, free.
.Morong, Box 21, Brooklyn 25, ~. Y.

iUUSIC COl\IPOSEO, OltCHES-
'l'HA'I'I~D, songs arranged at Slnall
cost. Zygmund Rondomanski, !lI2
Sou th Main, Independence, ·Mo.

GRO'l'RIAN-STEIN,VEG PIAXOS, in~
ternationally acclaimed "The ,VOI'ld's
Finest", imported from Germany_
'Vrite HOLSTAD 1\lUSIC HOUSE, 337
Oal{ Grove, Minneapolis, Minn.

HALL'S HANDllOOl{ OF jUUSICAT,
Ii'OR-IUUI..AS-a I'eference collection
of standard melody-harmony Pl"O~
gressions for composers, arrang'ers,
instrumentalists, Price $] .00. Order
from Albert Raitanen, S Riverban1{
·Rd., J\1aynard, 1\Iass.

JUODERN PJ..\.XO 'l'RENDS magazine.
Over 1,000 professional jazz pianists.
get it monthly. Cunent issue 50(1-
Ij month subscription $2.50; S back
issues $3.00. Stuart Music, Box 514,
Union, N. J.

,\VILL lUAI{E YOU A GOOD SON{..
from your melody for $30. lU. 1, Box
SS, Beaumont. California.

.JOHN S. HULL, Violin 1'I1ak.....r, 32
yea.rs experience. Specializing III fine
repairing. Fort Hunter, New Ylork.

310DERN I-IAlliUONY. Composition
instruction. New, individua.l, "Per-,
sonal Letter" method. Piano ar~
rangements made. Korber stUdios,
40G St. Johns Place, Brooklyn 38, N.Y.

1i'01t Sl\.LE: Benjamin Banl{s cello,
$150; Thomas Preston cello, 1760, $75.
Excellent condition, Also several fine
old violins and violas. 'Vrite: Leon~
ard Higginbottom, 5 Morris Ave"
Chesterfield, Derbys, England.

OIlGAN CJIAltorS, Dictiona.ry of Ham~
mond Stops 75¢; Hammond novelty
effects 75¢; effective Hammond com-
binations 5G¢; popular organ styling
50¢. Stuart Music, Box 514, Union, N.J.

'VA'l'CHES "'ANTED. Any condition
Also bl'o!cep jewelry, !,!pectacles,.den~
tal gold, dIamonds, SlIver, Cash sent
promptly. Mail articles. Satisfaction
guaranteed, Lowe's Holland Build-
inb', St. Loui~ 1, l\Jissouri.
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• Conlinued from Page 63 made the instruments talk to us."
Another child commented to the mu-
sicians that she enjoyed the music
so much "my legs fell asleep."
The children arc never played

down to, and they go back to their
classrooms and other studies happier
students for having experienced a
vital, unique force in musical cul-
Lure. They did not recognize it as
such, but they enjoyed it and learned
something, and in years to come
many of them will look back with
thankfulness on their heritage.
While the programs are Iu n to

hear, the main purpose behind them
is 10 further interest in string instru-
ments among public school children.
The music staff of the schools reports
increased interest in the study of
music. directly att.ributab!c ttl the
school concerts, the quartet pro-
grams. or the music appreciation
parties given by the 'Vornen'!'; A<;so-
elation of the Symphony.
The Women's Association has

played a large part in promo! ing
musical education and appreciation
in the city through their school mu-
sic appreciation parties. These par-
ties are held once each month on
Saturday a iter noon, and in thes-e also
the city music supervisors are most
helpful in planning with the E.ducu-
tional Chairman of the Women'~
Association so that aU area~ of the
city may be served by these Jlartic8.
A story teHer narrates the story or
the strings, or the wood-wind family.
or the brasses or the percus",ion in-
struments. Ensembles (rom one or
our orchestras demonstrate hy pluy-
ing the instruments from the various
sections, and the children are givcn
an opportunity to see and hear them
at close range and to ask question.:
concerning them. With youthful pas-
sion they ask to hold or touch the
instruments. It is a rich experience
for these liule chlldren. many of
whom come from the less forlunate
homes of the city. but it is a raT
richer experience for those of us who
see the eagerness in their eves and
the intensity with which the): accepl
every 'word and note. The ba!S"'oon
and French horn are always \'Cf\'

popular among the small.rry. Musi-
cal games are played, or perhaJl::' a
puppet show is pre::.entcd. and. of
?ourse. refreshments arc served. Iy-
mg .together the various facets of
mU:lc~1 education. The Womcn's As.
SOClatlon also grants a given amount
of ~o~~y each ~ear for scholarship ...
to a~slst deservmg studcnts in lhcir
mUSIcal studies.
In. ~ddition to the Youth Tall"l1t

Aud~t,?ns the Symphony Societ\' al"o
adminIsters the NaftzfTer v . A. , A . '0 loung n·
Ists udltions. established \w !\lr
and Mrs. M. C. NarlzfTer f W' I'· .Th "0 0 IClila

esc audj.tions are open to an:
KansasfreSldent under lwent)'-lhrc~
years 0 age or d. K' any stu ent attend-
mg a aosas college. Five cash
awards are given. and t 11
outstanding . . 0 le most
I )0 Dung arUst goes t!
lonor of a' lC
the WichitaP~eaTJ~_g as soloist with

ymp lony Orchestra in

concert. '?\'[a)lY or these young artists
have gone on to greater honors.
Our youth activities are popular

and productive. The Wichita Sym-
phony Society is not interested in
developing musical snobbery. We are
only striving to develop a lundamen.
tal musical culture. and in so doins
we have tried to see that each link
of the chain is securely linked to the
next one. through a concentrated
educational program in cunjunction
with our public school ... univer<:ities,
and our own concert series.
Youth made the challenge. and we

have come a lung way since 1946
when a survey was made in the pub-
lic school ... to determin what the
prospects were for a youth 5"111'
phon)'. \,(/e round six hundred stu.
dent ... as potentluls. Today. through
a surv y jU<;1 compl led. we find that
we now have ov I' 3.600 students
studying hand and orche-tra instru-
rnent e in our puhlic schools. This
dIJCl" not include the great host of
youngsters who arc studying piano.
Tither docs lt include the ..tudents
who arc studying und r private
teachers ...... ill. the xception or those
w ho arc studying both privately and
at school. r the 3.600 students. it
is inter sting to note that 1.203 of
til m lire- ,"Irin~ stud Ill~.We have
no ...1torlagc or 8lring pla,-ers in
\'(/ichiIO.

1111..... Iru (Jur <;;Inl III 111."It ii a
quC:-ti(1I1 or cOu alin~ the public to
wunt ,::ood lllU",j ." Our dtllire for
:;!:ol'ld 11lu ...i hll~ bern an infectiou~
lhins:. and Ih jo"rul inrcction ha~
!'lprf'ucl to Ih(' c, tent that we sell
more 5f'080n t i('kct'" (or our foncert
~cri ... Ihan lilly on·hc ..tra of its size
in Ih ('(1Ulllry. Our youtll ...ymphon~·
concerl lickel .. 8re 80 in d mand that
it may h«om necessary to pia\'
more than ont concert. perhap~even
a )'out h serir ...

Edwin "arkham's ,,'ord;;: are cer·
lainl)' true in our ca",e:
.. h. great il i~to belie\e a drelim
A!f. we stand in )'outh by the starry

J:o.lream:
nul a greater lhing i~to 6ght life

throul!ll
neI "'3y at tlle end. "The dream
is true:'"'e had a ,i"'ion. an inrenti,·e. a

purpo<>e. and a wil1in~n~:; to do
som thing aboul them. If you want
a youth ~ mphony program in your
conltTlUnily. if 'ou hope to produce
8 J:('ncralion of young people who
Im't' and undc~18nd fine music for
your ruture citizen .... Ihen by all
mean ... "Iart immediately 10plan with
thr mu ..ic lcaehe~ of your schools
to c~tab1i ..h a ~imilar program far
your hom town. Xo dream can be·
comc a realit)T unl~ you believe
in it. TilE END

ILLUSTRATION CREDITS

9-Se.dg. L. Bfa 9

I '-Iorratt'$ Pho 0 Pre", Ud.

IS--Woyne D. Sovrbe

t 7-E"91l L ROT

ETL'DE-M lY 19;;
.... , ,..c.

ere compiled into attractive book-
rets.
In addition to the school concerts

the Wichita String Quartet presents
[our free programs each week in one
or more of the city's sixty-three ele-
mentary schools. By the end of the
school year approximately fifteen
thousand youngsters will have heard
the foursome, made UJl of James
Caesar, concert master of the Wichita
Symphony; Beatrice Sanford Pease,
assistant concert mistress; .Joshua
Missal, principal violist; and David
Levenson, principal cellist and assist-
ant conductor of the Wichita Sym-
phony. These programs are made
possible by the Bloomfield Fund of
the Wichita Symphony Society, es-
tablished by Mr. and Mrs. Sam
Bloomfield to further good musical
locally.
The school programs are designed

to break down the old bugbear that
all good music is "long-haired." No
formality exists at these concerts;
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 floor surrounding them. NIr.
Caesar serves as "explainer" and his
casualness with the children (pel""
haps practiced at home with his own

• four little ones) creates an air of:~~;::==========:;intimacy between the listeners and
• the performers.

I attended olle of the recent pro-
grams and was surprised at the very
excellent behavior of the third and
fourth grade students who were at-
tending. r could well remember as a
child in a small town the giggling
and tittering which took place when
a violinist tuned up. There was none
of that on this occasjon. Each child
seemed enth-ralled with the mechan-
ic~ of the four instruments.
Mr. Caesar's opening remarks

were, "We 'would like to say 'hello'
to you this morning," and the four
musidans struck up a chord of ap-
propriate intervals which sounded
for the world like "hello." The chil-
dren then greeted them and a hand
of friendship was established. For
thirty minut.c':i they listened to and
enjoyed such music as "Turkey in
the Straw" (NIr. Caesar commenting
that we usualJy saw a turkey in the
oven or on a platter, but this one
was in tbe straw) ; "Jamaican Rum-
ba" (with little feet tapping out the
tempo); "Sleigh Ilide." composed
hy Mr. l\[i",sal (particularly appro-
priate because of a nice snow on
the ground): "Fiddle-Faddle" and
other numbers.
At the c1o:::>cof the program I in-

terviewed five students from the
various rooms represented, and the
consensus of opinion was that they
"liked the way they played" because
they "could understand what they
were playing." One little third grade
girl said she liked them because'
"they were aU gay and no onc
'goofed,' and it secmed like they

• •
~ sprlng"IM'1Ie

Ie/,tj Now" the time to "I," the

I/; for graduarion and year end recital

I
~

recil'ClI-IS

programs. Browse down this list of appro-

priate piano and vocal music.

Muchof the music is new ...

all of it: is out:st:anding! ! ,
PIANO SOLOS PIANO SOLOS VOCAL SOLOS

Gay Tarantella .. , Erb 110-40306 35¢
Tarantellarhythm ve/orilY lludy. Cood for ,.e·
dials. (Grade2).'

In a PolishVillage Scher 110-40295 3S¢
Mazurka--rhythmdance. (Grade 2).

Ro~delay Bush 110-40278 35¢
ur'el,tune/Illdanre. (Grade 2).

ShenandoahValley Tune. Stevens 110-40333 3S¢
Folktune.(Grade 2).

Gry Serenade Robinson 110-40286 35¢
rrwing and tunejul waltz. Melody in Irehle and
au clef. (Grade2%).

MountainBrook ~A . , , , , , , ,Powell [[0-40303 35.
recilalpitre with ualeJ t!nd arpeggioJ. (Grade

111,).

SPIce PatrolR ' I Davis 110-40234 35¢
fClla,contrasting uniJon and chordal palter"s.
(G"de11;\),

Three P' kCiano S etches .... Franco 110-40316 50¢

(G
olllrapuntal-exrelJenlfor phrtlJing and Jfacealo.
rade 2%).

Finger T . kEx rtc S •..••.. Oldenberg 110-40334 sO¢
(ellentrepeatednote Hudy. (Grade 3).

Indian SummerStud . I Dungan 130-41154 35¢
p' J 171 eger Nne1 and pedal imper10nittic lone
teee.(Grade 3).

Jealous EyesTa . .•.•.• .. . King 110-40282 35¢
ng()-melodirdante. (Grade 3).

PUPpy'S T (
If bitall' .. :.... '.'Wigha.m 130-41127 35¢
maticA fPtUdln ~aptd~yalternaJing figureJ. Chro-

. ew ashmg dmonauJ. (Grade 3).
~bel2o
If sple;;i:i" : Wright 130-41140 3S¢
«, (G dremal pure. Alfemale legaJo and slar-
. ra e 3).

Arpeggio Etude ..... .' .... Roff 110-40274 40¢
PrOf/ides ideal arpegg'o Iludy. Rolled chordI-few
octavel-Chordal. (Grade 3Y2)'

Ballet Class , King 110-403~8. 35¢
Slaccalo louch, lunejul-Contemporary tdrom-
light graceful mUlie. (Grade 3Y2)'

Bells Across the Valley .. Wright 130-41138 35¢
Very el!eclive, sonoroUI piece. (Grade 3%).

Contrasts , Osborne 110-40317 35.¢
Contemporary flat/or-highly indifiidual melod,c
lines and harmonic ideas. (Grade 3%).

Punchinello Kiorpes 130-41134 35¢
Moderate contemporary idiom. (Grade 3¥2)'

Puppet Dance ..... , .. Osborne. ~1~0322 35.¢
Conlemporary fla1mr-highly rnd,v,dual melod,r
linel and harmonic ideal. (Grade 3¥2)'

Spring Song Bialosky .13~ 1126. 35¢
Unusual piece whICh useJ Ihe smg~n~ quaiTty of
Ihe piano. Moderale conlemporary ,drom. (Grade
3Y2)'

Music Box ,. Werle llH0288 35¢
Treble clef study-has real freshneIJ. (Grade 4).

Retrospection Wigham 130-41150 ~5¢
Ule oj the whole-lone lCale. Sharply conlraItrng
Ilow and jasl paJSageJ. (Grade 4).

Roman Suite Pad.wa .130-41130 75¢
Ver effective piece of mUI,c~1 ,magery. Conlem-

Y 'd' Excellent materral for advanced Ilu-porary , 'om,
dentl. (Grade 5).

Third Street Rhumba ..... Shaw 130-41151 50¢
Novelly-tuneful-popular Ityle. (Grade 5).

Quatrieme Valse Oubliee (Fo~gotten n A 41 100
Waltz No.4) .. , LlSZ~ .11\.1'""'"'"*103.

Virtuoio piece for advanced p,af1fIII-rOncerl arl-
islI. (Grade 6).

Six Preludes for Piano. ~smanb~s .1.30-41125 85¢
Six Preludel in a dislm~/ly mdf1l1.dual ronlempo-

'd' m Excellent rec"al mater,al. (Grade 6).rary "0 .

Black Is The Color Of My True Love's Hair
(Med. F minor) Shaw 131-41047 60¢
A Iraditional Appalachian mountain ballad.

File For Future Reference. Sargent 131---41026 60;
(Medium E)-gaily with humor.

I Saw A Little Tailor. .Waj:ren
High F 13[--41020 60¢
Low D 131-41021 60¢
HumorouI, rapid study in dicrion and expreSJion.

Joropo-(Med. Ab) ... Sandoval 131-41029 60¢
Spanish idiom-of! accenls-good 1'hythm Itudy.

Nightingale-(Med. voice in D) 131-41049 GO¢
Smoky Mountain ballad ... Shaw

Pale Blue Slippers .. Dungan 121-30910 60;
(High F# mino~)-unusuall~ inlerelling,.lively-
study in expresJfon-good cltmax-not d,/ficult.

Sing Song Kitty .. " ..... ,Scott 121-40008 601
(Medium Ab )-novel, original Jelting, free ex-
preslion, sudden tempo changes.

You .Dungan 121-40010 60¢
(Medium G) -nice text, well Jet, decoralive ac-
companiment.

Blue Are Her Eyes. .Watts
Pi;: minor.. . . . . . . . . . . . .. . . .. 131-40203 60¢
Medium D minor. , ..... .. .. 131-402~4 60¢
Lyrir song j01' men-good for ronurl, rad,o, pop-
ular conrert.

My Lover Is A Fisherman. . . .. Strickland
High Bb ... ' 13[--40030 60¢
Low G 131-40031 60¢

Time For Making Songs Has Come Rogers
High Eb ".' , ' 131--40131 60¢
Medium Db "."", ... ,',. 131--40132 6o¢
ContraIl in Ity/e, key and text build 10 climax.

THEODORE PRESSER CO.
Bryn Mawr, Pennsylvania



Also available-complete Built-in Models
from dealers who sell these pianos:

Inspires

whets
musical
appetites
MOST ORGAN MUSIC
FOR THE MONEY
.J NEW COUPLERS

v NEW TONALITIES

,; NEW CONTROL PANEL

v NEW KEY SWITCHES

" NEW TONE COMBINATIONS

" NEW VIBRATOS

-oJ NEW PEDALBOARD

-YOU CAN HAVE AN ORGAN,
AND KEEP YOUR PIANO, TOO!

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 grea ter
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 piano-organ so easy to
play right away- but we've also built into
it more musicalresources and possibilities
for ever-unfolding achievement.
For beginner- for accomplished musi-

cian-the LOWREY ORGANO means
-MOST MUSICAL SATISFACTION
FOR THE MONEY. WRITE, TODAY.

JANSSEN
STORY & CLARK

KIMBALL
III·

Also in Canada from:
MASON & RISCH

Satisfies

LO"W"REY

o
~.--------;:~:~~~:~~~:~=~~-:~:,~=-----_.

.- ORGANa slwwn above
\lI{~o,; GET THIS NEW ORGANO BOOKLET

Use handy coupon on page 6-1. This saves your
Etude cover.

LOWREY ORGAN DIVISION
Central Commercial Industries, Inc.

(1M.. 1894)

332 S. Michigan Ave., Chicago 4, III


