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| AM COME TO BOB JONES
FROM LATIN AMER

*| have never been out of my country before
and coming on the plane, | think, '‘Maybe | wi
But when | arrive, | feel | am at home here.

My English she is not so good; but at Bob Jones U

there are many others

who come from distant countries, too.

"When | tell my friends in Guatemala that | §
to go to Bob Jones University, they say,

‘But why?' | tell them, 'Because it is a Christian & lege
and has fine standards of academics.’
Here | study hard, but the faculty th

The boys they are very nice

"Of course, the girl

AVAILABLE FOR

WRITE FOR LISTING OF FINE
QUALITY FILMS PRODUCED AT
BOB JONES UNIVERSITY AND
SHOWING |IN YOUR ciry,
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Now at your touch are hundreds of percussion instrument tones like harp . . . chimes . . . bells . .

. marimba . . . sylophone

Now from Hammond ! A thrilling NEW kind of

music never before possible on any instrument

To the traditional resources of
“music’s most glorious voice” Hammond now adds

"Touch-Response" percussion

A BOUL-STIRMING ADVENTURE in music awaits
you when first you press the keys of the
Hammond Organ with new “Touch- thnmu”
|'h.'|': TERSHANN,

For now vou ean aceent .'|."|'t'ﬂ'.:i||§ Y ]l].l:\.'
with a ||:_u.r|i||l_; range of percassive tones and
ellects never before PII‘-HiIFli‘ even on the cost-

Hiest :-r:_".umf
Mew heights of expression

The traditional IH'I'tiII'I:I'I.I.I:I{'I' of the Hammaond
Organ remains unchanged. Yet with a Hick of
the finger, yon can now call forth hundreds
of fascinating new tones resemnbling the harp
—chimes — bells—marimba—xylophone and
other pereussive instruments |

You use "Touch-Response™ percussion only
when and where you choose . . . to highlight
single notes, full chords, even entire decora-
tive passages. The possibilities are practically

endless. Your imagination is the only limit,

Here, for the first time, is an organ truly re-
sponsive to your individual “touch.”™ It lets you
put maore of :.utif-u'!f into vour music. It en-
ables you to underscore every mood with sub-
tle and unbelievably beautiful new shadings
of 1,'1.|:1|1_"1.~'ll.lll and color.

You'll play in @ menth

The wonder is that '”['n:u.h-l'h'ﬁp-:l:nt" percus-
sion adds no complications to playing, Even
af you know little or no muasic oW, }'uu'” &=
tomish _l|\.|l|l'.‘|-t” in ) |::|.I.,n"\ on the Hammond
Organ! And a space four feet square is all it
takes. No installation, just p]llg i,

But frankly, the miracle of new “Touch-
Response” percussion cannot be described. It
miust be heard. Why not see vour Hammond
Orzan dealer for o ‘demonstration soon? And
il COLWO for further details.,

LOW AS $135 DOWN,* often 3 years to poy, ot most dealers

Hamevrovn ORGAN

MUSIC'S MOST GLORIOUS VOICE
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®Far the Spinel, net thown,

Mew, modern finishes, tool
Spinet Model Hammond Organ ({not shown) now
comes in Blond and Ebony Anish, as well as Walnut.
Here's perfect harmony for any decorative scheme!

e 1
] Hammond Organ Compaay 1
: 4210 W. Diversey Avenoe, Chivago 38, Hlines :
i Without obligation, send information about the Hammond Orean 1
1 with new “Touch-Response™ peroussion. [ am interested in the |
: models checked. [S5piact [ Home [JChurmch [ Concert 1
]
] Name LK i
I 1
: Address Sl 1
[
1| City, i Lone State, Ir
R i B e i 3 © ians. mameons ovaen cowednr 1 |
i



What does
your
favorite
lipstick
have to do

with piano

lessons

for Mary?

Sampling vour lipstick wasn't mischief to
Mary, It was her baby search for what will
be a dominating need in her life...beauty.
Piano lessons now, when she is starting

to school, channel her search in a wise.
rewarding way. Start her on her own
beautiful Acrosonic by Baldwin, Music
becomes a part of her daily pattern of living.
Throughout her teens into womanhood, it
will give her the inner happiness that is the
secrel of outward charm. For a little girl like
Mary, music is the fairy godmother that
bestows the beautiful things vou want your
daughter to have. .. life's greatest gifts: -
happiness and fulfillment,

Send lor the

coftemporar
modern sivles, Lile
verms, See

your Baldw
Diealer niovw,

EXQUISITE

Cr0800

PIANO BY BALDWIN

Mulern teaching methods make the
Pl rasy for the primary child to learn,
Srart your youngsier when he or she
staris fo school. Make music a part
of his pattern of learning, like reading
and writing. It will be a freasure i
possexsion of his adult life.

THE BALDWIN PIAND HIHHIT Cimcinnali 2, Ohis . Buitders of:
Baldwin, Acresoaie and Hamillon Fhln-u: » Baldwin and Qrga-senie Organs

delightful book...
THE PARENTS PRIMER

hoice of perio
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i Ye Sons and Daughters (Easter Introit, S. A.T.B., a cappella) arr. by George Lr=2
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D¢. Karl Geiringer, professor of his
tory and theory of music of the school
of fine and applied arts in Boston Uni-
ver=ily, Was r|e|.lﬂi ].'Ii'i‘i'ldl.“ﬂ[ of Tha
American Musicological Society at the
annual meeting of the Society held st
Ann Arbor, Michigan, in December. D,
Geiringer, a distinguished musicologist,
has just had his latest book released
from the publishers—"The Bach Family,
Seven Generations of Creative Genius,”

The National Federation of Musie
Clubs has commissioned Paul Creston
1o write an overture to open the program
il 24, during the 28th Biennial
i ol the Federation in Miami,
Florida. The Convention will run {rom
April 20 ta 30. Mr. Creston was selected
for this commission by the National
Association for American Composers unid
Conductors, at the request of the Na-
tional Federation of Music Clubs.

Mrs. James Franecis Cooke, wile of
the president of the Presser Foundation
and the editor emeritus of ETUDE, died
at Bols-Cynwyd, a suburb of Philadel-
phia, on December 19. The former
”q'll.i_. Eleanor Beckwith, Mrs, Conke had
been a voice teacher and singer in New
York City, In 1907 ghe came to Phils-
delphia when Dr. Cooke was appointed
editor of ETUDE. She had appeared as
soloist with the New York Symphony
Orchestrn. onder Walter Damrosch. In
later vears Mrs, Cooke devoted her time
andl talents to painting. She waz a mem-
ber of the Matinee Musical Clab of
Philadelphis, the Davghters of the
American Revolution, the Pennsylvania
Society of New England Women, the
Davghters of Founders and Patriots, and
the Magna Charta Damesz,

Caracas, Veneznela, recently put it-
scll on the musical map of the present
by staging a successful [estival of orches-
tral works by contemporary Latin-Amer-
ican composers, The programs continuwed
over a period of two and a half weeks,
during which some forty
works of composers from seven Latin
American countries were performed by
the Orquesta Sinfonica Veneruela in a
series of 8 concerts, The participating
condactors Heitor Villa-Lobos,
Carlos Chaver, Juan Jos¢ Castro amd
Rice Reyna,

Vi I:Ii:l"l n ii'

were

The tenth annual Midwestern Con-
lerence on School Vocal and Instru-
mental Music, sponsored jointly by the
University of Michigan Schoeol of Music,
the Michigan Muosic Educators Associa-
tien, the Michigan School Vocal A=o
ciation and the Michigan School Band
and Orchestra Association, was held at
Ann Arbor, January 7 and 8 Viegl
Thomson, American composer and critic,
delivered the principal address. Among
the leading educators in the zehoal in-
strumental field who participated were
Joseph Leeder, Ohio State University;
Leslie Ball, University of Toronto; Wal-

r Pardy, University of Hooston: Frank
W. Hill, president of the American
String Teachers Association: Marvin
Rabin, conductor of the Central Ken-
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tucky Youth Orchestra; and Florian F.
Muciler, of the facalty of University of
Michigan.

Fredevick C. Schreiber, Vienna
born New York composer, is the winnet
of the cash award of $1.000 in the first
contest of the Artist Advisory Council
of Chicago., The winning work is en-
titled Concertn Grosso, for Four Solo
instruments, Coloratora  Soprano  and
Orchestra. Fritz Reiner, conductor of
the Chicago Symphony, who sclected
the work, will give it a first performance
on March 34, The soprano soluist for
the premidre will be Barbara Gibson,

The American Music Conferenec
has recently issued a detailed compila-
tion of facts and fgures on the musical
activity in America. The report makes
highly interesting reading. It is espe
ciglly significant in pointing up the
tremendous activity in the various phases
of the music Geld. For instance, as of
November 1958, it is estimated that
19,300,000 people in America play the
pinno, with second place (surprisingly
enough) going to plavers of the guitar
who number 4.000.000: violin and other
sirings next with 3000000 players and
woodl-wind fourth with 2,050,000 players
In 1954, of the 7,500,000 children |l'iil!| ing
musical instruments, it is estimated that
almost half are studying piane. The
record  industry’s report s revenling.
Classical record sales are now about 860
million a vear and account for 30% of
the dollar of the disc industry.
It i= estimated that there are more than
500,000 music teachers in the country.
Of these, about 300,000 teach piano
Community orchestras are springing up
all over the country. Early in 1954 there
were more than 1000 symphony orches-
tras, with onethird of these
cities of 50,000 or less,

‘-IIIII.II.II'

being in

Dr. Francis L. York, composer, lec-
turer, writer, editor, former ETUDE
contributor, died at Detroit, Michigan,
on January 13, at the age of 93. Dr.
York was head of the Detroit Conserva-
tory of Music from 1902 to 1952, He was
organist al the 5L Louvis Expesition in
1904, many magazine articles
on musical subjects, some of which ap
pr'.rr('ul in past issues of ETUDE.

He wrote

Alexander Hilsberg, [ormer concert
master and associate conductor of The
Philadelphia Orchestra, and since 1952

nductor and music director of the New
Orleans Symphony Orchestra, has had
his contract extended for a three-year
perind. This means that he will continue
a2 conductor of the New Orleans Sym
phony until 1958, The orchestra season
has also been extended from 22 to 25
weeks,

The Aspen Festival,
which runs this season from June 27 to
September 4, will be under the manage-
ment of a group of masicians, including
Mack Harrell, Seymon Goldberg, Rudolf
Firkusny, Reginald Kell, Darins Mil-
haud, the New Muosic String Quartet
and others. This group has engaged

{Continued on Page T)
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the things
that money

.come into your home with a

STEINWAY

In childhood vears, so much that
maticrs i either learned or nof
learned. A Steinway in the home,
with its glowing tone and gentle
authority, teaches priceless lessons
applied through life. The child
learns to do by doing, and finds
that something done is something

Accelarstad Acten, Digphragmalsc Soundboard and matchlesy golden lone
home by your Stpinway deaber for mn hilfle dews on §] 7000 vivesst tw

Mot of the world's great artisks vec the Stenway,
A random list would incuds Myra Hiess,

péctured at righl, and ¢ mincol players like Apg
Ficld, Brailowsky, Fleisher, Graffman, G
Leinsdoci, Paray,
Chiburn, Bruno Walter

Our bocklet, ""Hew o Choose Your Piane,"”

will be sent free if yoo write Sieinway & Sons,
Stcinway Hall, 109 West 571h 5i., New York

Artur Rabinstein, Stern,
wlso nearly wll
leading wrehestras, radio and tebevision statione,

=

The home brightened with
achievement like this is harmoni-

Wor.

ous in spirit, a scene of indwelling

pleasure that calins tensions and

stress. The Steinway, in extending

a [amily's horizon, is more than

an investment in

a piano—it is
the qualitics that make life living.

il can ba delmered o yous

u Eightly highar in Dha Wesl
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\ ' __ A Beat you can hear!
ﬂ(\: i Selmer

METRONOMA

Electric Tempo Indicator
with the flash Baton

;’%«i_’r/A Beat you can see...

?
8.
A/

T

World's most dependable time beat!
Selmer Metronoma gives you correct
tempos Lwo ways . .. (1) by a somnd
beat that can be set loud or soft, and
(2} by a sight beat through a visible,
Aashing light. Easily set for any tempo
from 40 1o J08—Largo to Presto—
with a twist of the dial.

In playing with a band or orchestra,
you are expected to follow ithe beat of
the conductor's baton—not the sound
of the bass drum or other members of
the group. The Metronoma, with ils
flazhing visual beat, helps you learn to
do this. Simply turn the sound beat
volume as low as possible and Tollow
the vizible finsher. Get it now—Metro-
noma = vour biggest tempo 1|:1r§;.1.ir.|"

CAN'T WEAR OUT-—can't slow down,
The beaf b clways steody, octwrole of
omy fempa.

MO MOVING PARTS —if uas the thyre:
tron “hear besi” tube developed for
rader, Eseluive design [U. & Patent Me.
2.372,492).

VOLUME CONTROL —maoke the basi
o howd or soft 25 you Bke, or vory from
horp fo mellow,

On Sole of Betler Muzic Stares
Distributed Exclusively by

H.& A, selm?r INC.

DEPT. E-31, ELKHART, INDIANA

HO CLUMSY ADJUSTING —no asi
merawi, Dial ¥ llke your radio 1o aey
lempo—dAd0 ta 208 beah per minuhe.

More PIANO i T Far sTYDY & FUN!

Absolutely The First Name In Piano Methods!
THE MICHAEL AARON PIANO COURSE

The nation's most successhul plone method! Acclai

oimed year afler
yeor as the method which best sustaing the st ;
enthusiosm for piano study. o R e g

Perfect Unint -
MICHAEL agnﬁu!ﬂrﬁdmjmu Natural Progression

MICHAEL AARON PIANO COURSE Grodes 1.2.3.4.5  sour 100
45, avch 1}
MICHAEL AAROM ADULT FlIAMD COURSE Books 1.2, , .:::h 1 g;
MICHAEL AARON PIANO TECHNIC BSooks 1.2 each 75
MICHAEL AARON DUET BOOK ......... ... . . . "~ 1.00

Newest Piano Book in the Modern Idiom!

MODERN MELODIES FOR POPULAR PIANO PLAYING
e : By MARVIN KAHN
S Vs oo i S it s

and others illustrating modern rhyih idi i
e S ythms ond idioms. Drills, unaqu.&a

2 New Piano Books By ERIC STEINER
ONE, FOUR, FIVE

At the beginning of his training the
to ploy fomilior melodies accomp
increasing his interest and encourag

Young piono student js faught
anied by simple chords thus
ing further development

YOUR OWN HARMONIES

P o Sleiner's previous book, Teoch
h : - et the stud
melodies with the three principal chords =5 " 1.00

75

A natural followy

how ta harmonize s

MILLS MUSIC, Inc,

1419 Broadway New York 19 N

By NICOLAS

l{l MSKY-KORSAKOV possessed
a very vivid association be-
tween colors and keys. Here is the
table of colors for major keys as
set down by his friend and biog-
rapher Yastreblzev:

C: white

D-flat: dark and warm

D: golden, bright

E-flat: dark and somber

E: dark blue, nocturnal

F: bright green

F-sharp: gray-green

G:: golden brown

A-flat: violet

A: roseate. youthful, springlike

B-flat: dark but strong

B: steely dark.

Among minor keys, only C mi-
nor and C-sharp minor had definite
| hues in Rimsky-Korsakov's scheme:
C minor was golden-yellow, and
Cne-hurlr MINOr was purple red.

That C major was white to Rim-
l -"k_!r"j\-“"r‘iikh'l. 'h'i” (AT} 1':]I-in|1 nao sur-
| prise. Most musicians associate the
C major scale with white for the
obvious reason that it is played on
while keys. Other associations are

personal. Particularly strong was
| Rimsky-Korsakov's psychological
connection between A Major and
Spring. When he played his opera
“The Snow Maiden™ from manu-
ecript for his friends, Balakirev,
who was present, suggested trans
posing the introduction a tone
higher. Rimsky-Korsakoy rejected
this suggestion without further dis-
cussion because the theme of
Spring ‘would have turned out in
B Major instead of the vouthful
and vernal key of A. :

It was said about Sophie Ar-
nould, the French opera star of
the second half of the cighteenth
century: “No singer ever merited
the claque more than she!™

";|||.|1:I:i1’ -'irm-uqu'=
brief. Soon afie
sccess she

CATEEr was
r her first brilliant
. 1fqlu~|1’|]rﬁ.| some diffi-
culties with her voice, A
sic lover remarked
the maost beautiful
heard.”

She retired in

S One mog-
“Sophie has
;l"tl'lTl'I.'] l ever

1778 with a

munificent pension of two thou-

it

SLONIMSKY

sand francs. The circumstane .
she was a favorite of the (o,
Louis XVl made her 5 e
after the Revolution. A comng,
of citizens was sent to seard L
apartment. Al the entrance i
noticed a bust of Sophie Amg
as Iphigenia. They mistook i |
a sculpture of Marat. the s

tionary marlyr, saloted and }

0.‘“:.": HAMMERSTEIN i |
undoubtedly the mest i
lous impresario in the higor
the American theater, Born in (= |
many about mid-nincleenth
tury, he ran away from home &
America with »

possessions than a cheap 1

landed in

He found work in a Southers o
factory and later published s
bacco trade journal. Then the ks

of the thealer took him ts Mo
York and soon he began rents
old theaters and building pew =
He boldly r:nh'lr-i1'--.'|,[#.':II.-: will
the Metropolitan Opera Houwse, »
even though he lost oul in the e
]'lr' l-uhl out |'||\ W
pany to the Met for an impress
stim of $1,200,000,
L nlike other managers <
entertainment, Hammerst
was blessed with a gift for pope2
music and verse, He was ala !
virulent eritic of other theatria
productions, He loudly disparas
a muasik .11 "'I|I‘1'i|l""i ".lir'.’:u-" i
duced in New York in 1893, m0
to the displeasure of Gus ke
who contributed the musical x it
for the show, “Hammerseis b
no right 1o eriticiee my prod
declared Kerker, 100 3
can't write a line of muse
'\i"'f*!‘.“ “.\n[ _hn_.. Fhllu‘ll'\! Ha

slein, “and | wager S1000 U

opTa

cal

"
Lion,

with

can write a musical comed?
18 hours.”™

Kerker accepted the chs o
Hammerstein was placed #
locked room with a puand -
plenty of music paper. Food ™
handed over to him (b
Hammersss

#

lransom window.
labored and labored, and att
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piration of the 48 hours, emerged
from his place of detention with a
vocal score entitled “The Koh-i-
nooar.” The cast of characters in-
cluded a diamond dealer named
Kohn who announces to all and
sundry:

My precious stone is safely

hidden;
My rivals all feel rather sore.
A million dollars I've been

bidden
For my great diamond
Kaoh-i-noor.
Another character in Hammer-

stein’s operetta was the “organ
srinder to the Queen”™ named
iJut‘rl]iJE"r {an obvious travesty on
the name of Gus Kerker) who is
sentenced to prison for two years
for writing a very bad operatic
medley. The “48hour opera™ as
the t|:r.1|-rspu|u-.rs called Hammer-
<tein’s tour de force. was produced
in New York on October 24, 1893.
The eritics found the musical score
passable and the doggerel awful.
RBut in fairness they agreed that
Hammerstein had won his bet.

The story of Hammerstein's pro-
duction reached England. Sir Ar-
thur Sullivan was amused and
cabled Hammerstein from London:
“I hereby challenge you to enter
a race with me for the comic opera.
1 propose that the wager be
35.000." Sullivan added a blank
invitation to any other composer,
professional or amateur, to enter
this competition and sugeested that
the winning opera be staged at
Madison Square Garden. History
i« silent as to the ultimate disposi-
tion of Sullivans offer, but it is
certain that no public contest was
held between Hammerstein and
the famous Britisher at Madizon
Square Garden or at any other
place.

A young musician complained
to Brahms of his poverty which
made it a problem even to buy
manuscript paper. Brahms silently
wenl to his eabinel, and extracted
the original draft of his Requiem.
“Look at this manuscript,” he said.
“You will see that the music paper
is of different brands and shapes.
I could not afford to buy a lot of
paper all at once.”

Kit Clark, one of Stephen Fos-
ter’s friends, reported a little-
known episode of Fosters life in
Dramatic News of May 1893: “A
few weeks before his death, Foster
and myself spent an evening to-
gether at a variety theater located
at 444 Broadway. After the per-
formance | went with him to his
modest little room on Hester Street
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near the Bowery, and as he sat
upon his bed, he sang in 3 tender
voice, but with deep pathos that
rare song, Hard Times Come Again
No More. Tt was the last time |
saw Stephen Foster. But | have
often thought how very sad it was
that the man who was forever sing-
ing of home and loved ones had

no better place than this to call |

home, and hardly a friend in the
great city where he constantly sang
of love, love, and only love,”

A young soprano asked Brahms
to let her sing some of his less
known songs. “Take some paost-
humous ones,” n:'plif.'(l Brahms,
“and no one will know them.”

EMINISM in musical composi-

tion is still a cause that needs
its suffragettes. True, musical ladies
have created some dainty piano
miniatures and some very appeal-
ing songs. but mot many among
them have written full-fledged
symphonies, Mrs. Beach wrote a
Gaelic Symphony that had per-
formances in Europe and America;
Dame FEthel Smyth of England
wrote symphonies and operas.
Among forgotlten women compos-
ers is Aline Hundt, pupil of Lisat.
She conducted her Symphony in
G Minor in Berlin in the spring of
1871 : some of her orchestral pieces
were published. Then there was
Jeanne Louise Farrenc whose name
has been =aved from oblivien
through her famous compilation
Trésor des Pianistes, which she
began in 1861, She composed two
symphonies which were performed
at the Paris Conservatory where
she had taught for many vears.

The world record for composi-
tion, publication, and performance
of feminine symphonies belongs to
the contemporary Polish composer
Grazyna Bacewicz. She was born
in 1913 and studied in Warsaw
and in Paris. She gave concerls in
Europe as violinist; she conducted
her own works. She wrote 4 sym-
phonies and 4 violin concertos; her
Fourth String Quartet received
First Prize at the International
Competition in Liége. Most of her
works have been published. Per-
haps the most remarkable quality
of the music by Grazyna Bacewicz
is that she writes mostly absolute
musie, without reliance on literary
associations, This constitutes a
definite break in the feminist mu-
sical tradition, the mainstay of
which has always been program-
malic music,

THE END

Coming in
ETUDE
for April

Soloist with Toscanini
An interview with Herva Nelli
secured by Guanar Asklund

Miss Nelli, one of the foremost
singers of the present, has had the
distinction of appearing in an unusu-
ally large number of broadeasts of
operatic works under the world-noted
maestra, Arturo Toscanini.

.

Xaver Scharwenka: A Great Artist

and Eeacher
by A. M. Henderson

The author of this article studied
with Scharwenka at the Klindworth-
Scharwenka Conservatory in Berlin
for two years and recalls in this
article some of the important facets
of the great pedagog’s teaching pro-
cedures,

.
Music in the Linde Red Schoolhouse
by Thomas Annett

The author of this article is chair-
man of the music depariment of Wis-
consin State College at La Crosse,
Wisconsin, and bhe has made a thor-
ough study of the music teaching
activities in the smaller schools
throughout the nation.

.

Birthday Bells for Bell—The Bell
“Telephane Completes 15 years an

the Air
by Hose Heylbut

Under the musical directorship of
Donald Vorhees and with Wallace
Magill as producer, the programs of
the “Telephone Hour™ have pre
sented some of the most famous star-
of the mufical world.

L]

Magie for Molly
bv Celia Saunders

Molly was a very unusual pupil of
a very ohserving and understanding
teacher. and the story of her musi-
cal development makes a most fasci-
nating bit of reading. It is just a lit-
tle unusual and we feel sure ow
readers will be quite intrigued with
it.

L]
A Place in the Sun for the
Arcompanist
An interview with Emanuel Bay
Secured by LeRoy V., Bramt
Emanuel Bay has been for twenty
vears the sccompanist for Jascha
Heifetz. He has definite ideas about
accompanying, and through the pen
of Mr. Brant, he gives out with ex-
tremely valuable pointers.
.

Be sure to get a copy of ETUDE

for April. You'll like ir!

A new

biography

anal}fsis

Jean
Sibeliu

By Nils-Eric Ringbom

The author, a personal fr
of Sibelius, combines in
volume a general survey

with a biographical ace
of the great composer.

and students of music.
poser's work, checked

cation in this book, sh
prove invaluable.

edited by Gerald

Abraham
Music, An Art and a

S, Carpenter

Beethoven Studies,
by Ludwig Misch
(translated ]lj.' G L
C. de Courey)

Introduction to

C. de Courcy)
At all bookstores

and sty]istic

A MASTER AND HIS WORK

transioted by G. I. €. de Courcy

analysis of the stylistic
velopment of Sibelius’ music

Jean Sibelius will be of
special interest to musicians

complete list of the com-
Sibelius himself for publi-

£3.75
Other good books on music

Grieg: A Symposium,
£3.00

Business, by Paul

$3.75

Mozart and His Piano
Coneertos, by C. M.

Girdlestone £5.00
The Art Song. by
James Husst Hall £4.50

the
Psychology of Mu-
sie, h'l,. (. Révesz
(translated by G. L

UMNIVERSITY OF
ONLAHOMA PRESS,
Horman, Oklahoma

S

iend
this
and

de-

ount

The
by

ould

£3.50

£4.00




Music Lover’s World of Music

a3, 3 (Continued from Page 3) = )
l%O()I\S] 1K e - Meore People B
N Hans Schwieger as general mosical di- 5. The Ives collection will be broonght ore eopie uy

rector. He will be in charge of both the  to Yale carly next fall and _1_-.|I| be
Inctitute and the festival. housed in a special “Ives Room™ in the : QAurlitzer “Piancs

in Spragee Me-

Guard it
against

Straylﬂg ! :- new Music Library
H Y ﬂ AL E ANDE RS '[-J'N Herbert von Karajan, noted Aus-  morial Hall, Ives, who died in May,

awny N trian conductor who is making his first 1954, close to hie B0th birthday. was a ¢ fhﬂ}i fjﬂ_w‘jg ;_-_!i
uppearance in this country as conductor - Yale graduate, having received o Yale L —
Protect it for —— of the Berlin Philharmenic, replacing B. A. in 1898 ; : — 2 oy
a lifetime! ihe late Wilkelm Furtwaengler, will also < - = * CP{JHH (2 ther Iame
conduct the Philharmonia Orchestra of The eighth annumal Mid-West Na-
Paganini Paganini { £ London when it makes its !'.r’_‘t .-"unrrlfilf' tienal Band Clinie, held in Chicago Jast
NG WG losteiatrayed, fraywe, by Rends da Sunieires M o) 15 e huge tour next fall. The Berlin Philharmonic's  December 15-18, proved to be one of
mislaid or soiled sheet music. Mo ! money bul scallered it mog, tour opens on February 27 in Washing-  the best attended in recent years. Mu-
more frantic search through mixed-up Paganini was born in the court his vices, He died of tghe, ton, 0. C., and will close in New York  sic educators were present from all parts
stocks of muddled music. or alley of the Black Cat in Genoa, @ comparatively poor ma i Aprit X ;I’ l”f-r' |-.l u;ltllf t-.;mr-{nml ogwreos
: .. : . : ) ighlight of the three-day programs was
Don't pile i—FILE i, in the wondarful that quarter in the ltalian city Renée de Saussine regliy i : i jonal
i " s : : . : S The complete collection of the & concert by the internationally-famous
TuﬂuNf:hm:'r ltﬂg.:r-!lp trays :In:.ﬂ n1mn1rdhnnd :I'H‘I\I:IIJ_I' with filth, fear and dev- vivid nature of her sghis iR el v.lurlv..:-u of Charles E. Ives, 1. 5. Air Foree Band from Washington,
2 W . I " + ET] # _— " + - r Lt -
;"Icrtli “t:n:“::‘r:-' f::;:v- w':‘l::r' | ilry.” Your reviewer once visited has produced a book which | noted American composer, have ht_‘Pn 0. C., conducted by Colonel George
<, B Spadignssen e gt | e lnirl}1|llill'!' of (_'h”_1||i|h1_r Co ]:; to become as permianest , :_'_i.u-n by h:u. v._-ilirlw.'ll:q- ‘i”.ulr;Tl n;:-rr-u!:-. |E|4.'1..-|l|4'. ,ll.lm-t.h.-fr |tr}p r;nlu:LF cvl-m{ \::‘-" |
p-riud ”?1.“ o i s e 7 - B i . .I, []’ ="l " '||'|" r'..-“r"l.'tlﬁn mclodes gl ol Ives man- Lhe ||||'|.I;1'r g.u.l‘ll P;l ll:' |||!|.lII ||. ! (L -2 |
bonds. Mony sizes with copocities from 1175 | lumbus, near that of Paganini, and Il”- et Ir T seript muosic as well as a considerable  Roval f..;l:lil'h‘lh .'\_Lr Foree Training
| counted fourteen cats in the court- clrrawe-Hill Book Co, Inc, § body of memorabilia, books, press clip Command, Flying Officer C. 0, Hunt,

Bandmaster. A total of 14 clinics were

to J000 sheets of music. Richly mode, .
pings, printed music and other items,

choice of finishes. Ask your dealer, or— }'Llﬂi. “The Black Cat.” however, i E
WRITE FOR FREE DATA is isingularly significant of the = Muess Tharmpy T oy Cathurlel o thi T oA e The cohost st
Get complete (llustrated folder showing all | 'Jllah:u!"'_nnlnl al career of the mos by Edward Podolsky, M, b, [nstruction which began last November  college band field,
sivios. st ool Tihbes avalabie. extraordinary of all violinists, who T kbt i
f;:l;tnuif d'inhlt‘i Aame. _TUNK MFG. CO., was JI]I[J'- described by one of his hist “J - .I._m" e i
N. Maognolia Ave., Chicoge 14, | contemporaries thus: *“There is I“.h,‘::rull S . ‘lllﬁifﬂl Nl‘“‘rs llEﬂ]S
i WHFE SETIoUs aller

something in his appearance s0 gyl gac e D p from Abroad
1 i i

supernatural that one looks for a b ) e

glimpse of a eloven hoof or an JII L RS E N G,

angel’s wing."” 5
Here we have a remarkably in-

The “Nocturne'
Mo. 875 shown is 18th

Century period style in
Maohogany or Walnut,

[he lsrael Philharmonic Orchestra  “The Hound of Heaven” by Mauvrice
ha= had @ full schedule this past season  Jacobson, and the Sixth Symphony by
who have given the most af anl is now about to embark on o spring  Edmund Rubbra, The Flr-;r niamed wirk

e tour of Enrope. An outstanding event  is a setting of a poem by Francis Thomp-

same  thirty-thres

|]]I1|!| L FIVENT I!h-":.l:l-l. by the »

[0NKabinets

Hald i .
- ;5;5?11:,::‘;:;; r:u:c f h E teresting book, the result of long {
B ors EE' music rescarch by a distinguished French to the subject. He bas ab of the season was a concert version of  son. It was presented in Birmingham
viakn: wirhioes “”:.1 de Giass sacked literature gpon this s Mozart's “Don Giovanni™ with eight by the City of Birmingham Chair “:nn!
— I S e —— — ‘ 1 of Vs A . : i He has himsell whithin sosiei vocalists from Italy singing the principal  Symphony Orchestra, Rubbra’s Sixth
rhe LﬂfESf Ad&if'. n P g saye, Thibaud and Pro- teet . son th riles, The Tel Aviv Chamber Chorus also ~ Symphony, which crities acclaim as his
ons kofiefl ), who has also made a repi oGt :: G participated. Heing Frendenthal, one of  best, was plaved by the B, B. . Sym-
tation as a novelist. In fact, apart of which have been publish the visiting conductors from .\'-.'.|-|I<-|.1.hml pheny Orchestra, conducted by Sir Mal-
ETUDE ax his soloist, the eminent cellist, Gregor  colm Sargent.

fn fhe re"nwned' from being a biography, the book RS ¢ i i l y iy i .

! : Although opinions Piatigorsky, who appeared fifteen times itzer is the
| ].M" a kind of charm and literary methi si UF!I.... & i o o crowded houses, He al=o gave a pro- The Danish State Radio has com- | HE musical E‘J{CEHE“CE of a Wurlitze Piano

interest and just the kind of reades O e missioned one of its native composers, | peyfoct foundation on which to develop the most de-
interest that one finds in a volume Vagn Holmboe, Tln write a svmphony
commemorating  Denmark’s  liberation - 9 11d? ssonality
England’s musical season has in-  from the Germans. The work is to he snahle aﬁpﬂﬂt‘s Df o Chﬂd S PEtnh t} ;
cluded first performances of works by performed on May 4, the temth anni-

gram of chamber music with his pianist
mn ”“'l-lrl\ are =l n 4 % and _1_|1'U||;|F|aj|_-|_-|1_ “I.I]illl Berkowitz

CHAPPELL SHOWCASE FOR PIANO

selected for vacation reading, ux, particularly in the m
Paganini, born in a hovel in individual dosage whict

Full, glorious tone. . . evenly balanced touch. ..

A Series of familiar melodies in rich- bul De. |
: ey . srv nebulous, D, Podolsky s : I . :
sounding easy-fo- 3 : 1782, soared like a meteor ove - i Bt two native composers: & choral work, versary of the liberation,
g easy-fo-play settings for pianc Europe until 1834 when }:q:.;.-u:-.; does indicate the advanco : . :
by LOUIS ¢ | a very rich man. He died in Nice V¢ been made. The book = , and many other Wurlitzer features of genuine merit
e | in 1840. His techni ciec I P which should be very usefult COMPETITIONS (For desails, write to sponsor listed ) ; L . . .
1 1640, His technique was prodi. i R PR pl‘ﬂ\.’]de the }’Oungﬁter with the satisfaction and in-
gious, according to the unanimous """' ke r.“[“. in the sabject ® Capital University Chapel Choir Conduetors’ Guild anmual anthem com- ! . [
COME RAIN OR COME SHINE aiald Aat | opinion of all critics. He explored Philosophical Library L petition. Open 1o all composers. Closing date Seprember 1, 1955, Details spiration necessary for 1'apld Progress.
. i the ]]ll'ihillihlir-u i } 1 e from Fverett W. Mehrlev, Contest Chairman, Mees Conservatory, Capital
Of Ins mstrument University, Columbus 9, Ohio,

LONG AGOD [And Far Awa
¥l
Jerame Karn : ¢ ; "
| and is credited with so many tonal Yawe Singing Potentiol

Jerame Kern innovations  (double-sto lef by leorge Kester  National Federation of Music Clube Thirteenth Annual Young Composers
Ps, eft Contest. First and second prizes in two different classifications. Closing date l ’ R LI ZE R A I J () S

LOOK FOR THE SILYER LINING

LOVE WALKED IN S
Gaorgs Garakwin hand g b uria f i I i a ; " 5 "
T AT e e ks sorge Gerth i F":’“'} ito, staceato, harmon- A thought-provoking pam March 25, 1955, Details from The National Federation of Music Clubs Head
! g, ete. ), thy N F : : - ki : ; L AAE W Ay S New Y : ()
: b Richard Rodgers , that violin performance  which the student, the teach warters, H5 W. 23rd St New York 11, New York. The Rudolph Wurlitzer Company, DeKalb, lllinois
THERE'S A SMALL HOTEL . made an immense advance, His 3 bt : b 1
Richard Rodgers complishment " : I + His ac-  the singer will find produc! ® Composition contest for wind and percussion instruments. Sponsored by 3 o R 0
i 1 s preduiond ‘Iﬁ-]" new and stimulating Mdess The National Association of College Wind and Percussion Instructors. Dead B bbb o e bl et ebeletieg b
Impression upon Rossini : e } line for submitting March 15, 1955, Details from William H. Sl
Price 5 A - oszini, Doni- autho avs in his frd che i or submitting entries, Man 5, 1955, Details rom illiam H. Stuals = 1T
gt g zetti, Berlioz, Schumann Liszt ‘: o qFT I|: :I d | : hins, Composition Competition Chairman, School of Music, University of The Rudelph Wurlitzer Company, Dept. E-10, DeKalb, llinois:
. . na ' BEL. ou will understand how & Wichiz A sor. Micklsin .
_["h”l"”‘ Brahms and others and it will be to conaciously cont? ichigan, Ann Arbor, Michigan Please send me your full color literature and the nome of your
Send for a grati copy of the complaie b ] "I’IE"'"""H their art. network { muscles arou * American Guild of Organists National Open competition in Organ playing nearest authorized Wurlitzer dealer.
fart . NEW Themalic From his sixteenth vear Pag e o Sy for all organist= not over 25 years of age on January 1, 1955 Details from
isting for the entire CHAPPELL SHOWCASE SERIES nini became incredibly j i' ':-":" vocal cords or the American Guild of Orzanists, National Headguoarters, 630 Fiflth Avenue, New '
PRt Y dissoiule arlves, since these moscies W I York 20, N. Y. MNAME - Pt L i il -
and d”‘*lii'll'r‘li H E : - LR b g i
. - e was a nolorio ' i d perform U y inelivi i B % I
gambler and his life wa |_u-1 voluntarily and perform ® Contest 1o secure in one individual the perfect composite talents 1o qualify O Teacher [ Parent [ Stedent
THE CHAPPELL GROUP IN by many candal » T"'“L;'d ties best when left alon for the rile of Carmen. Candidates must excell in acting, singing and danc- STREET
c e m e o Calous romances. He  writer | nade an objecli® ing. No closing date anncunced. Details from The International Music Ne it iy
was ke < y p . A% maoe a L # E 3 . o AR i H 15 EWE
Buxton Hill Music Carp, ® Chappell & Co. Inc. » Datyive, B e s b h:tr!n.lrl'.l lous violin Eenius and taking the mystery out of fine Syndicate, 30 N. LaSalle Street, Chicago 2, Illinois.
. ] « Brown & Honde Hably the most fam g : i i ;
Garshwin Publ. Corp. . T. B. Harms Ca. & 3 ¢ s virtnosi in m -“_ t famous of all ural voice production, ® Koscinske Foundation, Two Chopin scholarship awards of §1.000 each for cIry... o e i it s sebgsnsnis M B BTATE
Williamsan Music, Inc. ! sic, but he was ot sroduced arv upconven! a composer and for a pianist. Deadline for filing applications March 1. De-
RKO BLDG. ROCKEFELLER above sto . ¥ jced 3 Vel ; : - . =, B - g
CENTER Mow Yosk S oty I”-i } 1 OpIng to tricks of shaiic Bk 15ils from the Koseinsrko Foundation. 15 East 65th Street, New York 21, N. Y. Tl L I I
Foe. e Ans "I' In none Loo q kP |
; good taste. The William-Frederick Pres'?
f - s i 7
ETUDE—MARCH 1955 -

ETUDE—MARCH !




america's

myY
DAUGHTER,

At Nlendtlbsodon
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to your Wedding March.
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how to play your Spring Song.
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", CARILLONIC BELLS or
i CATHEDRAL CHIMES ?

MARAS

i MAKES BOTH!

X SINGLE BELLS o PEALS
E CARILLONIC SETS

?’" Whether you prefer
ml  electronic bells or the mellow
tones of genuine cathedral
chimes, you'll find the finest
in either made by Maas.
The more than 25,000
instaflations of
o, Maas-Rowe chimes,
; carillons and bell
systems attest
to their

&8 superiority.

ROWE &

" CARILLONS

Dept; E2 @ 3015 CASITAS AVE:
LOS ANGELES 35, CALIF.

ONE contemplates the new
Grove's with some amazement
and wonder; for it must have taken
considerable courage, lots of time,
and certainly more than adequate
financial resources to undertake so
complete and, as far as possible,
up-to-the-minute revision of the
old “Grove’s Dictionary of Music
and Musicians,” In this time of
gimmicks, speed and the easy dol-
lar, the accomplishment of a mam-
moth project requiring among
other things the, by now, old-fash-
ioned virtue of sheer patience in
the face of a long drawn-out peri-
od of hard work is wholly admira-
ble. The new edition which was
seven years in the moking accord-
ing to its editor, Eric Blom, is clear
evidence of the kind of patience
which can form a careful plan and
proceed toward its fulfillment, [t
was lime, of course, that the re-
vision be undertaken; for the very
size of the new and fifth edition is
ample evidence that all kinds of
musical activity have been flourish-
ing during the first half of the
twentieth century. A mass of valu-
able new information has been in-
cluded, categories, not present in
the older editions added, and old
articles revised where either the
facts or new points of view war-
ranted changes. A thoroughly com-
prehensive evaluation of the new
edition would have to come from a
group of reviewer-scholars who, by
a careful comparison of the earlier
editions with the new one and by
checking the technical, scholarly
and historical information against
specialized sources, would proba-
bly arrive at critical results far
more compatible with the stature
of the revision than this single re-
viewer can do presently with only
the third edition (1927, reprinted
1953) to go by. Nm'eﬁhi:less, as
insufficient as the present tools may
be for a total evaluation, nert;ih
aspects are capable of at least g
preliminary judgment.

We should mention first the dif-
ference in physical size. While
girth is generally deplored in hu.

man beings whose tissues relax

Grove’s Dictionary
of Music and Musicians

Fifth Edition

Edited by ERIC BLOM
Reviewed by GEORGE ROCHBERG

with age, in Grove's it is entirely
weleome; for the new edition has
grown to nine fat volumes {com-
pare with third edition—{ve usual
sized volumes plus a supplement ).
The cause for the gain in portliness
lies in the addition of some 5,00
new entries which include more
than 250 long articles on subjects
never covered in previous editions.
While we are still discussing the
physical aspect of the new edition,
this is a good place to mention the
typographical improvements, [t
was evidently decided that the old
plates would not do for the new
edition, and a= a result the entire
dictionary was re-set. A wize deci-
sion, this made it possible to work

out better page layouts and to aid
the researcher in finding a name
or term more readily by setting
main headings in bold face type
{compare with third edition where
main headings were set in upper
case and consequently difficult 1o

find quickly ). The music cuts, col-
or plates, charts, diagrams, ete.

the visual quality of the edition.

This reviewer was curious to see

what effect twentieth century mu-
sicological research may have had
on the new edition. So he turned
to such headings as came to mind:
Chanson, Ars Antique, Ars Nova,
Hur:_wue. The Chanson, a product
of French polyphonic genius of the
1-'!!!1 century, is treated generously
with plenty of music cuts, It was
difficult to find ouy anything about

the Chanson in the third edition |

E:ccuuﬁe It was cross-referenced as
see song, subsection France™ and
was merely part of a general his-
torical survey. In the present arti.
cle ;l. stands on its own as an au-
thentic musical form of the period
of Machaut, Ars antigua and ars

nova, musicological designations |

for two periods in early European

pl:rh'p:hnni:: devel ‘pment, are nol

mentioned at all in the third ed;.

;w.n i they are given in the pew one,

t]l"; 18 important that a dictionary of
e scope of Grove's contains s

t 4 ins

information, e

(Continued on Page 47)
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Jan Smeterlin

The Question of Touch
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Waords of wisdom concerning this

all-important subject from one of the

foremost of present-day piano virtuosi.

From an interview with Jun Smeterlin

Secured by Rose Heylbut

URING my recent tour of Australia,

one of the eritics was kind enough to
speak of my *“Chopin touch™ and this refer-
ence immediately set off a most interesting
discussion, It was conducted in the press
—1the Australians are eager participants in
questions of this sort—and a surprisingly
large number of people wrote letters of
opinion and query. What is & Chopin
touch? What, for that matter, iz touch?
Since keyboard tone is directly produced
by hammers on strings and only indirectly
by the human hand, do variations of touch
really exist, or are they illusion? [ took no
part in the discussion, being fairly occu-
pied at the time with playing five different
programs in nine days: but the subject
gave me food for thought.

While the pianist is well aware that key-
board tone is a matter of hammers and
strings, he regards it in a light not colored
exclusively by physical science. According
to the physicist’s theory, piano tone, which
originates in percussive action, should al-
ways sound the same. The pianist knows
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that it does not; he knows that touch does,
indeed, exist and that it can hardly be called
an illusion since five different pianists will
produce five quite different qualities of
touch (or tone), all clearly recognizable to
audiences the world over. To the pianist,
touch is physical tone so individualized as
to express personal concepts of music. His
great question is, not does touch exist, but
does he know how to control his own touch
so as to express exactly what he wishes to
express at every moment of playing?

How can touch be controlled? Well, the
first step is to come away from the key-
board; leave pianistic problems alone for
a while, and think out how you wish a work
to sound. Think about it note by note,
phrase by phrase. In second place, think
out ways of achieving that sound. Present-
Iv. then, you will see that the desired re-
sult flows from not one touch but from
many different kinds of touch and tome,
each of them independenmtly planned, and
all of them blended to produce a varied
continuity of music.

By this [ mean a very simple thing: a
tone—a single one—expresses very little.
What makes music is the relationship of
lones, to each other, and to the musical
plan one has in mind. Touch resolves itself
into legato touch, staccato touch, singing-
tone touch, leggiero-tone touch. All of them
—and many more—are needed for the ex-
pression of music,

The so-called illusion of individual touch
is due to several things. First there is the
dynamic approach, which differs greatly
according to whether one plays a legaio
cantilena, or a rapid passage. In the sing-
ing melodic parts, no two notes should
sound in exactly the same way. Each suc-
cessive tone of the phrase chould be varied
by a slight crescendo, or decrescendo—even
a tiny ritardando (but this should come
only after the peak of the phrase, never be-
fore). The leggiero touch is exactly the
opposite of the cantilena; it is more me-
chanieal, and brings out all tones with equal
precision and equal dynamics. A good way
to practice swift passage work is to keep all
notes of equal volume, and then to reduce
the volume still keeping all the notes dy-
namically equal.

The position of the fingers is important
in securing variations of touch. Always
keeping arm and wrist free, legato tone is
best achieved with flat fingers which do
nol strike down on the keys but, rather,
slide, or glide, forwards upon them. Stae-
cate tone, on the other hand, requires
curved fingers; it is struck down on to the
keys and becomes lighter in proportion as
the fingers are held nearer the keys. I do
not agree with the theory that the best
staccato is played from a good distance
above the keys; on the contrary, the closer

you are, the quicker the key goes down and
comes up again, and the lighter the tone.

Singing tone (generally, but not always,
in the right hand) should be regarded in
relation to accompaniment tone (generally,
but not always, in the left). The playing
of a complete phrase is really an imitation
of two other musical media: the right hand
tries to sing like a voice, while the left tries
to sound like an accompanying instrument.
Each hand. therefore, has its= own finger
positions, its own touch, its own means of
approaching its desired result. The great sin
is to play all notes alike, =0 that they sound
like a machine.

In speaking of the production of touches
and tones, | must stress the most impor-
tant point of all; namely, that mechanical
knowledge of the keyboard means little
unless one knows exactly the kind of tone
desired at any given moment of music. And
one must know this in advance, before at-
tempting to produce the tone. Actually, then,
touch begins in the mind, in the heart, in the
musical consciousness, It cannot possibly be
mastered through piano practice alone, One
learns tone (Continued on Page 21)




Its important place

in the American music field

ITH the general if helated recogniti::rn

and acceptance of music az one of
the important humanities, administrators
in higher education have, historically speak-
ing, moved promptly in most colleges and
universities to put their music departments
on a basis comparable to their other major
educational divisions.

Perhaps it is time to consider in a gen-
eral way what major influences brought
about this tremendous development in
music and music study during these brief
thirty years. As this period coincides ex-
actly with the existence of the National
Association of Schools of Music, the impli-
cotion seems clear that this Association has
had a major part in this development and
it is this dominant influence which we
propose to consider here,

To estimate and evaluate all the causes
for the present intense and widespread in-
terest in music would be difficult, if not
impossible, for this involves the enormouns
impact which radio, recordings, and tele-
vision have had on the listening public.
We shall try to confine this discussion to
a survey of the development of music
study and its subsequent influence on the
musical life of America,

To measure progress in educational
methods, it becomes necessary to recall the
conditions which existed generally three or
four decades ago. Then, only a few colleges
offered music courses and none granted a
professional music degree. The curriculum
for such “majors” was musically scanty
and even where the courses were presented
by fine scholars, it became a problem to
have such earned credits accepted by other
institutions. This was particularly true of
the so-called conservatory type of institu-
tion which offered a three or four-year
program including some academic subjects
as well as an intensive training in both
theoretical and applied music, and leading
to some form of diploma or certificate.

Many of these schools were notably sue-
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The National Association

of Schools of Music

cessful and produced some of our fine mu-
sicians, both performers and teachers,
achieving thereby national recognition for
leadership in music study. Regardless of the
quality of this conservatory training, cer-
tﬂi" Df thm’ !_H;'_I]f_}i'l-]ﬁ f{HJ!ld. I.}'lt"l“!".']'\'l'!" ["l.'i:‘.]
with the seemingly impossible problem of
establishing credit which would be accept.
able for transfer to liberal arts colleges
and universities,

I can do no better than quote from an
article written earlier I'"." the Secretary of
the National Association of Schools of
Music, Dr. Burnet C. Tuthill, who has
served continuously in this office since its
inception. “In October of 1924, twenty-two
schools gathered in Pittsburgh and adopted
a constitution and set of by-laws. The pub-
licity about this meeting reached the music
directors of the colleges through the music
press, and as they had problems of their
own—different ones to be sure—they asked
to join our deliberations and were wel-
comed. After four vears of preparation,
standards for the Bachelor of Music degree
were set up and agreed to by all present,
There were then furl_}' schools represented,
half of them independent conservatories.
and half, colleges,”

The European system was one which
1|le'|:|r::m1 music study from other educa.
tional procedures and contained music
study within an academy where liberal arts
subjecls were not required and not even
offered. The meeting in Pittshurgh thirty
years ago took a step which then seemed
radical and has since proved sound:
parted from the European pattern
joined the teaching of music with
academic disciplines.

This European system was one of passing
along great and old traditions by eminent
artists and scholars who through the years
trained some of our greatest
l:loth Icrculn-u and performing, by inspira-
o st cumple. Tonition

ays hand down accy.

it de-
and
nl]l:'r

"'Ill*-llf"tu”_n.‘

by HARRISON KELLER

rate information. For example, in the case
of music history, much that was false crep
into the picture. Celebrated performen
often took liberties with and felt privileged
to change the original texts, which resulted
in distorted published editions long 2
cepted as authentic versions, Only when the

trained music scholar entered the field of
research did we get a clear picture of the
musical past. The present interest of masic
scholars in musicology is playing an ever
increasingly important rile in correcting
uncovering, and interpreting much valuable
information which is so constructive and
necessary in the understanding of musical
styles,

NASM was fortunate in having as leaders
such men as Kenneth Bradlev, Harold L
Butler, Earl V. Moore, Howard Hanson.
Donald M. Swarthout. and Price Dovle
who served as successive prrﬂ}]i‘m'. and
who not only had firm convictions bot als
had courage, wisdom, and the ability &
convince the administrators in institotions
of higher education that music was oot
entertainment but rather a vital part of lile
From that it followed that the study
musie in all its phases was as pecessary 2
that of any of the other humanities

A great victory for music in America was
won when many of the heads of colleges and
universities n‘;'u;:n'r:rrﬂ the fact that the
development of performance skills was not
only a valid ‘educational discipline bt
also that music on the pr'ru[rtl page wi
a dead language until brought to life b
the skilled performer, Some few collegrs
and universities have confined their depart:
ments to training in  music r-_'-m;.!-'--'-tl'-"?-
theory, and history, often on purely a oo
tural basis, offering no credits in B}-i'ii‘"'i
music. | might add that such students ar®
encouraged to develop ability in music
performance but they must find this trai
ing elsewhere and the time and energ!
must be stolen from what is often a full

(Continued on Page 62)
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Roland Hayes, noted Negro tenor

A truly remarkable expounding
of the background and development
of the religious vocal music

of the American Negro.

Interpretation of the Religious

Folk-Songs of the American Negro

by William L. Dawson

rl"i[lj RELIGIOUS  f(olk-songs of the
American Negro have steadily grown in
popular favor since they first were pre-
sented to the public by the Jubilee Singers
of Fisk University in 1871 Today they are
heard in various renderings in churches,
concert halls, on the radio and television
circuits throughout the world, From the
beginning, their deep spirituality and their
unerring expression of profound religiouns
experiences have stirred the hearts of men
and women of every race and nationality
regardless of diversities of speech and mu-
sical background.

Because of their unique appeal, the
Negro religious folk-songs have been sub-
jected to a wide range of treatment at the
hands of smateur and professional musi-
cians who have undertaken to correct what
were thought to be cruditics, and make
them conform to conventional musical de-
signs, with results which ofttimes have
obscured their inspired beauty and done
violence to their inherent reverence,

Nearo religious folk-2ongs, as is true of
all Tolk-songs, are group expressions. They
express the emotions and experiences of
the Negro slave in the United States. They
involve no individual composer or poel.
To interpret them properly, one must be-
come familiar with the conditions and cir-
cumstances which gave birth 1o them. It

W illiam I.. Dnwson, an authority on American
Negro music, is director af the Department
of Music of Tuskegee Institute in Alabama.
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is equally important to study the character-
istics of the music itself, to catch the
mood and feel of it, in order to express
adequately the sentiments that it embodies.

Removed as we are from the times and
conditions which gave birth to this music,
it is impossible to sense the mood expressed
in their melodies and natural harmonies
or lo grasp the form and content of their
words without first becoming familiar with
the background of their creation. They
have sometimes been called “sorrow songs”™
because they reflect the cruelties suffered
at the hands of masters and overseers, and
the agonies and torment of soul which these
cruelties produced.

Two passages taken from ante-bellum
archives will give the reader some idea of
what American slavery meant to the black
man, introduced here to give vividness and
authenticity to this analysis of the meaning
of religious folk-musie of the Negro, popu-
larly called “spirituals.” One is taken from
an Act of the Legislature of South Carolina
in 1741, apparently intended to put a curb
on the torturing of slaves: “In case any
person shall willfully cut out the tongue,
pul oul the eve, castrate, or eruelly =cald,
burn, or deprive any slave of any limb
or member. or shall inflict any other cruel
punishment other than by whipping or beat-
ing with a horsewhip, cowskin, switch, or
small stick, or by putting irons on, or con-
fining or imprisoning such slave, every
such person shall, for every such offense,

forfeit the sum of one hundred pounds,
current money.” The second passage is
taken from an address by Henry Berry be-
fore the House of Delegates of Virginia in
1832: “Pass as severe laws as you will 1o
keep these unfortunate creatures in ignor-
ance, it is in vain, unless you can extinguish
the spark of intellect which God has given
them. Let any man who advocates slavery,
examine the system of laws that we have
adopted toward these creatures, and he mav
shed a tear upon that, and would to God,
sir, the memory of it might thus be blotted
out forever, Sir, we have. as far as possible
closed every avenue by which light might
enter their minds; we have only to go one
step further to extinguish the capacity to
see the light, and our work would be com-
pleted; they would then be reduced to the
level of the beast of the field, and we should
be safe; and | am not certain that we would
nol do it if we could find out the necessary
process—and that under the plea of
necessity,”

These excerpts give deep and poignant
meaning to the words of the “spiritual”
familiar to most Americans, Nobody Knows
de Trouble I See. With such a background.
we marvel at the lack of a single word of
hate in the religious folk-songs of the
Negro! In the midst of inhumanity, he
sang: “Lord, 1 want to be a Christian.
I want to be like Jesus.” In these songs
one can hear the “cry™ for deliverance
and freedom (Continued on Page 58)
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My First
Meeting

with Bartok

Personal notes on the

character of the great
Hungarian composer-pianist—
a chapter from a

forthcoming book publication

by Andor Foldes

MET Béla Bartok for the first time in

1929 on a balmy Spring evening in I]:w
big studio of the Hungarian radio station in
Budapest. 1 was a little over fifteen then,
shy and timid—what you might ‘_"1" L
trovert. | studied piano under ]‘.arl!l-"*ﬂ‘ vomn
Dohnanyi at the Hnj.'ui Hungarian Franz
Liszt Academy of Music and one of my
colleagues was Lajos Hernadi, a former
pupil of Bartok. Barték and Hernadi were
to play a four-hand recital at the studio
and | was to turn pages for them.

I had already known Bartok's diminutive
figure, his almost grotesque way of walk-
ing from the concert platform (he always
entered the stage gingerly, with small and
fast steps). Barték, the composer wasn't a
stranger to me either. | remembered dis-
tinctly the world premiére of his “Dance
Suite” which was composed in 1923 for the
50th anniversary of the unification of Buda
and Pest into the capital city of Budapest.
For this historic occasion the city of Buda-
pest commissioned the three best-known
composers of Hungary to write festive
works to commemorate the event. The three
works, written, Dohnanyi’s
“Ruralia Hungarica™ (a not too significant
work, almost never performed today),
Kodily's monumental “Psalmus Hungari-
cus” (one of the best Hungarian choral
works of our century), and Bartok’s won-
derfully congenial “Dance Suite™ with its
barbarie, almost atavistic rhythms. In a
festive concert of the Hungarian Philhar-
monic Orchestra, these works were first
performed under the baton of Dohnanyi,
who was then conductor in chief of this
venerable body of musicians,

As a ten-year-old child, I certainly didn’t
get much out of Barték’s “Dance Suite,"”
which was decidedly way above my head in
those days. But the little man with the deep-
deep blue eves, earnestly acknow ledging the
none-loo-great succesz of his latest work
with a few f!ui:'k, rather stiff hl'th--'-. made an
indelihle impression on me.

thus were

There was something strange. almost for-
bidding about this man. His slight, bird.
like figure had, despite the obvious modesty
inherent in his behavior, a great deal of
dignity about it. He commanded respect in
everybody who saw him or met him. No
matter whether you liked the music he
wrote, whether you professed to under-
stand his compositions or not—vou
to respect Bartok, the man, E

There were all sorts of rumors
around in the musical circles of Bug
those days. Bartok was not popular among
the many professors of the Raval |||:|nr:
garian Franz Lisat Academy of Music, 1
whom belonged such personalities as Fuy
Hubay, the famous violin
founder of the Hubay school of violinists,
and ﬂllrl composers Kodily, Dohnanvi and
Leo Weiner among others. He was much too
:':'I(_']:{"_ 111r;.||:]|h't_|m self-conscious, much loo
shring. But hiz ow 1 ; c z
better and had d:-li:;-'“ . s

had

going
Ll-r""'wl

0
. I".Ilg{'n
virtuoso and

contact with him, weng

all out for him. As a professor of piano he
was very demanding, very severe, He yy
not content with anything less than perfec.
tion, especially rhythmically. He als i
sisted that his students should thorough)
analyze all works which they studied from
every point of view. He never taught com.
]'_}n_l-'ui'lj:u:l—hl'. didn't believe in teaching i,
But from the way he taught the intetpre.
tation of Bach’s piano works or the Bee
thoven Sonatas one could learn moare ahagt
musical forms than many a voung gnd
aspiring composer was able 1o pick up h!
studving harmony and counterpoint with

ather teachers of the Music Academy, The
Academy was chuck-full of “masters™ gt the
time, as most teachers insisted that they
be called by that title. Barték was an ex
ceplion.

“Mr. Professor,” or “"Professor Barték ™
was llw' urli'_i' title the Ereal COMprser ever
LI'III_ It seemed thers was 'l-|ll1|rl|'|i.-:; in the
word “professor”—this rather cool and

academic word—that rather appealed 1s
Bartok.
Every once-in-awhile Professor Bariok

letters of
protest against this or that, againsl some

gave himsell to writing letters

injustice which he wasn't able to stomach
One of the old
Academy—well informed of all goings on
characterized the situation aptlv: “Pr
fessor Bartak.,”™ he told me somewhat arhast

I:"IIIIITIHH'H at the Musi

one morning, “keeps writing letters and
all the gentlemen at the Academy keep
scratching their heads. . . )"

Apparently Bartok did not “belong
the “gentlemen.” He came seldom to aca-
demic meetings and had few friends among
his colleagues, Perhaps his only real friend
and confidante was Zoltin Kodily, with
whom he shared his great love and passion
of flle-hlll_‘._’ i "ilﬁ'!i"H- M the two, Bariok
was definitely the more active. the more
]'-'l"-"j“r'liH". I'd almost say, the more dra-
matic personality. There is a characteristi
story about Bartok and Kodily which sheds
light on their respective temperaments. It
tells of the yearly visit the two composers
jl.lil! to the old and staid music i||]|-il-i-"f
of Hungary, Rozsavolgyi and Company, in
order to receive their accounting o

vear. Bartok, it seems, was in the habit of
putting up a big fght with the publis
Irying to prove that the company che:
!"'“‘l]'l of them oul of ther VT raval

tics. While this went on and Bartok iwho

bhor
her,
ol

was much the smaller and more iragile
the two) kq'J|| ["-umiin;: the table. the tall,
Llrll’-'\. ]n'.irllr'qi K"li.:ilfn' stosod silently a sep
or two behind Bartok. After each p
r'_”E" strong outburst Bartok would turn 10
Kodily: “Am 1 right Zoltin?" “Yes, Béla,”
came the reticent answer, Afier having said
all there was 1o say, Bartok, carrving his
friend Kodily in tow, left the premises
|rr||uq]]!._

3 One of those famous lefters, which Bar-
tok wrote and which the “other gentlemen”
were IIII.'III-iiE" o !f:ﬂnl‘”r;‘wd i rll:‘:"' 19]

il
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A Chorale that’s Different

The Roger Wagner Chorale in formal concert dress, (R.) Perfeetion is the goal in all rehearsals

Wagner Chorale of Los Angeles, California, which

The unique story of the Roger

has established an international reputation for itself.

Ly Roy N. Kunkle

I{Uljl'_li WAGNER, born in France,
where his father was organist at Dijon
Cathedral, was moved to Los Angeles, Cali-
fornia at the age of seven when his father
accepted a church job in that city. The boy
sang in the choir until the time his voice
began to change and then returned to his
native country to carry on his musical train-
ing. Coming back to California in 1957, he
joined the music stafl at M-G-M studios and
was appointed Director of Music at the
Church of 5t. Joseph. He is now recog-
nized as an outstanding authority on Catho-
lic music of the Medieval apd Renaissance
periods and three vears ago received his
Dactor of Music degree from the University
of Montreal for his thesis on the Masses of
Josquin de Prés. He was also supervisor of
vouth choruses for the Bureau of Music of
the city of Los Angeles for seven years.

He initiated his Chorale as a group of
iwelve madrigal singers eight years ago,
gradually building it to ils present pro-
portions and attaining a reperlory rang-
ing from Palestrina to Hindemith and from
Bach to Gershwin. Made up of young men
and women between the ages of 20 to 30,
the Chorale received awards for the best
a cappella recording in 1952 from the
saturday Review of Literature and the New
York Times.

Mr. Wagner is probably the only person
in the country who keeps sixteen singers
under personal contract. They receive a
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weekly salary whether they sing or not.
In the lazt few years, for FFu'ria.] conoerts
of large works, he has augmented his group
to 200 singers, using his own Chorals as
the nucleus. The Chorale has sung under
the direction of many famous musicians,
including: Sir William Walton, British
composer, here from London to eonduct his
“Belshazzar's Feast”; Oito Klemperer for
Becthoven's !'-*ylnls’rlnrlj No. 9, also honor-
ing the LOOOh concert in the Hollywood
Bowl: and Alfred Wallenstein conducting
Missa Solemnis by Beethoven and several
other works. Other major choral works the
Chorale has performed are: The Verdi
Requiem; Bach's St. John's Passion: Ho-
negger's “King David™: Ravel's “Daphnis
el Chloe No. 27: the Schubert Mass in E-
flat: “Romeo and Juliet” by Berlioz: Bach's
Christmas Oratorio; the Brahms' Requiem;
Mahler's 2nd and 3rd Symphonies: and the
“Passing of King Arthur” by Warren,

Recordings by this group include: Pales-
trina’s Missa Papae Marcelli, Brahms’
Licheslieder Waltzes, Villa-Lobos' Impres-
gions of Brazil, Faure’s Requiem, and an
album of Stephen Foster.

The impulse to perform eontemporary
music is not often felt by choral societies.
Therefore, much credit goes to the Chorale
for its furtherance of music by living com-
posers such as Hindemith, Peter Jona Korn,
Villa-Lobos, Elinor Remick Warren, Ho-
negger, Walton, and Lukas Foss.

From 1946 to the present. Mr. Wagner
has kept an accurate record of all the
singers he has auditioned for his various
ventures, and the results form an inlerest-
ing commentary on the average singer. Of
the 2,353 professional singers he has au-
ditioned, he has been able to accept a mere
281 for classieal work. Out of the entire
number only 32 were able to meet the iriple
demands of classical, popular and com-
mercial work. Mr. Wagner during those
eight years has also listened to 6,787 ama-
teurs who do not make their living pri-
marily by singing and found only 362
acceptable for what he calls “first class
choral work.” The major deficiency of these
singers, according to him, is the lack of
ability to read music. And although solfége
instruction which aims at training the ear
is fairly widespread, vast numbers of the
singers auditioned could not even sing the
simple intervals of a fourth of fifth upon
requesl.

“They are all conscious of tone produc-
tion, consider themselves soloists, and 9075
of their repertoire consists of what they call
standard compositions, mostly Victor Her-
bert,” stated Mr. Wagner. *“They lack any
kind of major choral experience, which is
as importanl to a singer as orchestral and
ensemble playing is to an instrumentalist.”

As for the solution of choral problems
in general, Mr. Wagner believes that the
day of the (Continued on Page 63)
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are typical of those carried on in many

similar music sessions.

The activities of this summer music camp

s

Milo Hovey, of Butler University, with a group of young students,

The Eastern Music Camp

by Leo J. Dvorak

“Y WISH to thank vou for the wonderful

time | had at camp. | certainly don't
believe there is another camp anywhere
that does for the students what ths Eastern
Music Camp does,” writes a camper of the
summer of 1954, This response is typical
of the enthusiastic reaction of students
who attend each and every music camp all
over the nation. High school students like
their summer vacations and the music stu-
dents of the public schools tremendously
enjoy music camps. Apparently the in-
herent value of musical study reaches the
souls of these children, and in spite of the
hard work which attends any worth-while
musical enterprise, they thoroughly enjoy
themselves,

It would be nice to think that the East-
ern Music Camp enjoys some special mark
of distinction as remarked by the student
in the statement in the preceding para-
graph. If such distinction could he granted,
it might be made in view of the general
objective of the camp. This objective simply
means that music must be integrated into
the general pattern of education. The pro-

gram in music follows the usual emphasis
of other music camps, but in addition, a
period is set aside each day for a schedule
of special classes in the career interests of
the students. An interest survey is made
upon arrival of these high school students,
and visitations are provided to other col-
lege departments for survey inventories.
About 86 per cent of the students this st
summer expressed interest in fields other
than that of music. These included home
economics, art speech, dramatics, business
education, sciences, social sciences. geog-
T:'!.].]h_'!.'. industrial arts and physical educa.
tion,

The students’ indication of an interest
in mul.i'lr as a career also is given special
attention. Seminars in vojce piana, the
orchestral and band instruments, and in
the teaching of music as a profession are
organized. It may be interesting to note
that not always the best music students,
f_';ruln the standpoint of proficiency on an
m*-u:ummt, are interested in a r:‘lrm-r of
music but, of course, many of the most
skilled have already charted their future

Dr. George Westeott, Eastern Camp
band director, conducting a rehearsal,

Cornet section of 1954 camp in special rehearsal,

- e

vocation as that of music,

Through the integrated program, the col-
lege proposes to provide experiences !'r-"i
which ideals, attitudes and personal growih
may be realized and which may consequent
ly be reflected into their school and com-
munity, It must be emphasized that the
Eastern Music Camp offers vacation-learn-
i!l_E-rll”i'}!i:le‘ knowledges and satisfactions
which can enlarge the horizons of the par-
ticipants,

Eastern Tllinois State College has tried
to meet the challenge to education by pro-
jecting the Music Camp as a field service o
the area in which it serves, One of the fore
mosl !'r”}rlr-rn- tedav has to do with bridg-
ing the gap in the education program !
the public school which is broken by e
summer vacation. There was 8 time when
the wvacation was important bhecaus il
children provided a labor force for the
rural community during the harvest
sons. Today, conditions have 1.‘1.!'|-..'-'-J--_-'-"
the farm ni fl:n_;_;rr nieweil=s the }-.!i| of thes

wrd:

children. Neither are there jobs available
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Common Sense Planning

for the School Orchestra

Junior High School Orchestra of 104 stndents from 30 dilferent schools in Southern California in annual combined concert,

The school orchestra is “an almost indispensable medium in the

development of highest quality emotional health for boys and girls of all ages.”

by Ralph E. Rush

\'I.'H AT is the real reason for a school

offering orchestra as a part of its cur-
riculum? Why should administrators, par-
ents and music teachers |'-ru'tidt' for student
participation in the school’s orchestral
group? How anxious are bovs and girls
to become members of the school's orches-
tra? These and several other questions of
practical and functional value should be
answered  when
aclivities in any school. 1 there is a posi-

planning for orchestral

tive and healthy philosophy back of this
enlerprise, the answer to all questions of
this type must be in terms of what is most
important for the bovs and girls who are 1o
participate.

A littde careful rescarch will reveal that
from the very Iu-;:;]nl'-il'lj-' of the s=chool or-
chestra movement in this country, the wise
leaders had included in their planning and
concept of orchestras for vouth, the true
reason for n'r{uﬁ-tin;: this tvpe of activily
in the school program. Their reasons from
the start, and beliefs that are just as valid
todav, were based on these four basic
claims: (1) Boys and girls enjoy sharing
the cultural heritage which an intimate as.
sociation with orchestra and orchestral lit-
erature provides, and they feel privileged
when they are able to help their friends,
non-members of the orchestra. to become
acquainted with the traditions and cultural
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experiences associated with orchestral un-
derstanding.

i2) Youth becomes enthusiastic and
highly rewarded with the experiences pro-
vided by participation in an orchestra,
when after long hours of individual and
group practice, they result in providing
each member with the feeling of importance
as a contributing member to a thrilling and
exciting performance. Such experiences
salisly a basic human necd—that of assum-
ing important responsibilities and being
rewarded with the joy of success by gain-
ing the approval of their friends and leader
for a j-lll well done.

(31 Youthful members of the group with
ambition and creative drive are provided
excellent leadership roles by participation
in the varied activities of a fine orchestra.

(4} Boys and girls enjoy the social op-
portunities and development and the pres-
tige value provided by belonging to an or-
chestra with a good reputation in its school
community.

Although these purposes and reasons sat-
isfy vouth, often they do not impress the
adults who make the decisions about sched-
uling classes in the school’s program. Does
not a common sense attitude point to the
fact that the place of the orchestra in the
school program should center around the
needs of the youthful participants both

emolionally and mentally as well as physi-
cally? Most adult planners are aware of the
physical needs of youth and all will concede
that normal healthful living is a much
hoped for outcome of a good school pro-
gram, but do these same adulis place an
equally important emphasis on the emo-
tional and mental health of their vouth?
Physical and mental health are both pro-
moted by participation in a good orchestra,
but the very nature of music, the language
of the emotions, makes the orchestra, with
its rich heritage running the complete
gamut of human emotions, an almost in-
dispensable mediom in the development of
highest quality emotional health for boys
and girls of all ages,

Children, youth and young adults will be
cager to play in first rate orchestras,
school officials and parents will be over-
zealons to provide such opportunities for
their students, and the true purpose of an
orchestral offering as a part of the curricu-
lum comes into true focus when the ob.
jectives of a functional nature are made
clear for the orchestra in any community,
Outcomes of such objectives should result
in the following developments for every
participant and most active listeners of the
E"rl Eram:

{1) A serious interest in and love for
the best (Continued on Page 56)
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The Immortality of Melody

An Editorial

AN'S BID for immortality is as nor-

mal as his fight for life itself. He wants
his name and his work to be remembered
as long as possible after his passing. The
Pharachs of Egypt sought to do this by
erecting conspicuous monuments in which
they were interred for their last journey.
The great Pyramid of Cheops covers thir-
teen acres and is 482 feet high. But the
Egyptian monarchs were merely following
their predecessors for ages, who in many
oriental dynasties tried to make known to
a future civilization how great and impor-
tant they were.

The immortality of a song is quite a
different thing. Tt did not call for years
of effort, measureless materials and the
labor of thousands of slaves. It is an
ethereal thing and may be as fragile as
a wild Alower. Yet melodies born of the
soul when they are fine, last for centuries
and reach the hearts and minds of suc.
ceeding generations, Recently when return-
ing from an automobile trip the writer
passed a car filled with young men and
young women singing at the top of their
befuddled voices, “We won't get home until
morning.” Whether the car ever reached
its destination or not, the writer will never
know. But there i= one thing certain. The
tune sung to this “salute to alcohol™ is not
likely to stop for centuries, as it has lived
for centuries. It iz called Malbrouk and even
the most piercing musicologist has not yet
heen able to tell where it originated. They
do know, however, that it was sung in
French at the time when John Churchill
Marlborough. First Duke of Marlborough,
was trampling down the French in Flanders
{circa 1764). The tune was then known
as “Malbrouk’s s’en va-t-en guerre” (Marl-
horough is off to the wars). The melody
itzelf is believed to be very much more
ancient. It is said that it was sung by the
Crusaders on their trips to the Holy Land
where the melody is still heard. It was a

favorite tune of Marie Antoinette in 17050
when its venerable popularity was greatly
revived. Malbrouk is only one instance of

the remarkable vitality of a melody. Sir .

Winston Churchill, Britain’s man of iron,
he of the Marlborough line, may well be
proud of this tenacious tune.

Some melodies repeat themselves in whole
or in part through the centuries. Whaole
sections or little motifs from folksong
themes have been appropriated by impor-
tant composers who made them into larger
compositions. Brahms in his Academic Fes-
tival Overture introduced two German col-
lege =ongs, Where do these melodies come
from in the first place? No one knows, Cer-
tainly the ones that endure through the
ages are not made to order. Inspiration
is the greatest factor. The real composer
hears themes when he least expects them.
They may come in a dream, in an airplane,
in a coffee house, in a cathedral or in the
smile of a child.

Schubert found that precious themes
came to him in the most unaccountable
manner. The writer was seated one day at
a table in a little wine garden in Grinzing.
on the outskirts of Vienna, together with
the famous Austrian music publisher, Dr.
Emil Hertzka, and the Bohemian concert
violinist, Franz Drdla (composer of the
lovely theme Serenade), when Drdla said:
“This is a holy spot to me. Here on this
table Franz Schubert wrote, on the back of
a Speisekarte (menu) the theme of Hark.
Hark the Lark and many other songs, and
here | wrote my Serenade” We doubted
the identification of that particular table.
but it was an historical fact that Schubert
did find many of his loveliest themes in that
spol.

The writer has talked with scores of well
known composers, here and abroad. and
no worthy master can say that he has de-
liberately t‘mndc up™ an enduring tune by
some fanciful or mathematical formula gs

by JAMES FRANCIS COOKE

a cook follows a recipe in making a new
confection or a chemist works oul a new
chemical in the laboratory, Inspiration is
the greatest factor; every composer knows
this. He also knows that a beautiful theme
may come to very unsophisticated and fittle
trained individuals, The writer knows of
one very successiul composer of concert
songs who “played by ear” and had no
technical knowledge of music, He was a
successful lawyer. When he came lo the
publisher's office and played a new com-
position, an amanuensis took it down. The
songs sold by the thousands, They were well
balanced in form. but the marvel of it was
that the harmony was instinctively correct,
including the cadences.

Even pagan Caesar realized the nature of
inspiration. He wrote, “No man was ever
great without some portions of divine in-
spiration.” ( Yemo vir magnus sine aliguo
aflatu divin umquam fuit.) Emerson under-
stood this “divine aflatus” and said this of
inspiration: “We cannot carry on and make
it consecutive, One day there is po elec-
tricity in the air, and the next the world
bristles with sparks like a cat's back.” _

Some composers get ideas for melodies
while improvising. DePachman once told
the writer that he thought that Chopin must
have gotten many in that way because of
the great spontaneity of his melodic flow.
Rudolf Friml, once a piano virtuoso, whaose
scores of intoxicating tunes have delightesd
the world for the last fifty years, used to en-
tertain his friends by holding up four fin-
gers of his hand and demanding: “Strike
four tones on the piano.” After someont
had struck four kevs he would rush up o
the keyboard and extend them into 3 €%
leen measure waltz or march, rmp'“,*'i-ﬂﬁ i
highly trained knowledge of rhythm, h.ar~
mony and counterpoint. Some of these im-
provised sketches he worked into com
positions from which he received moaEy
returns running (Continued on Page 58)

ETUDE—MARCH 1955

Program

Building

WHILE the following discussion deals
mainly with radio programs, it may,
at the same time, provide suggestions ap-
plicable to other types of performance.
Many conductors have made effective use of
descriptive material or narration in the de-
velopment of program continuity, In gen-
eral, the techmique is usually modeled upon
that employed in the radio studio with a
thread of narration or description provided
by speaking voice or sometimes by printed
program notes.

It was not too many vears ago that the
Music Educators National Conference un-
dertook a series of special broadeasts in
cooperation with the National Broadcast
ing Company, presenting various types of
school music groups in performance, At the
time of the inauguration of the series the
attention of the Conference members was
specifically directed to the development of
what was called a unified program for
broadeasting purposes. The stimulus to
aclion at that time was a growing aware-
ness of the necessity for greater skill in
the building of programs than had been
employed in the past. The individual large-
Iy responsible for this direction of atten-
tion was Judith Waller. Educational Direc-
tor of the National Broadeasting Company.
The first program of this type was pre-
seted under the direction of Mabelle
Glenn, at that time Supervisor of Music in
the Kansas City Schools,

It was observable in this series that the
matter could be approached from two dif-
ferent points. (1) One could start with the
music and from it attempt to develop a
continuity, or (2) he could settle upon a
thematic idea first and then select music
sccordingly. Tt depends somewhat on where
the emphasis is to be placed, that is, whether
the highlight is to be thrown upon the mu-
sic with the spoken continuity intended to
amplify and make it more meaningful, or
whether the narration is accorded chief im-
portance with the music intended to under-
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score the dramatic values, As an example
of a program built around the music, that
is, with the continuity resulting from the
music itself, one may cite a program pre-
sented by the Elmhurst College Men's Glee
Club of Elmhurst, Hlinois, under the direc-
tion of Waldemar Hille. The music was a
selection of “American folk songs and
spirituals chosen for their social implica-
tions and significance.” Mr. Hille used three
different groups of compositions. The first
was composed of songs from the Ozark
Mountain region; the second was made up
of Negro spirituals; and the third was se-
lected from the songs of the South, using
tunes of the Old Harp Singers or the Shaped
Note Singers as they are sometimes called.
This broadeast illustrates that type of pro-
gram in which the continuity is used to pro-
vide a running commentary on music which
sometimes has already been selected and
even rehearsed before the continuity is
written. By using this approach one can
often build a broadcast program from mu-
sic already in the repertoire. This is a point
to be particularly kept in mind when an
opportunity for & broadeast may suddenly
be presented without adequate time to se-
lect and prepare a program especially for
the occasion,

There is another type of program in
which the continuity functions not as a
running commentary hut as a dramatization
of one sort or another. It may be the re-
counting of some historical event; it may
be an adventure from the life of some local
or legendary hero; it may be a recasting of
some old folk tale: it may possibly take
the form of the story involved in the writ-
ing of some wellknown composition, The
latter was the idea used by Miss Glenn in
that afore-mentioned “first program™ which
stood as an early experiment in the direc-
tion of unified broadcasts, In this case, a
part of the program revolved around a
dramatization of the writing of a Stephen
Foster song. William Knuth of San Fran-

CHORAL DEPARTMENT

Part Four:

Radio

Presentations

by George Howerton

cisvo used the writing of The Star Spangled
Banner to serve as the basis of the con-
tinuity. In this instance, the story was
a dramatization of the life of Francis Scott
Key, with particular emphasis on the in-
cident leading to the writing of the song.

There is, to continoe, a type of program
in which the basic idea is developed frst
and the music is chosen so that it will high-
light or emphasize important points in the
narrative or description. For this kind of
program original music is often provided
although in many instances it is possible
to select composed works which will fit into
the general scheme. Such a program was
the one presented by students from San
Francisco Siate College at San Francisco,
again under the direction of William Knuth,
The theme chosen was “American Unity
Through Music,” with the broadeast con-
tinuity built around the place of music;
first, in the home; second, in the school;
third, in the church: and fourth, in the
community. Music in the community was
shown first against the background of in-
dustry, next in the setting of agriculture.
and finally as a community recreational ex-
pression. Leading musical themes were
taken in part from standard works and were
in part the original work of students. In
addition. entire compositions from the
standard repertoire were used through the
broadeast in places where they were ap-
propriate to the idea of the seript. One of
the most interesting features of this broad-
cast was the employment of a musical back-
ground throughout the continuity. This not
only pointed up the highlights of the con-
tinuity but it served to tie the whole pro-
gram together and to give it a feeling of
unity and continuous flow of thooght

A favorite topic suitable for use in a
radio script is one dealing with some as-
pect of the local geographical territory. It
is sometimes a comment on local or re.
gional habits and costoms; it may concern
itself with some {Confinued on Page 57)
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Dv. Paul N. Elbin

IT WAS something of a shock to learn

that a friend has decided not to buy a
much-wanted phonograph because some-
body has told him that pre-recorded tape
will soon replace music-on-dise.

Since records of the disc type have been
with us more than hall a century, it is not
surprising that something different should
at last appear. But if there is a single dis-
interested expert who believes that tape will
replace dises for the average music lover,
I have yet to discover him.

To be sure, magnetic tape is capable
of reproducing musical sounds with tonal
fidelity and absence of extraneous noise be-
yond the capabilities of the typical com.
mercial dise. You may expect the “hi-f"
fraternity to pay more attention to music
on tape in the future than in the past.

Audio engineers will find their ambitions
realized most completely on tape, The hob-
byist will tend for a time to find greater
satisfaction from tape than discs, Moreover,
pre-recorded tape will fill the bill where
long periods of uninterrupted recorded mu-
sic is desired.

Reviewed by

PAUL N. ELBIN

But there are good reasons for going
ahead with the purchase of whatever equip-
ment you prefer for the playing of discs,
If your choice is an assembled “hi-fi”" out-
fit, you have really not decided against
tape; since you can always add a component
unit for playing tapes through your wide-
range amplifier and speaker,

Whatever kind of disc-player you select,
you can justify your choice with these
considerations:

1. The recorded library of the world’s
great music, as well as the popular music
of the day, is on dises. Compared with the
tithes available on discs, music on pre-
recorded tape is at present infinitesimal in
quantity.

2. For the average music lover, dise< are
casier to handle than tapes, Tapes have to
be threaded. Sometimes they break and
have to be spliced. Sometimes they spill
over the floor and have to be rewound.
Sometimes there is an accident in managing
the controls and everything is erased. Be-
sides, there is no fool-prool way of desig-
nating on tape where the second movement
of a symphony, for instance, begins or ends.

3. And there’s the matter of cost, Granted
that tapes may decline in cost with greater
production, is the gap ever likely 1o be
E'.lmu:d? Today a pre-recorded tape cantain.
ing a concerto or symphony costs $14.05.
while the same performance is sold by the
same company on dise for 83,93, ;

4. A further factor is the question as 1o
how high is the “hi-fi” in most homes where
recorded music is enjoved. The best tapes
are superior to the best discs, Bul unless
these tapes are played on equipment that
'W"i" I‘t'\'E.ﬂ] “If.‘ l]ifft}n‘nrr_ [hl"f IH‘I\'I' na
advantage. - ;

.-’a.lltll:lls has little or nothing to do with
the million-plus Americans who haye bought
tape recorders. These recorders il
bought, in most cases, becayse somebady
h‘an.tl.'d to hear himself speak, sing, or Flﬂ"-'r'
an instrument. As teaching and learning

devices, tape recorders are unmatched,

My feeling is that the market for pre-
recorded tape will not be primarily among
the present owners of tape recorders. We
owners bought our recorders for other pur.
poses than the playing of "bought” musjc,
We have no prejudice against music og
tape. We'll buy plenty of tape—but we'll
make our own recordings.

When we wanl to hear Rubinstein o
Serkin, that’s another matler. For most of
us, the disc-record meets the need ideally,

Becthoven: String (Quartets Nos, 16, Op, 18
Angel has commissioned the Hungarian
(.]uurtr.'l to record all the Beethoven L]Illrhrts.
The first six, opus 1, are available now,
and they will warm your heart. There's
nothing dainty, nothing scholarly, about
the music as it flows from the four Hun
garians. But there's no doubt that they
make music! Reproduction is flawless, An
inside pocket holds complete scores and
analytical notes, (Angel 3512C)

The Golden Age of Brass

Boston’s Unicorn Records can be ered-
ited with a worthy addition to the meagre
callection of brass ensemble music, Roger
Voisin's handling of his eight-man group
i notable for clear, unforeed tone, precise
intonation, and artistic subtlety, One side
is devoted o German brass music: the
other side is divided belween music for
brass from ltaly and England. Gabrielli is
the earliest composer, Bach the latest. Re-
production is excellent, ( Unicorn 1003)

Schubert: Symphony No. 1 in D Major
Symphony No, 2 in B-Flat Mejor

These svinphonies from Schubert's teens
are superficial compared with the “Unfin-
ished™ and the great C Major, But they
reflect the world of I'u~.,|u|} in which Schu-
bert dwelt all his life, and as played by Sir
Thomas Beecham and the Royal Philbar-
monic Orchestra they have strong appeal
for the lover of Haydn and Mozart as well
as Schubert. {Columbia ML 4903)

Greek Folksongs

Irma Kolassi's strong  MerZo-soprano
voice and André Collard’s well-controlled
piane offer something unusual in vocal re-
cordings. Eight Greek folksongs, filled with
love, spring, lambs, dancing and kisses are
sung beautifully by one born to the idiom.
{London LD 9147)

World Library of Folk and Primitive Musie

The first 14 one-dise volumes of Colum-
bia’s encyclopedic project under the above
title indicate not only an ambitions bul a
Tlhlhluﬂhlj surcessful effort. Under the ex-
pert direetion of Alan Lomax, Columbis
plans eventually 10 release 30 to 40 volumes
containing careful samplings of the workd’s
folk and ||l'i1|ﬁt]\: music, Among volomes
l"lll'l‘t.‘ml}' available are those {or Scotland,
England, Ireland, France, French Africa,

(Continued on page 47)

ETUDE—MARCH 1953

ASIC concepts of oboe playing (and

these apply to all wind instruments)
are tone, technique, breathing, phrasing
and musicianship.

These must be taught simultaneously with
the aim of developing a complete oboist
with complete control of the instrument.
We will go further—the instrument must
be an extension of the player.

Let us examine the basic concepts men-
tioned in order. Oboe tone depends upon
three things; namely, the instrument, the
embouchure and the reed. Without an in-
strument of correct bore and accurate plac-
ing of tone holes, the greatest oboist is
completely helpless. Glittering keys and
silver do not make the perfect instrument,
rather one upon which all scales can be
played in tune and upon which all notes
can be played both in piano and forte with
an even sound.

The good player will produce his own
quality of tone upon the instrument he has
at hand and with the reed he has at hand.
We can only try to show a student what
constitutes the production of a good tone.

The principles of the ohoe embouchure
have been well established, but 1 should
like to repeat them: both lips should eover
the teeth, the lower lip serving as a cushion
for the reed; no air pockets between gums
and lips or in the cheeks; no stretching of
lips, rather a natural position of the mouth ;
pressure or “bite” to be applied in the
middle of the reed; the reed should be
felt vibrating between the lips at all times;
the pressure applied will vary with the
note being played, the higher notes requir-
ing more energy and pressure than the
lower ones. When playing the higher notes,
more of the reed is taken into the mouth.

The tone is begun by removing the
tongue from the end of the reed with the
syllable “tah.” The tone is stopped by con-
tracting the lips at the moment of release.

Control of the breath naturally plays
an important part in tone prn-riuu:tiu:un._ but
this will be explained in a later paragraph.

Reeds are surely important in good tone
production—the reed should be scraped
evenly and should play both upper and
lower notes without great effort. Many reeds
are made which will do one but not the

FLORIAN F. MUELLER, M. Mus.
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the American Conservatory, Chicago, Studied
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Oboe Teaching

The oboe, one of the smallest instruments in the band

and orchestra. is at the same time one of the most

important. Here are pertinent facts

concerning how to play .

by Florian F. Mueller

other. Some are made which require great
force of breath to produce the sound.
Neither seems suitable.

The word technique must not be made
a synonym for speed; mere uncontrolled
velocity is not true technique. We must
broaden the term to include evenness of
fingering and intonation at all speeds.

Breathing and tone production are close-
Iy allied. We must breathe from the dia-
phragm, not too deeply since the opening
in the oboe reed is very small. The hreath
must come evenly and smoothly, more or
less breath as we need to play forte or
piano. We must blow through the instru-
ment at all times and the throat must be
open as well. When playing the high notes,
the breath must actually be focused 1o
the roof of the mouth in order to support
the intonation properly.

We must breathe with the phrases and
after tied notes. Many students play as
long as they can, and until they are com-
plcl}J_v breathless, This is quite wrong as
we have found that most pupils commit
errors when they breathe improperly. At
some breathing pauses we must inhale and
at others, exhale, as the oboist always has

too much air in his lungs.

The breath has an important part in a
clean attack. Tones or phrases can be
begun easily and properly if we breathe
in rhythm on the beat before the begin-
ning of the note or phrase. Taking a full
breath and then waiting to begin to play
can only lead to a choked and uncertain
attack and a feeling of frustration for the
player,

Agile and even fingering is an absolute
necessity for successful oboe playing. The
old idea that good technicians (note eaters,
they are sometimes called | cannot be good
musicians is surely a false one. A good
technician must be able to play at all
speeds, in rhythm at all times, in tune at
all times, with good control of tone, and
with good musicality.

The problem of intonation must be
llmughl of fq.'i.lﬂ.rnlrly. E'ﬁ'nr}'uuc witha gnm]
ear can be taught to play in tune—a person
with a bad ear will never play in tune.
One important principle holds true: hear
the note you are Eoing to play and hear
it accurately.

An apt student will soon learn the prop-
er tension for (Continued on Page 48)
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We Must Find the Answer!

by LOUIS SHENK

Part three of this very

enlightening discussion takes up

Orthoepy, word classification and vocal

and not vocal consonants,

HE CONFLICTING opinions among

“The Doctors™ regarding the correct
pronunciation of two key words, “English
language,” are, in all probability the result
of the widely varied customs of speech,
both in England and in America,

In Great Britain the standard pronuncia-
tion is “eng-glish lang-gwage.”" In America
the pronunciation as indicated in Webster’s
“New International” dictionary prevails,
which is “ing-glish lang-gwidge.” The Funk
and Wagnal's “New Standard™ lists both
words in exactly the same manner, then
moves the hyphen and gives us “in-glish
lan-gwage or gwidge” We find an almost
endless list of words or syllables ending
in “ng” as long, long-ing, long-eth, long-er,
sing, sing-ing, singer, ete. The oddity
which now appears is that we always sound
the “ng™” whenever it is listed, then, for
no apparent reason we add the wmwriften
“g" as in go. Thus English, though cor-
rectly listed, suddenly includes this “g™
in the second syllable when “lish™ becomes
“glish” and “uage™ becomes “gwidge.” An
additional oddity is our practice of sound-
ing “eng” in English and England and their
variations as “ing”™: “Ing-glish” and “Ing-
glund,” ete, These represent the only in-
stances | have found in which we are in-
structed to sound “eng™ as “ing”

Now, whereas we pronounce sing-er ex-
actly as it is listed (sing-wh-r), in ling-er
the unwritten “g” again makes its appear-
ance (ling-g-uh-r). If sing-uh-r is correct,
then why not ling-uh-r? Or, il we insist
on ling-g-uh-r, then why not sing-g-uh-r?

What a boon it would be to the student
of English if we were to adopt the highly
standardized German system of pronounc-
ing words (almost without exception) as
they are spelled. In the German, “Englisch”™
and “England™ are pronounced, or sounded,
“eng-lish™ and “eng-l-ah-nd.” Doesn’t that
make sense? Try repeating “The Eng-lish

lang-uage” several times, in all seriousness,
then do the same with “The [Ing-glish
lang-gwidge” and note how quickly your
own common sense will approve a long
overdue correction. This “Orthoepic error™
deserves serious consideration. both in its
relation to word formation and word
classification. Perhaps this will help us
to realize more fully the subtlety of cus-
tom of speech and the strength of the
“cable”™ called habit

We must necessarily differentiate be-
tween speaking and singing. In speaking,
it may be said that we pronounce words,
whereas in singing we sound them, and
each word becomes in fact “a sentence
of sounds.

Word Classification

Let us again list the vowels in order to
make sure we have them clearly in mind
as we proceed.

Bagie—Ah'— "§ 'L =
Of — they — though
e — o0
feel — fool
Modified—Aw — eh — uh
Or — there — thus
g/ duig
fill — full

First, a brief classification of words
in the various vowel groups ending in m.
n or ng. Even the rather troublesome “ah™
groups fall into line without any difficulty
once we have attained the “no throat re.
striction™ state. Thus, when we sing “ah™
as in Psalm (s-ah-m), from (frah-m), am
{ah-m). man {m-ah-n), than (th-ah-n),
gong (g-ah-ng), sang (s-ah-ng), ete.. mak.
ing sure that we observe the rule of pro-
ducing each vocal sound wholly independ-
ently of the sound which follows ( without
any brta.}t in tonality), the customary nasal
twang will have vanished, and we hear jn.
stead a pleasing tonality, making the entire

list of words or syllables included in this
category both more intelligible and far more
meaningful. The “ah” in words like God,
glad, are, as, was, etc., is obvious. Applying
the same principle, the remaining vowel
groups present no problem whatsoever, s
“aw" in warm (oco-gw-rm), wam (og-ne-
rn), gone (g-aw-n), song (s-aw-ng); “a”
as in name (n-a-m), vain (e-a-n), reign
(ra-n); “eh™ as in them (th-eh-m), then
(the-ch-n); “o" in home (ho-m), moan
(meo-n); “uh™ in come (k-wham), run
(r-uh-n), sung (s-uh-ng): “e" in gleam
(gle-m), seen (s-e-n), scene (pen); “ih”
in hymn (h-th-m), win (oo-th-n), sing
(s-ih-ng): “00” in room (r-eo-m), scon
(s-00-n), elc.

Words or syllables ending in consonants
other than the m, n or ng, fall into the
various groups so naturally that a listing
SECINS Unnecessary; as,

ah — aw a : eh o
nof — uu.g[ﬂ_' may — met, o
uh 8, — 'ih 00 — u
nut, see — sip, pool —pull, ete.

A tabulation of the number of monasylla-
hles contained in these word groups would
be a sizable task indeed.

Now, some examples in two or more svl-
lable words, Father (Fa-th-uhr), rather
(r-ah-th-uh-r), bother (b-ah-th-uhr), evil
{e-v-ih1), evening (e-v-n-ih-ng), eventide
{e-v-eh-nt-ah-th-d), Heaven (h-eh-v-eh-n)
not h-eh-v-uh-n; given (g-ih-v-eh-n}, right-
eous (r-ah-ih-t-e-ub-s) not r-ah-ik-ch-uh-s;
gracious (gr-a-sh-uh-s), bounteous (b-ah-
oo-n-t-e-uh-s), enphony (e-00-f-0-n-ih), ev-
logize (e-00-}-0-g-ah-ih-z) , harmony (h-ab-r-
m-g-n-ih ), harmonious | h-ah-r-m-o-n-ih-ub-
). communion (k-ah-m-m-e-oo-n-ik-ah-n),
conclusively (k-ah-n-k-l-oo-s-ih-v-l-ih), idie-
syncrasy (ih-d-ih-o-s-ih-nkr-a-sih), simu-
tanecusly (s-ah-ih-m-uh-l-a-n-e-uh-s)ih}.

This will, I think, serve as a clue in word
analysis and (Continued on Page 51)

ETUDE—MARCH 195

THE QUESTION OF TOUCH

(Continued from Page 9)

from other instrumente, from the or-
chestra, most of all from singers,

Good vocal tone tleaches you
phrasing, breathing, the effect of
resonant sonorities; you can learn it
pnly from a singer, preferably of the
Ttalian school of bel canto. Orches-
tral tone teaches you color, varia-
tions of quality; the kinds of effects
which can be produced, those which
vou can duplicate on the piane, and
those which you can only hepe to
approximate in intention. You also
learn the pature of polyphonie sound,
thus helping yourself to avoid the
despicable error of breaking chords
in a way that gives to inner notes an
emphasis they should not have. All
the various qualities and possibili-
ties of tone should be studied as
parnestly as one practices facility
—even maore earnestly, perhaps!
Ouly in this way can the pianist come
1o know the precise kind of tone he
wants to produce—unless he knows
it, he can hardly hope to express it

Touch iz also affected by timing—
which opens the important question
of thythm. Here I should like to
stresz the vital distinction between
rhythm and time, Time is the easier
to grasp, It is indicated in the
signature, and consists in the maore
or less mechanical beating of one,
two, three, etc. It must be learned,
certainly: but too striet an adher.
enee to time kills the more imporant
quality of rhythm. Here we have
something more subtle than time-
beating. Rhythm is the finding and
asserting of the inner pulse, or heart-
beat, of each composition. It is
achieved within the frame-work of
the time signature, but permits of
far greater freedom. Rhythm, actual-
ly, is freedom! All waltzes, for in-
stances, are imed so that three quar-
terdomes fall within each measure:
vet no two waltzes are exactly the
same in inner rhythm. To prove this,
v need only consider the hideous
error it would be to play all sixteen
waltzes of Brahms (Opus 39) in ex-
wetly the came strict one-two-three
beat. No one can tell you how to find
the inner thythm of a work: a mu-
sical nature will grasp it instinctively,
knowing that freedom of rhythm
within the framework of set time is
one of the chief elements of musie-
making. And in feeling our way to-
wards the inner rhythm of a work,
we find that it helps us to discover
the right tonch,

:r"lﬂ']! becomes “right™ when it
l:_rmg, forth the right tone at pre-
cisely the right rhythmic moment—
kol & second too soon, not a second
o late, The curved finger. striking
down from above the note, produces
- h“d‘ of nervous energy which af-
fects timing and consequently tone ;
the flat finger, sliding on to the key.
produces different timing and differ-
enl tone. And these are the things
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one must think out! It is more neces-
sary to experiment with qualities of
tone than to work at thirds, sixths,
octaves, and leaps which, at best, can
do no more than help you draw forth
the tones vou have (or should have! )
in your mind.

Pedaling offers another rich field
for experimentation. We know, of
ecourse, that correct pedaling means
putting down a fresh pedal with each
change of chord. But see what hap-
pens! You hear a vocal tone which
swells as it vibrates (as in a spin-
ning of tone), and you wish to dup-
licate it on the piano. You can’t do
it by exerting pressure on the key—
once the key has been put down,
there's nothing more you can do with
it. You can approximate the desired
effect, though, by putting the pedal
down immediately after the note has
been struck. Again, suppose you want
your lones to sound like an organ
You would get the result by putting
down the pedal after striking the
chord. In a series of chords. you
would achieve an accumulation of
harmonies (also some dissonances)
which would give a good approxi-
mation of organ tone. even though
you wouldn't be following the *cor-
rect” rule of the pedal. The only
answer is, o know the kind of tone
vou want. and to experiment till you
find it.

Normal piano tone needs color and
variation. The pianist must breathe
his phrases, as the singer does, and
his playing must reflect this, As
for the *Chopin touch,” which began
our discussion, il there s any such
thing, it would never grow out of a
rigid, chartable method, Rather, it
would stand as the audible result
of one’s entire feeling for Chopin.
We know, of course, that Chopin’s
dynamics would always be more deli-
cate than those of Beethoven or
Brahms. We would try to express at
least a measure of the elegance that
was part of Chopin's epoch in gen.
eral and of his nature in particular,
We would be alert for his character-
istic contrasts which balance sing-
ing melody with rapid passage work
(like eoloratura singing), and would
try to adjust tone to the demands of
each, Beyond that, though, we would
simply have to think about Chopin,
and express our thoughts in the best
way sihle,

anflin whole, then, I believe that,
for the musician, values of touch not
only exist, but form a vital part of
musical expression. Individualities
of touch (which are no illusion!)
result from far more complicated
matters than a mere putting down of
kevs. Touch depends on the relation
of one note to another until the
phrase has been fulfilled. Then you
begin again with the following
phrases until the composition has
been fulfilled. Then you carry over

_F—

to other works until your muosical
ideals are fulfilled—and that never
happens. You keep on trying any-
way.

Summing up, it seems to me that
individual touch may be produced
by four factors:

A} Position of the fingers (flat
or corved), influencing both the
variety and the volume of tone pro-
duced by each separate finger. (I
like to call this “the orchestration of
the fingers.”)

B) Timing within a phrase of sue-
cessive notes.

C) Attack on the keys by the fin.
gers, whether from above or from

close by.

D) Sustaining tone, either by hand
{one mote held while the other fin-
gers move) or by pedals.

Mozt of all, though, touch and tone
depend on something no one can tell
you—your own grasp of the music,
presupposing an advance mental pic-
ture of what you want before you
produce a sound, combined with
yvour own willingness lo experiment
until you come as close to this mental
concept as you possibly can. Onee
you think in these terms, you are not
merely practicing a piano lesson;
you are working at music. You will
find it helpful! THE END

THE EASTERN MUSIC CAMP

{ Continued from Page 14)

summer vacationers in the cities.
Many agencies such as the Church,
Girl and Boy scouts, and others are
providing summer experiences, Edu-
cational institutions are assuming
their responsibility. Many colleges
over the nation are providing oppor-
tunities for summer study in art, dra-
matics, the dance, baton twirling.
music and in other areas. Eastern
has jeined the movement by extend-
ing a program in music education.

The camp program at Eastern cen-
ters about the band and chorus, be-
cause¢ theze are the organizations
which are most common in the area.
The student zelects the group of his
interest and is given a week’s con-
centration in that activity. Sectional
rehearsals under the guidance of
specialists precede each day’s gen-
eral rehearsal. Guest conductors are
brought in to direct the large group.
These guest conductors are chosen
for their scholarship, musicianship
and their interest in the educational
growth of children. Each rehearsal
period is presumed to be a learning
experience in music, social develop-
ment and in particular, in group at-
titudes, The musical experience is
secondary only to the possibilities of
growth and educational development.

The project at Eastern, although
deemed a camp. is largely located on
the campus. All the campus build-
ings and facilities are made avail-
able to the high school student. How-
ever, a huge tent is rented and st up
on the South campus for all of the
musical group activities, Consequent-
ly, a camp atmosphere prevails for
much of the work program, The
campers dress for the out-of-doors
and physical comfort is the prevail-
ing rile.

Mention has been made of musical
and educational experiences. An-
other phase of the program is the
recreational opportunities, Most all
of the activities of vacation camps
are provided. Swimming, tennis, golf,
dancing. picnics, archery, soft-ball
and hiking are included. All these
activities are supervised by the col-

lege «tafl in recreation,

One of the most important aspects
of the Eastern Music Camp experi.
ence is that of living in the college
dormitories, very much in the same
way as the college student. Many
students find this very encouraging
for their prospective college career,
because many of them are fearful of
college life. The camp convinced
many that college is not as formid-
able as they supposed. Many, as a
result, are encouraged toward higher
education, It seems that this fact in
itself is sufficient to justify the music
camp as a project for any college.

Many extra benefits acerue to the
college campus as a result of the
presence of the high school campers,
Of particular effect is the tone given
to the campus itself. The energy,
vigor, enthusiasm and spirit of the
campers are infectious to the hoary
atmosphere which is common 1o all
colleges. The counselors are all up-
per clazsmen or graduate students
and they receive a first hand experi-
ence in working with young people.
College classes come for ohservation
purposes and they all profit by this
visitation. The music staffl of the
college re-appraises its courses of
study in view of the needs of teacher
preparation.

In summary, institutions of higher
learning must enlarge their campus
programs lo include services to the
areas in which they serve, and es
pecially they should he aware of
needs and interests of the young
people. The Music Camp must give
real musical satisfactions so as to
realize the inherent mission of music.
The Camp must integrate music into
a program of general education so
that real life sitpations are evident.
And last, the Camp experience
should give an introduction into col-
legiate living <o as to encourage each
student towards higher education.
Only under such eircumstances can
a college, and in particalar a state
supported institution, justify a proj-
ect on its campus such as a Music

Camp. THE END
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TEACHER’S ROUNDTABLE

M. Dumesnil at a book-stall on
the banks of the Seine in Paris

HAIL SOLFEagID!

In the “Letters to the Editor” column
of the December 1954 issue of ETUDE,
under the title “Articles,” the following
lines appeared:

““Teacher's Roundtable’ with its em-
phasis on Solfeggio emphasized the Euro-
pean approach which seems to assume that
every piano student will become a profes-
sional musician, Very few parents want
their children to become professfonal musi-
cians. But all parents want their children
to enjoy the enriching influence of musie,
Probably music educators should work out
an approach that will lay a groundwork
of musical understanding similar to the
way in which reading and writing are
taught. No school teacher teaches all chil-
dren to read and write as if they were
going to be professional journalists and
writers, yet the few that do make their
living from writing might profit from a
study of semantics in their early vears.
The comparison with the European pro-
fessional approach seems obvious. We seem
to need some common sense in fitting
music education into every day life and
activities.”

I have indeed published several para-
graph=—May 1949, May 1952, January
1953—under the same title as the present
one, and | will continue to do =0 because
in my mind Solfeggio is a capital factor
in bringing to all students a proper musical
foundation regardless of future plans and
whether they are headed for a professional

MAURICE DUMESNIL, Mus. Doc. discusses again,
in considerable detail, his views on this important

matter of Solfeggio.

career or simply the enjoyment of music
as amateurs.

What is Solfeggio, in the first place?
Here 1 will quote the distinguished the-
orist Charles Lagourgue, author of a
“Complete Treatise of Transposition,”
which is probably the finest ever written
on the subject:

“The endeavor to apply speed to Art in
general and Musie in particular has proved
a sad failure; commercialism, modern-
ized short-cuts mixed with old-fashioned,
inadequate methods, many systems to save
exertion of thinking, are handicapping the
musicality of fhe Nation. Solfeggio, still
the only real basis for musicianship, has
been smothered and its importance mini-
mized by those who fear what they ignore
and do not want 40 know; and while we
have given up candlelight and stage
annhu, we are still trying to make musi-
cians with a so-called movable-do-method,
an anti-musical device excellent to pre-
vent anyone from becoming a musician,

“Solfeggio is: sight reading pursued to
a dugr:ac un:dmnmd of by those who have
never inquired into it,” Mr. Lagourgue
continues. “It is ear-training ins{m'ng a
perfoct memory of tones, intervals, keys,
and understanding of the most complicated
rhyt!'lms. It includes the fundamentals of
music, necossary to the amateur whao wanls
to be thorough, and absolutely indispens.
able to the professional musician. It is
tl::g:raight :r;nd to the finished artistic
e a straight roa i
o E d without changes or

This being said, let us return to the
statements contained in the “Articles”
paragraph, as they need more elaboration

In my opinion there are no different
approaches to music study. There is no
European approach, no American a
proach, no German approach, no Italian
appr:-natfh. nor any others from anywhere
Music is universal. It may have a differ.
ent flavar according to nationalities h..z
busical!y its frame work is the umn: anl:']
theoretically its tuition is identical. Byt

there is one thing which is of paramount
importance—anywhere at any time—and
this is “correctness.” Disregarding the
sound principles of Solfeggio only leads
to musical illiteracy. Why do so many
students ignore values, clip rests, or play
unsteadily 7 Simply because they lack the
real, exact knowledge of rhythmic and
note values. Thus they play af the music,
instead of playing the music.

Should there be any classifications in
standards of performance? Of course not.
Why shouldn’t an amateur play correctly,
accurately, even if his technic is limited
and his ambition goes no farther than the
pleasant drawing-room pieces of the fourth
and fifth grades? Such an amateur dos
not have to pursue Solfeggio into its higher
developments nor get into the filds of
Harmony, Counterpoint, and Fugue as do
those who want 1o become composers, cof-
ductors, or high class instrumentalists
But any amateur, and those who listen to
him, will derive greater enjoyment from
his playing if—thanks to a workable
knowledge of Solfeggio—it is well balanced
instead of being erratic.

I do not know of any public schools
using different methods for teaching read-
ing and writing to children according to
future prospects and whether they wish to
enter a writing career, or anything el
Children, as far as [ know. are taught the
Ilph&lmt and the grammar which in tmueic
correspond to Solfeggio. They are taught
to speak a language free from mistakes,
and not to “murder the King's English.”
There is nothing strictly “professional” in
this, only an endeavor toward what is good.
The same applies to music study.

."I:'Hd finally, still using the same com-
parison: how do you like it when you hear
5“':*1" speech as “we was—he ain't—] seen
—it don't—she don't know nothing.” and
other barbarisms? Or their equivalent in
musical performanees?

I don’t. Who does?

Hail Solfeggio!
THE END
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QUESTIONS AND ANSWERS

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

Melcher, Oberlin College.

WHEN SHOULD A METRONOME BE USED?

I have a student whe plays music of
about Grade 114 and whose mother thinks
he ought to be using a metronome. But
there are no metronome marks in his mu-
sic, and in these early grades | think it is
enough if the pupil gets the feel of the
rhythm. Will you give me your opinion and
also tell me ar what point a pupil should

begin to study scales?
Mrs. 4. M,

The metronome is primarily uvsed for
finding out the correct tempo of a com-
position, and it is to be used only inci-
dentally for keeping a steady tempo and
other such items. In the case of the early
grades the music is so simple that no metro-
nome mark is needed. and as for having
these beginners use a metronome to “keep
the time right,” I myself believe this to be
a harmful procedure. So your plan of try-
ing to help the pupil get the “feel of the
thythm™ is not only simpler but more
sound in a pedagogical eense. However,
when a pupil comes to the point where he
needs Lo measure his progress in rapid scale
passages, or to find out the exact tempo that
the composer or the editor thinks is ap-
propriate, then by all means have him use
n metronome part of the time =0 that he
himself may know cxucll}' what he is doing
=0 far as speed is concerned.

As for scales, it is good to have fairly
elementary pupils learn to play the major
and minor scales at least through four
sharps and four flats. This is not so much
because they need them for technical pro-
ficiency but in order to learn the key sig-
natures thoroughly and to be able to trans.
pose their little pieces into other keys. Later
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on, when they come to the point of study-
ing sonatinas, sonatas, and other material
which has much passage work in it, the
practice of scales (to a limited extent) is
helpful in achieving mechanical efficiency.
But I personally disapprove of the common
practice of telling a pupil to practice scales
for =0 many minutes every day, and I sug-
gest that this intensive scale study be post-
poned until the pupil has need for better
scale playing in the compositions he is
trying to perform.

K.G.

WILL DOUBLING ON A SAXOPHONE HARM
MY FLUTE EMBOUCHURE?

I am a high school student who has been
playing the flute for a little over two years.
fn our dance band we need a few more
tenor !nxﬂpftu"ﬂ. but there is some n'fﬂer-
ence of opinion as fo whether doubling
on saxophone would harm my flute em-
bouchure. Will you tell me what you
think?

Miss J. T.

My knowledge of the wood-wind instru-
ments is mostly theoretical, so | have asked
by friend Professor George Waln, of Ober-
lin Conservatory of Music, for his opinion,
and this is what he =ays: “My opinion is
that proper handling of the saxophone, and
not too much emphasis on it at the cost of
the flute, would in no way injure the flute
embouchure. The student might experience
some lack of flexibility in her embouchure
control for a few minutes immediately after
making the change from saxophone to flute,
but thi= would be temporary.” I am sure
your dance-band director will be happy to
read Professor Waln'’s advice, but [ feel

like warning you that the sort of music
that is played by most dance bands may
have a more injurious effect on your musi.
cal taste than the harm that may or may
not be done to your flute embouchure; so
I echo my friend’s advice—Don't over do

the saxophone!
¥ K. G

ABOUT THE PITCH OF AN OLD PIAND

| have a fine old grand piano which until
a year or two has always been kept tuned
and in good condition. But recently when
I had a piano tuner come to work on it he
said he had a very hard time getting it up
to standard pitch, that he would have to
tune it again within six months, and that
I ought to have it tuned several times a
year, All this costs a great deal of money
and since | am only an amateur pianist .-i
should like your advice as to what to do,
M. B., California

My own piano happens to be over fifty
years old, so I can sympathize with you.
But | don't agree with your tuner! If a
piano is to be used to accompany a wood-
wind instrument it has to be up to standard
pitch because it is not practical to tune a
wood-wind. But if it is used merely for ac-
companying a voice or for home playing,
then it is not absolutely necessary to pull
it up to standard pitch—in fact, such an
attempt may even result in broken strings—
and additional expense. My own piano is
more than a quarter-step below standard,
but because it is not used to accompany
wood-wind instruments, no one notices the
fact that it is slightly below standard. It
is kept in tune with itself, and because |
do not happen to be cursed with what is
called “absolute pitch™ it serves me wvery
well.

My suggestion is that you ask the tuner
to come again in the spring when the weath-
er has settled, and that you tell him to take
some note like Middle C as the normal pitch
of the instrument and put the entire gamut
in tune with itself, Probably you ought te
have your piano tuned twice a year—each
time after the weather is settled; but I have
no sympathy with trying to put an old piano
—which was probably built in the first
place on the basis of International Pitch—
up to the slightly higher pitch (called *“Phil-
harmonic™) which is now considered to be
standard.

K. G
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Consoles
and
Gadgels

TIIE CONSOLE of a big. well-equipped

modern pipe organ is surpassed in com-
plexity, perhaps, only by the master-control
panel of a radio network. The advent of
the electric action freed organists and
builders alike from the limitations of the
tracker action, in which every stop added
to the ensemble made the kevs harder to
push down. Nowadays an electric spark
does the work formerly accomplished by
the sliding levers of the tracker action,
and the keyboard offers the same easy re-
sponse to the organist’s touch whether he
is playing pianissimo on the Salicional or
with the impressive fortissimo of the full
organ,

There is in consequence no mechanical
limitation to hamper the ingenuity of
builders in developing all sorts of helps
for the player, both on large and small
instruments. Couplers, pistons, crescendo
and sforzando pedals are only a begin-
ning. Robert Hope-Jones, in developing
his console, gave us double touch an the
manuals. pizzicato touch, double touch pis-
tons, suilable bass and double touch suit-
able bass.

As for pistons, it is nothing out of the
ordinary nowadays to have more pistons
than stops. On some large installations
there may be as many as fifty general pis-
tons, each capable of bringing into action
a preselected combination of stops at the
touch of a fingertip. (One could wish that
these pistons always worked as advertised.
and could be counted upon infallibly when
the organist desires a complele change of
registration, Actually the piston is a tem-
peramental piece of machinery which must
be kept in first-class repair to have any
degree of reliability.)

by ALEXANDER McCURDY

The attribute of reliability is one of the
most desirable features for any instrument.
Some organists may prefer the stop-key
console, while others prefer draw-knobs;
h:l{l all desire a console which works prop-
erly.

Yet, when everything is in good repair,
is it not fascinating to experiment with
the gadgets of a well-designed console?
One can spend hours going over each stop
individually and collectively, watching the
pistons and other “mechanicals” change
registrations with almost magical ease.

And when two or three organists are
gathered around a console, the result is
what has been irreverently called a “jam
session.” We (I admit 1 am a frequent
ni?{.-.nder} take turns at the manuals, ad.
miring, criticizing, comparing, and asking
the resident organist: “What would you
do differently if you were building this
organ over again?” The answer to this
question can lead to ramifications that go
on until the wee hours of the morning,

f:'imr'h discussions, interesting and stimuy.
lating as they are, fail to take into account
what ought 1o be the prime function of
the instrument, that of making musie

IE is the old story of ber.um'ing pre:-u:-
cupied with mechanical details of per-
formance to the point of forgetting musi-
cal values. This is a point of view 1o be
Hpmtm:] of a gadget-minded society in a
mechanistic age: but js fallaciousness s
constantly being demanstrated. One has
only to hear the virtuosity so much in
evidence today, the young violinists whe
can play the entire works of Paganini bt
whose playing strikes their hearers as cold
and mechanical, to realize that techniqu
is not the whole story. Musical valyes n?u;

No matter how

many mechanical aids
are found on a pipe
organ, unless a real
musician is at the
console, they mean little

as regards music making,

always be considered first.

From the organist’s standpoint, what is
the good of double touch pistons, double
touch action, general pistons by the score,
a gorgeous big installation, elegant place-
ment, perfect acoustics, exquisitely voiced
tone and a superabundance of playing
technique, if all these ingredients do not
add up to music?

I like to think of something | once
heard from Mr. G. Donald Harrison of
the Aecolian-Skinner Company. Mr. Har-
rison, a bold and fearless innovator, has
never hesitated to use gadgets when these
simplified the task of the organist or made
the instrument more effective. But Mr.
Harrison told me that the question be
keeps uppermost in mind when designing
and building instruments is this: “Can one
play music on this organ?” The answer
should be obvious.

Several of my friends have high-fidelity
outfits. The sound which comes from these
Instruments is impressive, especially when
one compares it with what even the best
record-players sounded like only a few
years ago. But it never seems to be quile
good enough to suit the hi-fi extremists.
Th'ﬂ!" fume and fret incessantly over
' n'!alrhﬁl impedances™ and “intermodu-
lahn‘n distortion.” They are constantly
Pll‘.ﬁ'ﬂ_in_ test records to make sure their
machine is reproducing every frequency
from 16 to 15,000 eycles. 11 the set “peaks”
at 4,000 cvcles they are miserably unhappy,
no matter how well it plays “Pictures at
an Exhibition.” They are énmlmh' twid-
dling with dials, cutting back the treble,

oosting bass, turning the volume up and
d.m'rn. The one thing they will not do is
sit down and (Continued on Page 64)

s SR
A Question
of Triplets

or Duplets

“Perhaps you will be kind enough to help
me with this difficulty. In the G minor So-
nata of Tartini, the second movement is in
three-quarter time (Example A). | would
naturally be inclined to “pair” the eighth
notes in the early measures, But | have a
recording by a famous artist who plays this
movement as though it were written in
six-eight time, making triplets of the eighth
notes until he comes to measure 25, when
he begins to pair them. lf one plays them
as he does, the pianist has difficulty. Per-
sonally, | da not understand why they are
tripled. Can you explain this paradox?”

R. M. P., Pennsylvania

Non Lroppo presio
Ex.A e F‘,;_‘_

There is not a single reason why these
measures should be played as triplets, but
there are plenty of good reasons why they
should be played as duplets.

The deciding factor is the number of
beats in each measure. In this case there
are three; therefore, the six eighths must
be grouped as three pairs of two notes in
order that each measure may have the right
number of beats, If triplets are played, the
measure would have two beats only.

Of course, the bowing tends to make
measures 2, 3, 4. and others of the same
pattern sound like triplets unless counter-
measures are taken to prevent it. This i=
quite easy—one has only to stress slightly
the third eighth (2nd beat) of these doubt-
ful measures, and the listener will hear the
eighths as duplets.
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The recording yvou mention cannot be
taken as authoritative. It was probably
made when the artist had an off day, for
he was known to have not infrequent
rhythmic aberrations.

This question of the correct rhythm for
sextolets confuses many people, although
there is really no need for confusion if the
problem is approached with logical thought.
Take a study such as the Bth of the 24
Caprices of Rode. It is written in sextolets
sixteenths, four groups to the measure.
The pattern of the first few measurcs
{ Example B) :

looks as though it should be played in trip-
plets—the recurrent F sharps give weight
to this—and the thoughtless player will go
ahead and play beautiful triplets. But this
gives only eight eighths to the measure,
and the time-zignature calls for twelve. The
only way to provide the necessary number
of eighths is to play the sixteenths in duple
rhythm.

Then there is the famous passage in the
first movement of the Bruch G minor Con-
certo {Example C):

Exl
- m"%--ﬁ-mq "
- = gwy T wgegeg v
LLEEE B s

These sextolets must obviously be phrased
as triplets. otherwise there would be ten
eighths in the measure instead of eight—
the correct number in four-quarter thythm,
Yet, many young players persist in playing
them as duplets and, although they keep
accurate time, the effect is to retard the
rhythmic flow,

The same principle holds good for the
thirty-second-note  sextolets in the slow
movement of the same concerto, These, too,
must be played as triplets. Many other
instances might be cited, but the foregoing
examples should be enough to show that
the rhythmic patterns of sextolets can be

VIOLINIST'S FORUM

Helpful information

on this and other problems

by HAROLD BERKLEY

easily determined by examination of the
time-signature.

When to Teach Mozart

“ .. But the question I really want to
ask you concerns Mozart: [s it really wise
to give Mozart Sonatas amd Concertos to
children not yet in their teens? [ was given
the G and A Concertos and several Sonatas
betiveen the ages of twelve and fourteen. |
had the technigue to play the notes, buy |
did not understand the music, and grew
to hate it. | was approaching thirty before
I hegan to appreciate Mozart . . . (and)
really do feel that my late appreciation
was due to my early training. | should be
glad to have your thoughts on this matter.”

Miss L. F., Connecticut

Your opinion seems to be that most stu-
dents have Mozart given to them too early
in their development, and | must say that
I heartily agree with you. Many teachers
seem to assign a Mozart Sonata or Concerto
as soon as the pupil is within reaching
distance of the necessary technique—piano
teachers and violin teachers are alike in
this—trusting to the composition to provide
the material for acquiring the requisite
technique. This has never seemed to me
the right approach. 1 have always felt that
a worthy piece of music should not be used
as a technical exercise, but rather that tech-
nique should be acquired in études and
exercises and applied in concertos and
sonatas.

We know that the music of Mozart is the
most difficult of all to play well, and almost
every musician will say that he realizes
this more and more as he grows older. It
is small wonder, then, that only the excep-
tionally gifted student can do justice to it
There is about this music a deceptively
childlike (certainly nor childish!) quality
that requires a certain degree of maturity
to understand and appreciate. This maturity
may be intuitive, but it must be there. Too
many pupils, piano as well as violin, are
given Mozart before they are mentally and
emotionally advanced enough to appreciate
the beauty of the style, Such pupils, espe-
cially if they have technical difficulties
with the music, will often !if".'["lup a
resentment against it. And such a resent-
ment can last (Continged on Page 64)
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The Call to Teach

by BERNARD KIRSHBAUM

Dﬂ YOU TEACH piano as a means of

making a living, or do you belong to
the far less number of men and women
whao live to teach? They are so constituted
that teaching is as natural to them as
breathing. Their aptitude is so high that
they would be misfits in most other occupa-
tions or professions. One might say they
were born to teach and when the call came,
responded to it as the religious man does
to the voice of God.

The outstanding qualities in such teach-
ers are intangible, being dependent on de-
gree of insight into the psychological
make-up of pupils, of sympathy with their
efforts, of patience with their immature
groping, and of comprehension of how to
go about meeting the problems every les-
son hour brings. None of this is ohservable
in concrete terms. The highest type of
teaching is spiritual and not open to ob-
jective measurement. Does your work fall
within this category ?

Far too much teaching is done according
to set methods covering every year's work
up the ladder of pianistic advancement.
Every pupil covers the same material as
all other pupils of a given grade of work.
This type of teaching is tangible as it is
mainly judged on the material each pupil
masters. Pupils are rated simply on how
well they master the given work. Failure
to master the assignments is taken for
granted as a sign of lack of talent. The
stigma, “No talent,” can thus be used as
a cover up for incompetent teaching where
no results are forthcoming with a set
method. Not all children will do equally
well with an identical set of books and
pieces, but talent is too often judged on
thiz basis,

It takes judgment, born of insight, to
determine what to avoid and what to give
each particular pupil. Judgment determines
procedure at the lessons. Treating all pupils

“The gifted teacher gives far
more of himself than the pupil
bargained for in paying his

fee for lessons.”

alike shows a lack of ﬂhililg ti :iislingui.-h
the essential differences in personalities,
Such a lack hinders the teacher from doing
the most effective work. Insight is an in-
born trait which may be strengthened by
psychological and pedagogical courses.
Where the trait is lacking, such courses
cannot develop it

Sympathy with the efforts of those who
come for instruction is the gateway through
which the teacher comes to some under-
standing of the personalities that confront
him in the daily round of teaching. Some
teachers are so engrossed in showing off
the superior merit of their “methods™ as
to lose the touch of sympathy with the
efforts of others, Interest then tends to be
centered in covering a definite assignment
and the pupil’s inclination and ability be.
comes of secondary importance,

Sympathetic teaching is not measurable
in objective, scientific terms. But there
is a factor about all teachers that is tangi-
ble and subject to objective evaluation. It
is their background.

A good background contains more than
years given to piano study and public per-
formance. It contains elements of an all
round musical education which slamps one
as possessing musicianship. Diplomas from
leading conservatories, and degrees fram
colleges, will testify to such study. Yet
more is peeded to avoid drifting into an
attitude of indifference to the world out-
side of music. It implies a wide range of
reading on matters of cultural value such
as religion, philosophy, science, psychology
art, and education. All of these sul ts
deepen and broaden the understanding and
sympathy with the aspirations and strivings
of human beings, including the _-.|ml.-_+"|,;
who come to us for guidance,

The cement that fuses these elements of
the background into the personality of the
teacher are ideals and goals in life,

sjects

I.»U'I.l_"‘

of one’s fellowmen and the ideal of being
of service to others are the deepest forces
for lasting happiness in a career as piano
teacher, These are developed by a good
upbringing and an environment that re
veals mankind to be worthy of love and
kindness, Teaching solely for the money 1
be had from it does not promise moch
genuine pleasure as the years continge 15
pass. Exclusive concern with this factor s
the root of boredom with piano teaching as
a profession, One who lives to teach holds
fast to the ideal of serving others through
music,

This, in turn, develops creative power
to meet the problems of individual students,
The great teacher instinctively senses the
creative opportunities in his work. He
continuously attempts to plan the lesson
assignments to the individual's personality
and power of understanding. This often
involves a departure from a set course of
instruction,

Creative work is essentially one of mold.
ing a given personality toward ideak
goals, and objectives that make the prob-
lems involved in playing the piano mean-
ingful and worthwhile of mastering. Where
the teacher's own ideals, goals, and ob-
jectives are purely commercial, very litthe
can be done along this line of guidance.

Teaching of this kind is indirect at its
best. Direct effort to mold personality will
meet with strong resistance, for no one likes
to feel that someone is prying into his inner
being. We must, in faet. drop the word,
teach, when talking about shaping up per-
sonality for effective work at the piano,

The proper term now is influence. The
lype of person the teacher is gradually
permeates the pupil according to his sensi-
tivity, and he comes 10 strive to be like-
wise in some manner. This form of educs-
tion results simply by ]'Iti:ng in the presence
of another who is interested in our wek
fare. Parents have a very strong influence
on their children over and above what edu-
cation they strive to impart, simply by
their constant presence, Their very atl
tudes and habits often have more effect
on the lives of their children than any-
Thing they directly attempt in the way of
instruction, So it is with the }.lilﬂl' teach-
er. His ideals, enthusiasms, seriousness
of purpose, love for music, and sincenty
Itartl- a 1'ulmhmting effect on his puopils
as hme goes on,

) To one whao looks upon the rile of the
Plano teacher as simply one of telling and
:-huh-mg others how to pla'_n' the piano, the
above discussion will appear meaningless
and a waste of time. But considering the
number of students who start 1o take les
sons and drop out befare accomplishing
very much, (Continued on Page 39
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FRANCIS HOPKINSON (1787-1701) (for Two Pianos, 4 hands)
Moderately slow (d=68) Arr.by Denes Agay Wodesato ) BERYL JOYNER
{With a gentle,singing tone) P 5 0derato (g-=ca 54)
E 1 ELog & 2 8 _—5— = — -] R.K.
f"f—._l?__—-—-“"‘ 8 3 . . — Sl =
S Srzas === —_— —_— e |
I : + = () =z é. __1;‘" ==
‘aaa* i S e P TR < pavord|“mp e LL 1 I Hpw o 1 [
[P —— — = oy — = s
| P e e T = === 99 ==
] 1 1 . . r ___‘ 1 Ll L
ﬁ# 5 l s| 2 i i 4 Moderato (d-=cas4)
(1 P - P e
: . e b ey SS=iis == = =
| s e | 1T o - “ﬁ ~ paNoI{|  mp :
1 ! = *N _'i_ M ; -
E o — 'Jﬁ’ e = ﬁ: gz J_ zs = e : 3 si'
1 I oo e Ii] ’ - t r— L 2 5 2 f T f s 5

— i = S e —— —
! H’# H-“-f_ r ;_—':—H T 1 _. f..l - . . & RS
i ——— i _L_‘ i 1 ¢ - T‘] ;__— Hﬂ - 3 =t 1 | — :{ - - - ¥ I ! 5 I ! -
| [ R | |: 1 's T IS-“-""—L—" i \'_j,.. .
| 5 4 : T e T K= 3 S mp » L.H
| f__,.-—'—'—‘—'—-‘.,‘_ ’f‘___,--—'_i'—-..\‘_ 5 2 ! b ! |
| L 2 ot | o e o B i—*_!_,.qa . rqf" - o —— 1 — I - 4 2
| T . ¥ ‘._ B & F Y !. E
| i o oo : :
: S L--‘r s .r};; r - r Emro ey i AN e st ,_..:"""_ 7k f..—-ﬁ - _— "'_:_____"‘——--.‘_‘
= I #‘__________‘___-‘}_:._ _..-'-""_'_-_—__""H- '| = e !1 ,f !_..-" "'-..q_“_
‘ T t T 2 I - — _F_F:FE& l 3 ﬂ 'ﬂf‘; —— |f_—f—‘_: P P 2T "'
T 1 -1 - e — L — | = {
AR il T - C T |V " " e = ]
T i) 1 I st T S o
1 #*
Grade 31 Fuguing Tune : ‘ : i
Slowly (d=s8) (“When Jesus Wept”) WILLIAM BILLINGS (1746-1800 e R R S i R T LR S R R e ] e A s S R S S
i:adly']lf:!:_.iﬁﬂg_ . ey - S Arr l{_{}:ﬁ:jgu}- 2:_‘_‘ & — ; =1 4 I ! i ! 1 ¥ I ; g_ 1 1 ; - ) : . I
e e e e e e e e == === sh T el PRl It | i T
; 1 1514———‘-:—‘14-1_ J ! - = ls | s 2 I
PIANO P B I : - r ! 1 1 ] X 1 r
3 — L L - — J'_-. L 1 1 — = & a s s_ e -
's 1 & 1 a= e 3
-1" T -'L\ - L_§
— s B ‘ = —
5| & % 3 e B""'-;.--___i_ 5 3] g—————\ i_ D - — RE 2 =&H —
p— - | 1 : 1 1 1 ! - = ! E Ii E'—=-r[ : ; ; . I'Hf — ?J'Ip 2 /-J 4 f
; - = ] e ET R 'E .
i = e v t,’:tﬁzﬁ‘_fb = SE - == e =t i
241 1 — 1 1 JI_ 13 1 1
i #ﬂ—, ! — . Z‘J o/} I\’J:“E“J:. ] R ee— I = : - L4 s
17

|
\

a_
'}
|
3
b
e
c

2
e, 1 .
— e et —— = 2 = 2 3
LA P 1 1 - = - ! : = ! :
e 1 i 3 mpp ‘;! " * i g
J-F -__‘\_‘_\ / | '!. — -,_.,li" # L _",..—""-'—_ = ot '_‘-\—-..| —
o TR 1 o - dim. e p— P | = — ——
) B AL e ta-31 1T 25 - 7 = ~
: “—’ﬁﬁ}d 2 e  f——— S <
1 = ! 3 3 = L 1
el — — -F 1 3 5 Is " t ! - = e i—p—Fl : ': :F;'l : —_r : +
# From *Pianorama of American Classics)'compiled and arranged by Denes Agay. [410-41037] =t A Jj . I ¥ 1 ¥ 1 e ST
Copyright 1954 by Theodore Presser Co. |m1:hl. 1955 by Theodore Presser Co. ’ -<seA
i ETUDE-MAROH 155 ~MARCH 1955 International .

e




Sometimes I Feel like a Motherless Chile 2 _ i o

o\ A
Traditional Negro Spiritual ﬁ i — - - =
Arr.by CLARENCE CAMERON WHITE Ko o ! . P
home. 3. Some-times [ feel like a
Poco ﬂ.dﬂgiu '-'::l:EH‘-' %m? aa‘prﬂ.i’a":vﬂ " < <= i ﬁ —— E[ . St ] r—:ﬂl' :
VOICE b1 - - — - — ) l  m—— —— — —# T -
' #FEE 3, e A !rr' vy —ﬂé;i"- i F
‘ ) 1. Some-times I feellike a e e r E s =  poco rit
, SoRfEnls 2. Some-times I feel like I'm 4 J_ i J— ~— = e e T’ — | mp molto sostenuto
| e er— o T = = 2
| 4 o o ' 2 —=
=< o ] = Z L=
: . \-\\__—‘-" =.
PIAN ;’-? N 11 s —f&“j iu lento
= N R B | ES ! - — e rit. a tem —
} WJ—-Q J i — . : ol l‘l-’-% -1 B A _— —— 3 I-:'_"Pom Y 4 i i e . ()
- L8 ] ] = :I| [ & B 4§ = I I_' 4% — 1 15 Y w
— Y = === rporeaeit e .P—F—-EE# . _
_—1 Ed
an-in'dove, Some-times I feellikea moan-in'dove Some-times I feellike a moan-in'dove, A
_ e I—: 53 meno j = .1 mo ) i
et} N —— e i T — o SLANAt] R 2 e M T i o pomD
] e 99 o & T Pw . : 5 A=A e e =
W A ] I 7] ! I : I I Ir : -~ + ; y - , = 2
o m-::rth-!]:hluss chile, Eum&tirlnﬂs { feel like 5: moth-er-less chile, Smnu-tfrne:s I f““”}k“ x %ﬁ:g- F f_ F:‘ =1* — 'r E ‘r' be
al - mos' gone, Some-times I feellike I'm al - mos’gone, Some-times I feel like Im_ e & & Er ‘:'?TG\'
S e e e —1—% k= !:ié_ﬂ g e ol |
\__j ;__ - ( -*— ’;‘ H - - - - ‘_";." - %_;‘ f = :' ﬂ- : I 1";-__} ~ f‘;
! NS “‘--._'?_,_-r- meno p I > z o
S— _¢d ,J}J J "!5 £ e e Tempo I
Z — — o Z Ly - — o it = > Sy o et )
€ — < - ?l’b %‘. o i N 5 — ';nl — I -
= ten. ) o 3 —',.'_____-_F,,‘-H : —i\j—}- z ‘ : G
4 } ] = _1: = = ! N f}k_ K il — : s ' long ways from home, A long ways from home. Truc be-liev-er, true be-liev-er, A
| _ﬂ__.ij_ ] il.‘__ - 1 T = ?! - - = ::./%";“--.\_‘_
e L ; R tg‘j' 4‘%&#‘\_ ) Ly s : e w T Y
ML= iR - 1089 LRI, A long ways from home A long ways fro home b ! o L - K Z : o
al - mos’ gone, S & o $ . ;s B ¥ - : : “X¥ o ‘_I_i s Fape T ~ -
N e E——— e ST R e S 1 " A P I’.’; 2 358 z N TR
# T = I I s j—-’-—iﬁ z T e - jk‘ — molto - =i
—<Trrred b L E 8 17 — ehe—Bpfr.
‘-«.,___J._’_f',,r-r__::__ — == T cas: meno | I -’Tib-  — - o = = 7 1 lri vt =
L J g &
— ¥ - S—
.
I el

ST Piu lento
] —enmmp
s oo ; =
& ! mb.aﬁ_ e {_J,_ i h! - =
True be-liev- er, long ::Evs feom long ways from home,— A long ways from ome, ... poco a poco N
- . _,_,.-r‘"-__._‘_—-"‘-.. y
N s Susmeeme i SE cne S Thial U
| iy : 1 I e S i s iy 1 F! - - r‘i—-— Q'—F_ e ;i
= R ai Y . i T S5
j} - = 'g . 3 : =5 ”lpdmmam ! m
| E1xol e 7 hﬂ o resc. b & |B o WJ
2 L % — == : - f—
L i 'I"I. |_F ?. i
-t i 1 -t ¥ —
a = = —
. —
From "Forty Negro Spirituals)’ compiled and arranged by C.C. White. [411-40028] rpp r
Copyright 1927 by Theodore Presser Co. British Copyright secured -/
58 ETUDE - MARCH 195 ETUDE Magrcm 1955 39




Vater unser im Himmelreich Sosie

{(Chorale Prelude)

e = g

|
a 5

SAMUEL SCHEIDT Un poco presto (J - 120 -1
3 4 -

4
= 3
A f— TE!!"_'“‘ J:

Scherzando

JOHANN FRIEDRICH REICHARDT (1752-1814)
Edited by Alfred Mirovitch

3 2

2

Sy Tl

Fﬂ:i:i_

-4 -

o

b [RH
-

-
old | R
™R

Manuals 'Ad iJ J Hﬂ_ é e f“‘&!

p— —_—
g? T ﬁ - .
: - —— 2IE s 2 —_—
] et Senza Ped
Pedal” P X : —F—1—7 7— o
! ; j 5 ¢ . o . . —— . :
E:E* .IHJ F} i H_D J—d—il—d -
ik
r
l —
ﬁ#‘i@ e . : LA, :
: 2 1
el =Sc=SreSeSieEasia=s =T IE
-
i )] v | f
L. £ h E‘ H : 7
Lkir Ib : I f} GF
5 2
sl L 1
TOE B e, —— .
p—
E‘ b

N [
i

.-:

‘.

119

!

- |
o e s ' et s

o

i3

3

: ) re .
5 : &
| . ;
_% . P I ] 1 : #‘
= o e — :
: —o : 2
=8
dd 44 Ji’ﬁﬂ 543 ltde 1] Y | o r NI b A Sk
= ot it = == J- S A
0 F#P b, - E! ! _&’F:F:FZEF 1 l
+ 1 - Tl 1 i :
#LP et ol ] = : : ) sub.
| 1 . )
| # -'.
e = = = = g ‘j = —F
—ry & = 5 = Z | : I k
! — t
| : ’
From “The Church Organist's Golden Treasury,” edited by C.F Pfatteicher and A.T. Davison. [433-410057 F 1 . - :
” R es 7 el ' *1I1- i ied by Alfred Mirovitch. L410-41041]
Copyright 1951 by Oliver Ditson Company T Command of The Keyboard! ‘vﬂl_llrcﬂmp|lgd and ediled by

Internativnal Copyright secured
ETUDE-MARCH 155

40

Copyright 1054 by Theodore Presser Co,
ETUDE -MARCH 1955

International Copyright secured




T T8 e 21 Morris Dance
3 From CeepoNs & IRNER 8 mous(17th century)
it Mal Gh “Notehosk for "'r‘u'ul!l'gnn.g” Ei!:::};_v'di‘frd H:’ram‘tfﬁ
Edited by Alfred Mireviteh Somewhat IaziI}r {J:ﬁg-.'m} i e - ,-—--..,\ g
{J = 112 - 12&} i i 3 ‘f'_"‘ . L] B .‘/,.'--—---.,‘\ 2 . .
NS ORIt T o P - . e -ﬁ%
. I - b1
#‘F—t‘——l—ﬂ ' . ' F I.r"--------«'l,f Ni;l:ﬁ:;_h b7+ Tl i
L\ 7 — I - 1 ‘h:‘—" . . fl I L i : - .
B B i, gl PIANO > S g = | g‘ D_a[ | !
‘ -f f?\ /f % /i - ) 7 2 5
o . L
. 4 Pzﬂ' 5 3 1 s # 5
senza Ped. i i - -~ : s 38 2
i #—r I ] —
| # ? : 2 :m: 'i_t%_ﬁl I X -I : E I :
| F= = i ;f:f! - B T e S 2 “"‘"“""—"'“i » S
| i = — — | == —
o] F S | —_
= = # i rJ T
| 1 1 1 I
| 2 ";"- T 4 P
| =] :
o Tt o 4 e BN PO T o S o < B 2
3 =T 1 1
e S R S—-cS==c=os—cooorie FEu
2 ey - z 3 " === — ——
el e TS g2 S e =
. 1 A s i i ¥ @ = 7 sl o
R e = > mlr L e L
—
' L il [ I L & ! } i
-1 e ] @ i Frem “Command of The Keyboard]’ Vol. I, compiled and edited by Alfred Mirovitch. [410-41040] |; o
B ‘ Copyright 1954 by Theodore Presser Co. International Copyright secured
‘ et Call of the Canyon
rade
GEORGE FREDERICK McEKAY
Moderato pastorale _
- - t - —-
===== == E=====
\ in il g —— o — >
4 :
e . a tempo
T e = - . —
s _' | I : _.i__ﬂ1ji = dl i‘--._.-- . 5' 'd:' /L—h -ii- - *
I =
— | —— = .
: -.- g"__ ._.- - : g‘ - [ B -_ L - i —— e —
} o 3 ‘F |
[’ '\._ P-_-al 1 _.’-L H_ -
] — . - - = il' n—i i x
| = | S s =
= : s : s - - e
—_— 4 &%
== I=ERiadiESs R E i
. S e : ;

From “Command of The Koyboard " Vol. II, compiled and edited by Alfred Mirovitch[410-41041]
Copyright 1954 by Theodore Presser Co. International Copyright secured Copyright 1955 by Theodore Presser Co. International Copyright secured
12 ETUDE -MARCH 1555 ETUDE-MARcH 1955 47




pasnaag ighakdo) oyvwiae]

VST 9 pauiy

¥ - LiZ0V - 518

o)) essaiy aopoaq) &q ger yqfudde)

% - LIS0V - 218

15

ey
O, eys = eu 139 @ Jog ‘usaq s - 00D m
i == - Ps iy =
ONVHdOS 2
NNAT ZOMORD &q pateesre raduy =
i3 suordsyip v 151N s 3
52qqam Wolj Ag 9 g O, u..
vppeddos v “g Ly s 2uf b i, M
yloxyuy 1aysus] E«“ﬁl i Wl ___nm
siaydnue(] puw suog I ; = &
3 sy Appuanf avein of %
e—
2% M : /] (I < QR
m b E - \-lsn ..m i uwﬂ. © A5 .M. ma_. 9 m m. AN =
25 || F ¢ _ R S Gl @ :
w R T 5| el - -
z S & © < =113 . >
5 |6l 2 Qe [ [M F e ) G EEH- ¥ :
A = | d LE ; : ( 3
- ' olY 4 2 o o .T._u..
- -4 ¢
o= X = = ~aa il werl TT1 [ =
el L < F = 4T = ‘e
- . < - P v 1R
w .
% A § ©
Q 5 .-“H Y Ll N 2 L
& Giml SCRL-® W A2 || &
- . werl [N 2 L1
- = =
— ; - ClUT 2 CW Heth 5| el i
e T w Qﬁm -t Al o ! i
O : : = =T 2 e
. M- 1 il & i
fnln. I o Au \ L1 \ o ~
r. @ e . i ol [N .= _f.ﬁul =
- i ] MUE & 111
\ = = b
e @ HII... 0 1] “ ﬂ.-&.l.l E_._. l..“l.q.ﬂ_m— w | m
e alofoawl & _ Gl 3¢ 3
S CHIT® £ G 2 & <
0 n = ' " h a. =T L=l r_ 0 m&..u:..:_. m
i L
CoTR— ! BN 3[R bl &
Bl € $HH-" i il = Clith chll 2
V-u B | 1 |.._..._H....._ b = hlll m
2ie 1 A 1| R ‘ w
< =
o 8 T 5
o il o \ - - - & ! ol o A T \ w.r- %
- - _H ..ﬂ .E o — Lok ol Jﬁ - == i _ﬂ
o m S \ ' 1 um -]
4 & E T ® el = mll L3
o TH| &, 4 | ' g E
2 % - “ z =
= = ol = [ |- - O @ e & | e | (N -
= L |
R 1 1|LN : 2 . B =3
ey > { { s 2
i} == - S R <O R O | 5+
- £33
_ ———— — — S——




L)
=3
"
-
8
b
W
o

ld

- B - N

13—
T

b

¥ - LL50Y - 218

ayy

ey

'~

sy

s o

—

n

P | |

SN
Haar
dwp

np - o

)

J

L

o

- i

my
[

Az

T

R
QLT

ST qioj  angm  jek puy

e L
Ta -

ETUDE -MARCH 1955

GROVE'S DICTIONARY

(Continued from Page &)

Curiosity about the treatment ac-
canled the old masters about whom
oo new information was likely to
have been found led me to compare
ariicles on the Bach family. There
gppears 1o be no fundamental differ-
ence in the article by Terry in the
(kird edition and the same article in
ke new one. A few sentences have
been winched up at maost, (e does
notice, however, that great care has
heen taken to give a better picture
of the Bach family tree (called in
crove’s: “Pedigree Table of Bach
Family”}. In the third edition. dates
of progenitors and children of J. 5.
Bach are confined to either birth (in
anly & few cazes) or death—hoth are
nt given; in the fifth edition, a real
ot was evidently made to ascer
sin the exact dates of hirth and
death: and where the former was not
known a “*" 1akes the place of the
date—ar if the date is questionahle,
it is given as. for example, “16747"
{This i true of all dates throughout
fie dictionary as Blom has taken
care o paint out in his exceptionally
bacid preface.) What the new Grove's
has done o improve thiz article on
the Bach family {and article= on all
major composers) is to add a bib-
liography listing Important articles
and books in all languages and a
list of warks, Consequently, Wilbelm
Friedemann, Johann Christian and
Carl Philip Emanuel, all sons of 1. 5.,
are treated to more space than they
previously enjoyed. The catalogue of
witks by J. 5. himsell oeciipies
tleven pages of small type!

It is gratifying to ob=erve that the
canlemporary scene s treated o
fully and apparently withont preju-
fice or favor. There are unosually
wnsitive articles on Bartok, Hinde-
mith, Stravinsky and Schoenberg.
Wih the passage of time, these
giants of aur century have come into
elearer {ocus, While it is premature
bo fully evaluate their *individual
costributions to musical art, it is =ill
prsible o appreciate theie unigque-
bt and to prize them for that very
qlity—as Grove's appears to do.
| warched in vain for an article an
Inelve-tone music or atonality in the
thied edition (1927: too early for a
el discussion of this direction),
ind found only vague, meaningless
trlerences, However, in the new edi-
lion there is o splendid survey of
bich the histarieal and technical as-
rects of twelve-tone composition (by
Humphrey Searle), in which we read
::: the ﬁ"l_ 1irm"_ something ahout
_hu’“"“'}ff in which Joseph Hauer,
¥io arrived ar his 12-tone method
milependently of Scheenberg, ap-
proaches the problem. Alban Berg
id Anton von Webern also come in
b their share of just appraizal un-

separate hiographical articles, Tn
last volume under “Appendix 11,
sdenda and corrigenda,” there ap-

ETUDE—MaRCH 1955

pears an article on musique concrete,
one of the latest phenomens in elec-
tronic music, having its origins in
Paris, 1948,

Erie Blom explained carcfully in
liis preface thal the new Grove's was
an “English"” dictionary even though
its intention was encyclodepic and
international in =cope. Dezpite this
slant, the dictionary gives ample
space lo American composers of our
'j-m"-'- bﬂtl‘l I.I.'IE ulder and younger
generations, Among those appearing
in the new addition are Milton Bah-
hitt. Samuel Barber, Elliot Carter,
Aaron Copland, Henry Cowell,
Ulvsses Kayv, Roy Harris, lIrving
Fine, George Antheil, Virgil Thom-
son, Vincent Persechenti, Bernard
Roger=, John Cage, Otto Luening
and many others, One should remark
at this point that Blom states that
inclusion in the Grove’s is not tanta-
mount to receiving a “certificate of
greatness.” It will be interesting to
see when Grove's is revieed again in
1980 or thereabouts, who among the
newer composers listed {whether
from America or other countries)
will either emerge as artisis of genu-
ine stature or fall by the wayside,
One thing is certain, however: those
who think that the golden age of
creative activity died with Bach and
Beethoven may have to re-evaluate
their own position if they take the
trouble to read the articles on con-
temporary music and composers. De-
spite the insecurities which have
plagued our century in the form of
wars, revolutions, depressions, fam.
ines, ete., the creative spirit still
moves man to write music. Grove's
gives the evidence. if not of the value
of this activity, at least of the extent
and fact of its existence,

At the end of volume nine there is
an interesting appendix which lists
under chronological dates the names
of artists of all kinds who were con-
temporary with important musicians.
This makes it possible 1o form some
idea of who was working in the
varions media at the time, say,
Monteverdi was alive and helps 1o
suggest to the eurious reader the
line of further investigation ahout a
period, or stvle. ar an individual
musician.

It goes without saying that the
carlier editions are now ah=alete.
Everyone connected with making !lir
new Grove's is deserving of high
praise for a first class joh nl'. ook
making. A special commendation 1o
Eric Blom for a superlative job of
editing.

&1, Martin's Press
g127.50 (9 '\-"nhun:.ﬁ r:nuﬂlnti:}

-

s It is no empty phrase (no matter
how often we hear it repeated ) that
music begins where spoken language
ends. —Ferdinand Hiller

(1811-1885)

NEW RECORDS
{Continwed from Page 18)

British East Africa, Japan, India,
Spain, Venezuela and Yugoslavia,
Though Lomax and his helpers have
done some of the recording. the
Library is a sound-anthology chosen
from the world's finest collections of
folk music, {Columbia SL 204-217)

Verdi: Arias

Capitol’s presentation of HRobert
Weede's baritone voice in a recital of
Verdi arias is especially welcome
since this artist is not well repre-
sented on records. Beaotifully re-
corded and well accompanied by the
Coneert Arts Orchestra conducted by
Nicholas Rescigno, Weede =ings
cight familiar Verdi arias, i Fro-
venza il mar, probahbly his hest num-
her, shows how pleasing his voice is
when not pushed beyond its natural
tessitura. (Capitol P-8279)

Britten: Folkiongs

Benjumin Britten's effective set-
tings for nine folksongs of the Brit-
jsh lsles are set forth by a Londun
10-inch dis¢ in which the composer
serves as pianist and Peter Pears,
tenor, as soloist. The Ash Grove, The
Sally Gardens, Oliver Cromuell,
Sweet Polly Oliver are among the
varied program, Pears’ flexible voice
is capable of diverse effects, all of
them good. (London LD 9136)

Bach: Violin Concertos in A Minor
and E Major

Jascha Heiferz, plaving with his
usual sort of breathless beaunty, is
combined on this disc with the Los
Angeles  Philharmonic  Orchestra
playing somewhat bluntly and heav.
ily. Studio acoustics serve the soloist
well but the orchestra poorly. (RCA
Yictor LM 1818)

Brahms: ﬂ'mrr;l‘n No. 1 in D Minor,
0

For unabashed athleticiem in the
grand manner of piano playing thi=
performance by Artur Rubinstein
and the Chicago Symphony under
Fritz Reiner takes the prize, Since
the brillance of the playing is cou-
pled with the brillianee of RCA
Vietor's latest “Orthophonie” cound.
this dise is something special. (RCA
Victor LM 1831)

Vives: Dodia Francisquita
Amaden Vives' popular zarzuela

{Spanish comic opera) is on two
dises in a spirited performance con-
ducted by Ataulfo Argenta leading a
cast of Spanizh =oloists, the Grand
Symphony Orchestra and the Cham.
ber Chorus of the Orfeon Donastiarra
de San Sebastion. The first of Lon.
don's new international series, this
release ia clearly aimed at Spanish
upca.k}_ng countries; but enjovment
of the gala music will have no geo-
graphical limits. (London TW
91005/6)
THE END

PIANO BOOKS
FOR EVERYBODY

Songs from PAJAMA GAME
Arr. by ROBERT PACE
Contents: Herpando's Hideaway ® Hey
There & Steam Heat « Small Talk and
others in eowy speciol orrongements.

85¢

WE ARE THY CHILDREN
By LOIS LENSKI and C. R. BULLA
12 original joyful hymes far the ele-
mentary pionist writtan by the re-
rowned children's author ond prafusely
llustrated by her 85¢

TEMPO TIME
by RALPH MILLIGAN
Movel and Instructive—ieven GDFW!'
ing donce thythms and melodies for
esarly _qrudui—-—SOmhﬂ. Jig. Walts,
Rhumba, Tongo, Boogie-Woogie, stc.
BS¢

MISS FRANCES'
DING DONG SCHOOL
Pianc Book

Eight wall-known songs from  Miss
Frances' populor television progrom
which evary child and porent will
ploy and enjoy.

MUSIC OF TODAY No. 11
Arr. by KEMNETH KIMES
Confents: Moughty Ledy OF Shady
Lone, Tweedles Dee, How Important
Can It Be, Sincerely, Unsuspscting
Heart and othere '5‘

HANSEN PUBLICATIONS, INC,
118 W, 57TH ST.  NEW YORK 18, M. 1,

the MASTER KEY

Chromatic Pitch Instrument

PREFERRED BY MUSIC DIRECTORS —
PROFESSIOMAL MUSICIANS — TEACHERS

3 MODELS: MK1-Scale FroF
MK2-5cole Cro C MKI-Scale b o Eb

13 hand-tuned :pecial bronze reeds
precision-luned to A-440—~Ffull chro-
maofic scole. Heovily nickel-ploted
cover—embosted notolions top and
battam for eary selection of piich
note desired. Potented tone chom-
bers.

* ASKYOUR DEALER OR WRITE US,

WM. KRATT CO.

988 Johnsen PMace, UNION, M. J.
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OBOE TEACHING

(Continued from Page 19)

each note and will learn to “reach”
for the note to be played and play
it with precigion,

As to phrasing, we refer to the
dictionary  definition: *“the proper
emphasis of the tones within the
phirase.” However, the fundamentals
of musical form must be explained
tn the stodent = well as the em-
phasis necessary 1o dvnamics, slur-
ring, staccato, and articulations of
various kinds,

Musicianship is  definesd as the
mastery of music. Under this head-
ing we must include all the quali-
ties we have already mentioned and
add a few others, The musician must
know his eraft and his art. The
teacher must impart not only his
knowledge of rhythms, scales, and
sounids but must project his own en-
thusiasm and devotion for music to
the stndent.

At this point, the principles 10 be
tanght should be repeated—they are
inter-dependent ; they must be taught
simultaneously—they are tone, tech-
nique. breathing, phrasing, and mu-
sicinnship,

We now take up the means of ob-
taining control of the elements of
obwe playing, again in the order dis-
cussed above,

Control of tone is best obtained by
carcfully practicing long tones and
slow intervals. If a vibrato is to be
added, and this is desirable, it must
be carefully timed and handled, A
salisfactory speed seems to be be-
tween five and one-half and seven
movements per second, symmetrical
to o given tone, In other words, about
four vibrations between 84 and 92 on
the metronome, This chould he thor-
oughly worked out regardless of the
method nsed in producing vibrato,

The tone must be clear, even, and
pleasant on all notes, low and high,
The connection between tones should
be smooth and managed with the em-
bouchure. Step-wise progressions are
fairly easy, but the wider the inter
val, the more care is needed,

The piano should be full and not
pinched. Breath control i= again
called into play. The throat must
he opened fully as when the syllable
“ah" is used—the “ec™ and “o0™ pat-
terns tend to constrict the tone and
distort intonation.

Steadiness and flexibility of em-
bouchure are also developed by slow
and patient practice. One eannot
have a good tone without the proper

embouchure. As the lips strengthen,
the tone will improve. The cheek
muscles are also called upon to per-
form an important part in support.
ing the lips—again, they will tough.
en with practice,

Breath control is verv difficult to
achieve. The student will find that
he can play for a very long time
withont breathing. The danger of
this practice is this: dead air accu-

mulates in the longs, producing the
effect of strangulation and leading to
errors in fingering and articulation.
May I repeat, breathe with the
phrase, every two bars and certainly
every four bars of moderate 4/4
Lime,

Scales are the basis of all tech-
nical facility. Scales—major, minor,
chromatic, whole tone, pentatonic:
scales in thirds, in fourths: scales
in duple and triple rhythm: scales in
staccato and legato and in all articu-
lations, Scales are the basis of our
musical and technical system and
they must be taught and learned.
and learned thoroughly,

In addition we must teach certain
studies which are fundamental—
Barret. the Sellner Duets, Ferling's
18 Ewdes, and the 25 Eiudes of
Hugot-Bruyant. These will provide
a player with the technique of a
virtuoso. There are, of course, many
other works which are necessary, but
I consider those listed ahove basic
to any college course,

Concerti  like the Handel and
Cimarosa, as well as other solos, are
good “technique builders.”
must not he neglected,

Again, let me repeat, all notes
must be played with a pleasant qual-
ity of tone and with true intonation,
whatever the speed. One must be
able to hear the next note 1o be
plaved regardless of the harmonic
background. The oboist who can do
this has real control,

A practical knowledge of musical
theory is necessary for proper phras.
ing and emphasis, Cadences and dy-
namics should be emphasized as well
as the proper means of retarding and
accellerating,

In teaching absolute beginners, it
is well to have a definite plan of
procedure. First, the embouchure
must be explained and illustrated.
Then the student should attempt to
play the first notes, 1 have found
that the low G is the best note with
which to begin. From there we can
go upward to B and downward 1o D
until the student is used to the pri-
mary notes of the instrument,

After this, the easy major scales
and simple studies and tunes can he
added. The teacher must guide the
student’s  econtrol carefully,. With
good practicing habits and practical
guidance, any talented hoy or girl
can become a satisfactory oboe play-
er; the one with extra talent plus an
adequate and intelligent application
can become an artis,

It seems wise now to list some
common faults that a teacher may
find in his students. The first of these
is not faulty embouchure, but faulty
breathing. Embouchure comes next,
then fingering. Many students, in
their anxiety 1o be correct with their
fingerings, clench the oboe so hard
that they become completely musele.

These

oboe hand

shows the
embounchure so
graphically, we are reproducing in this

Becanse it
position  and  the

miniature form the entire photograph
from which the print for the cover of
the February ETUDE was made. The
player is Leonard Arner of the 5.
Louis Symphony Orchestra,

bound. This is wrong—the fingers
must close the tone holes and cover
the keyvs, no more,

Another bad habit is the tendency
to end all phrases with a crescendo
and the desire to play all notes with
& hard, dry staccaro.

Others refuse to learn to move the
fingers with precision. The fingers
must move together withont being
snapped down and up.

To attain what has been discussed
so far, & practical study svstem s
imperative, To many students, “prac-
ticing” is an aimless wandering up
and down the instrument or endless
and thoughtless repetition. These
do not achieve results, Practicing
must be planned and carried through
like any other operation. We know
what the essentials are: the next
thing iz to achieve them.

First of all, for the moderately
advanced student, one hour per day
is an absolute minimum. Second. 1he
time must be budgeted so that no es.
gentials are missed. The beginner
must stress long tones, scales, gnd
breathing. The more advanced sty-
dent, who has developed his tone and
breath control, must concentrate on
technique and solo plaving, For the
beginning child or adult who has
never played the oboe, twenty to
thirty minutes should he sufficient :
however, after three or four weeks,
an hour should he attempted. Also,
the more advanced student should

practice one and a half 1o two hours
per day,

All parts of a piece or study
be practiced with equal intengs,
and concentration. Often the E:.:|
part of a piece is repeated endlessd
while the ending is neglected ru.-_—.
pletely.

The student, or the artist for gy
maitter, should not practice eonting
ously until be is exhausted. Filteen
te twenty minutes of playing, thes
three or four minutes of rest will he
more  productive than  contingags
sessions of one hour's duration,

Here are sample routines which
have been lound successful:

(1) For absolute beginners:
]_r_-. Flljlllllr'- (173 Itmg Iunes
15 minutes on scales
{2) After three or [our woeeks of
lessnns:
10 minutes on long tones
10 minutes on major scale
10 minules an minor wicale
10 minutes on & study
I” H:u'rl.ulr'- an a -nu||r
(3) Fou
dent :
10 minules on tone and vibrage
20 minutes on scales

the more advanced sty

10 minutes on velocity studies
30 minutes on general studies
20 minutes plus on solos

The part of a solo to be practiced
each day must be decided upon in
advance. If the solo falls into well
defined sections, the problem is sim-
ple: however, if we have a studv
without cadential endings, it will be
necessary lo take a cerfain number
of bars and work them out. For ex.
ample: a solo or study has heen di
vided into three parts; on Monday,
Tuesday, and Wednesday, the seps
rale sections should be carefully
studied, then on Thursday, Fridsy,
and Saturday, the complete piece or
exercize can be plaved as a whole,

The tone and lip building exer
cises must be played every day, if
only as a warm up. One should begin
with the lower notes and progress
to the upper ones, All notes should
be used. A good plan is 1o begin
with the low B-flar. and proceed up
ward chromatically to the high D
Each should he held eght
counts with the metronome at 60

These tones should be p]at ed with
and without vibrato, piano and forte,
with graded crescenda  and decre-
scendo, Here also one of these can
be planned for a dav's practice.

THE END

ETUDE’s cover for this
immortal Jan Paderewski,
sic of Chopin,
was a master of the syhile
the keyboard
portraits taken of

courtesy of Steinway & Sons

THE COVER FOR THIS MONTH

month shows a striking photograph of the
noted for his interpretations of the mu-
with all its tanal demands on
; ties of touch and his hand position on
18 graphically illustrayed

the Ereal master,

the artist. Paderewski

in this—one of the last

Its use as a cover snhject is by
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MY FIRST MEETING WITH BARTOK

{Continued from Page 12)

sgewer, was the one he addressed 1o
e commitee in charge of f]llslﬂbu‘t-
ing the famous Greguss-Prize. This
 perhaps best compa ruhtr_m our

oun Puliveer Prize, was given in sue-
cession EVETY Year to & composer, a
wiler, & painler, a scu:lptnr.l an
scior or an architect. So every sixth
coar 8 composer was to be awarded.
tfser all other composers of Hungary
Im glready been given this coveted
. the arch-conservative commit-
s had no choice left—Bartok had
1 teceive the award. But they didn't
want 1o let bim off with it quite so
casily. So they decided that i_nc_tfnd

-'V
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N
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Your music can open l_he door to
continue to train. ]?Jucldc[ now to bet L
i e, IC is
our musical knowledge. Competition n il
e are to meet it anywhere, and take advantage of

L
communities. Pre et nd tak
opportunities that are open in all

all the wonderfu
your profession.

Opportunities and Better Income e
; srtainme J ample, require entirely
B niass . n,Ll:-;[t-\“':ﬁTp;if],n}?Big Trﬁme" E:hi:inns
d for this highly specialized field.

nd colleges everywhere.
vourself for teaching by
DOUBLE BENEFITS:
d vou learn the latest im-
interest of vour students.

new musical techniques . .
are available to those traine
Interesting positions-are open in *-x:hmﬁ a
Again, specialization is necessary. Qua ify
enrolling in our Advanced Study Courses.
You improve vour own performance, an
proved methods to stimulate
: Start NOW toward Greater Success
. to advance further . . .
Home Study way. Know the
of today's music leaders, Courses

Get the training every musician wants . .
and get it the modern, convenient
advanced, up-to-date techniques

HARMONY:—Written by !
hnest theorists in the U'.l'.l‘ll'ltr .
yei thorough in every way. ;
{undamentals right through o Counter
point and Orchestration.

ANC POSITION: —Designed
':Innvne \.EI?L f?:t'lu] knowledge of mu-
ﬁ forms mmd the general procencs

of Composition.

NORMAL PIANO: —Especially desi
for teachers or [uture |r.|-|.'1'|ns..w s
and solves every problem of 1 P

gressive teacher.

PUBLIC SCHOOL MUSIC:—Fits you fof
sctual work in the school
model letsons develop onge
give you an excellent guide
ing others.

University Extension
CONSERVATORY

of giving him the Prize for a work
composed during the last six years
{which was the original stipulation
in the rules of the Award), they
gave it to Bartok on the strength of
his Orchestral Suite, Opus 3—a work
written more than 25 years earlier,
which by no means represented the
mature composer at his hest, Bartdk
was infuriated. He ook it as a cal-
culated zlap in the face and his an-
swer, refusing to accept the prize
for such an early and no more repre-
sentative work, was printed promi-
nently on the front pages of every
newspaper in Budapest. “It would

be sad indeed.” wrote Bartdk, “if
ginee my early youth T wouldn't have
written anything worth while.” Tf
such were the case, he argued, it
would be best perhaps, if they'd give
the Award to somebody more de-
gerving than himself, Bartok came
out with a positive suggestion, He
recommended Kodaly instead of him-
self and finished his stinging letter
with a sentence, which became the
motto of many a Barték-admirer for
vears to come: “As for myself 1 have
no desire to accept the Greguss
Award—dead or alive.”

The Committee had no statement
to make after receiving Bartok's let-
ter. No composer was awarded with

great silence prevailed concerning
the matter. Many a name whose
owner did get the award has been
forgotten long since. The name of
Béla Bartok shines more with each
day and his lenter is not forgotten.

On another occasion Bartik did
an even more daring thing. Admiral
Nicholas Horthy, then Regent of
Hungary, decided to establish a new
award to be given to the “hest minds
of Hungarv." It was to be called
the Corvin Decoration, =0 named
after one of the best known kings of
Hungary. There were 72 such deco-
ratione, 12 bigger ones for the “really
great” and 60 smaller, for the stars
of second rank.

Fugen Hubay and Ernest von

the Greguss Prize that year ald_ a

rwo of the
Simple,
“rom basic

gl COuUniry-

reats

room. Ot

nality and

for teach- Breathing,

bigger opportunities . . .
better your skills and broaden
n. even in the smallest

HISTORY:—A modern course |nrlu!.'li_ng_
all types of music from ancieat origins
to 20th Century. Interesting—with em-
phasie on the analysis of music—not &
dull collection of Facts. .

ARRANGING:—All the tricks of modem
preanging drawn from the expericnces
of the biggest “name’ arrangers in the

CHORAL CONDUCTING:—Brand new
course includes all the modern tech-
ngues—even broadcasting.

VOICE: —Includes all ﬁitnl‘i!h. such as
Resonance,
Enunciation, Phrasing, Style, etc.

if you

branches of

or Bachelor’s Degree

Become affiliated with a school that has earned the
recommendation of thousands of successful IE:!(!'IE'N-
and professional musicians for over 50 years. We are
the only school giving instruction in music by the
Home-Study Method, which includes in its curriculum
all the courses necessary to obtain the Degree of
Bachelor of Music.

Turn Spare Time inte Profitable Study!
Schedules of busy musicians and teachers seldom
permit a return to formal classes, but they can advance
rapidly through Extension Courses. These need not
interfere in any way with regular worlt, The progres-
sive musician, busy as he may be, realizes the value
of further study and finds the time for it, proceeding
whenever spare moments are available.

CHECK COURSE THAT INTERESTS YOU and mail coupon for

sample lesson and booklet . . . without any obligation.

EssssssEhsmEEEsEEEEEE TR AN A
l.-t:;r;m EXTENSION CONSERVATORY., Dept A81E
2000 Socuth Michigen Blvd.. Chicago 16, Ilincis :
Flease send me caloleg, sample lessons and full ~|r.£r;:l=1u=~
tion regarding course | have marked with an X below.
[ Piano, Teacher's Normal Course [] Voice
H Pebi m“d'ﬁ: cwr;:qinuz’l .
lic School Mus.—
E ;ﬁm School Mus.—Supervisor's [] Dance Band Arranging

[ Cheral Conduciing
[ Clarinet

[] Advanced Composition [] Vielin
[} Ear Training & Sight Singing ] Guitar
Vocalization, [l Histary and Analysis of Music  [] Mandalin

[ Harmony [ Saxophone

[] Cornet—Trumpet ] Double Counterpoini

[] Professional Cornet—Trumpet  [] Banjo
Name. i Age e
Street No.—— e
City. - R A

you?

Have you studled Harmony?
the Degree ol Bachelor ol Music?

Are you teaching now? 1l s0, hew many pupils have
Do you hold a Teacher's Certificate?

Woauld you like to eam
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Full sostenuto pedal.

® The Woarld’s Finest Piano

Mason & Hamlin

Division of Asolion Americon Corporation + Eail Rochester, M, Y.
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iranseriptions fer piane

BACH: Jesu, Joy of Man's Desiring ................. $ .90
BACH: Befiel zu deine Wege—chorale prelude ....... 50
BACH: Wir danken dir Gott—chorale prelude ........ 50
BACH: Es ist gewisslich an der Zeit—chorale .,....... 1.10
BACH: Ich ruf' zu dir—chorale prelude . ............. S0
BACH: Indulci jubllo ... ........0c0000ces 1.10
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Dolinanyi, both favorites of the Hun-
garian government of those days,
were in line for one of the 12 big
awards. But Horthy had no love for
the daring and free work of Bartik.
Hence, it seemed inevitable that he
should be presented with one of the
60 smaller decoration=: and so Bar-
16k’s name appeared at the bottom
of the long Corvin Award list.

On a sunny morning, 71 of the
bhest-known Hungarian artists, aca-
demicians and other members of the
country’s spiritual “elite,” marched
to the Regent's Castle on the lefi
bank of the Danube to receive thein
decorations from the hands of Horthy
himself, One by their names
were called out in the pompous recep-
tion room of the Burg. They had 1o
step forward and aceept the decora-
tion from the hands of Nicholas
Horthy. The name of Béla Bartok
wae read out aloud, too, in due time
and the Regent stood there with the
decoration in his hand, waiting for
the composer to step out like all the
others to accept the plague. But no-
body moved. No person stepped out
of the line to get his share in the
glory, Bartok simply didn't show up
for the occasion. The Regent placed
the plaque back into its case and
nohody ever spoke of the affair any-
muore, There was no mention of it in
any of the Hungarian newspapers, It
was unthinkable to report on the case
—hut those in the know :L[.llr'.nl the
news and laughed about it for weeks
to come, chalking the matter off as
another of the silent triumphs of
Professor Bartdk.

Such was the situation in the vear
of 1929, when Bandk shook my
hands for the first time in one of the
studios of Radio Budapest. To me.
it was an unforgettable moment. |
looked into his eves, which reflected
a strange mixture of childish naipere
and utter seriousness. Also, [ had
the feeling that those eves had an
uncanny X-ray quality—they pierced
through me, and uncovered my inner-
most feelings and thoughts.

There was great simplicity as well
as a certain Anality in his voice as
he asked me, instead of the usual
“How do you do?": “Dao vou know
the works which we're going 10 plav
tonight "

No, I didn't know them and 1 had
to confess my ignorance, It was im-
possible for me to lie to this man,
I felt he would find out instantly if
I zaid something that wasn't so,

Bartik didn’t seem to mind my not
knowing the works.

“You have a great treat in store.™
he said. and his face softened into an
angelic smile. He gave me the music
whose pages [ was to turn in a few
minutes. The sheet of music which I
took into my fumbling hands was the
F minor “Fantasy,” for four hands
by Schubert. I was about 1o make the
af:r|_u|_|in1nrn~:= with this great com-
position under circumstances which
I never forgot in all my life since,

one,

Bartok seated himself to the righ
of Hernadi and a few minutes later
the broadcast was under way. | lis.
tened spellbound. The slight man a
the kevboard with the deep-blue eves
played the opening melody of this
wonderful piece with such intensity,
yel al the =same time with a dregam-
like Iulll'-ﬂl]étijl'u such as | have T#ver
heard anvbody play before. The
sound of the opening stalement of
the Schubert Fantasy is today still in
my ears, as rllllll;:ll T|||' roncert !I.l-l.
taken place only vesterdav, and ol
long decades ago.

While listening eagerly to every
note emerging from the kevboard. all
sorts ol fquestions |r||--1'd 1|||mj|;h v
mind-—questions to which I could not
find satisfactory answers, Was it pos
sible, 1 wondered, that this man whe
plaved every note of the Sehuabert
eee W ith such |n1.|11|: Clre as 1||uug.":
his life would depend on i, eould be
“rabid™ and “unemotional”
composer as he was made oul 1o be
in the press of those davs, How could
i man 'Mhhu. as an mierpreter of S 13-

such a

bert's music, now showed himself 1o
be =0 conscientious, so utterly devoted
to every dynamic marking and every
single note in the printed music, fail
to be a very greal composer in his
own right as well? How could he fail
but in=till into his own wWrilings some
of the love and care he felt for the
music of another great genius of
yesteryears? Through the interpreta-
tion of the F minor Fantasy by Schu-
bert 1 got my first musical and huo-
man inte the great genius
that Béla Bartdk—an insight
which deepened with the vears that
followed into the greatest admira-
tion and a true, human friendship
as well

insight
wiis

Bartok and Siravinsky

After the Fantasy of Schubert
there followed the “Petite Suite™ by
Stravinsky and some shorter pieces
of Barték himself (specially tran-
ecribved for this sccasion by him=elf).
Barték greatly admired Stravinsky
ﬂlllh'l" time, so much =0, that he con-
sciopsly o “hunp-
some of the Russian mas-

subeonseionsi
rowed™
ter’s characteristics for certain parts
of his own 2nd Piano Concerto—a
fact which he himsel{ acknowledged
to me one day. This occasion came
many vears after our hrst encounter
when [ studied the Second Piano
Concerto for a future performance
and asked Bartok's aidvice about
tempi, fingering, ete. Like Maolicre.
who proudiy said onee, “Je prends
mon hien ou je le trouve™ (1 take
III""J:‘- wherever T find them), Bar-
h:k wasn't loath to incorparate into
his own works some of the best char-
acteristics of other COIT OsErs, He
|Wgn1l~ interested in “clustertones.”
fdrlr mstance, when he first met Henry
Cowell and with characteristic mod-
esty asked Cowell's permission to use
them in some of his own works, Thev
can he found in many a Barték piano
composition—most notably in The
night's music of the “Out of doors”
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wite as well as in the last movement
of the Piano Sonata (1926).

[ was so much under the spell of
ihis first, rather chance meeting with
Burtok that it took me weeks until
[ got “back to normal”™ again, It
wemed a¢ though his personality
gew on me with each day that
pussed since we first met. The pic-
gre of the small, almost weightless-
loking man who played with such
Jowing intensity didn't seem to fade
from my mind and heart with the
days, weeks and months to come,
[ %fel” for Bartok with all the ideal-
ism of & sixteen-year-old boy. The
impression he left in me was so deep,
that seon after my first personal
epcounter | went to the music shop
where | usually purchased my music
and asked for one of his shorter
piano works. It was the little Sona-
tina in three movements which was

to become the first piece of Bartok
I have ever undertaken to study and
play. 1 started lcarning the piece
eagerly, and with much enthusiasm
~but not too much understanding,
it now seems to me, I mastered the
composition within a very short time,
however. The Sonatina opened the
door to the many Bartdk works 1
was to play in subsequent vears, and
with my playing it my admiration
for one of the great muosical geniuses
of our century began.

With the passing of the years, my
fleeting acquaintance with Bartak
ripened into one of the great friend-
ships of my life. | am truly thankful
for this great friendship for Bartdk
helped to form me as a human being
as well as a musician. Indeed, he
helped me to become the artist that
God allowed me to be,

THE END

WE MUST FIND THE ANSWER

{Continued from Page 20)

elassifeation. It is advisable to make
a phonetical chart of the worids of
songs until you can read the char-
acters of sound contained in each
word as readily as you read this
salement.

The most revealing aspect of the
forr words which
classified

extensive search
could mot be effectiv el
with sur ten vereel chart, is that there
gmply are none. The natural man-
uer in which the varions word groups
fall into line i= both revealing and
gratifving.

Yoecal Consonants

Having previously illustrated the
ides of 2 word consisting of “a =en-
nce of sounds,” let us further
esamine @ few of the numerous in-
stances in which a word or svllable
will end with one or more consonant
wands and the following word or
sillable hegin with one or more.
Read the following phenetical chart
and see how easily the texts can be
identified,

“Songs My Mother Taught Me,"
e —"Smpng-zm-ah-ih m-wh-th-h-r
ttie-t m-e, th-nth.uh d-g-zl-aw-nge-
th-nih-she” Or “Flow Gently, Sweet
Afvn," ete.—“F Lo g-eh-nt-l-ih s-00-
et ah-fe-ub-n, uh-m-uh-ngth-ah-ih GR-
:':HH-J.r;_" “Drink 10 Me Only with
Thine Eyes,” ete,—“DR-ik-ng-k t-o0
me on-l-ih oo-ih-thth-ah-ih-n ah-<ih-z"
and, “B-ub-t m-ah-ih-t ah-ik ah-v-J-o-
l"if'r-rl-l'.rﬂfr-r sih-p” ete. “One day™
—loo-gh-nd-a) , *Sing Me"— (s-ih-ng
m-¢), “Swing Low™—( s-00-ih-ngl-0),
“Come Thoy" (k-ah-mth-ah-00),
Eie. }'_.f"'fﬂ this it will be readily seen
0w impossible it is 1o project a text
M 2 “K-ah-n-v-ih-nes-ih-ng” manner
without an intelligent use of the con-
toants, Here again we must differ-
enlite tl"['ﬁ.‘r'!""n --I-"-N-h and BOME.

Not Voeal Consonants
= H'I"'-lr.ru of our neglect or lack of
tamiliarity with these sounds, the not
voeal consonants present a very defi-
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nite problem. Though they cannot
be sounded on any given pitch, they
are nevertheless of equal importance
in word formation and, because of
their peculiar qualities, must he
given the most serious study.

It is not possible to define in writs
ing the exact manner in which these
sounds should be uttered, except that
they too must be sounded without
resiriction and completely independ-
ently of the vowel which follows.
This applies especially at the begin.
ning of werds, as sing =wing,
sp-ring, st-range, sk-ies, f-ear, f-alse,
{k)c-ome, c-all, t-o0, t-ake. p-ool,
p-ull, ete. The t's, st’s, k's, =k's, p's,
sp's. kst (as in eestasy), and many
more strange combinations appear
during or at the end of the word
formed.

Since the function of the conso-
nants, vocal and not vocal, i= to make
possible an intelligent and intelli-
gible presentation of any given text,
their importance cannot be over-
emphasized. When correctly uttered,
they simply make possible the projec-
tion of a statement with elarity and
conviction. and yet without the slight-
est trace of “Consonant Conscious-
ness” either on the part of the singer
or the audience, This, needless to
sav., requires painstaking praetice
and its effective application should
naturally be demonstrated by the
teacher. :

In good singing both the singer
and the audience are conscious pri-
marily of literary values. In this con-
nection it i interesting to nole that
thete has never heen any scarcity af
;;nud \'IJIIT'E'F.

Gatti-Casazza, illustrious Hunm-r:t
General Manager of the ."-'Er'!r.nprsl_l-
tan Opera Company, once pul |1Ir|!||e~
wav: “Vaices. yes, 'gfn.rrr:us VNP,
but where are the arfists? Hfl' recog-
nized that a true singing artist pos.
sesses both voice and histrionic abil-

ity. (Part four of this article will
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The Creator of the New
ADA RICHTER
PIANO COURSE

Mrs. Richter is currently on a

nationwide lecture tour. In all
her appearances her methods and
procedures have been received
with enthusiastic acclaim. The
success of this course has been
evidenced by the many requests
for bookings. Mrs. Richter is
available for sponsorship by
music dealers, teacher’s asso-
ciations, clubs, colleges, etc.

See this imaginative new piano course
at your dealer, without delay.

Pre-School Book 60¢ + Books I, I, 111 (Early
Beginner) 75¢ « Book IV (Early Beginner) $1.00
“Keyboard Games™ {Supplementary material to be
used with last half of Book I and all of Book IT) 75¢

M. WITMARK & SONS « 619 WEST 54th STREET, NEW YORK 19, NEW YORK

HAROLD BERKLEY
VIOLIN MASTER CLASSES

Individual and class lessons, dally chamber music, lectures

af
BERKLEY SUMMER MUSIC SCHOOL
now wing buildings ond compus of
Bridgton Academy, on Long Lake
Marth Bridgton, Maine
July 11 to August 20, 1955
All recreational facilities

For full information, write

Berkley Summer Music School
Roem 1011, 113 W. 57th St., New York 1. M. Y.

f Here's excellence of performance through skillful
:fuﬂ:m::nlhip, « For 48 yeors, professionols and
beginners have demanded Koplan Strings, for faithiul
tone quality and constant Adelity of sound, i
Your decler will proudiy tell you more obaut £
Kaplan's TRU-STRAND "Maestra™ and “Red-O-Ray"
strings for violin, vislo, cello ond bass . . . I
KAPLAMN STRINGS ore
precision wound ond
1 ] | palishad,

l:

By HAROI

Advice On Buying a Vielin

B. E. .. Tennessee. All of the
three makers you mention produce
violins that are well worth §150.00
in terms of workmanship and tone
recommend  one

aquality, [ eannot

above the others, for thevy are
| mercial firms, two of them operating
in this country, IT T were you | would
try to have a specimen of each firm’s
work at my home at the same time
1t\'in|1 them one alter the other [or
a few davs, until vou decide which
ane rlr II“‘" 1|rr"“"‘ HI\'J'- Vil :Il" "-.-‘ll-.lr'
est aesthetic satisfaction. Don't buy
any violin without plaving it in vour
home—where vou are accustomed 1o
the acoustice—for at least a week
Any reputable dealer will let vou
do this. Don’t consider buving from
a dealer who will not do thi= for
yvou. And when vou have decided and
bought the violin, don’t think back
over vour shoulder and wonder if
one of the others might have been
a better buy. Just try to make the
most of the violin vou have—the
more you try to find out itz qualities,
the more it will rezpond Lo you.

farn

Name and Address Necessary

D. M., New York. 1 am sorrv. but
it is an editorial policy of oor magza.
zine not to answer letters that have
not a full signature and a full ad-.
dress. Yours is an interesting ques-
tion, and 1 should like 1o answer i1,
I will do %0 if vou will send in the
question again, signing vour name
and giving vour street address,

Label Means Nothing

Mrs. H. 5. ﬂﬁ{!hl}:ma. No one eonld
]‘!nsﬁih]}' tell from a written deserip-
tion whether a violin is of valye or
not. The label in an instrument s
of no nse as evidence—unless it savs
“Made in Germany.™ for then one
knows it is a factory produet
labels are easily faked, Juye
faked are signs of Age

~for
as easily
on a violin,

Commercial Firms

Lr.-. ” .-'Vnr.-J'r f}fz.ﬁr:fﬂ. |!-||I||| the
makers you npname Produce jnsiry-
ments that are well worth the |.-ri1'-'
asked for them. They are comme
cial firms, of course, making violj A
}ai different grades, If vou are u:;!l"
Ing to pay $125.00. 1 would advise
¥ou 1o go op to £150.00—yoy wanld
get a noticeably better vinliy, And 1

don't think vou could do hetter e
where else, 2

A Rusaiun Yiolin Dealer

."l.':rs._ S. 1., New Yort, Hll.l'lll-t- Was
a '\':It.I]I!I:l dealer in b Petershyr
Russia, about g hundred years ugf.

It is not definitely knaw
made any violins Ihitrs-'.-lle,:?l':-j 3‘:::::! I-]E

| f\@ iolin L@ uestions

.D BERKLEY

the violins bearing his label were
made for him, aceording 1o his speci
heations, Iy one or another of the
many German violin lactories, Thes
are strangely made—no corners and
generally, the ribs Bush with the laps
and back
value today.

These violing have lietle

An Inexpensive Reproduction

Wra. 1. G. E., New York. and EL
M., Ohkio. 1 am ofraid | mgss 1ell
vk that neither of vour vialins
likely warth much. A
violin bearing a Stradivari and Guar-
nerius label without the date com
pleted by hand is most likely 1o e
a German or Bobemian faciors perowd-
et worth leas than $100.00 I might

te be VEEY

even be Japanese, and not worth
$10.00,

Perhaps a Good Factory
Made Instrument 2

P P Connecticnt, That carving
on the back of the seroll is rertain
evidence that vour friend's violin is
nol & genuine Strad. The words
'.'.*ll.r!'r-: Vielin™ lead me 1o think that
it is of German factory origin and
probably not worth $100.00. You sa
you are a violinist: il vou find that
the violin has any .',:llllrl lTII.‘I“f"- of
tone, it just might he worth voar
_I'rj-~rnr'= '|'|I1|rl' fis |L|rr|,|: i n-frlli the
Instrument 1o a |r-||a_j|:_1]|Fr dealer in
New York for appraisal. It is just
possible that it mav be a better-thas-
average factory violin,

A Commercial Product

Dr. I. U, T.. Marvland. The firm
of Neuner & Hornsteiner is nne of
the larges howses |11.1L'r|:= COTHmET -
1.'5.1F violins, violas and rcellos. Their
mstruments come in various grades

I:nr hllfl |I I|‘1r- frces FIILF" fr.-nl
about $35.00 10 £150.00 \thongh
they  are massproduced. some of

their better-grade violing show &-
cellent workmanship, aml many of
Ilhr-m have a surprisingly good qual-
ity ‘_'{ tane. Exactly how much vour
violin ix worth no one could sy with-

out seeing the instrument.

A Good Low-priced Instrument

Wiss R. C. D., Michigan. The firm
whose name you found in vour violin
at one time imported a lot of violins
from Czechoslovakia
Ilhr'rr class, they were really good
Instruments, many of them having a
trr{ll'.'_ far above that which their lowls
origin would seem 10 promize, If, as
¥ou say, vou bought ome of these
violins for $25.00. vou should be
llnmu. for it is prohably worth four
or five times that amount, and the
tone quality could easily be worth
ten times what you paid for it.

factories.
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@rgan and (fhoir

Questions

Answered by FREDERICK PHILLIPS

). Our thirteen year ofd daughter
bt studied piano for just over two
vears, and has practically finished
il'iurrrpwn Grade 4, and o number of
wpplementary boaks. 1f she were ta
part with the Hammond organ this
west year do you think it wonld in-
terfere with her being just a good
pinist, or would yon suggest a
enuple of mare years at piane before
darting with organ? Also, does the
Hemmond require years of lessons
to be able to play it well ¥

L. S —Oreg.

L. There seems to be no reason
why o pupil whe can play fourth
mude music acceptably should nat
teke gp the Hammond organ sue-
cessfully. We believe, however, il
weuld be well to continue with the
pina Jessons in addition to the Ham-
motd. Besides becoming a fairly ac-
compliched pianiet, vour danghter
will no doubt eventually become in-
terested in the regular pipe organ as
well as. the Hammond, and a first
clam basic training in piano will be
1 big help in the study of both types
of organ, and may spell the differ-
et between o mediocre and com-
petent plaver, It should not take long
b muster the principles of the Ham-
maad instrument. and once these are
emed considerable ability can be
dtgined by regular practice com-
bined with experimentation in the
- of the various pre-set keys and
draw bars There are many Ham
wed methods  available covering
these points, which may be had from
s local dealer,

Our church is thinking of buying
U rew organ and there has been
nueh comtrocersy over the subject
o' pipe or electronic organ, A rep-
"eientative of the (X) Organ Com-
"""-:l repocted that he could install
! Wpe organ for around $8,000, or
8¢ for 85,000 which we could add
o money permitted. W hat i3 your
Upinian of this company? [If we
i:'l"';-f" ® pipe organ what do you
I'-"-"l ﬂ_||' the J'ﬂ‘lllrrm-r'ng 5”#!':'1';4'11”"!'“‘
’r"ﬂ*_f does not permit liscing these
fpecify :'T-'J""-.ll.“ Fhat would be the
Preximate cost of such an organ?
"id you suggest any additions?
Y% you_know of any represenlalive
:.:Lu:,i" “'r':r'r"" organ  in ..rfu'\ area’
e -:rrr Fie Jﬂ_ﬂ-‘-’!ﬁ'l-’lfrf'lﬂ regard-
P ity models, ete.?
]. P.—lowa

i mention is a reputa-
o8¢ and bears an excellent repit=

The firm
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tation. The specifications would seem
te be guite satisfactory. and should
give good results. If any additions
are contemplated, how about an
Oboe 8 on the Swell; or, thiz could
even take the place of the French
Horn, We should hesitate to indicate
a probable cost, but suggest that you
take the matter up with one or two
other responsible organ firms and
get definite figures, We are sending
you a few names in this connection.
We have no way of knowing who the
Allen representative would be in
your vieinity, but this conld be as-
certained by writing o the Allen
Organ Company, Allentown, Pa.
Space does nol permit listing the
specifications of their several madels,
but we might mention that the New
Model B 2 has 5 stops in the Pedal,
{ in the Swell, 8 on Great, and 12
are listed as “General.” Model B-3
has 5 on Pedal (32 notes): 9 on
Swell (61 notes): 9 an Great (84
fales ) . \lul.{l,‘]. H-i |l.'l.- 9 on ]]Cilﬂ-l
(32 notes) : 12 on Swell (6] notes) ;
9 gn Great (84 notes). In addition,
the last two are well supplied with
couplers.

I am an advanced student of piano
anid vears ago played the pipe organ.
Naw I belong to a small church, and
we have a Hemmond organ, which
looks a little complicated to me,
Would vou suggest a book which ex-
plains its operation?

F. A. M—Vea.

With vour previous experience as
a pipe organist, you will probably
have no trouble at all mastering the
Hammond, with its really only seem-
ing complications, undoubtedly  re-
ferring mostly to the draw-bar system
which permits a good deal of !Milludv
in making up your own registrations
in addition to those established by
the pre-set keys. There are geveral
excellent methods for the Hammaond
organ on the market %!Iii']ll can be
obtained at vour local music stores,
and we might mention as one,
“The Hammond Organ,” by Stainer
and Hallett, really an adaptation of
ihe Stainer Pipe Organ \1r*lthmi o
ithe Hammond instroment. Full in-
farmation i given as to the operation
of hoth the pre-set keys and .tllrr
draw bhars, together with suggestions
regarding the hest means of devising
sombinations which will represent to
a fair degree many of the l-:rnui
gqualities as indicated by the “stops

o

Teach correct timing early

with METRONOME de Mae

No one realizes better than you how
important is the early development
of a good sense of timing. In order to
establish good timing habits, it's only
natural that so many teachers and stu-
dents have turned to dependahle Met-
ronome de Maelzel by Seth Thomas®
—the company whose name has meant
precision in time for 141 vears.

This durable instrument is famous
for its exact and dependable measur-
ing of time—andibly and visibly by
distinct tick and oscillating pendu-

sy, U 5. Pal 0.

by SETH THOMAS

F[W C
elh Thomas Ulocks sz

lum. It is easily adjustable for tempos
from 40 to 208 beats a minute.
Enclosed in a handsome hardwood
case, its stordy keywound mechanism
is built with the skilled bands of mas-
ter craftsmen, Great painstaking at-
tention is given to every detail of
construction to assure you unparal-
leled quality —to make Seth Thomas
Metronome the fnest you ean buy.
Ask yvour music dealer, department
or jewelry store Lo show you this fine

metronome. Oaly 813,507,

thstail = Price sublect (o changs

Thomasten, Conn.

THE PIANO COURSE

one grade to the next.

Al the some time he receives a ¢
the earlier grades.

books. Ask him obout them.

BOOK | (Oblong Format)
BEMA .ot e A0

BOOK Il (Upright Farmat)
Bk T T J5

TEACHERS ASKED FOR! ||

ECKSTEIN Piano Course

In Six Books !
by MAXWELL ECKSTEIN

Pupils progress easier and faster, and get more fun out of their
lessons. The teacher's task is simplified by the careful step-by-step
procedure which carries the pupil smoothly and naturally from |

Careful planning ensures a perfect balance of theoretic and
melodic material to keep the student's interest high ot all times.

Each book is eppealingly illustrated. Your dealer or publisher
will gledly grant you exaominotion privileges on any of these

ECKSTEIM Piono Course

SUITABLE FOR PRIVATE OR CLASS IMSTRUCTION

|  CARL FISCHER, ixc.

62 Cooper Square, New York 3 f
BOSTON — CHICAGOD — DALLAS — LOS ANGELES

omplete keyboard education in

BOOK 10 D 3705 ......... .75
BOOK IVO 3706 .......... J6
BOOK ¥ 0 3707 .......... .75
BOOK VIO 3708 .......... 1.00

on the usual pipe organ.

|
| ==




What Is a Key?

by Leonora Sill Ashton

HAT does the word key mean

when used in connection with
music ? One by one the members of
the Musical Quiz Club gave their
answers Lo the question.

“The word key,” Nancy began,
“means one of those parts of a
piano which has the same name as
a note on the stafl. When we want
te sound that note we press down a
key—either black or white—which
moves & lever with a hammer so
that it strikes a string and sounds
the tone of that particular note.”
Ralph added a short comment:
“When we say a natural key we
mean the white keys on the piano,”

Charles played the trumpet, so
his answer was “In a Keved Bugle,
or a Bugle with Kevs, you press
down the keys and they measure
the air you blow into the bugle
and produce the tone.”

Betsy's turn came next, “1 found
that the notes of a scale form a
key, but 1 don't know how 1o ex-
plain it.” “Betsy’s answer leads up
to mine,” said Hugh. “The word
key relates to the arrangement of
tones which form a certain scale.
When we say a piece is in the KEY
of E-flat major we mean it uses
the tones of the scale of E-flat
major. And of course we all know
that major scales are formed by
taking, in ascending succession,
two whole-steps, one half-step, three
whole-steps, one half-step. We can
make such a scale on any black
or white key and the first tone of
the scale is called the Kevnote, and
gives the scale its name.”

“l believe.” said Hugh, “such
a family of tones i= also called a
tonality.” -

“And 1 read some place that a
key means something that opens
the way to understanding. So, it
seems to me that the scales, in all
their different keys, open the way
to understanding many things

i

aboul music, See what 1 mean?"

“I do,” replied Nancy.” 1 don’t
see how we could study harmony
if we did not understand scales,
and I don't think any one could
become a good reader without
understanding scales and keys,”

“And I don’t think we can learn
to play smoothly unless we know
the fingering of all the scales.”

“Speaking of all the scales.™
Harold said, “don’t forget there
are lots of seales! Twelve majors,
twelve harmonic minors, twelve
melodic minors, one chromatic,
two whole-tone scales, and a few
more if you write them on paper,
because you can write a scale with
the notes of the key of G-flat, and
you can wrile it over again with
the notes of the key of F-sharp.
They sound alike and are played
on the same keys on the piano,
but they lock very different on
the staff.” !

“Well,” commented Betsy, “]
still think it's confusing to have the
game word for a picce of ivory and

What is a key?

for a family of tones of a scale.™
*“Cheer up,” said Hugh. “You'll
find that practicing the scales in
all their keys opens up the way to
understanding music,”

Blue Print

for the Bass

by Wilburta Moore

AVE wou ever studied har-

mony ? Even just a wee bit of
knowledge of this subject will
make you feel quite at home with
the three most important triads in
each key and will enable you to
give yourself and your friends lots
of fun. These three triads are
called the Tonie, the Subdominant
and the Dominant, and they are
{formed on the first tone, the fourth
tone and the fifth tone of any scale
you select. I you are playing in
the key of D-major, these tones
wotld be D (the tonic. or first of
the =cale ), G (the Subdominant, or
fourth tone of the scale). and A
{the Dominant, or Lifth tone of the
scale), The triads built on these
three tones would be ]I'-I"-.-h.'lrp- A,
the Tonic triad: G-B-D, the Sub-
dominant; and A-C-sharp-E, the
Dominant, and now you are ready
lo go.

Play these triads on your key-
board in different positions, also
as broken chords and arpeggios,
until you feel quite at home with

them, then use them lor the groand
floor pattern for an endless nmbe
of melodies, such as folk-song
tunes you learned at school weil
known hi”llri!‘ melodies, cowhey
tunes, ctc. Your ear will tell yoq
when Lo use each of the [ru-l.._{.
fan rxuluplr. in ONd Folks a Home.
the tonic triad is used until e
word river, which calls for the s
dominant then back to the {ogje
to the word a-way. You will kayw
no trouble working out the m
mainder of this and some otk
melodies, Among the many meb-
dies you can easily play on the ke
board, or sing or whistle to thee
three triads are: Dixie Land. Red
River Valley, Yankee Doodle, O
Black Joe, Auld Lang Syne, Tur
kev in the Straw, Jingle Bells, et
Even the famous Brahms Lullabs
uses only these same three har
monies !

Try these and see if vou can find
other melodies which use only the
tonic, subdominant and dominan
triads,

WHO KNOWS THE ANSWERS?

(Keep score: (hne hundred is perfect )

1. Is a libretto the score used Iy
the conductor of a .-\lllplhan‘ln
orchestra or the book of words
of an opera? (5 points)

2. How many |141[|'~_-I1-p:- are in a

minor second? (5 points)

. Which of the lnllnh'in;__r words
relate to music: timbrel, tum-
brel, tune, timbre, tundra, tuni-
cate, tunic, tonic? (15 points)

. Who wrote the short opera,
produced several times on tele-
vigsion, called “Amahl and the
Night Visitors™? (20 points)

. Which composer’s firs
was Camille? (5 provints )
W Flwn either a triad or chord is

written on the stafl does it oc-

cupy lines, spaces or both? (10
pioinds )

7. Arrange the following names
correctly : Cesar Massenet, Jean
Verdi, ﬂui-—wrimiw Sil

£

&n

name

6,

elius, Jules
Frum_-k. Edward Dvorak, An.
ton Grieg. (5 points)

.HIH.!-' long is the kevhoard of
a8 prano? {20 points )

PROJECT for the MONTH
r.ﬂllh'l.“lllﬂrﬂll.' on  heautifyl phras.
ing. Good phrasing i« one of the
marks of a good musician,

9, How many sixteenth noles fil
one measure in threecighth
time? (5 flu'tnt_il

i 3 et e—
e
@iﬁ i

10. From what is the theme given
with this quiz taken? (10
Points )

Answers on next page

MY MUSIC HOUSE
(For Young Juniorcties)
by Elizabeth Blackburn Martin

A little Music House | drew, Ii's
fun to do such tricks. It !-"-i'!u my
‘Iﬂu:"' practice, foo, this house of
many bricks, For every exercise
well done, arpeggios or frills, One
brick 1 ecolor red, just onme, For
scales or chords or drills. When
Teacher saw my house, she soid
“"Work for a perfect score. When
every brick 15 colored Feid We'l
=lart Yviour F"f""l"h'ﬂ]‘ff‘_ ”uhi :|-|1IJT
ideals Very F”F"'-I- { That's= what I'i
Iry to do). The Music House helps
lots; that's why | hope vou'll draw
one, too. Let us look forward to
the day When every hrick is filled
A first rec ital We can I'I‘“' Then—
won't our friends be thrilled!
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The Junior, Etude will award three attractive prizes this month for cor-
t anid peatest answers to the puzzle below. Contest is open to all boys
r:d rls ander the age of twenty,
B sixteen 10 twenty years of age; Class B, 12 10 16; Class C, under
2 Put your name and age-class on upper |“E[l corner of paper and your
1;[:1"5;111 upper right corner. Write on one side of paper only, Do not use
rere and do not have any one make a copy of the work for you,

Junior Etnde Contest I
|
|
|

it 2 Az %
“pl'::nl':rr- of prize winners and list of thirty receiving honorable mention
Wil IFF‘""I on this page in a later issue of ETUDE.,

Topic: Do I prefer sightreading or memorizing?
{Not more than 150 words) |
Comtest closes March 31. Send entries 1o Junior Etude, Bryn Mawr, Pa.

RESULTS of November INSTRUMENTAL PUZZLE

\ great many answers were received, Prize Winners

which must prove that the puzzle was 10 A Genevieve Jilk (Age 16).
ol diffeult. In No. 4 a form of mu- Hlinois

sieal composition was called for, in o0 B Bemy Litman (Age 12)

which the central letter is N. Many Canada
azswers used either the word ""}'I" Clazss C, Anne Shontz (Age 11).
ot canon. These are forms of musical Missouri

compasition, but many other answers . . : lfh
give the words, tango, songs, sonnet,  were, .Iun_iur Etude is permitting
canio. minor, monet, dance, none of  their use in the ﬂnrmmhflr- .‘n]_-.-rnfun
which are estahlished forms of mu- Lizt, but not in the ||:r|z{--'[ﬂl'll1mg
deal compesition, but s so many  group. Honorahle mention list next

cemiesiants evidently thought they  month.

Letier Box

5 i I in eare of Foreign mail is !i cents; some fors
]:ﬂﬁLWIEr*tn It'rt;:" H.w:-, l';.. cign airmail is 15 conts and some is
md they will be forwarded 1o the 25 cenls, i'.on_.n-nlt yiour P'“,t Ofiew
writers. Do not ask for addresses. before stamping foreign air mail,

Dear Junior Etude: Dear Junior Etnde:
lam & music student in Austria and | am taking piano lessons and t'n!ui:
would like to exchange letters with music very much. I have been sic

Stunning New
Spinet by

Starck

Tl‘le Dﬂ [..'L'IXE
Sheraton

=]

L

music students of other countries with rheumatic fever but piano play-
wha play pisno and like concerts, I  ing does not rr_mke me feel llrlr.r;! ;:
wald be very happy if you would some other things do. I wou b
pablish my letter. glad if any body would write to n';v,
Ingrid Schratzberger (Age 16), George Kelley, Ir. f.-*fg-lf 13),
Austria Firginia

Dear Junior Etude:
ll'ﬂ'l-‘" taken jnana lessons for sev-
&al years and enjoy it very much,
iad | also play marimba in our or-
testra, My hobhies are skating,
basebhall, fshing and Jong bicycle
fides, | would enjoy hearing from
wher Junior Etuders,
Paity Jo Bruggman ( Age 12),
Calijornia

4 See letter ahove

»
Aniwers to Quis

L Book of words of opera: 2. one: Dear Junior EI1I!.|H'. "
A tinbrel (2 small, drumlike in- You can't im-ngm:-.:' D:P:t Ilipfl.lfarin::r
Brument of olden ti , tune, tim- ward to getting . KR i
® (vocal qu:lin‘:,n:::ric:t l-ir. Carle ETUDE. I would like tnlcurrrz-I‘:nu;
netti; Saint-Sa#ns; 6. if in fund- with anyone inlﬂml?d.m nm?a-rn'
“eatal position it occupies either have taken lessons for over ten JEA/S
1e5 o spaces; if inverted both must  also belong 1o a iy ecia-
be used; 7. Cesar Franck, Jean Si- studied theory i muﬂc]' '::rl::]l“;‘cud-
i, ﬂni!EI!FE Verdi, Jules Masse- tion. I would like to hoge. 3
', Edward Grieg, Anton Dworak; ers.
:' [F"' fert; 9, six: 10. Andante from
ring (uartette by Tschaikowsky.

Jane €. Forie fAge I7),
Massachusetls
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A Piano 0{ Tasteful Elcganur:

You and your family will cherish for years

Lovely, yet simple, characterized by graceful p_mportiuqs. These
are the reasons why Sheraton is so popular with today's I!orn_:-
makers. In this new Starck De Luxe you have Sheraton in its
most liveable version . . . and 2 spinet of fine musical quality.
There are many other Starck styles. See them at your dealer’s today.

FREE="Music in Your Child's Development”~o helpiul booklet you'll want if
there are children in your home.

B A Starch Piano Bo. 234 SOUTH WABASH AVENUE, CHICAGO 4, ILLINOIS

Tops in Technic Teaching!
TECHNIC IS FUN BOOKS BY HIRSCHBERG

Leoding consarvateries, scheols of music end the Meest planc thl_dﬂ af the country con-
1;“9'“: wy indispensoble fo good leochieg,’’ becowss of the isterestisg and eriginal
way the lechale studiss are pressnied.

TECHNIC IS FUN—PREPARATORY BOOK by Hirschberg ......:.3 83

TECHNIC 15 FUN—BOOK OME by Hirschberg ......... it B85
TECHNIC IS FUN—BOOK TWO by Hirschbarg ..........i0ca00r 85
TECHNIC IS FUN—BOOE THREE by Hirschberg ..........icc000 85
TECHNIC 1S FUN—BOOK FOUR by Hirschberg ............ 2o A5
TECHNIC 15 FUN—BODX FIVE by Hirschberg .................. B85

PLAY THAT TUNE—Books 1 & 2 by Bermont ..... T R,
Wary losmilior tenes with estra core given to The ARRAMGEMENTS, FINGERING ond
AYERAGE VOICE RAMGE. Excsllent for o limited techniges o3 most wlections lie wall
wadar 1hs hond in the five fingsr peditien. All tunes really singoble (set teo high or foo
law], Reodily sepplements any plona teaching method.

MUSICORD PUBLICATIONS

E58 Post Avenue [Weite for free catalogue)

Stoten liland 10, M. Y.

N

e

s
G B e e R e

3 TANGLEWOOD-1955

: BERKSHIRE MUSIC CENTER
i CHARLES MUMCH, Director
:E Aargn Copland, Assistont Director
:1 & summer school of music maintained by the Baston Symphony Orchestra
;E in connection with the Berkshire Festival cancerts,
i July 4 to August 14¢h
ot Lenax, Massachusetts
DEPT. | INSTRUMENTAL MUSIC DEPT. Ill COMPOSITION
DEPT. Il CHORUS DEPT. IV OPERA

DEPT. V, TANGLEWOOD STUDY GROUP
{DEPT. Y—FOR 2, 4 OR & WEENKS)
For cofoleg plecse address Mis E. Bosuler
Berkshire Music Center

4
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eachers Pet

KIMBALL PIANOS, Keyboard
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orchestral literature will develop
when an orchestra provides special
musical azsemblics, voung people’s
concerts  and =pecial festivals of
music, both the performers and non-
performers—all types of students
in the school should be reached and
influenced to better understand and
desire more good music,

2. Through this intelligent pre-
sentation and understanding of or-
chestral music, the daily lives of all
students will be affected. When good
literature is studied and performed,
when inspirational rehearsals and ef-
fective lessons are experienced, when
esgential reading and basic listen-
ing to recordings become important,
then the true meaning and message
of music is revealed and becomes an
essential part of the daily life of all
students in the school. In such a
healthy environment it will easily
become an accepted pattern for all,

3. Every child, vouth and young
adult will be given abundant op-
portunity to develop the =kill of
playing and the choice of under-
standing all 1vpes of music, in this
instance orchestral maosic, in  ac-
eordance with his or her inclination
and capacity as an individual. When
considering this from the orchestral
training point of view, it is this
writer’s belief that such results can
best be accomplished by maintain.
ing high standards in the choice of
literature and in the quality of per-
formance. When both can he done
and at the same time a maximum
number of participants be included
in the group. then the orchestral
program will be approaching the
desired ideal.

Other classes both in and out of
the music department can rightfully
expect  the same  consideration.
Through integration and correlation
most classes in an up-to-date school
should permit all students to work
up to full capacity. In that music
course dealing especially with or-
chestra, it is most certainly one of
the desirable outcomes.

To tarn to the negative view, com-
mon sense planning would demand
that the basic purposes for having
orchestras in schools should not be
(1) to develop social barriers among
students by catering only to thosze
students who can afford 1o pay for
!E'F.-?{l!l'l.‘l and buy the best brands of
metruments; (2) to build the di-
rector’s reputation by winning con-
tests; or (3) o prepare students for
a professional career in music (al-
though this may well be a by-prod-
uct, it can hardly be considered one
of the chief aims). Any policy of
instruction or administration for the
school orchesira which tends to ex-
elude students from participation
should be carefully weighed lest one

of the major goals for teaching music

COMMON SENSE PLANNING
FOR THE SCHOOL ORCHESTRA

(Continued from Page 15)

in schools be lost. In many instances
the orchestra teacher payvs lip =ery
ice to this ideal, vet shows scorn for
all forms of “unspecialized”™ musical
activities by refusing 1o play or
chestral accompaniments  for
sembly sings, by being too busy to
prepare  orchestral  students  for
special demonstrations in the seci-
ence laboratory or other academic
classes where this type of contribu-
tion iz both desirable and helpful
to the total school, by neglecting to

a=

furnish small chamber music en-
semhbles for home room and other
extra-school activities, and by 1alk

ing down the folk instruments
needed =0 often in the recrestional
music life of the school. These. to
mention but a few ways that the
orchestra teacher fails to contribute
to the total school program, can be
classified as a lack in common sense
planning in matters that affect the
orchestra.

It should be noted that these lacks
have not been suggested as the im-
portant aspects of the teaching as
signment, All agree that good
teachers desire to 1ift the eves and
ears of their students 1o horizons
that result in love and understanding
of the great and beautiful ‘in or-
chestral literature, but all should also
realize that teachers begin where they
find their students and go on from
there. Many times there mav he
diamonds in the rough if the leaders
are only patient. The teachers of
general music classes have a quota-
tion which orchestra teachers might
seriously consider, “All kinds of
music to bring happiness to all kinds
of people,”

But what should be planned for
the gifted and talented music sty
t|IF‘r1IF-? Should there be any hesita.
tion to provide for their special
abilities? We helieve not. On the con.
trary, every means ought to he eX-
pended to provide special activities
to enrich and sharpen their akills.
True, Ehf! public schools are nol
professional schools, yet o eflort
should be spared 1o see that
etudents are working up to ca
and not being allowed 1o
does not seem incompatible to recom.
mend that opportunities should he
provided for both the average and
the gifted in a school ore
ation. It must be reme
a gifted and talented performer de.
rives one kind of satisfaction from
being just another plaver
Eroup or section, but qui
type of pleasure from he
ated in a small selected
other talented and
:tudrn't.q. When the gified are en.
ouraged to blossom forth in an en.
semble or solo capacity, much mape

gifted
pacity
loaf, It

'Ilr'ql'r.u silu-
mbered thar

in a large
te another
ing nsenci-
group with
highly interested

can be expected of them than when
BYerage spesd,

allowed to reduce 1o

The matter of public performane
by the orchestra often presents m,
jor problems in plinning. Whege
both training and performane
groups are maintained this probley
usually finds & =atisfactory solutiog
but when all beginners and inger.
mediates are scheduled with the mos
advanced performers. a public cop.
become an ordeal w

cert may

the gilted can hardly endure. If e
public concert is considered the show
case for the school's best effors
the
should be in the center of ihe ar

then certainly Mma] |.|_!.-p_g.-.!
chestra planners ereation. Only mus
that is well prepared and well per
formed dare be presented as a by
product of the orchestral trainia:
program. Good public relations aad
cOommunity ol e

this principle s used 25 3

support  always
when
guide

Every orchestral development, b
it in elementary school, Junier High
High or College, should s
tempt to satisfy at least two fos
tions to be most effective and worl
“hi]r. (1) Il 'hllljlli |-r-r'-.ri-- [ BRI
experiences for all the students of

SMTnOT

the school and serve as a resoae
for spiritual enrichment and enbance
the |{rtr|l||rl1|.|-r|l of taste and dis
crimination for all types and styles
of orchestral music. 1 the orchestrs
provides only for the small grow
who perform, can it really be justi
fied in the curricnlum? The enrich-
ment Li.!ll.i l'u]tur.ﬂ srTVIHCE |h|- group
can provide for the
'“'I'l"]F -hl:llllli I-r TTi L. l-{ ||:r rhet

= !:II'\II ll as a

reasons for its existence in the pro
gram. (2Y It should, however, al=w
provide special opportunities for the
more talented and gifted to mak
their own contribution 1o

£

special
the total school society, In orches
tras of intermediate advanced
grade, literature for sight reading
should be available and used with

or

no intent of |Luh|i|' periormance
r1r:||-3|. (7 II-"ITI Ju-“].,]. & taste for all
styles periods aof
musical heritage that helongs to the
orchestra,

:|I:|1 the greal

M course, if these opportunities
are provided, the school must be
prepared to furnish an adeguate per
sonnel in the teaching =taff. alw
sufficient school time for class sche
du““E and a lruar;rl to support Tosthe
F“"h 'PF tl'l-l"'uP Topics |'|1'uFr] 1#‘ Y-
panded into an article on that sub-
ject alone; henee. they will only be
mentioned at this time. Later in this
column each will be des '-'E“T""d mare
fully,

The complete music program, in-
l-'!.lliiillg prr!nrmumnp groupe fior
singers and players as well 25
listeners, has not always been a5
vitally related to the fuﬁiru!ﬂﬂl 1
it should have been. Too often il
has been considered an extra be
yond the school day. Yet, as ont
writer has recently said, “The music
P"'_rfﬂl'mln{'(- groups can serve [0
bring fresh air to a curriculum which
has become stagnant.” The place of
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the orchestra in this complete music
program and in the total curriculum
is an important one when consider-
ing cultural and emotional growth
of youth, and when the real reason
for offering orchestra, as a part of
school work, is correctly understood,

there is little doubt but that the im-
portant spot which it merits will be
accorded it. Common sense must
point to the fact that in planning for
the school orchestra, the needs of its

performers must be given first con-
sideration, THE END

PROGRAM BUILDING: PART 4

(Continued from Page 17)

local historical event; or it may deal
with some local legendary fgure.
Robert Choate used something of
thiz approach in a program orginat.
ing in Spokane, Washington. The
theme on this occasion had to do
with the opening up of the Pacific
Northwest. A portion of the script
took for its main idea “Christmas in
the Early Northwest” and from that
a very easy transition was made 1o
“Christmas in Spokane Today.” John
Kendel of the Denver schools ap-
proached the same idea in a some-
what different [ashion when he
presented a program devoted to a

| depiction of *“The Spirit of the

Rockies.” His approach was a de-
velopment of a feeling for what one
may term the “atmosphere” of the
region.
A thematic idea centered on some
incident in the history of a particular
state offers still another possibility.
Bernard Regier, at that time Director
of the Hutchinson, Kansas, Janior
College A Cappella Choir. built the
program around the musie :.rf the
peoples of the early days in Kansas,
Music for this broadcast was chosen
from Indian sources, from the folk-
songs of the West, from Nt:p.rn
spirituals, from the songs af the Civil
War period. and from present day
compositions of the territory.

lise may be made of some ex
tended literary work as the basis
for a radio continuity, L. Bruce ]T:TH.'.:!
and Ruth Klepper Setile of Little
Rock, presented a broadcast based
on an epic poem, “The Story of
.-".!kﬂn-;a_—_" 11}' ]:ihn l:n1|.hi H-'Irhrr,
an Arkansas poet. All of the con-
tinuity was taken from the poem and
|;~rr.r-=ﬁlﬂl in interesting usage .ni
thvmed seript thronghout an entire
In this case, the script was,
of course, chosen first and the music

was s0 selected that it would empha-
as in the development
| people are well

program.

sige certain ide |
e poem. Schoo
:L;I:r :rl' the National .E"‘.""“’fj."f‘“
Association and its puhl!ralmn ,] he
Education of Free Men in American
Democracy.” It is probable. htl'lwl;
ever. that {ew persons 'm:ul.fl thin
of such a document as ha-ul.-Fiar 4:
music program. !\e-.-rnl-_wlru.l_ .rm-e-uI
Hares, at that lilmr_ ?‘Llpl'1:lhl.[lf -.;:3
Instrumental Music in t%te St. Lo -
wchools, utilized an ahfnl:gu'rnﬂ;irla
this material as thematic "i”"n\[,
broadeast entit led “Free M!:Jr_t. .re;
Hares also rlpw!njw:l a radio pﬂ'
centation entitled “Programme

Praise.” The script was built around

the one hundred fiftieth P=alm, show-
ing “The varied conceptions of this
Psalm, as used by different religions
throughout the world.” The music
was laken from the Hebrew liturgy. |
from Gregorian chant usage. from |
the Lutheran Reformation, and from |
the spirituals of the American Negro. |
The broadeast also included the se1-|
ting of the Psalm by César Franck.
and Handel's use of the same textual |
idea in The Hallelujah Chorus from |
“The Messziah,”

Louis Weodson Curtis, formerly
Director of Mugic in the Los Angeles
Schools, presented a program of
“Music of the Americas.” There was
an interesting interplay here of con-
tributions from the musical reper-
toire of varioug countries of the
Western Hemizphere,

Music woven around a patrioli
matif was adopted by Chester Francis
of Oklahoma City, Dorothy Wassom,
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at that time director of choral work
in the Abraham Lincoln High Schoal
of Council Bluffs, lowa. took for a
title, “Spires of Freedom.” The cen
tralizing idea was the significance
of the church in the life of a na-
tion. Attention was given to the early
Jewish temple with its appropriate
Hebrew musie; to the chureh of the
Middle Ages and the music of the
Crusades; to the Gothic cathedral
and the compositions of Palestring;
to the Reformation chapel and the
Lutheran chorale; to the church of
today and its contemporary music.

This article does not by any means
indicate all of the possibilities. I
does, however, point oul a few ideas
which have been actually used, and

indicates how certain  conductors
have developed specific thematic
ideas,

It should be emphasized that in
the desire to develop programs nof
dramatic interest and continuity one
must not lose sight of the music,
which. after all. is the most importani
thing in the program. The main pur-
pose of all our concerts should be 10
present good music in an interesting
manner. Let us have good music in
an interesting setting, but let ns= be
sure that the background really is
a setting and not the principal ele-
ment. Let the music be as a char-
acter in a drama. Let it speak
against the setting; let it not be
swallowed up and overwhelmed by
the mounting of the scenery.

{The next article to appear in the

April issue of ETUDE will deal with

|

staging—Ed. Note)
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IMMORTALITY OF
MELODY

(Continued from Page 16)

into six figures, Friml. however, is
in every sense, a thoroughly trained
musician and a well qualified com-
poser. His major composilions are
by no means mere ephemeral im-
provisations,

The marvelous simplicity of the
themes of Stephen Foster still de-
light musicians and amaze theorists,
Foster rarely got far from the three
major chords, tonic, dominant amd
subdominant. He almost never in-
dulged in chromatic alterations. Yet
in four measures he could make a
definite melodic impression upon the
human mind that was almost indeli-
ble, Note Old Folks ot Home, Old
Kentucly Home, Massa's in the Cold,
Cold Ground, Come Where My Love
Lies Dreaming, [Jeannie with the
Light Brown Hair. Practically all of
these lovely melodies were written
over one hundred vears agn. They
are *ilr“:lt'il"lh itself, but their in-
fluence over people of manv lands
has resulted in the Stephen Foster
Memorial in Pittsburgh, Pennsvl
vania, the most impos=ing manument
ever erected to any composer.

Moreover, during the period from
1835 to 1955, thousands of works by
great masters have been  written,
many of them by composers whose
musical training and technic was in-
finitely finer than that of the humble
-'%ﬂ'.lf]’]ll."lln slt.']}hl'.‘ll Fll-li‘r_ who iliel
IITETJ”}' B pauper, in HF]TN.HF Hus-
FIHII in New York Citv.

Will the people of the earth dis-
l:‘nr:‘!l melodies that have survived cen-
turies in the works of really great
masters for music
hle I'n_l:']mf\-? On the whale. human
' Bt SPEAre reigns supreme
Ell the drama in our times as he did
in 1600, and his three hune
fifty vear ol

%
without percepti-

Vary

Ired and
| d plays are received to.
day on the stage. in the movies gnd
on television with as much interest
as the latest Broadway hit
2 Many of the masters from
Schumann, Brahms and
Tehaikovsky, Grieg, De
Ravel, Puccini
ntl:'m-a‘ have melodi
it . ; iiers
: T‘h I:mu_u that permanen quality
;aung to immortality, How many of
the I ;
o ::; masters, however, produced
thvnru:v-rl-fnjl tunes that will Jax lnnger
: unh'! ® simple, charming heart
(i} " g 4 : i
1i:Ir ing. n_hul]-. ansophisticated
melodies of Stephen Foster?

When, one considers th
Malbrouk has
during which er
Bovernments hay

Wagner
Lisxt, 1o
bussy, Strauss,
and Stravineks
produced

anad

3 at the tune
Burvived
nl!l"rurhl

cenluries,
kings and

€ passed gw
; ay, and
p?lnl es, {nrlrt_-q.sf:s. cathedrgls 1
whole eities have hee P

fond } i
: : 1ope of die.
ators and tyrants have heen r-I'r]ril

erated, and millions

for the incredible immortality -
simple melody. Naturally Evervone
has the highest admiration for g

L o
masters who have developed

14 1
technic and consummate kil] 1, o

ploy melodies in epic works, whether
the work be the Bach B Ming
Ravel's “Daphne and Chloe” Al
progress depends upon new reseqrel
new experniments, new crealions Fige
is there any law which prebilis
beauty, power, strength and magyj
cent simplicity in arnt ¥ My we o
change grandear for confusion and
discord; charm for ugliness: halane

for

spense !

ecoenltricity; reason  for
Our modern art galleries seesm 14
most people lragic admission tha js
our search for change we have bees
pushed into an abyss of old gag
abandoned cosmograplies. Sometime
ago in a European city a group of
artists gave an exhibition in whi
a masterpiece of the great Spanish
painter, Yelasquez (15991660, ws
surrounded by a number of uhs
maodern works of modern extremias
They were largely daubs of
with indeterminable form. Thos whe
saw this reductio ad absurdum com

parison, collapsed with laugher
Much modern musie likewise seems
o many a retrogression from the

high ideals of the great masters

Art rests upon a plinth of the grest
masterpieces of the past and the
waorld leoks f“rhﬂnf 1] h-r.alrlﬂ fnf
mal expansion of our human needs
for the future. We can never peg
lect that simplicity which makes troe
art akin to the artistic purity of the
Crocks.

THE END

THE RELIGIOUS FOLK
SONGS OF THE
AMERICAN NEGRO

(Continued from P"F( 11)

which lurks bhehind every measure
because the Negro literally pournd
his heart into them!

Besides suffering. slavery brought
to the Negro the story of Jesus In
that story the slave found the coan
terpart of trag CIPeT
ences and instantly claimed the here
of that epic drama for his own, which
Eives meaning to the ofi-recarring
“mah Jesus™ in these songs The
slave illfl1r|f1r.] himseld with the S
vior of all mankind whose travail
and triumph became the hope and
assurance of his own deliverance
Thus, religion became the medmm
for cxpressing the slave’s laments
and aspirations for phveical as well
as Tltifltuai release,

:\"ETI! rf'll';!inul folk-songs rontus
the experiences and feelings of
peoaple wha suffered  much The

(Continued on Page 61)
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(Continued from Page 26)

4ad those who l.']F.‘t'ﬂﬁp a l:ialr:d of
mude from their experience in
andving. it does mot appear that
ielling and showing others how 1o
+ is all there is to being a teacher.

And that is very true, The missing
dement is persomality. Unless the
sracher has a dynamic ;Rjr-n;wl-lv
the pupil derives little motivation to

shing onward from one level to
anether of the climb toward aceom-
plished performance, .‘!.n eflective
persomality is revealed in terms of
ideals, goals, enthusiasms, serious-
ness of purpose and sincerity. To
wp it all, a sense of humor can
make the lessons delightiul as well
as I!Iﬁll'biﬂg.

The other element of the gifted
teacher, insight, stems from a psy-
chalogical understanding of the
papil st hand, There are teachers
knewn for their temperamental out-
larsds ar for their extreme Kindness,
Treating all pupils with biting sar-
c=m or meckness and kindness is
equally wrong. There are pupils who
respond only to a scolding or rough-
er treatment; others are petrified
with fear at the slightest hint of irri-
fstion. To treal pupils without recog-
nizing these differences in tempera-
ment &5 o sign of lack of talent for
the highest type of teaching. To al-
lme papils to remain as they are
canfirms this lack. The pupil who
ouly responde to rough treatment
mest gradually be brought around
where he responds to less foreeful
meaares, The pupil whe cannot
bear a harsh word must be molded
@ a5 to be able to stand and wel-
cime constructive eriticism.

The development of educational
michology has increased the re-
“:I(‘:I-\-ihi.lhl. of III!‘ h‘al'llﬂr |:ri*r|:|i':|1f-
oasly. In the past, subject matter
was the pivotal point around which
il education centered. Fvery pupil
¥as expected to master a set currico-
hm in school. Any one studying
]'i‘m‘“ was given a prescribed set of
books and pieces to master. The sta-
dent may pot have cared at all for
what he was given to do. That was
beside the point. If he was 1o play he
watild have 1o master the given work
egardless of his interest in it. A
a1eat deal of piano teaching is till
@ried on in this fashion despite
s tendency 1o boredom and gradual
withdrawal of all interest in the
Plama,

Today, psychology makes the stu-

THE CALL TO TEACH

dent the central point in the learn-
ing process around which everything
else gravitates. It has been definitely
established that where the interest
and attitude of the learner are
ignored, education is of doubtful
value, Education is conceived as a
growth based on a felt need to get
things straightened out that are of
significance to the pupil. This im-
pulse leads to self effort and self
education. The finest teaching cre-
ates situation= in which such effort
is encouraged to continue.

Where aptitude for piano play-
ing is lacking, the teacher can do
little that is of lasting musical value,
It takes some musical sensitivity and
talent to profit from the work of a
good teacher. Every child cannot
successfully =tudy the piano. Some
lack factors of co-ordination, of
ability to handle complex mental
concepts, of imagination, of respon-
siveness to tonal patierns, or of
thythmical feeling. The tesis for
musical aptitude like Seashore’s and
Kwalwasser plainly reveal such de-
ficiencies exist.

But such pupils offer little prob-
lem. Their lack of affinity for music
study is quickly revealed and their
lessons soon halt, The challenging
problems come from the talented
students who make some progress
and then appear to make Jittle head-

way.

in terms of personality conflict, Tal-
ent conld not advance where condi-
tione in the environment caused in-
hibitions and frustrations, or where
practice lacked concentration t|_1rnuuh
mental laziness. Whatever it was
would have to be diagnosed and
remedied before further progress
could develop. This is the creative
work of molding personality  for
effective musical expression.

The art of piano teaching is bound
up with the prevention and rr*rl:.m'u!
of personality defects that iundlzr
normal musical development, and it
is that aspect of piano study that
the horn teacher realizes as tlhfr crux
of the problem in dealing wiith Iu(‘lk
of interest in lessons. The responsi-
bilities and opportunities af Ti_w cre-
ative teacher are interwoven with the
psychological and rpiriluull fﬂr_ll_:ur-'-
of modern educational ‘rrfurlwr. The
call to teach is an intuitive grasp of

his fact.
S THE END
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THE RELIGIOUS FOLK SONGS
OF THE AMERICAN NEGRO

(Continued from Page 58)

of human emotions contained
- them i¢ extremely wide. We must
sherefare first seek. by sincere study
1d insight, the real message of the
nusic ftself before we can pass it
a to the listener in @ manner that
ke has 2 right to expect. Whether
e singing of this music is alive
« lfeless depends, more or less,

the performer. The executant
o the condoctor and his singers
mest keep in mind that music per se
& invisible, and the notation or sym-
Lols we see on the staves and erro-
sasly ralled music, are but the
wpresentation of sonnd, For this rea-
st we mut first seek the real musie,
i emotional content and the mes-
age behind the symbols,

The imterpreter of the religious
filksengs of the American Negro
dhoald, by udy, analysis and re
fection, erive to recreate in himself
the spirimal motivations of these
wags mnd address their message 1o
the spiritual affimities that dwell deep
m the breast of all buman beings,
Iz this undertaking, the language of
these seomgs has its own peculiar sig-
siicance, Tt is a mistake to think
that the dinlect of the Negro is only
g erade attempt to pronounce Anglo-
Sin words. Careful examination
will reves] that instead, it is an in-
disctive modification of their harsh
il puttural sounds 10 satizfy his
utura] preference for =oft and ‘eu-
phonins vocables characteristic of
Bis native African speech. Instead
#f the diphthongal “L" the Negro
% “th”; for the sharp-aspirated
W i “the” be uses “de™: for the
bl “th"™ i “with,” he says “wid"
e

Dar question that frequently arises
tiscerns the correct pronunciation
ﬂlir word “de” that oceurs from
e to time in Negro folk-songs.
T:h'_ rales that apply to the pronun-
fstion of standard English ordina-
tlly apply 1o dialect. Let us consider
the ward “de.* Thie is the dialect
uem of the article “the.” The rule
Sieets that before words beginning
¥ith 1 vowe] eound. *de™ = pro-
Sanced with the long “&™: before
those that begin with 2 consonant,
R Ukes an intermediate “o™ sound.
I‘L'_"'““Wing example will suffice:
g E_IFL pronounced “dee™ East:
a“' ::ﬂ‘f- pronounced “doh™ West.

Bl LS rules of universal
‘Prlication for proneuncing dialect.
*hf’lﬂ. efter all, are onlv symbols;
*lri-tmhl-! are aubject to a wide
;inm? of interpretations, as every
’h-‘-FN knows. A case in point is
erga J‘{:i'*ﬁ “¢" and the continental
_mn:!:"']; &re two entirely different
dorld « 0 Infure correclness one
ot Iu.d"- the spoken language

:‘;:hn are born 1o it
" ' come to & phaze of Negro
ok which, T believe, poses

ETUDE—MARcH joss

the greatest problem for most peo-
ple; namely, its rhythm. It is this
element that gives this music much
of its vitality and significance. Just
a cursory study of these melodies
will reveal that they are highly syn-
copated ; that is, the regular accent
is shifted from the strong part of
a measure or beat to a weak part,
The syncope within the measure,
thus, |JJJ| i= not dificult to sing
or execute; it is the irregularity
within the beats that i= apt to upset
things. The following i= an example
of syncopation occurring within the
beats:

T e s S0
Bt by o o

In singing this example, the top line
should not be emitted in a mechan-
ical fashion: rather should it be sung
in a free and fiuid manner while
the lower line moves along without
interruption. The movement of these
two rhythms can be likened to the
surface of a stream that i= momen-
tarily ruffled by some ohstacle while
at the same time its undercurrent is
continuons,

It is revealed from a study of sev-
eral early collections of these songs,
e well ae some recent ones, that the
printed notation does not always cor-
respond to the music as sung. One
ofteny hears the statement: “No one
gings these songs as Negroes =ing
them.™ This is true only in part,
because much that could be put on
paper, rhythmically and otherwise,
is omitted in the transcription. It
has been oheerved in many quarters
that there are few Negro folk-songs
in triple meter. This is true. But, on
the other hand, the Negro does some-
thing infinitely more interesting. He
frequently intersperses the dII!I]E
meter with a triple. This alternation
of duple and triple rhythms i= quite
characteristic of the indigenous mu-
sic of West Africa, as 1 found dur-
ing my travel and study among a
pumber of tribes on the West Coast
of Africa. !

Most transcribers of Negro sing-
ing seem to he lost when ﬁmfrnr!lﬂl
with this mixture of duple and triple
rhythms. Instead of writing down the
rhythms and meters as 'I]'H'_'-‘ are ac-
fually sung. they simply write panses
over the notes in question, thus g
ping the rhythmic flow rﬂ_rﬂﬂl'“'!;]!-
Two examples, 1 I|1ir|:k, will =n m-;
1o make this clear. The melody ©
0 Reign, Massa Jesus is transcribed
in this manner:

. S e e My T L R T
in my soul, relgn, Mas-sa Jo-sus, redgn.

The following is what really hap-
pens in the fifth and sixth measures
of this melody when a gathering of
Negroes sing it withont a director
to indicate the lingering on the word
“soul”:

Ex. 3 a

%:;J‘—_,i% a‘__' 'ﬁ 3 3

roign eal - va-tion in-a oy

woly Reign, Mas-na Jo.mer, reign.

The next example is from There
is a Balm in Gilead, the fourth meas-
ure of which is transcribed thus:

Ex. &

11.1;:;]:. thers I,.a hidlm in
In performance the following takes

place:

Ex. &

552 ‘_ - T =
ST

- whale, thersis balm in

The following is an example of
the alternation of duple and triple
meter where there is no invelvement
of the fermata:

Bl 4 ey
R T
F r Fep g

Bt
|

These examples have been used
for the purpose of stating a funda-
mental principle to follow in singing
Negro folk-music: namely : Keep the
tempo; do not upset it with spas-
modie retardandi and aecelerandi.
“Losing” the tempo is irritating to
the Negro, Az a young man, 1 per-
formed in several dance bands that
played for both “colored dances™
and “white dances” At dances for
white people, we could play the =o-
called “symphonic arrangements" of
“popular” tunes in which the tempo
changed frequently witheut appar-
ently upsetting the couples. (Were
they experiencing the rhythms?) 1
remember on one occasion we at-
tempted to play one of the same
selections for a “colored dance,” and
immediately an almost concerted
howl went up: “Don’t “mess up’ my
stime.” fellows!™ The Negro couples
were experiencing the rhythms al-
ready #et in motion and did not want
i hrl denied the pleasure that it gave
them, If the tempo were upset, the
danecers were no longer free to ex-
peute their patterns. Se. once the
tempo is “set,” as a principle. re-
{ain iv By *strict tempo” is not
meant the mechanical, constrained
and “choppy™ singing one hears

from time to time, especially when
some singers and choirs perform the
more animated Negro folk-songs.
The singer or conductor should
strive for a regular, even tempo with
elastic rhythms coming forth in
large, flowing waves; otherwise, the
singing will be rigid and out of char-
acler.

With most peoples, the folk-song
is a product of secular life—a sort
of divertissement. With the Negro
slave, who was kept in continuous
hondage in this country for nearly
three hundred years, and deprived
of every medium for mental and
emotional expression, the folk-song
was his only means of getting relief
from pain and frustration. He put
into song his miseries, his hopes and
desires, and his faith. Into them he
put his longing for deliverance.

It cannot be stressed too strongly
that these songs should mnever be
sung for the expressed purpose of
amusing or even entertaining the
hearer. There is nothing humorous
in the sentiments expressed by the
words or rhythms of the muosic. True,
there are times when the Negro gives
an unexpected turn or twist to an
idea, but it certainly was not de
signed for & “laugh.” Frequently,
male quartets and soloists sing cer-
tain Negro folksongs for the sole
purpose of making an audience
langh or to lighten up an otherwise
“dead” program. One such song is
Secandalize My Name:

{ met my brother the other day

An' gave him my right hand,

An’ just as soon as ever my back
was turned,

He scandalized my name.

Refrain

Do you eall that religion?
No! No!

Do you eall that religion?
No! Na!

Do you call that religion?
No! Na!

Scandalize my name,

1 have listened to this number
sung on many occasions, but only
onee have 1 heard its true meaning
projected. This single exceplion was
by that great artist and incompara-
ble interpreter of Negro religious
folk-songs, Roland Hayes, When
Haves sings thi= song, he gives it
out with such a profound meaning
that the answer “No! No!™ szeems
to come from God Himself!

The religions folk-songs of the
American Negro are not to be con-
sidered lightly. They expresa the out-
let of suppressed emotions and re-
ligious fervor: they are the reflection
of a deep spiritual experience. The
creators of this unique body of song
literature seem 1o have had the spirit
of God in their hearts. 1f the inter-
preter gives these songs the consid-
eration and study that they require.
hath he and the hearer are certain
to have a rich spiritual reward.

THE END
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ternationaslly acclnimed “The Warld's
Finest™, imported from Germany.
Write HOLSTAD MURBIC HOUS 337
Oak Grove, Minneapolls, Minn,

and

OLIF NMECORDINGS; classion)
popular, Many like new. Price list,
Art K n, Box 253, Desloge, Mo,

L INTIFIC MUSITC TEACH-
]'|'||.|'\I:||'|;I.' ~-£1.00—gample on re-
imeat, Schillinger System Musical
Composition, §30, Morong, Box 2
Brooklyn 25, N. Y. : Y

THE NATIONAL ASSOCIATION

OF SCHOOLS OF MUSIC

(Continted from Page 10])

schedule of academic subjects.

The leaders of NASM gave long
and careful study to construct a pro-
gram which would prepare a musi-
cian for o career as composer, per-
former, or teacher, and one which
would qualify him to meet the over-
all college definition of a scholar,
and as such, be acceptable to the
large group of schools already in the
Association. Attention was given to
arranging a proper balance of cred-
its in the appropriate felds—aca-
demic (broad general culure), the-
Oy {ahi ty to analvze and create),
history (the study of contemporary
life which surrounded and influenced
our great muosic literature—so im-
portant to our understanding of mu-
sical styles), applied music (the
mastery of a performance zkill in
order to equip the musician with the
ability to project music through some
expressive medium},

Beyond all this, it was expected
that the individual would understand
the place of music in the life of the
community and hiz responsibility for
maintaining standards. In
brief—io create, to project, to teach,
to inspire, These, then were the ob-
jectives it was hoped such a curricu-
lum would achieve, and after several
years of ohservation and experimen-
tation, this general pattern for a
Bachelor of Music degree was ap-
proved hy the Association. Under
the supervision and advice of the
Commission on Cuorricula. member
schools established programs which
conformed to these requirements,

During the succeeding vears, well
over 200 colleges and universities
have become members of the Assa-
tion and subsequent to the firm
establishment of the Bachelor of Mu-
sic degree, A Graduale Commission
was formed to develop a program
leading to a Master of Music degree,
The same careful attention was given
1o these problems and again the com.
posile -"'"h“li'-”"hi-i’ and i1|ll:'“l|:|"|||'r~
found within the Association was the
guiding force in r[‘+';i|i_||l_l, what 1 be-
lieve we are justified in calling the

music

American system of musical edu-
cation.
Some programs leading 1o a doc-

torate have been approved, and pres-
ently consideration is being further
F_:jwn to this highly controversial and
important step. It is my hope thas
this degree will be offered only hy
schools staffed with faculties COm-
petent of maintaining study ar the
highest and most appropriate level,

Having received much aof my own
musical training in
servalories,

|':l|ru'|'|r‘;u1 can-
: German and Russjan
and being familiar with the French
system as well, 1 am convinced that

we have taken a wise step forward

and T can =ee a gradual change in
the pattern of European study which

I like to think we have influenced

NASM has also been a2 powerfal
influence in stimulating the young
composer and in bringing new works
to performance. With the constan
bhombardment of the ear through ra.
qliu ullql I |I'|iil]H-L. r|lr' ;.'_{r.ll |].|--|.|'.
are in danger of being made almost
commonplace by re petition
Like other great works of art, they
should be made available for all o
enjoy, but constant hearing can dull
their lustre, particularly for b
who through the vears have been

sheer

deeply involved with this literature
as their teaching material. More than
ever, then, we are in need of the pew
in music, music of our time express
ing the spirit and emotions of this
.'ll_"f‘_ 1“." ll.‘rll. .'l]”l'r" .|||[ frr-|| lJ'lln'I‘-
to the ear and stimulating ideas for
the musical consciousness,

If our
searching omt and developing the
young creative artist, the American

-.r]umI- 1I|-l r||r'i: part im

public should be open-minded in its
reception and should welcome the
contemporary. |he
for leadership in this discriminat

responsibilities

ng

role rest with the symphonic condue.
tor, the concert artist, leaders of the
great choral organizations, and the
teacher. Many of these are, and more
could be, the greatest missionaries
for discovering the new, but they
often content 'ni!'l !|.l
I!1i1'HIrw1.

themselves
using only
anil

easier proven

literature, mediocre
material,

I'Ilal 1h|n-r~ w o ||.|n* |:.1|t the eour-

soporifi

age, f'l!llrl|~li-ar'_ and ahility 1o presenl
programs and even whole festivals
entirely  to

devaoted conlempoarary

I have the greatest admira
tion, but
that this is not the most saccessful
procedure for acquainting the listen-

It often

music,
I have become convinced

ing public with new music
actually defeats a wide attendance
by ereating a very special audience

rr.._l.-.|| ap ol

a specific andienee—
a limited group of musicians who are

familiar with the contempo-
musical idiom, This
tempts the voung composer 1o wrile
with the hope of winning the ap
Fllll't.'1|: of this esoleric Eroup whao like

already

rary situation

to consider themselves as rebels bat
who in reality have become conform
ists to  another pattern My
|||'|iin-npln' is rather to build pro-
grams containing the great works of
the past alongside of new works. In
thiz way we expose the ;:I,':'H']'Jl '["-1-:‘"

owR

lic to the impact of new music, stand-
ing so to speak, on its own feet and
winning recognition by it= ment
rather than by the ,1p.'||r.-1._'|| of col-
leagues in this calt of novelty for its
own sake,

We need no further proof of this
than to cite some of our excellent
American composers as r1:ﬂ1|'|4“'-
such as, to name only a few, ft:-‘l'\-'l;ll'l-:':.
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flanson, Piston 31?:1 ._"i-.'hlun.:'m. who
by their genmine indiv _Lduuil-.rn _;md
cmplete masical integrity h_aw given
. wirks of great originality which
.-..'t gew On 1mporiant part of an
wishlished repertory.

The mejor objectives of NASM
st be Iri'llrd.t"J'L' 'l||!4'|'||t|'11'-|. In
witing up gandards of achievement
er have 1o desire to eurh or restric)
1:I sdminiztration or srhool in its
"I"'.l.!'i‘fﬂ {i ||{"|.r|rr|| new idedas, to ex-
weriment or to expand its program.
RBuher we recognize that inspired
waching mav rightly reject a slatus
o phibisophy. The prime objective
il always be to make certain that
wery mase student receives the op-
sertipity o develop his individual
ket 1o ite utmost,

This, then, iz the responsibility of
i Association—that no  member
whoal fail to maintain such eduoca-
standards as will ||ru|iun- i
ppician and  scholar qualified to
fake his place in society as a citizen
with & broad cultural background
irained i his musical skills and pre-
sared to asiume the musical leader-

dip in his community, =chool, or
my atker chosen field of activity

We ask that no mold be contrived
to produce such an individual. We
do, however, insist that he bear the
stamp of excellence, Our concern is
not confined solely to the music stu-
-!!-m at college level. hut we recog-
nize and actively defend the righ
of every American child to have the
privilege of early and effective music
training. The future of our organiza-
tion is bright and its strength is still
derived from a desire of its members
to contribute a mutual service to each
other and 1o music,

As a result of its accomplishment
for the these
past thirty yvears, the National Com-
mission on Accrediting has desig
nated NASM az the professional as-

sociation to ;||'n'||r|: sonnid CO-O e Ta-

Cau=es ll[ musie nyer

live 11I-'H‘!'1II|1-'- hilll l||.1' -i\ LA T
regional acerediting as=ociations de-
re and
development of music training stand-
ards in higher

This complex and critical s

signed to insure the mainter

education.

k is
alveady well advanced and it is my
hope that this program may reach
final achievement during my tenure
in ofhce.

THE END

A CHORALE THAT'S DIFFERENT

(Continned from Page 13)

setme amatear chorus is at an end,
“There are too many distractions for
peeple to attend rehearsals regularly,
id sch units have a tendency Lo
ependd entirely upon the old mem-
tership for etability—and heantiful

theral Singing

. annol  he rr'l'lii[lll'i'l’
'-'_I-':' elderly voices, Yet YOUNE peo-
e cam be interested in choral work.
I|l'1_ wint 4 dvnamic conductor to
W isem interested. and they de-
med o new repertoire. There is
defmitely 5 lack of choral conductors
alerested in developing new ideas.

There i

longer anything to be
4 by depending upon the old
FErtoire or by 'n-lk'nl'll; "=|'|‘T|!] music

!t ol enlertainment

based on
mperhicia] effect Yer there is lit-
' ecouragement offered the Voung
¥ ictor, Hlow can he make
teecent living ? If he is lucky he has
b. T he is particularly
nds a university job. In
 Chae he is limited, About the
S 0e can do s to build a. firm
L Ofeanization that will then be

lake ¢
LM e
e ™ ' r'ln'l'-"'m{ll"""l.h\ ST PO e

Hilker

i
I'I

ﬂ=l ¥ar the Chorale presented
;L.I,I.I::I.;”. |.||' leigrr- and Ham-
2 ";r-‘r.z:tl:qr with .F.-Ewnrri Arnold
. -.r.nl,..lh Immediately following

s of concerts, perhaps the

I
EZest Jyy .
o that could come to an
Eanization
‘-'Il'r.:.j

L

ich as this was be
!n.I.J..-II,:” :I:.v.'hvrn the Chorale
ton Fegpr 08 for the Corona-
iy vities i !ﬂrn‘lnn" Roval
ey Tall. My, Wagner chose for

FIETam: thpee excerpls  from

Hiag's u
'h-r::r Romeo and Juliet” for
| I:Ihd nr{-hatqu: ll'lﬂ' -qi‘-li 'L'hnn-
En'hﬁ'
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sons of Hindemith; the Liebeslieder
Waltzes of Brahms; and a portion
of the third act of Gluck's “Orfea™
with orchestra and chorus. Nan Mer-
riman was the featured soloist. Fol
lowing the eoncert, a London eritic
wrote, “The firet thing that sirikes
English ears about them i= the ease
and wvouthful bloom of their tone;
they don’t seem. like many choirs,
recruited from uneles and aunts, but
instead roused the admiration of
the most fastidiouz and spoiled con-
Cert-goer '”1--“' can Ih' '[r"l.\ if any
emall choirs in the world which can

come anvwhere near to this Choir's
gquality in matters of balance, dv-
namie range. thythmic precision and
aceurate chording. We shall always
welcome a return visit of Mr. Wag
ner and his Chorale and thank them
for an exhilirating progam and a
singing by which
choirs

leszon in choral

f hl’llFH" ST ni A 1F | r!-:l':i'r'l"

'I.-rll-’:lli'l'].-‘
Following this
they were extended an invitation lo
sing in the Salle Gaveau in Paris,
and still another in the Notre Dame
Cathedral in Paris and two last con-
certs in Holland., namely. Amster-
dam and the Hague. These were also

received by the eritics with enthunsi-
was

suecessful concert,

astic approval and the group
assured return engagements In the
near future. )
Regarding the trend of music in
television. Mr. Wagner says, “Tele-
yresent Lime needs a

vision at the | :
[ don't think

re-hirth of good music.
I realized how much we ||.11.-r.'.lurni‘ld
away from the classical music until
I went to Eurape with the Chorale

—“Look at the Certificates!—

| didn't know John had done se much!”
“Yes, wa're proud of him.”

He eorned them in regular spring ouditions

held all over the country by the
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wlarmatian

Writa for full

HELEN ANDERSON

“Teacher of Successful Pianists”

113 W, &7t 51, NY.C
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Tak W, Tind S, N. ¥. C. Tal

Sc 41185
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Teacher al -.-niinq—-El.rmpqun trained

‘Bel Capte™

Voice cullure=—diction—coaching
Phane: Trofaigar T-8230

b Warl End Ave.

Mew York City

-_ER'I'STM WATERS
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rarrE iar
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gacher of Aa
g
REGH
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hed by G. Schimmer
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MUSICALES

Stalnway Hall Studio, 113 W, 5Tth 38, M.Y.I?

MARY BOXALL BOYD
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L y ETUWDE mesic

“pianist and teacher of nenawn
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113 W ETHh SJ Mew York City

HAZEL GRIGGS
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ALFRED MIROVITCH
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WILLIAM T. POLLAK
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LUCIUS DUNCAN
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o an Approoch
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Ha
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IRENE WEISSENBERG TINTNER

Cancert Planist Artit Teacher
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CLARENCE ADLER, Mus, D,
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{Continued from Page 63)

last vear. | saw people there plow-
ing the fields and singing the theme
from Brahms' Fourth Symphony. In
London one day [ was riding in a
taxi with a friend. He and | were dis-
gussing a certain theme from a
Prokofeffl Symphony, He said it oe-
curred in the second movement, The
driver suddenly turned and =aid,
Oh, no, it doesnt. It's in the firsi
movement and the melody goes like
this,” He then proceeded to sing the
theme, I'm afraid we're ztill an un-

| cultured audience here. We're afraid

of anything that is remotely ‘long-
hair.! We stay away from
music in droves and go on asking
for more of the same pop etaff.”

When asked why he formed the
Chorale, Mr. Wagner replied, “Every
Monday evening 200 singers converge
on the Chorale smdios to do one
thing . . . sing. Thevy sing choral
masterworks, large and small, and
find the experience good. School
teachers, salesmen, housewives, ex-
ecutives, factory workers, students,
professional musicians and others
from all walks of life and from
distances up to o hundred miles,
come with the one aim of trying to
produce fine choral singing. Each
has had some musical training, can
read music and loves to sing. To them
the Chorale is an ideal, as it is to
me, and they dedicate themselves 1o
it with an almost unbelievable de-
votion. Several have changed or even
left jobs that continually interfered
with rehearsals. Thiz sort of thing
naturally calls for whatever best
have 1o olffer.

“It would be presumptuous of me
to assume that these intelligent peo-
ple make such sacrifices out of
deference to me aslone. The main
attraction I have stated. But aside
from the quality of the music we
and our unceasing drive
toward perfection, we work hard,
accomplish a good deal and manage
to have a little fun along the way.

“We have many beliefs in commaon.

i |

| We believe music should hecome a

living exprezsion of human
tions and creeds. When we rehearse
great works we feel we are truly
living through a great experience.
We are not concerned with political
affiliations or social guestions; our
are purely musical., The
Chorale is a heterogeneous mixture
of races, colors and creeds who lose
sight of any differences in a commaon
endeavor. And one thing in which
we unanimously concur is the right

LE FITHE

| of self-expression and the dignity of
| individuals

who make sincere ef-

forts to raise choral art to the highest

Under Mr. Wagner's inspiring
leadership, the Chorale will con-
tinue as they have the past eight
years to make musical history, and
their youthful enthusiasm, together
with the [un the singers obviously
have, will continue 1o attract many,
many listeners. THE END

CONSOLES
AND GADGETS

(Continued from Page 24)

listen to a beautifully-plaved picce
of music, simply for the music.

Although I do not wish te impede
the grand march of progress, or to
disparage the really superb tonal
n:]“u“lir'-. of a 'tl'lirli hi-fi set, the rest-
less knob-twiddling of high fAdelity
extremizls makes me think wistfully
of the days when the record-player’s
shorteomings were taken for granted
and it was customary to let a record
play through without stopping.

Now | ser in the hi-fi “ham” an
exact parallel of the organist who
becomes so absorbed in the me-
chanical complexities of the organ
as to lose sight of its potentialities
as a music-making instrument. All
the vast resources which the skill
and ingenoity of organ-builders
have |l'|:1(‘r'1| at the ili.‘-rﬂl'_-'-ut |_|[ 1h4,'
plaver are wasted unless emploved
for musical ends.

There are in thi= country great
numbers of outstanding installations
and not a few which are, by any
standard magnificent. But as a
music-making instrument none is any
better than the plaver who sits at
the conzole, Tt rests with us, the
organists, a2 1o whether we become
absorbed in the mechanics of plav-
ing this mo=t fascinating and com
plex of instruments, or whether we
use it as a vehicle of genuine music.
making.

VIOLINIST'S
FORUM

(Continued from Page 25)

for vears, long after the student is
mature and would noramlly be re
ceptive to the musie. :

Before studying Mozart Sonatas,
the voung violinist should be given
a thorough grounding in the Sonatas
of Corelli, Handel, Tartini, and Ver-
acini. These will give him the taste
and musical background necessary
for intelligent study of Mozart. and

by this time he should have enough |

technique that the Mozart Sonatas
would not pose any serious prob-
lems.

No music can do more to cultivate
a pupil’'s waste and sense of svle
than that of Mozart, but only if he
is ready for it. It must be the teach-
er’s responsibility to determine when
thizs psychalogical Moment occurs,
fdfr Mozart at the right moment can
give a tremendous lift to a student’s
musical development,

L ] B &
- .:{n: can only be learned from
ariists, never from art-scholars.
—Ludwig Bischoff
(1794-1867)

THE EXD |
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To those tired of the old chestnuts used in school programs and recitals,

we present three new additions to the Presser Instrumental Library :
which are sure to stimulate interest with both the performer and the audience.

{(with pigno accompaniment)
Price: $2.00

SELECTED BY WALTER ECKARD
A MIGHTY FORTRESS IS OUR GOD (Chorale and Variations) Meledy
h Luther; ANDANTE (from “Trumpe! Concerfo’] Haydn; BALLET
(from “Palite Suite’) Debussy; CUJUS ANIMAM (Air from *‘Stabal
Mater”) Rossini; DANCE OF THE BALLERINA (from ''Petroushka™)
Srovinsky; | KNOW THAT MY REDEEMER LIVETH (from “'The

Messioh”’) Hondel; MARCH (from “Love of the Three Oranges”] Proko-
fleff: POLOVETZIAN DANCE (from fhe Opera "' Prince Igor”) Boradin;
PROMENADE (from “Piclures from an Exhibition”) Mussergsky;
REVERIE Debussy; SINFOMNIA (from “Church Cantata No. 156" Bach;
WHEN | AM LAID IN EARTH (Air from "Dido and Aeneas”) Purcell.

{(with piano accomparnirment)
Price: $1.50
Bach; SINFONIA (from " Church Canlata Mo. 156') Bach; SLEEPERS,
AWAKE (Wachet auf, uns die Stimme) Chorale Prelude Bach; WHEN |
AM LAID IN EARTH (Air from “Dide and Aeneas'’) FH!'E.I“,':-WHT Do
THE NATIONS SO FURIOUSLY RAGE (Air from " The Messioh”) Handel.

SELECTED BY GREGORY CASTLETON

ADAGIO (from “Concerfo for Cello ond Orchesira”] Schumann;
ANDANTE [from “Trumpel Concerio”) Haydn; IT IS ENOUGH (Air from
Fiish") Mendelssohn; OLD CASTLE, THE (from ‘Pictures from an
Exhibiion™') Muisorgiky: SARABANDE (from *'French Syite in D minor"’)

BY MORRIS HAIGH Price: $2.50

i level and it is sxcellent
This is the fless Slicotion of ifted composar. It is in the s porticularly suited to students of college lev
publicohion a very gv £

farial.
“ontemporary idiom with four movements. The chamber duo style for program maley




lay this orchestra |
| fine organ music
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organ music, or organ -i o
together, or piano alone. b,
At the touch of a tab on the LOWREY ORGANO's control =

P-ilhl:l,, you can get g
the full, true, resonant sound of a elarinet or the trye voices of a cello or bass

hon—hlling your home with the mighty voice of Organ music. I O R E I!' .
Ask your dealer to show you how he can easily convert your piano, 5o you can W ;

amaze your friends, inspire your children. and enjoy low-cost electronic organ

+
music at home —today. Can't read music? With LOWREY "Mimie-Music” you'll (ﬁ1 | | 4
play the Organo in minutes, b
See It—Hear It —Play It Yourself. ]
Send coupon on page 64. . L ; I
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Also available - complete Built-in Models

For complete information on portable
from dealers who sell these pianos:

ORGANO shoun abore .'
GET THIS NEW ORGANO Bmm (

JANSSEN Use handy coupon on page 63, This saves yo
STORY & CLARK Fitude cover,
| KIMBALL
| Also in Canada from: LOWREY ORGAN DIVISION
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Central Commercial Company
Les 9oy
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332 5. Michigan Ave., Chicago 4, . il
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