g0¥
»%

Fligr SR AR
“.;'J. B
i TEAmasy
!.a;""' "L % VA




@..-SHC o

BY WILLIAM S. JO‘HNS@N#

‘Amahl and the Night Visitors,” G 9 il
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presented the initial telecast, and very first produe- |
tion anywhere, December 34, 1951, -,_
genesis of the opera predates the premiere by sev-
eral years and involves the usual agonies of creation. Be-
causeo{tdwhiansincreﬁblgreueh Menotti is so closely

forget .
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sul” and “The Medium,” not to mention “The T
“The Island God,” and “The Old Maid and the Thief.
In the opinion of more than one critic, Menotti’s Amelia_
Goes to the Ball,” his first work, shows that he started
full-fledged and was a master of his craft at 26. e

The success of “Amelia,” a bit of Ttalian opera buffa
wﬂhmlta!ianﬂbrstﬁo,brwghtitta&wh[ampohm
Opera House. The critics praised the expertness and self-
confidence with which it was written. “All of a sudden, 1
found myself famous,” Menotti recalls. N.B.C. immediate-
ly commissioned a humorous one-act opera—to be written

y for radio. The result was “The Old Maid and the
Thlef “his first libretto in e

After these successes came “The Island God,”
ﬂ)eb:mestﬂspmﬂwhmtoryuftbeumupuhm
House. Butﬁwtmnhiumpbs "Ihecmml'md
Medium,” folltmed:lnqmnksunmmantlby
‘405,Mmuthwaxanohvimmmd:date another ¢
; mission from N.B.C.—this one for a short opera ¢ i
A\ expressly for television, the first such assignment for the




medium, The commission, issued on the advice of the late
Samuel Chotzinoff, lay around for a couple of years be-
fore any work was done. Menotti had accepted the money
but found himself “without one idea in my head.” At
one point Menotti became so disenchanted with the idea
that he offered N.B.C. its money back. N.B.C. replied
that it didn’t want the money, it wanted an opera.
Menotti waited around for one of those incidents that he
needed to inspire him to action, and in November of 1951
he finally found one while walking rather gloomily throngh
the Metropolitan Museum of Art, where he happened to
see the “Adoration of the Magi” by Hieronymus Bosch.
The picture set his mind working on a Christmas theme,
and he quickly evolved the idea that was to be realized
in “Amahl,” an opera about a lame little boy who joins
~ the three Wise Men on their pilgrimage to Bethlehem.
- In writing “Amahl,” Menotti says he tried “to recapture
my own childhood.” As a boy in Italy he knew nothing
of Santa Claus, but instead looked forward to the gifts
brought by the Three Kings. He says he could remember
hearing them and “the weird cadence of their little song
in the dark distance; the brittle sound of the camel’s
| hooves crushing the frozen snow; and the mysterious tin-
- kling of their silver bridles.”
~ Menotti’s favorite king was Melchior, because he was
the oldest and had a long white beard. His brother
- favored King Kaspar and insisted he was a little crazy
and quite deaf. The boys owed many a happy
season of their childhood to these kings and Menotti feels
he would have remained very grateful to them had he not
come to America and forgotten all about them. But the
sight of the Bosch masterpiece in the Metropolitan Mu-
seum brought once again, as he stood looking at it, the
sound of the weird song of the Three Kings coming from
the distant blue hills.

Menotti presented his idea to Chotzinoff—a crippled
boy and his mother are visited by the Three Kings who
are on their way to pay homage to the “Child about to be
bomn” and when Amahl offers his crutch as a gift to the
Child he is miraculously cured of his lameness. The Rus-
sian-born producer thought it “simply great.”
| Menotti started work on words and music only a month

or so before its scheduled broadcast, writing a few pages
at a time and giving them to his cook to take to the Mount
Kisco (New York) railroad station, where N.B.C. couriers
picked them up. Rehearsals were already underway in a
drab old ballroom in the Hotel Edison before the manu-
script was completed. Menotti had discovered in the
Columbus Boys Choir, in Princeton, a boy soprano, Chet
Allen, whom he thought ideal for the principal role.
Rehearsals were often chaotic. The opera was about

three-fourths written, but the orchestration was not done.
Menotti kept changing words, notes, blocking. N.B.C.
Opera Company officials still refer to it as one of the most
brilliant “creations on stage” ever accomplished and recall
that it was “very confusing, very exciting, very creative.”
A rehearsal highlight was to be a visit by Toscanini to the
stark room with its high back chairs, taped floor, and
makeshift props (Allen used a broom for his crutch). On
the day of the great Maestro’s visit nothing was normal.
Young Allen showed up at rehearsal spotless, in a blue
suit instead of his usual blue jeans and sports shirt. Great
excitement and nervousness prevailed, but, alas, Toscanini
did not appear.

A week later, Olin Downes, the late music eritic of the
New York Times, came to preview the opera he had been
hearing about. Allen was back in blue jeans toting his
broom about the pretended stage that had been taped out
on the floor. Suddenly Toscanini walked in and seated

himself beside Downes, who beamed broadly as he appre-
ciated one of the brightest moments of his life. The opera
was performed straight through with all parties contrib-
uting to an inspired and superb performanee,

As Chet Allen, broom on his back, marched off the
Hoor in pursuit of the Kings, and brought the rehearsal
to a close, a flood of emotion typical of Italian weddings
and funerals filled the musty ballroom. Toscanini wept,
Menotti wept, Downes wept, everyone wept. That day’s
rehearsal, with the great Toscanini present, is still con-
sidered by those present to be the finest single perform-
ance of “Amahl and the Night Visitors.”

Downes was so overcome by the performance that he
told his paper he wanted page one for his review follow-
ing the premiere telecast. Breaking precedent, the New
York Times and many other papers reviewed the 47-
minute TV opera on the front pages as a major story.

“Amahl and the Night Visitors” is Menotti’s greatest
triumph, no question about it. It has also brought Menotti
hundreds of letters of appreciation from children all over
the world. “Thank you,” one child wrote recently, “for
writing ‘Amahl.” I like it best where Kasper said ‘licorice.”
But I have to close. Sincerely ., .”




project for you ambitious or-
: idea of this project is to become
allad type PROJECT MELODY,
then arrange an effective organ
‘will enhance (but not overpower or
al tune. You may imagine the melody

by a solo male or female voice, or perhaps
plaved by a solo instrument. Or, if you're especially in-
terested in church musie, you can imagine the melody
being sung by the congregation en masse while you play
a complimenting addition to the total sound by means of
your accompanimental innevations.

In order to hear your accompaniment with the solo
melody, vou should hum the tune while you play your
arranged accompaniment. Many musicians and students
awn tape recorders and, of course, a recorder makes it
possible to develop an easy means for you to record the

plady (voice or instrument imitation with your organ)
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BY JOHN P. HAMILTON

the organ. Too, a last resort that's open to everygd
seek the help of a relative or friend to perform
melody.

Future editions of the “Times” will con
examples of this project, as developed by re
fessional organists. Try to become thoroy
with the melody now, so that vou will be a
your work with that of professionals and the;
vour skill and ability.

To assist you in acquiring the basie unde:
participate in this project, and to provide yi
developmental instruction process, T have analyze
PROJECT MELODY, and then arranged the firs
measures of the project tune in five different styles. You
should become familiar with the analysis of the melody and
then take each example (and only one at a time), study
the analysis of the example, play the example several
times, and then try to complete the accompanimental
arrangement in that style. Next, try to devise an ade-
quate registration for your accompaniment. After you
study the five examples in this manner, you should “turn
vourself loose” on a fully original inmovation.

)
\ ﬂ en play it back while you accompany yourself at
A

ANALYSIS

PROJECT MELODY
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PROJECT MELODY

The tune is a simple six-tone folk-type melody with a
basie, gracefully-flowing rhythm which is characteristic of
many hymn and folk ballads. A common error in singing
a melody of this kind is to run ount of air near the end of
each two and three count tone. By so doing, you inter-
fere with the flowing continuity which is the only melodie
interest in the somewhat trite structure. The harmony is
indicated in modern symbols by the signs written above
the notes, and in the traditional pedagogic formula with
the scale degree written under the notes. You may alter
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the harmony in your arrangement, but, so that one factor'
will remain constant for comparison, do not change the
melodic structure. The form employed is the sixteen-bar
folk pattern (also used for the verse of many hymns, show
tunes and popular songs) with a main four-measure theme
a secondary or answering four-measure theme, a repeat of
the main theme, and then a closing theme which is often
an exact repeat of the secondary (second) theme. The
project tune, however, uses a development of the sec-
ondary theme for a more positive conclusion.



ANALYSIS OF EXAMPLE ONE

Salo (Baritone singer or Cello)
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The solo has been assigned to a baritone singer or a
cellist. (A cello would sound a little better if the key
were raised a third to the key of A major.) Notice that
the organ accompaniment doubles the $olo part (left
hand) which, of course, makes an organ solo rendition
possible. However, this procedure is of doubtful value
when accompanying a capable soloist. It is also difficult
to devise a registration that will not interfere with the
soloist. Your registration experiments may begin with
cello melody on the Great manual for left hand, and an
8" and 4’ flute (as pre-set F) for right hand on the Swell
manual. Use a rich 16’ soft pedal.

NALYSIS OF EXAMPLE TWO
Sola(Vialin)

-

A
é‘melody, to be played on a wviolin, is written an
octdve! higher than the original in order to achieve an
! effective range for this instrument. The accompaniment
needs a very quiet registration with a small crescendo
and decrescendo for the bass part (pedal) in measure four.

ANALYSIS OF EXAMPLE THREE
A Slolo

; Organ acc.
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The melody is unassigned, but certainly with this un-
dulating, arpeggio, hymn-style accompaniment, it could
be performed by a rich contralto voice, or, if raised an
octave, by a solo flute. Notice that the V17 (Dm7)
harmony, on count four of the first measure, is extended
to a secondary ninth chord by adding the E. The harmony
of the fourth count of measure three is extended to a {
dominant ninth by the addition of D. Use caution with |
your registration—especially with the balance that you |
achieve between manuals and pedal, which should be |
quiet and unobtrusive. |

Example Four is a much more complicated totality.
The organ treble part could be omitted for simplification,
and the right hand assigned to the half-note coun
melody that is written for the thumb of the left hand. Be-
cause of movement and full harmony, this accompaniment
would tend to “take over” from a soloist. Therefore,

best use of this style would be to accompany e
group of singers (as a church congregation) who we
familiar enough with the melody to “carry their pait”
without organ support. e ‘f/',,

ANALYSIS OF EXAMPLE FIVE

Solo
e

I

Example Five can be used for the same purpose as
Example Four. The bass part can be registered loud and
still not interfere with group singing, especially if the
melody is being exuberantly shouted by many voices. If
this accompaniment were used to support a popular song ‘
stylist, you could play both hands on the same manual, !
and employ glissando with each chord change. {
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IT'S A HAMMOND ORGAN. It couldn’t be any other kind. And you can
win it in Hammond’s *‘Name-the-X-66"" Contest. Here are some clues to
help you choose the winning name: no keyboard instrument on earth
approaches its ingenuity. It offers, at your fingertips, a fantastic choice
of tonal variations that dwarfs that of the largest organ ever built. It
will be on the market soon for about $7500. You could win it—free!
Write to Hammond “Name-the-X-66" Contest, Box 706, Hinsdale,
Illinois 60523 or pick up a descriptive brochure and entry blank at
your nearest Hammond Organ dealer. iR dailain
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HAMMOND
ORGAN
SOCIETY

Lakeside Chapter and Rock River Chapter

Left to right, in back of Hammond concert artist
David Hewlett, at the dinner-concert, Colony Club,
Fond du Lac, Wis. Lynn Fairbanks, President of the
Lakeside Chapter, Fond du Lac, Wis. John Janczak,
President of the Rock River Chapter, Beaver Dam,
Wis. and E.S. “Al” Rollo, owner of the Fox Cities and
Fond du Lac Hammond Organ Studios,

St. Petersburg Chapter

The highlight of the second annual
Christmas Party of the St. Petersburg Organ
Club was the presentation of the First Past
President’s Pin to James A. Williams,

(third from left). Others in the picture

are from left to right, Lester Anderson,

vice president; Mrs. Ralph Lynch, publicity
chairman; James W. McKinley, president;
Mrs. Rudy Thompson, secretary;

Sally Baker, treasurer.

Westgate Chapter

Fairview Park (Ohio) Westgate Chapter. This
three-year-old, lively chapter of one hundred
members has regular meetings each month,
featuring local professional organists and
entertaining performances by the membership.

Shown here are the 1964-65 officers.

Canton Chapter

Members of the Canton,

Ohio Hammond Organ Society
are shown here at a recent
dinner and concert.
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1 ble If you submit the wirmiﬁ ame, will receive the fabulous
X-66 X-66 Hammond Organ glﬁtﬂ on the facin e BUt ray
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lt has been called “the greatest monument to musical
genius in the world,” “the fixed star shining at the very
pinnacle of the umiversal tone cathedral,” “the finest
adaptation of sound to sense that has ever been produced
by the mind of man.” It was composed by “the divine
Saxon,” “the colossal son of Apollo,” “the Shakespeare of
music and a poet for all time.” It is Messiah, by George
Frederick Handel.

Messiah is an oratorio, and an oratorio is simply a dra-
matic or epic text, usually based on a Biblical theme, set
to music, in recitative, arias, and choruses, with orchestral
accompaniment. Handel wrote thirty-two oratorios (along
with more than forty operas and a wealth of orchestral
music), and of them all, Messiah is perhaps the least
representative, for it is more lyric and less dramatic than
the others. Yet it is his best-known, best-beloved, and
greatest work. Every year at Christmastime, it is per-
formed, in whole or in part, in thousands of churches,
community halls, and concert halls throughout the world
(sometimes continuing an unbroken annual tradition dat-
ing back more than a century); its best-known airs are
as famous as any music by any composer; on records, it
sells thousands of copies each year.

Messiah is not, striotly speaking, Christmas music. In-
deed, Handel did not consider it so, preferring to present
it at the Lenten season. Only about one fifth is concerned
with the Nativity; the rest deals with the Passion and
Resurrection of Christ and His effect on the life of man.
Many of its airs are sad; its tone is often one of contem-
plation. Surely such airs as “He was despised and rejected
of men” and “Behold and see if there be any sorrow like
unto His sorrow” are out of keeping with the Christmas
season.

Yet we sing it at Christmas, and we probably always
will. We sing it because no other piece of music, Christ-
mas or otherwise, has expressed nearly so well the joy,
thanksgiving, and gratitude we all feel at Christmas. No
other piece of music embqdies nearly so well the pro-
found and pure emotions we share.

\

\

Handel wrote Messiah at a bad period in his life. Born
in Germany in 1685, he achieved local success early and
moved to Ttaly, where he concentrated on writing operas.
He went to England at twenty-five. There, he achieved
immense success with his “Italian” operas (written in the
florid, Ttalian style). He became a British citizen and one
of the leading impresarios in London. After several years,
however, critics of Italian opera, and of Handel himself,
wore the composer down, and by the 1730s, sick, dejected,
and nearly bankrupt, he turned, just in time, to a new
form,

That form was the oratorio, and it suited the English
because it was sung in their language, and they could
claim it as English music. It suited Handel because it was
easier and cheaper to produce and, perhaps, because it
gave him greater scope. In February, 1741, his last opera
was produced; on August 22, 1741, he started work on
Messiah.

He worked, as always, feverishly, rarely leaving his
room, writing well into the night; the original score shows
scratched-out notes, ink splotches, impatient corrections.
On September 14, 1741, a fantastic twenty-three days
after it was started, Messich was completed (there were
revisions later, but they were part of the refining). There




can be no doubt that Handel had thought long and hard
about the composition before he actually put notes on
paper, and it is true that, as was the custom, he borrowed
heavily from his own and other composers’ works; vet it
is still an astounding, almost superhuman achievement,
made even more astounding by the fact that Samson, an-
other great oratorio, was written in the forty-five days
following the completion of Messiah!

Part of Handel's motive for writing Messiah was mer-
cenary; and though he was a good man, there is no evi-
dence that he was a particularly religious one. Yet there
can be little doubt that Messiah is inspired, that some-
thing more powerful than worldly gain motivated its com-
position. Tt is said that just after Handel finished the
“Hallelujah Chorus,” his servant entered his room, to find
the composer with tears stfeaming down his face. “I did
think I did see all Heaven before me,” Handel said, “and
the great God Himself.” From the evidence of the music,
there is no reason to doubt his words.

The text of Messish was taken from several books of
the Bible and adapted, by Charles Jennens, to tell the
story of Christ. They are beautiful words (part of the
reason for Messiah’s success), and Handel has matched
them almost perfectly to his music. Notice, for example,

BY RICHARD D. BARTLETT

what he does with “glory” or “risen” as they appear in
the text; watch how musical contrasts match contrasting
thoughts. Jennens was a pompous, rich, foppish man,
whao never produced anything comparable to Messigh. It
is a mystery why, just this once, he should have risen so
far above his ability. :

Handel divided his airs quite evenly among bass, tenor,
contralto, and soprano. Each voice is given at least one
masterpiece to sing—the flow of inspired melody seems
endless. Everyone, of course, has his favorites; but listen
to “Every valley shall be exalted,” “But who may abide
the day of His coming,” “Rejoice greatly,” “He shall feed
His flock like a shepherd,” and “I know that my Redeemer
liveth.,” All are inspired.

Great as the airs are, so much greater are the choruses.
Among critics, Handel is most admired for his choral
music, and Messiah contains his greatest efforts in this
form. The “Hallelujah Chorus” is unsurpassed; but there
are others, such as “For unto us a Child is born,” only
slightly less exalted. At the first London performance, the
audience, including King George II, stood during the
singing of the “Hallelujah Chorus”; today, new audiences
hearing new singers stand. They stand in recognition of

the fact“He shall reign for ever and ever.”Soshall Vessiah.

Reprinted courtesy of McCall's Magazine
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As we come to the close of

the year, may I thank you
s, for your wonderful letters,
~:% ~ your questions, your com-

*  ments, and for sharing your

¥ . enthusiasm for playing the
- Hammond Organ. It occurred
‘ to me that all organists could
profit from these letters, so
I am devoting this month's
column to as many of your
questions as space permits.

beginner’s
corner

BY MILDRED ALEXANDER

How much practice time does it take to
play a Hammond?

Much less than you think. It isn’t how
much youn practice that makes the differ-
ence, it's how you practice. One wisely-
spent half hour, five days a wwk, plus a
once-a-week “playing” session, accom-
phsh&n much more than a onee-a-week
six hour prachca or “fooling around”
session.

My husband had emergency major sur-
gery three months ago, eliminating our
income, making it impossible for our
family to continue lessons. All of us are
getting discouraged; the children even
losing interest. How can we keep up our
enthusiasm for playing our Hammond
until we can start taking lessons again?

QUESTION:
ANSWER:

QUESTION:

ANSWER: (1) Thoroughly digest each issue of the
Hammond Times, one article at a time.
Sit down at your Hammond and learn
what each writer is trving to teach you.
In this way, you will get some marvelous
ideas.

(2) Go to every free concert and promo-
tion your Hammond dealer offers. At-
tend regularly the Hammond Organ So-
ciety or Club in your area. You can learn
much from other Hammond organists.

ing, and stick with it, page by page, book
by book. Read one paragraph of instruc-
tion at a time, then do what it says over
and over until vou can play that page
easily, before going on to the next one.
(4) Have regular “social” times to play
for each other, and aim for one new
thing each time. All these suggestions
will insure making progress until lessons
can be resumed.

Should I use ‘vibrato when playing
church music?

1 have searched the Bible (New Testa-
ment and Old) as well as doctrines from
all Faiths, and nowhere have 1 found
“Thou shalt not use vibrato in Church.”
The point being: There is no one source
of authority on this question. The vi-
brato is not a sinful thing; it just makes

QUESTION:
ANSWER:

(3) Get a good Method of organ play-

QUESTION:

ANSWER:

a sweeter, prettier sound, so it might
help to use some vibrato on meditative
or inspirational music. In my Church
clinics, where we all share experiences
and knowledge, the consensus is that
vibrato should not be used in the Liturgy
or Ls'turgical services. In other words,
“When in Rome, do as the Romans do.”
Can you give suggestions for playing
Christmas music?

Gladly. The traditional Christmas hymns:
Hark, The Herald Angels Sing, O Come
All Ye Faithful, etc. should be played as
written—with a full registration, ensem-
ble tab, or A (both hands lower manual),
and a good strong pedal line. I Heard
The Bells On Chrisimas Day should
have some bells, don’t you think? Play
the melody on the upper manual with
chimes on, draw! and percussion tab,
or 16" Flute with Marimba tab, or 80
0000 000, Percussion on-normal-slow-
second, against an accompaniment on
the lower that b]ands with the solo sound
on upper.

Silver Bells should have a lighter or
“silvery” bell sound on the upper manual.
Use Harp Sustain, or 8 Flute with
Marimba, or NO drawbars with Percus-
sion ON-normal-soft-second, against a
quieter accompaniment on lower.

Music about the Infant Jesus should be
soft and sweet. There are two tunes of
Away In A Manger that make a nice
medley or, if you are getting more pro-
ficient, try the melody with as much of
the chord as you can handle high on the
upper manual (00 3533 553) against
Martin Luther’s Cradle Hymn (that’s
like Flow Gently Sweet Afton) with left
hand on lower manual 00 7654 000
(pre-sets) or 7654 0000 (spinets).

My favorite is What Child Is This played
with both hands low on the upper manual
with rolled chords and rolled Expression
Pedal (00 4800 000) vibrato off. For
the chorus, turn vibrato on, and play the
melody high on the same manual.

For Sleigh Ride, Jingle Bells and Santa
Claus music, the novelty sound (already
so aptly discussed in the Hammond
Times) is most interesting. You owners
of Hammond Organs with Reiteration
should have fun using that with Percus-
sion, instead of pumping the Expression
Pedal.

For popular songs (White Christmas,
Christmas Song, I'll Be Home For Christ-
mas, etc.,) I like a big Theatre Organ
sound, with fairly full registration tabs
on both manuals, or upper: 53 8833 555;
lower: 00 8865 000 (pre-sets) or 8865
0000 (spinets).

And by all means, get Auld Lang Syne
ready (with the same registration) for
New Year's Eve, and as you play it,
please remember we all wish you the
best year ever, [ull of the happiness that
comes with enjoying your wonderful
Hammond Organ.

s
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1 The Christmas holiday season is near us now, and the
age-old song of the angels from that first Christmas will
soon re-echo up and down the breadth of the land. This
year I hope you feel, as Christmas approaches, that you UPPER LOWER (Pre-Set) LOWER
gﬂ:f Liﬁﬁfdn':ﬁre mmm’;?yﬁwﬂa]f bt that - W00 0578 880 [L]005544123  (Spinet)[L] 5544 123(0)
MR E your or- >
ganistic “vocabulary” to the point where you have leamed @00 6765 670 (L] 00 5543 123 (Spinet) [L] 5543 123(0)
i (‘)ﬁ‘;‘ffﬂlﬁ g};,ﬂf - ?ﬂﬁ“gogﬁéeﬁﬂiﬁjﬁfg @002688460  [L]005544122  (Spinet) [] 5504 122(0)
stumbling trials at Silent Night as you tried it on the new ({00 5585730 [LL] 00 4433 100 (Spinet) [L]4433 100(0)
o oy, 7O Toceived for that Christmas gift a year  Go00ge1630  [mov2a31z  (Spinet) (L1203 112(0)
(ON ALL THE ABOVE USE NO VIBRATO ON UPPER:
A BUT USE VIBRATO 3 OR FULL VIBRATO ON THE LOWER)
BY ORVILLE R. FOSTER Philosophy y
o+ (htistmas
The ever-increasing trend today is aptly proclaimed, on ,
billboards, in newspapers and on TV and radio . . . “Let’s
put Christ back into Christmas!!” Today there are many ua
ecumenical discussions among nearly all of the Christian
faiths, and indeed, among Jewish, Moslem and other
groups of varied religions convictions . ., . All these are Another beautiful effect which is used a great deal dur-
taking steps to join together to advance greater under- ing the holiday season is that of chimes. And what beau-
standing in the field of religion. Nowhere can the spirit of tiful chimes you can get on the Hemmond Organ! Set the
e e P el o sl i i, ot o e
you will find peace and serenity, and an opportunity to phy %‘ [tma;él-?g esi‘éiénanu L‘;(]gns e (cg);;:ezs) 38% o
B i i bt youe ey e 1 e s mamal st e st o e vy
> 5 o ; 2 at 38 . . . just those two drawbars . . . nothing e e
omP:fnwenianoﬁs(‘ziis‘:mm;? m‘fs‘.,i!:’ s.lgt:}l:a:v;isnﬁgrﬁltebtmi;ﬁ the_vihrato OFF on the lower manual and play the fol-
outstandin;.’. Tonal colors will play an important parts-, lowing with :’gtil hafl?;i oneé:he lovw:er, _watthch.mg Enmofve
and with the millions of tonal possibilities on the Ham- z:}:ﬁs‘;:ga]p ﬂ;:t aistui')s f:tméﬁgf:hfg 1“|:I]B ea;lar of lgmnoé
mond Q:Fand L i all set in t!]at (?epartr‘r{re'rtlltl if ghoL ;)pened) as you strike the chime. Then continue to open
g s, e et Wb 0 1y il b s bk o coplaly S ot
dokid. vt ke ey B Cirentag T E;l tor oll) tion, all the wl_nle holding the notes. of the chime 1tst‘alf.
ek follovn&g R ﬁ e Rund el oc% nu‘;’ber:' with the Lt may take a little work to get the timing of the opening
chords held on the lower manual andy the melody ‘played At g oF Al SHall g T 1 Kol it
s . th s o alay natural (as a good chime should!), but once you get it,
(single note) on the upper manual. you will be pleased at the results. Suppose we use these
UPPER LOWER LOWER chimes as an npening for the Ha]]elu]ah Chorus (Messia}l)
088005503 (L)(Pre Set) 002334 543 (Spinet) [I] 2334 543(0) 1o Eive, it  litle “lestive air. We would play the opening
053878503 [L](Pre-Set) 00 2333 243 (Spiriei)lI] 2333 243(0) CHIME INTRODUCTION TO HALLELUJAH CHORUS
“Measinn ) FHNRTS
@056768030 (L] (Pre-Set) 004322123 (Spinet) (L] 4322 123(0) I e g Qe
(880077000 [LI(Pre-Set) 00 6543 123  (Spinet)[L] 6543 123(0) T b S ey
@601860600 [L(Pre-Set) 006543 122 (Spinet) [ 6543 122(0) T 1 4 d 7T et
(USE VIBRATO 3 ON BOTH UPPER & LOWER ON A SR ===
ABOVE) T [ f f B
This holiday issue of the Hammond Times features ___ RS e i [ e
Amahl and the Night Visitors, Have you heard this lovely e =
work completely through, not once, but several times? Tt HALLRLUIAH CHORUS (Mesiat) ot g
is worthy of your earnest consideration. Note the beauty : @
of many of the special effects. For example, the little e &
shepherd’s tune which is used at the beginning and the et y
end of the composition, as played by Amahl, the shepherd g
boy. Notice the tone color of the whimsical melody . . . S0 o N v o
know what instrument that is? An oboe! Bach used that S F
same tone in his delightful jesu, Joy of Man’s Desiring. Try these tonal suggestions . . . right now, before
Here are several oboe tones which you may use for your  Christmas gets here . . . then you will be sure that when
own work. I have put the oboe tone on the upper manual,  Christmas comes, and you play some Christmas music for
and have indicated a contrasting tone, string-like in qual-  your guests, you will find that they, like you, are having
3 ity, for the accompaniment on the lower manual. Try more and more FUN AT THE HAMMOND, Merry §
f . these set-ups for several different numbers, please. Christmas to every one of you, my dear readers!!! ¥
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RED SELECTIONS
rian Osburn at the

Despite the fact that Mr. Osburn has
been blind since he was nineteen days
old, he currently holds twenty or more
revivals and camp meetings each year in
which he provides a splendid musieal
program. Orian Osburn presents a fine
sampling of his keyboard style in this
album which includes Batile Hymn of
the Republic, What a Friend We Have
In Jesus, My God Is Real, °Til the
Storm Passes By and other selections.

ORGAN MUSIC FOR
*HRISTMAS

Eddie Layton at the

‘Hammond Organ

Epic Records LN 24118

The music of Christmas is among the
loveliest and most nostalgic in the world.
The ageless carols and songs of this sea-
son echo around the world with a spirit
that transcends any barrier of language
or geography. Eddie Layton's matchless
style is well illustrated in this fine col-
lection of holiday treats including Let It
Snow, White Christmas, I'll Be Home
For Christmas, God Rest Ye Merry
Gentlemen, It Came Upon a Midnight
Clear and Silent Night.

ORGAN MUSIC
FOR CHRISTMAS
With Chimes and Brass Choir

EDDIE [AYT?N

at the Hammond Org

ORGAN TREASURES
Viola Klaiss at the
Hammond Organ

Ve Ray Productions

310 Sandpiper Lane
antana, Florida

Viola Klaiss is a fine artist, possessing a
great talent for musical interpretation
and an uncluttered techmique that is
clearly displayed in this recording of
traditional favorites. It is .a pleasant
listening experience when Miss Klaiss ap-
plies herself to such perennial favorites
as Autumn Leaves, Viennese Melodies,
Smoke Gets In Your Eyes, Greensleeves,
September Song, Indian Love Call and
many others.

MIDNIGHT SUN
arl Grant at the
Hammond Organ

Decca DL 74338

Here, in a setting of romantic favorites,
is an impressive display of the organ
artistry that makes Earl Grant so very
popular. Dreamy numbers embellished
with distinctive rhythms abound in this
album—where the beauty of the melo-
dies is enhanced by the style of Grant’s
magical interpretations. Midnight Sun,
Red Sails In The Sunset, Don’t Worry
‘Bout Me and Mr. Lucky are just a few
of the selections offered in this highly
recommended album.

T.V. FAVORITES

Larry Ferrari at the

Hammond Organ

Sure Record Co.  SS Vol. 700
P.O. Box 94, Broomall, Pa.

Larry Ferrari plays with an individual
style and talent that is readily apparent
in this album. Popular numbers treated
in a professional manner make this col-
lection of music an exciting experience.
onglow, Blue Tango, Alley Cat, Hello
§°@nce In A While are just a
! ights offered in this first-
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%{I)\Ip% on the faamm%d
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PART I

e

This list of String Stops is to be used in conjunction with Stevens
Irwin's article which appeared in the October Hammond Times

STRING
ACCOMPANIMENTS
00 1000 000
00 2000 000
00 2100 000
00 3210 000
00 4300 000
00 5321 000

VIOLONE 16°

12 1020 000
13 1031 021

DULCIANA
00 3201 000
00 3201 010
00 3201 321
00 3201 110
00 3201 111
00 3201 021

AVERAGE 'CELLO

ECHO 'CELLO
00 4231 000
00 4231 010
00 4231 012
00 4231 121
00 4231 111
00 4231 232

SOLO 'CELLO
00 5373 213
00 5373 312

00 5373 567

OPEN
FLUTE CONTRASTS
63

VIOLINA 4'

00 0302 021

ERZAHLER—
STRING HYBRIDS
00 2311 111
00 2311 321
00 2311 121
00 2311 021
00 2311 221
00 2311 122

MUTED 'CELLO
00 4351 060
00 4351 033
00 4351 234
00 4351 143
00 4351 043
00 4351 030

ECHO MUTED 'CELLD
00 4230 000
00 4230 111
00 4230 013
00 4230 321
00 4230 222
00 4230 123

WOODEN 'CELLO

00 6242 204

STOPPED
FLUTE CONTRASTS
00 8000 000
00 8010 000
00 8020 100
00 6000 000
00 6020 000
00 5030 000

VIOLA DIAPASON
00 6453 000
00 6453 010
00 6453 321
00 6453 121
00 6453 110
00 6453 210

ECHO
DOLCE— SOLO VIOLIN VIOLE CELESTE ETHEREAL VIOLE A PAVILLON
STRING HYBRIDS | 00 0243 434 00.1223 232 VIOLIN CELESTE | 00 1321 123
00 3312 111 | 00 0243 343 00 1223 343 00 0132 111 | 00 1321 012
00 3312 321 | 00 0243 321 00 1223 121 00 0132 030 | 00 1321 001
00 3312 122 | 00 0243 235 00 1223 013 00 0132 223 | 00 1321 112
00 3312 121 | 00 0243 346 | 00 1223 321 00 0132 235 | 00 1321 234
gg ggllg 85(11 00 0243 055 00 1223 111 og mag }ﬁ 00 1321 345
00 0132.
VIOLE CELESTE | ETHEREAL VIOLIN VOX HUMANA
"CELLO D'AMORE | 00 1243 123 00 0141 111 00 1100 112
00 4140 111 | 00 1243 011 00 0141 123 ORCHESTRAL 00 1100 021
00 4140 222 | 00 1243 111 00 0141 321 STRINGS 00 1100 032
00 4140 123 | 00 1243 040 00 0141 222 00 1135 343 | 00 1100 121
00 4140 013 | 00 1243 124 00 0141 131 00 1135 234 | 00 2001 121
88 ﬁﬁg gg:g 00 1243 432 00 0141 030 83 ilgS 45§ 00 1010 101
135 56
ECHO VIOLA DA GAMBA 00 1135 060 VOX CELESTE
'CELLO CELESTE | VIOLE D'ORCHESTRE | 00 2352 010 00 1135 321 | 00 3234 121
00 3352 222 | 00 1131 111 00 2352 020 00 3234 232
00 3352 333 | 00 1131 121, | 00 2352 030 SALICETINA 4' 00 3234 111
00 3352 111 | 00 1131 131 00 2352 040 00 0203 032 | 00 3234 321
00 3352 234 | 00 1131 132 | 00 2352 050 00 0203 033 | 00 3234 222
00 3352 104 | 00 1131 123 00 2352 060 00 0203 022 | 00 3234 234
00 3352 242 | 00 1131 333 00 0203 031
VIOLE 00 0203 012 | BELLED GAMBA
AVERAGE VIOLA ECHO VIOLA D'ORCHESTRE (mp) 00 0203 041 00 4353 012
00 4241 010 00 3132 000 00 1245 243 00 4353 122
00 4241 110 | 00 3132 010 | 00 1245 123 CONE GAMBA 00 4353 123
00 4241 210 | 00 3132 111 00 1245 234 00 3450 321 | 00 4353 234
00 4241 100 | 00 3132 321 00 1245 444 00 3450 432 | 00 4353 345
00 4241 321 00 3132 210 00 1245 333 00 3450 421 00 4353 134
00 4241 111 | 00 3132 211 00 1245 353 % gﬁgg gsg e
1
VIOLA D’AMORE VIOLE MUTED VIOLE 00 3450 222 | 00 1122 211
00 4121 000 | PRRCHESIRE (n | 00 %041 380 | viewe wysTiQUE | 00 1122 121
00 4121 260 | 00 2345 060 | 00 2041 222 | 00 0131 111 | 00 1122 112
00 4151 ooz | 00 2345 344 00 2041 500 00 0131 121 | 00 1122 123
00 4121 220 | 00 2345 234 | 00 2041 050 00 0131 131 | 00 1122 321
00 4121 111 | 00 2345 345 | 00 2041 005 00 0131 222
st s0L0 00 0131 321 | 00 0091 111
VIOLA POMPOSA VIOLE MUTED VIOLIN 00 0021 121
00 6354 321 | yORCHESTRE (mpp) | 00 4252 033 SALICIONAL 00 0021 123
00 6354 310 { " (op 0132 111 00 4252 043 00 3254 321 | 00 0021 321
00 6354 432 | g 0132 121 00 4252 066 00 3254 432 | 00 0121 012
00 6354 543 | (0 0132 234 00 4252 300 00 3254 211 | 00 0121 122
00 6354 421 | 00 0132 124 | 00 4252 123 00 3254 330
00 €354 111 | op 0132 131 00 4252 061 00 3254 111
i 00 0132 321 Z 00 3254 221
D'ORCHESTRE (p)|  GRAND VIOLIN VIOLE CELESTE AVERAGE GAMBA
00 1234 567 | 00 4262 254 00 3250 122 00 5454 321
1234 456 | 00 4262 246 | 00 3250 012 00 5454 210
00 1234 345 | 00 4262 555 00 3250 021 00 5454 304
00 1234 234 | 00 4262 456 00 3250 111 00 5454 243
00 1234 123 | 00 4262 324 00 3250 333 00 5454 432
00 1234 678 1 00 4262 242 00 3250 040 00 5454 113
A it P i e Sk DR RN ol Sl T Y,
| HAMMOND TIMES P.O. BOX 6698 CHICAGO, ILL. 60680
|
|
| Enclosed you will find $1.00 [] Cash [] Check ] Money Order
I for my one year’s subscription (6 issues) to the Hammond Times
[0 I own a Hammond Organ [ | own a Hammond Chord Organ [] Other_
| NAME
PLEASE PRINT CLEARLY
ADDRESS :
CITY STATE ZIP ¢
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MUSIC'S MOST MEMORABL MOMENTS . .. ONE IN A SERIES

GIAN CARLO MENOTTI and AMAHL AND THE NIGHT VISITORS

By all standards, the most popular
living opera composer in 1949 (as to-
day) was Gian Carlo Menotti. So it
was not surprising that the National
Broadcasting Company should com-
mission him to compose an original
opera specifically for television.

What was surprising is that it
should commission anybody. The idea
of scheduling an original opera in
prime time was revolutionary and ad-
venturous. Would there be an audi-
ence for it? Would it not be at best
just an artistic success and a popular
failure? The powers at NBC didn't
think se. Neither did Menotti.

He was given a free hand; he could
choose any subject and form that ap-
pealed to him. But it was some time
before he hit upon a plot. Then one
day he saw a painting by Hierony-
mus Bosch of the three wise men
and the Christ child. This was the

16

seed, and the bittersweet, poignant
story of Amahl, the crippled boy who
is visited by the wise men and cured
by the miracle of his own generosity
and love, evolved rapidly.

Menott, as always, wrote his own
libretto, composing music and words
virtually simultaneously. The opera
was in the tradition of his earlier suc-
cesses, The Medium, The Telephone
and The Consul, combining a mirac-
ulous melodic facility with an equal
mastery of dramatic techniques. And,
in Amahl, as in no other of his works,
there is a sustained tendemess that
captures the imagination and the
heart. .

The opera was given on Christmas
Eve, 1951, with Chet Allen as Amahl
and Rosemary Kuhlmann as his moth-
er. Immediately Menotti’s faith and
the faith at NBC was justified. The
opera was an artistic success—and it

came to be seen by more people than
any other opera in the history of
musie.

Amahl and the Night Visitors has
been given on television at least once
every year since its premiere; record
sales have been excellent; opera com-
panies, schools and churches all over
the country perform the work on
stage; performances have been given
in many languages all over the world.
Musically and dramatically it is uni-
versally touching, universally loved.

That day when Gian Carlo Menotti
accepted the commission and started
work on his opera for television sure-
ly must be listed among music's most
memorable moments.
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