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of children to bee for lessons. There is no advertise-

ment like example. Singers are often exhibitionists.

They see another singer making a success and the

next day they run out to find a vocal teacher, lele

vision ought ultimately to increase the Side of records.

•is did radio. People hear something they like and

will want to possess it so that they can turn it on

"ah'
1

these inventions are helping to make a new

musical world in America. 1 have always placed Johi

Philip Sousa at the head of all factors in developing

widespread musical interest in America. His forceful

and virile marches drew immense audiences to his

concerts. When they came they heard, probably for

the first time in their lives, the master woiks of Wag

ner Mozart, Beethoven, Tchaikovsky, and Brahms.

Thus hundreds of thousands of average people were

unconsciously educated in better music. Second as a

musical missionary. I would place the late John

McCormack. This may surprise you, but John also

drew huge crowds who came to hear simple heart

songs. But he also had a rich classical repertoire

which he sang superbly, and again the public found

that fine music was beautiful music.
_

The next widespread cultural musical miluence

was the large number of orchestras in movie houses,

many of which were exceptionally fine. Even Eugene

Ormandy as a young man conducted at the Capitol

Theatre in New York. Again the public found out

that fine music could also be thrillingly beautiful.^

Next came the arrangement, for “name bands, ol

special types of great masterpieces. Some of these

have been criticized as “mutilations,” or forms of

“gilding the lily,” but the public did not regard them

that way. When we made an arrangement for my

band of Rimsky-Korsakoff’s Song of India the records

sold over two million discs, or two and a half times

the sales of the straight records by Alda and ICreisler.

The so-called symphonic jazz has run a long range:

ragtime through boogie-woogie to be-bop. Basically

there is not much difference among all of them. The

rhythmic idea is very much the same, and is founded

on syncopation. Only the label on the bottle has been

changed. The instruments employed and the method

of performance vary far more than the music.

Great credit must be given to certain performers

and singers. They have made a new art of interpre-

tation in vocal music of the appealing type. Such men

as Richard Crooks, John Charles Thomas, and Bing

Crosby (who sang with my band for years), contrib-

uted a kind of human touch which the public iden-

tifies as sincere and moving. Bing’s type of singing

is altogether individual and original. No one can

phrase like him. He never seems to breathe, yet always

has plenty of breath. His hold upon the public has

been phenomenal. He is a millionaire many times

over. Naturally he is a great television find.

Unlimited Possibilities

It is still hard for many to realize the potentialities

of television. When the first motion picture shows

were started, a manager of a chain of palatial vaude-

ville houses said, ‘Who is ever going into these old

dumps, filled with undertakers’ chairs, with a battered

piano, to look at flickering pictures that pull your

eyes out. when he can go into a palatial theater like

Albee’s in Brooklyn, with its upholstered seats six

inches thick and its gallery of paintings, and see a

program of living stars of the day? When modern

motion pictures were developed it was possible to

produce dramas and comedies with effects that far

transcended the theater itself. This w'as because the

cost of transporting huge casts thousands of miles was

wiped out. Actors started to make money beyond

their fondest dreams, and the public saw the show at

half the price of admission to a vaudeville show. Of

course the movie won, and millions in all parts of

the country now see leading actors they never could

have seen otherwise.

One cannot stop the inventions of man. Of course

television does not show the actors life-size and in

color, but it does show them in a way to which the

imagination has accommodated itself. The movies at

first showed us human faces magnified to the size of

a horse. But the public accommodated itself to that.

Now. not only dramas and comedies and vaudeville

acts are brought right into the home, but glimpses

of the world at large, as well.
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Television ha, already evolved man, Jgtgjgj
inal forms of presentation.

tbe radio, and

and different from
fekvBio/was commencing

the concert hall. Just a
, 0 [ an opportu-

to arouse public interest I
, me ;n Rosemont

nity to take part in a work ne^ y
; hboring town

(New Jersey). Young folks m
^ type,

needed wholesome entertainme
Quld be far

and it seemed perfectly °bvl°“ entertainment
better to have them make thei

h
themselves than to have it prepared for

were all teen-agers, so we formed a 1 een » ,

which became known a, "Paul Whitanan •.

rinh ” The idea took on wonderfully, and

h!”
b
,„ whh ih.se young lolls lha, I soonjound

that it was requiring a lot of my tim •

ize that I was helping to develop a natu>

of television show, that not only would entertain th

performers but could inspire and mduce thousan

of young people all over the country to resort to

l, i i oriniK and wholesome fun.

Fun for "Teen-Agers”

We met on Saturdays from 7:30 to 11 = 30^ 1

got together a fifteen-piece dance band. I also brough

down several professional acts from New York to give

the “Teen-Agers” inspiration for developing their own

talents • •

It soon became obvious that if shown on television

the act could lead to the formation of other clubs.

I got together a group of the best talent and bega

to build a show. The first unit started Saturday night

April 2, at the 103rd Engineers’* National Guard

Armory in Philadelphia. In the audience were some

three thousand teen-agers, who assisted in the mass

chorus I joined with my daughter Margo as a kind

7
f fluo of Master of Ceremonies. The show went on

the air from nine to ten, to continue for thirteen

weeks There was a jury panel of boys and girls, and

ihere were ten acts. The show was partly rehearsed

and nartly spontaneous. The enthusiasm of the young-

sters knew no bounds. Everyone had a jolly g00d

time The show was telecast to sixteen stations on

the Atlantic coast and in the Middle West. Thus

millions of Americans joined in the hilarious party,

and the response from the public was enormous. The

show was also photographed in what is called Kine-

scope Transmission, so that it can be shown to mil-

lions more in the West and South.

Teachers and social workers are much excited over

this form of providing youth with these wholesome

iov fests It has been found that there is no better

wav of fighting the alarming increase of juvenile de-

linquency, which has shocked all America, than by

keeping our boys and girls healthfully and busily

employed in doing things they like to do. Bands,

orchestras, and choruses in schools have demonstrated

their value to the public, over and over again.

If teen-age clubs are developed in other parts of

America, it is obvious that in homes everywhere youth

will catch the infection and form groups for them-

selves. This of courses must be regulated, so that it

does not interfere with their school work. It will at

least keep many youngsters from the dangers of cheap

dance halls. The movement promises already to take

so much of my time that it reminds me of a story my

Dad used to tell of the old colored man who had a

bear by the tail. As he tore down the road he shouted,

“I don’t dare let go. and I can’t steer him, so I might

as well sit tight and enjoy the ridel"

What Will Television Do For Music?

(Continued from Page 339)

1. Developing the technic for the presentation

of superior programs.

2. Providing for the vastly greater expense of

television programs compared with radio, by se-

curing the advertising sponsors willing to sustain

such greatly increased expenditure.

Astonishing as have been some of the presentations

given, television programs as a whole are still in their

infancy. Will television supersede the great symphonic

and concert programs which have made American

radio distinguished throughout the world? Our guess

is that it will not. One orchestra looks very much like

every other orchestra, and televising of great orches-

tras, and even great concert performers, does not offer

the continuous eye appeal demanded by television.

With the stage and the opera we have something

quite different. There we have action and continual

change of scene, in which television cannot fail to be

paramount. The amazing telecast of Verdi’s “Otello”

on the opening night of the Metropolitan season last

December staggered the imagination of all.

In small chamber music groups the radio will have

the advantage. The listeners will want to hear the

music, and die appearance of the players is incidental.

In fact, at many chamber music concerts one often

sees the audience with closed eyes, “drinking in the

music.” Yet, as a novelty, the great presentations of

the NBC Orchestra conducted by Toscanini have
been a real triumph of television. People will want to

see noted conductors and solo artists, but as a regular

musical diet they will probably prefer to sit iiack

and dream with their Beethoven, Brahms, Wagner,
Franck, and Debussy on the radio.

Television has an educational significance which is

most exciting. When Dr. Roy Marshall, of the Frank-
lin Institute of Philadelphia, joined the television

camera with the Institute’s large telescope and focused
it upon the moon, he actually brought a wonderful
image of the earth's largest satellite right into the
homes of thousands of television owners. The experi-
ence was breathtaking. In like fashion, lectures upon
science, art, geography, and all manner of cultural
subjects lend themselves to television in very practical

and vivid forms. The motion picture travel shorts

shown are very remarkable and informative.

The problem of television to the motion picture

manufacturer may perhaps be a serious one. When
really fine films come regularly produced on television,

it would seem that many who frequently visit the

movies might prefer to stay home. Yet the motion pic-

ture theater offers a large screen, the thrill of techni-

color, and the possibility of showing great civil events

and sporting contests “life-size" by television on the

screen. There is also the American tendency to “spend

an evening out,” which will continue to send many
to the movies.

The position of the radio comedians and entertain-

ers is another matter. Where they have great personal

video charm, or comic interest, television, it would

seem, will claim them. Where they do not have this

(and many do not) it would be far better for them to

be heard and not seen. Vaudeville in television has

already proven a sensational success, and has brought

laughter and entertainment to millions.

All sports and all the wonderful outdoor doings

that may be brought to television by means of the re-

markable mobile transmitter units now at large in

many of our cities are “naturals” for television. Many
lists and polls ol the "pulling power" of television ad-

vertising have been taken, and it is reported that it

rates well above both that for the radio and the press.

Some have even made the rash prediction that tele-

vision will supplant the newspapers at some future

day. Arthur Hays Sulzberger, publisher of The New
York I imes. however, (joints out that his paper could
not be televised. Newspapers are primarily instru-

ments for conveying news, while television is a means
of entertainment. There is really no competition be-

tween them. Even if it were possiijle to televise a news-
paper so that it could be easily read, it is unthinkable
that an audience large enough for this purpose could
be assembled to sit the length of time required to go
through a few pages of a newspaper like the Times.
As for television's possible effect upon musical edu-

cation, we cannot see that it will be anything but
beneficial. This was not the case in the early days of

radio. At that time, even (Continued on Page 386)
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The Story of Schani” Strauss

by Norma Ryland Graves

The fiftieth anniversary of the death of Johann

Strauss, Jr. (“The Waltz King”) is being observed

this month in the great Austrian “capital of

music.” The celebration includes a Festival of

Music featuring a Strauss concert by the Vienna

Philharmonic in the Grossermusikvereinsaal a

formal, city-wide procession to the grave of the

composer, a performance of the Strauss opera,

“Fledermaus,” and a number of other musical

festivities,
including a spectacular illumination

of the old Gothic City Hall, the great city foun-

tain, and the Strauss monument. Miss Graves

happy picturization of the life of the gay

“Schani” Strauss seems particularly appropriate

at this time. -Editor s Note.

S
HORTLY after the turn of the present century

an event of far-reaching musical significance

took place in old Vienna. On the afternoon of

October 22, 1907, a distinguished visitor entered a

suburban oven factory. Black-suited and in
,

toP hat >

he was closely followed by his servant, also in black.

At once the old gentleman was escorted to a base-

ment room where he seated himself before a massive

furnace. With a curt nod he greeted the workers as

they rolled in heavy carts filled with dust-laden manu-

Impulsively the manager, who was directing the

men, approached the white-haired figure. Surely,

Herr Professor,” his tone was pleading, “you will not

destroy something which can never be replaced?

Everyone knows that Strauss music and Vienna t

long to each other.”

“You remember our agreement, do you not, 1 eld-

man?” harshly interpolated the other. “You agreed to

burn this . . . this waste paper for a price of two

kronen per hundred kilos. That is all which concerns

vou,” waving him imperiously to the door.

Long after twilight had come to the outside world,

seventy-two-year-old Eduard Strauss, last survivor o

the great musical family, watched the manuscripts of

his father, his two brothers, his own . . . consigned to

the flames. When it was over, he silently left the

room, leaning heavily on his servant s arm.

Thus in the space of five hours, Eduard Strauss

destroyed nearly a century’s work of his gifted family.

Throughout the decades the perennial freshness of

The Beautiful Blue Danube, Tales from the Vienna

Woods, Voices of Spring has appealed alike to oldsters

and teen-agers. . „

Strangely enough, the carefree music of the Strausses

was largely composed when bitter quarrels alienated

members of the family. For years Anna Strauss strug-

gled to give her sons the music forbidden by their

father. Later, Father Strauss fought a five-year duel

with Johann, Jr., for the coveted title. Waltz King

of Vienna.” Family jealousy led Eduard and Josef

to draw up their strange death pact, the survivor

promising to destroy his brother’s work. For reasons

best known to himself, Eduard subsequently included

all family manuscripts.

It was during the glittering reign of Emperor

Francis Joseph that the Strausses lived and loved and

made music. Their story centers around Johann, Jr.-

Schanerl or “Schani” as he was affectionately called

by so many-and the events of a certain night.
•,

• *

For days Vienna had been awaiting the long-her-

alded “Soiree Dansante” of October 15, 1844. Johann

Strauss (son) will have the honor of conducting his

own orchestra for the first time, so read the posters,

“and will perform several of h.s own composition

The afternoon of the concert roads fading to the

Casino were jammed with carriages an •>

pedestrians. By five o’clock all ball rooms w

in 0- with milling thousands. Laughing • • • 8

latlng . . . arguing . . . many recalled the time only

two decades previous, when the senior Strauss had

fought Josef Lanner to the last waltz and emerged

as Vienna’s dance king.
,

Now at the peak of his career, handsome Father

Strauss set the fashions of the day and the hearts of

ladies fluttering as easily as he set down the music

that flowed in unquenchable stream from his pen.

In spite of unparalleled triumphs at home abd abroad,

he wore his musical crown uneasily, for already he

realized his son’s greater creative talent. In tact, he

had nearly succeeded in blocking Schani s debu .

A shout and a parting of the crowd announced

Schani Strauss. He leaped gracefully to the platform-

a handsome nineteen-year-old—poised and elegant,

with his father's curly black hair and flashing smile.

Critically the huge audience settled back to listen.

However, until the last group, both the audience and

the pale young conductor were aware of the verdict.

»
f ‘l

With a courageous lift of the head, young Strauss

raised his bow. Waltzes flowed from his fingertips in

rapid succession. Now mellow with wine . . . now

lilting like the springtime . . . now filled with ro-

mance-they set pulses racing, feet tapping. Like a

tidal wave, audience enthusiasm rose until Sinngedicht

had to be repeated nineteen times.

Success at Last

But it was in his final encore that Schani Strauss

completely captured his audience, and this with his

father’s most famous waltz, Lorelei-Rheinklange. At

its conclusion pandemonium broke out. Devoted tot-

lowers carried Schani triumphantly from room to

room. Women alternately laughed and wept hyster-

icallv. In the early dawn, as an exhausted music critic

stumbled home, he penned the prophetic words:

“Good night, Lanner. Good evening. Father Strauss.

Good morning. Son Strauss.”
.

Although Schani had won the opening round in

the father-son duel, the real test notv began. His

opening fling at composition had consisted of only

four waltzes, three polkas, and two quadrilles. Lie

now bound himself to a grilling program of steady

composition to keep abreast of his father, and at the

same time support his mother, brothers, and sisteis.

Schani’s musical education, while spasmodic, had

been fairly thorough—his mother had seen to that.

“No child of mine shall ever become a musician,

his father had thundered. However, as the boy grew

older, he would steal into his father’s room after the

latter left for the cafe and pluck the violin strings.

Repeated beatings only intensified his passion for

music.
“Never mind, liebchen

”
his mother comforted him.

“Somehow we will find a way for your music. We
must.”

Secretly, one of his father’s discarded violins was

mended and Herr Amon, first violinist of the Strauss

orchestra and trusted family friend, started Schani’s

lessons. There followed short periods of intensive

instruction and rigorous schooling in ballroom de-

portment, Amon frequently standing eleven-year-old

Schani up in front of a mirror to demonstrate plat-

form technique.

When, during the next
(
Continued on Page 356)
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Johann Strauss Through Hollywood Eyes

The masters of music have made exceptional material for the cinema. Handel ’ B
ff

thov^,Sch
i
/

:

bert, Mozart, Tchaikovsky, Chopin, and Johann Strauss have proven most^ fan£ bis has
though there has been much dramatic and poetic license, there can be no question hat this has

given good music much popular appeal. Here are Fernand Gravel (foharm
&

Korjus (Carla Donner) in M.G.M.’s famous production, The Gieat W altz.
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Alexander Gretchaninoff

I
N looking back over many years of musical activity,

I find that the best advice to students can be

simplified into three factors-genuine native tal-

ent that is strong enough to withstand all kinds of

hardships and discouragements; the widest possible

education in musicianship; and plain hard work! The

young person who has all three and makes proper

use of them will not go wrong.

My own young days included many bitter disap-

pointments. While I was still a student at Moscow,

I wrote a church song, a prayer, which a comrade

of mine thought good enough to show to the direc-

tor of the choir at the Kremlin. To my joy, the prayer

was so well received that its performance was prom-

ised for a certain service on a certain date. I cannot

describe the state of my feelings while I waited for

the great day to arrive. At last it came, and 1 rose at

six in the morning to go to the Kremlin and listen

to the service which would include my own music.

Well, the service advanced, the moment for the prayer

came, the first notes rolled out—and it was not my
music! For a moment, it seemed as if the very roof

of the church had fallen upon me, I was so crushed.

Fleartsore and angry, 1 left the building, too hurt

even to inquire what had happened to change the

order of the service. To this day, I don’t know why
my music was omitted. After a period of disappoint-

ment, though* 1 forgot about it and wrote more
music!

Rimsky-Korsakoff was a musician of great erudi-

tion and a genial, kindly man. In addition to his tal-

ents as a composer, he had the great gift of being

able to impart what he knew—he was a true teacher.

I think the secret was that he treated his students

like comrades. He made us feel that we were all there

together for the one purpose of serving music, and
that our efforts had value in that work. I have never

forgotten one small example of Rimsky’s humane and
kindly teaching methods. One day I brought him a

composition and he praised it. I was naturally pleased

with his praise, but it still seemed to me that the

work was not as good as it should have been, and I

said frankly to my master that it reminded me of

something of Borodin. Laughing, Rimsky replied:

“Mmm, I see what you mean. Still, it’s better that

your music should look like something, than like

nothing at all!”

One of my most treasured recollections is my meet-
ing with Tchaikovsky. This took place while I was
still a student in Moscow. All the students had to

perform in the Conservatory orchestra and the piano
students were generally assigned to instruments of

the battery. On this particular occasion, I was play-
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Russian Masters of Yesterday

A Conference with

Alexander Gretchaninoff
World-Renowned Russian-American Composer

by Rose Heylbut

Alexander Gretchaninoff, who recently celebrated

Ins eighty-fourth birthday, is one of the few great

composers to win world-wide recognition during

his lifetime. Vigorous and active, he is still busily

at work, playing and composing, in his New \ oi

home, where he settled down to make Ins third

start in life. He began his notable career in his

native Russia, where he remained until 1923.

Next he took up residence in Paris until just

before the German invasion of World War II,

when he came to America. Gretchaninoff was

born in Moscow ,
where his family had recently

moved from Premysl. Pie remember s visiting

Premysl, as a boy, and watching his grandfather,

a bell-ringer, pull the heavy cords of the great

church bells. Both his parents loved to sing, his

father having a marked preference for religious

music. The boy sang in the church choir and at

home joined his father in rendering the splendid

old religious songs in two-part harmony. Thus,

he laid" the foundations for his vast knowledge

of old Russian church music which was later to

form so important a part of his work. Gretchani-

noff’s father owned a prosperous little grocery

store. When the boy was twelve, his father

brought home a music-box with which young

Alexander, entranced, amused himself all day.

Longing for a guitar, which his father refused

to buy for him, the child went without lunch

for three months, in order to save the three

roubles which the instrument cost. He did not

even see a piano until he was fourteen. A broken-

down instrument was bought for his sister and
the boy made friends with it, playing every mel-

ody he heard and teaching himself chord struc-

ture. His musical education began when his older

brother married a young lady who taught the

piano in Moscow and agreed to give the child

lessons. Though his parents objected to a musi-

cal career for him, Alexander determined to

follow the profession of liis choice. At seventeen,

he had sufficient academic credits to enter the

Moscow Conservatory, where his record at the

entrance examinations immediately earned him

a scholarship. His mother helped him by selling

milk from tlicir cou>. He studied with Koshkin,

Safonoff, and Arensky, which latter master so

discouraged the boy that he left Moscow and

entered the Conservatory in St. Petersburg. Here

he won the Beliaeff Prize and studied under

Rimsky-Korsakoff. In 1894, just a year after his

graduation, he completed liis First Symphony.

It teas successfully performed ( 1893 ) under Rim-

sky’s direction, and the young composer was on

his way to fame. Gretchaninoff has written

operas, piano works, works for chamber music,

chorus, and orchestra; but his greatest fame, per-

haps, rests upon his church music. Foremost in

this category are his Third Liturgy, intended for

home worship, which was first performed in 1918

by Serge Koussevitzky, and liis monumental
“Missa Occumenica," composed for four solo

voices, chorus, orchestra, and organ. This was

written between iq',8 and i<) ft, and urns inspired

by the universal meaning of religion. The “Missa

Oecumenica” had its first performance in 1943,

in Boston, again under Koussevitsky.

—Editor’s Note.

ing the cymbals. The work we were rehearsing

was Tchaikovsky’s “Mozartiana” (Tchaikovsky adored
Mozart and had arranged this Suite out of several

movements of Mozart’s larger works). Well, we were
rehearsing, and during the intermission, I stood talk-

ing to my teacher. As we spoke, Tchaikovsky came
across the room and said something to my teacher.

I stood there transfixed, hardly daring to look at the
great man who was my idol. My teacher introduced
me to him, and he shook hands very cordially with
me, saying, “You have played well! And, of course,

parts such as yours must be played by young mu-
sicians—professionals wouldn’t do it half so well!”
I was dizzy with joy, and my schoolmates joked me
about not washing the hand that Tchaikovsky had
touched!

Another experience I had concerns Cesar Cui-and
it illustrates, I think, the fact that even recognized
musicians would do well to keep up their studies!
Cui, who began as a military engineer, had a fine
musical sense and a fine education, and he wrote
many musical criticisms. At one time, he published
a small book, or pamphlet, about Russian songs—he
called it “Melodies Russes”—and in it, he had some-
thing to say about the songs' he considered important.

Looking through it, I found the names of Rach
maninoff and Gretchaninoff tucked away among a

group of most unimportant composers, and nothing

whatever said about our songs! It was, of course, a

great blow to find myself so publicly neglected. Had
my work been criticized, no matter how severely, I

should have been grateful to have my shortcomings
pointed out to me; but to be passed over complete-

ly. .. ! Full of disappointment and anger, I went
to see Cui, and I took a number of my songs with

me. Cui was charming. With some embarrassment,
he acknowledged that he knew nothing of my songs—
had not even seen them!—and had written his l>ook

sipiply on the strength of the songs he did know.
Then he looked at my songs, praised them, and prom-
ised to repair his mistake in the next edition of his

book.

Naturally, in my long career, I have seen many
changes in music. My personal feeling is that the

so-called “modern music” is no longer so strong as

it was some years ago—even Prokofieff is writing much
more simply—and I think that this is a good thing.
What is happening, I think, is that music is com-
pleting a cycle and returning to sounder, saner values.
Our earliest music was (Continued on Page 389)
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Our Country is Hungry for Good Music

A Post-War Candid Camera View of the

Ever-Expanding Interest in Music in AmericaWHEN Lauritz Melchior, the Metropolitan s

rotund tenor, who concertizes with two char-

tered planes and a thirty-five-piece orchestra,

stooped off to sing at Oakland, California, it was not

unlike circus day. Twenty-five ex-Flying 1 igers roared

out to escort the Melchior party to the city gates; a

broadcast in mid-air announced to an expectant pop-

ulace the approach of the air fleet; a parade, headed

bv. the mayor and the bowing emissary of song, began

on his arrival. Then the climax-a concert. Oi course,

it was a sell-out.
. ,

For the past three years, concert artists have been

having a field day in America, doing a booming busi-

ness with the demand ’way short of supply. I op sing-

ers, pianists, violinists, known to radio and movies,

are getting up to five thousand dollars an appearance.

Hundreds of lesser-knowns are reaping the rewards

of concert giving. The season, formerly eight months,

is now year round. Bowls, pavilions, parks, festivals,

carry on in the summer months. Or come summer,

artists hop down to South America for a round where

the winter season is in full swing. 1 he United States

is now booking agent of the world.

Concert fans, those who go for Grade A music-

symphony, opera, recitals-have multiplied phenom-

enally in past years. Variety puts their number at

twentv-nine million. We boast of being a baseball

country of eighteen million fans. With almost double

that number of concert fans, there’s something to be

said for America, the musical.

Music to the Far Corners

For this upsurge of musical interest, thank the tech-

nologists responsible for the phonograph, radio, sound

film. Each of these mediums at first threw fear into

the ranks of the musicians. They thought the concert

by Doron

business was doomed. “Canned music,” they said, will

kill live music as dead as the dodo bird. Why should

neople pay good money to hear a prima donna in the

music hall when they can hear her in the living room,

or at the movies? That’s what they thought.

Here’s what happened. These sound mediums took

great music out of large cities and introduced it to

the far corners for the first time. Getting it by merely

turning a knob, the home folks lent an ear. They

liked some of it. Eventually they wanted to see the

musician come alive.
.

That was made possible largely by community and

civic concerts. Prior to World War I, top artists were

booked in key cities, or on lyceum and Chautauqua

chains. Towns of five thousand population rarely got

a look-in. Or if they did, there usually was a deficit

which was made up by the more opulent city lathers,

"patrons of the arts.”

In 1920; Ward French, president of Community

Concerts, Inc., was “peddling” artists for Chicago s

old Redpath Chautauqua booking agency. Fed up

with dodging places where some irate sponsors who

had been' nipped, wanted to run him out of town on

sight, he began dreaming of concerts without deficits.

Then it hit him-a plan. And why not?

In collaboration with Dema Harshbarger, another

Chicago manager, he went to Battle

Creek, Michigan and pep-talked local

business and music groups into the ad-

vantages of bringing culture to their city

on a subscription basis. Enough advance

subscriptions were secured to date the

pianist, Harold Bauer.

Following this success, he began offer-

ing towns a season of concerts for five

dollars per subscription. After the money

was in the till, the artists were selected

by local groups, and dates were set. It

was all in the bag before the season

started; an assured audience, no deficits,

no sputtering sponsors to divvy up. Every-

body was happy. This movement spread

from town to town until Columbia Con-

certs, Inc., listing music makers from har-

monica players to harpists, took it over.

Another large management agent. Na-

tional Concerts and Artists Corporation,

joined, and now over eight hundred

towns in the United States and Canada,

including Juneau, Alaska, have concert

seasons every year, when they hear the

great and near great at movie prices.

A Changing Picture

All of which has changed the picture

considerably for concert musicians. Their

numbers and bank rolls have increased.

They are frequently “made” overnight.

Even their appearance has changed. The
men no longer boycott the barbers; nor

does a diva resemble an overstuffed sofa.

How different from pre-radio days,

when the artist often plugged along for

years to become box-office. Fritz Kreisler

was middle-aged before he could fill Car-

negie Hall in New York at a top fee.

Pianists often resorted to stunts to attract

crowds. One such advertised he’d select

ladies from the audience to play right off

a twelve piano ensemble, always being

K. Antrim

Photo by John Alfred Fiver

Helen Traubel

Famous American-trained dramatic soprano.

careful to rehearse his group beforehand. One eve-

ning a member didn’t show up and lie approached

an attractive blonde in the front row. But 1 don t

know a note of music,” she protested. “Never mind,

he said, “just make motions while the others are play-

ing.” All went well until a rest in the ensemble, when

everyone stopped playing but this lady, who con-

tinued to gesticulate over the keyboard.

Starting a concert career was pretty much of a

gamble then. The tyro hired a hall in New York at

from one to three thousand dollars, depending on

the size of the hall. Everything depended upon

whether the critics attended and were kind. Given

bad notices in the daily press, or none at all, the

incumbent went back to his teaching. Die-hards per-

sisted until they got a break in the papers. If reviews

were favorable, a manager might be persuaded to

take over. Breaking in has now become speedier and

less hazardous.

Apropos of this incident. Not long ago a personable

young Irishman was singing locally in his native

County Limerick. One evening at Dublin’s old Shel-

borne Hotel, he sang for the erstwhile king of tenors,

John McCormack. John liked the lad’s voice and

said: “He is the one most likely to succeed me,” which

the AP picked up and carried over the world. Within

a week, our young tenor was swamped with fabulous

offers from Hollywood, concert managers, record com-

panies. Being one not easily swept off his feet, he

threw most of them away, but did make a record for

“His Master’s Voice” in England. Before the record

was released, a pressing was sent to this country and

sight unseen, Christopher Lynch was sold to Voice of

Firestone and booked for thirty concerts.

Mimi Benzell, one of the glamor gals of the Met,

had sung around in glee .clubs at school and college

but didn’t take her voice seriously until one summer
vacation. Wondering how she (Continued on Page 390)

Mr. and Mrs. Lauritz Melchior Arrive

The famous tenor accomplishes hjs country-wide tours by

chartered American Airline planes. He travels with two planes

carrying a thirty-five piece orchestra. Speed, speed, speed!
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Interesting Records for

by Peter Hugh Reed

Everybody

in anv other. It is fortunate that Toscanini, with his

dynamic intensity, takes up the cudgels for this music;

for his vibrant performance is one that will promote

wider appreciation of it. Though the Beethoven over-

mre has been recorded twice before, it has never been

a popular seller on records, any more than in the

concert hall. Yet it remains one of the composer's

finest overtures. One is grateful that I oscanini again

brides it to the attention of the record-buying public,

for his performance, more judiciously paced than

those of his predecessors, does notable justice to the

majesty and musical sapience of this score.

MOST readers have heard by now of the new

45 revolutions per minute record of Victor.

Two points of interest about this disc set it

apart from all others. In the first place, by using only

a small portion of the outer edge of the record space,

Victor engineers have stayed in the margin of distor-

tion-free musical reproduction. Secondly, the small-

ness of the disc, 67/8 inches in diameter, allows for

finer quality of vinylite and a more silent surface. Ihe

record player issued in conjunction with this is an

unusually efficient one, with a changer operating

rapidly. On extended-range equipment, the reproduc-

tion of this disc is extraordinarily clear and realistic.

However, to acquire such results one must have an

extended-range pickup placed on the player. Ihe

pickup, furnished by Victor for general use with com-

mercial machines, cuts the range of the record- almost

in half. This hardly serves the record to best advan-

tage, and though it is true that many of the 45’s heard

to date sound better on commercial equipment than

their 78 counterparts, it cannot be said that all are

markedly ahead of a smooth-surfaced 78 disc.

These new records can be played on long-playing

equipment by placing a small aluminum ring (now

on the market) over the spindle of the turntable. Of

the utmost importance in playing it this way is the

45 r.p.m. stroboscope, which permits one to adjust

the turntable to the correct speed. Most two-way

motors can be stopped at any speed between 33 and

78 r.p.m., buf the stroboscope is essential.

Our advice to the record buyer is to endeavor to

hear, before buying, the new 45's reproduced on

equipment as near to their own as possible. Test the

disc with its 78 "counterpart. By doing this, one can

determine for himself whether the quality is sufficient-

ly marked to prompt a radical change in record col-

lecting. There would seem to be a prevailing belief

among many record buyers that the 78 r.p.m. record

has been made obsolete by the new 45’s and 33’s. This

is a fallacy. The companies are still continuing to

make 78’s and we are assured no discontinuance is

contemplated. Victor informs us that all 45 releases

will be duplicated by 78 ones. As we have been unable

to make extensive tests on this new record, further

comments and comparisons will have to await a

later date.

Beethoven: Egmont—Overture, Op. 84: The Philhar-

monia Orchestra, Alceo Galliera, conductor. Columbia

disc 72724-D.

Brahms: Hungarian Dances Nos. 5, 7, 12, 13, 6, 21,

19, 1: The Pittsburgh Symphony Orchestra, Fritz

Reiner, conductor. Columbia set MX-309 or Micro-

groove disc ML 4116 (coupled with Strauss Waltzes).

Grilles: hThe White Peacock, Op. 7, No. 1: The Phil-

harmonic Symphony Orchestra of New York, Leopold

Stokowski, conductor. Columbia disc 19012-D or

Microgroove 7" disc 3-117.

Liszt: Hungarian Rhapsody No. 2: The Boston "Pops”

Orchestra, Arthur Fiedler, conductor. Victor disc

12-0763.

Liszt: Les Preludes: Leopold Stokowski and His Or-

chestra. Victor set DM-1277.
Ravel: Ma M£re l'oye—Suite: Boston Symphony Or-

chestra, Serge Koussevitzky, conductor. Victor set

DM-1268.
Strauss, Johann: Roses in the South—Waltz: The Pitts-

burgh Symphony Orchestra, Fritz Reiner, conductor.

Columbia disc 12941-D.

Strauss, Richard: Intermezzo—Entr’acte, and Minuet

of Lully: The Royal Philharmonic Orchestra, con-

ducted by Sir Thomas Beecham. Victor disc 12-0735.

Strauss, Richard (arr. Doebler-Singer): Der Rosen-

k avalier—Waltzes: The Boston “Pops” Orchestra, Ar-

thur Fiedler, conductor. Victor disc 12-0762.

The best recording of the above group is Liszt’s
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“Les Preludes.” Its sumptuous realism, *a
y
e
J°

r

thinness of string tone, isjust reason for the dupli-

interpretation reveals an unexpec '

. a

come^musical sobriety which serves the He, ad

v Galliera’s performance of the Egmor

has marked" dramatic power and j°y£}d ebullitiMU

Though the orchestral playing is less rcfmt

:

recent Boston Symphony version there is much to

said for this young Italian conductor s d^ «
tration of this score Reiner gives as fine

^

rend

tions of the Brahms’ dances as one is likely to hea

anywhere. He takes them at a pace that

keeps them gay and refreshing. As a pro-

gram, they jirove quite intriguing in the

long-playing version. . . . Griffes’ Peacock

suggests an exotic bird, quasi-oriental m
origin. Students of the piano will know this

piece, originally written for that instru-

ment. It was orchestrated for the dancer

Boehm’s use and since has become well

known in this version, which assuredly

points uja its charm and color. Stokowski

gives it an opulent performance. . . . One

is tempted to say
—“What! Another Hun-,

garian Rhapsody No. 2!”—Yet Fiedler is not

one to indulge in excesses or distort any

piece, so his reading of this work is ap-

preciated for the forthrightness of the play-

ing and the excellent recording. . . .

Reiner is a bit athletic in the Johann

Strauss waltz. Exciting playing which does

not retard memories of Bruno Walter’s

more affectionate handling of these melo-

dies. ... In his opera Intermezzo, Richard

Strauss reverted to a “bel canto” style. The
Entr’acte recorded offers a lush, richly scored

treatment of polyphonic lines, which Bee-

cham plays with polish and restraint. The
little Minuet, added as a filler, is from the

composer’s “Buerger als Edelmann” score.

. . . The new version of the “Rosenkavalier”

waltzes, though splendidly recorded, seems

rather disjointed, which may be owing to

the arrangement, as much as to Fiedler’s

forthright treatment.

Mendelssohn: Symphony No. 4 in A major,

Op. 90 (Italian): The Cleveland Symphony
Orchestra, George Szell, conductor. Colum-

bia set MM-733 or Microgroove disc ML
4127 (coupled with Mendelssohn: Capric-

cio Brillante).

Chopin: Etudes, Op. 10, No. 3; Op. 25, No. 3; Op.

10 No 5: Byron Janis (piano). Victor disc 12-0431

Chonin' Nine Mazurkas: Maryla Jonas (piano). Co-

lumbia set 810 or Microgroove disc NIL 2036.

Copland: Piano Sonata: Leonard Bernstein. Victor

set 1278
Kabalevsky: Sonata No. 3, Op. 46: Vladimir Horowitz

/ piano). Victor set 1282.

Mozart: Sonata in F. K. 332: Bach-Busom: Nun

komm’, der Heilend: Vladimir Horowitz. Victor set

1284.

Gregor Piatigorsky

Schumann: Manfred—Overture, Op. 115: Beethoven:

Consecration of the House—Overture, Op. 124: NBC
Symphony Orchestra, Arturo Toscanini, conductor.

Victor set 1287.

The recent performance of the Mendelssohn sym-
phony by Koussevitzky is not greatly challenged by
this of Szell. The latter takes the opening movement
at a breathtaking pace, making for an unpleasant
sharpness of string tone on occasion. His slow move-
ment is also played faster than we usually hear it.

Throughout the performance there is a taut energy
that keeps the music consistently black and white.
Koussevitzky, with his refinement and polish, achieves
a wider range of tonal coloring and at the same time
substantiates the joyful qualities of the music. . . .

It has always seemed to us that Schumann’s “Manfred”
Overture was one of his best orchestral works, a com-
position in which he came closer to Beethoven than

RECORDS

Stravinsky; Concerto for Two Pianos: Vera Appleton

and Michael Field (duo-pianists). Vox set 634.

The admirable restraint and neatness of the youth-

ful Janis in the three Chopin Etudes offers a valuable

lesson for more impetuous students. ... Of Maryla

Jonas, it has been said, “She is essentially a minia-

turist.” Her choice of Chopin mazurkas, while neither

the most representative nor always the finest, serves

more often than not to exploit her best qualities—

delicacy, grace, and nuance. . . . Bernstein plays Cop-

land’s sonata in the right manner with a romantic

feeling on occasion that is most suitable to its lyrical

pages. The composition is an improvisitory one,

largely exploiting rising and falling tonalities in the

modern manner, and requites several hearings to grasp

its import. . . . Horowitz’s immaculate articulation

and radiant dynamics are exploited to their best in

the Kabalevsky sonata, an effective opus more showy
than musically meritorious. The Bach-Busoni seems

almost made for the pianist, but the Mozart lacks an

essential polished urbanity. For all the careful play-

ing here, the mood tends to monotony in coloration.

It is the quality of sound, (Continued on Page 384)

etude

Music History in Documents

‘THE BOOK OF MUSICAL DOCUMENTS ” By

Dr. Paul Nettl. Pages, 381. Price, $5.00. Publisher,

Philosophical Library.

Dr Nettl diligent musical archeologist, has plowed

through many an" ancient musical excavation to bring

together this miscellany of musical curiosities ai

f.,cts which range from ancient times down to De

bmsv and Shostakovich. It is a rather amazing com-

vHatton of original documents. The sources insure

the authenticity of the book. Musicians may browse

through its pages and learn many entertaining facts.

The chapter upon Beethoven is especially interesting.

Musical Meteor

-THE SYMPHONIES OF MOZART.” By Georges cle

Saint-Foix. Translated by Leslie Orrey. Pages, 221.

Price, $3.00. Publisher, Alfred A. Knopf.

Mozart was certainly the greatest musical meteor to

flash across the musical firmament. His hfe span was

thirty-five years. Inasmuch as he commenced to com-

pose
y
when he was a boy, he spent less thani

thirty

vears at the art of composition. In view of this, his

product was enormous. His first symphonies, written

before he was ten, are marvels of precocity.

Saint-Foix, a pupil of d’Indy, has made himsel ,

Mozart specialist, and his book now appearing in

English for the first time, is a fine contribution to

Mozartiana.

A Musical Philosophy

“BEYOND THE TONAL HORIZON OF MUSIC.”

Bv Frederick William Schlieder. Pages, 43, Price,

§3.50. Publisher, Schlieder Book Foundation.

Dr. Schlieder, a graduate of Syracuse University

tMus Bac Mus. M., Mus. Doc.), studied in Paris with

Cudmant and Dallier, From 1910 to 1923Mm was

organist of the Collegiate Church of St. N cholas

New York City. Turning Ins attention to text books

upon creative harmony, he gained an invaluable posi-

tion as a teacher of theory. In “Beyond the Tonal

Horizon of Music,” however, he enters a new field

witli a series of general philosophical observations de-

rived from his lifetime experience in music. These

he presents in a series of detached paragraphs ad-

dressed to the musician, the clergy, and the music

lover.

Reading Music

“PIANO SIGHTREADING CAN BE TAUGHT.”

By Ida Elkan. Pages, 63. Price, §1.00. Publishers,

Music Sightreading Publications.

Miss Elkan has written a spirited and “different”

book on sightreading, with many helplul hints gained

in twenty-five years of lecturing upon the subject. The

book is illustrated with original caricatures.

A Singer’s Haven

“MUSIC FOR THE VOICE.” By Sergius Kagen.

Pages, 507. Price, §5.00. Publisher, Rinehart & Com-

pany, Inc.

Here we have a voluminous list of concert and

teaching material for voice. It contains a catalog of

(1) Songs and Airs in All Languages, (II) Songs of the

Nineteenth and Twentieth Centuries, (III) Folk

Son«s, (IV) Operatic Excerpts. The catalog deals

lamely with songs that the writer believes to be of

permanent value. This of course is a matter of opin-

ion on a subject about which anyone is entitled to

be wrong. However extensive the list may be, xt can-

not be all-comprehensive, for there are still hundreds

of songs of high artistic and practical value that any

experienced teacher could suggest. The book is cledi-

cated to the memory of Mme. Sembrich, with whom

Mr. Kagen was associated professionally. Mr, Ernest

Hutcheson, Mesdames Eva Gauthier, Povla Fnjsh,

and others assisted in the preparation of the book.
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Etude Music Lover’s Bookshelf

by B. Meredith Cadman

A Distinguished Organ Collection

“THE FIRST FOUR CENTURIES OF MUSIC FOR

THE ORGAN.” By John Klein. 1 wo Volumes.

478 Price, $20.00. Publisher, Associated

Music Publishers, Inc.

Musicians of America may be exceedingly proud of

this exceptionally fine specimen of musical scholar

ship representing seventy-one composers, (Jo*1 -11' 11

Sebastian Bach, his colleagues and predecessors)

through seventy-two representative specimens of their

^Starting with a chronological chart of the composers

this gives to many for the first time the backgrou

musical achievement which led up to the towering

I S B The music is accompanied by excellently w

ten annotation and rare illustrations. Abundant space

has been given to the plates so that there is no crow

ing of the notes. This facilitates reading and per-

f
°
The-

1

book has been received with “rave” letters of

appreciation from the author’s contemporary organists.

Serious organists everywhere are finding this a must

PU
|ohn

U
Klein hails from the Pennsylvania “Dutch”

district where he was organist of the Jerusalem Luth-

eran Church in Schwenksville. He studied at the

Philadelphia Musical Academy under Dr H. Alex-

ander Matthews and Dr. Rollo Maitland. He was

John Klein

awarded a scholarship and went abroad to study con

ducting and the organ with Franz S^uer n Salzburg

and Vienna. In 1937 he was graduated from Ursinus

College, and again he went to Europe ^cre he ud-

ied with Nadia Boulanger, Marcel Dupre, M. Ravel

and made trips to European music centers. Alter a

period as organist in Columbus, Ohio, lie joined th

armed forces in the Infantry division for two years.

Since then he has written for moving P ict^s ^
the radio. More than one hundred published com-

positions stand to the record of this able and brilliant

American organist.

Over the Air

“RADIO LISTENING IN AMERICA.” By Paul F.

Lazarsfeld and Patricia R. Kendall. Pages, 1/8.

Price, $2.50. Publisher, Prenticc-IIall, Inc.

If you want to have voluminous statistics relating

to the reaction of the American Public to the radio,

you cannot possibly find a better work than this sur-

vey by members of the Bureau of Applied Social Re-

search of Columbia University. Hundreds of millions

of dollars are invested in radio equipment in America,

and the commercial interests employing the radio

look to it to move stocks of merchandise running up

into the billions. Educators will also find the book

most interesting and helpful as a means of calipering

the interests of the public in such matters as public

issues, classical music, ' semi-classical music, religious

subjects, dramas, news, sports, quiz shows hillbilly

music, mysteries, comedy, and dance music. Here are

some of the relative tabulations of demands among

those who are content with the radio as it is in eve-

ning programs:

News—76%
Comedy—62
Quiz Shows—59
Dance Music—50
Complete Drama—49

Mysteries—43
Sports—35
Semi-Classical Music—35
Classical Music—29
Hillbilly Music—27

Liturgical Music

“TWENTY CENTURIES OF CATHOLIC
CHURCH MUSIC.” By Erwin Esser Nemmers,

Mus. M.. A.M., LL. B. Pages, 213. Price, S4.00. Pub-

lisher, The Bruce Publishing Co.

Erwin Esser Nemmers, a brilliant young writer and

lecturer on the staffs of Marquette University and

the University of Wisconsin, traces the story of music

in the Catholic Church from the earliest Greek,

Hebrew, Roman, and Byzantine influences down to

such American notables (well-known to ETLDE read-

ers through contributions) as Nicola A. Montani.

Richard K. Biggs and J. Vincent Higginson (Cyr de

Brant). The work is scholarly, splendidly documented,

and very comprehensive for its length. The book con-

tains a translation of the Moto Proprio of Pope

Pius X on Sacred Music, pronounced November 22,

1903, which many Catholics and non-Catholics will

find very informative.
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The Teacher’s Round Table

MTNA Convention Echoes

There was a record attendance in Chi-

cago and the Forums drew large audi-

ences of interested listeners. It was, as

always, the piano meetings which proved
to be the most popular. One of the sub-

jects coming up for discussion was the

perennial question of the three B’s ver-

sus the three C’s, or Bach, Beethoven,
and Brahms against Czerny, Clementi,

and Cramer. Can “passages from master
works be used as an adequate substitute

for technical practice? This has been
proposed several times in contributions

to ETUDE, but no conclusion has ever

been reached and the matter remains
one of personal opinion.

One morning at the Convention a

paper favoring the exercises was read,

and comments from the audience were
invited. Saul Dorfman of the Roosevelt
College School of Music raised his hand
and soon it was obvious that he was
strongly on the side of the three B’s.

This led to a lively exchange, and at

one point Rudolf Ganz, whose wit is

always present, injected humor into the
debate by asking the challenger if he
could play the C major scale in the style

of Beethoven, Chopin, and Stravinsky.

Chuckles greeted this unexpected ques-
tion but didn't bring the matter nearer
to a solution, so it was natural that dur-
ing a Forum which I conducted a few
days later at the same Roosevelt College
my own reaction was sought by the par-
ticipants.

It seems to me that “riding the fence”
is the most reasonable and advisable an-
swer, and here is why: a distinction
ought to be made between the words
“exercises” and “etudes.” There is a vast
difference between them, indeed. What
1 understand by exercises is a series of
pianistic gymnastics. The keyboard be-
comes a real exerciser which, if cleverly
used, is certain to bring strength, flex-

ibility, reach, and independence to the

Conducted by

Maurice Dumesnil, Mus. Doc.

Eminent French - American

Pianist, Conductor, Lecturer

and Teacher

Correspondents with this Depart-
ment are requested to limit letters

to One Hundred and Fifty Words.

ranging and leading cleverly devised,

imaginative programs.

“Class work is inexhaustible; it tn-

spires and creates enthusiasm for music,
i »•«.

jyIrs Rennick concluded. “It gives a

child first-hand understanding of the im-

portance of music in life, and prepares

him not only to play Bach and Bee-

thoven for his own enjoyment, but to be

successful when called upon to perform

in church, school, or parties. It puls him
at ease when he provides programs for

weddings, receptions, and all public

functions where music is used. Class

Piano work is fascinating, and a point

not to be overlooked: the teacher avoids

boredom and has a lot of fun.”

Congratulations to Esther Rennick for

this enlightening expose!

attack it from various angles. In the

end, what does this mean? More exer-

cises, and as a result, more rapid prog-

ress, which after all is the aim pursued
by everyone.

In another section of the Convention,
a valuable paper on Class Piano teaching

was delivered by Esther Rennick of

Birmingham, Alabama. “Sure enough,”
she said, “Shakespeare was right when
in ‘Richard IT he wrote:

‘How sour sweet music is

When time is broke and no
proportion kept.’

“Indeed, half a dozen sour notes mixed
with six kinds of rhythm isn’t conducive

_ • . to sweet sleep nor blissful skies. But the
fingeis. Some phases of these gymnastics sheer joy of class work with youngsters,
can hardly be matched by excerpts taken pl us the fact that the musical results far
from sonatas or concertos of the reper-
toire. Be it well understood that in such
exercises there is absolutely no music;
their one and only aim is to bring under
control, as quickly as possible, undevel-
oped or reticent muscles and joints. On
the other hand the etudes—Cramer in
particular—assume a certain musical
fonn which keeps them farther away way each student received forty minutesfrom the purely drilling issue. For this instead of the traditional half-hour les-
re?“n

,

1 lcir usef l'lness can often be ri- son. Soon, more pupils were brought
ruled >y passages selected from the great into action, two of them sitting at each
pianistic literature. Czerny’s and Clem- piano at the same time. When these
cnti s etudes are sometimes over-devel- combined efforts worked

exceed our expectation, compensates for

occasional outbreaks of cacophony.”
Mrs. Rennick started her class work Cal part and acquiring full mastery overtry overlapping pupils, a thing tojny the text, you ought to forget

Brahms Rhythms
Please indicate rhythms of Intermez-

zo, Opus 119, No. ], hy Brahms. It lends
itself to two different rhythms: % in

places, and % in other plates. In Meas-
ure 43 there even seems to be a choice
between the two! Would you also tic-

fine rhythms in Intermezzo, Opus 117,

No. 1 , which present the same problem?
Thank you in advance.

—M. B„ Oregon.

Although your definition is correct I

advise you against counting when per-
forming these two compositions. Brahms,
you have noticed in other pieces as well,
was very fond of this shifting of values,
which proves captivating when played
easily, smoothly, flexibly. That’s why we
should avoid the stiffness inseparable to
strict counting.

Ihe pace of the music—whatever the
tempo or character-must proceed un-
hampered. After working out the techni-

knowledge never heard of before. The
two pianos in her studio enabled two
students to play scales, arpeggios, chords,
and Hanon at the same time. In this

wonders, the
apt m cause pnysical and schedule of the following year was ar-mental fatigue. Summing up, I would ranged in such fashion as to have four

’n^r dl:! :;

h
u
ICC

!
jrcstr ‘ h - girls playing double duets, double en-

tle
/

rnony using the blackboard, theory
per, and the keyboard.
Much of the success, naturally, de-

pends upon the teacher-her prepared-
ness, ability, alertness, ingenuity, under-
standing of children, and love of that

-v,.. ci ci aLniulcs, dim vvuiKiiii' out caciences ormote by each author should prove learning to write simple four-part har-

mn the etudes
' r f

34*61
,

shoukl Pick mony using the blackboard, theory pa-out the etudes which are best suited to —1 ~ 1— 1 1 ; *

each pupil’s individual needs.
As for the daily work on the master-

pieces of the current repertoire, it is

obvious that anyone who is skillful in U111UJ
the art of practicing” will use parts of special work. A great deal hinges alsothem as additional technical drill. ------- 6

•

8LS also

,

He
will work with rhythms, transposition,
each hand separately; in fact, all the

upon the adequate grouping of students.
To bring best results, class work ought

, . , • ,

-- - to be individualistic as well.
”

devtces which increase the difficulty and teacher must use her initiative in

348

... „ —-a— analysis
and give yourself entirely to the enjoy-
ment of these contrasting rhythms which
must be “felt”—not emphasized—as the
lovely music flows along in all its charm.

No Bach Fan, He!
I am a high school student and I am

distressed because I cannot make my-
self like Bach, and still many other
boys play it and like it and they think
it is wonderful. Is it perhaps because Ido not go right about it? I have playedsome Inventions in two parts and I findthem very dry. Now my teacher has
given me the English Suite in A minor
hist part, and I feel the same. Could
you suggest any works by Bach thatwould have more chords? Perhms I

would like them better. Thank you’ve™much in advance.

—D. A., New Hampshire.

Bach dry? How can you say such athing/ But. my young friend,
' Bach isamong all musicians the very one whoseto be individualistic as well. Finally, the works are richest in deen „ r,Ki„tpnrnpr mud neo L 111 ueep, noble, serene

beauty. Take, for instance, the Preludes

in E-flat minor and B-flat minor front
The Well-Tempered Clavichord: ho one
can help being moved by the profound
total, exhilarating splendor of those har-
monies. Even in the “Little Preludes for
the Beginners” you will find admirable
pages — lyric, too — like the C minor
Prelude “for the Lute.” Bach is the most
universal of all masters; he can rise to
the greatest heights, then come down to
earth and enchant us with delicate
minuets, charming musettes, alert bour-
ses.

Unfortunately there are too many—
can it be that you are one of them—who
fail to discover the proper interpretation

and make Bach sound like an exercise.

Still we should never forget that when
he wrote his music Bach was alive, and
very much so. Why, then, not play him
in a way that is alive too, taking great-
est care of the phrasing, the punctua-
tion, the accents, the rhythmic cadence,
the coloring? This is fascinating work,
for we knowr that Bach himself never
wrote any indications to that effect and
left the wdtole matter to the discretion

and tact of his future interpreters. What
an opportunity this is for each one to

use his imagination, to work out his

own individual conception!

With good musical common sense and
much patience in experimenting, Bach’s
music becomes an inexhaustible source
of artistic joy, to youthful students as

well as seasoned veterans of the key-

board.

The Little Nigar
Will you be so kind as to give me

some information about the piano solo

The Little Nigar, by Claude Debussy?
I would like to know if there is a story

connected with it or if the piano solo

itself tells the story. Would you please
advise me as to where I could find it?

Thank you.

- (Miss) J. A., Utah

There is no particular story behind
this charming little piece except the fol-

lowing one connected with its publica-

tion. When, in the Nineties. Theodore
Lack wrote his Piano Method, he asked
several prominent composers to write a

short number to be included in an ap-

pendix. Saint-Saens, Massenet, Faure,
Widor contributed, among others, and
Debussy, who was still a young man.
probably thought it an honor to be
among such distinguished company.

Later on, in 1933, the publisher of the
Lack Method, Alphonse Leduc, awak-
ened to the great commercial value of
the piece if it could be printed sepa
rately. He arranged for the rights with
Lack’s widow' and asked me to do the
same with Mme. Debussy. This once
settled, I advised M. Leduc to enlarge
it by making a repeat (however you will
notice that the “a tempo” coming before
the second motive was reprinted by mis-
take, since the few notes: C-D-F-G in
left hand, with B-flat in right hand are
not repeated the second time. This has
not been corrected yet).
But Debussy had used The Little

Nigar theme as the English soldier
theme in one of his latest works, “La
Boite a Joujoux” (“The Toy Box") pub-
lished by Durand in 1913. This made
trouble, and almost led to a law suit
between the two firms. Things were ad-
justed, however.

I consider The Little Nigar as a nec-
essary introduction to Golliwog’s Cake-
walk, for it is in the same idiom but
much easier to play. You can obtain it

from the publishers of ETUDE.

ETUDE

Make Your Recitals Interesting!

by Karin Asbrand

H AVE you ever yawned through a recital and

wished that you were home reading a good

book? Have you perhaps gone, much against

your will, expecting to be bored, only because your

favorite niece, or maybe your own little Susie or

Johnny was playing? So have I. I determined, there-

fore, that if I ever gave a recital it was going to be

one that everybody would enjoy enough to want to

come again.

The professional musician knows better than any-

one else that he cannot afford to permit any of his

audiences to yawn. When Mr. Iturbi or Mr. Horowitz

go to the keyboard, they must command interest and

attention every second of the time, or they know they

will be lost to the concert field. The minute Arthur

Fiedler raises his baton there is a breathless hush

which is not broken until the last note of the orches-

tra number dies down. When Vaughn Monroe starts

to sing, he knows that not only his voice, but his per-

sonality and his own enthusiasm must hold the audi-

ence from start to finish.

Without any real desire on my part I was suddenly

practically “railroaded” into being a piano teacher.

I took on Jack, the son of a friend of mine, a lovable

youngster, eager to learn how to play. At the end of

the year I found myself with nine pupils. The next

year I had twenty-six, including a rhythm class of

small tots from three to seven who met one hour
every week. This little class has been a most inter-

esting and refreshing experience.

The smart teacher capitalizes enthusiasm from the

start, and remembers Ralph Waldo Emerson’s famous
line, “Nothing great was ever achieved without en-

thusiasm.” The great masters all had this enthusiasm,

which unquestionably helped them to_develop into

famous musicians, and no doubt their teachers also

had it. Young Charles Gounod was inspired by his

mother’s enthusiasm. Little Wolfgang Mozart had so

much enthusiasm himself that he could not leave the

piano alone, even when he was so small he could

hardly reach the keys.

The Rhythm Band Helps

My young pupils were all eager little enthusiasts

who seemed to enjoy coining for their lessons. I firmly

resolved to try to hold this enthusiasm and to keep

them enjoying their music from the smallest child,

who was three, to the oldest, who was twelve. The
rhythm class had half an hour of instruction on the

piano, to learn the feel of it, the sound of it, and
with the aid of a musical picture book they all learned

to play several easy melodies, chiefly by rote, starting

with Middle-C. The other half-hour was spent learn-

ing to beat time to music by clapping their hands,

by beating time with their feet, and with the aid of

rhythm instruments. They learned the use of the

baton, and how to lead a band. They all took turns

in being the leader. They also learned some simple

dance steps, and some cute action songs and games

in which they all delighted. Musical games kept them
from being tired or bored. Several of the older ones

learned to play a few simple melodies, so that the

others could sing. All in all, it was fun for both

teacher and children.

Children need to learn to do things together, hence

duets, violin and vocal numbers, rhythm games, and
dances are all excellent means of creating love for

music. It is amazing what talent can be drawn from

a small group of youngsters. Some of the smallest tots

have charming little voices and love to use them.

They have no inhibitions and enjoy entertaining the

group. Among the older children were several po-

tential Deanna Durbins and Bing Crosbys. Eleven-

year-old Amaryllis, for example, a young genius who
wanted to learn how to do everything, including play

the piano and violin, dance, and recite, could be a

one-man show at any time, and had to be repressed

to keep her from overdoing. She excelled at the piano
and played Beethoven’s “Moonlight” Sonata at the

recital with skill and ardor. Then there was eleven-

year-old Joanne whose nimble fingers would have
made even a mature pianist sit up and take notice,

and whose voice, I am sure, if trained, will some day
stir thousands of people.

Even while learning things as dull and trite as

scales and exercises a child can experience real en-
joyment by seeing how many minutes by the clock
it will take him to learn a certain exercise, or how
fast and accurately he can learn to play a scale.

Frankly, I think pretty pieces are as good practice

as exercises, and what a child likes he will always
learn more quickly. If any of the children showed

a marked antipathy for a
particular piece or exer-

cise, I promptly substi-

tuted for it something
else chosen, preferably, by
the child. Scales are, of

course, a “must” in any
musical program, but
they, too, can be made
interesting.

Set a Goal

Playing parts of a piece

through will give the

teacher a child’s reaction.

Noting a pleased expres-

sion steal over his face,

lighting up his eyes with
pleasure, is sure proof
that the piece is perfect.

Why make a youngster
wade through a long, dis-

tasteful piece, when there

are so many lovely things

to play that will develop
technique and skill, as

well as enthusiasm and
love for music?
At the very beginning

of the year I set as a goal

for each child, the re-

citals, one at mid-year
arid the other in June.
Everi the smallest child

has this goal in view,

although the very little

people play only at the big recital at the end of the

year. To date, there have been three recitals, the first

and second in my own home, and the third in the

parish hall of one of the local churches. T he first one

was a small social gathering of parents and pupils.

There were nine children taking part, and I knew

the parents came prepared to be bored. We had a

nice little program which the youngsters put over with

confidence and poise, including duets and violin

numbers. The second recital at mid-year, also in my
home, was crowded to the doors. My living room,

fortunately, is very spacious, but the children had

to play with people practically sitting in their laps,

which isn’t easy.

This time, also, the children really entertained their

audience, playing with each other, for each other, and

solo—not like little automatons who had been mechan-

ically taught to do just that and no more, but as full-

fledged little entertainers who really enjoyed perform-

ing before an audience. They seemed to take pride

not only in their own, but in each others’ accomplish-

ments. We finished off with a social—ice cream and

cookies for the children, coffee and cakes for the

adults. Everybody got together and became ac-

quainted. The parents had a chance to discuss their

progeny with each other, how long they practiced,

w'hat music they especially liked, and I learned to

know both parents and children better. The young-

sters, too, got together on common ground, and I

had a chance to get some more ideas.

Comes the Big Recital

The secret of the success of any recital is enjoyment,

with enthusiasm as the keynote, not only of the audi-

ence but of the young performer, because if the child

isn’t enthusiastic enough to enjoy the experience, then

no one else will enjoy it, either. I don’t believe that

there is any child who will go out of his way to play

at a recital or even before an audience, except per-

haps the show-off. If a child, how'ever, has learned

to play a piece so thoroughly that he is sure of him-

self and has confidence in his own ability, through

the enthusiasm and constant encouragement of his

teacher, he will enjoy playing it for other people. The
pieces that he is to play, therefore, should always be
within his scope, and should also be pleasing to him.

Ten-year-old Teddy, who had played for two years

with another teacher before coming to me, refused

pointblank to play at a recital. His mother told me
that he had never played at one, and never would,

and that she would never force him, which was as

it should be. I told him frankly that I thought he
was a pretty poor sport, and that if I could play as

well as he did I would certainly want to play and
entertain people. He played at two recitals, and did
a very fine job of both performances.
In June came the big recital, which was more in

the form of a musical entertainment. The children

were all quite excited about it. The program was
planned far enough ahead so that each one, even

to the smallest tot, knew just what she was going to

do and when she was going to do it. There were
several novelty numbers by the little ones, a couple
of rhythm band numbers, an animal cracker tap by
four little maids in costume, a tambourine solo by
three-year-old Bobbie in costume, duets, several vocal

solos by some of the little girls accompanied by other

of the girls, some with violin obbligato by Amaryllis,

and violin solos. It ended with a Cinderella musical
pantomime in costume, with the children acting out
the Cinderella story as it was read, and with others

of the children playing and singing the musical num-
bers. The young performers entered into the spirit

of the thing with great enthusiasm. It took time, fore-

thought, and imagination, but it was well worth it.

Nobody had time to be
(
Continued on Page 390)

Photo by William Charles

Eleven-Year-Old Amaryllis Plays Her Piece
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