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AMAZING AIDS M CHILD PIANO STUDENTS
^ LABOR SAVING DEVICES/** PIANO TEACHERS

Illustrated below are the two
aids attached to a Grand Piano.

They can be attached to any
style piano, Spinet, Grand or

Upright.
/ I—Adjustable to Any Style of Piano

MUSIC )2—To Raise or Lower to Desired Height

RACK
)
3—A Device on Back of Rack for

V Adjusting to Any Angle

Pianos are essentially built for adults.
The ADJUSTABLE MUSIC RACK, FOOT
REST AND PEDAL CONTROL rebuild
the piano for tiny tots. Both the Music
Rack and Foot Rest can be adjusted
to any type of piano—Grand, Upright
and Spinet in an instant.

JENKINS ADJUSTABLE PIANO MUSIC
RACK can be adjusted to any desired
height and brought forward, so that
a child's eyes will be on a level with
his music and at the correct distance,
eliminating eye strain.

To further aid the child’s comfort at

the piano, tee have

JENKINS (KAUFFMAN'S) FOOT REST
AND PEDAL CONTROL

Can be used successfully on any type
piano.

With this Foot Rest, a child sits at the
piano at ease, with his feet resting on a
platform six inches from the floor, elimi-
nating the dangling of his legs. What /I—Six Inches High Here
could be more uncomfortable for a child f?,

0T Rve lnc,'« s Hi9h Here

than having no support for his feet and legs.

Very important, to up-to-date piano teachers, is having the child learn the

•xten°d« ‘‘h *"
’ °Arb FO?L REST is an ottachn,ent *<» ^e pedal which

extends to the top of the platform. By pressing his foot on the pedal attach-ment. a child can operate the pedal without having to stretch his legs.

With the MUSIC RACK AND FOOT REST, a child at the piano is
comfortable, and when comfortable, he is inclined to practice longerand progresses more rapidly.

ADJUSTABLE MUSIC RACK—$6.00 FOOT REST AND PEDAL CONTROL—$6.00

SPEED DRILLS

Flash Cards

A System lor Teaching Sight
Playing to Little Tots, or

Beginners of any Age
By WALLACE and WINNING

Speed Drills—Consists of 32 Cards to be placed back of the Piano Keys
On these cards are notes corresponding to the key on the keyboard, showingthe position of each note. Thus, the student learns through

9

his eyes instead of the written or spoken word.
Cards in place bach of piano keys

With SPEED DRILLS it is easy to teach little folks quickly
and without effort the piano keyboard.

SPEED DRILLS stress visual accuracy, recognition of key-board positions, rapidity of playing the keys, producing
rapid visual, mental and muscular co-ordination.

With the use of SPEED DRILLS a child learns quickly
the location and position of the keys and while learning;

his studies become a pleasant game instead of an
arduous task.

Speed Drills should be used at the very first lesson, and a pupilshould have a set at home for daily drill
P

Price 50c

JENKINS PIANO CHORD BOOK
L
t s

.
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,
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.

he chords in all keys with this

Them
P,ctures of the KeVs and fhe Fingers to Play

THE ILLUSTRATIONS BELOW SHOW THE NOTES nu tutSTAFF WHICH CORRESPOND WITH KEYS ON THE KEYBoISd
Many teachers ’

all

over the country are
using this with other
material in teaching.
A copy will be mailed
for your inspection.
If not wanted, re-

turn and money will

be refunded.

PRICE 50c POSTPAID

In the book are instructions

;
for playing the keys and
other simple instructions.

JENKIN.T MUriC COMPANY ••

WHERE SHALL 1 GO TO STUDY?

Private Teachers (Westeml Private Teachers (New York city)

HAROLD HURLBUT
par Is—New York—Hollywood

Member Natl. Assn, of Teachers of Singing

Developer of Singers of Metropolitan Opero, Chi-

cago Opera Hollywood Bowl, Radio, etc. VO 1C E

FUNDAMENTALS" (J. Fischer fc Bro N. Y. Pub )

was endorsed by W. J. Henderson (N. Y. Sun). Amato.

Bispham, Journet, and others of that great era.

2150 Beachwood Dr. Hollywood. Calif.

MARY BOXALL BOYD
(Leschetizky)

Pianist and Teacher
"Of oil pianoforte teachers with whom 1 have had
to do, either as pupil or associate, Mary Bosall Boyd
is. in my opinion, the best."—Leland Hall, Prof of
Piano at Smith College.

Add. 113 W. 57th St., c/o Nola Studios, Steinwav
Hall, New York City, N. Y. Summer classes for
teachers and students.

ISABEL HUTCHESON
Teacher for Piano Teachers

Modern Piano Technic: Group work for Teachers:

Coaching concert pianists: Conducting Piano

Teachers Forum."
BROOKS MAYS MUSIC STUDIOS

l005'/2 Elm Street, Dallas 2, Texas Phone C-6214

EDWIN HUGHES
PIANISTS PREPARED FOR PUBLIC PERFORMANCE
AND FOR UNIVERSITY, COLLEGE AND CON-

SERVATORY TEACHING POSITIONS
WINTER TEACHING SEASON: SEPTEMBER TO JUNE
MONTHLY CLASSES IN WASHINGTON, D. C.

For full Information address:
338 West 89th Street New York 24, N. Y.

Tel. SChuyler 4-0261EVANGELINE LEHMAN: MUS.DOC.
Vocal Studio

Individual, creative training and refresher course for

teachers.

167 Elmhurst Ave. Detroit 3. Mien.

CHARLES LAGOURGUE STUDIOS
VOICE PRODUCTION—SINGING
COMPLETE MUSICAL EDUCATION

Mr. Lagourgue is tho author of "The Secret"—Daily
Vocal Exercises—Complete Treatise on Transposition,
etc. Classes held annually at

The College International of CANNES, France I

New York Address: 35 West 57th Street
1

LEONA NEBLETT
Concert Violinist, Teacher. Coach

From Beginning to Concert Performance
Trained and Endorsed by Louis Persinger and
Georges Enesco (Teachers of Yehudi Menuhin)

Res. 601 S. Dunsmuir Ave.

Los Angeles 36. Cal. WYoming 8354

EDITH SYRENE LISTER
AUTHENTIC VOICE PRODUCTION
405 Carnegie Hall, New York City

Collaborator and Associate leacher with W. Warren
Shaw A. M. Endorsed by Floyd S. Muckey M. D. &
C. M. Demonstration of correct action of vocal
chords shown at Columbia Univ., Cornell Medical
Clinic, Univ. of Vermont, Music Teachers Assoc.. East-
ern Speech Conference, Hunter College—Physicians
& Artists

—

Wednesday: Troups Music Studios, Lancaster, Pa.
Thursday: 309 Presser Bldg., Philadelphia, Pa.

EDNA GUNNAR PETERSON
Concert Pianist—Artist Teacher

22? So. Harvard Blvd. Los Angeles, Calif,
FE. 2597

THE SAMOILOFF
BEL CANTO STUDIOS 1 OPERA ACADEMY

The only place where you can learn the original
Samoiloff Bel Canto Method which developed such
outstanding voices as NELSON EDDY, BIANCA
SAROYA, DIMITRI ONOFRI and many others. Now
under the direction of Zepha Samoiloff.
Write for Catalog, 3150 West Sixth St., Los Angeles 5
Phone FE 8294 No charge for Audition

(FRANK) (ERNESTO)

LA FORGE-BERUMEN STUDIOS
Voice—Piano

Among those who have studied with Mr. La Forge are:
Marian Anderson, Lawrence Tibbett, Richard Crooks,
and Mme. Matzenauer.

MOO Park Ave., Corner 89th St., New York
Tel. Atwater 9-7470ELIZABETH SIMPSON

Author of "Basic Pianoforte Technique"
Teacher of Teachers. Coach of Young Artists.
Pupils Prepared for Concert Work. Class Courses
in Technique, Pianistic Interpretation, Normal
Methods for Piano Teachers.

79 McAllister St., Room 1, San Francisco*
2833 Webster St., Berkeley, Cal.

RICHARD McCLANAHAN
Representative TOBIAS MATTHAY !

Private lessons, class lessons in Fundamentals
Summer-class, Southwest Harbor, Me.

801 Steinway Bldg. New York City

EDWARD E. TREUMANN
Concert Pianist—Artist-Teacher

Recommended by Emil Von Sauer, Moritz Moszkowski
and Joseph Hofmann.
Studio, Carnegie Hall, Suite 837, 57th St. ot 7th Ave.
Tel. Columbus 5-4357 New York City

Summer Master Class—June 15 to August 15.

DR. FRANCIS L. YORK
Advance Piano Interpretation and the Theory work
required for the degrees of Mus. Bach., and Mus.
Mas. Special Chopin interpretation.

DETROIT CONSERVATORY OF MUSIC
Detroit, Mich.

MME. GIOVANNA VIOLA (HULL)
Dramatic Soprano

Teacher of Singing—"Bel Canto"
Experienced European trained Artist

Coaching Opera, Concert and Radio
Correct voice production, defective singing corrected

Beginners accepted
Phone: Trafalgar 7-8230 Mon., Tues., Wed., Thurs.

608 West End Ave. New York City

Private Teachers {New York citvl

HELEN ANDERSON
Concert Pianist

Interesting course—piano, harmony
Many Successful Pupils

156 W. 72nd St., N. Y. C. Tel. Sc 4-8385

SETH BINGHAM
Organist—Composer—Teacher

Director of Music, Madison Ave. Presbyterian ChurchHead of Theory Dept., School of General Studies
Columbia University
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INSTRUCTION F0R CHURCH COMPOSERS

921 Madison Ave. New york c,^
Tel.: Monument 2-3426

CRYSTAL WATERS
Concert Singer — Teacher

Voice Building, Breathing,
f

Diction, Expression, Style.
In preparation for

Radio, Screen, Stage,
Concert, Opera.

405 E. 54 St. New York City

Tel. Vo-5—1352

MUSIC TEACHERS! Sell Etude Subscriptions to your students, thus helping them great-
ly in their work and increasing your income. Write for details.

IGOR STRAVINSKY is at work on a new

opera, the book of which has been writ-

ten by the British poet, W. H. Auden.

The theme of the opera, which is to be

in three acts, will be based on Hogarth’s

famed series of engravings, “The Bake s

Progress," and will involve four or five

soloists, an orchestra of approximately

thirty-five, and a chorus which will have

an important part. It is hoped to produce

the opera at Covent Garden, London.

Ernesto
Lecuona

ERNESTO LECUONA,
foremost composer-pi-

anist of Cuba, whose
Malaguena, Andalusia,

and Siboney have been

heard around the world,

will make his first

American tour during

March and April. He
will be assisted by an

orchestra, vocalist Es-

ther Borja, outstanding interpreter of his

songs, baritone Rene Castellar, and two

Latin dancers. Although Lecuona ’s music

is widely heard in the United States, it is

a curious fact that this country is vir-

tually the only one left in the world

through which Lecuona has not already

toured triumphantly.

THE WOLLF CHAMBER PLAYERS, a new

chamber music group in New York City,

made its first public appearance on De-

cember 26th. Named after Dr. Nathaniel

Wollf, music-loving psychoanalyst who

has helped in financing the organization,

it plans to present chamber music of all

types and periods.

THE POLISH AMERICAN CONGRESS,

through its president, Charles Rozmarek,

has earnestly requested President Tru-

man that the body of the late Ignace Jan

Paderewski, world-famous pianist and

statesman, be kept in the United States

until Poland once again is “truly free

and independent.” The Congress, repre-

senting six million Americans of Polish

descent, protested, following Washington

reports that the Warsaw Government “is

making efforts to have Paderewski's re-

mains moved from Arlington National

MARJORIE LAWRENCE will go down in

history as one of the great operatic

singers of her time, but she will also be

remembered as one of the most cou-

rageous examples of a human individual’s

pluck. In the summer of 1941 Miss Law-
rence was stricken with polio and few

expected she would ever sing again. How-
ever, she came back magnificently but

sang all her operatic and concert engage-

ments seated. Recently, for the first time

in six years, she appeared standing at

a performance of “Elektra” given with

the Chicago Symphony under Artur Rod-

zinski. During the War Miss Lawrence

made extensive overseas tours, singing

for the armed forces. In 1945 she made
a 50,000 mile tour of her native Australia.

In 1945 she sang for the Allied troops

throughout the European theater. In

1946 the French Government awarded

her the Cross of the Legion of Honor

and she recently sang a command per-

formance for King George and Queen
Elizabeth. Her extraordinary recovery,

which has been a heroic inspiration to

thousands, young and old afflicted with

polio, is largely due to the constant care

of her husband, Dr. Thomas King,

coupled with her tremendous spiritual

faith. Dr. King expects that Miss Law-
rence will eventually walk. Miss Law-
rence has been an Etude enthusiast since

her girlhood.

ANTONIA BRICO, who recently con-

ducted her second post-war Sibelius Fes-

tival in Helsinki, has been awarded the

“Pro Finlandia” Medal for services to

Finland and Finnish music. She was also

invited to conduct the Finnish-Swedish

concert at Stockholm early in February,

in honor of the poet, Runeberg.

AND NOW TCHAIKOVSKY! Music is

furnishing much material for moving
picture scenarios. The Hollywoodization

of Chopin in “A Song to Remember” so

astonished the producers that the script

writers of the industry were set to work
ransacking the musical biographical dic-

tionaries for more treasures. Schubert,

Beethoven, Johann Strauss, and now
Schumann (“Song of Love”) have been
seen upon the screen. Tchaikovsky has

been turned into a musical operetta for

the stage and now he is making his

debut in the movies in a picture called

“Song of My Heart,” which is technically

described in the Hollywood Reporter as

“socko,” which is Hollywoodese for “very

good plus”! It is produced by Nathaniel

Finston and J. Theodore Reed, for Allied

Artists. Iturbi is the invisible pianist and
Frank Sundstrom plays Tchaikovsky. At
least we have learned a new’ word in

the film world jargon. When a $500,000

a year virtuoso has his performance
“dubbed in” upon the film while the

AMERICAN BROTHERHOOD WEEK,
sponsored by the National Conference of

Christians and Jews, will be observed

February 22-29. An annual observance

for the past thirteen years, it is planned

to have the present week even more

widely marked than heretofore. Music

will have an active part in the program,

with special references to it by leading

radio personalities.

THE RACHMANINOFF FUND’S national

final auditions will be conducted in New
York City on April 27. The finalists

chosen in the sectional auditions are

Ruth Geiger, Gary Graflman, Grace

Harrington, Seymour Lipkin, and Jeanne

Therrien.

DR. CASPAR KOCH, well known or-

ganist, composer, author, musicologist,

teacher, who recently celebrated his sev-

enty-fifth birthday, has had a remark-

able career as City Organist at Carnegie

Hall, Pittsburgh, Pennsylvania. He has

just begun his forty-fourth season in this

position and his unbroken string of free

Sunday afternoon organ recitals now
numbers well over 2300. In 1941 he re-

tired, after serving twenty-seven years

on the faculty of the College of Fine

Arts, Carnegie Institute of Technology.

TCHAIKOVSKY IN THE MOVIES
Frank Sundstrom as Tchaikovsky at a Command Performance before the

Czar oi all the Russians in St. Petersburg, directs the Filth Symphony.

FEBRUARY, 1948 "MUSIC STUDY EXALTS LIFE”

audience actually sees a handsome mov-

ing picture star who has just mastered

Chop-Sticks act the role at the keyboard,

the technical word is “boffo.” Wherever

“Song of My Heart” has been seen, it

has received “grandiloquent” reviews. No
doubt students will revel in it.

TWO PHILADELPHIANS are winners in

the Annual National Harvey Gaul Memo-
rial Composition Contest. Robert Elmore,

composer, organist, choral conductor,

won the one hundred dollar prize with

his anthem for mixed voices. The Lord

Will Come; the fifty dollar prize for a

small choir anthem, went to Miss Frances

McCollin, for her setting of O Little

Town of Bethlehem. Joseph W. Grant,

of Albuquerque, New Mexico, won the

one hundred dollar prize for his organ

composition, Scherzo.

AT THE SEVENTY-
FIRST Annual Conven-
tion of the Music Teach-
ers National Association

held in Boston Decem-
ber 30 to January 2, Dr.

Serge Koussevitzky was
made an Honorary Life

Member in recognition

of his services in pro-

moting musical progress

in America. A similar distinction was be-

stowed upon Dr. James Francis Cooke,

Editor of The Etude Music Magazine.

Several other national musical organiza-

tions met together at the same time at

the Statler Hotel, and the event was

considered one of the most notable as-

semblies of prominent musical educators

in recent American History.

TOE THIRD ANNUAL Midwestern Con-

ference on school vocal and instrumental

music was held in Ann Arbor on Jan-

uary 16, 17, 18. There were lectures, dis-

cussions, and demonstration rehearsals

conducted by some of the leading figures

in the various fields, including William

D. Revelli, Philip Lang, Dale Harris,

Kenneth Bovee, Cecil Effinger, David

Mattern, Marguerite Hood, Raymond
Kendall, and Otto Brown.

The Choir Invisible

DR. E. EDWIN SHELDON, for the past

thirty-four years director of the Con-

servatory of Music at Susquehanna Uni-

versity, Selinsgrove, Pennsylvania, died

December 10 at Danville, Pennsylvania.

Dr. Sheldon, a graduate of Obertin Con-

servatory of Music, and the New England

Conservatory of Music, was a composer

of both organ and piano music.

CESARE SODERO, widely known con-

ductor and a member of the conductorial

staff of the Metropolitan Opera Associa-

tion until his retirement last May, died

December 16 in New York City. Born in

Naples, Italy, Mr. Sodero came to this

country in 1906. He served as conductor

of various organizations, including the

Chicago Opera Company, with which he

conducted the American premiere of Puc-

cini’s “Girl of the Golden West,” and

the Philadelphia Grand Opera Company.

WILLIAM WADE HINSHAW, well-known

singer and opera producer, died Novem-
ber 27 at Washington, D. C. His age was
eighty. When he retired from the musical

world sixteen years ago, he had made
over 5,000 concert appearances here and
abroad. He sang with the Metropolitan

Opera Company from 1910 to 1913. From
(.Continued on Page 121)

Dr. Serge
Koussevitzky
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!Kuknk Piam IPuUicatumi
FAMOUS THEMES IN THE MODERN MANNER

rucuc .

Styl* SeHi" 9s of ,amous classical themes arranged by Jo Liefeld. Includes: RAINBOW
“ ,rom F°'''°si«-lmpromptu, Chopin-FAMOUS THEME from Reverie, Debussy-MOON

tuocc tuc r°
C°"cer,° No ' 2

• R°chmaninoff-TIME THEME from Polonaise in Ab, Chopin
IHREE THEMES from Humoresque, Dvorak—and others. Price. . $0.60

MARCH KINGS' ALBUM
The famous marches of John Philip Sousa and other renowned march writers presented in easy-

—C Fu pCD
f ’S by Leopold W ' Revenger, Contains: WASHINGTON POST March. Sousa

FATlc w
EL S

cJ fi°
rCh

'
Sou!a—AMERICAN PATROL, Meacham—UNDER THE DOUBLE

OF THF ri AnTiTol^n
SCHOOL CADETS, Sousa—JOLLY COPPERSMITH, Peters-ENTRYOF THE GLADIATORS March, Fucik-and others. Price $0.60

GRIEG FOR THE YOUNG

fndud«' ALBUM
!

LFAFl 4

e

wi
t

TD
d
A.

,

c
0r <irSt ye° r p!ano s,udent faY Leopold W. Revenger.

MA CHOP HC nw^c
S DANCE-IN THE HALL OF THE MOUNTAIN KING-

ING^^ MoSd NORWcr^M
VEG '

S SONG-TO SPRING-DANCE OF THE ELVES-MORN-

etoin on 0Mhe°hvThm , .1 N °' °,her! ' TheSe e°‘V-to-play arrangementsall of the rhythm,c mterest and melodic beauty of the original $0 .75

BEETHOVEN FOR THE YOUNG

Rovenoer
a f ra" 9ed and edited for the young ambitious student of the piano by Leopold W.

Ruins of Ath7ns-vicTOR°
N
T

L

HEM
T

E

S

f

° NA
^

(FirSt M °'"""«"«-TURKISH MARCH from The

CONCERTO in Eh ITh ,

Symph°"y N °- 5~FUR ELISE-ECOSSAISE-PIANO

tiating ,hl°udent to tb

em
t

)

f
RTRUDE '

S ° REAM WALTZ-°"<* others. Unexcelled for ini-
to the characteristic style and forms of this great master. Price $0.75

adult program album

(Theme), Tschaikowsky-I LOVE THFF r • “’'L
^ P 'AN° CONCERTO No. I

(Berceuse) lliin ky_F|R T WAL^ n
AN° ™ E W° LF

'
p^°f-«-LULLABY

LARGO from XeL

r

IN E MIN0R (Theme), Chopin-

AVALANCHE, Heller—HARK! HARK! THE ' LARk'"

S

ch^ert—GYPSY^ RONDo'-anther fine arrangements, transcriptions and adaptations Price

'

738 So. Campbell Ave.
CHICAGO 12, ILL.

JHtisic for Henten

anb Caster ^rrbiccs
Send for your free copies of our Easfer and Lenten Music CatnL

emdSobw"”9 CANTATAS ANTHEMS to, CWrfft

Z7,Z7£%f"i':r
wi" te,p ,o“ w •***> »•*

Theodore Presser Co.
"US,C PUBUSHERS AND DEALERS

1712 Chestnut St. PHILADELPHIA I, PA.

NEW THIS YEAR!
Cantata—Mixed Voices

King All Glorious
By Louise E. Stairs

Price, 75c
TMs cantata is suited to the
abilities of the average volunteer
choir. The music, in easy rhythm
and range, includes solos for all
parts

; duets for sopruno-alto and
tenor- liari tone; chorus with so-
prano obbligato; and recitatives.
Timeof performance. 50 minutes.

Anthem—Mixed Voices

An Easter Song
By William France

(Cat. No. 21623) 16

EASTER CANTATAS
(CHOIRMASTERS MAY REQUEST SINGl F r™,„
FOR lamination w,th return pr'v,legL

the resurrection
SONG (Mixed Vcs.)
By Louise E. Stairs
Price, 60c

Anthems—Mixed Voices

Christ the Lord is

Risen Today
By Louise E. Stairs

(Cat No. 21599) 16

Behold the Dawn
By George W. Weldy. Jr.

(Cat. No. 21600) 18

LRAVAIL AND triumph
(Mixed Voices)
By Lawrence Keofim
Price, 60c
Tlie average volunteer choir can

fhe«’ ,
the

,

re<l l|irements or

lime, ToZ'LlS™
THE RISEN CHRIST
(Mixed Voices)
By Louise E. Stairs
Price, 60c
An inspiring portrayal of the
Resurrection and preceding

?
0l

:

ran
s

ani>
soloists featured.

THE RESURRECTION
MORN (Mixed Voices)
By Lawrence Keating
Price. 60c

^,!foo
Chu

,

rPhly
,

work
' wWch In-

cludes solos, duets, trios and ahynm foreongregational singing,
is ideal for the volunteer choir.

Within the vocal range of

the RISEN king
I Mixed Voices)
By Alfred Wooler
Price. 60c

Sw&£-sss
the triumph of
the CRUCIFIED
(Mixed Voices)
By Lawrence Keating
Price, 60c
Melodious and sings easily.

tie oro:
mwsS<E mmqjaizfim®
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I
N 1868, Jenny Lind, then forty-eight years of age, wrote to a

Swedish professor living in London a very significant letter

upon the art of singing. This letter is reproduced in another

part of this issue. Jenny Lind was a vocal marvel, but unfortu-

nately there is probably no one now living who has any conception

of what her voice was at its prime, when she left the operatic stage

in 1849, or the concert stage in 1870, at the age of fifty. However,

the epochal musical triumphs she had can only be accounted for

by the great charm of her personality, the beauty of her voice, and

the musicianship with which she sang. In the letter we have men-

tioned she wrote, “I have taught myself to sing.” This of course

is not exactly factual, because she en-

tered the School of Singing at the Court

Theatre in Stockholm and made her

debut as Agathe in “Der Freischiitz,”

when she was eighteen. When she was

twenty-one she studied with Manuel

Garcia for nine months in Paris. But

Jenny Lind “had what it takes” since,

at the infantile age of two, her voice

was so exquisite that she amazed all

who heard her.

In addition to having a God-given

vocal instrument, she was endowed

with a fine mentality, splendid health,

high ideals, and that “sopiething”

which enabled her to determine for

herself, better than any teacher, when
she had touched the heights of singing.

Therefore, when she wrote, “I have

taught myself to sing,” she did not

refer to the hours of musical training

and drill which she must have had
with teachers, but to her self-determi-

nation to pursue an ideal of vocal tone

and interpretation distinctly her own.
The singer, in addition to acquiring

a musical technic and an interpreta-

tive technic, must also be concerned

in the development of an instrument

—

the most delicate, the most vital, the

most simple, the most complicated, the

most sensitive, and the most capricious

of all instruments—the human voice. When one considers the

wear and tear upon the voice of the artist after years of operatic

and concert performances, it cannot be looked upon as a weak
and frail organ. In fact, it is a very tough organ, and if it is not

abused, will stand an astonishing amount of use. It is only when
it is improperly used or strained, that it suffers.

The voice is the singer and the singer is the voice. The slightest

physical or mental pain or indisposition may affect the voice instru-

ment very noticeably, whereas the piano never catches cold, the vio-

lin never has a stomach ache, and the clarinet never has sinus trouble.

Teachers of singing may give certain pupils a great deal of

pleasure by training them to the margin of their vocal limitations.

One of the most unethical practices is that of intimating to the

Student with slight vocal possibilities that with hard work and

plenty of lessons the pupil may attain great success, whereas, the

teacher knows from the start that there is only a faint chance of

producing anything more than mediocrity. Voice teachers of out-

standing reputation are conscientious to a fault in this matter,

if only because they know that the failure of a pupil whose ambi-

tions have been raised to great heights only to fall to the ground,

is a disastrous damage to the teacher’s reputation.

Really great natural voices are as rare as Kohinoors. They

appear once in a million instances. However, where the singer has

an extraordinary musical intelligence, it sometimes happens that

a voice that in itself is not notable may combine to make an artist

of great power, originality, and prac-

tical concert and operatic significance.

The voices of Lillian Nordica, David

Bispham, and Mary Garden were by

no means great natural voices, but

these artists became among the great-

est singers in history. Each had an

individual timbre that was hard to

forget. In the cases of phenomenal

natural voices such as those of Jenny

Lind, Adelina Patti, Amelita Galli-

Curci, Enrico Caruso, Mattia Bat-

tistini, and Marian Anderson, these

artists are the heaven-born children

of Destiny.

In the whole history of teaching the

art of singing there have been cease-

less efforts to make and codify certain

rules of practice, certain generalities

that would apply to all voices—in other

words, a method. This scientific ap-

proach is commendable and in some
cases successful, but for the most part

we must remember that teaching

singing is an art, made so because of

the enormous variability in singers

and in their vocal organs. Each voice

must be treated individually. The sing-

er is not the output of a factory pro-

duction line.

We have a great respect for an able,

long experienced, sincerely conscien-

tious teacher who, like a great physician, has the knowledge of

judgment, taste, and inspiration entitling him to be hailed as one

of the foremost masters of the art. Such teachers are rare. They
cannot be produced by rote, any more than can the singers them-

selves. One that we knew was the late Giuseppe Boghetti. He was
a Russian, not an Italian, who settled in Philadelphia and taught

in the Presser Building. One day he called us up in great excite-

ment and said that he wanted an opinion upon a pupil he had
found, as he probably would have to teach the pupil without fees.

He sent her to our office. She appeared modestly at the door, with

one of the Editor’s songs (OT Car’lina) in her hands. After hear-

ing one verse, Maestro Boghetti was told by ’phone that he would
miss the opportunity of a lifetime if he did not teach the girl. The
name of the singer was Marian Anderson. “What a windfall!”

(Continued on Page 124)
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TAPALES ISANG

Famous Filipino prima donna, who astonished Paris a lew years ago
as Madama Bufferfly, was literally self-taught in her roles, through

studying phonograph records.
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QJRLHOOD PICTURE OF JENNY LIND

Learning How to Sing
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THE ETUDE

THE GREAT Swedish soprano, Jenny Lind, when
she was forty-eight, was asked by one of her
compatriots who was starting a conservatory, to

give her thoughts upon the art of singing. The termin-
ology she employs in this extract is at times difficult
to understand. The use of the word, “Binding,” for
instance, has little sighificance in these days and we
cannot say whether she meant legato or the “binding”
of the different registers.

This letter, addressed to Professor Bystrom, will be
eighty years old in June. It was translated for The Mu-
sical Quarterly (October 1917), in which it appeared
some years ago, by V. M. Holmstrom, and is reproduced
here by permission of the publishers. A reference is
made to this letter in the editorial in this issue.

"Oak Lea, Victoria Road. London.

June 2nd. 1868.
Dear Professor Bystrom.
Better late than never, says our old Swedish proverb.

I hope it may serve me this time, for your letter should
have been answered long ago. I was too busy when it
arrived and perhaps I also was a little alarmed at the
thought of putting my ideas before your committee
as you wished to do.

It has always been difficult for me to present in words
what has been so individual with me, for I have always
been guided by a God-given instinct for what is right
in Art and on that I have always acted. Such persons
are seldom able to explain or offer arguments over what
to them is so simple and natural.

Still, my experience is so rich, my mentality so much
clearer than ever before, that I will gladly tell what
I know on the understanding that this letter remains
with you and only extracts be used for others. That

is, use what you consider practical and useful in the

training of your pupils. Such use would naturally give

me the greatest pleasure.

Now I am going, as far as I am able, to answer each
point separately. Our dear, dear Fatherland is spe-
cially rich in raw material, in that you are perfectly
right—our Scandinavian voices have a charm which no
other voices in the whole world have. The poetry of
our country, the wonderful light summer nights with
the midnight sun, Spring awakening as if by magic,
our mountains, our lakes, the excellent and deep sen-
sibility given our people—all this is to be found in our
Scandinavian voices. They carry, so to speak, the scent
of the pines ... So our Lord has done his part towards
us Swedes—as He has for all others—but our excita-
bility and slowness, these two unhappy contrasts, pre-
vent the development of our unusual natural gifts'. The
vocal instruction is everywhere miserable. I have taught
myself to sing, Garcia could only teach me a few things.
He did not understand my individuality. But that
really did not matter. What I most wanted to know
was two or three things and with those he did help meThe rest I knew myself and the birds and our Lord
as the maestro did the rest.

I fancy the old Italian method is the only right andmost natural one. Italian people are born with ‘singing
throats,’ but the real Art is not to be found there now
I have heard nothing of the Real.-Mad Persian!and Lablache they were from the real time and thisRossini also thought. Singing nowadays is terribleshnekmg without soul and with a pretentious mannerThat is what one often hears.
°° you

,

know
j

Garcia’s singing method? It is verygood. He has advanced much these last twenty years

of letting his pupils sing on too long a breath until he
ruined their voices. Still, his school is the only one I

can recommend and contains most things I can sub-
scribe to.

The forming of the tone is the first thing naturally.
It must be formed on all vowels so that the rich and
different tonal color in the words may receive the right
shading. In the same way as the vowels, the consonants
must be produced. All this with a quiet mouth—Ups
stiff, and only a small opening between the teeth. The
lower jaw must drop, of course.
Singing is really musical speaking. When words are

properly pronounced the production of the tones is
remarkably facilitated.
The registers are different with nearly every in-

they mus t be taught individually, i. e„ first
t

?
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1 ^ fine and endless shadings together
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tecmQue lo the re»l .object
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the vowels stand for. If I sing of joy,

sunshine rtr
”?y SavMur

- folk-songs, moonlight,

my voice tobol
1 fee naturally quite differently, and

in the least oa,°
n my 80111 s timbre without that I need

Every thine »
Wlth what tone color I sing,

iy studied the
^ prepared when I deeply and quiet-

drew a thread
meanlnS of the words and when I

poem The ho
' S° apeak, through the whole

The beginning and (Continued on Page 124)

JENNY LIND'S BIRTHPLACE IN STOCKHOLM
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Candid Snapshots of Musical Post-War Europe

L, Victor 3. Seeoff
Well-Known Pianist, Teacher, and Critic

Readers of The Etude who have been reading Victor Seroffs articles upon Common Sense in g ’a^°
Playing," which have been published serially in advance of the appearance of this volume, will be

interested to know that he has made two visits to Europe since the war, to inspect post-war musical

conditions. The following article presents his account of his visits to Prague, Munich, and Bayreuth

—Editor’s Note

ONE of the great surprises which the Prague Fes-

tival had to offer this year was Dmitri Shos-

takovich in person. It was the first time that

he had been seen in Europe since 1926 when, after

participating in the Warsaw competition for pianists,

he took a side trip to Berlin to hear Bruno Walter

play his First Symphony. Since then, he has been in-

vited many times to come abroad and particularly to

the United States, but always he has declined. He
says that he was in Turkey in 1935. If he had sailed

into the Bosporus last summer, it would have been

worth mentioning. Last year he was invited again by

the Prague Philharmonic and his arrival was an-

nounced in the press both here and in the United

States. For three weeks everyone waited for him, but

he was otherwise engaged.

This year the Festival committee invited N. Rochlin,

the conductor from Kiev, and L. Gillers, the piano

wizard—a sort of Horowitz of the U.S.S.R. They ac-

cepted the invitation, but Eugene Mravinsky, the con-

ductor of the Leningrad Philharmonic; David Oistrach,

the violinist; and Shostakovich came instead. Since

Shostakovich is not a conductor everyone was very

anxious to hear him perform his works as a pianist.

I must say here, by the way, that Shostakovich has not

yet written enough for a full piano recital. I mention

this only to explain why, at his concert he played

only one piano solo composition, his second sonata,

which was sandwiched between his quintette and his

trio. I was particularly interested in hearing the first

two in the original version, so to speak—the quintette,

which nas many friends in the United States, and the

sonata, which failed to arouse any interest at its first

performance on the air a few years ago in the United
States, and, as far as we know, has never been per-

formed in public since. »

Had I not met Shostakovich two weeks ago my ap-

praisal of him as a pianist would have been unfair.

(To those who think that just because I wrote his

biography I have known him all my life, I must con-

fess that this was my first meeting with him.) I can
not name anyone in the musical world who is as

nervous as Dmitri Shostakovich. Therefore, whatever
shortcomings one may find in his performances as a
pianist, must be explained by this unfortunate state

of the man. He is a good pianist, but not a great one.

Nor does he have a powerful personality. Looking at

him one would certainly never associate him with the

creator of the most stirring pages in contemporary
musical literature. What struck me as his most amaz-
ing feature, as a performer of his own works, was that

there is attributed to him a quality he seems to lack

completely—a sense of humor. His quintette which
won Stalin’s prize, is no doubt one of the most charm-
ing of compositions. But in his hands it became a tedi-

ous affair, with too much emphasis on the serious side,

while there was not enough material in the score to

bear such emphasis. His own playing of his sonata did

WOLFGANG WAGNER
Grandson of Richard Wagner, great-grandson of Franz Liszt,

and brother of Friedelind Wagner. The latter is now an

American citizen. Here he appears with his family.

WHAT WAR DID TO WAGNER'S "WAHNFRIED”
The composer's home is now being rebuilt.

DMITRI
SHOSTAKOVICH al Prague.

,na the meeting of composers

Addressing
was held.
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not save it from the same fate it had in
New York, though the work no doubt has
its merits. The trio had by far the great-
est success being excellently performed
by David Oistrach, the violinist and Milos
Sadlo, the young Czech ’cellist.

A week earlier, Shostakovich’s Eighth
Symphony was given by Eugene Mravin-
sky, to whom the work has been dedi-
cated. This was the authentic perform-
ance, according to all the wishes of the
composer, for Mravinsky had studied the
score with the composer for years in
Russia, and had consulted with him here
constantly during the rehearsals. There
was nothing wrong with the authenticity
of the performance, but it left one less
impressed than the performance of the
same work in the United States, because
Mravinsky, by no stretch of imagination,
can be considered a first rate conductor,
i As a matter of fact, Mravinsky was
much better at last year’s Prague Fes-
tival. This year he has been aping the
European conductors he has seen, and
his mannerisms are too newly acquired
to be effective. Here is one man to whom
crossing the Russian border did more
harm than good. But to return to Shos-
takovich, I still have to mention that
besides appearing at the Festival as com-
poser and a performer, he showed him-
self as a lecturer at the International
Congress of music critics and composers.
The aim of the Congress was to give an
opportunity for a free discussion of all
questions concerning musicians.
Shostakovich was going to tell us

about the life of musicians in U.S.S.R. a
subject which certainly interests every-
one. Instead of speaking to us as every-
one expected, he read a paper which had
been handed out by all Soviet Embassies
in Europe six months ago and, there-
fore, said nothing new. Shostakovich put
the last nail into The Congress’s coffin
when he answered the questions with
Yes,” “No,” or “I don’t know.”

German Theaters Today
It is hard to find even standing roomm Munich theaters or concert halls, for

drama and music have become a great
industry in this capital of Southern Ger-
many. There are more than twenty thea-
ters which supply daily entertainment
to suit almost anyone’s taste. Along with
the old German classics and plays of
Shakespeare and Bernard Shaw, the
Broadway hits are enjoyed by audiences
to whom the price of admission doesn’t
seem to be of any concern, for what else
can one buy in 'this city which lies in
ruins? Next to Shakespeare’s “The Tem-
pest,” and Franz Lehar's, “The Land of
Smiles,” one sees on the billboards “An-
gel Street,” “On Borrowed Time,” “The
Skin of Our Teeth,” Molnar’s “Liliom”
and “Our Town,” which, are presented
almost without scenery.
The theaters, opera and concert halls

open their doors as early as five or six in
the afternoon, which would seem a little
too early for those who are working. But
Germans are not working so hard that
they have to miss an overture. Only the
theater ushers are dressed in the old
traditional black coats. The audiences
aie dressed just as one sees them on the
streets. Men wear anything from short
leather pants with bare legs to what was
very fashionable here fifteen years ago—a white, double-breasted coat with adark blue shirt and any kind of trousers.

66

The women are dressed mostly in the

wide peasant dresses, for the frauleins

are not like their French sisters, and do

not know how to make a dernier eri out

of two old rags.

On the whole, the theaters have fair

performances, but in order to appraise

them impartially, it is first necessary to

get used to the art of German actors

and to recognize it as such, otherwise

their acting seems to be only a mixture
of clowning and hysterical behavior. The

. Germans have always been much better

musicians than dramatists and their in-

terest is more marked in music than in

straight theater.

A Musical Boom
The programs of symphonic concerts

during the past season, as well as those
for the next season, are as international
in this “Capital of Nazi Movement,”
where the original seven members of the
party met and formed the Nationalist
Socialist Party, as those in the concert
halls of New York City. During the past
season, more than two hundred and
fifty works of sixty-five composers from-
J. S. Bach to Dmitri Shostakovich and
Aaron Copland were given in about five
hundred performances. This musical
boom is owed to Hans Rosbaud, the
fifty-two-year-old conductor, who came
from Strasbourg in October, 1945 to re-
organize the Munich Philharmonic or-
chestra. Austrian by birth (born in
Graz) after his studies at the Frankfurt
Academie of Music, he became a con-
ductor in Mainz and later, in 1930-31, the
director of radio programs in Frankfurt
where his work pleased even such a se-
vere critic as Maestro Toscanini. “When
I first came here,” Hans Rosbaud told
me, “I found the orchestra in a terrible
state. But Bavaria fortunately enough is
better off than the rest of Germany and
soon our best musicians made their way
here. Today I can say that after two
years of hard work and constant search
for better members for the orchestra it
is the best organization next to the Ber-
lin Philharmonic.”
Hans Rosbaud was the first to reintro-

duce to the Germans the music of their
own composers, which was banned and
which the younger members of the audi
ences heard for the first time. I asked
him how he managed to get the scores
which were supposed to have been
burned, and what was the general reac
tion of his public. The soft spoken mu-
sician shook his head. “We have the mu-
sic. Some of it was burned, but most of
it was hidden and as for the reaction
• . .

,
he smiled, “they thought it was

very beautiful.” Hans Rosbaud has only
one concern now—how to get scores from
abroad for his eager public.

New Symphonic Music Scarce
It is amazing how little purely sym-“c ™US1C

\
has been written in thel^st two decades in a country which wasonce the home of music in Europe Some

musicians blame it on the fact that theNazis forced composers to write short
pieces for the radio and movies, whileothers claim that since the old dassicswere considered so perfect in their formand expression any new invention wasthought to be frivolous and undesirableAs no German had anything to do withthe Nazis, all the performers whom wethought to be on the black list are balkagain in circulation. However, in at leasttwo cases, the denazification authorities
are still showing character. Elly Ney

"MUSIC STUDY exalts LIFE"

with her bushy hair; Aryan Beethoven,

sonata player, and her husband, the con-

ductor Van Hoogstraten (both known in

the United States and both raving

Nazis), are still cooling off at their

homes in the country near Munich. Since

no one can forbid Elly Ney to play "at

home” for “her guests” she performs

sometimes for as many as one hundred

and fifty. Another, Herbert Karajan,

however, is not so lucky, for he is an

orchestra conductor. His cause celebre

has been discussed by musicians through-

out Europe, for this young Austrian, who

soared from the school bench of the

Mozarteum (Salzburg Music School) to

a position at the Berlin State Opera

House which made him a rival to Furt-

wangler, has been “out of commission"

because his “party ticket” brought him
in disfavor as a musician.”

Another hard nut to crack is Bayreuth,

the world famous playground of Richard
Wagner. The unique theater on “the
green hill” which is known for its acous-
tics, the amphitheatre arrangement of
seats whereby every one can have a full

view of the stage, and the orchestra
which is “heard but not seen," was un-
damaged, but “Wahnfried,” Richard Wag-
ner’s home, is a war casualty. In the
last days of the war a one hundred and
twenty-five-pound bomb destroyed most
of the house, except for the front en-
trance. Another bomb smashed the little
house where Franz Liszt died, but Richard
Wagner’s grave in the garden back of
“Wahnfried” is untouched.

Hopes of Restoring Bayreuth
I saw Wolfgang Wagner, the twenty-

eight-year-old grandson of the com-
poser, in his little flat in the house of
their former gardener, where Wolfgang
is living with his wife and their two
children. It is he who fights now for the
rights to preserve the old tradition andwhat Bayreuth stood for before the Nazirule. The Bayreuth theatre and “Wahnfned” were Wagner’s family propertyAfter the death of Siegfried, son of thecomposer (in 1930), the rights to theproperty went to his four children with
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tered throughout the different zoneT!'
presents a new problem which at o’
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ent cannot be solved. Since the w?'
considers that mediocre performaS
will only harm the reputation of n,
reuth, they rightly prefer to wait.
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A New Plan lor BayTeutR?
However, there is another plan on theway of which I heard later Franz n 7

ler. a Swiss citizen, the son of iS
Wagner who is the oldest daughteS
the composer, has lately been gathering
material in Bayreuth on "another" book
about Richard Wagner, and has sue
Bested that the Bayreuth FesUvIk
should not be exclusively devoted to the
composer’s works, it seems that he
would like to put the whole project on
an international basis and even 8d
proached Thomas Mann to head the or-
ganizatlon. I understand that this idea
gained the support of both the local
German administration ns well as the
Military Government Personally i

think it will be very sad Indeed if such
an Idea ever materializes, it will reduce
Bayreuth to being Just another German
town which gives annual festivals of mu-
sic. Bayreuth cannot be compared to
Salzburg which, due to its beautiful sur-
roundings, will always attract tourists
even though the actual Festival should
become outdated. And finally, by destroy-
ing Wagner’s tradition, we only admit
its symbolism and value to the Nazi
cause, which was false nnd artificial and
was brought into existence by Nazi prop-
aganda. If we are so zealous to restore
the old cultural value of Germany, we
should be guided by something more
reasonable than the fact that Mr. Franz
Beidler, an amiable gentleman of fifty,
35 a certain facial resemblance to Rich-

ard Wagner, has been the secretary to
the Literary Guild in Switzerland, and,
as far as I could ascertain, is going to
be a writer after he writes his book on
the composer.

It is true that Bayreuth, besides the
famous Festival Hall, has in the middle
of the city another Opera House—one
of the most exquisite baroque theatres in
Europe. It was built two hundred years
ugo by the famous Italian architects
Giuseppe Galli-Hibiena and his son
Carlo, it was in this Margrafische
Opern house in 1876 that Richard Wag-
ner conducted Beethoven’s Ninth Sym-
phony and planned originally to have
his festivals there. The small theater
seats only 500 to 600 and is an ideal
Place for the performances of Mozart’s
*c*ks ’ 11 seems too bad that this lovely
httle house is not in Salzburg where it

really should be, for Bavreuth can be
associated only with Richard Wagner.

MEN WHO SING
Men u-ho sing get along with their

fellow men.
Men who sing are good citizens.
Men who sing are open-minded,
ten who sing acquire a sense oj the

n,cer things of life.
Our prisons are filled with, largely, men

an(+ women who never sang.
N. R. Howard in the Cleveland News.

THE ETUDE

» T AN EARLY age I entered the Chickering piano

/\ factory to learn the profession of tuning. We
XJL all envied the concert tuners who traveled with

the great artists. They were closely associated with the

leading figures of the musical world, such as Paderew-

ski, Hofmann, Godowsky, Lhevinne, and others.

My real concert experience dates from my employ-

ment by the Mason and Hamlin Company of Boston.

The tuning of pianos was really of relative lesser im-

portance, compared with the task of dealing “diplo-

matically” with the artists. When I say "diplomat-

ically,” I refer to a mutually satisfactory relationship

between artist and tuner, a state not easily attained,

due chiefly to what the public Has called “tempera-

ment.”
Much depends on an artist not being disturbed

previous to his appearance on the stage. I have always

made it a point to take the artist personally to a

concert. I would sit in the taxicab silently, with my
arm around his shoulder. Not a word would be spoken

between us. As a matter of fact, the late Eldon Jou-

bert, who traveled with Ignace Paderewski, told me
that on more than one occasion Mr. Paderewski has

returned to his dressing room to compose himself,

because, on his way to the stage, someone inad-

vertently had passed in front of him. His concentra-

tion had been disturbed to such an extent that it

was necessary for him to return to his dressing room

to compose himself. This upsetting of an artist’s con-

centration frequently accounts for a delay in his ap-

pearance on the stage.

The Part of the Manufacturer

I have related these few facts to enable the un-

initiated to realize what “temperament” really is—

something that is expected of the average artist.

However, there are occasional exceptions to the rule.

The famous Hungarian pianist-composer-conductor,

Ernest von Dohnanyi, was the essence of coolness at

all times and under all conditions. I traveled with

him during all of his American concert tours. No mat-

ter what the conditions, he never revealed a single

trace of nervousness. He was always tranquil. This

was doubtless due in no small degree to the fact that

he was both a great composer and a great conductor.

The piano manufacturer has played a most signifi-

cant part in the presentation and development of

music in America. In years past Steinway and Sons,

Mason and Hamlin, Chickering, Knabe, Baldwin, and

others have provided concert artists with the finest

pianofortes that could be made. The instruments were

invariably shipped by express and the expenses borne

by the manufacturer. They have also furnished the

outstanding artists with men capable of keeping the

pianos in first class condition. Also, they have con-

tributed much to the attendant publicity which is so

essential to a successful concert tour. Two or three

concert grands were generally assigned to an artist-

instruments which in most eases he had personally

selected at the factory. One of the pianos traveled

constantly with the artist, no matter where he might

go, whether in North America, South America, Aus-
tralia, or the Far East. If it had not been for the

cooperation of these firms and their generous as-

sistance, many communities would have been denied

the opportunity of hearing in person most of the

celebrities of the musical world.

Duties of the Tuner
The concert tuner must also look out for the com-

fort of the artist. He must carefully watch a thousand
and one details. He must take care that the artist

arrives on time, that he is kept out of a draft when
he is covered with perspiration. He must have a piano
placed in his hotel rooms for practice purposes. He
must also take care of hotel and train accommoda-
tions and know the schedule of every railroad train

and determine which are the best hotels in each city.

He must be congenial and compatible with the artist,

inasmuch as he acts as his personal companion and
confidant.

George Copeland was one of the first great pianists

with whom I traveled. He was also the first to intro-

duce Debussy’s music to American audiences. He had
lived in Spain for many years and was thoroughly

familiar with the Spanish nature. His wit, his per-

ception, his sense of humor, and his broad knowledge
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cuter

of human nature place him among the most delightful

of companions.
My first extensive concert tour with Copeland was

during the season of 1919-1920, when he played over

sixty-six engagements which involved two trips to the

Pacific Coast. It was during the period when the

Government had control of both the railroads and

the Express Agency. The country had not yet read-

justed itself following the cessation of hostilities.

Transportation problems were often acute, and we

felt that an adequate supply of concert grands would

be imperative. The Chickering Company, which em-

ployed me at that time,

furnished six pianos for

the tour, and they were

to be routed in consecu-

tive order. That is, after

the completion of a con-

cert, that particular piano

was shipped to a point

five or six dates ahead,

in order to guarantee de-

livery in time for the

concert.

Accidents
Can Happen

In the middle of one

of Mr. Copeland’s pro-

grams, the border lights

suddenly went out, leav-

ing the stage in absolute

darkness. Suddenly they

came on again, and al-

though Mr. Copeland was
disturbed, he kept on
playing. Three or four

minutes later, the same
thing happened again ;

out

went the lights, only to

come on again a minute
later. Naturally, Mr. Cope-
land was upset. The au-

dience laughed. Good-
naturedly he resumed
playing. Then, without
warning, he stopped short

in the middle of a pas-

sage. He said something
to the audience and
quickly walked off stage.

Some of the crowd applauded, some few booed. I

rushed backstage immediately.

“What’s the matter?” I asked. He stuck out his

hand and calmly said, “Please pull out that piece of

wood.” I took out a large splinter from his third

finger. He returned to the platform with his finger

still streaming blood, began the Blue Danube, and
played it through to the end. The audience saw blood

on the keys and were aware that some accident had
happened. They heartily applauded Mr. Copeland for

his fortitude as well as for his artistry. While I never
was able to discover exactly what had caused the ac-

cident, my surmise was that a bit of wood had lodged

between the keys in such a manner that it did not
interfere with their action. While X have seen an
artist split his finger, this was the only case of

“splinteritis” of which I have ever heard.
My next assignment was to take care of the duo-

pianists, Maier and Pattison (Guy Maier and Lee
Pattison) . These two young men had worked together

for a long time and were beginning to win recognition

EMIL NEUGEBAUER

as the first really popular piano team. Guy Maier is

a dynamic, extremely capable man, full of “pep” and
enthusiasm, while Lee Pattison is of a more reserved

nature, the perfect balance for the energetic Mr. Maier.

Their first appearance of the season was at Mrs. Eliza-

beth Sprague Coolidge’s Festival at “South Mountain,”

Pittsfield, Massachusetts. This was in the days before

Mrs. Coolidge’s concerts in the Library of Congress

at Washington. Her South Mountain Musicales at that

time were the outstanding gatherings for musical

celebrities, not only in America, but in the world.

Maier and Pattison were a distinct sensation and
created a tremendous im-

pression on both Mr.

Frederick Stock of the

Chicago Symphony Or-
chestra and Mr. Ossip

Gabrilowitsch of the De-
troit Orchestra, who were
present. They engaged
Maier and Pattison to

play with their respective

orchestras, and for a
number of years they
were more or less a fix-

ture with the Chicago
Symphony Orchestra.

A Notable Debut

My introduction to the
late Josef Lhevinne took
place early in the fall of

1922. Part of my intense

admiration for Mr. Lhe-
vinne was due, without
doubt, to the fact that he
was not only an epicure

but a gastronomic marvel
like myself. This formed
a bond of common sym-
pathy that lasted until his

death (December 2, 1944)

.

One night, when we re-

turned from Chicago to

New York on the “Broad-
way Limited,” Mr. Lhe-
vinne told me the story

of his debut in the United
States, which took place in

1906. His narrative was so

exciting that the hours

rolled on and it was three o’clock in the morning
before we decided to retire. His story had its incep-

tion at the time when he had been placed under
Safonov, then the Director of the Moscow Conserv-

atory. Lhevinne was very young at the time. Later,

in competition with some of the greatest artists of that

day, Josef Lhevinne won the Rubinstein Prize at Am-
sterdam. It may be of interest to note that it was the

first year that this famous competition and attendant

prize had been offered. After the competition the great

Rubinstein said to Safonov, “If that boy Lhevinne is

not a second Liszt, you will be to blame!”
Some time later Safonov was engaged to conduct

the Russian Symphony Orchestra on its proposed

American tour. He wanted the young Josef to go as

soloist with the orchestra. When Safonov left Moscow
for America, he told Lhevinne to go to Berlin and there

to await further word as to when to sail for the
United States. He had been but a few days in Ber-
lin when the cable arrived, instructing him to sail

for America. On the (Continued on Page 123)
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ftlusic Appreciation
Sunday afternoon. The “Five Lines and

Four Spaces Club’’ is holding a music
appreciation meeting at the home of the
president. While awaiting the time signal
and the opening of the symphony broad-
cast, the chairman for the day delivers
a paper on the new composition soon to
be heard: Fritz Fret’s Double Concerto
for piccolo and bassoon. She is the mod-
ernist of the group and just back from
N'Yawk with all sorts of high-falutin’
ideas.

Now the program is on, and reactions
begin to take place. As the discord grows
horrific, faces become wry, puzzled
glances are exchanged, a few hushed
murmurs are audible here and there.

Finally, one member who arrived late
and' doesn’t even know what is being
played, manifests her candid opinion:
“Must be very high-hat music, for it

certainly sounds awful!"
Unmitigated approval greets her words.

Then, yielding to an impulse which ob-
viously sums up everybody’s thoughts,
the president chokes the radio, pulls an
album from the record shelves. Soon
the beautiful strains of a Beethoven
Symphony have replaced the unendur-
able cacophony.
Once more good taste prevails, and

harmony reigns.

The Teacher’s Round lahle
3-2-1. For a pattern of four .

Correspondents with this Depart-
ment are requested to limit letters
to One Hundred and Fifty Words.

^ he Debussy Ballade
Does the Debussy Ballade have a story

as the Chopin. Brahms, and others have?
I would also like to know if you think
it should be played exactly as written in
regard to tempo and velocity suggestions.Why isn’t the Ballade as popular as the
Engulfed Cathedral and the Reflections in
the Water? Can you suggest a good book
on Debussy, his life and works?

—R. Y., Alabama.

The Debussy Ballade (1890) has no

story behind it, such as the Chopin Bal-
lades have. But originally it was called

Ballade Slave. Personally I never de-

tected anything in it that could justify

the word “Slave” and on the contrary, I

always found it very French. If it hasn’t
reached as much popularity as the Cathe-
dral or the Reflections, it is because it

does not belong to Debussy’s greater
period. However, though lighter in style,

it is indeed quite charming. In it one
finds an abundance or what I might
call Debussy’s fondness for restating.
From beginning to end there is repetition
after repetition of the same groups of
measures. Some find this a defect, but . .

.

is it, since it passes unnoticed and the ear
listens only to the constant flow of
golden harmonies?

- Years ago in Paris, the noted musician
Jean Hure published a little album in
which he discreetly teased the idiosyn-
crasies of several French composers: the
passage concerning Debussy consisted
of six measures, each one with a repeat
mark!
Tempo suggestions? I quote Debussy

himself: “The metronome is good . . . for
one measure.” Flexibility is the rule, but
it must be discreet and free from senti-

Conducted by

H/laurice o&ume&mi

Eminent French-American

Pianist, Conductor, Lecturer

and Teacher

mental rubato.

Books on Debussy, his Ufe and works:
if you want information on the latter,

I recommend Oscar Thompson’s excellent
book. If you look for a novelized life

story, I might mention “Claude Debussy,
Master of Dreams,” of which I am the
author.

On Pedaling, and Age Limits
1. How can I find a book that treats the

various functions of the pedals. If possible.
I prefer a rather scientific treatment, as Iam a teacher of advanced students.
2. I think Ute girl who asked about the
Conservatoire de Paris ought to know
about the very strict age limits. After
graduating in Copenhagen, I intended togo to Paris, but found out that I was twoyears beyond the age limit.

Miss H. L., Denmark.

Round Table, returning from a lecture recital course
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The best book I can think of, dealing
with the pedals, is the fourth volume ofDr. William Mason’s “Touch and Technic
foi At tistic Piano Playing,” Op 44 in ityou will find not only °a scientific ex-planation of the function and use of thepedals, but some exercises leading to acomplete mastery of pedaling pmblemsOne of them is a study on the memdvHome Sweet Home, and it is to be plavedwith one finger only! Wonder how thican be done? Well it is mnet •

°"

can obtain this book through the -Mblishers of The Etude
Pub_

th^Sla&^en place in

tional de Paris, ^
slon <by contest, is eighteen

understand why one should lh
PUP‘,S can '‘

on repeated single note M
ang

1that it is easier to keen in
exP‘ana‘ion

have been played does not
h»w many

I have also explained thatEh°
nvmce ‘hem.

«ncy to stiffen when ls a tend -

-(Miss) M . C„ Illinois!

‘ Kl”nS“‘ h“
lute rule:

not make any abso-

poSibmtToTrfhtraTd by physicai
nificance on the other.

’ d muslcal sig-

tripl'ets is obvious
&

t^proif
Pattern of

musk sruor EXALTS LWE„
—

'

will be

4-3-2-1.

Speed, of course, has much to say for
however flexible your wrist may be ’v0u
never could play with one finger (at the
proper tempo, such repeated notes as
one finds in Liszt’s ’’Rhapsody No. 13 or
Ravel's Alborada del gracioso.

However, the use of one finger is ad-
visable if top-most consideration goes to
the evenness, the smoothness of the tone
at a moderate, or slow tempo. An excel-
lent example of this is the repeated
G-sharp In the middle section of Chopin's
Prelude in D-flat major. Here, a single
finger permits a much more accurate
control of volume and quality.
In conclusion: students .should study

repeated notes with change of fingers, as
valuable gymnastics and indispensable
part of a well-rounded technical equip-
ment. Later on and when reaching
higher spheres of pianlstlc achievements,
interpretative discrimination can dictate
the ultimate choice.

Self I nition
To whnt extent. In your opinion, can a

serious student of piano be self-taught? I

have been studying with a very fine teach-
er, but my lessons necessitate a long trip
to the nearest largest city and as my own
schedule becomes heavier. It is increas-
ingly difficult for me to make this trip.
During the summer I have discontinued
these lessons but have practiced much and
have also listened to piano recordings. I
succeed in working out technical prob-
lems without assistance, and the record-
ings are helpful, but my chief difficulty is
pedaling. I fear dial I may miss the fine
points. Any advice that you may give me
will be very much appreciated.

—Miss C. H.. California.

There Is no objection to self-tuition
after reaching an advanced grade and it

may be that this statement applies to
you. However, and since you admit that
certain points in your playing do not
satisfy you , I feel that you are still in
need of an occasional check-up especially
with a teacher whose ability you rec-
ognize and respect.
Becoming self-sufficient in piano play-

mg might be likened to the expert driving
of an airplane. At first the instructor
sits by you, supervises every action of

yours through the double control. Then
gradually, he entrusts more to your own
initiative, until the day when your self-

confidence warrants solo flying. And still

there will be some small details which
>ou will learn from veteran pilots eventu-
al^, thus increasing your efficiency,
fu your particular case my suggestion

foIlows: since a weekly trip proves
difficult, why not prepare a number of

compositions by yourself, then take a
ouble or even a triple lesson at several

weeks interval? You could then receive
the constructive criticisms which will
make your performance satisfactory to
yourself.

As fo listening to records, beware! This
is armful to the development of your
own personality. Please read my para-
graph on this important subject in the
August, 1947, issue of The Etude.
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What is “the Best” in Music?

A Conference with

^^Kexander Amalieend
Distinguished Conductor

Musical Director, .Radio City Music Hall

SECURED EXPRESSLY FOR THE ETUDE BY ROSE HEYLBUT

WHEN I took up my very pleasant duties at

the Radio City Music Hall, I was bombarded

with questions as to why I had forsaken

the field of symphony. The answer is that I have not

•forsaken’ anything—on the contrary, I took what

seemed a highly favorable opportunity of extending

the field of the symphony, and of all good music, to

a wider audience than the average conductor even

dares dream. Radio City Music Hall has an annual

audience of eight millions. That is fantastic! Fantastic

as to numbers and fantastic as to the character of the

audience itself, for the people who come to ’the world’s

largest theater’ represent The Public in its widest

sense. They are not predominantly students, or mu-

sicians, or faddists, or ‘long-hairs’ or ‘low-brows’—they

are the rank and file of the people, coming solely to

find entertainment. There is an enormous and stimu-

lating challenge in providing the best in music as part

of this entertainment. It is my deepest conviction that

the good things of art properly belong to the people.

“In approaching my task, I prefer to speak of my
aims rather than my plans. Plans call for definite

selections, and in this work, where the entertainment

is built around a production made up of various well-

established elements (the Rockettes, the Corps de

Ballet, the Glee Club, and the orchestra itself), defi-

nite selections cannot be mapped out too far ahead.

All kinds of music must be considered from the point

of view of adaptability to the needs of these elements.

My aims, though, are a very different matter. They

consist in seeing that only the best kind of music, in

any field, be used.

Classifying Music

“The next thing, of course, is to determine what the

best music is. I have the habit of classifying all music

into two categories—good and bad. There are good and

bad operas, good and bad symphonies* good and bad

hit tunes. From long experience I know that the best

works are those which have, over a long period of

time, come to be the favorites of the vast popular

public. This does not mean that any new craze that

enjoys a six-months’ run of popularity is destined to

become immortal! Neither does it mean that a new
form which is condemned by the critics is destined to

oblivion. It means, quite simply, that art belongs to

the people and not to any one group of the people.

Mozart, Schubert, Gershwin are great because the

people have made them so. My aim, then, is to respect

the sovereignty of the people in choosing the music for

the Music Hall. And, I may say, it is one of the finest

theaters in the world in which to present good music,

not only in terms of the building and the acoustics and

the facilities, but in terms of the prevailing tone of

kindliness and gentle manners (which might well be

more widely emulated ! )

.

The Soul of Music
“Shall we present modern music? Certainly—if it is

music as well as modern. I have little sympathy for

musical laboratory experiments, outside the laboratory.

Much of the queer cacophony we endured after the

first World War was due, I believe, to the sterility of

art. To hide this sterility—this woeful lack of articulate

musical ideas—we indulged in experimentation. The
soul of music is, always has been, and always must be

—melody. Works live by the value of their melodic

invention. The people, to whom art belongs, are not

too concerned about the contrapuntal wizardry of Bach;

they love his towering melodies. Of all the works of

Richard Strauss, those which have kept the most
vigorous spark of life are the melodic ones. I well re-

member my days at the Paris Conservatoire: Debussy
and Ravel were just beginning to be heard and the

venerable Saint-Saens said of them, “Ces gens ne
peuvent dcrire une melodie a quatre measures!” (“those

men can’t write a melody of four measures.”)

“If I were in a position to offer advice to young
composers—and thanks to The Etude, I now find my-
self in that position—I would say, develop a love of

melody, a sense of melody and of melodic line. To
teachers of composition I say, inculcate a love of mel-

ody in your students. Teach them to bring out melody,

melody, melody. No music is worth anything (outside

of a musicological value, perhaps), which has not

melody. Beware of anyone who tells you of ‘the fashion’

against melody. Melody has never gone out of fashion,

never can—because music needs song.
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New Yorlc's great Radio City Music Hall has taken another

step in its policy of standard-raising by securing the services

of Alexander Smallens as its Musical Director. Mr. Smallens

has had but two predecessors in this post; the late Erno

Rapee, and Charles Previn, both of whom made their greatest

reputations in the Field of lighter entertainment. Mr. Smallens

brings to the world's largest theater a solid background of

the discipline and tradition of opera, symphony, theater, and

ballet, in addition to motion picture music as such. Born in

Russia, Smallens was brought to America as a small child

and received the basis of his musical education in New York.

He attended the New York public schools, and was gradu-

ated from City College and from the Institute of Musical

Art (where he studied piano). Next he went to Paris, where

he studied conducting at the Conservatoire. He began his

career as a conductor of opera ift Boston and New York,

earning calls to Chicago, Berlin, and Madrid. From 1924 to

1930, he was Musical Director of the Philadelphia Civic

Opera, and in 1934-35 he was Co-Director, with Friti Reiner,

of an historic season of opera with The Philadelphia Orches-

tra. Mr. Smallens has directed the premieres of many im-

portant American works, including Gershwin's Porgy and

Bess" and Virgil Thomson's "Four Saints in Three Acts." In

the symphonic field, Smallens has served as conductor of The

Philadelphia Orchestra; he was ten seasons at Robin Hood
Dell, seven seasons at the Watergate Concerts in Washing-

ton, D. C., and has completed his fourteenth consecutive

season with the New York Philharmonic-Symphony Orchestra

at the Lewisohn Stadium. He has also given symphonic con-

certs at the Hollywood Bowl and for three seasons directed

the Essex County (New Jersey) Festivals. Early in his career

he toured as chief conductor for Anna Pavlova; he has

directed the music for many government films in Hollywood,

and has made many distinguished appearances as guest

conductor in radio. He has done much recording for RCA-
Victor and Decca. —Editor's Note.

“I have a word of counsel for the young conductor.

Once he has acquired the necessary background of an
instrument, harmony, counterpoint, techniques, and
wide general culture (placed last in the list for em-
phasis)

,
he should as quickly as possible get in touch

with a band, or group, of musicians on whom he can

begin the actual practicing of his craft. What makes
a good cobbler is experience with his last. What makes
a good conductor is experience at conducting. This

enormously delicate business of drawing music from

a score and from men simultaneously, simply cannot

be learned out of a book. For that reason, I never

judge a conductor unless he has had about twenty-

five years of conducting experience. Only then has he

acquired the rudiments of his craft. And those rudi-

ments do not consist of fancy baton techniques. Work-
ing with the stick is a superficial matter—generally

practiced in front of a mirror—and doesn’t mean too

much. What makes a conductor great is the value of

the spiritual message he brings forth from the music;

and that is found only after many years of searching.

Often have I seen Toscanini pacing up and down the

Green Room before a concert, lost in thought, dis-

turbed. ‘Why?’ I have heard him murmur; ‘why do I

still not know the full meaning of certain things?’

“And musical meanings are decidedly difficult to cap-
ture—even after four years at the conservatory! You
read the now-familiar opening of Beethoven’s Fifth
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Symphony; very good—easy enough—only four notes
with only two tones. The veriest beginner can read them.
But how can anyone say for certain just what idea

was in Beethoven’s mind when he wrote them? The
great handicap of musical form, of course, lies in

the world of meaning behind the written notes. It is

a question whether any conductor has ever captured

it completely. Certainly it takes more than a mere
reading of the score to make the start.

“And for this start, the young conductor dpes well

to seek expert guidance as to whether or not he posses-

ses the full sweep of qualities that are necessary for

a conductor. Once he has the assurance that he is in

the right field, and once he has mastered the requisite

educational background, let him get out and practice

all he can, familiarizing himself with his curiously

dual task of making music come out of a score and out
of men at the same time. I began my own work of

conducting when I was twenty, with an amateur group
that met once a week at the Russian Club, in Paris.

I think we had ten strings, one flute, and one horn. I

had tried for a job at the Paris Opera, but was rejected

because I was a foreigner! However, I had been ac-
cepted at the Conservatoire—I think I was the third
American admitted there—and so I found myself in
the curious position of not being allowed to practice,

in the Opera, what the French themselves had preached
to me at the Conservatoire! Still, a start had to be
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made, and I made it with a curiously assorted group
of amateurs. The only way to learn conducting is to
conduct—what and whom you are to conduct may have
to be found through your own ingenuity. And that,
perhaps, is part of the necessary schooling!
"As for the orchestral players themselves, I have two

pieces of advice to give. To young women students, I
say—go and get married, keep a clean, thrifty house,
and raise fine, healthy children. To young men stu-
dents, I say—learn to be good shoemakers. No, that
isn't said in jest. It is important that we begin to dis-
courage mediocrity. We have been, perhaps, a bit too
tender-hearted in encouraging young people to do
whatever they ‘want’ to do. Well, life pays very little
heed to one’s wants! The person who is not fitted for
a cai eer in music finds himself weeded out by competi-
tion, at which time the' disappointment is all the
keener because he has been allowed to follow a will-
o’-the-wisp of false hopes. Better by far to administer
the disappointment of a truthful opinion while he
still has the time and the hope and the energy to
devote himself to something for which his inborn
aptitudes fit him.

“Finally, we must school our audiences and man-
agers and boards of directors to deal honestly with
American musicians. That means to engage them or
to play their works, only if they are worthy of being
neaid. Some years ago, no American musician got a
hearing. Today the pendulum has swung so far in the
opposite direction that, whether through patriotism or
mere fad, every American musician has ‘an edge’ in his
art simply because he is American. That’s bad, too. The
answer is to use American works and American artists
only if you believe in them as artists. The public de-
serves only the best in art. That is what we at the
Music Hall shall endeavor to give it.”

Band Questions Answered

h ?«//•„,„ 2>.

Choice of Clarinet
I Wish to buy a clarinet for concert and symphonicwork. I would appreciate very much if you would adviseme as to what make clarinet you would recommend—

D

C., Rhode Island.

The choice of a clarinet is quite an individual mat-
ter. Many leading clarinetists disagree as to which
instrument is superior. However, all play only the finest
clarinets made. These are as follows: Buffet Selmer
Lablanc and Penzel-Mueller. The above-mentioned in-
stiuments are not listed in the order of preference, but
merely represents the choice of symphonic clarinetists
throughout the nation.

Seating Arrangement
Will you kindly suggest the best seating arrangementfor an elementary band?—A. G., Louisiana!

5 6 C t

The answer to your question is difficult, since I amnot informed of the personnel nor the instrumentation
of your group. However, the usual seating chart can
be secured from any music store. You will probably find
it necessary to make some changes in order to adjust
the set-up for your particular group. I am sure thatyou will find the information you desire by calling atone of the several music stores located in New Orleans.

Available Material
Can you assist me in my search for solos for themarimba and xylophone? I find that very little material isavailable for these instruments.—A D. M., Tennessee.

You will find considerable repertory that has been
transcribed from the violin literature. Piano duets are
also frequently used. Mr. Evan Hallman, 1052 Spruce
Street, Reading, Pennsylvania, also can provide the
titles of many works. Mrs. Elaine Barkway Bell 1932Second Street, Merced, California, also has a compre-

hensive list and would be pleased to offer suggestions.

Piccolos and Flutes

1. Are F alto and C bass flutes being manufactured? 2.

Will you advise me as to the merits of a wood P1CC°1“ “
compared to the metal piccolo? 3. I have seen professi

piccoloists whose instruments seem to have heaajo

which were made of jet black, hard thick material, ca

you advise me as tcxthe merits of such headjoints. L. IN.

H. , Minnesota.

I. The F alto and C bass flutes are no longer being

made insofar as I can ascertain. 2. The wood piccolo

is preferred by most professional players. The tone

quality and response of the wood piccolo seems to be

superior to that of the metal piccolo. 3. The headjoint

of either flute or piccolo has much to do with the final

results. Many professional performers of these instru-

ments are constantly changing the headjoints of their

instruments in the desire to improve their tone and

intonation*As to the material to be found in these

various headjoints, that can only be determined by
making a study of each joint since all are different.

Flutists differ in their opinions as to which type of

headjoint is preferable, just as clarinetists disagree
as to which mouthpiece produces the best results. In
the final analysis I am of the opinion that it is an
individual matter.

The Ossia Passage
The Etude Magazine has been a source of great help tome and I am turning to you for help once again. I have

a friend who plays the bass clarinet in our high school
band. He does not understand the passage marked ossia,
as shown here. His band instructor is not able to help. I
play the piano but cannot interpret the passage either.
Can you help us?—Mrs. C. H. M., Ohio.

You will note the work “ossia” above and below the
notes m the above example. Evidently you failed to
complete the example in your letter to me, since theonginal copy must show a substitute passage whichmay be used in place of the original. The term “ossia”means “or else” and is used to mark a passage whichmay be substituted for the original corresponding oneThe substituted passage is generally a simplified ver-sion of tjie original. If you will refer to your solo youwill undoubtedly find that a simplified version of the

Wmten direCHy 2

Assignment of Parts
I would greatly appreciate answers to th„ f„u„ .
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A

.
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.
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sas*» “ ' -» »“» » «»< rs.*«
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P
,

me
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two possibilities; The Insteument fc » F,!? "*
colo and not a D-flat. Are you certainMany of these old German flutes and nio 1
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made below 440 pitch Also v, !,

d
.

p ccolos were
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Sound
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be

ever, I believe it is an old f flof •

^
Of adjustment

E'flat plccol° which is out
t

A Choice of Instruments
I play the piano but wish to learn fo wistrument which is portable and S t

play an°ther in-
semble. I have no illusions of ever beinc a

USed * an «-
musician; however, I love music anrill® j»

n accomplished
for my own pleasure. I would nmf* continue to

which would not require too lfer an mstrument
pitch—M. M„ California

°° MUch dif^u!ty whh

I recommend either mnrimHo „
you play piano, either of these

/ accordion
- Since

prove less difficult than ShouId
wind families. Either would movil

he strinS or
and satisfaction as solo instruments.

mUCh pleasure
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What's Your I.Q. As To America's

Patriotic Songs?

A Timely Quiz
by Janies Aldridge

YOU MAY THINK you know your coun,
,

songs, but don’t be too sure. This quiz
fool you. There are ten quotations below an

of which come from some of America’s best kn
&

patriotic melodies.
WQ

How many can you recognize? The name of th
song belongs in the blank underneath each quotation
For each correct answer, allow yourself lo points
score of 70 is fair, 80 is good, and 90 is excellent
Answers will be found on page 119.

1. Firm, united, let us be,

Rallying round our Liberty;

As a band of brothers joined,

Peace and safety we shall find.

2. Let music swell the breeze,

And ring from all the trees

Sweet freedom's song;
Let mortal tongues awake.
Let all that breathe partake.
Let rocks their silence break.
The sound prolong.

3. Our flag's unfurled to every breeze
From dawn to setting sun;

We have fought In every clime and place
Where we could take a gun.

4. On the shore, dimly seen through the mists of
the deep,

Where the foe’s hnughty hast in dread silence
reposes,

What is that which the breeze, o'er the towering
steep,

As it fitfully blows, half conceals, half discloses?
Now it catches the gleam of the morning’s first

beam:
In full glory reflected now shines on the stream.

5. Swear upon your country's altar
Never to submit or falter.
Till the spoilers are defeated.
Till the Lord’s work Is completed.

6. The star-spangled banner bring hither,
Oer Columbia’s true sons let it wave;

a> the wreaths they have won never wither,
or its stars cease to shine on the brave.

7. I have read a fiery gospel writ in burnished rows
of steel:

As ye deal with my contemners, so with you my
grace shall deal;

Let the Hero, born of woman, crush the serpent
with his heel . .

.»

8. There was Captain Washington
Upon a slapping stallion,

A-giving orders to his men;
1 gUess tilere was a million.

9
' w,m

ready f0r the Jubilee
- Hurrah, hurrah!

give the hero three times three; Hurrah,
nurrah!

Tonl
1

a

aUrel WTeath 15 reacJy nojvTo place upon his loyal brow.

1°. O beautiful for heroes proved
In liberating strife,

than se *f their country loved,
mercy more than life.

(Answers on Page 119)
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Play and Beauty in Music

Lf jbr. darl S^eadhore

Eminent Psychologist

Althouah born in Sweden, Dr. Seashore has been in America since early childhood. He was educated at

Gustavus Adolphus College and Yale University, Ph.D. 1895. Most of his adult life has been as a member

of the faculty of the State University of Iowa, where his activity in connection with psychology as applied

to music has attracted international attention. From one of the best of his many bools, "In Search of Beauty

in Music" (copyright 1947), the following extract is printed with permission of the publishers, The Ronald
in Music (copyright

Press Company.
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DR. CARL E. SEASHORE

1HE stimulation of the senses is a

source of play. Basking in the sun is

a temperature play. Sweetmeats are

frequently eaten not for their food value

but for the agreeable stimulation of the

sense of taste; even bitter and sour sub-

stances are played with. Color in nature, in

pictures, in dress, and in ornaments is part

of the enjoyment of life; so also is form,

both in real objects and in drawing, paint-

ing, sculpture, and architecture. The music

lesson may become work, but the artist in

music “plays” and reaches his highest mas-

tery through play. The racial development

of music and poetry is largely the spon-

taneous result of play; when genuine and a

true expression of impulse, art ever carries

the quality of play.

The exercise of memory is a variety of

play. The power of reminiscence is one of

the charms of life. Primitive man was a

storyteller. We memorize a great deal for

the mere pleasure of memorizing. Recogni-

tion gives a feeling of warmth and posses-

sion, as in the appreciation of the drama or

the interpretation of historical events. The
exercise of the imagination is a form of mental play.

The effective novelist lives with his characters. It is

the play illusion that makes the writing artistic; and

the same spirit is transferred to the reading of fiction

and poetry. The theater is by nature as well as by

name a playhouse. The imagination invites play, even

the shocking and the grotesque. Imaginative play con-

stitutes the charm of reverie, of mental romance, of

musings and idlings. The child plays with sticks and

toys; the adult plays more in images. A score of men
engage in action on the footall field, while thousands

replay the game in the grandstand.

Words in Music: Beauty in Diction

The exercise of the most distinctive mental process,

reasoning, may also be play or its close parallel, a
game. The guessing of riddles, the flash of wit, the art

of conversation, and chess are all plays of thought.

Tlie emotions enter distinctively into mental play, in

that their very presence reflects the enjoyment of the

play impulse. Even the despondent misanthrope plays

with a morbid craving for bad news, tragedy, and mis-

fortune. Indeed, we enjoy or appreciate most the trag-

edy that is the truest picture of great misery. If it

were not printed on the program that the crucifixion

scene in the Passion Play at Oberammergau is a trick

illusion, many in the audience would be overwhelmed
at the sight of it; yet people travel far for the emo-
tional play which this spectacle represents.

Editor's Note.

the kindergarten up through the public schools, and
have acquired academic status in colleges and uni-

versities. The traditional conservatory is passing out.

New demands are being placed upon the musical artist,

one of them being proficiency in the art of diction.

Artistic Diction

The composer who writes the music for poetry al-

ready available—lyric, comic, heroic, dramatic—aims

to adapt his composition so as to fortify and enhance
the meaning of the words. The poet who writes words

for music already existing applies dramatic art to the

finding and fitting of words to every aspect of the

music. Knowledge of phonetic art is a relatively new
demand upon poets and composers as a whole, although

beautiful illustrations of the principles have always

abounded in great music. It opens up a distinctive

division in experimental acoustics, which will lay scien-

tific foundations for this aspect of musical esthetics.

It is a common error to assume that artistic phras-

ing in the vocal art pertains (Continued on Page 126)

Planet Xtm, Ltd., London

MAKING PLAY OF MUSIC

Bright English children let loose with drums and cymbals

at a Percussion Band Concert in old Queen's Hall, London,

There is a book dealing with words in music called

The Neglected Hall. That title is a very apt description

of the present role of words in music. Notorious are

the neglect by music schools of training in phonetics,

acoustics, and articulation; the ignorance of singers

about how the composer fits music to words and how
the poet fits words to music; the indifference of sing-

ers to the message the words convey; the slovenliness

in articulation and phrasing in so-called artistic per-

formance; and the lack of development of the good

speaking voice. Strangely enough, there are not many
who are concerned about these facts. Witness the very

subordinate position given to the subject in manuals

of music. Witness the public applause accorded to

singers despite gross neglect or abuse of this phase

of song.

While there is abundant laboratory material for a
technical chapter on this subject, diction in music is

at such a primitive stage that a greater service can be

rendered to esthetics by using the allotted space to

describe as realistically as possible the significance,

rights, relationships, and esthetic values of words in

music. There are two main aspects of this subject:

first, diction, or the artistic articulation and phrasing

of words; and, second, the message conveyed by the

words.

The present generation is becoming voice-conscious,

speech-conscious, and ear-minded. We hear the morn-
ing news, the song, the drama, the comedy on the

radio. The various arts of speech are now taught from

RHYTHM AND PLAY IN MUSIC STUDY
This group of students in California is trained to give bodily
expression to rhythm. The photograph was secured through
the kindness of Dr. Henry Purmort Eames, Former Director

of Music at Scripps College, Claremont, Caliiornia.
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receipt of
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Music for “Jam Sessions”

“JAZZWAYS.” Edited *by George S. Rosenthal and

Frank Zachary. Pages, 109 (8 x 10 Vi inches). Price,

$3.00. Publisher, Greenberg.

This is a story of Jazz, done in very excellent mod-
ernistic style, with many extraordinary photographs

and pages of informative text. The book places the

credit for Jazz where it properly belongs. In some
ninety-five illustrations, three-quarters are definitely

Negroid. The book is a compilation in which Frederick

Ramsey, Jr., Eugene Williams, Frank Stacy, Art Hodes,

Dale Curran, Peter Fischer, and Rudi Blesh have also

contributed, chapters. In the opening chapter Blesh

writes: “Jazz, that seemed suddenly to appear on the

American scene, actually is a music of remote origins

and gradual development. Two hundred and fifty years

of Negro slave music, the work-song brought over from
Africa, as well as music developed here—the spiritual,

the ballad, and finally, the blues—preceded this instru-

mental music. This crowning musical achievement of

the dark race needs to be seen as part of a continuous

process that led from the Gold Coast of West Africa

through the vocal and percussive music of the Ameri-

can South, to blossom shortly after Emancipation in

the romantic city of the lower Mississippi Delta, New
Orleans.

“In no other city of the South did African customs
remain as pure and strong and survive until so re-

cently. Nor has any other American city the wealth of

different kinds of music, as well as the strong institu-

tion of the brass band which combined with hot ex-

citing African spirit to give jazz its lusty vitality and
its pungent richness. Thus, if it was inevitable that

jazz would be born, it was equally as inevitable that

New Orleans would be its birthplace.”

One singular feature of the book is the fact that

names associated with Jazz and Ragtime in the past

—

Irving Berlin (Alexander's Ragtime Band), George
Gershwin, Paul Whiteman, J. Rosamond Johnson,

Samuel Wooding, and many others are dismissed with

a passing line. Paul Whiteman, the “King of Jazz,”

certainly did much to glorify Jazz motives and present

them with most interesting, exciting orchestral treat-

ment in the great music halls of the country. Samuel
Wooding, Negro Jazz band leader who took the “Choco-
late Kiddies” Jazz Band on a remarkable eight year
journey through Germany, France, Italy, Spain, Rou-
mania, Austria, Yugoslavia, Czecho-Slovakia, Lithu-

ania, Scandinavia, South America, and parts unknown,
in the early Twenties, was one of the best known
pioneers of Jazz in the Old World. It would seem that

he deserved some recognition in a book of this type.

Benny Goodman and Woody (Woodrow Wilson)
Herman are recognized as the outstanding White ex-

ponents of Jazz. Herman, we are told, ranks second
only to Duke Ellington. Igor Stravinsky wrote the
Ebony Concerto expressly for Herman’s concert in

1946 at Carnegie Hall. One million records of Herman’s
Woodchopper Ball have been sold.

Highest honors are given to Edward Kennedy
(“Duke”) Ellington, who proudly points to the fact

that his ancestors were brought to America in 1619,

a year before the Pilgrims landed. He is reported to

have composed one thousand tunes. Over twenty mil-

lion of his records have been sold. He has commanded
wide respect, not merely for his unusual gifts, but for

the fact that he has never forgotten his humble origin.

He is reported to be a Bible student and attends church
regularly.

To the original Memphis Five is given the credit for

doing more to influence the country in favor of Jazz
than any other organization.

One helpful contribution to the book is that of Art
Hodes, who has come up the ladder of Jazz from a
gangster-owned night club in Chicago to wide recog-
nition. In the following paragraph he gives his inter-

esting attitude toward Jazz:

“Playing music has always seemed fun to me but
being part of a big band only meant work, the business
of earning a living. In a small band of five or six

pieces I could always play a lot of solos when I felt

like it. That’s very important to the musician who likes

to improvise, who hears musical sounds within himself
and tries to reproduce those sounds on his instrument.
In a large band I’d seldom get a chance to play a full

chorus, let alone more. I was used to a bit here or

FEBRUARY, 1948

there, either to break the monotony or to introduce a
new sound, whichever the arranger saw fit. I was part
of a plan that had been previously worked out. Now
then, don’t get the idea that a ‘hot musician’ dislikes

order, or that small bands don’t go in for arrange-
ments; they do. But here’s the difference. Small bands
do their arranging on the spot, and one of the mu-
sicians in the band will ‘dream’ something up that’s

given a try and if it fits, is accepted. We call this a
head arrangement. Introductions, interludes, organ
backgrounds, and sometimes last choruses and codas
are carefully worked out by small bands. But all this

still leaves the hot man plenty of room to get around
in.”

In a following chapter Dale Curran, the writer, pre-

sents the same low-life origin of the word Jazz that
was given to your reviewer by the noted trombone
soloist, the late Clay Smith:

“The word ‘jazz’ had been in the language for

decades, generally written in chalk behind the barn;
it came out in public now for the first time, but mis-
takenly applied to ragtime. Popular writers called the
entire 1920’s the ‘jazz age,’ while Armstrong and Oliver
were obscure and relatively unknown; even today the
word is popularly and loosely used to cover senti-
mental ballads, big-band hot riffs, and the genuine New
Orleans article, if and when it is heard.”

Everyone is entitled to his own opinion about Jazz

and Swing. That millions like it is attested by the

huge income derived from swing bands, swing music,

and records. Your reviewer occasionally finds Jazz and
Swing music that is very interesting and exciting, from
a rhythmic and melodic standpoint. On the other hand,

he hears much that seems so obviously the product of

low grade, banal minds that it is annoying, monstrous,
strident, irritating, and senseless, that he, in concert

with numberless other people, instinctively claps his

hands over his ears. However, the Jazz elements are

possibly most widely hailed as the “all out” original

contribution the United States has made to the inter-

national musical picture. The Jazz flavor, like catsup,

has been poured into many compositions of our fore-

most composers, here and overseas. It has given zest

to numerous works which otherwise would have been
pretty flat.

Alexander King, one of the writers of “Jazzways,”
states: “In 1936, a Chicago bandleader named Benny
Goodman organized a special trio, in which he played
the clarinet, Gene Krupa the drums, and Teddy Wil-
son the piano. It was a very popular combination and
it made some excellent records, but its chief importance
came from the fact that only the pianist was a Negro.
Consider that even to this day outstanding colored

musicians like Duke Ellington and Louis Armstrong
have never been able to find employment in any first-

class hotel.”

Music In a Picturesque Age
“MUSIC IN THE BAROQUE ERA.” By Manfred F.

Bukofzer. Pages, 489. Price, $6.00. Publisher, W. W.
Norton & Company, Inc.

The terms Baroque and Rococo have been variously

used in a derogatory sense to make generalizations of

extravagant and over-decorated art. The period reaches
from the latter part of the Sixteenth Century to the
middle of the Eighteenth Century. The best examples
of art, architecture, and music of this period are now
held in high regard by intelligent critics. The move-
ment stemmed from Rome and spread over much of

Europe. In France it included the magnificent courts

of the Louis XIII, XIV, and XV. It has left many
striking monuments, ranging from the splendid colon-

nades of Bernini at St. Peter’s in Rome to the Zwinger
Palace in Dresden, the Church of Santa Maria della

Salute, and the huge palace at Versailles.

Dr. Bukofzer has wTitten a most valuable book
characterizing the stylistic differences between the
music of the Renaissance, the music of the Baroque
Period, and the music of the ensuing years. It covers
the periods of Peri, Cuzzoni, Monteverdi, Frescobaldi,

Sweelinck, Schiitz, Carissimi, Stradella, Lully, Jenkins,

Simpson, Captain Cooke, Blow, Gibbons, Purcell, Bach,
Handel, and their contemporaries, and places their

outstanding works in proper perspective. The work is

a splendid contribution to the growing list of scholarly

works upon music now being issued in our country, and
is decidedly a “must” for music libraries in schools

and colleges.
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That dubious and dripping honor (according to allauthorities) goes to the lugubrious one in E minor!
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‘ ‘ ‘ f the onomatopoe tic reiteration of the A-

rain a” T T D ‘flat prelude resemblesrain at all, surely it must recall glistening tremblins?
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°n lpsh ^een foliage after a shower.
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emendous climaxes in Measures 40-42and 56-53. What masterful strokes Chopin swings inthese measures! With disarming simplicity he merelychanges the "perpetual motion” eighth notes from r

A-fla^n^Um^
110

^
monotony of the G-sha^To^
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28-34 and 43-50. The menacing reiteration is ruined
by changing to 4-3-2. Better stick to the third finger
throughout.

The Melody
At the very beginning the melody sings caressingly,

almost mezzo forte with the left hand reduced to the
softest piano. Don’t articulate sharply the melodic
D-flat in Measure 2 or the final F in Measure 3, but
p ay these softly. The long notes which precede these
quarters are much more-xichly played.
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eathe
,

the Iast beat (eighth notes) of Measure 4,
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35 and p,ay 35 -39
ly faster tempo.
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Pianistic Points

Scales: Very few technic books can be used
year-in-and-out routine. One of the best r u

y°Ut

Dr. Cooke's “Mastering the Scales and Ai-Dessi*
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teaching fallacies Is that the whole linger tAf
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played at too lame a pace Better’ fn’ twL^

U8Ually

(andantino). and let the ifft hlnL TT°f 11 faster

not 0ngm on the

74

The second climax in Measure's 50 r.
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PAUL G. CHANCELLOR

I
N 1791 the Marquis de Chastellux, touring the new
United States, was in Philadelphia and had tea at

Mrs. Shippen's. Of this he wrote: “This is the first

time in America that I have seen music appear in

society, and mingle with amusements. Miss Rutledge

played on the harpsichord and played very well. Miss

Shippen sang timidly but had an attractive voice. Mr.

Ottaw, secretary to the Chevalier de la Luzerne, had

his harp brought, accompanied Miss Shippen, and also

played some pieces. Music naturally leads to dancing;

the Vicomte de Noailles strung some harp strings on a

violin, and then played for the young people to dance,

while the mothers and other grave persons conversed

in another room.”
This is all very pretty; in fact it is too pretty. It

creates the common false impression that American

colonial music was a matter of eternal silks, satins,

minuets, and harpsichords.

In the same year of 1791 there died in Philadelphia

a man who could have given the Marquis a more re-

alistic impression. That man was Francis Hopkinson,

who knew better than anyone else what our coloniar

music was like and what it meant to establish music

in a new land. In honor to his notable accomplishments
as a pioneer in American' music, it is only just to begin

any account of Philadelphia music with mention of him.

Four years before the visit of the Marquis and the

death of Hopkinson, the latter had just finished the

second group of songs of his own composition. Unlike

his first group, which remained in manuscript, these

were to be printed. Moreover, he wanted to dedicate

them, and to no less a person than his friend, George

Washington. To the President he wrote a modestly and
felicitously expressed note that contains several things

of interest. “With respect to this little work, which I

have now the Honour to present to your Notice [wrote

Hopkinson], I can only say that it is such as a Lover,

not a Master, of the Arts can furnish. I am neither a

profess’d Poet, nor a profess'd Musician”; and further

along he wrote: “However small the Reputation may
be that I shall derive from this work, I cannot, I

believe, be refused the Credit of being the first Native
of the United States who has produced a Musical Com-
position.” Washington, accepting the dedication of the

songs, rather playfully disclaimed an ability to judge
the value of any music, but, said he : “I have, however,

one argument which will prevail with persons of true

taste (at least in America)—I can tell them that it is

the work of Mr. Hopkinson.”
Both men were right in these judgments. History has

confirmed Hopkinson as our first American-born com-
poser. History would also concede, gently, that he was
no great master of the musical muse; but it would go

further than Washington and name Hopkinson as an
amateur and promoter of music who was unparalleled

Pennsylvania’s

n American

Colonial Influences

Musical History

Three Quaint Pictures of Dur Early Musical Development

PaJ Q. CLncetL

Part One—Philadelphia

Mr. Paul G. Chancellor, author of this article, modestly sends The Etude this skeleton sketch of his achieve-

"Urdversity of Pennsylvania, M.A. Director of the Library and Director of John M. Levis Memorial Human-

ities Program at The Hill School. Pottstown, Pa. Author of articles on American folk-song, library and

audio-visual work, and educational topics. Speaker at various library and educational association meetings.

Organizer and first chairman of Secondary Education Board Library Group. Vice-President, Pottstown

Public Library Board. Trustee, Cummington School of the Arts, Cummington, Massachusetts. Clarinetist,

and ardent devotee of chamber music. Composer of songs and chamber music works, with the following

performed: "Two American Folk-Sketches" for string orchestra and "Beggars’ Airs"—six part suite of oirs and

dances for quinfon, viola d’amore, viola da gamba, and bass, later reset for string quartet." Located for

years at the magnificently equipped Hill School, Pottstown, Pennsylvania, Mr. Chancellor has had un-

usual cultural advantages in one of America's finest preparatory schools for boys. — Editor's Note.

in Colonial America.

We can wish now that, in 1788, or in the three more

years remaining in his life, Hopkinson had written his

autobiography, or at least his musical memoirs. The

latter idea probably would never have occurred to him,

for music was just one shining facet of this man, who
has been placed second only to Franklin as the most

versatile man of the colonies. His main busi-

ness had been his country’s. When the great

crisis with the mother country arose, he took

an unequivocal stand for our freedom, fought

with his persuasive and satirical pen, signed

the Declaration, and energetically adminis-

tered his big job during the war—a post that

we now call Secretary of the Navy. In years

of peace he was the friend of our most prom-
inent colonial men, who knew and respected

him as graceful poet, inventor, painter, de-

voted alumnus and trustee of the University

of Pennsylvania, lawyer, business man, and
finally, Federal Judge.

If, on that November day of 1788, he had
been thinking back over the thirty-odd years

of his interest in music—back to his late

’teens and early twenties—he could have said

that Philadelphia’s secular music history had,

by coincidence or something more, really be-

gun with his own dawning interest in music.

In 1757 John Palma gave Philadelphia’s first

known concert at the London Coffee House,

and Thomas Arne’s “Masque of Alfred” was
produced at the University of Pennsylvania,

a performance in which Hopkinson certainly

had a large part. In 1759 Hallam’s theatrical

company produced “Theodosia,” called the

first opera performed in America by those

who allow this work to be called opera. Most
important, in 1759 Hopkinson wrote the first

American song, My Days Have Been So

Wond’rous Free and five other songs found in

the precious manuscript volume now in the

Library of Congress. But lacking Hopkinson’s

memoirs, we must try to piece together our

own story of early Philadelphia music.

Of what had happened before 1757 (Hop-

kinson was then twenty) there is not much
that we can tell. What we know is chiefly of

church music. The Swedes strove zealously to

develop their Lutheran liturgical music, and
Gloria Dei Church became noteworthy for it.

The irrepressibly musical Germans filled their church
services and home life with hymn singing. In the

churches of the English colonists the musical picture

was darker. Calvinists stuck fast to bare psalm -singing;

the Quakers were unique in having no church music.

The Anglican churches—Christ’s Church and St. Peter's

—did struggle to reproduce (Continued on Page 122)

FRANCIS HOPKINSON

America’s first composer of standing. Musician, author, statesman.
Judge Hopkinson was one of the signers of the Declaration of In-

dependence. He was a member of the Continental Congress and had
an important part in designing the American Flag. He wrote several
excellent songs. His son, Joseph Hopkinson, was the author of Hail,

Columbia! Francis Hopkinson was an intimate of Washington, Jef-

ferson and Franklin.
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New Music for an Ancient Land

How Western Music Went to China
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THE ETUDE

O
FTEN we hear expressions such

as, “Singing is good for the

health,” “Singing strengthens

the lungs,” “Singing is a fine outlet for

the emotions,” and so forth. But, do

we ever hear the expression, “Singing

builds character?” Does singing, the

study of artistic singing build charac-

ter? Let us see. But first an understand-

ing of the basis of character.

Character defined is, “The sum of

qualities or traits which distinguish one
person from another.” To these dis-

tinguishing elements should be added

a corresponding cast of the features.

Dr. Henry Gray, celebrated anatomist,

in speaking of the features says: “The
habitual recurrence of good and evil

thoughts; the indulgence in particular modes of life,

call Into play corresponding sets of muscles which, by

producing folds and wrinkles, give a permanent cast

to the features and speak a language which all can

understand and which rarely misleads.” Then Schiller

says: “It is an admirable proof of infinite wisdom that

what is noble and benevolent beautifies the human
countenance, what is base and hateful imprints upon
it a revolting expression.”

Incidentally, Schiller could just as truthfully have
said: “What is noble and benevolent beautifies the hu-
man voice; what is ignoble and selfish deprives it of

its natural beauty and charm.”
Now from what do our distinguishing qualities or

traits spring? From a predominance of certain of our
intellectual faculties, sentiments and inclinations. Hu-
mans are of two constitutions, a physical and a men-
tal constitution, but since the former plays no direct

part in our present investigation, we shall leave it

and pass on to the latter. A correct definition of

“mental constitution” would be, “A grouping of the
intellectual faculties, sentiments, and inclinations

which characterize the mental constitution.” Now, the

purpose of this investigation is first, to show that it

is the sentiments, and not the intellectual faculties

which are the basic character builders, and second, to

draw attention to the significance of the fact that the
occupation of the artist of song is essentially that of

expressing sentiments; not only his own sentiments,

but those of the multitude; or in other words, he, as

it were, lives in a world of sentiments.

Often it has been said of a person that he was led

astray by his inclinations. Putting it simply, this means
that his intellectual faculties had been made the
servant of his evil inclinations. Now, in this degrada-
tion, it is difficult to see how the sentiments could
have been involved, but let the reader judge for him-
self. Here are the basic sentiments as given by two
medical investigators of historic fame, Dr. Gall and
Dr. Spurzheim: marvelousness, benevolence, reverence,

ideality, conscientiousness, hope, cautiousness, mirth-
fulness, firmness, love of approbation, and self-esteem.

TJnable to see how anyone of these could possibly be
made the servant of evil inclinations, and considering
that the intellectual faculties can be made and com-
monly are made to serve evil inclinations, our personal
conclusion Is that it is not the intellectual faculties

which are the basic character builders, but the senti-

ments; especially the spiritual sentiments. Benevolence,
ideality, reverence, and conscientiousness, these four,

and the greatest of these is benevolence.

Elements Which Transform Character
From Dr. Gall and Dr. Spurzheim we learn that

there are thirty-seven basic intellectual faculties,

sentiments, and inclinations. These, with the exception
of the faculty, tune, are in various degrees of develop-
ment and activity, inherent in every living person. But,
through childhood environment, lack of education, or
conscious or unconscious imitation, the less developed
and less active of them are caused to remain under
the dominance of the more developed and active. But,
since they are only less developed and less active, they
are subject to development and activity to a degree
that will equal or exceed in power those under whose
dominance they have remained. Of these thirty-seven
intellectual faculties, sentiments, and inclinations, we
now shall consider only those necessary to show first,

how a character is transformed, and then how singing
builds character.

First, then, we have marvelousness, or the disposition

Singing Builds Character

Inj 'lAJidicun Cj. ^Irwidtron

to “look through nature up to nature’s God.”
To exalt the mind “to all sublimer things,” to afford

us the most exalted conceptions of beauty and per-

fectibility, we have ideality.

To secure respect for the opinions of others, and
especially for the aged, the experienced and the wise,

and most of all to secure a deep and solemn venera-

tion for the Supreme Being, we have reverence.

To secure gentleness and kindness of demeanor and
mercifulness, we have benevolence.

That we may have a love of little children, we have

philoprogenitiveness, the maternal feeling.

That we may be disposed to right, and be just, we
have conscientiousness.

To secure prudence and discreetness and caution,

we have cautiousness.

That we may discern resemblances, analogies, iden-

tities and differences, we have comparison.
That we may perceive the connection between cause

and effect, we have causality, the faculty that leads to

the investigation of causes.

That we may have a desire for distinction, we have

love of approbation. But in excess, love of approbation

leads to love of indiscriminate admiration, and hence

to a weakening of a fine character builder.

That we may have that respect for ourselves that

leads others to respect us, we have self-esteem. Buf,

in excess, self-esteem leads to personal pride and
haughtiness, and again, a fine character builder is

weakened.

Now let us see how through awakening to greater

activity five sentiments and one intellectual faculty,

a character is transformed.

Suppose that a person is dominated by combative-

ness and acquisitiveness, the roots of all evil, and we
awaken to greater activity, love of approbation, be-

nevolence, causality, ideality, conscientiousness and
cautiousness.

In such a case, the conflicting elements will qualify

and regulate each other, so as out of the whole, to

form a harmonious unity of character. Combativeness
will carry the individual forward with an energy which
will surmount every obstacle, and subdue every re-

sistance, and overcome every opposition. Acquisitive-

ness will prompt him to pursue a course of gain. And
now the awakening. Love of approbation will prompt
him to seek his gain in a manner by which he may
distinguish himself and be the object of admiration.

Benevolence will lead him to seek his gain and glory

in some enterprise of philanthropy which aims at the

general welfare of mankind. Causality will lead him
to pursue his enterprise of gain and philanthropy in

an original track and manner, and in a philosophic

form. Ideality will give an elevated character to his

enterprise, and# enthusiasm to his effort. Conscien-
tiousness will prompt him to be strictly just and
righteous in all his principles, operations, and actions

by which he seeks to gratify his combativeness and
acquisitiveness; while cautiousness will prompt him to

be extremely careful to do nothing that will profit or

jeopardize his interest or his fame or to be in the least

degree inconsistent with his principles of philanthropy
and strict righteousness. Thus, through increasing the
activity of one less active intellectual faculty and of

five less active sentiments, a character is transformed.

VOICE

Music and Study

Now let us see how, through the

study of artistic singing, the less active

of the intellectual faculties and senti-

ments are awakened to greater activ-

ity. Let us approach it in this way.

What of these are indispensable in the

acquirement of a singing voice, and in

the interpretation of songs?

First, reverence, that we may have
that respect for the experienced teach-

er that leads to confidence in his abil-

l ity to realize for us our desire.

Second, ideality, that we may draw a
fine line of distinction between superior

and inferior tone qualities, and that the
texts of our songs may be noble and beautiful.

Third, comparison and causality, that uTe may dis-

cern resemblances, analogies, identities, and differ-

ences, thus assuring that complete analysis of our texts

which makes our conceptions vivid, distinct, and com-
plete or, to use a common expression, “bring out of

our songs all that there is in them.”
Fourth, marvelousness, that our minds may be tuned

to the source of all things noble and beautiful.

Fifth, benevolence, that our tones may be softened
and beautified by kindness, gentleness, and merciful-
ness, and that our interpretation of texts may be given
that emotional appeal that draws a ready response,

and the expression, “He lives in his songs.”

Sixth, philoprogenitiveness, that all other sentiments
may reach their spiritual fullness by love of little chil-

dren. No love of little children, no spiritual emotion,
and no spiritual emotion, no interpretative artistry.

. Seventh, love of approbation, that we may so arrange
our programs as to meet the desires of the many
members of our audience thus paving the wTay to suc-

cess and distinction.

Eighth, self-esteem, that we may have confidence in

our ability to attain what others have attained, thus
defeating that enemy of progress, that mental handi-
cap so unwisely created by psychologists, "inferiority

complex.”

The Basis of Intelligence

Inferiority complex! Frequently it is said that ob-
servation is the basis of intelligence, hence one finds

difficulty in associating mental inferiority and observ-
ance of one’s shortcomings. Experience has shown that
in many cases the person is hyper-sensitive, and of a
retiring disposition, thus giving the impression that he
is mentally inferior. What he is in need of is a degree
of combativeness. In most cases, the person is just the
victim of preference for that which is not entirely in
accord with his first, or special aptitude. Consequently,
his progress will be comparatively slow, but, if he will

persevere, his very slowness will prove a blessing in
disguise, for he will note and retain many details
missed by the quicker grasping one who “grasps the
whole picture” with one sweep of the mind. The writer
had a friend who became a great surgeon. He was so
slow in learning, that he was rejected and rejected.
Finally he was graduated, and with honors. Later,
when lecturing, he would continue for hours without
the aid of a single note. Slowness and steadiness had
won mental superiority. But to continue. These elevat-

ing influences qualify and regulate combativeness,
acquisitiveness, and adhesiveness.

Combativeness is necessary to courage, to meet and
overcome difficulties and discouragements which crop
up on the way to success. Acquisitiveness is necessary
to gain knowledge that will be of use to us in our
chosen career; while adhesiveness is necessary for
clinging to our idealistic conceptions in opposition to
all degrading influences, thus protecting our interest
and preserving our art for posterity.

Thus, through the demands of artistic singing, “all

things work together for good.”
Through serious, enthusiastic study and interpreta-

tion of songs, thoughts such as are embodied in the
songs The Lord’s Prayer, The Blind Ploughman, The
Hills of Home, Invictus, and kindred songs, engage
more and more the conscious mind of the student. In
time these character building thoughts find lodgment
in his subconsciOTis mind, and once so lodged they be-
come a dominating, unyielding influence in his life;

unyielding because no other (Continued on Page 112)
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THE ETUDE

W ITH the hundredth anniversary of the death

of Felix Mendelssohn just passed, and with

the appearance of a new edition of the Six

Sonatas and the Three Preludes and Fugues edited

and revised by Edwin Arthur Kraft, it seems well for

us to discuss these organ works a bit.

I believe that, with the exception of the piano, the

organ has the greatest wealth of literature of all

other instruments. It is perfectly amazing the amount

of fine music we have for our instrument, with which,

for the most part, we are not too familiar. We think

that the organ is perhaps neglected by some of the

great composers in modem times, but all we need to

do is to look at the newer works by Sowerby and

other American composers, the modern Frenchmen,

Hindemith, and the Variations on a Recitative by

Schoenberg to realize that there is a wealth of mater-

ial still being written for our “King of Instruments.”

Of course, how much of it will survive remains to be

seen.

It is interesting to note that there was a lot of

music written for the organ in Mendelssohn’s time.

Hesse wrote tons of it; Rinck, Julius Andre, and

others wrote plenty. Most of this music we never hear

now. I think that in the last twenty years I have

heard one number by Hesse played in a recital, and

that was somewhat of a bore. Of course, other music

written during Mendelssohn’s time has been found

to be of greater importance. We need only to mention

Schumann and Chopin. Mendelssohn is played by

organists constantly; perhaps only a movement or

two of a particular work, but it is played. I plead for

more Mendelssohn. The music itself is so good, that

with a minimum of preparation, an organist can

surely make Mendelssohn sound well on almost any

organ, small or large.

Excellent Study Material

There is no question about the fact that for the

particular period the Mendelssohn Sonatas are im-

portant. As we know this form of writing, however,

they are certainly sonatas by “courtesy.” The sonata

form is not uniformly adhered to and some of the

writing is in the manner of the Fantasia. There is

perhaps no more important part of our education as

organists than the study of the Mendelssohn Sonatas

and the three Preludes and Fugues. I shall never

cease to be thankful to my teacher, Mr. Wallace A.

Sabin, for having me, as a child, study these works

in detail. He was very careful to see that I enjoyed

my work with them, although they were so hard for

me. Today, in teaching, we seem to give our students

the Bach Chorale Preludes and the Eight Short Pre-

ludes so early. It might be well first to study some
Mendelssohn. I am also thankful for the opportunity

later, when I was a little older, of studying again the

Mendelssohn Sonatas with Mr. Farnam.

Lemare a Mendelssohn Student

When I was a little boy, Edwin H. Lemare was the

municipal organist of San Francisco, California.

Every week he played programs that were full of meat

Ex. 1

for the student and the music lover. I shall never
forget his playing of the Mendelssohn Sonatas. He was
a great student of this romantic composer, and was
devoted to him. Lemare’s edition of the Sonatas and
the Three Preludes and Fugues was excelient, and

Music and Study

Keeping Up Mendelssohn

Kexcinder ^Yjc Church

Editor, Organ Department

until Mr. Kraft’s edition appeared, was undoubtedly

.the most widely used. There is little doubt that these

works are not easy. However, for developing finely

detailed organ playing, there is nothing like the care-

Ex. 2

ful study of the Sonatas by Mendelssohn. Just as

soon as a student of the organ has gotten so that he

can use his feet and understands the first principles

of phrasing, he can study the Second Sonata. In the

Ex. 3

old editions there was little help for the student. The
teacher always had to make all sorts of notes and
indicate helps; but Mr. Kraft has done much to make
the music immediately understandable, and playable

ORGAN
’ ,-

:

alike for those of us who have had some experience

and for the student with little experience. One will

notice at once that great care has been given to the

fingering, so that in the changing of fingers, the

legato is well preserved. The indications are clear,

and the repeated notes and the changes in hands are

all indicated. The pedaling is particularly well done

by Mr. Kraft which, of course, one expects from a

man who is such a fine player and experienced

teacher. We call attention to this in the first line of

the Second Sonata (see Ex. 1).

The difficulty of the change in manuals in the second

part of the First Movement has been made so ,
easy

in Mr. Kraft's edition, as shown in Ex. 2.

The difficult pedaling, along with the moving manual
parts, is particularly well done by Mr. Kraft. I like

the clear indications of the phrasing also (see Ex. 3)

.

This is the method pursued by Mr. Kraft throughout.

The registrational indications are good. They show
that Mr. Kraft expects the organist to use his head

about developing the registration at his command.
After the study of the Second Sonata the student

will enjoy the Sixth. Is there any more lovely set of

variations than these on “Vater Unser”? The Chorale

itself is beautiful, and then the way that Mendelssohn
used it and developed it, makes it something at which
to marvel. Note the method of indications for repeti-

tions in the Chorale by Mi'. Kraft (Ex. 4).

Ex. 4
Chordli* t Jrm ’

Although the First Sonata is not considered the

greatest, it is probably my favorite. The way Lemare
played this in San Francisco was truly something to

remember. The organ on which he played was an
outstanding instrument, to say the least. It was built

for the Panama Pacific Exposition in 1915, then re-

built and installed in the Exposition Auditorium (the

convention hall), Civic Center in San Francisco. It

is an organ of one hundred and twenty-two straight

stops, something over one hundred stops in the front

of the auditorium, and the remainder in the back,

fully a city block away from the mam organ. One can
imagine the great time Lemare had playing the first

three movements of this Sonata with the big organ
in front and the effective little organ in back. Lemare
was such a colorful player, he always played in such a
way that the audience really enjoyed the music. Notice
the indications which Mr. Kraft gives for legato, avail-

able fingers on the left hand (Continued on Page 114)
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Advancing the ’Cello Section
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N OT THE LEAST of the difficulties in connec-
tion with developing the string choir in the
modern high school orchestra is the problem

of securing an adequate number of well-trained 'cel-
lists. It is too late to develop competent players of the
'cello, as is sometimes done with the basses, after stu-
dents reach the secondary school age. 'Cellists should
be started in the upper elementary grades or in the
nrst year of junior high school at the latest. The fifth
grade appears to be the most logical time, since by
then most pupils have attained physical and mentalmatunty sufficient to enable them to cope with thedemands of the instrument.

1 7
heuT the cell° has always Presented a formid-

abie obstacle to the player, both in its transporting,
as, well as its manipulation. Anyone who has carrieda cello on a crowded bus or street car knows that this
bulkiness may at times interfere with the joy of living.

,

U p ayl“S the 'cello, the means for circumventing the
disadvantages accruing from its size are found in thesenes of mechanistic devices which are employed byone who is .acquainted with its technique

t
®e
/
or
f

“tering into a discussion of these devicesthe factors entering into a wise selection of availabletalent deserve more than passing notice. If a child isa conformist and shows no inclination to be differentfrom his classmates, he is in all probability a betterprospect for some other instrument than 'cello Individualistic tendencies and characteristics should benoted duiing the screening process, and should begiven additional weight in evaluation in selectingcello pupils along with other attributes of physiqueand musical endowments. An instrument which uhi-mateiy requires of the player the ability to read in

Sultira'.JrnS f technic*1 *ni> uitonational

srssssx?- *““ “»•

.

a rn
f
nber of school instruments are available its better to organize a separate class made up entirely

2S?orT,
10

,l
tuT “ ‘'”h ««»*T*.mixtuie of the other strings. Many of the technical

rin°n

bIei

H
S 06110 playing require specialized instruc-rion wh^h would lmpede progress in the m .

xed

same rate
a gl °UP °f ’Cell°S may proceed at Marly the

ndriert ] f
a pupU taught individually, with theadded advantages of group participation

ers, places instrument and fingerboard in a more ver-
tical position, which does not permit the natural arm
weight to contribute to finger pressure, in the case of
the left hand, to the same degree that it does in our
recommended position. Also, the bow receives less sup-
port from the strings in the more vertical position,
requiring more effort on the part of the player in hold-
ing. Legs should be out of the way of the bow on both
sides of the ’cello, left leg forward and right leg back,
with the knees gripping the sides at the top of the
lower bouts. The hol-
low on the under side
of the knee joint fits

snugly over the corner
without discomfort to
the player. The sharp-
ened end pin should
be anchored firmly in
the floor, or a floor
board attached in
some way to the chair.
All of the strings
should be in a position
to play upon without
change of position,
and the instructor can
determine whether or
not the instrument is
held solidly by grasp-
mg the scroll.

Turning to the bow,
a comparison of meth-
ods with those used by
the violinist will help
us to distinguish
points of difference
which are due to dif-
ferences in size and
weight. The ’cello bow
is both shorter and
thicker than the violin
bow. Also, it must be
supported more by the
hand, since the verti-
cal position of the
J
cello does not afford
the same amount of
string support as the
horizontally held vio-
lin. Therefore, all of
the fingers are placed
in a position to afford a firmer arm
principal difference is in the ^ f the bow ' 1116
cross the stick and in the „

g
,

le at which they
is used not only as a counterbalance

bttle
.^

lger
- which

but to assist in holding The fine
’ 3S Wltb tbe ^cUn,

stick nearly to theSnd ltat iheT
laid acros* the

finger touching the outer edg” ofthe?
°f the second

silver. The tip of the thumbIs br0uvhi
W hair at the

its inner edge, with the joint
50 that
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THE UNIVERSITY OF MICHIGAN BAND IN 1859

This rare photograph of a group known as
/#
Les Sans Souci" is repre-

sentative of collegiate musical interest in America nearly ninety years ago.

Bands; Past-Present—Future

The First of Three Discussions Relating to

The History and the Future of the Band

Lj 'Wdhlum 2). IZeJti

T
HOUSANDS of years ago a procession of Egyp-

tians marched slowly toward the shrine of

Serapis, God of Healing. The instrumentation

of that group of men probably consisted of reed pipes,

tamborines, and drums. In the Bible we read about

"an hundred and twenty priests sounding with trum-

peters.” We know that in ancient Israel, no ceremonial

meal was complete without its accompaniment of in-

strumental music, and that victorious warriors were

met at the city gates by “the band.”

In those days there were horns which only the

Priests were permitted to play upon, and our present-

day band undoubtedly began its development only

after the nobility’s exclusive rights to drums and
trumpets ended, and the common people were permit-

ted the use of those instruments.

In Athens every boy was taught to play the lyre;

the double-flute and Cithara were also favorite in-

struments among the people of Greece. In Rome, the

tuba, the corna, the cavalry trumpet or “lituur” and

the short horn known as the “buccina” were the popu-

lar brass instruments of the period. In Greece and
Rome all triumphal processions were headed by trum-

peters.

In 570 B.C. Servius Tallius introduced bronze trum-

pets into the Roman army. That was indeed a great

day for the band, for the bronze trumpet was without

doubt the ancestor of the brass instruments as we
know them to-day.

Preceded the Orchestra

In history the band preceded the orchestra, but the

imperfection of workmanship, inaccurate pitch, limita-

tation of range, and inferior tone quality made it

quite impossible to satisfactorily perform the music

of that day.

Unfortunately, those handicaps persisted for cen-

turies, and although people followed the band just

as they do today, the string instruments were much
more popular, because of their advantages in tone,

intonation, and general workmanship.

In addition to all these difficulties was added an-

other equally serious one: It was not until the twelfth

century that musical notation was accepted; before

that time all music was played by ear. In the thir-

teenth century Edward III of England maintained a

band composed chiefly of the wind instruments of

that period. Henry VIII had a band that must have
rated “first division” in its day; its instrumentation
consisted of fourteen trumpets, ten trombones, two
viols, three rebecs (forerunner of the violin), one
bagpipe, four tambourines and four drums.

It was at this particular period that a great deal

of experimentation took place and many new instru-

ments made their debut. There was for example, the

sackbut which looked very much like the trombone of

today; the rankett, olyphant, trumpets with slides like

trombones, and the zinke (an instrument like the
comet but with six finger holes and made of wood
covered over with leather) . The eunuch flute was also

a popular instrument of the day.

During the reign of Henry VIII many innovations
in the instrumentation of the band took place. As
we know, he was quite a musician and played on the
dulcimer at every opportunity. At this period the fife

took favor over the bagpipe in the bands of England;
tower trumpeters became bandmasters and following
the Reformation they had to perform three times
daily to call the people to prayer.

The fifteenth century proved another period of
progress for the wind band, since it was at this time
that the common people were permitted the playing
of trumpets which up to this time was reserved for
the nobles.

After the Thirty Years’ War another progressive
step occurred in the evolution of the band. Up to that
time, military forces had been recruited at the begin-
ning of each war and promptly disorganized when
the war ended. However, at this period, standing
armies were created. The stepping together of large
groups of men in exact cadence and rhythm necessi-
tated a new musical form and it was at this time that
the “March” was introduced.
The British army began with the Restoration and

its bands date from the latter part of the seventeenth
century. At the beginning of the eighteenth century
the usual instrumentation of the band was—two flutes,
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two oboes, two horns, one or two trumpets, two or

three bassoons, and a bass trombone. Only a very few

of the bands included drums, a rather difficult thing

to imagine today.

At the close of the eighteenth century, the typical

instrumentation of the French Bands -was as follows:

six clarinets, one flute, three bassoons, two horns, one
trumpet, one serpent, and several drums.

A Continual Improvement
Throughout the seventeenth and eighteenth cen-

turies wind instruments continued to improve, al-

though it was not until the early part of the nine-

teenth century that the various wind instruments were

taken seriously by critical musicians. At this period,

more innovations and improvements continued to be
made. The trumpet, for example, was equipped with
valves in 1828, and ab6ut ten years later a swivel

action was introduced, and more exactness and pre-

cision of measurements was brought about at this

time. With these inventions and changes came a great

improvement in the standards of performance of the

wind instrument musicians themselves, all of which
resulted in better tone quality, intonation, and dexterity.

At this time massed bands composed of hundreds
of musicians became the rage. As for example, in

BAND and ORCHESTRA
Edited by William D. Revelii

1838, a concert was presented in Berlin at which
twelve hundred musicians performed en masse; six-

teen cavalry and sixteen infantry bands joined to-

gether and over two hundred drums were added.

Composers were becoming much interested in writing

for these bands. This development continued to such
an extent that the bands of 1850 were not unlike the

bands of 1900.

One of the world’s greatest bands was La Guarde
Republicaine Band of France. This famous ensemble
was organized in 1802. When the French Revolution
came, the great opera houses and concert halls were
forced to close. This had a marked effect upon the
wind bands of France, as most of the best instru-

mentalists became members of municipal bands
throughout France, thus creating many outstanding
concert bands and providing an opportunity for the

band to gain its rightful place in the musical world.

The personnel of these bands was composed of ap-
proximately seventy musicians, and balance, effective-

ness of instrumentation, and tonal color were care-
fully conceived. Many of the French composers wrote
original works and on numerous occasions large festi-

vals were held.

At various times in the past, the outstanding Dands
of France, Italy, Belgium, and England have toured
the United States. The over-all musicianship, virtuos-
ity, and performances achieved by these bands was
truly remarkable. This was particularly true of the
bands of La Guarde Republicaine, the Belgium
Royal Guards, and the (Continued on Page 118)
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Chamber Music and Its Bole in Musical Education

Bowing Differences

“In reading over your work 'The Mod-
ern Technique of Violin Bowing’ I have
not been able to see any discussion of the

Saltato bowing. I would appreciate it if

you would discuss the difference between
the following three bowings: Saltato,

Sautille, and Ricochet.”
—J. H. H., Maryland.

Saltato (Italian) means “leaping” or

“bounding”; sautille (French) means
the same thing; and ricochet comes from

the French verb ricocher, meaning “to

rebound.”
The Saltato and the Sautille, then,

are springing bowings. Nowadays, and
particularly in America, the word spic-

cato is increasingly used in their stead,

and it was under this heading that I

described the bowing in my book. How-
ever, to an Italian or to an Italian-

trained violinist the word has a slightly

different meaning: it means “articu-

lated,” merely, without reference to the

manner in which the effect is produced.

A lengthy discussion of the spiccato ap-

peared on this page in the August 1945

issue of the magazine.
The word sautille is still used in this

country, but the tendency is to restrict

its use to the springing-bow arpeggio,

for example:

Ex. 1

This bowing was analyzed in detail in

the December 1947 issue of The Etude,

which, however, had not appeared when
your letter was written.

I had something to say about the rico-

chet last August, but you may not have
seen it; so I will describe the bowing
again. It is produced by throwing the
bow (in the upper half) lightly on the

string and allowing it to rebound for

the required number of notes. The bow-
stick must be vertically above the hairs.

A simple example of the bowing occurs

in the middle section of the 46th Study
cf Mazas;

etc.

A very relaxed and well-balanced hand
is needed for the ricochet, but after a
little practice the speed with which the
bow springs can be regulated without
much difficulty.

A Thumb Problem

“. • Last August you gave some advice
about developing tile stretch of the fourth
finger, and I have found it and the exer-
cises you gave very useful with my pu-
pils. ... I wonder if you can help me
with a problem that has arisen. It is a
rather similar problem, but it concerns
the thumb of the left hand. Two of my
pupils have much difficulty playing in the
seventh position or higher because they
cannot separate the thumb sufficiently
from the hand. . . . Can you suggest any
exercises that might help?”

—Mrs. H. M. K., Virginia.

Nearly ever teacher meets with this
problem sooner or later. It can always
be solved, provided that the pupil is not
far along in years. In childhood and
through the teens, the hand is a very
supple mechanism and it can be trained
to do many things which at first might
seem to be impossible.
However, before we discuss means of

developing the flexibility of the thumb,
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No question will be answered in THE ETUDE
jtnless accompanied by the full name
and address of the inquirer. Only initials

or pseudonym given, will be published .

we must examine another element that

is most important in high position play-

ing: the shape of the hand on the violin.

The difficulties your two pupils experi-

ence can arise just as easily from a

faulty shaping of the hand as they can

from a lack of flexibility in the joints of

the thumb. For playing in the fifth posi-

tion or higher, the hand should be so far

around the shoulder of the violin that

only the tip of the thumb is in the curve

at the end of the neck. Many students

allow an inch or more of thumb to pro-

ject beyond the G string side of the

finger-board. This is a fault which must
be immediately corrected. It is a fault,

moreover, that is not easily detected by

the teacher unless he walks round be-

hind the pupil to see what is happening
on the “other” side. And, of course, it

causes the player to have increasing dif-

ficulty the higher he goes on the string.

But if the thumb and hand have taken

the correct shape in the fifth position,

he should, unless he has very small

hands, be able to reach the end of the

finger-board with ease and without hav-

ing to move his thumb.
Assuming that the shaping of the hand

and thumb is correct, there is another

possible cause of your pupils’ shifting

difficulties, and that is the tendency so

many players have to stiffen up the hand
when they go into the higher positions.

This tendency undoubtedly springs from
the lack of a sense of security, from a

fear that the hand may slip. In some
cases it can be seen that the ball of the

thumb has moved into towards the palm
of the hand. This is fatal to technical

control. No matter what position he may
he playing in, the violinist must he con-

scious of an “open” feeling in his hand,

the ball of the thumb being back where

it belongs.

But if the difficulty in the high posi-

Promineiit Teacher

and Conductor

tions comes merely from a lack of “give”

in the thumb, if the member seemingly
cannot move far enough away from the
first finger to permit the necessary reach,

then some simple exercises can be given
which will soon produce results—very
soon in the case of younger players.

Ex.A
jk G string

These exercises should be carried up
the finger-board step by step, with the
object of arriving, eventually, at

To avoid wear and tear on the first fin-

ger, they can and should be practiced
with the second, third, and fourth fin-

gers, playing in the same positions. Us-
ing the fourth finger is especially good,
for a considerable increase of strength
will result.

Many students whose hands are not
naturally supple find difficulty even with
Ex. A, when they attempt it on the G
string. When this is the case, they should
transpose the exercises a fifth or a ninth
higher, playing them on the D string or
the A, and returning to the G string

only after they can be easily played on
the higher strings.

Below are other, more difficult, exer-

cises that may be practiced with great
benefit:

These, too, should be practiced with the
second, third, and fourth fingers, start-
ing on the appropriate notes. Indeed,
many players will find these fingers
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easier to use, and may well begin with

them.
An important point of shifting tech-

nique may be mentioned here: When the

student is using the first or second fin-

gers he should be very careful to keep
the fourth finger over the string on
which he is playing. This will insure a
correct shaping of the hand in all posi-

tions.

Quite apart from its value as a means
of developing the thumb extension, this

type of exercise speedily develops in the
student a remarkable finger-board sense.

And he need not wait to work on it until

he has studied the upper positions. Pro-
vided always that he has a good ear and
knows what a triad is, he can begin to

practice the simpler exercises as soon as
he is fairly secure in the third position.

If his intonation and the shaping of his
hand are carefully watched by the
teacher, he will gain in a few weeks a
familiarity with the finger-board that
will save him some months of hard work
later. This idea may seem somewhat
revolutionary, but a number of teachers
have proved its value. *

A Bowing Question

"... I am sending you two quotations
from the Vivaldi -Naehez Concerto in A
minor. No. 1 is the 16th and 17th Meas-
ures of the First Movement; No. 2 is on
the last page of the Third Movement. In
the First Movement the bowing works out
well up to the beginning of Measure 16,
but why should the last eighth of Meas-
ure 17 be played on the Down bow? To
me it seems better to play that note on
the Up bow. Or is a special effect re-
quired? Regarding No. 2, why is this
phrase written as it is? . . . Would not
an accent mark or a dash over the G-
sharps and the B’s indicate the same
effect?—Miss N. G., Illinois.

You are quite right in both instances.
The bowing given in Measure 17 of the
First Movement, and also in Measures
20 and 34, has been a stumbling block
for both teachers and pupils ever since
the edition first appeared. Obviously, no
martellato effect can be obtained if the
measure is played at the point of the
bow and the low A is taken on the Up
bow. The only bowing which permits the
desired effect to be produced is the fol-

lowing, which applies also to Measures 20
and 34:

At least two-thirds of the bow should be
taken on the accented A and the remain-
ing third on the C-sharp, taking the bow
to the frog, where the hammered effect

required for the rest of the measure can
be easily produced.
Far too many violinists look upon the

printed page as sacrosanct. It is not. It

represents merely the opinion ot one
man—who may or may not have been
in an especially musical mood on tne
day he did this or that job of editing.

(Continued on Page 116)

83



Music and Study

How Much Shall 1 Charge?

SSr'S.TS',^ ’ -«•'

K'SSsr.s
srSS?S®.2a.«

Questions and Answers
wane utgree. .ror
such chords. I

Conducted by

^P
ei

“Ye”hTng
d

differenffor^ex^r
6 // /) 0 \ 1 /7 / / /J,) ) r*.

®.hr,“,,S““uihr —Karl IaJ. (jelrLeni, Yfiui. 2)oc.
s-£iAJristJsrjf.iss! ^

me as to noup the attendance at lessons?

!

0
ik
e
e

n
io
g
h
hê
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A Master Painter on Masters of Music

Lj CUde &eece
I
T WAS Walter Pater, the distinguished creator of

an inimitable prose style, who declared in one of

his essays: “All art constantly aspires towards the

condition of music. ... It is the art of music which

most, completely realizes this artistic ideal, this perfect

identification of matter and form.” By which he im-

plied that music is the only art in which the end is

not distinct from the means, the form from the mat-

ter, the subject from the expression. It is perhaps for

this reason that so many painters have been absorbed

in music—even if they have never heard of Pater’s

theory. For in striving to attain “the perfect identi-

fication of matter and form" in their own medium,

they have unconsciously endeavored to fulfill the

English writer's celebrated dictum.

Of all great painters, it is perhaps Delacroix, the

famed nineteenth century French romantic, who was

most completely saturated with the love of music.

Delacroix was not only one of the pillars of modern

art, he was one of the most intellectual of artists. The

man who had the temerity to say, “Perhaps it will be

discovered that Rembrandt is a far greater painter

than Raphael”—a rank heresy in the 1850’s—expressed

himself in other fields with equal critical discernment.

Living at a time when the creative genius of the nine-

teenth century was in full flower, he was in the van-

guard of those rare souls whose mental and spiritual

curiosity is only equalled by their talent for self-

expression. In love with art, he was no less absorbed

in music and in literature. He knew and was intimate

with many of the outstanding figures of his age—
Merimee, Chopin, George Sand, Gautier, Dumas, and
Baudelaire—to mention but a few. Renoir, no mean
judge, called him the greatest artist of the French
school, and Odilon Redon, that curious precursor of

the surrealistic movement in art, ranked him highest

among all the moderns. The “Journal”—a diary to

which Delacroix confided his reflections, is a remark-
able document; not only does it give a vivid picture

of intellectual life in the French capital in the middle

of the . nineteenth century, it reveals a personality as

colorful as his paintings, a man who could say of him-
self, "What an adoration I have for paintings!” and
who at the same time was continually quoting and
expounding on Byron, Shakespeare, and Goethe. It is

to this famed “Journal” that we are indebted for some
of the author’s pronouncements on life, letters, art,

and music. •

Art At Its Summit
In music it was Mozart whom Delacroix revered

above all others. "Mozart,” he said, “is superior to all

others in the way he carries his form through to its

conclusion”—a penetrating observation for a man
who was not a trained musician. Of the composer’s
"Magic Piute” he remarked: “This is in truth a master-
piece. I was convinced of this at once on hearing the
music by Gluck’s successor. Here, there, is where
Mozart found the art. And here is the step which it

caused him to take. He is really the creator—I will

not say of modern art, for now already, no more of
it is being produced—but of the art carried to its

summit, beyond which perfection does not exist. . .

High praise, indeed, but not unjustified by current
critical opinion. It is curious to reflect that much as
he liked Beethoven, the romantic Delacroix preferred
the classical Mozart to the creator of the Ninth Sym-
phony. The latter he called romantic to the supreme
degree, and one “who moves us the more because
he is the man of our time. ’ On hearing Beethoven’s
‘ Leonore” Overture, he confessed to finding it “involved
in style.” At a concert on another occasion, he said
that he heard the “divine ‘Pastoral’ Symphony with
happiness,” and then interjected the purely human
touch, “but with something of distraction because of
the lack of quiet among my neighbors.” (This is the
same Delacroix who had acidly stated: “Man is a
social animal who detests his fellows”—a quip worthy
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of the Gallic mind.) “The rest of the program,” he

continued, "was devoted to virtuosi who wearied and

bored me,”—a complaint as perennial as music itself.

He then added: “I was venturesome enough to remark
that Beethoven’s compositions are in general too long,

despite the astounding variety that he introduces in

his manner of returning to the same motifs. I do not

recall that this defect ever struck me before in that

Symphony (the ‘Pastoral’) ; be that as it may, it is

evident that the artist diminishes his effect by de-

manding a too prolonged attention.” The problem of

prolonged attention which seemed to trouble Delacroix

caused him to make this further observation: “Paint-

FREDERIC FRANCOIS CHOPIN

The Delacroix portrait in the Louvre Gallery.

ing has this advantage, among others, that it is more
discreet; the most gigantic picture is seen in an in-

stant. If the qualities that it contains, or certain parts

of it attract the attention, that is quite as it should

be; one can enjoy it a longer time, even than one can
a piece of music. But if the painting seems to you
mediocre, all you need to do is to turn your head to

keep from being bored.”

Perhaps what the painter really meant is that the

ear is more sensitive than the eye. An unpleasant
sound offends us more than an unpleasant sight; we
can overlook a person’s lack of outward grace, but
we cannot forgive a bad intonation.

Comments on Beethoven
Again we find the French artist returning to Bee-

thoven, and the matter of recurrent motifs. On
attending a concert in which the “Heroic” Symphony
was performed, he said: “I found the first part admir-
able. The andante is the most tragic, the most sublime

thing that Beethoven has written, though that applies

only to the first half. ... I was thinking, as I listened

to the first piece, of the way that musicians seek to

establish unity in their works. The return of the motifs

is, in general, the thing that they look on as the

most efficacious; it is also the thing that is most

accessible to men of mediocre talent. If, in certain

places, this return is the cause of a great satisfaction

for the mind and for the ear, it seems like a second-

ary means, when too frequently used, or rather a pure

artifice. Is memory so fugitive that one cannot es-

tablish relationships amongst the different parts of a

piece of music unless the principal idea is affirmed

GEORGE SAND

As painted by Eugene Delacroix

almost to satiety by continual repetition? . . . The
art of music more than the others, it seems to me, is

dominated by the pedantic habits of the profession,

things that give a certain satisfaction to purely mu-
sical people, but which always weary the listener who
has not gone far in his curiosity about technique, as

represented by such things as fugues, learned repeti-

tions, and so forth. . .

All through Delacroix’s reflections we find him
troubled by the conflict between Mozart and Beetho-
ven—in reality, the struggle within himself between
the classicist and the romanticist, between the Bee-
thoven who poses unanswerable questions and the

Mozart who resolves them in musical form.
Delacroix was writing his “Journal” at a time that

now seems almost fabulous. It was the generation

in which musical titans like Wagner, Liszt, Schumann,
Berlioz, and Chopin were creating their immortal
works. Paganini and Mendelssohn had both been dead
only a few years, and Liszt (Continued on Page 119)

"MUSIC STUDY EXALTS LIFE’ 85



86

Music and Study

W&S7SX sho
f

rt-cut to musicianship,

burdens one oTthPh T?*
°f lightening its

as possible to give the vouna 7! 187 begln as early

musical perspective Thi *Tf tudent a well-rounded

the prevalent habTt ZtZ Z™ getting away
and covering up deficient

Wng an lnstrument first

some later time
P
The wise h Z '

nu'SicaI awareness at
student solfege be/ore taki-

1^ ^ ^ SmaU
strument; in other words f

h 'n f°mally to his in-

alphabet before he is ZtdZZZZ™ Ws musical
thorough study of solffW a !

lead ' An ear*y and
the association of noSs with Jitf

the Z1 ’ devel°P*
memorizing, and prevents

° sonontles
. helps in

not really knowing the relatin'
l“;acles that arise from

to be played.
relationships between the notes

boa^rthe^greatSfcS^
1

w
"Uroduced to the key-

him to correct finser a^h,!^ exercised in training

I approve the idea of alloting'a child to”
5 posture '

at the keyboard before he t®
h ld to amuse himself

hands, but it is harmful to
7°WS

.

*hat to do with his
into tense, unnatural posture/that^h

10^ h 'S Way
tion can never fullv undo w S

*
* subsequent correc-

tendency amonf£ghmersTo
0'^!" 11

’ frhaps
' is 4ba

or bend inwards at theZln JZ Z'’ fiPgers ‘break ’>
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<Continued on Page 111)

THE ETUDE

LOVE’S TENDER MISSIVE
There is a Valentine Day appeal in this effective salon piece. The lines above the. notes in the first four measures suggest sustained playing, rather than

accents. Do not over-senlimentalize this work. Grade 3|.

Moderato expressivo ( J = 120) HAROLD LOCKE

Copyright 194 6 by Theodore Presser Co.

FEBRUARY 1948

British Copyright secured

87



PRELUDE
** • 4 « «• • • 4-4

31?

lUPpf

jirw

=3==^=

‘i
wwwwwww W WWW

ft 40

¥WWW wm ¥979

<v

- i

W 2
i'

5 :

i'

75
3

IP10 3 s^ii

3it*
50

J j j. J.J -J

I »S i^:I
<>WF*

r.h.
l

23

» "*r»:

#*

Am
r ®-!- <v IW-W-W s v

*>

w
V
1

XT
l_ _J L_

FEBRUARY 1948 89



theme from piano concerto in a minor
One of the most demanded of all

(2nd MOVEMENT)
01tJ

piano concertos is this masterpiece of Grieg. It was written in 1868, when the composer was twent r

certo at si»ht -w' ]

£
ra ^ ua *’ on from the Leipzig Conservatory. Two years later he went to Rome, where he met Liszt, who pl a ^ars

of hearing him j,j ty tl

^ SeC0I1<
^ P*ano - When a student at Leipzig, Mr.Theodore- Presser dined with Grieg and had the thrilling ,

C011 '

EDVARD GRIEG
Arranged by Henry Le» ine

Adagio (Jl = 84 i

Si



LA FLOR DE VALENCIA
The f

. (THE FLOWER OF VALENCIA)

cate utacca °T
r meaSUreS are an *m >tation of the Spanish guitar. Play these without pedal, phrase as marked, and play the right hand w

rp, .

*U:> ^ *
)e accompaniment continues throughout most of the piece. The melody should be played as though sung bv a richPP into section makes an effective climax. The quick change to morendo (dying out) in the last measures is a striking effect Q

C°”*r4
^o.

Allegro con molto ritmo (J-= 56 )
MARJORIE HARPEr

CpjT^h. MCMXLVI, b» Oliver DH.on c»„p„y
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Thurlow Lieurances Romance
ROMANCE IN A

melodic lines, it has had
th,rty-three years ago, persists in popularity. It is also a great favorite as a violin solo Si,™.a consistent and enormous appeal. Grade 4.

' °,m Ple j n j, s

thurlow ueur ANCe
Andante con mote (J = 84 )

CODA

* From here go back to the sig-n (&) an ,? ,

Copyright 1915 by Theodore Presser n„
? ° A

*^ S° back to the be?inninning and play to 4. ,y Y» then play CODA.

British Copyright secured

THE ETUD5

WHEN LIGHTS ARE LOW
A twilight reverie by one of our most fascinating melodists. It makes an excellent slow waltz for dancing. Grade 3|.

In slow waltz time (J = 1 12)
MORGAN WEST

FEBRUARY 1948 95



A little faster and brighter

in
U Ir

tn time again
3 — _ 4

n
CHICAGO THEATRE OF THEXTR T ttpatI?

„w*? 1

,

1St
!
ners and makes afirst rate piano solo -tliliMB

This theme is familL
lls

folks looking- for colorful idioms. Grade 5.

Moderato con moto
p ano solo of its type. Very florid and chromatic, it will have a wide appeal to young

ADOLF G. HOFFMANN

Copyright 1945 by Theodore Presser Co
96
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DRIFTING THOUGHTS
Grade 3.

0. SCHELDRUP OBERg
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Copyright 1947 by Theodore Presser Co.
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THE ETUD*

FINALE, FROM THE SIXTH SONATA
sw Voix Celeste 8; Soft Flute 8'

Gt
’ Grosse Flute 8,' coup, to Sw.

Ch Unda Maris 8; Concert Flute 8'

ped. Soft
16', coup. to Sw.

. k
Andante (J’=76)

FELIX MENDELSSOHN
Edited and revised by
Edwin Arthur Kraft
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CANZONE AMOROSA
' (VENETIAN LOVE SONG)

ETHELBERT NEVIN. Op. 25, No.
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Arranged by 1. Adamowski
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Hugh Hollifield*

WITH HUMBLE HEARTS WE COME
DONALD LEE MOORe

r
februARy 194s tos



VALENTINE DANCE
Allegretto grazioso (J- = 56)
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BETTY’S HIGH CHAIR
This piece is for the very young beginner. There is only one chord in the right hand. First teach this chord; then let the pupil play the j,gether, learning the names of the notes as they occur. Young pupils usually enjoy the cross-hand playing. Grade 1 .
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Imagination and

Technique
(.Continued from Page 86)

why it does and bring it back to proper

proportion. Only in third place, then,

does the finger carry out the analyzed

solution. And if the solution is not im-

mediately clear, experiment! Try various

finger pressures. Let your mechanical

imagination take over.

Slow Practice

“Another clue to the development of

good technique lies in slow practicing.

The faster the passage must go, the more
slowly you should practice it in the early

stages when these coordinating controls

are being built up. And when you begin to

feel the passage securely in your fingers,

speed it up gradually. One of the ‘tricks’

of fast passage work is to acquire a
gradual speed, while practicing, that ex-

ceeds the normal tempi indications. Once
you can play the passage faster than it

needs to be played, you have a speed-
reserve; you can relax back to the normal
tempo and thus free yourself from all

worrying about ways-and-means.
“A good way to develop mechanical

surety at the piano is to practice in the
dark. It is surprising to note what hap-
pens to your playing when you cannot
guide yourself by the look of the keys.

You develop a kind of second-nature con-
tact with the keyboard; your ear be-
comes more alert; you feel your positions
better; and you strengthen an instinct

for spacing.

notes, hears them, knows about them,
and reaches for them, all together! You
can find fascinating entertainment in
memorizing a piece this way. If certain
passages look easy to the eye, get your
ear to recognize their sonorities; if cer-
tain sonorities are unusual enough for
your ear to seize upon them, train your
eye to a mental picture of what their
notes look like. If your fingers find their
way into certain measures rather easily,
pull back and analyze the harmonic
structure of those measures. There are
endless combinations!
“The actual things you do, in the end,

are not so important; the big point is to
get away from finger practice and to de-
velop that coordination of brain, ear, and
hands which strengthens mechanical im-
agination. Take your practicing apart as
you would a watch; learn how and why
it ‘ticks’—and your technical
will be assured.”

I

progress

Quality in Master Records
(Continued from Page 72)

Broaden Musicality

“But no technical proficiency is worth
more than the musical meaning your
fingers can release. Which leads us into
the very different question of how to de-
velop musicality. At first glance, the mat-
ter of musicality seems to be one of in-
born endowment—either a person is

talented or he is not. And that, of course,
is a fact. But even a less-than-great en-
dowment can be developed. One means is
to get away from an exclusive concen-
tration on one’s instrument and study
the secondary subjects—theory, harmony,
music history, style, and so forth. An-
other means is to play ensemble. Working
at chamber music with others is the best
way of strengthening a sense of musical
proportion. Pom- hands at one piano
makes a good start, which can later be
expanded to two piano playing, and to
combinations of piano with voices and
with other instruments.

Memory Development
The problem of memorizing again

calls imagination into play! There are
several accredited methods of developing
memory. Some teachers rely on seeing the
image of the printed page before one’s
mental eye and ‘reading’ from it imagina-
Ive y- There is also the aural memory of™ tles: an<^ raethod of harmonic
analysis whereby you school yourself to
reproduce inters! relationships. Last of

_ ,

there is the old tried-and-true (but
a ways so true!) method of rote, or

iiecnamcal, memory whereby you simply

to a Yiece '*ong enou?h for the fingers

kecc.
own way into the proper

’

,

ch is the best? To my mind,
, •

1S
is to put your mechan-

5^
nation t0 work, using a little of

wjth
orthodox method, so that you end
a memory pattern that sees the

by Arthur Fiedler. Victor set 1147.
Tchaikovsky: Nutcracker Suite No. 2;

Fiedler and the Boston “Pops” Orchestra.
Victor set 1164.

Beecham’s is always a refining and, af-
fectionate hand with the music of Mozart.
Here, he is eminently successful in the
first two movements, but his Minuet and
final Rondo possess more elegance than
spontaneity. A comparison with the Wein-
gartner version reveals a freer feeling for
the latter movements. This new set, how-
ever, offers the better recording of the
two.

One of the most delightful and enter-
taining ballets in the theater is "Gaite
Farisienne.” The score, arranged by Ros-
enthal, is a series of pieces selected from
Offenbach’s works, ending with the Barca-
rolle from the composer’s “Tales of Hoff-

man.” Fiedler handles this music with
admirable buoyancy and technical skill,

and the recording is excellent.

The familiar suite from Tchaikovsky’s
ballet, “The Nutcracker,” is incomplete.

The present set contains five dances not
included in it—Winter Scene, Waltz of

the Snowflakes, Pas de deux, Divertisse-

ment du chocolat, and Valse finale. The
Snowflake Waltz and the Pas de deux
are the best sections, but all are equally

well written ballet music. Fiedler’s per-

formances are zestful and the recording

is ricii-toned and brilliant.

Tchaikovsky: Piano Concerto No. 1;

Artur Rubinstein (piano)
,
Dimitri Mitro-

poulos and the Minneapolis Symphony
Orchestra. Victor set 1159.

Rubinstein’s 1933 recording of this con-

certo has long been the preferred version.

His latest set again reveals his closer

affinity with this music than any other

soloist who has recorded it, but it also

reveals the pianist has become more the-

atrical in his playing of this music in

recent years.

Beethoven: Sonata in F minor (Ap-

passionata), Op. 57; Rudolf Serkin. Co-

lumbia set 711.

x Chopin: Sonata in B-flat minor; Robert

Casadesus. Columbia set 695.

Debussy: Preludes—Book II; E. Robert
Schmitz. Victor set 1138.

Levant Plays Debussy. Columbia set

710.

Liszt: Etude in D-flat (Un Sospiro);

and Schumann: Aufschwung, Op. 12, No.

2; Ania Dorfmann. Victor disc 11-9672.

(Continued on Page 114)

Exciting moments are in storefor Mother and child in

their introduction to the famous Acrosonic Piano.

Tone uniquely resonant in the small piano field, beauty and grace of

Styling, will charm the eye and delight the ear.

crosomc
BAUD WIN

\

The Acrosonic is available in seven distinctive models, including traditional

and modern designs, all finished in rare and attractive woods.

THE BALDWIN PIANO COMPANY, CINCINNATI, OHIO
BALDWIN, ACROSONIC, HAMILTON ANO HOWARD PIANOS • THE BALDWIN ELECTRONIC ORGAN

Mail coupon today for

free copy of the new
Acrosonic Brochure in

which latest models are

described and illus-

trated.

The Baldwin Piano Co.
Cincinnati 2, Ohio ' •

Please send ine postpaid, the latest Acrosonic Brochure.

Name . T
Street and No

City and State
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Singing Builds Character

(Continued from Page 77)

influence has the power to cause a yield-

ing, for his newly formed thoughts have
given him what he set out to attain; that
is, the ability to sing artistically, hence
he is satisfied.

The instant a student to be steps over
the threshold of a studio of vocal art, he
leaves a world of acquisitive combative-
ness, and enters a world of mind-exalting
sentiments, hence a new environment. Is
there anything more conducive to char-
acter building than enthusiastic associa-
tion with others in an atmosphere of
ennobling sentiments and emotions?

gray mud, with gray wzo zwzo. -

versation was carried on to the accom-

paniment of music from a dozen pianos,

and voices, and violins, drifting up from

the unglazed windows of a dozen little

gray mud huts.

We spoke the English of many lands,

but our common language was music.
1- /vf nVin»viV\nr milfi/i i

yy-r

At

New Music for an

Ancient Land

(Continued from Page 76)
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the conservatory. While waiting for com-
munications to open for my return to
America on furlough, I made the trip to
Yung-an by boat and bus.
The la^t lap of the journey was made

by licksha out into the country from
Yung-an. As I approached the gate of
the school, two figures came running to-
ward me along the grassy road. They
were my former pupils, Frederic and An-
ton coming to welcome me. Frederic (his
real name is Chang Hsiu Ming, but he
prefers Frederic Vladimir, after Chopin—
and Horowitz! } a§e seventeen, had studied
with me only three years, and starting
from the very ground, had covered fully
six years of piano work. Just a month
previously in newly liberated Foochow hehad performed with real musicianship

ChnnL
nVf g ’ WOrks by Beethoven,

Anton w,
hUmann

- Brah™. a»d Liszt.Anton at the age of sixteen, in despair
because he could not learn the difficult
sciences and mathematics required in all

h
H
lgh SCh00lS

’ had turned to mS
Sic and discovered that he had a realtalent for it. Now after a year's studvm which he had made phenomenal prog^’
ress, he and Frederic had left, because

to mter
m
th

inent departure for America,
to enter the conservatory. Though theyhad been here in Yung-an onlj a fewweeks, they welcomed me as old memberlof the institution, and led me to ProfLees bungalow, where my older pupil"Laurence Lee, and his wife were waiting

We sat down under the tall pines befoie the cottage to cool off from the climbup the hill in the September sim s “nmembers of the faculty from their neScottages, espying the guest, came over to

faculty on its own campus
sent to Director Tang who

™ d Was

running down the step’s and across^Tgreen hillside from his gray mud cottowearing shorts and a sportS a T’sat in the shade drinklng bo f̂taro-soup served by Mrs Lee th f
was all of music. The conservatory himgs were pointed out to me in the va L"below us, laid out around an oval b

7
auditorium, girls' dormitory practir!rooms, class rooms, boys’ dormitory m

but our common language was music.

Prof. Manczyk told of chamber music in

Berlin before the war. Anecdotes of

Sevcik and his pupils were the contribu-

tion of Prof. Nicolof, whose English bore

a Slavic accent. Mine. Manczyk in a

German brogue told of her teacher,

Schnabel, and of experiences while ac-
companying Elena Gerhardt. Director

Tang’s strongly French accent betrayed
his ten years’ life in Paris, as he told tales

of Cortot, Thibaud, l'Opera, l’Ecole Nor-
male, and the Latin Quartier. Laurence's
English was Chinese-nSiglish, as he re-

counted adventures from the student
concert tours in war-time China, or ex-
periences from his own frequent and
popular piano concerts. Frederic and
Anton stood silently by, taking in all
they could of this conversation.

I for my part contributed stories of
Mr. Matthay—“Uncle Tubs," as his pupils
called him—and the Pianoforte School in
London, and of music in America. It was
this last subject that was most interest-
ing to all. Then it was that Frederic and
Anton drew closer, and the others plied
me with questions about musical life in
the United States. They asked about con-
certs, orchestras, student life, conserva-
tories. Several of them, I could see, were
dreaming of the day when they couldcome to America to study. It was their
goal, as Europe was once the goal ofevery American music student.
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Voice Questions

_JnMerJ Lf DR. NICHOLAS DOUTY

The Art of the French “Diseuse”

0 I should like to assemble a program of

songs like those used by Yvette Guilbert, the

French diseuse. Do we have any song litera-

ture in English, either original, or in transla-

tion which would lend itself to such interpre-

tation? I shall be most grateful for any help

you can give me.—M. A.

A. It would be quite difficult or almost im-

possible to reproduce the art of the French

diseuse in English. It is characteristic of the

French people, their language, their music,

their poetry, and their temperament. It is as

Gallic as Chateau Yquern or Veuve Clicquot.

Yvette Guilbert, with comparatively little

voice, could paint every mood of these charm-

ing chansons, some old. some new, some
grave, some gay, and many quite naughty,

with taste, style, and "nuance” in an inimita-

ble manner. To sing them in a translation

would rob them of a great deal of their in-

dividual flavor.

However, many of them have been collected

and harmonized by Weckerlin, Julien Tiersot,

and other French and Belgian musicians. You
might look at “Bergerettes.” by Weckerlin;
“Forty-four French Folk Songs from Canada,
Normandy, and Brittany." by Tiersot; and
“Pastourelles of the XV Century," edited by
Yvette Guilbert.
Recently it has become something of a fad

to sing the old-time American songs. As a
result, there are collections of "Cowboy
Songs.” “Hill Billy Songs," and “Mountaineer
Songs,” of varying musical value, and from
various localities. There are also the songs of
Francis Hopkinson, the first American com-
poser, “Pioneer American Composers," and
"Pioneer Love Lyrics," arranged by Milligan.
A large and excellent collection by Carl Sand-
burg, the American poet, Is entitled "The
American Song Bag," and contains "Songs of
love, fun, and grief." Some of these songs are
American, some English, Irish, Scotch, and
even Welsh origin, and will tax the interpre-
tative abijity of many a singer. The books
mentioned may be secured from the pub-
lishers of The Exude.

A Rather Sad Letter From Eire

Q- I am forty-two. I have trained with well
known Italian teachers here and have sung in
opera and oratorio, with much success. In re-
cent years I have experienced difficulties with
my breathing. For instance, I have difficulty
in breathing Every valley from “The Messiah,”
and II mio tesoro from “Don Giovanni.” I
have become fat and I smoke heavily.
Could you give me some breathing exercises

which might improve my breathing? Also sug-
gest a suitable diet which might help me in
my tendency to get fat? What is the best
remedy to get rid of this incessant smoking
habit?—F. W.

^
jv/u uctve guiien CAueuieiy muul.

°u should go to a reputable physician, ask
on to examine you and to prescribe a suit-
Die diet that will enable you to keep up your

obese
S^ren^^1 without tending to make you

2
‘

T*J
e singer is. first of all, an athlete, and

athlete dare smoke heavily, if he wishes to
emam jn good physical condition. The two

r y
ou mention are both extremely difficult,

quiring a remarkable control of the breath,

h f1 *ew fleshy men are able to maintain. “The

inu ^
e
?e<

?.
y ric* hicessant srnok-

mair
nat>lt

’
’ to Qu°te your own words, is to

it'
UP your mind to stop, and then stick to

this:
^°U *}ave n°t enough will power to do

never be able to regain the con-

in? 1 breath that once you had- Breath-

result
ercises alone will never produce the

the hriu
U However, you might look at

bv Hoik *
Breathing for Voice Production*
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are vpm* Tlle exercises recommended in it

do thA,«
Strenu°us, so be careful not to over-

successfuiiv
SP

^
Cially at first ' If you have sung

must
m oratorio and in opera, you

It woniH
eSS

«*
ai1 excellent, well trained voice.

certainly be a sign of weakness if
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you were to give up singing because you love
to smoke a’nd eat excessively.

Some Interesting Questions From Palestine

Q. Since l believe that it is merely a ques-
tion of “Re-Awaking” the sense of pitch
which exists in every human being, by in-
tensive training. I am much interested in the
possibility of developing absolute pitch.

1. Will you please give me your opinion
upon this subject?

2. Please give me the titles of one or more
publications treating this question fundamen-
tally, in either English, French or German?

3. Please give me the titles of one or two
books upon ear training, with exercises.

—M. B. Z.

A. We offer two definitions of absolute
pitch. The first is from Oscar Thompson's
"Cyclopedia of Music and Musicians." We
quote—“Absolute pitch is the possession of an
exceptionally sensitive ear, which enables a
person to determine immediately, the pitch of
a note sounded. Lack of this faculty by no
means excludes a musician from the leaders
of his profession; such composers as Schu-
mann and Wagner reputedly did not have it.”

Mac Millan’s "Encyclopedia of Music and Mu-
sicians.” says

—

"Absolute pitch—The number
of vibrations per second required to produce
a given tone. The sense of absolute pitch is

the ability of an individual, usually a trained
musician, to accurately determine the pitch of

a musical tone by merely hearing it sounded."
Our own opinion is, that the ability to ac-
curately determine pitch varies enormously
with the individual. The so-called tone deaf
man cannot distinguish any variations of pitch
at all. Fortunately, few people are entirely

tone deaf. From this unfortunate individual
we progress slowly until we reach the ex-
tremely sensitive ear of the highly trained
and gifted musician, the man who can dis-

tinguish the smallest variations not only in

pitch, but also in the quality of the tone. To
such a man a tone sung out of time or of

ugly quality, produces a sensation of discom-
fort and annoyance. We feel that appreciation

of pitch (like almost everything else in mu-
sic) is partly a natural gift, and partly the

result of sedulous study.

Here are the names of three books upon
the subject of ear training:

1. "Primer of Ear Training,” a short and
simple book for beginners,

2. “Intervals, Chords and Ear Training,” by
Jean Brown; somewhat longer and more ad-

vanced.
3. “Advanced Ear Training," by Wedge; a

long and serious book.

An Infected Throat After a Severe Cold

Q. For many years I have studied voice and

piano. A while ago I had a very severe cold and

since then my voice sometimes shuts off in the

middle of a song and no sound comes forth. Can

you tell me what this is and what is the remedy?

It is very embarrassing and annoying to lose

one’s voice in the middle of a song. This is the

first time I have written for advice to The

Etude, although I have read and enjoyed it for

o long time.—E. G. H.

A. It is not at all unusual for a very severe

cold to cause an inflammation both of the vocal

cords and the muscles that control them. It

sounds as if that had occurred in your case but

it would take a laryngoscopic examination of

your throat to determine it with any certainty.

Or you might have some infection remaining in

the trachea and when you sing, phlegm is dis-

lodged which prevents the cords from vibrating

freely or brings on an attack of coughing. Ap-

parently you still need advice and treatment,

from an experienced physician before your

voice can recover its normal beauty and freedom

of production.

Make THE ETUDE Your Marketing Place

Etude Advertisers Open the Doors to Real

Opportunities

Tonally and artistically the Clavichord differed

considerably from its contemporary, the Harpsichord.

In the Clavichord was found the keyboard application

of the principle of the 'mediaeval monochord. When

you struck a key it caused a vertical metal "tangent” to

touch a string. A remarkably soft, and even meager,

tone resulted in contrast with the Harpsichord.

But the Clavichord required only a slight touch of the

finger to communicate with the string because of the sim-

ple mechanical link. The string then "sang” the melody.

This delicacy of playing was transmitted to the piano

...and is the debt it owes the Clavichord.

In a modern piano, like the Jesse

French, (lying fingers revel in the

touch of the special direct-blow

action. The glowing tone resulting

is something you’ll appreciate when

you strike a few chords. Here

is a piano you can recommend

unhesitatingly, knowing it will

attract the pupil and please the parent.
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its rhythmic flexibility and grace,
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lacks strength and bigness of purpose
Here again, Rubinstein, with better rec-
ording, sustains the listener's Interest
more. If unevenly recorded, Miss Novaes’
performance of the ubiquitous third bal-
lade is none-the-less admirable for its

musicianly taste.

Neither Schmitz nor Levant are our
idea of the ideal interpreter for Debussy's
music. The former is intellectual where
others are intuitive: the latter is punctili-
ous and less evocative than others who
have performed the same music on rec-
ords.

Miss Dorfmann gives a rythmlcally
him performance of the Liszt etude, and
an intelligent though mannered one of
the Schumann. Fine recording. The
Lecuona and Gould pieces, well per-
formed and recorded, will appeal to thosewho like brilliant two piano playing.
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THE ETUDE

Organ and Choir Questions

_/4nlivered by FREDERICK PHILLIPS

Q. I have access to a large four manual organ

in our church. We have an eighty foot dome,

and the gallery and dome are octagonal in

design. It is hard for the organist to tell what
his playing sounds like because of the deplor-

able acoustical properties of the octagonal

dome (I) What is the best combination of

bass pedals for accompanying the choir in

anthems, and also the congregation in hymns,
keeping acoustics in mind. We have ten pedal

stops, including violone 16'
, resultant 32

diapason 16’, gedeckt 8’, tibia 8’, three other
16' stops, and a 16' bourdon. (2) Recommend
at least two competent books on general organ
technic, and the proper way to master the

pedals. (3) What is the correct way to play

the bass line of hymns—in other words what
do I do with my feet? Do I play above middle
C as well as below? I have been using 16’

coupler on the Great and Choir Organ in the
absence of specific instructions.—Z. Z. G.

A. It is difficult without actual observation

of acoustical conditions to make recommenda-
tions, but the 32' stop should be used very
sparingly, and as a general rule the bourdon
and violone should form the basis for most
of your pedal work, adding other stops for

special needs. The pedal should be coupled to

the Swell as a general practice, adding the
Great where greater volume is required—often
in the singing of congregational hymns. One
way to check on the acoustical results would
be to have a friend stationed in the congre-
gation to observe and report in detail the
results of various phases of the organ playing
and registrations. This friend should prefer-
ably be an organist, and the check-up should
be made during regular services, as of course
the acoustics change considerably between an
empty church, and one fairly well filled with
people. (2) We recommend • Carl’s “Master-
studies for the Organ”; “Systematic Organ
Pedal Technique,” by Goss Custard; “Primer
of Organ Registration,” by Nevin; and “Organ
Registration,” by Truette. All may be obtained
through the publishers of The Etude. (3) The
pedals should follow pretty closely the bass
part of hymn tunes, and both feet, as well as
heels and toes, should be used to obtain
smoothness and legato effect. Most decidedly,
where the music runs above Middle C on the
pedals the playing should follow. How would
you like to hear a singer drop an octave when-
ever the range became a little inconvenient?
That’s exactly what the listener hears when
an organist drops an octave in the pedal part
for greater convenience. The right foot should
be just as active as the left in taking care of
the pedal work, and the upper part of the
pedal board is really intended for use.

Q. I would appreciate information regarding
the organ in our church. It is a reed
organ, with the following stops,’reading from
left to right: Viola, Dulcet, Diapason, Vox
Angelica, Bass Coupler, Fortissimo, Treble
Coupler

, Echo Horn, Cremona and Celeste.
Please suggest combinations to use for hymns,
rnthems and for a light soprano soloist. I have
been using full organ (both knee swells) on
hymns; Vox Angelica and Bass Coupler and
Echo Horn on most anthems and for soloists,
but this combination seems too heavy for our
light coloratura soprano. Would you suggest
Cremona and Dulcet (4'), or is this too reedy?
With all other soloists the 8 foot stops seem
till right, but the bass is too heavy with the
soprano of the quartet. Also please suggest
effective accompaniment for the Schubert Ave
Maria. Should the notes be played portamento
js on piano, or should they be tied more as a
yroken chord, with each note held. Would the
lass coupler give the effect of foot pedals on
tieavy passages in organ solos, or would this
be too heavy. Please advise, if the manufac-
urer of this organ is still in business, and if
not could new reeds be obtained from another
manufacturer? Would it be advisable to install
o tremolo (fan type) in this organ? We would

e to
m

hsc a piano with the organf but the
Egan is pitched about Vs of a tone above the

piano and the tuner does not recommend pull-

mg up the piano strings that much. Could a
ow set of reeds be obtained, and would they

be standard pitch? Would it be worth-while to
do this until we are able to arrange for an
electric organ?—F. C.

A. As far as we are able to ascertain the
manufacturer of .the organ you mention is no
longer in business. The use of the full organ
is suitable for congregational singing, but if
the text of the hymn calls for softer effects
the organ volume should be reduced accord-
ittgly

» at least to the extent of releasing the
knee swell controlling the crescendo, general-
ly on the right. For moderate volume accom-
panying of anthems and quartets, we suggest
the Diapason, Vox Angelica, Cremona and
Celeste, and for soft effects the Dulcet and
Celeste. Stops in different organs do not al-
ways have the same tone quality and volumd,
so these suggestions are subject to actual test
on your own organ. As to the Schubert Ave
Maria, there are so many different arrange-
ments that we could hardly advise you pre-
cisely how to play the particular arrangement
you are using; generally speaking, arpeggios
are not very effective on reed organs, and if
you find such passages inclined to blur, we
suggest playing solid chords. The bass coupler
does not give the effect of pedals but should
be used only with the full organ. We doubt
the feasibility of installing new reeds, and
about the only place we can suggest as a
possibility is the firm whose name we are
sending you. You might write to them to get
their advice in the matter.

Q. Our Lutheran congregation is considering
building a new church and purchasing a new
organ. The church is 52 ' x 88', with a seating
capacity of about three hundred. On the left

side of the chancel is the sacristy, and on the
right side an office. These are 8’ x 10’ and 10'

x 14' respectively. Is it possible and advisable
to place the organ above these rooms? The
console would be in the balcony. Should the
swell shutters face the nave or the chancel?
Definite plans have not been made for the
church, but I thought it would be better to

have the organ specifications so that the archi-

tect could consider them in his plans. Speci-

fications follow. Would an Octave be better

than a Fifteenth ? Would a hautboy or horn
of 8' be better than some of the stops men-
tioned for the Swell, or the mixture? Will the

overtones overbalance the fundamentals when
playing full organ? Our budget is limited to

$5,000 to $7,000. Are these plans too extensive?

Our congregation sings with considerable vigor,

so corresponding volume will be required.

Would you suggest any substitutions? Is it

better to have Great and Swell in separate

chests under expression? Should the tremolo

be on the Swell only? Does the Crescendo
work irrespective of pistons and couplers? Is

there more unification in the Swell than you
would recommend? Are there more flute stops

than you think advisable?—M. S.

A. There would seem to be ample space

for the organ above the rooms mentioned, and
the effect should be satisfactory. Better volume
for the congregation will be obtained by plac-

ing the swell shutters facing the nave, but

this may not be practicable. It will be all right

if you find it necessary to place them facing

the chancel, as not too much volume will be

lost. We do suggest, however, that the console

be placed downstairs convenient to the choir.

As to the specifications on the Great we sug-

gest the Octave 4' instead of the Fifteenth,

and an 8' Stopped Diapason might be better

than the 8' Harmonic Flute, but keep the 4'

Harmonic Flute. On the Swell the Stopped

Flute and Stopped Diapason are somewhat

similar in tone quality, so we would suggest

an 8' Oboe instead of the Stopped Flute. Instead

of the Mixture we suggest a Violina 4'. It

may be necessary to reduce the specifications

a little to come within your funds, but any

reputable builder will be glad to advise you

specifically in this matter. We see no particular

advantage in having the Great and Swell in

separate chests under expression—both could

be in the one chest. The Tremolo should affect

both manuals. The Crescendo pedal operates

regardless of pistons or couplers.

u
t/ourJinge/s touc/i t/e Zeys

" a7icZmusic /eaps to life/

At the slightest touch of your
fingers, the full-throated notes of
the Hammond Organ swell out.

Rich brasses, soft woodwinds,
stirring strings—all the vast
resources of a great organ—are at

your fingertips.

You can play a single piece a
thousand different ways! You can
range at will from a mere whisper
to full voice. You can gain new
inspiration from the unsurpassed
wealth of tone and color this re-

markable instrument gives you.

And it’s all so easy! If you can
play a piano, you can play the

Hammond Organ.

The Hammond Organ has been

bringing enjoyment to the homes
of thousands of music lovers for

many years. It has long been used
and acclaimed by the world’s most
eminent musicians.

The Hammond Organ produces
all its tones electrically—and is the

only organ in the world that can’t

get out of tune. It is hardly larger

than a spinet piano, and is easily

moved.

To really appreciate it, you
should see, hear and play the
Hammond Organ at your dealer’s.

Mail the coupon for the name of

the dealer nearest you—and for fur-

ther information about this com-
plete organ that costs no more than
a fine piano.

Hammond Oj}gan
MUSIC'S MOST GLORIOUS VOICE

Hammond Instrument Company
4210 W. Diversey Ave.. Chicago 39. III.

Without obligation, send full details about all models of the
Hammond Organ to:

Name

Address

City P.O. Zone State

©1947
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A GIFTED STUDENT WILL RESPOND TO

4 WILKANOWSKI Violin

A SUPERB VIOLIN OF TRUE ARTIST-CALIBRE

Tbe WiJkanowski Solo Violin is in
tiie great tradition of the old mas-

I
ters. Body and neck are made of
extremely old maple of distin-

|

guished flaming; the top is spruce
j

of superlatively choice grain. The
oil varnish is finished in golden
brown and shaded to amber.
Choicest Madagascar ebony, trim-
mings. A magnificent tone of true
lyric quality is the outstanding

|

feature of this fine instrument.

THE CASE—is Strongly built in grace-
ful lines with sturdy, laminated veneer
body, covered with heavy top-grain
leather and plush linings. THE BOW

is genuine Pernambuco
wood stick and accessories
include an extra set of
tested artist-quality
strings; mute; chin rest
and E-string adjuster.

BRILLIANT AMERICAN CRAFTSMANSHIP
This outstanding, master-made vio-
"" *s the personal handiwork of Mr.
W. Wilkanowski, one of the greatest
living luthiers. All his famous in-
struments are notable for perfection
of wood and fine workmanship—
and for their rich, lustrous oil-
varnish (Mr. Wilkanowski’s own
secret). Noted for their brilliant
tonal qualities, Wilkanowski violins
are the treasured possessions of hun-
dreds of virtuosi and concert artists
throughout the country.

UNUSUAL 6 DAY
TRIAL OFFER v „,etuit ijm You can actu-SEND NO MONEY ally have a Wil-r~~~ —— kanowski Violin

TR^^L
hand

\f°
r examination on 6 daytrial offer. Here s how it works, We’U

inSionfn
' P?vilege of 6 days’ exam-mation in your home or studio. Yourmoney stays in Express Company’s office

chandise. Abso-
r_l

lutely no risk! No
chance for disap-
pointment! 100%
satisfaction or
there’s no sale.

teachersN/
take advantage
OF SPECIAL PRICES

AND TERMS

The Wilkanowski Solo Model
Violin (only) . . . SI7S.00

Complete Outfit . . . $200 00

The FRED.fiRETSCHMFG.Co.
Musical Instrument Makers Since 1883

218 So_ Wabash Avenue 60 Broadway
CH 'COga4

’ Ml- Brooklyn II, N Y.

GUARANTEE acoustheorist
new life to your violin

Investigate today

ion,
New and old vio»«ns

1381 6th Avenue New York 19, N. Y._ »EL. CO. 5-4078

250 GENUINE VIOLIN LABEL FACSIMILES AND BRANnM adiccof the most important Makers each mnri™ t
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TRANSPOSITION
covering ALL problems of transposition

rh . ,

Scnd folder to the authorCharles Laaourgm, 35 W. 57th St.. New York in

FREE Sam ple Record

for SALE:

VIOLIN STRADIVARIUS
( The Dacitlotf VIII 1712)
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information on request
* “anuscrlpt and lull

Write Henri Lupien, 316 Douglas Street
Manchester, N. H.

WM. S. HAYNES COMPANY
Flutes of Distinction

STERLING SILVER _ GOLD _ PLATINUM
Catalog on request

108 Massachusetts Avenue. Boston 15. Mass.
•—revealing how you can be taught singing
and speaking by famous teachers through
Educational Records.

Write for record Senr aWure/y free

1ISTR1ICT-D-TBIES • SO S. MK Kill HEW • nsIDEM 5 • MUF.

PIANO TUNING PAYS
Learn this Independent Profession

AT HOME
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e<i JONOMETER with RKATUAUI.f. is a scientific teaching-tunina
instrument that simplifies learning and
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APPROVED. Write for free booklet.
NILES BRYANT SCHOOL

Washington 1 C, D. c.
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THE INSTANT-MODULATOR

The Violinist’s Forum
(Continued from Page 83)

If, after mature consideration, an exper-

ienced player feels that the indications

on the pages do not convey the true con-

tent of the music, then he should feel

free to change them in such ways as will

allow him to give a musically convincing

interpretation.

The younger readers of this page will

please note that I said “experienced

player.” Such liberties With the printed

text are not for the unfledged student!

The effect desired in your second quo-

tation could have been equally well in-

dicated by a dash (—) or by the ab-
breviation ten. (short for tenuto = held)
over the G-sharps and the B’s. But per-
haps the way it is printed is more em-
phatic; it demands that the notes con-
nected to the eighth-note bars be pow-
erfully stressed and held a little longer
than their actual rhythmic value, and
the open E’s somewhat slighted. Played
in this way, the passage builds up a big
climax.

I was glad to hear from you again, for
your letters always bring up some point
that is musically or technically inter-

filuscular Cramp

... (1) What is the best way of over-coming and preventing what you term
chronic muscular cramp” in the left armduring performance? And in the richtarm, if the cramp occurs during a vigor-ous passage? (2) Is there any reason thy

Tet-hf
6 CX

l
rCises “ y°ur 'Basic ViolinTechnique' should not be done (morerestfully) in the sitting position?"

rev.
—J- L., Saskatchewan.U> The commonest cause of cramp in

the left arm is the habit many vim- <

'

have of pushing the shoulder t
^

and upward in order to hold
Ward

firmly. This will inevitably Can
Vlolin

cramp to develop sooner or later nT a

its effects may not be noticeabie
h°Ueh

the player is under the enrTs^l
performance. If you have this hahi

°f

should get a chin rest and shoulder n°a
that will enable you to hold the viol

d

Cramp can also develop if the nio,
continues to practice after his hand farm is tired Many violinist.,

fatigue in this way in the hope of lncreasing their powers of endurance This
is an entirely mistaken notion As r
have said many times in these pages
the first sign of fatigue the player
should stop practicing for some ten nr
twelve seconds and allow his hand and
arm to relax completely.

I would suggest that ‘for the next few
weeks you do nine-tenths of your prac
ticing very slowly and with complete re-
laxation. Don't try to draw a powerful
tone or seek to maintain an intense fin-
gei grip. Don t increase the finger pres-
sure until you are quite certain you can
do so without tensing muscles which are
not concerned with making the grip
The same principle applies equally to
the right arm. It need not worry you if
your playing sounds flaccid for a while;
this Is tlie easiest and quickest way to
overcome the tendency to stiffen.

*21 Certainly the mute exercises can
be practiced as well sitting as standing
Just be careful to keep your violin in
good playing position—that is, well up!

New Music lor an Ancient Land
(Continued frbm Page 112)

Women’s College called “Hwa Nan”(Flower of the South) had been carryingon during the war years. They havinglearned of my visit in Yung-an‘ had announced a recital for the openingtight

Point them
an
i

b

the

ge

gir

“e

0f

0

th
t0^

Mr consents 1, £" ,

to *“ I

wishes for mv ,

g their S°Qd
America.

7 approachlng year in
A c*

celebration of the ntaety-thh/ an"
1

sary of the founding of th
"

a
1W

Board Mission schoof a!
Americ

had been one of tho «
S thls mstituti

Western mus c mto cSnl
‘° introdl

years had been one nf ^ and of 1;

field, the occasion had to be
der

,

S * 1

with concerts. The band
b celebrat

took part in ^ cl

^ prt
se

w
ps-

"‘h neW Chin«* worVs^S^

elan by a full chorus and soloists, to band
accompaniment. At the second concert,
a benefit for the Foochow College Library
1 ost in the war) I was assisted by a few
music majors, and the voice teacher. Miss
lene Hsueh, who had recently given a
enefit concert of her own to raise

for study abroad, sang arias from
Othello and “The Marriage of Figaro,”
and a Chinese composition by Dr. Huang
ze, called Sea Rhythm, accompanied by

a double auartet.
As I watched from back-stage the audi-

7* * over two thousand Chinese, each
0 whom had paid from one hundred to
ve hundred dollars for a ticket, listen-

ing intently to this music, I realized as
lever before what a great change had

th
6n place *n this land in the ninety-

spv,

66 ^5^ since the founding of our
°oi. What a long way they had come

since the time when music was a de-
gra ing thing no gentleman would be
seen listening to, and the simplest West-
n hymns were an unintelligible jumble

01 sounds to their ears. And as I listened
a clear lyric soprano voice singing

music by Verdi and Mozart, heard in-

. expressive playing of Chopin

ara ?abussy- 1 said to myself. “Of what
*re these Chinese not capable? What
lay we not expect from them in the

future?”
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Violin Questions

_/luM!:r<J hj HAR0LU BERKLEY

v'-Una Made By Benoit

^Mrs M. S. D-, Colorado. Very little is known

f the maker Eugene Benoit, except that he

worked in Brussels in the seventeen-fifties. A
fir instruments known to be his work h<*ve

been seen, and they were very well made. He

used good wood and generally modeled his

violins on a large pattern. His varnish is usually

dark brown. In good condition, one of his in-

struments could be worth about four hundred

dollars.

Is il Genuine?
G. A- Ohio.—If your violin is a genuine An-

tonio Amati it could be worth as much as

$7000. But there are very many violins labeled

with a facsimile of the Amati label which are

not worth a twentieth of that amount. How-
ever. your instrument has an interesting back-

ground, and it might be worth vour while to

have it appraised by a reputable dealer.

Reference to Vibrato Article

Miss C. F., New York. The answer to your let-

ter concerning the vibrato appeared in the Oc-
tober issue of this magazine, which, however,
came out after your letter was written. I hope
the article has helped you. If it did, will you
let me know what part of it was most useful

to you?

The Violin or tin* (ilariuet?
D. M. T., Virginia. I wish more young fel-

lows had your earnest desire to play in a
symphony orchestra when they get older, for
there is a real shortage of trained young play-
ers, a shortage which is likely to continue for
a number of years. But at your present stage
of advancement I cannot advise you to make
such a career your goal in life, particularly as
you have not yet taken lessons. You seem to
have covered a good deal of ground in the six
months you have been playing, but perhaps
you have been pushing yourself along too
fast. It may be that you have a fine natural
aptitude for the violin, and can learn quickly.
But that is not enough: you must have a good
teacher, if you want to play really well. After
you have studied with him for a year, he
could tell you what the future holds for you
as a violinist. You say that you have played
the clarinet for eighteen months in your high
rchool band and that your director says you
have good tone and technique. It might be
much better for you to concentrate on the
clarinet, for it is a far easier instrument. You
could become a very good clarinetist in half
Ue li

r
ie ** would take you to become a good

violinist. But by all means take violin lessons

•u r year or *wo and hnd out what your pos-
sibilities are. As a clarinetist, it would be very
good for you also to play the violin pretty

rtisrJL
?’• W ‘ A ” Oklahoma. The label you

Q o e is that of J. B. Guadagnini, but that ii

•
guarantee that the violin which bears il

s genuine. However. I think you should have
Some Quite good instrument

‘
,

a Ouadagnini label. And it is jusl
1 Jle that the violin may be genuine.

Tononi Violins

. F"’’
^ ova Scotia. Carlo Tononi workedm Bologna and Venice, Italy from 1689 to

about 1730. His instruments are beautifully
made and are much sought after for their fine
tonal qualities. Their prices range between
$1500 and $3000, although a few outstanding
specimens have brought as much as $5000.
However, not every violin bearing a Carlo
Tononi label was made by him. If you wish to
be sure that you have a genuine Tononi, you
should have the violin appraised by an ex-
perienced dealer.

A Great Violin Maker
Miss M. G.. Washington. Next to Stradivari

Joseph Guamerius (del Gesu) was the greatest
violin maker of Cremona. He was born there
in 1698 and died there in 1744. Instruments of
his make have sold for as much as $50,000.
But I cannot assure you that your grand-
mother’s violin is a genuine Guarnerius; the
instrument is much more likely to be a fac-
tory copy worth around $100. It would not be
a bad idea, though, to have it repaired and
appraised. As it is at present, in pieces, it is

not doing anyone any good; repaired, it would
at least be worth playing on, and it might be
worth a few hundred dollars;

I In’ Old Question—Is it (»ciiuiiic?

Mrs. R. L. G., Indiana. The fact that a vio-
lin is labeled "Antonio Stradivarius Cremo-
nensis Faciebat Cremona anno 1735" means
nothing whatsoever. Over the years, fac-
tories in Germany and Bohemia tumed out
such violins by the hundreds of thousands,
violins not worth $100. Some quite good
makers also inserted Strad labels in their in-
struments. If you have any reason to believe
your violin is a good one. you should have it

appraised. A written description of a violin
offers no evidence upon which anyone could
form an opinion.

Stainer Violins

Miss M. G., Minnesota. Jacobus Stainer
never branded his violins on the back, or any-
where else. He had too much respect for the
fine instruments he created. So your violin is

certainly one of the many thousands of cop-
ies. some of them little better than caricatures,
which have been produced in the last two
hundred years. It is probably worth between
fifty and one hundred dollars.

Supplies for Violin Making
R. F. E., Idaho. The Metropolitan Music Co.,

222 Fourth Avenue, New York City, could
probably supply you with the materials and
tools you need for violin making. It is a fas-

cinating hobby, and I hope you find great

pleasure in it.

A Stratton Violin
Mrs. M. L. G., Delaware. I have not been-

able to obtain any information regarding a

maker named John F. Stratton. About the

middle of last century there was a violin fac-

tory in Leipzig, Germany, that used the trade

name of Stratton. Possibly your violin came
from there. In any case, its value would have
to be estimated on the merits of its work-
manship and tone quality. I am afraid that

is all I can tell you.

A Large Collection Of FineVIOLINS
Old & New, With Concert Tone

REDUCED 40%
Send For New List.

FRANCIS DRAKE BALLARD
. Collector-Dealer

—ISlliPP^ci Rd. Tuckahoe. N. Y.

iVUluim andSon
207 South Wabash Ave.—Chicago 4, 111.

SPECIALISTS IN VIOLINS, BOWS. REPAIRS, etc.

WRITE FOR INFORMATION
PUBLISHERS OF "VIOLINS and VIOLINISTS"
America's only journal devoted to the violin

Specimen Copy 35?—$2.50 per.year.

NEW VIOLIN INVENTION

^
or Artists and Amateurs

You feel and see

Where fingers should be"
Why not play in tunc?

J
7TnY VI0L 'N KEYBOARD SYSTEM

37 N ' Ber"°rd St. Chicago 47. III.

CREMONA Oil Varnish
SUPERBA Strings

Violin Makers Supplies

THE VIOLIN SHOP
Bernard J. Le Blond

54 Surby Ave. in Lakeview
P. O. Address Box 167

Battle Creek, Michigan

PERFECTED

More Musicians use Armour Music

Strings than any other brand

Constant Refrigeration throughout processing,

from slaughtering rooms to humidity-eon-

trolled drying rooms, protects the top quality

gut in Armour Strings from deterioration.

Thus, Armour Strings retain greater strength

and resiliency — are never lifeless, as are

strings made by the old-fashioned process of

"Brining” lamb gut. Armour quality control

maintains this refrigeration at exactly the

correct temperature at all times.

The perfection of Armour Strings is the

result of six important steps: (1) Getting

finest raw materials; (2) Protecting quality

by constant refrigeration; (3) Controlling

quality by laboratory tests; (4) Precision

splitting of gut; (5) An exclusive Armour
tanning process; (6) Polishing to exact di-

mension desired. When you specify Armour
Strings, you know you are getting the best

because no other manufacturer duplicates

the Armour process of perfecting strings.

Quality Controlled BT ARMOUR

Many Artists of the fa-
mous NBC TOSCANINI

I Orchestra are using G. B. Virzi
• Instruments.

TTU Expert repairing our specialty.
E.J.&J. VIRZI CORP..5Q3 Fifth Ave„ New York

JOHN MARKERT & CO.
141 WEST I5TH ST., NEW YORK II. N. Y.

VIOLINS OLD & HBT
Expert Repairing. Send for Catalog

FLEXIBLE HANDS
*P<yi

Musicians

Typists

Athletes

Craftsmen

0 All who need skillful hands will find Manuflex a
quick, sure aid to supple fingers Manuflex is an
ingenious device for stimulating and flexing hands.
Saves practice time for the performing artist. Is
invaluable for teacher and student. Endorsed by
Fritz Kreisler, Albert Spalding. Olga Samarofif-
Stokowski, Louis Persinger and many other famous
musicians. Used at New York’s Juilliard School,
Boston’s New England Conservatory, Chicago’s
American Conservatory and by members of great
symphony orchestras. Often useful in rehabilitating
injured hands.

Postpaid by mail—$20.00. Satisfaction guaranteed.
Money refunded after five days’ trial if not satisfied.

MANUFLEX
Manuflex Co., Dept. B, 2315 S.W.lst Ave., Portland 1, Ore.

1

1

Outstanding Musicians
praise Manuflex . . .

ALFRED MIROVITCH,
Russian pianist-teacher-lecturer

"The Manuflex will go a long way towards help-
ing stretch small hands and making them more
flexible. At the same time there need_ never be
the slightest fear of hurt or injury. It is the first

invention of this kind which I can recommend
wholeheartedly to pianists and teachers.”

EDWIN HUGHES,
Eminent New York Pianist and pedagogue

"I have examined and. used the Underwood
Manuflex and unhesitatingly recommend it to
pianists for expanding and strengthening the
hands. Among other advantages it is com-
pletely under control of the user, thus avoiding
possibility of injury to the hands."
From the college standpoint
"The Manuflex has made mgny friends at Ari-
zona State College. Students have had better
lessons and more profitable practice after
warming up with, this device. Benefits which
have been especially apparent are:
1. Larger stretch in small hands.
2. Increased independence of fingers.
3. Improved tone quality because of flexibility

I I

developed.

HELENE ROBI NSON, head of Piano Department
Arizona State College
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Bands: Past—Present-

Future

(Continued from Page 81)

Coldstream Guards of England, whose
performances would compare very favor-
ably with the best concerts of our top
flight symphony orchestras. That these
great musical organizations became cas-
ualties of World War II is indeed a tre-
mendous loss to the band world and it
is good indeed to learn. that La Guarde
Republicaine Band is well on its way to
being re-established, and undoubtedly
will eventually take its place as one of
the great bands of the universe.
As in the European countries, the band

of America was born as a military or-
ganization, although at a much later
date, as well as on a less pretentious
scale.

In 1775 the Continental Congress au-
thorized the establishment of the Marines.
As a part of the unit, a band of lifers

and drummers was organized, and serv-
ed as the beginning of our famous United
States Marine Band.
During the Revolutionary War, fifes

and drums were the only instruments
used by the Colonial forces and ten or
more players composed the membership.
Following the establishment of inde-

pendence, the army and of course the
bands were disbanded, but in 1798,

Congress re-established the Marines and
again a band of drums and fifes plus a
drum-major and a fife-major was or-
ganized. The band kept pace with the
times and in 1800, two oboes, two clar-
inets, two French horns, one bassoon, and
a bass drum were added. It was in this
year also that the band presented its
first open-air concert in Washington.
The Marine Band is the oldest American
military band and has played for every

President of the United States, with the

exception of George Washington, al-

though it is presumed that he heard it

in concert or on parade following his

retirement from the Presidency.

Thomas Jefferson, himself an amateur

musician and godfather of the Marine

Band, was greatly interested in its future

and activities. Undoubtedly, much of its

progress and support can be attributed

to the cooperation and interest of this

great American. The Eleventh Regiment

had the first authorized band in New
York; organized in 1810, its perform-

ances were received with great enthusi-

asm and admiration particularly by

strollers on Battery Park.

In 1823 there were five bands in the

city of New York, all amateurs serving

without pay, although working for the

Militia. Later a few “professional” bands
were organized and vigorously competed
for the various engagements formerly

given to the militia bands.

izations were making progress b
rgan '

general were guilty of presenting w
ior music and indifferent nerfnrt

nfer '

By the middle of the nineteenth !^Ces
'

little progress had been made- h
tUry

remained rather small in member^
and were very poorly equipped P

About 1874, came Patrick Gilmore
a new era for bands and band m
Mr. Gilmore was without doubt the
standing band conductor, organizer
executive of his day. an excellent
cian, competent conductor, and a shman with a keen Insight intq prograT
building and possessed with a “hv,;"
how” of selling his band to the Americl"
public. Mr. Gilmore soon became the m
tion’s most noted band conductor p
band was the largest, the personnel ana
instrumentation the most highly deve
oped of its period. A “great concert gar
den” in which daily concerts were ore’
sented served to keep the band constantly
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Extension Courses by noted teachers, leading
to Diplomas, and Degree of Bachelor of Music.

fou can prepare yourself for a better position
by studying at your convenience by the Ex-
tension Method.
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No entrance requirements except for Degree
Courses. Credits earned by using your spare
time for advancement.

Catalog and illustrated lessons sent without
obligation to you. Check coupon below.
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Your musical knowledge—your position and in-
come today—are the result of the training you
have given your natural ability. Additional train-
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cal world.
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POINCIANA (N. Simon) 50c

PLAY FIDDLE PLAY (E. Deutsch
and A. Altman) 50c

SONG OF THE ISLANDS (C. E. King) 50c
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(P. Lincke) 60c

YOURS (G. Roig) 50c
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before the public. The outstanding suc-

cess of the Gilmore Band had a national

influence upon bands—both professional

and amateur, and as a result, hundreds

of bands were organized throughout the

nation. Not only did this period witness

a tremendous growth in the number of

bands, but also brought great strides in

the quality of performance and band
literature.

The close of the nineteenth century

found professional or community ama-
teur bands performing in the majority
of cities, towns, and hamlets. Many cities

passed taxation bills which called for ap-
propriations and support of their civic

bands and made liberal appropriations

for their maintenance. Leadership, though
still Inadequate, was also being gradually
improved. Yes, the civic concert band
was making a definite contribution to

the cultural and entertainment life of the

American public.

Next month we shall discuss
—"The

Band of Today.”

A Master Painter on

Masters of Music

(Continued from. Page 85)

was looking forward to a visit from a
young man who was said to have great
talent, as a pianist and composer—the
twenty-year-old Brahms. Who would not
envy Delacroix the pleasure of hearing
Chopin render his compositions in per-
son? The Polish master’s name occurs
frequently in the “Journal.” On July 8,
1847, for instance, Delacroix records that
he was “at Chopin’s house at three
o clock for a session. He was divine. His
Trio was played for him with Fauchon,
and so forth. Then he executed it him-
self and with a master hand.” Another
evening he spent talking music with the
renowned composer and pianist. “Cho-
Pui, he relates, “thinks Beethoven was
ormented by the idea of Bach. He based
s work on Bach a great deal. Haydn,

,.
e ™an whose second and third parts,

th c'

S sa-v ’ tlle pieces which follow

thp •

t
’ are best, sometimes did

em m three or four ways, all different,
a astonished me. Mozart, he says,

,

a sreat deal also. Beyond a
• But not in that wav. He must

FEBRUARY, 1948

have been led by a view of the whole
which did no.t permit him to make any
sweeping changes in his original idea.”
Here, as always, we find Delacroix

acutely conscious of the classical ap-
proach—the ability to see the thing as
a whole—the quality that marks Poussin
and Raphael and Mozart; and yet Dela-
croix himself was destined to live in a
romantic era that exalted the particular,

that precise moment which is less the
sum of the parts than the glorification

of a unique experience.

Chopin on Logic in Music
Another afternoon, shortly before

Chopins death in 1849, Delacroix went
for a drive with the ailing composer. “I

asked him what establishes logic in

music. He made me feel what counter-

point and harmony are; how the fugue

is like pure logic in music, and that to

know the fugue deeply is to be acquaint-

ed with the element of all reason and
all consistency in music. I thought how
happy I should have been to learn all

about this—which is the despair of the

common run of 'musicians. That feelihg

gave me an idea of this pleasure in

science that is experienced by philoso-

phers worthy of the name. The thing is

that true science is not what is ordin-

arily understood under that term, that

is to say, a department of knowledge

which differs from art. No, science, look-

ed upon in the way I mean, demonstrat-

ed by a man like Chopin, is art itself,

and, obversely, art is no longer what the

vulgar think it to be, that is, some sort

of inspiration which comes from no-

where, which proceeds by chance, and

•presents no more than the picturesque

externals of things. It is reason itself,

adorned by genius, but following a neces-

sary course and encompassed by higher

laws. This brings me back to the differ-

ence between Mozart and Beethoven. As

he said to me, ‘when the latter is ob-

scure and seems lacking in unity, the

cause is not to be sought in what people

look upon as a rather wild originality,

the thing they honor him for; the reason

is that he turns his back on eternal

principles; Mozart never. . .

.’ ”

As it was the classics in painting and

literature to which Delacroix returned,

so in music he always went back to

Mozart. Which is not to say that the

French painter did not have a whole-

hearted interest in the work of his con-

temporaries. He was much too sensitive,

too alive to the spirit of the age to re-

main indifferent to its motivating
rhythms. But the great man is inevitably

drawn to the society of his peers; only

with genius of his own stamp is he thor-
oughly at home; for in the last analysis

it is the universal masters who alone
can speak his language. As the French
writer, Montesquieu, put it, classic books
are for the writers; new ones for the
readers. And though Delacroix was re-

ceptive to, and indeed fought the good
fight for new modes of thought and ex-

pression, at heart this great romantic
was an incurable classicist.

Advancing the Cello

Section

(Continued from Page 80)

musical sound and does not carry well.

It is often necessary to bring players
to the verge of a scratchy tone in order
to develop a broad fortissimo.

Next month we shall discuss the four
fundamental conformations of the left

hand and the effects of these upon ’cello

technic.

Answers to ‘What s Your /.Q.

as to America s Patriotic Songs?

”

(Continued, from Page 70)

1. Hail, Columbia, Happy Land by Jo-

seph Hopkinson.

2. America by Samuel Francis Smith.

3. The Marines’ Hymn—Author Un-
known.

4. The Star-Spangled Banner by Fran-

cis Scott Key.

5. Dixie by Albert Pike.

6. O Columbia, the Gem of the Ocean

by D. T. Shaw.

7. Battle Hymn of the Republic by

Julia Ward Howe.

8. Yankee Doodle—Author Unknown.

9. When Johnny Comes Marching Home

by Louis Lambert.

10. America the Beautiful by Katharine

Lee Bates.

TEACH

MODERN PIANO
by note . . . the

CHRISTENSEN

WAY

Classical teachers ev-

erywhere are finding
the answer to the prob-
lems of teaching popu-
lar music, in our mod-
em, up-to-the-minute
method. Based on sound
principles of music, it

will help, not hinder
classical studies. Fran-
chise contract will give

you exclusive right to teach and advertise our

method in your community, if not represented.
Our 43rd year. Write for complete details. En-

close $2 for complete, 91 page instruction book.

PLAY POPULAR PIANO
LIKE A PROFESSIONAL
with our BREAK SHEET SERVICE

It brings you clever arrangements for playing extra
choruses of eight popular “hit parade" tunes. Gives
you breaks, novel figures and tricky embellishments,
ready to fill in. Single copies 25c, -.stamps or coin.
Send $2 for ten consecutive issues.

THE CHRISTENSEN METHOD
Suite 754, Kimball Hall, Chicago 4, Illinois

1

Original compositions for the Piano by

LEOPOLD WOLFSOHN
New intriguing melodies and harmonies that linger.
Ideal for studio and concert. Used by progressive
teachers and artists.

Elementary, Intermediate, Advanced and Difficult.
Thematic circular upon request.

LEOPOLD WOLFSOHN EDITIONS
Hotel Ansonia, B’way at 73 Street. New York City.

LEARN "SWING" MUSIC
aulck course to players of all instrument's—make your

‘Jl
ot breaks, choruses, obbligatos,

rSjL°l\
sA,

u? BV.1e

s

• whole tones, etc.MODERN DANCE ARRANGING
Duets, trios, quartettes and ensembles—special choruses
—modulating to other keys—suspensions—anticipations
—organ points—color effects—swingy backgrounds—
Write today.

ELMER B. FUCHS
335 East 19th St. Brooklyn 26, N. Y.

PI#IMG
flmpidiTuiuucd^auria

Choose your piano technician as care-
fully as you choose your professor.
Members of the American Society of

Piano Technicians are master crafts-
men who have passed a most rigid
examination as to their ability and
integrity.

The extra skill they offer is your as-
surance of satisfaction.

See your phone book for members,
or write to

OF PIANO TECHNICIANS
1022 W. Garfield Ave., Milwaukee 5, Wis.
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John M. Williams CLASSICS. Collection of

Classic and standard piano selections care-

fully edited with regard to fingering, pedal-

ling and phrasing. Particular attention has
been paid to the layout of each page so that

the phrasing is obvious to the most cursory

S,ance $1.00

Bernice Frost COMPANION SERIES FOR THE
PIANO, Book I. Classics, Folk Tunes and
Original Compositions, chosen for their musi-

cal and pianistic value, as well as for study

purposes. Can be used with all basic books.

$1.00

FINGER TRICKS—Technic at the Piano. Com-
piled, Titled and Fingered by Peter Randall.

$ .75

Send to THE BOSTON MUSIC COMPANY for your
— : Please send above books f<

Irving Mopper PLAY ME A DUET-Five Duet
for one piano, four hands. . - $1 0<

Leila Fletcher - MUSIC LESSONS HAVI
BEGUN. Presentation of lesson material rec
ommended because of its simplicity, each new
musical fact being taught separately and de-
signed to concentrate the attention on tone
and ease in playing.

, $ 75
Olive Dungan-TROPICAL TUNES TO PLAYAND SING. The illustrations hold the child's
attention. .

u
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Chamber Music and Its

Role in Musical Education

(.Continued from Page 82 )

In the regular course of individual in-
struction, too, it is of advantage to de-
velop a sound elementary feeling of
rhythm by means of accompaniment,
preferably at the piano, for contrast of
tone. And while the mathematics in-
volved must be clearly grasped, the whole
process should be relegated to the sub-
conscious as soon as every step has been
mastered.
One cannot help but observe, at this

point, how many well advanced students
lack subtility in rhythm. Is the fact, per-
haps of our popular music being so ex-
plosive rhythmically, a sign of general
lack of sensitivity to rhythm? This type
of music seems to need a powerful stim-
ulus to come through.
Pianists in general conquer the afore-

mentioned problems somewhat sooner,
the elementary instrumental approach
being easier; also there is abundant ma-
terial for four-hand playing covering
every phase of progress. But for them
also it is of great value to cultivate en-
semble playing with string or wind in-
struments as soon as possible for the
stimulus of contrasting tone color. Un-
fortunately, few of the collections of easy
pieces for violin and piano have the
piano part of the same elementary grade
of difficulty, presumably because it is
taken for granted that the violin teacher
will play the piano part. However, much
would be gained by making it possible

for the budding pianist and violinist to

get together and make music, no matter
how elementary, from a technical point
of view.

Fairly easy music by such old masters
as Purcell, Frescobaldi, Gluck, and so on
is now ably published in this country
and some of it can be used in various
combinations of instruments. If it will
help to bring music into the family, use
of these publications will be a fruitful
thing indeed.

Valuable Material
Two great masters have favored the

somewhat more advanced players with
particularly fine and grateful material:
Schubert, with Three Sonatinas, Op. 137
tor violin and piano, and Dvorak with
his Sonatina, Op. 100 for the same in-
struments. There are also the Haydn
String Quartets, Op. 1 , No. 1 and No. 2
which (especially in the second violin,
viola, and ’cello parts) make very slight
technical demands. A plea should go out
some day to our contemporary com-
posers to consider the needs of these ear-
lier stages in the musician’s progress.
From this phase onward one can begin

to build up an ensemble along systematic
lines provided that it concerns fairly
stable groups of players. With a string
group (quartet or trio) consideration must
be given to movements which can serve
for a time as exercises in particular
problems—such as apply to bowing facil-
ity, to sustained slow melody, and true
intonation. Also to special forms like
fugue or other intricate polyphony. On
that basis it will be possible to study
complete works which exemplify the
various styles of the great masters. Care
must be taken to avoid suppression of
natural gifts for interpretation while

guiding them into proper channels with-

out loss of initial enthusiasm. It takes

time for young players to learn to judge

the sonority of their playing and to

achieve a balance of tone without self-

denial, to hear the ensemble in an ob-

jective way.

The problem of proper balance is par-

ticularly pertinent in chamber music

with piano. Above all it must be taken

into consideration that a room does not

give the same effect as does a concert

hall. Experience tells that a piano part

which may sound somewhat aggressive

in a room may not prove to be so in a

hall, but rather it needs more color. Halls

differ very much in this respect—and so

do rooms!—but it is well to consider that

a willful suppression of the part will al-

ways give a static quality to playing.

Here again the nature of the music
played is a deciding factor, even within
compositions of the same composer. Take
for instance Brahms’ Trio in C minor
(piano, violin, and ’cello) as contrasted
with his Piano Quintet (piano and string
quartet)

;
the Trio will demand a more

transparent treatment than does the
Quintet; and this not solely because of
the instrumentation but foremost be-
cause of the very inner nature of the
work.

Then there are the contrasts within
one and the same movement in a compo-
sition-differences due to the mood of
the music itself and often not marked
but dependent on the sensitivity of the
player.

Our contemporary composers are much
more explicit in these things, for what-
ever else the difficulties may be, the
nuances are usually most clearly marked
and not left to the speculation of the
performers or, what might be still worse.

to their mood of the moment
It is hard for some young Dpnm

realize the fact that although a J
to

masterwork is to a great degree th
of inspiration, it is inspiration *.5*
into a rational form; the intern-,-

eci

d,,an are M.c.ted „/ S5£? «
tempi and degrees of intensity—also iT
contrasting forms, moods, and tonaliu
of its various movements. All this m
be grasped and translated back into tvf
original artistic impulse that caused th
comP°sition’s birth. Truly an inspiring

Well Planned Courses
To carry this out in practical wavs

within the curricula of Music Schools
and Music Departments requires care
ful consideration as to the right groun"
ing of students in regard to their state
of advancement musically as well
technically. In the actual working out
of the course two aims should be kept
in mind: the first, to develop quality of
musical understanding and 0f interpre-
tation; the second, to acquire fluency
not only in technical reading but also
in that kind of ready mental adaptabil-
ity that good ensemble playing requires
The technical demands of the material

selected for study should come well with-
in the ability of the weakest member of
the ensemble. The first approach to the
music at hand should be by reading at
bight with as few interruptions as pos-
sible, in order to test and to develop the
quick grasp of the general outline and
the musical message. This should be
followed by careful study which, in the
case of the less advanced, might be con-
fined to one or two selected movements
which can be brought up to satisfactory
performance. In this way a field of wide-

PIANO BOOKS
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different styles of compositions might

h covered, a result much to be desired.

In addition to all of this it is important

lay great stress on the study of scores;

•t will awaken interest not only in the

'ructure of the music but also in the

technical and tonal qualities of the other

instruments and in the functional char-

acteristics of their parts.

To violinists, who have already ac-

quired a satisfactory degree of technical

assurance, it is recommended that they

learn to play the viola. The necessary

adjustment is less difficult than often

imagined. In many cases no special

teaching is needed as, for instance,

where the aim is no more than the mu-
sical experience of playing the part.

Players of wind instruments will find

joy and satisfaction in the participation

of studying the wide scope of master-

works written for the combination of

string and wind instruments. The mu-
tual benefit for all participants will be

great since each group can learn from
the other in matters of phrasing, tone

color, and intensity. Teachers will feel

fully rewarded for their efforts in behalf

of chamber music if, aside from profes-

sional aims, they have contributed to

bringing back this form of musical en-
joyment to where it originated, the
family.

Playing by Touch
(Continued from Page 78 )

there is nothing of an active nature that
does not require determination, enthu-
siasm and consistent effort. If we would
learn to skate, we must learn how, and
practice. If we would play table tennis,
we must learn how, and practice. And
most certainly, if we would interpret
what is worth playing, we must be pre-
pared for a considerable period of day-
by-day effort under the guidance of a
teacher who knows how to teach.

The Wurld of Music
(Continued from Page 61 )

1903 to 1907 he was president of the Chi-
cago Conservatory of Music.

,

ETELKA EVANS, a member of the fac-
y of the Cincinnati Conservatory of
usic for the past twenty-five years,

le in that city on December 13 . Miss
*a
u
ns

’ a writer, was active also in music
work, She was a past president of

rip,

appa Lambda, honorary musical so-

erinro,
' widely known music

vea™ ,°
r/nd comP°ser, who for many

ofM,„
adconducted

*;lle Jenkins School

land
®lc

’ dled November 9 , 1947
, at Oak-

Jenirinf
lornia

- aSed seventy-seven. Miss

and a is

s
?
eclalized in teaching children

ot child training"
1118 ^ "*

DR
- IRVIN

or8anist,
J- Morgan, distinguished

composer, writer, instructor.and or»a „
1 writer, instructor,

at Ross,,,
architect, died November 29

°nt, Pennsylvania, at the age
V^RUARY, 1948

,
* years ne was

director of music and organist of theWanamaker Store, Philadelphia.

KARL JORN, noted tenor of the days of
Caruso and Scotti at the Metropolitan
Opera House, died December 19, at Den-
ver, Colorado. He was seventy-four years
of age. A brilliant career covering nearly
half a century included a period as lead-
ing tenor of the Berlin Opera and some
ten years a't the Metropolitan. He was
considered one of the greatest Siegfrieds
of all time.

Competitions

A NATIONAL COMPOSITION CONTEST
conducted by the Senior Division of the Na-
tional Federation of Music Clubs is announced
for the spring of 1948; this in addition to the
annual contest for composers in the eighteen
to twenty-five year bracket, conducted by the

J unior Division. A cash prize of $500 is

offered in the Senior Division Contest for a
composition of fifteen minutes playing time
for orchestra, chorus, and soloist. In the con-
test for young composers, cash awards total-
ing $300 will be awarded in three different
classifications. Details concerning the Senior
Division contest may be secured from Dr.
Fabicn Sevitzky, chairman. Murat Theatre,
Indianapolis 4, Indiana; the Young Com-
posers contest has as its national chairman,
Dr. Francis J. Pvle, Drake University, Des
Moines, Iowa.

AN AWARD of one hundred dollars is

offered by the Church of the Ascension, New
York, for the best original cantata or anthem
for mixed voices, fifteen to twenty minutes
in length, suitable for Ascension Day. The
work will be sung at a special Ascension Day
Service, May 6, 1948; and it will be published

by the H. W. Gray Company. All details

may be secured by writing to the Secretary,

Church of the Ascension, Fifth Avenue at

Tenth Street, New York 11, N. Y.

THE PEXXSYLYANIA FEDERATION
OF MUSIC CLUBS has announced its tenth

annual State Composition Contest. The
awards are for compositions in three differ-

ent classifications: Class I, Solo for Voice

with Piano Accompaniment ; Class II, Trio

for Women’s V oices; Class III, Concerto for

Piano and Strings. The prize is fifty dollars

in each of the first two classes, with a hun-

dred dollar award in Class III. The closing

date is February 15, 1948, and all details

may be secured by writing to Mrs. Thomas
Hunter Johnson. Chairman, 407 Bellevue-

Stratford, Philadelphia 2, Pennsylvania.

MONMOUTH COLLEGE offers a prize

>f one hundred dollars for the best setting

)f a prescribed metrical version of Psalm

15 in four-voice harmony for congrega-

ional singing. The competition is open to

ill composers; and the closing date is Febru-

ry 29, 1948. The details may be secured by

vriting to Thomas H. Hamilton, Monmouth
College, Monmouth, Illinois. Clair Leonard,

irofessor of music at Vassar College, Pough-

eepsie, New York, is the winner of the 1947

'salm tune competition.

, PRIZE of $1,000.00 is offered by Robert

lerrill for the best new one-act opera in

inglish in which the baritone wins the girl,

he only rules governing the contest are that

ic heroine must be won by the baritone,

ho must not be a villain. Entries should

c mailed to Mr. Merrill at 48 West 48th

treet, New York City.

NE W. . . Companion Filume to
ART SONGS (First Year and Second Year)
CLASSIC ITALIAN SONGS
FRENCH ART SONGS

CjERMJN <lArT q)ONGS
FOR SCHOOL AND STUDIO

Edited by BERNARD U. TAYLOR
Medium High Medium Low

Sixteen vocal gems chosen for their special suitability to studio
work. Excellent English translations accompany the original Ger-
man texts. Also included are valuable suggestions for studying
the songs, a German pronunciation guide, and interpretive notes.

CONTENTS
Der Tod, das ist die ktihle Nacht (Oh, Death

Is Like the Cooling flight) JOHANNES BRAHMS
Der Tod und das Madchen (Death and the

Maiden) FRANZ SCHUBERT
Der Wanderer (The W anderer) FRANZ SCHUBERT
Er ist’s (’Tis Spring) ROBERT SCHUMANN
Er ist’s (Song to Spring) HUGO WOLF
Fussreise (Tramping) HUGO WOLF
Ich grolle nicht (I'll Vo! Complain) ROBERT SCHUMANN
Meine Liebe ist griiii (My Heart Is In Bloom). .JOHANNES BRAHMS
Mondnacht (Moonlight) ROBERT SCHUMANN
O wiisst’ ich doch den Weg zuriick
(O That I Might Retrace the Way) JOHANNES BRAHMS

Rastlose Liebe (Restless Lore) FRANZ SCHUBERT
Verborgenheit (Secrecy) HUGO WOLF
Vergeliliches standchen (The Disappointed

Serenades) JOHANNES BRAHMS
Widmung (Devotion) ROBERT SCHUMANN
Wohin? (Whither?) FRANZ SCHUBEP.T
Zur Ruh, zur Ruh (To Rest, to Rest) HUGO W OLF

PRICE, $1.00 EACH

Oliver Ditson Co.
THEODORE PRESSER CO., Distributors

1712 Chestnut Street, Philadelphia 1, Pa.
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The NEW NOTE in MODERN PIANO INSTRUCTION
Perfect Uninferropfed Sequence — Natural Progression

MICHAEL AARON PIANO PRIMER 60
Michael Aaron Piano Course GRADE ONE 1.00
Michael Aaron Piano Course GRADE TWO 1.00
Michael Aaron Piano Course GRADE THREE I .IIZ L00
Michael Aaron Piano Course GRADE FOUR 1 00
MICHAEL AARON ADULT COURSE

~~
1.00

„ „
Se"‘[ /°r /rff Michael Aaron thematic brochure

wjFour BOOKS by HAZEL COBB

GETTING ACQUAINTED WITH THE KEYBOARD
^

Book One—PRACTICE PATTERNS • * • - 75c =

Book Two—SCALE PATTERNS.
.
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feathers and students will welcome these studies.

RHYTHM WITH RHYME And REASON
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pressively. Price 75c

THIS WAY TO MUSIC 75c

A simplified, correct way to the intelligent reading ofnot«-

1 0 CHARACTERISTl7DANCES^or7ian^
by William Scher

?»' o( *• «* •«« b,

/j t 5™ f°o.H Ih, student etttthl.jf

^01™” FEN0ER BINKLEY
) J

llUHUiutimiinVmiiiiHuim^fI?I|,n*w )
Thee. BEETHOVIM SONATAS M„„ EAl.eA .„K Critic.,

' Annot'aii’en,
'

by SIIVIO SCIONTI
SONATE PATHETIQUE (Opus 13)
SONATA No. 9 (Opus 14, No. 1)
SONATA No. 10 (Opus 14, No. 2} . . . .

'

"
,

™

5 STANFORD KING Piano Books
A BOY and HIS PIANO • A GIRL and HER PIANO

LET’S PLAY HOBBIES

JUNIOR MISS Plays the Piano * JUNIOR MISTER Plays the Piano

Price 60c Each

Chicago 4, III.

64 E. Jackson Bird.nL MILLS MUSIC, INC.
u,

4 fi°
1619 Broadway, New York 19, N. Y

Loi Angulos 14, Cal

411 W. 7th 11.
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Pennsylvania’s Colonial

Influences on American

Musical History

(Continued from Page 75)

what they had known in the mother
country. They had organs at an early

date, and choirs which sang the Anglican

Liturgy.

And it seems just to say that it was
among the Church of England people,

and»chiefly by their help, that public con-
cert and theater music grew. There was

. none that we know in the early days of

3 Philadelphia’s eighteenth century; for
~ Penn and the Quakers, however admir-
al ably tolerant and liberal in other respects,

; were severe in the matters of concert

; hail and stage. In their laws these were
- written off as “immoral and indecent.”
- Yet there were many in their colony who
- wanted to follow a broader and mellower
. path and who also remembered what
: Merrie England was—something of gaiety
and charm, as well as nobility and dig-
nity. They remembered London music
and amusements and knew it from visits.

;
Some at least knew the great Handel’s
works and those of Italian composers
then in vogue. Even more knew the riot-

;

ous “Beggars’ Opera” and its successors.
These were the Philadelphia people who
had music at home and who patronized
the music and dancing masters who be-
gan to appear with increasing frequency.

- It was they who cultivated the great de-
- lights of informal chamber music, in

which amateurs and professionals joined.

Amateur Musicians Dominate
The years from 1759, when Hopkinson

wrote his first song, to 1774, when thetroubied dawn of war virtually put anend to music in Philadelphia, might becalled a period of dominance byli native amateur musicians. True, there were
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feSSi0naIS like John PaI -ma, John Beals, and James Bremnerwho taught and guided them, and pro-’

be?s°of the
ay
o
r

I
eit

i

her t6aChers or mem -oers of the orchestra of Haliam’s Dre

p .

10

’f
ly situated theatrical company

) j

But these could never have thrived if the

!

I can be clearly inferren^n
gatheringS

Has had the pleasure I y y°ne Who
the volumes of Francis Hnnk^

through

music library, now in

5
.^°pkmson ’s own

Mr. Edward Hnnlrf Possession of

volumes and from oth
Jr' Prom these

know that the, ? oth6r evic*ence we
and v'v

y
„
P‘*« »»“«'. Purcll!

and Pergolesi-in short^he ?
e”liniani

>

of their day in thrfr « J* best music
Wnson took the lead a

P
f^

^

ances H°P'
Lord Penn is ment-

tbe harPsichord;
Prom these actives

88 a vioIinis t.

appeared concurrentlv
8
wIr°

r at least

first real series nf „ u
Wlth them—the

under the sponsorship^^
011

,5
0nc6rts

'

Phia Dancing Assemh?, °L,
the pHiladel-

of the best music folloled bvl f
0nsist6d

dancing, a happy combing
tmg

’ and
lost since we were

we have
^rd and senoUS 2*1° be *> in-

concerts were advertise! \ u
1C ' 111656

occurrence, over a pell
° 6 Weekly ina penod

- sometimes, of"MUSIC STUDY EXALTS LIFE"

several months. In addition t
Philadelphians were also DpI° these

.

subscribe to benefit concerts f?
ltted

to

sional musicians. A meager smi?,
Pr°fes-

certs for some fifteen years
°f con'

beginning.
y ars

’ but still a

Benjamin Franklin, “born in vm,
phia at the age of seventeen” anri i

ade1'

tous in the colonial city’s intelw
blqui-

cultural life, had his finger £S 51 and

Pie, His invention 11,!","^”“™
ted a vogue for that instrument ^ a'

probably astonished the Doctor t
hlctl

Actually it was a mechanized verslflan old game—that of rubbint
of

glasses with moistened fingers
new and pretty-sounding tov he

this

something of a rage not only th P
e

onies but in Europe as welLR^0
?

became a parlor accomplishment
andcomposers wrote music for it, i„C]J°
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no lesser men than Beethoven and Vn
zart. One of the latter’s last
(K.617) is a very lovely Adagio and
for armonica. flute, oboe, viola, and ’cellTbe ^tile-brained Hopkinsin de °da keyboard for playing it, a rather be-lated refinement, for the armonica wassoon to lose its vogue. Hopkinson wasrather unfortunate in the timing of his
musical inventions. He also devised anImproved method for quilling the harpsi-

hot°h
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.

PparerUly n V6ry great aid toboth Its tone and execution. But the era
of the harpsichord was over; even Hop
kinson’s improvement could not make it
compete with the powers of the new
pianoforte.

In other fields music was also strug-
gling upward and doing things at least of
historical interest. In 1762 James Lyon,
our second American composer, wrote'
while in Philadelphia his "Urania: or A
Choice Collection of Psalm-Tunes, An-
thems, and Hymns." Hopkinson com-
posed and compiled church music, and
developed a children’s choir at Christ
Church. At the University

—

incidentally
the most musical of colonial colleges

—

he assisted as composer and harpsichord-
ist at commencements and benefit con-
certs. Even Haliam’s stage company cir-

cumvented the law with increasing suc-
cess by disguising its performances as
readings,” '“moral lectiu'es”, and so forth.
That agent of sin and corrupter of public
morals, Shakespeare’s “Hamlet”, was pre-
sented as “a moral and instructive tale
called ‘Filial Piety, Exemplified in the His-
tory of the Prince of Denmark.’ ” Philadel-
phia saw and heard the “Beggars’ Opera”,
Milton’s “Comus”, and some of the
ephemeral stage hits of London. The
stage is mentioned here simply because
eighteenth century performances were
all well larded with songs and instru-

hiental music.
The Revolution put an end to all this.

Congress enacted severe laws against all

public and even private music. While the

British held the city there were social

music and amateur shows, but nothing
of more consequence. The one great work
of the war years was Hopkinson’s self-

styled “oratorical entertainment”, “The
Temple of Minerva”, written to celebrate
the alliance with France in 1781. This

dramatic cantata was his most ambitious
work and is another candidate for that

wiil-o’-the-wisp honor, the first American
opera. Unfortunately the music is lost'

and so we know nothing of its quality.

After the war, music sprang back im-
mediately into Philadelphia’s life. More
ran that, it was now to flourish with an

unprecedented vigor. In the quality and
variety of concerts, in the work of com-
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London. For about twenty-five years itwas to be the musical capital of America.
This was to be expected. The founda-

tions had been laid by Hopkinson’s group
The city was now the political capital
where the important people were and the
sigmficant took place. Social amusement
official and private, had to be more
abundant and a la mode. The anti-thea-
ter bill was finally repealed in 1794. Hop-
kinson, at the time of his death in 1791,
still lent his zeal and prestige to pro-
moting new concerts, and saw younger
men ready to carry on his work Old-
country performers, teachers, and com-
posers—English, French, and German-
saw a great opportunity and came here
to take it. These men, professionals with
ti aining and talent, became the dominant
influence. Alexander Reinagle, Benjamin
Carr, Raynor Taylor,ffenri Capron, Victor
Pelli^ier, Alexander Juhan, John Cristo-
pher Moller, Charles Hupfeld—these are
names we should know and remember in
Philadelphia music of this time. It was
they whom our ancestors knew as the
chief performers, composers, and arrang-
ers of music for all occasions. They wrote
concertos, sonatas, symphonies, operas, of
grand and ballad types; chamber music,
and songs. Most of this music has been
lost, including what seems to have been
some of their best. Much was certainly

routine and derivative; but the best of

their serious efforts would make a good-
sized anthology. Sound in taste and truly

earnest as many of these men were, they
were, however, not free to follow their

best inspirations. One of the features of

post-Revolutionary music was that its

public base was broadened. Suscription

concerts gave way to the public-support-

ed concert—an idea then still in its in-

fancy—and to the theater. This was a

mixed blessing. More people heard mu-
sic, but lower taste demanded its money’s
worth. Accordingly, these same men sup-

plied the stuff for cheap ballad opera,

extravaganzas, bumptious patriotic af-

fairs, routine dance music, and sob-songs

—all pretty sorry stuff. The situation of

the earnest musician of this time seems

admirably summed up by John Henry

Schmidt, a Dutch musician then in Phila-

delphia. He wrote a sonata, and adver-

tised it thus; (his)

Eas^ sonata for beginners, consisting

of a larghetto, minuet and trio, and

Yankee Doodle, turned into a fash-

ionable rondo, may be had of him at

No. 50 Green Street, where he has

furnished rooms to let.

So, Philadelphia of President Washing-

ton’s and President Adams’ day had

plenty of music, and it could choose. It

could go to the splendid concert series

inaugurated by John Bentley in 1783,

which ran for ten years and supplied the

best: Handel and Arne of course, Corelli

and Vivaldi, and the newer names, Haydn,

Mozart, Gretry, Monsigny, Stamitz and

P. E. Bach. Richard Adgate’s Uranian

Society Concerts supplied something of

the same; in fact gave the most note-

worthy concert of all, when a chorus of

two hundred and fifty and an orchestra

of fifty were assembled for a program

ending in the Hallelujah Chorus of

Handel. There were subscription and

benefit concerts at Oeller’s Hotel, the

City Tavern, and the University. Summer

concert series were a success at Grays

Gardens and Vauxhall Gardens, although

the added lure of a free “dish of ice-

cream punch” and “a view of the fire-

works” suggests the note of extravaganza

prevalent there. Philadelphians could also
choose between the repertory of Haliam’s
American Company at the Southwark
Theater or at Reinagle and WignalPs
dazzling new Chestnut Street Theater.
Here were opera, ballad opera—English,
European, and American—and mixed
concerts. There was music also at public
occasions—and they did occasionally
dance those minuets in silks and satins.
Above all, the informal playing of the
best music at home continued. We can
justly imagine that the latter gave these
musicians their best moments and their
opportunity to discuss better things.
We owe a great debt indeed to Hopkin-

son, Reinagle, Carr, and many others.
They were not great musical geniuses,
but their idealism, good taste, and patient
work established music in a young coloni-
al city and made it pre-eminent musically
in America. They linked us with the best
of Europe’s music; they gave us some of
our first native best.

Backstage with a

Concert Tuner
( Continued, from Page 67)

entire thirteen-day voyage he was sea-
sick and miserable, and was dejected
("Then he at last arrived in New York.
There he found that the Russian Sym-
phony was bankrupt and the tour was
definitely off. He said to Jacob Altschuler,
brother of Modest Altschuler, “I have no
money. I have no friends. I am six thou-
sand miles away from home. I can’t speak
a word of English. I am truly a stranger
in a strange land.”

Lhevinne shortly thereafter played
for William Steinway and Ernest Urchs,
the latter then concert manager for
Steinway and Sons. Neither of the two
men, however, seemed to be especially
impressed. They did not make any com-
mitments, but only told Lhevinne they
would see what could be done.

A concert was arranged by the Stein-
way people, to be held in Carnegie Hall,

and Josef Lhevinne was to play the Liszt

E-flat Concerto. As the time for his ap-
pearance approached, Lhevinne realized

that in reality he would be fighting for

his life. He walked* onto the stage grimly
determined to give the very best that
was in him. He told me that as he sat
at the piano, awaiting the time when he
would come in with the orchestra, he de-
cided to put everything he had into those
heroic opening octaves. As the concert
continued he could sense that the entire

audience was literally sitting on the edge
of its seats. A tremendous ovation greet-

ed him at the finish. After taking curtain
call after curtain call, he finally had to

play an encore. Then, for the first time
in America, Lhevinne played the Schulz-
Elver arrangement of the Blue Danube.
His success was so great that he returned

to America to play one hundred and
three concerts the following season.

Earlier I spoke of there being literal-

ly millions of notes in an artist’s reper-

toire. Some idea of what this means
would be gained by comparing the task
of memorizing the entire Bible so that
one could recite it all from memory,
even remembering every comma and
every period. Yet that would be no more
remarkable than the feat of Hans von
Billow, who would give a different pro-
gram every night for a month, or of

(.Continued on Page 132)
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Students, teachers, concert
musicians. ..all have praised
the lovely new Gulbransen
Spinet Pianos...for their easy
responsive action, brilliant
tone and volume... for their
beauty of line and gleaming
satiny wood finish.Write for
free booklets ofnew models.

GULBRANSEN CO.
Dept. E, 816 N. Kedzie Ave.

Chicago 51, Illinois

'
Recently ^Published

Henten anb Caster
^ntfjems

•
Palm Sunday Anthem

—

Men's Voices
MARRYOTT, RALPH E.

15282 Hosanna! Blessed Is He.
(4 part) (a cappella). . .$.16

•
Easter Anthems

—

Mixed Voices
MARRYOTT, RALPH E.

15276 Wake From Your Slum-
bers, (a cappella) $.16

15246 Joy Comes With Easter.
(Carol) (S) 15

15312 White Lilies, (a cappella) . .15

MATTHEWS. H. A.
15321 Easter Morn. (As it Began

to Dawn) (Based on a
Sarum Plainsong) 20

SELLEW. DONALD
15313 The World Itself Keeps

Easter Day 16

WHITEHEAD, ALFRED (Arr.)

15314 Three Easter Carols. (Tra-
ditional English) 15

FICHTHORN. CLAUDE L.

15277 Behold, the Angel of the
Lord. (S) 20

Send for complete list of Cantatas. Lenten
and Easter Anthems, Services, Vocal Solos
and Duets. Examination. Privileges extended.

©liber IBitSon Co.
THEODORE PRESSER CO.

Distributors

1712 Chestnut St. Philadelphia 1. Pa.
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ALEXANDER GRETCHANINOFF
Album of Andrucha, Op. 133 (Ten Easy Pieces). . . .$1.50
Album of Nina, Op. 141 (Ten Easy Miniatures) 1.50

Arabesques, Op. 150 1.45

ARTHUR HONEGGER
Sept Pieces Breves 1.50

JOAQUIN NIN
Chain of Waltzes 3.60
Three Spanish Dances:

Danse Andalouse 1.20
Danse Murcienne . j .20

Danse Iberienne No. 2 1.20

1830 Variations sur un Theme frivole. 2.80

FRANCIS POULENC
Intermezzo in Ab |.80

Melancolie
| .80

LUDWIG VAN BEETHOVEN
Piano Sonatas, Book III

Edited by Heinrich Schenker 2.60

For the Finest in Music, Ask for your AMP catalog

ASSOCIATED MUSIC PUBLISHERS,INC
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“I Have Taught Myself to

Sing”

(Continued from Page 63)

exclaims the average vocal teacher. Not

at all. Boghetti also taught several other

singers who proved great successes.

Please do not ask us who are the great

vocal teachers. A fine vocal teacher for

Algernon may prove a very poor teacher

for Penelope. We do not want to take

the responsibility of selecting them.

Most of all, in this hour of musical

opportunity, one can learn through rec-

ords, radio, books, and magazines. We
can never forget the case of the unusual

Filipino prima donna, Tapales Isang, who

made such a sensation in Europe as

Madama Butterfly. Her only musical

training in the Philippines was in the

public schools of Manila, and most "of all,

through studying hundreds of talking

machine records and trying to excel

them. Then, after eight months’ study

in Rome, she walked upon the stage of

the Opera Comique in Paris and made
an immediate smash hit. She might also

have said with Jenny Lind, “I have taught

myself to sing.”

If students could only get it through
their heads that but a very small part

of their advancement rests with the

teacher, and that by far the greater part

depends upon their zeal, their eagerness,

their industry, their persistence, and
their faithfulness to a high ideal, a vast

amount of time, money, and disappoint-
ment could be saved. What the teacher
does at the lesson is most important,
but it is what the pupil does away from
the lesson which makes his greatest
achievement possible.

Learning Haw to Sing
(Continued from Page 64)

end belonged thus together and the shad-
ings were links on a chain which I will
liken to a snake biting its own tail.

To be able to sing, the whole person-
ality must be developed. So is it with
everything in life if we would reach any
sort of beginning of perfection. We must
look widely around us; no one-sided de-
velopment. Any one who wishes to toaster
vocal art, must study many other things.
Singing is a peculiar gift more difficult
to develop than is believed. The vocal
teacher’s profession is difficult and im-
portant. Difficult— because each voice
must be treated individually and the
whole character be ‘spread out’ or ‘drawn
out.’ No stupid person can learn to sing
with expression.

His profession is important because awrong method ruins the health. For the
whole body sings, even the legs
I myself could barely drag myself to mycarnage after my Operas.

y

So does the soul react on the body
I write such rhapsodies that perhapsyou do not understand half of what I

want to say, but I am sure that y0Ur
deeply musical sense and great intelli
gence will be able to put this together T
speak of my own experience naturally
The power of ’dramatic declamation was
with me such a free gift given with such
liberality, that the spiritual only needed
the opportunity, life (Leben) to come into
expression.

As concerns my voice, the difficulties

with my throat were so great, the hin-
drances were so tremendous, necessitat-
ing such constant energy and patience
(two virtues which for me were, alas al-
most impossible) that only my burning
love for Art in its spiritual sense could
enable me to go through the dreadful
slavery. My breathing was naturally very
short, not a sign of coloratur and an im-
possible attack. I never heard such an
attack in anybody else. For twenty-five
years have I steadily worked on the
chromatic scale and only five or six years
ago did it come perfectly—when I no
longer needed it . . . But study is always
wholesome.

/'SPANISH
m PORTUGUESE
FRENCH • RUSSIAN

In your own home learn to speak
any of 29 languages by the world-
famous Linguaphone Conversa-
tional Method... quickly, easily,
correctly. Made by noted language
teachers; endorsed by educators;
used in colleges and by thousands
of home-study students. Send for
FREE book. Call for FREE
demonstration.

Available under G.l. Bill of Right!

LINGUAPHONE INSTITUTE
39 RCA Bldg., New York 20. CI-7-0830,

‘METRONOME TECHNIQUES’
by Frederick Franz

52 pgs. 5x8-$? Postpaid

The FIRST BOOK ever written describing many
practical methods of using a metronome. See how
conductors, performers, educators and other serious
students of music use the metronome for the rapid
and pleasurable learning of complicated and tricky
musical rhythms on any Instrument.

Four Information-filled chapters contain hints,
do’s, don'ts, and answers to many questions con-
cerning metronomes. The book Is crammed full of
practical illustrations and examples. Old and new
methods are given of using the metronome, not
only to define tempos but to master difficult rhythms
and develop beautiful expression. Your money re-
turned if not satisfied. Send one dollar today to

51 Wallace St.
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New Haven 11, Conn.
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THE ETUDE

The breathing is the foundation of all

on that almost entirely depends

fh character and firmness of the tone.

tip art to breathe well consists in a sav-
T

of the outgoing breath. The breath
inL be taken quickly and steadily kept
W

the lungs, only very slowly letting it

L With the song.

This can be practised without singing

as not to tire the pupil, and, most

•moortant never sing with the last breath.

That is extremely weakening, and never

allow any so-called ‘sobbing' to accom-

nanv the diaphragmatic action.
1

It does not matter if one breathes often

when singing as long as the phrasing is

not interfered with.

It is therefore imperative to breathe

anywhere and at any time so that it is

not perceived. In passionate things, one

must naturally breathe oftener because

the emotions affect the breath and make

it shorter. Also in singing forte the

breath is a good deal wasted. The ex-

ercises are therefore to be done with re-

gard to the breathing as in this;

Ex.l KM etc..

so that the lungs may get time not only

to give out, but to take in sufficiently

deeply for the new phrase.

Ex. 2

This is a good exercise to learn the

portamento.

The Binding is next in importance after

the breathing. Naturally this exercise

ought to be done slowly, ‘dragging' up-
ward with time for the breathing between
each figure of two notes. In an exactly,

opposite way, the trill is ‘bound’ down-
ward and is quite a peculiar study. I

LAii.iiL.uiLy aswhen one tries to jump up from below.The lowest note of the trill goes of itselfwhen it has been practised in connection
with the higher note. The trill must not
be sung; it must be done with a stroke,
must be done in this manner:

Ex. 3

i. e., this interval of a whole or a half
tone (the half is more difficult than the
whole) is the last exercise for the trill.
The real trill exercise ought to begin
with the octave and so forth till one ar-
rives at the half note interval.

The under note should only hang ‘in
the air,’ so to speak; both notes in the
trill must be ‘led,’ but the lower one lets

go and the upper one holds fast. Finally
it becomes one stroke and this stroke
must then be repeated. This exercise one
can begin with at once, for there is

nothing so helpful for coloratur and
portamento as this trill exercise when
done properly. But it is not easy to de-
scribe with pen and ink. Sing an octave
and bind upward, only letting the notes
‘hang together’ (not cease

)

when going
down—is as near as I can put it.

These are about the elements of Sing-
ing as I understand them.
My husband may possibly himself give

you this letter. With my most heartful

wishes for the success of the new Con-
servatorium and with every good wish,

Very sincerely yours,

JENNY LIND GOLDSCHMIDT”

1£e£ea6ed
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Cavanaugh’s Brand New BOOK
on How to Play Popular Music

Chock-full of New Ideas . . . Fascinating,
Easy, Bigger, Better and the Best that
Cavanaughs Have Ever Published

ISO PAGES Showing You How
to Be Your Own PIANO STYLIST

Resigned for the Beginner. Medium and Advanced Student. Each section is fully and thoroughly

boogie \y
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and illustrations for Syncopation, Chimes. Bells,

Piano Tricks. Thumb Melody, Hokum, Jamming, Off

Beat and 1001 Extras.
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Notes- s/or w hole. Half and Quarter
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This Course Will Assist You in Becoming a Professional Orchestra Pianist

rafeWwig, this fine book is a complete Booklet containing lesson
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one*r back guarantee. After 4 days if you are not completely
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HELP
CHILDREN
ENJOY
MUSIC

with this Capitol Record album

of "talking” instruments

Rusty in Orchestraville awakens new
interest in music appreciation through

a charming, dramatic appeal to

a youngster’s imagination. Rusty is a

little boy who rebels against piano

practice ... until he begins this dream-

world tour of Orchestraville, w here

the instruments talk in their natural

voices through the use of

Sonovox. A refreshingly new
teaching aid, and wonderful

entertainment. At your Capitol

Record dealer — now!

Capitol Album BC-35
$2.55 plus tax

RECORDS

Alleluia! C. G. Spross .50

High Voice—Low Voice

Christ Hath Arisen. G. N. Rockwell .50

High Voice—Violin Obb.

Christ, the Lord,

Is Risen O. Delalield .40

Medium Voice

Christ's Victory.. W. H. Neidlinger .60

High Voice—Med. Voice
Low Voice

Come, See the Place

Where Jesus Lay.Paui Ambrose .40

Medium Voice

Easter Dawn C. P. Scott .40

Medium Voice

Easter Morn A. P. Risher .50

High Voice—Low Voice

Easter Triumph H. R. Shelley .70

High Voice—Med. Voice

—

Low Voice

Glory To God .A. Rotoli .70

Low Voice—High Voice

—

Med. Voice

Hail, Glorious Morn. ... .A. Geibel .70

High Voice—Violin Obb.
Low Voice—Violin Obb.

He Is Risen Raul Ambrose .60

Medium Voice

Hosanna Jules Granier .50
High Voice

In the Dawn of Early-

Morning F. N. Shackley .70
High Voice—Violin Obb.
Low Voice—Violin Obb.

Lift Your Glad Voices. C. B. Hawley .60
High Voice—Low Voice

Light of Hope, The A. Geibel .60
High Voice—Low Voice

Lord Is Risen, The. .A. W. Lansing .70
High Voice—Violin Obb.
Low Voice—Violin Obb.

Resurrection Song R. M. Stults .60
High Voice

Risen Lord, The A. Geibel .50
High Voice—Low Voice

Songs of Joy Wm. Hodson .60
High Voice—Low Voice

Voice Triumphant, The.R. M. Stults .60
High Voice—Low Voice

Send for Free Complete List of Solos and
Duets for Easter Services

THEODORE PRESSER CO.
Everything in Music Publications

1712 Chestnut Street, Philadelphia 1, Pa.
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The

JOHN THOMPSON
Modern Course for the Piano

THE FIRST GRADE BOOK
The object of this book is to loy o clear, correct

and complete foundation for piano study ond to

enable the pupil to think and feel musically.

Price, $1.00

THE SECOND GRADE BOOK
Follows uninterruptedly ond in progressive sequence
exactly where the "First Grade Book" suspended.
Price, $1.00

THE THIRD GRADE BOOK
In this book, special emphasis is given to technical
development ond expression. Price, $1.00

THE FOURTH GRADE BOOK
Emphasizes style by means of choice examples
from a wide variety of composers. Price, $1.00

THE FIFTH GRADE BOOK
In this book the student becomes increasingly
familiar with works from the Masters. Price, $1.00
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PIANISTS
Improve your playing
by Broadwell Technique
Learn how the Broadwell Principles of Mental-Muscular Coordination and

the Keyboard Patterns Method to gain proper keyboard habits can greatly

improve your Accuracy, Technique, Memorizing, Sightreading and Playing.

REDUCE PRACTICE EFFORT—10 TO 1

Your piano practice can be scientifically applied to eliminate Waste Effort and Time. Learn how
one practice repetition can do the work of ten ; how memorizing and sightreading are reduced to

logical practice principles. The Broadwell System makes memorizing automatic. Makes sight-

reading a natural, rapid and accurate process.

GAIN IMMEDIATE RESULTS
Value of the Broadwell Methods applied to your own playing is appreciated not only in the
improved quality of playing, but also the speed with which improvements in technique, accuracy,

sightreading and memorizing, etc. become noticed. Improved mastery of skills such as trills,

arpeggios, runs, octave passages, chord skips, is unmistakably evident after the first ten days.

ADOPTED BY FAMOUS TEACHER-PIANISTS
The Broadwell Methods are used by famous Concert Pianists, Professional Pianists, reputable
Teachers, Students and Organists the world -over. These methods may be applied by the student
who has had but 6 months of previous piano instruction as well as by advanced students. The
methods are as valuable to the player of popular music as to the classical pianist. The Broadwell
Methods have been successfully used for over twenty years by thousands of pianists.

BROADWELL PIANO TECHNIQUE
Mail Coupon— No obligation for

FREE BOOK- "TECHNIQUE”

BROADWELL STUDIOS, DEPT. 68-B
Covina, California

Gentlemen:
Send me your FREE Book "Technique" showing how I may quickly improve my Technique, Accuracy,

Memorizing, Sightreading and Playing. I understand there is no obligation.

NAME

ADDRESS

CITY STATE

Play and Beauty in Music

(Continued from Page 71)

only to the music. What we are com-

ing to recognize now is that artistic

phrasing and dramatic movemen

song are determined as much by the

words or meanings to be conveyed^as

they are by the music. The performer

not only becomes an interpreter of the

musical phrasing as illustrated in S

without words, but assumes a double

duty in the artistic enunciation of tne

words and the phrasing for emphasis

and meaning.

In this there is room for artistic li-

cense, as in the choice of vowel quality,

the relative duration of vowels and con-

sonants, and various types of pauses

which might not occur in speech by it-

self. This is, of course, a legitimate phase

of art. But even when the words are

merely an occasion for vocalizing and

are of no consequence in themselves,

the demand for adequate articulation

still obtains.

The problem of foreign language, so

conspicuous in great music, comes to the

front anew. The primary aim is not to

convey meaning, since the language is

not understood by all its hearers, musical

art demands clear articulation for en-

hancement of tone. Indeed, one reason

for using a given foreign language, such

as Italian, is that it lends itself so well

to artistic vocalization; but the main

reason is that the poetry and the music

fit together better in the original than

in most translations. However, given a

good translation, song would be more

effective if the music were accompanied

by words that were understood.

The first step in education for good

significance of these demands, and to

condemn professionally slovenliness and
muddling confusion in the conveying of

words in song. Science in the art of

speech sets the pace for training in the

art of diction for music. The singer must
first learn to speak beautifully. The
pedagogy of music must draw its first

lesson from experimental phonetics in

speech. Singing teachers must learn a
new lesson—one which can be acquired
only by thorough and scientifically or-

ganized training.

Let us approach diction in music by
studying diction in speech. If the reader
will remember throughout the following
section that he can substitute the words
beauty in musical diction wherever the
idea of beauty in speech occurs, he may
find it helpful in discovering the rela-
tion between diction in music and dic-
tion in speech. If beautiful diction is

mastered in speech, it also will express
itself in song.

Beauty in Speech
It is appropriate to call attention ii

this volume to the analogy betweer
beauty in speech and beauty in music
In the University of Iowa, research worl
on speech has been an outgrowth fron
research in the psychology of music. Tin
research staff and the achievement
through research in the department o
speech and related departments of ou
school of fine arts compare favorabl-
with the staff and the achievements ii
the department of psychology of musicA pleasing voice is one of the funda
mental forms of beauty and power h

personality. Ugliness of speech is raost
repulsive when associated with beauty in
other respects, such as beautiful features
or form, or a good singing voice.

An index to character. Consider the
significance of the fact that speech is an
index to character. Here, I use speech in
a broad sense, including gesture, laugh-
ter, smile, attitude, and the countless re-
flexes which convey ideas. Modesty, sin-
cerity, courage, trustworthiness, truth-
fulness, and numerous other evidences
of character are revealed through speech
not only in the ideas that are conveyed
but in very large and essential part
through manner of speech. A good judge
of human nature quickly reads person-
ality through speech, even in incidental

or ordinary conversation.

A rogue may have a cultivated voice,

but we have developed the ability to de-

tect quickly the sincerity or on the other

hand the make-believe and artificiality

which veneers the genuine character of

the person. Imitation is easily detected.

Indeed, an appealing and winsome voice

on the part of the rogue makes him all

the more repulsive to us.

Here, as in the case of efficiency and
beauty of voice, the character value of

voice is far-reaching in its effect upon
the individual. If he acquires the power

to avoid ugliness in speech, such as

harshness, slovenliness, ineffectiveness,

impulsiveness, and hesitation, he be-

comes conscious of this power and it in-

fluences all his behavior. Thus, clear

speech immediately becomes a persistent

stimulus to avoid slovenliness in all

other activities. The consciousness of the

power to avoid harshness in speech be-

comes a constant reminder of the desir-

ability of avoiding harshness in every

other activity.

We soon learn to distinguish between

what a person says and what he does. In

other words, speech is not merely effi-

cient and beautiful or inefficient and

ugly, but it is a label for or an index to

what a person really is. As a result, the

effort to express the truth operates con-

stantly as a motive for being true, for

being what he professes to be. Thus, we

not only judge character in terms of a

person's speech, but his speech tends to

form and stabilize his character.

I have stated this from the point of

view of good speech. The principle ap-

plies equally to bad speech, and is more

strikingly evident to the casual observer.

As Demosthenes says:
•As a vessel is known by the sound,

whether it be cracked or not; so men are

proved by their speeches.

And as Ruskin says:
There is nothing that I can tell you with

more eager desire that you should believe,

nothing with wider grounds in my expe-

rience for requiring you to believe, than

this, that you never will love art well till

you love what she mirrors better.

Training for good speech. A new pro-

fession has arrived, that of the expert to

whom actors, musicians, business people,

doctors, lawyers, preachers, and teachers

may turn for corrective training in

speech. Training for good speech should

be and in the future will be one of the

primary objectives in the early education

of children, both in the home and in the

schools. We cannot change our *acia

features much, except by face lifting 0

superficially covering up with powde

and paint, but we can change our voice--

Indeed, every aspect of our speech c

be completely changed through early an

well-ordered training. , _

Let me outline briefly the program

speech education as I think it should
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—~ puosuuuiues 01 good
speech. We must begin by educating par-
ents to a full realization of the value and
beauty of good speech. They must learn
that the young child has natural possi-
bilities for good speech; that it is pos-
sible to create good speech; and that
they are responsible for preventihg
speech backwardness in the child. Then
we must appeal to the child himself, giv-
ing recognition to existing good qualities
in his speech, encouraging improvement,
and making him conscious of progress
and of the value of achievement. And let
us not forget that good speech is ac-
quired mainly through imitation.

file teachers of today are also in need
of this education. As a rule they have
neither effective nor beautiful speech
and give the matter little or no attention
in the progressive training of the child.

We must have an awakening among the
leading educators, who set up the goals
of education, in order that training in
effective and beautiful speech may be-
come a standard objective in the educa-
tional organization. It is distressing to

find that large numbers of graduate
students, who go out with advanced de-
grees, are. seriously handicapped by inef-

fective and unattractive speech which
may detract very seriously from their

success in a career.

In order to make people speech-con-
scious. I have a proposal that picture

producers organize a five-minute serial

in which very attractive children and

those around them engage in little plays

exhibiting beautiful speech in its growth

from early childhood upward, showing

at the same time how beautiful speech is

associated with beautiful action—even

beautiful thinking and feeling. Think of

the value of hearing such a group from

week to week and watching the children

grow! This project presents great possi-

bilities, both for education and for en-

tertainment. Radio, also, is modifying
the speech of our youth to a surprising

degree. Witness the good diction in “This

is the Army.”
When we once become thoroughly

speech-conscious, the training will in

large part take care of itself ;
but it must

begin early, because the speech habits

are set in the home and on the play-

ground before the child reaches school,

and stress upon formal training should

be made in the early grades.

The training should . always have two
aspects: first, a positive aim for the cul-

tivation of good speech; and, second, a

protective suppression of bad speech

habits. Scientific study of the subject has
now demonstrated that we can isolate

each one of the factors of voice, and
train or re-train with excellent results.

The cultivation of good speech is in-

timately associated with other forms of

self-expression, such as the smile, the

frown, gestures, posture, ideas, ideals

—

in short, good taste and gracious action.

Training in speech will therefore always

involve the refinement of these, and it is

largely in the exhibition of the harmo-
nious development of all means of self-

expression that we find the charm of ef-

fective and cultivated personality.

The mind must first be trained in the

perception of beautiful speech, but this

is only a step in the learning process.

Good speech must become a habit which

functions automatically before it can

serve adequately for both efficiency and
beauty. As Elbert Hubbard once said:

The best way to cultivate the voice is

not to think about it. Actions become re-

gal only when they are unconscious. The

voice that holds us captive and lures us

on, is used by its owner unconsciously.

Fix your mind on the thought and the

voice will follow. If you fear you will not

be understood, you are losing the thought

—you are thinking about the voice. If the

voice is allowed to come naturally, easily,

and gently, it will take on every tint and

emotion of the soul.

For Thoughtful

Musicians . . .

Everyw here

Music and
Medicine
Edited By Dorothy Schullian and

Max Schoen

THE healing powers of music are

scienlifically discussed in this

stimulating, thought-provoking book.

Here, for the first time, is presented the

story of the interactions of a great art

and a great science through the ages.

The sixteen stimulating chapters, written

by such authorities as Bruno Meinecke,

Henry E. Sigerist, Howard Hanson, and

Ira M. Altshuler, trace the history of

music therapy from primitive times and

tribes to the present; discuss the psy-

chological effect of music on human
beings; the increasing use of music in

industry to create happier working con-

ditions; the help that medicine has been

to musicians and the solace that music
has brought to weary physicians.

JUST OUT!
Illustrated • $6.50

HENRY SCHUMAN, Inc.

20 East 70th Street • New York 21

THE DUNNING COURSE
of Improved Music Study

Gladys M. Glenn, B.Mus., M.A., Mus.D., Dean
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Holly and the Fog Horn

by Martha Sliter

ELIZABETH A.GEST

Animals and Birds in Opera

MOST of the well known operas
are built on. somewhat fan-
tastic or imaginary tales, some

very charming; and in a few cases
animals and birds have important
influence on the development of the
plot. In very large-scale presenta-
tions of opera it is easier to use ani-
mals; in smaller productions they
can only be suggested.
For instance, in the Triumphal

March from “Aida,” by Verdi, the
procession sometimes includes horses
and other animals—sometimes real
elephants and camels!
In “The Juggler of Notre Dame”

(“La Jongleur de Notre Dame”) by
Massenet, the old monk sometimes
comes in with his provisions borne
on the back of a donkey, or in a
donkey cart.

In the “Magic Flute,” by Mozart,
there is a serpent.

In “Madam Butterfly” one scene is

frequently studded with Are flies.

In “The King’s Children” (“Konigs-
kinder”) by Humperdinck one of the
characters, the Goose Girl has a flock
of geese.

Wagner uses a swan in “Lohen-
grin” in a very important way; and
another swan in “Parsifal.” In “Sieg-
fried” he uses a dragon; and in “Die
Walkure,” the nine Walkiire (or Val-

kyries) are supposed to ride on nine
flying horses. As flying horses would
be somewhat difficult to stage (!)

they must be left to the imagination;
but when listening to the thrilling

Ride of the Walkure played by an
orchestra, it is easy to believe they
are really present.

THE SHIP rocked and the fog

horn blew until Holly thought

she could not stand it another min-

ute, and every one on board felt the

same way about it. The first day of

the cruise had been perfect, with

blue skies apd fluffy white clouds,

and a sun that did the sun-tan trick;

but what a difference one day made!
Here it was, mid-afternoon, the fog

had not lifted and most of the pas-

sengers were napping, or playing

games in the lounge and looking very

bored.

Holly and the few teen-agers she

had met had no more ideas left for

entertaining themselves. The deck
races were over, they were tired of

shuffle board, and the dance orches-

tra did not assemble until evening.

And then Holly had an inspiration.

“Madge,” she whispered to the cruise

hostess who was passing by, “would

Quiz No. 29

1. Is Fritz Kreisler a composer, vio-

linist, or conductor?
2. Who wrote the Wild Horseman?
3. In what opera is the famous An-

vil Chorus?

4. What does quasi allegretto mean?
5. What are the letter names of the

tones of the augmented triad on
E major?

6. What is a lute?

7. Was Cesar Franck an organist,

violinist, or composer?
8. How may the following time-

values, added together, be ex-
pressed in one note? One dotted
quarter-note, one eighth-rest, one
quarter-note, four thirty-second
notes, and two sixteenth-notes.

9. How many measures are in the
melody of America?

10. Who is the composer pictured
with this quiz?

(Answers on next page )

Song Titles Game
Each song title, expressed in words

of the same meaning, must be put
back into the original word. Example:
Elderly dark-skinned man =01d Black
Joe. .

1. The final blossom of summer.
2. For he’s a very jovial person.
3. There’s melody in the atmosphere.
4. Three sightless rodents.

5. The antique wooden pail.

6. No one is aware of the tribula-
tions I have endured.

7. Decorate the auditoriums with
branches of red berries.

8. Elderly people in their house.

above the high hills.

10. There will be no precipitation.

Chopin Prelude in A
Un the exact rhythm of the Prelude )

by J. Lilian Yanrlevere

How soft and far away
From out another day

This simple Prelude rings,

Its melancholy sings.

An air of days gone by,’

When Polish hearts beat high,

The wistful strains repeat
A theme both sad and sweet.

Each pensive tone would start
From out a mournful heart.

you mind if we whipped up a concert
to drown the blast of the fog-horn?”
Madge gave her a hug. “Holly,” she

said, “I’d be eternally grateful if you
would. On days like this it’s hard to
find things to entertain the passen-
gers and we have not been on board
long enough for me to do very much
talent scouting yet. What can you
youngsters do?”

“Just wait and see,” replied Holly
with a smile, and went into a huddle
with her friends.

In a few minutes they had gath-
ered around the piano and Holly
played a few chords to attract the
attention of the game-playing and
magazine-reading passengers. “Fel-
low fog-horn listeners,” she began,
with a twinkle in her eye, “between
blasts you will be hearing an im-
promptu concert given by the Teen-
talent on board. No rehearsing, no
preparation, just fog!”
At first there was a ripple of sur-

prised comment and then an appre-
ciative silence as Holly started to
play, and when she finished there
was a real ovation. Next the Rollins
twins, Nellie and Sue, sang a med-
ley of songs, with Jimmy Driscoll at
the piano; then Bert Brown sang a
few Irish ballads in a tenor voice
anyone might envy. Diane Martin
dashed down to her stateroom to
get her violin and was back in time
to play next on the program, and
the audience enjoyed her familiar
Kreisler arrangements. Carmela Kane
brought the program to a close with
her dancing of a beautiful Spanish
dance, accompanied by Holly at the
piano.

After much applause the passen-
gers congratulated the young per-
formers. Holly, flushed with excite-
ment, was greeted by Madge, who
presented the cruise director, Mr.
Alexander. “Holly, my dear,” he said,

“that’s the best impromptu concert
we have ever had on board. You are
a born musician, entertainer, and
tonic for frayed nerves.”
“Oh thank you. It was'just loads of

fun,” said Holly in great surprise.
“I enjoyed doing it so much.”

“I’ve just been talking to your
mother,” he continued, “and she says
we have her permission to ask you
to stay for the rest of the season to

act as talent scout and entertainer,
to help Madge and whip up a little

concert like this whenever things get

a little dull. Would you like that?”
Holly’s stare of amazement soon

gave way to delight. “Would I like

it!” she exclaimed. “I’d love it! And
all those practice hours I’ve spent at
the piano have really meant some-
thing. Bless that old fog-horn after
all!”

Fine, Holly; I’m so glad” said
Madge..
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A Musical Experience

(Prize winner in Class C, lied)

My mother is a music teacher and she

decided to have something different at

her annual students’ recital. She called it

"An Accident Recital,” and had five of

her pupils bandaged. One girl had her

hands bandaged, but she could hold an
orange, and she played a piece all on the

black keys with the orange. Three others

played pieces with only one hand, the

other hand being bandaged. I played

with a bandage over my eyes. We were
the first on the program, and then we
went out, as though going to the doctor,

while some of the other pupils played.
Then we came in again without our
bandages and played our regular pieces.

Marian Jenne (Age 10),

Illinois.

Honorable Mention for Musical Experi-
ence Essay: Mary Therese Gregory, Linda
Borders, Elizabeth Ann Butz, Kent Rels-
wig, Anita Ganthorp, Muriel Katz, Fran-
cis Murty, Jean Anders. Delmar Gordon,
Anna Mae George, Bobby Schaefer, June
Galloway, Dale Horton, Madeleine Black-
more, Julie Patman, Dorene Rupark, Mary
Ellen Binns, Annella Whit) Carr,
Juanita Murray, Rhoda Hunt, Mary Ann
Zuerner, Sally Lieurance, Anna Mae
Harne, Ann Padgett, Colleen Waterman,
Johanna Gadsden, Eileen Elverson,
George Masters, Ronald Grier.

Letter Tiox
Replies will be forwarded to letter writ-

ers when sent in care of the JUNIOR
ETUDE.
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music lovers all over the world.

Jack Redding (Age 17),
Pennsylvania

1 \ Musical Experience
(Prize winner in Class C, tied)

to me
Rvrrf _ .

with Admiral
Byid. During the many months he wasaway my father talked to us on short
wave radio. On one of the broadcasts he
wanted me to sing to him. I sang Jesus
Loves Me, and Oh, Johnny. That was my
first musical experience.

Betty Jean Petras (Age 10),
District of Columbia.

Answers lo Song Title Came

1. The Last Rose of Summer; 2, For
He’s a Jolly Good Fellow; 3, There’s
Music in the Air; 4, Three Blind Mice;
5, The Old Oaken Bucket; 6, Nobody
Knows the Trouble I’ve Seen; 7, Deck
the Halls With Boughs of Holly; 8,

Old Folks at Home; 9, When the Moon
Comes Over the Mountain; 10, It

Ain't ’Gonna’ Rain.

Answers to Quiz

1, Violinist, and has also composed
pieces for violin; 2, Schumann; 3, “II

Trovatore” (The Troubadour) by Ver-
di; 4, Somewhat fast, as an allegret-

to; 5, E, G-sharp, B-sharp; 6, A fret-

ted string instrument popular in the

sixteenth and seventeenth centuries,

similar in shape to a mandolin; 7,

Though born in Belgium, Franck is

usually classed as a French composer

and organist, having lived most of

his life in Paris; 8, One whole note;

9, Fourteen; 10, MacDowell.

Ijwbara SchrfAi
ra

*V,,s
” Lullabv Ensemble, Streator, Illinois

R‘tch,e, Dick BarrpH
M

i
r
v
ia Rankin Alicia Westwood. Gayle Hill. Bud Elias Diane

Jftt. Alice Adamson. Laurence Maniglia, John Fomof. Judy P P •

Carolyn Fomof, John Schroeder, Rose Ann Leto.

(BERLIN

COLLEGE
An attractive college town lends quiet

charm to this school for professional

musicians.

CONSERVATORY

OF MUSIC

FRANK H. SHAW, Director

Box 529, Oberlin, Ohio

Thorough instruction in all branches

of music under artist teachers. High

standard of admission. Special train-

ing in band and choir direction.

Write for catalogue describing Ober-

lin's conservatory courses and its

superior equipment (200 practice

rooms, .26 modern organs, etc.).
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THE COVER FOR THIS MONTH—A half
dozen years or more ago a strong and
virile likeness of the great dramatic com-
poser, Richard Wagner, as sculptured by
N. Aronson, was brought to the attention

of The Etude Music Magazine through a
photographic copy sent to this country
from Paris. During the intervening war
years it was not possible to make ar-

rangements for a reproduction of this

photograph, but eventually through the
good offices of the great master pedagog,
Mr. Isidor Philipp, formerly of Paris Con-
servatoire and the Pountainbleau School
of Music and now teaching in this coun-
try, the editor of The ‘Etude was brought
in touch with the widow of the sculptor.

She is now in the United States, and
very graciously granted The Etude per-
mission to utilize this reproduction.

Its use on the February issue com-
memorates the 65th anniversary of Rich-
ard Wagner’s death, since he passed
away while resting in Venice on Feb-
ruary 13, 1883, after the strenuous task
of completing "Parsifal” and supervising
its first performance, July 26, 1882, and
succeeding performances that same sum-
mer. The condition of his health caused
him to go to Venice in the autumn of
1882. He passed away before consum-
mating the plans for the performances
of “Parsifal” in 1883.

IMPORTANT TO PIANO TEACHERS—It is

amazing what a tremendous sale there
is on each of a goodly number of first

piano instruction books now available to
teachers. Theodore Presser in his lifetime
was a pioneer in individualizing first

piano instructors to make them attractive
to American youngsters, while at the
same time laying a good foundation for
future progress.

The Standard Graded Course of Stud-
ies in Ten Grades by W. S. B. Mathews
was conceived and planned by the late
Theodore Presser, and, as a complete
course of piano study from first begin-
ning to virtuosity, continues today to
stand pre-eminent as the basic course
for serious students of piano playing.
As American children of kindergarten

and primary grade ages began coming
into the picture as piano beginners
Presser’s First Steps and Presser’s Be-
ginner’s Book were created and became
substantial successes. There is hardly an
active piano teacher today who does not
know of the fine results which can be
procured with Presser's Beginner’s Book
The important thing to piano teachers,

however is the fact that in choosing a
suitable first instruction book for any
beginner the choice is not limited to
only two or three books. Theodore
Presser Co., through its liberal examina-
tion privileges, can give teachers the op-
portunity to examine a variety of first

instruction books. If you teach piano and
do not already have a copy of the folder
issued by the Theodore Presser Co. list-
ing piano instructors classified in age
groupings for young pupils, by all means
send today a postal request for a copy.

PUBLISHER’S NOTES
A Monthly Bulletin of Interest to all Music Lovers

February, 1948

ADVANCE OF PUBLICATION

OFFERS

All of the books in this list are in
preparation for publication. The
low Advance Offer Cash Prices ap-
ply only to orders placed NOW.
Delivery (postpaid) will be made
when the books are published

.

Paragraphs describing each pub-
lication appear on these Pages•

American Negro Songs

—

For Mixed Voices
Work .80

Basic Studies for the Instruments of the
Orchestra Traugott Rohner

Student’s Books, each :25

Conductor's Score .60

The Child Tschaikowsky—Childhood Days of
Famous Composers

Lottie Ellsworth Coit and Ruth Bampton .20

Eighteen Etudes for Study and Style—For
Piano •••• Scher .25

Gems from Gilbert and Sullivan

—

Arranged for Piono Mittler .40

How to Memorize Music Cooke .80

In Nature's Paths—Some Piano Solo De-
lights for Young Players 40

Keyboard Approach to Harmony. .. Lowry .75

Lighter Moods at the Organ—With Ham-
mond Registration 90

Little Rhymes to Sing and Play— For Piano
Hofstad .30

More Once-Upon-a-Time Stories of the
Great Music Masters—For Young Pian-
ists Robinson-Stairs .30

Music Made Easy—A Work Book
Mara Ville .25

My Everyday Hymn Book—For Piano
Richter .40

Noah and the Ark, A Story with Music
for the Piono Richter .35

Short Classics Young People Like—For
P'ano Ketterer .35

Sousa's Famous Marches—Arranged for
Piano Solo Henry Levine .70

SOUSA’S FAMOUS MARCHES-zIrraiierrrf for
Pinna Solo by Henry Levine

—

Such a book
has been long anticipated, so we now are
happy to offer this fine album of twelve
third and fourth grade arrangements of
such Sousa hits as High School Cadets;
Liberty Bell; and The Stars and Stripes
Forever.

Single copies of this collection may be
leserved now at the special Advance of
Publication Cash Price, 70 cents, postpaid.
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MY EVERYDAY HYMN BOOK, For Piano,
by Ada Richter—A fine variety of favorite
hymns comprise this valuable new book
which is designed for use by the second
grade player. In general, it follows the
style of the very popular My Own Hymn
Book; but it contains a new section,
“Hymns for children,” so very easy that
a child can play them in his first year
of study. By reducing the melody to
single notes for the right hand, sup-
ported by accompaniments of extreme
simplicity, Mrs. Richter has produced
playable and effective arrangements.
Among the inclusions are Fairest Lord
Jesus; Children of the Heavenly King;
1 Think When / Read That Sweet Story;
God, Make My life a Little Light; and
Saviour, Like a Shepherd Lead Us.
One copy to a customer may be ordered

now at the special Advance of Publica-
tion Cash Price, 40 cents, postpaid.

HOW TO MEMORIZE MUSIC, by James

Francis Cooke—A comprehensive, prac-

tical book has just been completed by
Dr. Cooke, Editor of The Etude, in-

ternationaUy known composer, author,

and lecturer, whose other works upon
music have had extremely large sales.

Dr. Cooke, realizing that there is no
royal road to musical memory, points

out the many avenues through which
the best results may be obtained. The
very chapter names hold promise of

interesting content

—

I Simply Cannot
Memorize! Playing by Heart, Marvels of
Musical Memory, Anyone Can Memorize
Who Can Carry a Tune, Practical Steps
in Memorizing, A Symposium upon Mem-
orizing, and Remember to Forget. This
is no impenetrable, scientific treatise, but
a usable presentation of various practical
methods of memorizing by a man who
has himself had wide experience in the
field. Nor is Dr. Cooke satisfied with
merely his own reservoir of fact and im-
pressions on the subject. Recognizing
that there has always been a considerable
variance of opinion among artists and
teachers upon the subject of musical
memorizing. Dr. Cooke has included in
his book first-hand advice and practice
in the form of letters from some of the
best musical minds in the world—among
them, Harold Bauer, Rudolph Ganz,
Percy Grainger, Josef Hofmann, Ernest
Hutcheson, Isidor Philipp, Moriz Rosen-
thal—a formidable array of authorities,
indeed ! The author has known these mu-
sicians personally, and the wealth of ma-
terial presented is a veritable treasure-
trove.

A single copy of this important new
work may be reserved now at the special
Advance of Publication cash price of 80
cents, postpaid.

NOAH AND THE ARK, A Story with Music
for Piano, by Ada Richter—Continuing in
the fascinating “Story with Music” series
which has included such popular books
as Cinderella, Jack and the Beanstalk
Three Little Pigs, Peter Rabbit, the
Nutcracker Suite, and Peer Gynt, Mrs
Richter now turns her attention to the
best-loved Bible stories, which open up
an entirely new and fertile field for this
series.

Interwoven in the telling of the fa-
miliar story of Noah and the Ark are
descriptive piano pieces, some with verses
These may be assigned to different pupils
if the book is used in class teaching. The
illustrations are line drawings which may
be colored by the pupil. As with the other
books in the series, full directions are
given for use as a playlet or tableau if
desired. This will be particularly suit-
able for presentation in Sunday Schools
churches, and public schools.

A single copy of this interesting book
may now be ordered at the low Advance
of Publication Cash Price of 35 cents,
postpaid.

BASIC STUDIES FOR THE INSTRUMENTS
OF THE ORCHESTRA, by Traugott Rohner—
This forthcoming work for orchestral
training pui-poses is for students having
certain playing knowledge of their in-
struments. It is a series of expertly de-
vised studies covering scales, intervals,
arpeggios, rhythm, dynamics, etc., and is

not meant to be a regular method. Also,
there are some “Time Teasers” for stu-
dents to enjoy, and attractive pieces.

Mr. Rohner’s studies will be pub-
lished for Violin, Viola, Cello, Bass, Flute-
Oboe, Clarinet-Trumpet, F Horn, E-flat
Horn and Saxophone, Trombone-Bassoon,
Tuba, and Conductor’s Score. Emphasis
is placed upon the strings, and the Con-
ductor's Score contains some especially
helpful hints for the teacher.
Single copies of the various parts may

be reserved now at the special Advance
of Publication Cash Price, 25 cents for
each part, and 60 cents for the Conduc-
tor’s Score, postpaid. Mention parts de-
sired when ordering.

LIGHTER MOODS AT THE ORGAN, with
Hammond Registration—This new book
will be an addition to the popular series
of clothbound albums that includes The
Organ Player, Organ Repertoire, The
Chapel Organist, Organ Vistas, etc. Tire
contents, all selections of an easy and
medium grade of difficulty, appear here
for the first time in any album. Regis-
tration for both standard and Hammond
organs is given.

Single copies of this book may be or-
dered now at the special Advance of Pub-
lication Cash Price, 90 cents, postpaid.

IN NATURE’S PATHS, Some Piano Delights
for Young Players—Destined for real pop-
ularity, this collection of first and second
grade pieces will provide excellent studio
fare for young pianists. The numerous
melodious pieces with nature titles in-
cluded will make of it a most resourceful
album of material for spring recitals and
for home recreational uses.

.J?" ? publication
, single copies ofthis book may be reserved at the specialAdvance of Publication Cash Price 40

cents, postpaid.
’

Advertisement

GEMS FROM GILBERT AND SULLIVAN,
Arranged ' for Piano by Franz Mitller—By
means of this forthcoming collection,
real enjoyment of favorite Gilbert and
Sullivan melodies awaits every pianist
who plays music of third grade difficulty.

Among the contents are: A Wandering
Minstrel; The Flowers that Bloom in the
Spring; Tit-Willoiv; We Sail the Ocean
Blue, and I Am Called Little Buttercup.
Words are included as a part of each
number.

While this book is being made ready,
orders for single copies are being received
at the special Advance of Publication
Cash Price, 40 cents, postpaid. Sold only
in the United States and its possessions.

SHORT CLASSICS YOUNG PEOPLE LIKE,
For Piano, Compiled and Edited by Ella
Ketterer—About thirty-five short selec-
tions, all from classic sources, comprise
this valuable book. Over a period of sev-
eral years each number included has been
an outstanding favorite with pupils of
Miss Ketterer. These choice popular
classics include many of the more fa-
miliar short works of the master com-
posers. Because the contents range from
second to fourth grade, their usefulness
for each pupil is about two years.
One copy may be ordered now at the

special Advance of Publication Cash
Price, 35 cents, postpaid.

THE ETUDE

style, f°r piano' by Wi,liam Scher—This

edition to the Music Mastery Series will

inspire every pupil. Each piece has an

Attractive title. The teacher will find

these etudes, to be excellent assignments

for such phases of practice as: legato,

staccato, double thirds, trills, rhythmic

recisioh, alternating hands, syncopation,

left hand Scale passages, arpeggios,

chords, rotary hand motion and repeated

notes.

One copy may be ordered now at the

Adrairte of Publication Cash Price, 25

cents, postpaid.

AMERICAN NEGRO SONCS, For Mixed

Voices, by John W. Work—The material

for this collection has been assembled by

an authority on the subject, and will In-

clude more than two-hundred religious

and secular songs from the Negro folk

lore, the more than one-hundred spir-

ituals included will be in arrangements

for four-part singing, and there also will

be some "social songs,” “work songs,” and
“blues,” given with text and melody only.

Five chapters of text matter will be In-

cluded along with an extensive biograph-

ical index.

Prior to publication, single copies of

this book may be ordered at the special

Advance of Publication Cash Price, 80
cents, postpaid.

LITTLE RHYMES TO SING AND I’l.AY, For
Piano, by Mildred Hof.ud Favorite
ery rhymes the pre-school child likes
to sing time and again are presented In
melodies containing -Ingle notes within
the five finger position of each hand.
Teachers and parents of children from
three to five will find that this book
trains the ear. develops a rhythmic sense,
and stimulates sight reading with Its

familiar tunes divided between the hands.
A single copy may be reserved now at

the special Advance of Publication Cash
Price of 3D cents postpaid.
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KEYBOARD APPROACH TO HARMONY, by
Margaret la,wry—In this book the author
seeks to give an easy familiarity with the
most common idioms of our musical ex-
pression. To accomplish this she uses a
singing and playing approach at the key-
board, introducing harmony, chord by
chord. In the familiar piano idiom rather
than in the usual four-part vocal writ-
ing of most harmony -books. Miss Lowry
a college teacher herself, has designed
these twenty-seven lessons for use in high
school, college, or private classes in har-
mony. Here tonic-dominant patterns,
non-harmonic tones, subdominant and
supertonic chords, diminished seventh
chords and exercises in simple modula-
tion are presented, illustrated by folk
music and generous quotations from such
composers as Mozart, Haydn, Beethoven,
Mendelssohn, and Liszt.

One copy to a customer may be or-
dered now at the special Advance of Pub-
lication Cash Price, 75 cents, postpaid.

MORE ONCE-llPON-A-TIMF. STORIES OF
T1IE GREAT MUSIC MASTERS, For Young
Pianists, by Crar.- Ellulx-th Robin>on, Mu-
sical Arrangements by Louim- F.. Slain.—
This book follows the plan of a predeces-
so’. Once-Upon-a-Time Stories of the
Great Music Masters. It presents the
“yes of ten composers and includes ar-
rangements In Simplified form of their

compos^*ons *n grades one and
wo The ten composers Included are:

Liszt, Strauss. Rubinstein. Saint-Saens,
Ts haikowsky. Dvorak. Grieg. Chamin-
aoe, Sibelius and Gounod.
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ADVANCE OF PUBLICATION OFFERS
WITHDRAWN—Our Mechanical Produc-
tion Department announces this month,
as ready for distribution, two timely

books—an Easter cantata and a school

operetta. Musical directors may obtain

copies of these for examination either

from their local dealer or by writing to

the publishers. As is customary the spe-

cial advance of publication cash price is

withdrawn with the publication of these

books.

King All Glorious, An Easter Cantata for

Mixed Voices, Words by Elsie Duncan
Yale, Music by Louise E. Stairs, will meet

the Easter music requirements of many
volunteer choirs. Telling the story of the

Resurrection with truly devotional text

and music, well within the capabilities of

the average church choir group, it pre-

sents a varied program that will both

please and impress the congregation.

There are solos and duets for the prin-

cipal voices, inspiring choral numbers

and passages for selected groups that will

lend color to the performance. Price, 75

cents.

Heads I p! a One-Act Operetta on Safety,

Book and Lyrics by Robert Wayne Clark

and D. Willard Zalin, Music by Ralph

Federer, will appeal to the young folk

of junior high or elementary school ages

In that it presents musically a subject

that is familiar to them. The music, as

may be expected of this talented and

popular composer, is especially tuneful.

Six of the roles have solo parts and the

size of the choruses may be governed by

the resources of each producing group.

Easy to stage. Price, $1.00.

SHERWOOD MUSIC SCHOOL BUILDING
Certificate, Diploma, Degree courses in Piano, Voice, Violin, Organ, Cello, Wind
nstruments, Public School Music, Conducting, Theory, Composition. Courses
or veterans under G.I. Bill of Rights. Spring Semester opens February 9.
Tor free catalog, write Arthur Wildman, Musical Director, 1014
bouth Michigan Avenue, Chicago 5, Illinois.

MUSIC SCHOOL

Institutional Member of National Association of Schools of Music

T)e
Paul

UNIVERSITY
L CHICAGO

THE SCHOOL OF

Tflusic
Offers accredited courses in Piano,

Voice, Violin, Organ, Public School

Music, Theory, and Orchestral In-

struments.

Confers degrees of B.M., A.B.,

and M.M.

Distinguished Faculty

DILLER-QUAILE
School of Music

Normal Course with observation

of children's classes.

Musicianship Courses for

Children and Adults.

Instruction in Piano, Voice,

and Composition.

66 EAST 80 ST., NEW YORK 21, N.Y. BU 3 1050

Address Registrar for Bulletin

DePAUL UNIVERSITY
SCHOOL OF MUSIC

Room 401, 64 East Lake Street

Chicago 1, Illinois

MILLIKIN CONSERVATORY OF MUSIC
DECATUR, ILLINOIS

Offer* thoro training in music. Courses leading to
Bachelor of Music Degree. Diploma and Certifi-
cate in Piano, Voice, Violin, Organ, Public School
Music Methods and Music Kindergarten Methods

Bulletin sent free upon request

W. ST. CLARE, MINTURN, Director

Philadelphia Conservatory
of M USiC Founded 1877

Maria Ezerman Drake, Managing Director

ENZO SERAFINI-LUPO, Opera Coach
OLGA SAMAROFF, Special Lectures

Courses leading to Degrees

216 So. 20th St. LO 7-1877

PIANO - EXCELLENCE - PHIZES
for/

1948

Guild

Artist Diploma Winners—Five cash prizes $250 each, plus round-trip fare

to New York for further audition; final winner receives another $250

and New York debut.

Collegiate Diploma Winners from Coast to Coast—Each of TEN most out-

standing receives $100.

Diploma

Winners
(Made av ai table
through the co-opera-

tion of Business Patron

Members of the Na-

tional Guild of Piano

Teachers)

High School Diploma Winners—
TWENTY cash prizes of $50

each.

Superior Rating from Visiting

judge in 1948 auditions is basic

requirement for each of above.

Send for rules.

Albert Gillespie, winner of 1947

Grand Prize. Mr. Gillespie, of

Fort Worth, pupil of Silvio Scionti,

North Texas State College, will

play at Town Hall. New York,
Feb. 26, 1948, in the Debut and
Encore Concert.

NATIONAL GUILD OF PIANO TEACHERS Box 1113
Austin, Texas
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EASTMAN SCHOOL OF MUSIC
of

The University of Rochester
Howard Hanson, Director

Raymond Wilson, Assistant Director

Undergraduate and Graduate Departments

SUMMER SESSION
June 28—August 6, 1948

FALL SESSION
September 27, 1948—June 11, 1949

For further information address

ARTHUR H. LARSON, Secretary-Registrar

Eastman School of Music

Rochester, New York

AMERICAN CONSERVATORY
OF MUSIC—CHICAGO
Offers courses in all branches of music and dramatic art

61st year. Faculty of 135 artist teachers
Member of National Association of Schools of Music

Send for a free catalog—Address: John R. Hattstaedt, President, 571 Kimball Building, Chicago

Student Residence of Mihicli School of
Music. Piano, Voice, Violin, Cello. Dip-
loma. course. Also Radio, Speech, Paint-
ing, Ceramics, Academics. Ages 14
years up. Excellent euisine. Write for
booklet E.

MRS. WILLIAM HENNE
3001 Pacific Avenue

MARTA BAYER, Piano

VASCO MIHICH, Koice

Has Your Child
the advantage of piano study with

a member of the

NATIONAL GUILD
of PIANO TEACHERS

Inc.

A goal of achievement for every student suitable
to his age and advancement.

(NOT A CONTEST)

The Better Teachers Are Members
Chapters in every large music center

FOR INFORMATION WRITE

IRL ALLISON, M. A.
FOUNDER AND PRESIDENT

BOX 1113 AUSTIN, TEXAS

nmmmmwimnwmmmwmmmm

-SMOPOLITAN
SCHOOL OF MUSIC

CLARENCE EIDAM. President

ROSSETTER G. COLE. Dean

4‘ltli year. Offers courses -in *all branches
of Music. Confers certificates, diplomas
and degrees. Member of N.A.S.M.
Located in downtmvu^ musical center.

Box E, 306 S. Wabash Ave., Chicago 4, III.

PHIL SALTMAN SCHOOL
of MODERN MUSIC
Two and three year diploma
courses, popular or classi-

cal. Faculty of experienced

professionals. Day, evening.

POPULAR DEPARTMENT
PIANO: Keyboard liar- VOICE: Microphone
mony, transposition, technique, interpreta-
modulation, solo per- tion, styles, musical
form a nee, orchestral comedy workshop, ra-
trainjng, teaching, ar- dio, band, stage, trios

ranging, song writing, and chorus.

CLASSICAL DEPARTMENT
Supervisor: LEO LITWIN, Piano Soloist Boston
Symphony "Pops" Orchestra. Victor Recordings.

Approved Veterans’ Courses
Admission* Secretary. Write for Catalog.

284 Commonwealth Ave., Boston 15, Mass.
Branches in Providence, Worcester, Wellesley

BALDWIN-WALLACE
CONSERVATORY OF MUSIC
BEREA, OHIO (suburb of Cleveland)

Affiliated with a first class Liberal Arts College,

b uur and five year courses leading lo degrees. Faculty
of ArtiBt Teachers. Send for catalogue or informa-
tion to:

HAROLD W. BALTZ, Dean, Berea, Ohio

BOSTON UNIVERSITY

cjt.r of m*nc
Offering complete courses in Piano, Voice, Organ,
Violin, Cello. Brass, Woodwinds, and Percussion in-
struments. Public School Music, Composition. Church
Music, Musicology. Chorus, Glee Club, Orchestra. Band.
Faculty includes members of Boston Symphony. Bache-
lor’s and Master’s Degrees in alhmusical subjects. Dorms.
Catalog. COLLEGE OF MUSIC, 73 Blagden St., Boston.

Backstarje with a Loncert

Tuner

(Continued from Page 123)

Leopold Godowsky, who once gave ten

concerts in Chicago in one month with-

out repeating a single number or en-

core. It is a well known story that

Brahms once transposed the Kreutzer

Sonata a half-tone, from memory. These

illustrations will give some idea of the

tremendous task confronting an artist.

As an illustration of the drawing power

of music, the largest “house” drawn by

an individual artist in the United States

was at the City Auditorium in San Fran-

cisco, when Feodor Chaliapin drew $24,-

000 at the box office. This record stood

for some time until Paderewski appeared

in the same auditorium and drew $24,500,

eclipsing the previous record by $500.

My authority for this statement is Eldon

Joubert, who was Paderewski’s tuner for

twenty-five years.

Artists as a rule are very temperate in

their habits. They have to take good

physical care of themselves in order to

perform up to the standard demanded

by the public. Once in a great while a

character appears who sets all precedents

to scorn. This story has to do with one

such. .The artist in question was one of

the outstanding pupils of Franz Liszt,

and was among the most famous of his

day. Unfortunately, he liked to look upon
the wine when it was red—not being

content merely to look at it, he also

liked to drink it. On this particular day
he was to give a recital in San Francisco,

but he had imbibed so much that his

manager decided that the better part of

valor would be to postpone the concert

until the next day, when he hoped the

artist would be in better condition to

perform. Accordingly he locked the artist

in his hotel room, putting his tuner in

to guard him, overlooking the fact that
the tuner in question took second place

to no one when it came to liking his

liquor. In other words, it was like putting
a lion to guard a sheep. This being ac-
complished, the manager made his way
serenely to the theater, thinking that he
had neatly solved his problem..On- reach-
ing the theater he went onto the stage
and announced to the audience that “Mr.

having been suddenly taken ill,

it would be necessary to postpone the
concert until the following day.” He had
no sooner completed the announcement
when, lo and behold, who should appear
in the wings but the “unholy pair,” the
artist and the tuner. Under the gentle
insistence of his companion, the artist
made his way unsteadily across the stage
to the piano, reaching the haven of the
chair in safety. Looking out over the
audience he essayed a double run over
the keyboard, reached the end, and fell
off the chair. He was carried from the
stage, the concert canceled, and shortly
afterwards, he died.

I was told about a concert in Berlin
at which this same artist, after striking
a few chords, attemped a trill in the
treble. He liked this trill and continued
to trill. The more he trilled, the better he
liked it. Then he put his ear down so that
he could enjoy the trill better. He kept
this up until finally he was removed from
the stage.

During the last five years of his life
1 was quite intimate -with the late Leo-
pold Godowsky, and I count that inti-
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macy as of more value to me, intellectu-

ally, than any other association of my
life. Godowsky was, without question, a
very great man and a great humani-
tarian. I never considered him of any
special nationality or any special creed.

I always looked upon him as a citizen of
the world, a man who belonged to all

countries and creeds. No man ever came
into contact with Leopold Godowsky,
even briefly, without being better off for
having met him. Godowsky was a man
whose intelligence was so extensive, not
alone as a musician but also in other
spheres, that whatever the subject dis-

cussed, he was able to throw light on it;

a man who, if he had adopted literature

as his career, would have been just as
great in it as he was in music. He was a
man to whom you went to get the truth.

He was uncompromising where honesty

was concerned, and still, withal, kind,

considerate, and one who did not know
how to say “No” when it came to helping

his fellow human beings.

His wit was legendary, and so many
stories are told that reveal it that it is

entirely useless for me to try to recount

them. I admired him tremendously. His
passing meant a great loss to the world.

There have been and always will be too

few Godowskys in this world. Some day,

when his biography is published, many
of the intimate details of his life will

be related, but there are a few revealing

incidents of his thoughtfulness that I

must record.

A young man with whom I was ac-

quainted in New York was shortly to

make his debut atTown Hall. He had asked

me on several occasions whether I could

arrange for an audition with Leopold
Godowsky. At my request, Godowsky con-

sented to hear him play. So I brought the

young man who, by the way, was fright-

ened to death, to Godowsky’s home. He
talked to the visitor for a long time be-

fore permitting him to play, setting him
as his ease. Then he heard him play

Bach. After the pianist had finished,

Godowsky spoke to him very kindly, but

after he had left, Godowsky said, “I did

not want to discourage him just before

his concert, so I was nice to him, but I

would have to hear him play Chopin in

order to learn if he has a soul or not.”

Godowsky's kindness to this young man
helped him considerably, for at iris con-

cert he played with much more confi-

dence because he had played for one of

the greatest living masters and survived

the ordeal.

I once asked Godowsky if there was any
truth to the story that he had played

encores for De Pachmann at one of De
Pachmann’s concerts. He answered “Yes

and no.” He said that while he was on

his way to play a concert in Minneapolis,

Minnesota, he read in the paper, on his

arrival in Chicago, that De Pachmann
was playing that night at the Auditorium.

So, being a close friend of De Pachmann,
he decided he would stop over and at-

tend the concert. After the artist had
finished his program, Godowsky went

backstage to greet him. As De Pachmann
came off the stage he saw Godowsky
standing in the wings, and as {he audi-

ence clamored for encores, De Pachmann
grabbed Godowsky’s arm and pulled him
onto the stage, informing the surprised

audience in a loud voice, “Here’s Leopold

Godowsky; he’ll play my encores!”
I asked Godowsky, “Well, did you?”

He replied, "I certainly did not!” So

there is one popular story that has been

debunked.
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Designed for

along with Basic Technic Development

BERNARD WAGNESS
PIANO COURSE

V\

BERNARD WAGNESS
PIANO COURSE
BOOK ONE

A Splendid First

Instructor

BERNARD
WAGNESS

BERNARD WAGNESS
PIANO COURSE
BOOK TWO

wo ‘ bo,n Tocomo. WoiMngton,
July 31, 1894, and died there November 28. 1942.
He devoted his life to the development of a piano
course based on modern principles of child pedagogy
The Bernard Wagness Course is recognized os one of
the most scientific approaches to piono study for begin-
ners yet developed.

BERNARD WAGNESS
PIANO COURSE
PREPARATORY BOOK

Ideal for the Pre-School
Age Child s Piano Beginning
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“ERNARDU^GNEIS

M~7T
course
PREPARATORY

' BOOKV •
• • ••

This book may be used to follow

the Preparatory Book, or as a

very first instructor with the

average piono beginner. It ex-

cels in feotures of vital impor-

tance to successful teaching.—

a thorough course in Rhythmic

Training, complete Flash Card

assignments, an infallible ap-

proach to Keyboard Harmony
and Transposition, a detailed,

well-illustrated course in Piono Technic, and a superbly developed
plan of Eor Training. A practical Lesson Plan leads lo a Certificate

of Promotion to Book Two.

Price, $1.00

SUPPLEMENTARY MATERIALS
THE ENSEMBLE BOOK OF
THE BERNARD WAGNESS

PIANO COURSE

(Dwet and Second Piono Ports to

Pioces In Book One)

Price, 75c

TECHNIC FUNDAMENTALS
By Bernard Wagness

(A book for tho teacher, with illus-

trations of first technical exorcises)

Price, 40c

SECOND YEAR ETUDES
By Bernard Wogness

IFer Developing Style and Accuracy)

Price. 75c

THIRD YEAR ETUDES
By Bernard Wagness

(For Developing Style and Velocity)

Price, 75c

EIGHT CHORDAL ATTACKS
By Bernard Wagness

Price, 75c

MY WEEK IN CAMP
By Bernard Wagness

(10 Interesting Grade 2 Piano Pieces
for Both Boys and Girls)

Price, 75c

14 SKETCHES IN STYLE
FOR YOUNG ARTISTS

(A Collection of Early Third-Year

Etudos)

Price, 75c

Tim book begins exactly where Book One ended. It con be used also
very successfully to follow any first grade book. Progress is the para-
mount am, in this book. It introduces reading material covering five
octaves, and a complete development, with diagrams, of the Tefro-
chord. Scales, Intervals, and Chords. Supplementary pieces used In
th,s book supply the pupil with a First Recital Repertoire of distinctive
character. The technic principles In this book feature the training and
development of the arms, wrists, hands, and fingers, in order to keep
pace with the development of other faculties. At the conclusion of
the book is a Certificate of Promotion to Book Three.

Price, $1.00

BERNARD WAGNESS
PIANO COURSE
BOOK THREE
Book Three contains material, selected from beloved folk songs as
well as from the classics, selected eludes, and original compositions
of the author. It presents oil major and tonic minor scales, and revo-
lutionary methods of chord analyse,. The mony illustrations of pionis-
t,c problem, involving the arm, hand, and finger, enable the student
lo develop piano technic with rapidity and ease.

Price, $1.00

Examination privileges on any of these books
will be cheerfully granted by your dealer or

the publishers.

EEKEHKD—MANO S£fsl€S

WAG N£SS
*

Oliver <2)//jon Oo.
THEODORE PRESSER CO.

Distributors

1712 CHESTNUT STREET

PHILADELPHIA 1, PA.

ASK FOR THIS FREE THEMATIC CATALOG
A series of tuneful and interesting piano solos
(issued separately), especially recommended by
Mr. Wagness for use with the Bernard Wagness
Piano Course. Your dealer or the publishers will
be glad to give you WITHOUT CHARGE a thematic
catalog showing portions of these pieces.

FREE TO ANY PIANO TEACHER
TEACHERS MANUAL—WAGNESS PREPARATORY BOOK
TEACHER'S MANUAL—WAGNESS BOOK ONE
TEACHER'S MANUAL—WAGNESS BOOK TWO
Any or all of these manuals will be supplied FREE
to any piano teacher, upon request.



SOUVENIRS OF THE
MASTERS

For Young Piano Soloists

By GEORGE L. SPAULDING

This very popular book of piano solos for pupils in the 2nd 26 numbers in superb simplified arrangements, including such

grade gives 27 simplified arrangements of some of the world s
* —— TW” lr « M* M n,h,r

most famous gems of music. Each piece begins with original

introductory material by Geo. L. Spaulding with ad libitum

texts by Jessica Moore. The very attractive title page design

shows- pictures of the various composers represented in the

contents — Beethoven, Cham
inade, Chopin, Dvorak, Engel
tnann, Gounod, Gottschaik
Grieg, Handel, Haydn, Lange
Mascagni, Mendelssohn, Mos
kowski, Mozart, Paderewski
Paganini, Rubinstein, Schar
wenka, Schubert, Schumann
Strauss and Wagner.

BEST LOVED THEMES FROM
THE GREAT MASTERS

In Easy, Playable Piano Arrangements

Favorites from classic as well as from recent composers, are

presented in this book for players in grades 2 and 3. There are

26 numbers in superb simplified arrangements, including such

favorites as Rubinstein's Romance, Dvorak's Songs My Mother
Taught Me, Tschaikowsky's March Slave, and numbers from

Brahms, Chopin and Schubert.

PRICE, $1.00

PRICE, $1.00

CLASSICS FOR
THE YOUNG

By PAUL FELIX
Sixty-two remarkable tran-

scriptions of favorite composi-
tions of the great masters
simplified for little hands in

grade IV2 to grade 2 Vi. Here
is a list of the composers and
the number of their composi-
tions included: Bach 6, Bee-
thoven 5, Boccherini 1, Chopin
4, Clementi 1, Corelli 1,

Couperin (F) 2, Dussek 3,

Field 2, Gluck 2, Handel 2,

Haydn 4, Hummel 2, Kuhlau
1, Lully 1, Martini 2. Men-
delssohn 3, Mozart 5, Rameau
1, Schubert 4, Schumann 5,

Steibelt 2, Weber 3.

PRICE, $1.00

PIANISTS. ..from

Beginners to Virtuosi May
Enjoy the Music of the

MASTER COMPOSERS
These Volumes of Carefully Selected Compositions

and Arrangements Offer a Real Economy in

Collecting a Repertoire-Library.

CELEBRATED PIECES IN

EASIER ARRANGEMENTS
For the Piano

There are not only students coming along in grades 3 and 4,

but also many home players who never develop great technical

abilities, who want to play the great musical selections which

every one knows. Unfortunately in their original forms, many

of these selections are quite difficult, but competent arrangers

with clever musicianship have brought the 28 numbers selected

for this album within the ability of the

average player. There is a superior musical

value for the student who works on these

pieces as sight-reading material.

PRICE, $1.00

STANDARD STUDENT'S
CLASSIC ALBUM

For the Piano

Printed from special large plates, and con-

densed as much as is consistent with legibil-

ity, this book presents a large collection of 48

study and recital pieces, by the best writers,

that can be assigned to pupils from grades 3

to 7 and which probably will be retained in

their permanent repertoire. Most of them are

original compositions, not transcriptions or

arrangements. In addition to pieces by the

great masters, there arc selections by lesser-

known composers such as: Kirchner, von Fie-

litz, Karganoft, Kopylow, Chretien, etc.

PRICE, 75 CENTS

FIRST PIECES IN

THE CLASSICS

Compiled by CHARLES W. LANDON
This very successful volume was originally compiled as a book
of studies to be used as supplementary material to a standard
graded course for the piano. But teachers, who found the work
invaluable, urged the change in the title to ' pieces", as that is

just what these miniature classic gems and fragments of classic
compositions are. There are choice melodic bits from sonatas,
concertos, symphonies, operas and other works in larger forms,
all brought "under the hands" for young pianists.

PRICE, $1.00

MUSICAL VISITS

WITH THE MASTERS
For the Piano

Sixteen Simplified

Arrangements

from the Classic

Composers

Compiled by

BRUCE CARLETON
with

Biographical Notes by

PRESTON WARE OREM
For the laudable purpose of ac-

quainting young pupils with the
works or the classic composers, and

thus early developing in them a taste for the best in music,
many albums containing easy arrangements of classic composi-
tions have been published. This album presents a new idea in

such publications. Here, just one composition of each master
is presented, a work considered truly representative of the com-
poser’s style. A page showing a picture of each master in

pengraph style is included. These pictures are to be cut out
and pasted in designated places throughout the book. Brief
biographies also are given preceding each piece. The 16 numbers
are attractively titled in order to arouse the interest of young
pupils. The original source, however, always is given as many
teachers prefer the classic title for program listing.

PRICE, 75 CENTS

MUSICAL VISITS
WITH THF MASTtRS

m

CELEBRATED COMPOSITIONS

BY FAMOUS COMPOSERS

For the Piano

Just as the reading library of every

cultured individual contains certain

volumes of classic literature, so the

library of every good pianist should

have the imperishable gems of music

contained in this album. There is

no better way to describe the worth

of this album than to list the con-

tents. It will be seen in reviewing

these contents that the 34 selections

are ones which it is essential for the

sincere lover of music to know, and
surely every advanced student of

piano playing should have them: Fur Hlise, Beethoven
; Inter-

mezzo Ep, Brahms; The Flatterer. Chaminade; Scarf Dance
Chaminade; Funeral March, Chopin; Nocturne. Chopin :

Humoreske, Dvorak; The Golden Wedding, Gabriel-Marie’
Second Mazurka, Godard; Second Valse, Godard; Berceuse
Grieg ; Butterfly, Grieg

; The Celebrated Largo, Handel
; Gipsy

Rondo, Haydn ; The
Mill, Jensen ; Prelude,

Kopylow
; Idilio, Lack

;

Valse Chromatique,
Leschetizky

; The Music
Box, Liadow

; Spring

Song, Mendelssohn
; Sere

nade, Moszkowski
; Men

uet a 1’Antique, Paderew
ski

; Poupee Valsante

Poldini
; Prelude, Rach

maninoff
; Romance, Ru

binstein ; Polish Dance
Scharwenka

; Serenade

Schubert - Heller
; Trau

merei, Schumann
; Little Romance, Schumann

; Reverie, Schutt

;

Traumerei, Strauss
; Simple Aveu, Thome

; Chant Sans Paroles,
Tschaikowsky

; June, Tschaikowsky.

Theodore

Presser Co.
MUSIC PUBLISHERS

1712 CHESTNUT STREET
PHILADELPHIA

MASTER PIECES WITH

MASTER LESSONS

For the Piano

Thousands of advanced piano students who longed for the

opportunity to enter the master classes of the world's famous
piano pedagogs and were prevented from attending because of

the expense involved and the dis-

tance from their residence to the

place where these master classes are

held, have found in this volume
much that they would have ob-

tained had they been able to register

with these teachers for private les-

sons. Imagine having under one

cover master teachers' analyses and

directions for playing fifteen of the

great master pieces for the piano!

Here each master lesson is given not

only once, as in a class, but always

is in possession of the student

and may be read and reread before and during the practice

period. The following authorities have contributed master

lessons to this volume: Mark Ham-

bourg, John Orth, Sigismund Sto-

jowski, Walter Spry. Edwin Hughes,

Katherine Goodson, Victor Biart.

and Moriz Rosenthal. The composi-

tions which are included in this

volume are completely cued with

the master lessons.

PRICE, $1.00

PRICE, $1.00

FREE EXAMINATION PRIVILEGES
Examination privileges on any of these hooks will
be cheerfully granted by your dealer or the pub-
lishers.
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