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To build a happy bridge between
her outer world and the realm of
the imagination, your child needs
to look at Ilfe through music. A
Steinway makes this possible!
Whether you choose the Steln-

way Vertical or Grand, there Is
no wiser investment in music for
the home. Its glorious voice and
enduring craftsmanship are un-
equaled by any other plano. The
Steinway alone has the Diaphrag-
matic Soundboard, which permits
big plano tone In the smallest
model; and Accelerated Action, so
essential for developing sensitive

touch. These and many other
superiorities are the reasons why
the 8telnway Is the choice of the
nation's leading plano teachers.
More Inspiring than any single

8telnway superiority Is the satis-
faction of owning a plano In which
you can have the utmost confi-
dence. The Stein way costs more
Initially but, measured by abiding
rewards and endurance, It Is the
most economical of pianos. For our
helpful booklet, "How to Choose
Your Plano," write to 8telnway I<
Sons. 8telnway Hall, 109 W. 57th
Street, New York 19, New York.

.. uses Ihe Sleinway exdusively, as does virtually every great artist today:
& Field, Borovsky. B,ailowsky, Casadesus, First Piano Quartet. Gimpel,

~mann, Horowitz, Janis. Kapell, Us!, Lunde, lympany, Michelangeli. Mirovitch,
• Ar!IIr Rubinstein, Schatzl<ammer, Spalding, Steinberg, Wild, and many more .

• Over lllOOmusic schools and music departments of leading colleges use the
way. Illustrated is Model"S" Grand in Mahogany. Terms to suit your individual

lenee! Your Steinway representative is listed in classified telephone directory. I S'IEINWAY THE INSTRUMENT OF THE IMMORTALS

•
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CONTENT
r Messiaen's new sym-

, Turangalila, was presented
ember by the Boston Sym-
in its New York concert.
ed by Leonard Bernstein,
tk was so long that it oc-
the entire program, with

movements before the inter-
n and a like number after it.
are solo parts for both the
and the electrical instru-

the Ondes Martenot.

'd Hambro has been ap-
d pianist with the New York

onic-Symphony Orches-
cceeding Walter Hendl, now
or of the Dallas (Texas)
ony Orchestra.

aldine Farrar has pre-
her library of operatic
Lieder and art songs to

e'l" England Conservatory of

Royal Philharmonic Or·
a of London, conducted by
omas Beecham, will make
of the United States and
in the fall of 1950. The tour
ver eight weeks and will

e most of the important
centers of the country.

*PETITIONS
e Eighth Annual Young

Contest of the National
• n of Music Clubs has
ounced. Cash prizes are
in three classifications: a
ition for solo wood·wind

orchestra; a chamber
work for not more than
instruments; and an unac-
•ed choral work based on
erlcan text. Prizes in the
IllSification are $100 and

•
alec. pa rna . to this
Ime! of d!ree'1/rlte- ~ e""'ll'8- 1& ba11et pain,"
milfed iii~'swumers ch_ from more t1lan ioo
will pr $lampc;.~eontel!t hill faD. Joe's tasIal in
Left Bank - liiIds ",'~ as ~ eoanter-revolntlona1j 1>n th
color ba\~ but for rn

o
e~ ;n!~ for co~n

aglWne ,,"uslrauoll he pr~ ... realism
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$50. First and second prizes in the
other two classifications arc $50
and $25. All information may be
secured by writing to Dr. Francis
J. Pyle at Drake University, Des
Moines, 11, Iowa.

Think what it's worth to get such fmc musical performance
in a lighter piano. Every time ,.·ou move, or rearrange ,."our
room, you'll be glad your piano
has a "backbone" of aluminum!

For years, people have becn saying: "Why dOl'on't some-
body make pianos ligiller?" Som"ho,ly has. Today, I.·ading
piano makers usc Alcoa Aluminum Plates imo\h·ad of heavy
metal. Thcy have plenty of strcngth to carry the l8-ton
string load .•• reduce piano weight as ern...h as HHI pounds,
That's a piano improvemcnt you can Jeel! Test it for yoursell.

The Lake View Musical So-
ciety's first annual composers'
.cash award contest for women
composers is announced. Prizes
are offered in three classifications:
chamber music, art song, and
piano. All details may be secured
from Mrs. Vito B. Cuttone, Chair.
mall, 421 Melrose Street, Chicago,
Illinois.

Columhia University is spon-
soring a competition for a con-
certo or suite for brass octet. First
prize is $150. The closing date is
September 15, 1950, and all details
may be secured from the Depart-
ment of Music, Columbia Univer-
sity, New York 27, N. Y.

G-ro'P. .. IIave your
dealer ebow you a piano
with an alnminnm plate.

.1.11=1": • 0<' move
one end of the piano.
Compare the "feel",

J,.'STJ:NtotbeCun.
rich toncofthe alumi_
num-equipped piano.

A 35-day, all-expense tour
of European festivals will be of-
fered this summer by the Inter-
national Study Tour Alliance, in
cooperation with Temple Univer-
sity, the Stale Department and
heads of European governments.
The tour will include visits to three
major music festivals, Salzburg,
Lucerne and Edinboro, with Vien-
na and Paris also included in the
itinerary. Music students will be
allowed six semester hours' credit
at Temple for the tour.
Transport will be by air, leav-

ing July 29 and returning August
28. The cut-rate price for the whole
trip, including travel, meals, lodg.
ing and incidental expenses, is
$875 per person. Further inlor-
ma~ion !s obta~nable from Temple
Umverstty, Philadelphia.

FREE BOOKLET •••
_----- send for your copy--------------------------------.

I
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INAME_____________ I

ADDRESS I_______~ ~: ~~~~~::~__l

ALUMINUM COMPANY OF AMERICA
1827B Gulf Building. Pi""burgh 19. Po.I
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Ple05e send my tOpy of yoIII' lIew PiClno Plo#e 100II:1 ...
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BY NICOLAS SLONIMSKY

the non-existent G sharp.
•ght-ootave piano, the true
oint is avllilable, and the
will look and sound as
st have intended, with G
the way down.

TIlE SUPERVISION
ud fatJier, a child ~rodigy
itingNS powers m spon-
pro,.eation for the ben-
- •ng guests.He began

with rolling a'l"'llgios,
denly stopped. He tried
buts! into tears. "Fa-

got tile rest of my impro-
" he spbhed.

S vo 'BULow was dis-
ed with the playing of the

Opera 'l"1I.-a, and pub-
ared tliat it w.... inferior

band '4 the Renz Circus.
ousedFcligtlation among
rs cJf the Berlin Opera,

ublic a~ology was demand-
BiiloW;s teaction was true
• He ftrthwith dispatched
to R~ h<igginghim to ex-
affront inflicted on his

and by comparing it to the
pera l
entally, Renz himseU had
for opera. Once he went
"The Prophet." After the
ce was over, he hastened

the circus in time for the
finale. To his dismay, the
and struck the march from
tophet." He rushed to the
der and demanded: "How
you have this music?"

we've been playing it for
replied the conductor. "For
I have just heard this
at the Opera. They must
olen it from us!"

NEW \'aRK; N.Y.-March 1-11
.T. LOll'J ~.-Ma,ch",23
OBERLIN, OHIO-Ap'lI 2";'1l"t'

•
Limited .."ro!ll'jenl. Ea,1y IIpJ!lica.
lion Is eteilfCl1:lle.cJtaI6,L.ll and
deialll are cr<allable on request to...
the l;lif8F\<l' of the ~
Degreelf .. chelo, of Music, Bache-
10, of Music Educallonl ""ster of
Music, Maste, of Music Education.
Membe, of the National Associa.
lion of Schaols of Music.

PIANISTS, particularly
the modem rational school,
scales and technical pas-

~hile reading a magazine
ovel propped on the music
ut few can equal the feat
Walter Parratt, the eminent
organist, who used to carry
chess game, dictating the
without looking at the chess-
while playing a Beethoven

•
DAVIDL 10.UTSON. Dlrach.

Ie. I •• O•• lIe, Ohle
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sonata on the piano. He was a fair-
ly good chess player, and usually
won his games against amateurs.
As the' chess climax approached,
he would speed up the tempo, and
with the last resounding chord of
the coda, announce "check and
mate!"

WHAT IS THE ORIGIN of
cakewalk? It seems that this quaint
American dance, the inspiration of
Debussy's "Golliwog's Cakewalk,"
is connected with the colloquialism,
"it takes the cake." "The Diction-
ary of Slang and Colloquial Eng-
lish," by Farmer and Henley says:
"In certain sections of the U. S. A.,
cake walks have long had a vogue
among the colored people. The
young bucks walk from one end of
the hall to the other. The marking
is done on a scale of numbers.
The prize is a cake, and the winner
takes it."

WHEN VERDI finished the com-
position of "II Trovatore," he
played the Anvil Chorus and other
highlights from the score for a
friend who was known for his re-
fined tastes. "But this is vulgar
music," exclaimed the friend.
"Fine," said Verdi. "If you find
it vulgar, the opera will be a great
success with the general public."

HANS VON BULOW used to
say that opera composers can be
divided into two classes: (1) Those
who enrich the repertoire of barrel
organs, and (2) those who borrow
tunes from the repertoire of barrel
organs.

GRIEG'S ANCESTRAL name
was spelled Greig. His grandfa-
ther was a Scot who left his native
country after the defeat of the Scot-
tish rebellion in 1726, settled in
Bergen and changed his name to
Grieg. The composer cherished this
memory, and used to carry, ap-
pended to his watch chain, the
family seal, with the figure of a
ship in stormy seas, and a motto,
At spes in/racta, "unbroken hope."

there's
•magic

at
your fingertips
with

THOUSAND AND ONE NIGHTS
the caplivating Strauss waltz

Transcribed by
C. A. Dreyer

for TWO PIANO. POUR HANDS

Price $1.50

Other Music for Two Pianos

ALBENIZ-Sevilla .....................•••.. 1.00
GLIERE-Dance of the Russian Soldiers ....•.•• 1.25
LECUONA-Cordoba ...........•••••••••••• 1.00
LECUONA-Danza Lucumi ...••••••••••••••• 1.00
RESPIGHI-Notturno ........••••••••••••••• .75
RACHMANINOFF-Tears .•.•.•••••••••••.. 1.00
SAINT SAEN5-Danse Macabre ...•••••••••.. 1.25
STRAVINSKI-Dance Russe . . . . . . . . . . . . . . . . .. 1.00

EDWARD B. MARKS MUSIC CORPORATION
RCA Bldg., Radio City, New York, N. Y.

NOWyou can

Hundreds of copies
for just a few pennies
-with the new A. B.Dick music manu-
script stencil. It comes with 10 staffs
impressed. You simply add notes with
an easy-to- use roll point stylus-then
mimeograph as many copies as you
wish. Or, if you need manuscript
paper, just run "as is." Either way
these stencils can be filed for re-runs.

Mail the coupon below or see your ~. B. Dick ~istribut~r for
full Icformarion about these new music manuscnpt stencils, for
use with all makes of suitable stencil duplicating products ..--------------------------------I Tell me more about the new MusicManuscriptStencils. I

I Name I
I Addr", II I
I City I
I Mail this coupon to A. B. DICK COMPANY I
l--_~~~~~~~~~~~~~~~~~~~~~~~~~J

-
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Robert Helpmann and Margot Fonteyn, of the British Sadler's Wells Ballet, dance "Le Lac des Cygnes" in traditional 'lyle.

•••a Rem freedom
Creating its own' patterns,
contemporary ballet finds musIC no longer a tyrant but a stimulating ally

P.£ new are, I think,
lse summation ot the clifferencebetween
•0IUI1J.aI1et and modern dance. They are

BY WALTER TERRY
Dance Critic, New York Herald Tribune

in essence two contrasting ways of looking
at music in relation to the dance.
Miss Graham apparently felt that the rnusi-

cally-trained critic would appraise her per-
formance by listening rather than looking,
emphasizing musical backgrounds and seeing
her dance primarily in relation to musical
forms. On the other hand, the sportswriter,
though his perceptiveness might stop with
muscular prowess, would center his interest on
the dancer's art-material, movement.

Ballet, particularly traditional ballet, reveals
a close relationship between choreographic
form and musical form. Such musical forms
as the allemande, pavone, couranle, and gal-
liard, although they were originalIy dance
forms and continue to retain their dance iden-
tities, are found in the classic suites of Bach
and Corelli. LulIy used dance forms for alI
his music; even his vocal works betray the
influence of the dance. The influence of dance
rhythms became especially marked with the
rise of orchestral music; in fact, the origin
of orchestral music may be traced in dance
rhythms.
Although the court dance and the people's

dance had led to the creation of music suitable
for dancing the pavane, aUe""'nde, gigue and
galliard, composers soon adopted these forms
to their own purposes. The dance heritage .
though remembered, was no longer a govern.

Miss Graham's field of modem dance is
almost exclusively concerned with dancing. It
employs music, painting and architecture to
heighten the efleet of the dance.
Ballet, on the other hand, is not exclusively

dance, although dancing is its main ingredient.
It is a theatre form composed of dance, paint.
ing-architecture, drama, and music.
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eJjine's "Orpheus" (Igor Stra-
te that traditional forms no

ilither composer or choreogra-
specific drama, specific theme,

k,inetic plan govern the form, both
and choreographic, which a work is

• This plan of action, it seems to me,
cial to composer and choreographer

for it obviates the potentially stagnating
f formula.
tage and tradition, however, are not
·ly forsaken. $alallChihe ballets set
ic music repres$> )an i~ired contem-
use and extension of traditional forms.
a work such as "Rodeo," de Mille re-
that folk music and dance are still

to enrich our theatrical repertory.
trend in contemporary ballet, and in

ballet specifically, is quite clear. It
y. p!at tradition is respected and used
permitted dictatorial po""rs. The cles-
e forms, folk forms and established
forms continue to serve as stimuli

reographer and composer. Ballet is thus
ontinue its old relationship to music
tivity set to music and, in its more re-
elopment, to find in music a support-
btafing but not controlling partner.
dance choreographers, too, are in-

in music as 8 stimulus, as a way of
g dramatic content and as an aid to
hness, Modern dancers, particularly

(Hilham, have fostered the creation of
ed music. Through the demands

'their collaborators they have provid-
0se1'8 not ouly with fresh ideas but
h 'c!iallenges to their powers.

e musicalover admits, even grudgingly,
lIil1tf1ol independence of the dance art, he

also note with pride that his art of
"iii~;"r;h;o~,n:l>red and cherished in its independ-
.. eqllipped in innumerable ways to

allied art and, perhaps. to enrich it-
Ollgh such service,

fiE-FEBRUARY 1950

Martha Graham, Mark Ryder and Erick
Hawkins in "Night Journey" typify the
modern dance, not bound by formula.

1. A.D.
14111 A.D.

III-A.D.

l1Dl1-A.D.

1..-A.D.

IIIID-A.D.

The choreographer's imagination goes
"Fancv Free" with the Ballet Theater
dancers Bentley, Braun, Kriza, Soler,

I.lld 1.,11-
lully .It~.r
..... l1li)

T
D,."

C1,sslc slile,
CI... rll Iross.
-hse' .1
', .. e r~yl~.s

.. ".1 .lSlc;
hllel silles

..R.'....
'facsl.ne"
·'fa.. y fr."
"lilly Ile KIt'
'DI,~els" .tc.

Ballet and music have developed side by side throughout history. The words
"ballet", "ballad", "ballads" all have a common origin in music and the dance.
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What Chopin
really thought of Liszt

translated into English for the first time
BY BRONISLAW E. SYDOW

• Music hiotorians point to Chopin and Liszt as fIR ideal musical
fri!!nthhip. Chopin's uncensored opinion of his fellow-vi~tuoso,
1ulwever, was less flattering than is generally suppa.ed. It tS here
Pl'!""rued in excerpts from Chopin's letters to hio friend Delfina
'Potoeka. They appear in "Frederick Chopin," a new book edited
by Stephen P. Mizwa, copyrighted 1949 by the Kosciusko Foun-
dation. Excerpts are reprinted by permission 0/ the Foundation.

I \li" t/!inking of Liszt as a com-
r, r see him Lefore my eyes-pow-

.oIl stilts, and blowing into the born of
fortissimo and prestissimo.
has proposed to me that be would like
variations of some of my Etudes.

Iii~pblitely to occupy himself with
g else. N"ow he i. complaining to
'1 thai I said nothing when Kalk·
made vatia'lions on my Mazurka,

'Won't permit him to do the same thing.
~d t¥lb to people, but he is most
me, lind so am I to him. A funny
cannot squeeze any music worthy of
cJDlUI from his own brains, but he is
tlf others' works, .Is a cat is of cream.

i> people who admire him, but I al-
t that there is skillfUl work in him,

a. ~adow of talent.
hen he plays my works, he does not
note, since Ihare given him some
oml'liments. I always repeat to ev-

: if ypu \vi.sh to pia'! my things, play*~8/'e wtitten; I not, please com-
~$e1f an<l do not enter into someone
heic like a pig in the garden.

4Ul.d he aifficult to find somebody more
than Liszt. fle replaces the lack of

.on with lIkillful tricks, and will so
and stupefy you with his facetiae

ou would swear that he was a genuine
r, whereas he is ouly a most skillful

what he lacks as a creator is compen-
ror by his consumtnate skill in ex-

..... 18 other people's thoughts and other".ie1'. works. I wanted to play all my Etudes
~E-FEBRUA.RY 1950

for you myself, bnt now I prefer that Liszt
should do it. Played by him, the) will sound
better to you. I am unable-as much as I
love ) ou-r-to play them in such a manner.
This is one of his ne plus ultras. Everyone
is delighted by the way he plays them-and
rightly so.

CONCERNING GENIUS
Every genius is a revolutionary who pro4

duces a great deal of commotion in the world.
After he has abolished the old rules he writes
his own, new ones, which no one even half
understands; and after he has stupefied and
bewildered ev-erybody, he leaves the world
neither understood nor regretted. When he is
no more, the people breathe easier. Not al-
ways does the next generation comprehend
and appreciate him properly. Sometimes it
may even take a whole century.

It is a curious question: does the genius
feel his own greatness? ... does he under-
stand how far his echo will reach into the
centuries? That only posterity can understand
him is clear to me. When you are contem-
plating a colossal piece of sculpture, you can
see it "ell only from a certain distance. When
standing near, you can never see the whole
object, and looking at it part by part, you
will have a misshapen impression of it.
The genius is the strangest of men because

he is so far ahead of his contemporaries that
they lose sight of him. Moreover, nobody
knows which generation is going to compre-
hend him.
Genius has a big nose and a splendid sense

of smell which enable him to catch the direc-

tion of the wind of the future. Don't think
that I am imagining that [ am a genius, pos-
sessing as I do an enormous nose t ogromne
nosiwo) ; you understand that [ mean quite a
different kind of nose,

JOHANN SEBASTIAN BACH
Bach will never gro" old. The structure

of his work is like those ideally built geometri-
cal figures, in which everything has its place
and in which no line is superfluous. Bach re-
minds me of an astronomer: there are people
who are unable to see anything in his work
except a series of difficult ciphers, but others,
who know how to feel and understand him,
Bach leads to his enormous telescope and lets
them admire the stars of his masterpieces. If
any epoch should negleet Bach, it would give
evidence of shallowness, stupidity, and spoiled
taste.
When I am pia) ing somebody, I often think

that I would make this note or that different.
But that never happens when I am playing
Bach. In his work ever) thing is so ideally
made that one cannot imagine it otherwise;
the smallest alteration would spoil everything.
Here, as in geometrical figures, the slightest
change is impossible .

BACH, MOZART, uszr
Every creator has moments when his in.

spiration weakens and when only brain work is
done. When orte picks up musical notes, one
can point out such parts with the finger. The
main thing is that there should he the greatest
amount of inspiration and the least possible
amount of work. (Continued on Page 54)

,
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ON A HIGH NOTE• • •
BY VIKTOR FUCHS

The seeret of free, effortless top tones_ studio-tested formula

PARED to a violinist or a pianist, a
'tl~ihger starts his career in an amateurish

l'!Iotinfrequently, he remains an amateur'~t:,he has becomea well-knownartist.
• .st or violinist has only to learn to

his instrument. The singer, whose in-
is his voice, must develop his instru-
ore he can master it,

inger is at a disadvantage in still an-
lw,y-his instrument is subject to his

physical condition.
matter how nervous a piano virtuoso

his ",ell-tuned Steinway is cool as
. What does an instrumentalist

lbout before a performance? Mainly,
he will be technically perfect, and
his musical memory will function.

t of course, worries about these
• He is, in addition, greatly con-

l'bout his instrument-whether he is
voice or not. More than that, he

Whether his voice will remain in the
'lion throughout the performance.
haZard is that the singer, like

else, uses his voice mainly for
Since we learn to speak-that is,
instrument, the voice-in a hap-

~er. most of us show many fanlts
A child learns to speak by imi-

'f.f lie hears English spoken with a
aCcent or Midwestern burr, he too
with a regional pecnliarity.
regional accent, the muscles of
and throat are used in a certain

ay. This way of using them becomes
• and follows into singing-a fact
teacher has to take into account
gives a beginner hi$ first lesson.

en a beginner in singing is not one
never sung a note before; on the

, he has probably sung quite a bit ai-
d is accustomed to using certain sets
muscles in a certain way. When the
cher starts his instruction, his job

~nly to teach his pupil how to use the
es, but also to help him get rid of

y acquired bad habits.
• someone might ask, "What about

• ers who are natorally so talented
have no hnlts or bad habits in their

.. Of course, there are such people,

MDEc-FEBRUARY 1950

but they are exceptions to the rule.
In general, the instrument of the singing

voice is the same as the instrument of the
speaking voice, even though we do not use it
in exactly the same manner. Since we start
to talk without learning to talk systemeti-
cally, our speech is always technically more
or less faulty. Therefore, we usually start out
on a faulty basis when we first sing.
Also, when we first start to sing, as chil-

dren in school, we never think of the quality
of our voices-whether we sound beautiful or
not. We are only concerned with producing a
melody. Similarly, when we speak, we are not
concerned with tonal quality, but merely with
the thought we wish to express.
The voice teacher, therefore, unlike his

colleague who teaches an inanimate mstru-
ment, starts with a pupil who is already ac-
customed to using his instrument in a way
peculiar to him, and whose instrument, his
voice, is not in perfect order.

Most young people wish to study singing in
order that they may enlarge the volume and
the range of their voices. What is really more
important is to improve the quality of their
voices, since singers have always been judged
not by volume and range, but by' beauty of
tone. There have been many singers who
could sing with greater volume and wider
range than Caruso, and yet Caruso has re-
mained incomparable.
Young singers, and, alas, many voice

teachers, attempt (Continued on Page 55)

180R G~RI", falmous baritone, has learned from voice teacher Viktor Fuchs th t .
creases In voca range come slowly. It is risky to produce high notes by forcing :"e:".
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mes this ideal union is impossible.
is poetry that is self-sufficient, and re-

be set to music. There is also music
"JUlIlly aelf·suflicient, and resents being

with words. In the selection of a text,
rtant to chooae poetry which has a
character, and asks to be comple-

by a more masculine musical element.
are's Sonnets are what I would call
e poetry. They resist being set to

ever Shakespeare calls for music as
-~"1\iil\lil~~does in his plays, his poetry immedi-

~hanges character. It abandons its com-
and aggressiveness in favor of supple-

~ lyricism. The songa in "The Tempest"
IIa good example of this.

l~ as a drop of water is created by an
8l!8'IIi proportion of hydrogen and oxygen, so
in creating a lyrical phrase you must have an
eqUaP.y exact proportion between words and
B$itIil>. As water is not merely hydrogen and
.tr~ so must the compoaer of opera strive
'" e something which is neither a play
i~~~!ded music, nor a symphony with words,

w, indissoluble organism.
perhaps the only compoaer who has
convinced his publisher not to publish
. separately. (The publisher won two

dlitWcllf with "The Old Maid and the Thief,"

14 lJitJDE-FEBRUARY 1950

and "Amelia Goes To the Ball," to my lasting
regret.] I always conceive my libretti at the
same time as I conceive the music, and it
has always been painful for me to read my
text divorced from its musical setting. A
phrase such as "Mother, Mother, are you
there?" in "The Medium," has no meaning to
me unless it is sung. Nor does "Isn't the weath-
er awful?" in "The Old Maid and the Thief."
To read and judge a libretto without its mu-
sical setting is unfair both to the librettist and
the composer. What may be a wonderful play
may become a laughable opera, just as a seem-
ingly awkward libretto may burst into flame
once clothed by music.

AGAIN I must stress the fact that the libretto
is an incomplete work of art, as it is only

a part of a whole organism. Just as you cannot
judge a watch by looking at one of its wheels,
you cannot judge an opera by only reading
the libretto, or playing the music. The two
elements must be experienced together.

It is because I consider opera a very spe-
cialized form of art, an art in itself, that I
believe that certain kinds of stage directors
and singers are inadequate for it. Most oper-
atic stage directors are sadly inefficient. They
seem to have learned little or nothing of what
the modern stage has to offer. They are still

repeating movements that were cliches twenty
years ago. They are terrified if they are asked
to introduce into opera any device which has
not already been sanctioned by tradition.

Equally unsuccessful, although certainly
more exciting, are the operatic experiments of
directors from the legitimate stage. They do
not lack imagination or daring; but they are
ill-equipped for working with singers, instead
of actors. It goes against the grain with them
to allow music to fill, without apology, the
silences between dialogues.

As for singers, the problem is even more
serious. They constantly refuse to accept opera
as a contemporary form of the theatre, and
do not realize that little by little they are let-
ting themselves out of work.
When "The Medium" was playing on Broad-

way, it was a struggle to convince some mem-
bers of my cast that it was more important for
them to play to such unoperatic audiences
than to accept a Metropolitan Opera contract,
and sing the third Rhine Maiden in "Coetter-
daemmerung." Singers love to wear the dusty
costumes of their predecessors. Very few of
them inject new vitality into their art.
There are msny reasons for the decline of

opera as a vital contemporary expression.
Here are four of (Continued on Page 50)
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"THE OLD MAIO AND THE THIEF:" lliss Todd (Marie
Powers ~ exc~aDge8 small talk over lea with a neigh-
bor, MISS Pmkerton (Ellen Faull) during the ew
York City Opera's performance of the comedy.

MME. FLORA (Marie Powers) kneels beside the body
of Toby, the deaf-mute (Leo Coleman), in the final
scene of Mr. Menolli's powerful opera "Th ~I
d. "M d ' e.1' e-
JUm. a dened by her "voices," Flora kills Toby.
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Music Looer's 1500kshelf

How the Blues Began
W. C. Handy, at the age 01 seventy-seven,

surveys the field which he pioneered

dOM>_ra"'''~'''71 ,e .",gong~~ai'3£~e",e1r ..~
w.pig . wor/( Jitt IUld tIdI 'IIW
iii /One 'II '"hii:h t~'-!
JinliblU? 1 iletlOlOI>' ~ cWt tithe.
by C07ll_ lIIor1 toith my fir" rneIhod?

~ This question puzzles me because I do
nof unQeiillii y
ward vocalization method." However, since
the linger indi_ that it wanJl .litm'oJlhod
for her, it was JlrobabW rigllt'. 'l'Iie lllie of
heavy chelt toil'e8 can be 10 llve'\\lhie lit' to
become not only ugly, but lli!;tuaUydan«el'oll8.
I feel in general it il much better to otick to
the lo·called head ton.. which naturally are
produced hy uling all the reoonant chambero
than it is to try for the old·fuhioned chelt
ton.. , ani ... that tone io perfectly natural and
lIIed lparingly. I am very lUre that in thia

E FATHER OF THE BLUES." A Treas-
of the Blues, from Memphis Blues to the
nt day. Edited by 'W. C. Handy with an

orical and critical text by Abbe Niles.
es, 258 (8xIl). Price $5.00. Publishers,
Ies Boni. Distributed by Simon and
ster. '

illiam Christopher Handy, sage and kind.
s traveled a long, long road since Novem-
6, 1873, when he was born in Florence,
ama, His fnther and his grandfather were
t Negro parsons who looked upon the
r of a musician as disreputable. In fact,
r Handy said "he would sooner follow his
hearse than see him become a profes-
musician. "

uog Handy however, was music bent, and
ng could stop him. He came under the
etion of a teacher from Fisk L niversity
taught him the tonic-sol-fa system and
amted him with the music of choruses
lV"j!ner, Verdi and Bizet.
dy formed a quartet and started out for
ieago World's Fair with a capital of
cent s, By giving entertainments along

ute the four reached their seal only to
the Fair postponed. Hand, ;hen became

er of Mahara's Colored 11instrels. He
that most of the songs were bv white
eers, and were in no wa} a true evolu-

of Negro melodies or Negro folk-lore.
the songs of James A. Bland (Carry Me
to 01' Virginny and Oh Dem Golden
ra) were of Negro origin, althouah they
a English and Irish folk-songs.°It was
h the movement to erect a monument
nd in the Merion Memorial Cemetery
hiladelphia, that your reviewer came to
the. "blues" as Handy expressed them.:ttre In no sense the usual type of strident
caterwauling which has made so many

t~~:;peopIe dread the very thought of jazz
ln~. They are no boiler factory explo.

of dIscords, no nerveapetrifyinO" orO"iesof
~~?"y but rather the simple and po~erful

;;

rehJ.On of the elemental emotions of the
that made them possible. There is some.

lillMi...ewxt~emely poignant about the St. Louis
hlch has a very definite human appeal.

alidy wrote the Memphis Slues, his first,
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BY B. MEREDITH CADMAN

in 1909 as a contribution to the campaign of
the local, but widely known political boss,
E. C. Crump. This was followed by a famous
series of "Blues" which earned him the title
"King of the Blues." Later he went to New

w. C. HANDY

York, where he established the highly success.
ful puhlishing firm of Handy Brothers Music
Co., Inc. He is now blind but attends to busi-
ness daily. He is a churchman and a 33rd de-
gree Mason. ASCAP, of which he has been a
m~~ber for years, holds him in high regard.

A Treasury of the Blues" contains some
seventy representative blues songs with ac-
companiments that make them accessible to
the ~rdinary ,pianist. Abbe Niles' critical notes
are .IDf~rmalJve and finely presented. The col-
lectIon IS a gem for the musical library.

"HOW TO PLAY THE PIANO." By Jacques
Fray a~d David A. Saperton, Mus. Doc. Pages,
121. PrIce, $2.95. Publisher, Doubleday and Co.

. The musical notation employed hy most na.
tlOns of the world for two centuries has been
repeate?ly assailed as a cumbersome barrier
for be.gInners whose ambition is to be able to
play Just enough to perform a few tunes.

Many short-cut methods have been devised
and marketed to help those who dread learn-
ing the regular notation. Usually such methods
have been written with a definite commercial
aim by writers who have had relatively little
experience, in music or education. But here
are two top-notchers, two finely trained mu-
sicians and teachers, one of whom. Dr. David
Saperton, was a former Assistant Director of
the Curtis Institute of Music in Philadelphia.
The plan of employing diagrams instead of
notes which the author. claim enable. the
novice "to playa melody at the very fir~1 les-
son, a Course which in thirty minutes has YOII

playing a simple song with both hand." ,~u,t
be seen to be comprehended. Midwav in the
book, notes are introduced and wefl.known
tunes are presented in simple notation.
Generally speaking, your review er realize ..

t~at there are great numhers of people who
like to dabble in music. They have no further
ambition than that of amusing themsels f':oo.

Some of those could find great charm in aet-
ting into music through a short cut. However.
if a~yone as~ires. 10 get the higher jo~s of
music a certain kind of proficiency mu ..r be
acquired. This proficiency is a men"tal adjust.
~ent and a manual adjustment which seem-
mgly can be acquired only at the keyboard.
Yet, there is a distinct need for such a hook

as "How to Play the Piano." by 11r. Frav and
Dr. Saperton for those who do not e pect to
take up the study of music seriously.

"KEYBOARD MUSIC from the Middle Ages
to the Beginnings of the Baroque. By Ger-
ald ~tares Bedbrook. Pages 170. Price 84.50.
Publisher, MacMillan and Co. Ltd.

In the British Museum there is a miniature
of .King David seated at a Positive Organ.
It IS taken from a French Psalter of about
1300 A. D. Inasmuch as David. who with his
h~rp soothed the black moods of King Saul.
died o~er tW? thousand years before the
monastic mediaeval artist made th ... . e mlnla.
ture, It IS very unlikely that he ever saw a
keyboard ?f any kind. The inventor of the
key.board IS as much lost in the mists of
obllv~on as the inventor of the plough.

It IS reputed that the organ came to EfA· . R urope
rom sia Via orne. In the fourth century A.
~- the Roman hydraulic or water organ c~me
l~tO use. Then in about the middle of the
n~nth centu~ there was an organ with 4(X)
pIpeS at. Wmchester which required seventy
ahle-bodled organ blowe.. at the pumps. It
was so. loud .that people had to cover their
ea~s WIth their hands as they approached it
W,th the ~r?wth of the organ there d.,.eloped
a very dlStIDct art of ecclesiastical . I.. . muslca
compOSItIOn m the Middle Ages, and it is with
these works that Mr. Bedbrook concerns him-
self. The book terminates with the b. d I . aroque
peno. t IS charming and authoritative.



• Benno Moi&eiwiuch .... bom in
Ode .... , began hi& sludie. fit the age 01
M, and .... accepted /IS papa by TIoIJoo
dor Leschelizky belore fie lII/JS filUWOJ

Mr. Moisei .. iUoIa is distillguiJMl 101'
musiciIJ,.,mp .... ...U lIS f<>r virluOsity.

The erilies are occasionally pleIJsed w eo/ll"
pUment a pianiot I>y layintl that he play",

"in th. grand Ityle." Exactly what do th.y
mean by that phrue?
In tblI broade t sen.e, they mean a Ityle of

playing which penetrates deeper than the phy"
ieal conqu.riag of the piano. It concern. itaell. Th" dtyl"with the r.I.... of musIC. • gran I e
I1IOVed lioten.n through inUirpretatlon. .
If today'. ytlung pianist il to ~hiev •• ~

Jar reoulll, .... too, mual turn to mterpr.tatlYe
valuea. 0 the neat q.... tion is, how doea one
'-"to~m?
In the "grand" ~B of Anton Rubinotebl,

Rachmaninoli, and Pad.r.waki, it wa. impoo"
Bibleto learn mUBiealm.aning through record-
ingl. Learning mullic meant digging deep into
the ocore itoelf, training tblI iaward hearing to
gra I' what il th.r. and aloo what is not there.
By concentrated and d.voted thinking abbut
mullie,the artiot bnikhim .. Ua IOlid foundatio",
Any artlBt worth hiB Bak thinu mUlie far

IDOrethan he practicel. Practice dividea the
mind betw.en mUBic and the mechanica of
managing hands and feeL Indrd hearing haa
ill rooto in mUBical thought.
In my Itud.nt dayB, when Leochetizky waa

dil .. tiofied with the way we turn.d a phra ...
he would bid us leave the piano and walk about
the room with our eyes Ihut until a new phraa·
ing luggeoted illelf. Then we were allowed to
p1a.y it for him. I still follow this procedure,
leaving the piano to think about a phraae
which needs beller shaping.

How do you knoW'
you to the right in
you don't! Except in
Iy planued and 10
tion is who1l1;
mUBle (that iii
upon talent, in
up-I might aIoo
into account that
earlier age than
theae qualities, t
ment, will u .
of musical thoughL
The only really

are the printed indi
far from absolute. 1:
mous Chopin rubat!.
rubalo-but how mn
note.duration. he?
resembling accuracy,
edge of Chopin'B Iif
experiencing and f
particular work; Ilf
whol., etc. One ttl,
and then to apply

pro or eon); lUld
l" Oue must ~ Fie
how a work 1& con-
ontent and ~clbire
divine what the /:Om-

plays best alone at home, and this
diwrefle,d in the beauty and sentiment of

ent,
1 had finished it, I was startled to

Ind myself sliding straight into the theme of
the last movement,

~
omitting the introductory chords. It was in
no sense intentional; I simply could not break
the m od of the beautiful slow movement by
I'\li~' chords. And immedialely it came to
'mal those chords do not relate to the tran-

$1 tween the third and final movements.
wa.s greatly excited by the thought and

detl;'rmmed (against advice) to try playing
the work this way in public. I finally did, and
was gratified when the critics, who might have
condellUled me. approved the alteration. On
prm ipre, I am against taking liherties with
the ~rs: I never seek to change texts. But
ttfcllanges of this kind come to me. when

tliex iit, and when I have exercised thought
and' re"lson upon them, then I feel they must
be right!

• T e moment. I am at work on MOllS'

~ sorgsky·s "Pictures At an Exhibition?
a co orful work in the tradition of Schumann's
"~maY8I." We are told that Moussorgsky
rote this series of "pictures" after being im-

pres <l by the paintings of his friend Hart-
m The paintings are, I believe. in exist-
e t 1 have never seen them. Nor is there
an reason whv I should. For what I wish to
brm out is, n'ot a series of pictures. but the
thmgs Moussorgsk) saw and felt \\ hen he
looked at them. Working in this wa). I am
slf!'" hall find what he meant to put down
flii'1 e piano but 1being clumsy pianistically)
1 not always succeed in writing.

e very structure of the work is a help,
~~~,rgsk~ walks into the exhibition in ex-

ant fashion, but as he glances at the first
p. re his mood changes. In walkillg 011 to
til Xl-half his mind on what he jusl saw,

~

ther half on what he is about to sec-
~d changes again. And each picture

II s him differently. He finishes "The Old
Castle with a sigh; then takes a deep breath
and ith a sense of false bravado, goes 011 to
the next. "The B) dlo," the picture of an old
Polish o"rcart, js ,ery melancholy. Why? Be·
cause of the \\ eariness of the hard-driven
beast stumping along in fixed rh) Ihm'! fle·
cause of the harshness of the driver? flccause
of omethmg in the surrounding scene-or
s~~g Moussorgsky saw into that scene?
~is' a good exercise in interpretation!
'tIie student can find further excellent prac'

:J.i~'1J,.study iog the sonata form. This, of
, means more than merely learning that
a movements are built out of a first
a transition to a second theme, develop.
ecapitulation of one or both themes,
da. One of the first tasks, and biggest

.ll1ll!l"'lS a close analysis of the development
ns. For here (Continued on Page 56)
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• What is the meaning 01 spiccato?

• Are technical studies necessary?

Questions from ETUDE readers are answered by
HAROLD BERKLEY

(\\0 Iolinist's Forum

• "Will you kindly tell me just what does
the word spiccato mean, and how it is played
{rnartele, springifl/:i" bow, or just short
bows)!' Also, just what is the difference be-
tween sixteenths with wedges , over them
and those with dots'! I" Kreutzer, etc., some
studies use the wedges and some the dots,
with no explanution:·-Jl.A.B., l\"ew } ark.

LITERALLY TRANSLATED Irom the
Italian, spiccato means "separate" or "dis-
tinct." When applied to bowing on stringed
instruments, it means a springing bov played
near the nuddle with a wrist action.
It should always be kept in mind that the

spiceato comes from the wrist. When the wrist
muvement is mastered, a slight motion of the
arm can be combined with it in oroer to
increase the volume of tone; but the pla)er
\\ho uses both before he has complete control
of the wrist movement will certainl) find him-
self stiffening when he tries to play at a rapid
tempo. This is a common fault among stu·
dents "ho are too impatient to study the
spiceato correctly.
For the performance of a brilliant spiceato,

the bow·stick should be vertically abo, e the
hair. This gives more "bite" to each note.
Onl) when a softer, more flak) effect is re-
quired should the bow-stick be tilted.
As I have had oct:asion to say a number of

PlayedWrittenW..r r

~ WdU..

P F r
Played

p'p'W

times in the past, the first prerequisite for the
playing of the spiccato is a complete mastery
of the wrist.~nd.finger motion at the frog of
the bow durmg performance.

Concerning the wedges and dots, accor-ding
to strict convention, notes with vertical weclp;~
over them should be pia) ed a•• hort as po .
sible, the value of the note being completed
by an interval of silence, while notes headed
with dots are shortened b) onl) one-half their
written length (see example).

However, many composers and editors
use the signs loosely and indiscr iminatelv; so
that it is generally left to the player" ta te
and experience to decide just how staccato 8

passage should be played. According to iotte-
bohm's "Beethoveniana." quoted in Grove's
Dictionary of Music, Beethoven was one of the
few composers who had a keen sense of the
difference between the two markings. But the
indications in man) editions of his works are
not exclusively Beethoven'$!
It is too bad this vagueness exists. for to

violinists, at any rate, there is a world of dif·
ference between staccato and staccatissimo.
Dots over notes of moderate tempo may well
indicate a singing martele. while the use of
wedges would unmistakably indicate very
short, sharply·articulated notes.

• "There has been a lot 01 di.cu.,ion lately
in this town among the violin teachers and
the piano teachers about the value 0/ studies
(hudes) in the training oj pupils. Mo.t oj the
piallo teachers and some 0/ the violi"ists sal'
they are not necessary allY more. that tech-
nique can be learned from pieces. I can't of!ree
with this, nor can some 0/ my friends. ami I
should like very much to k"ow what you think
about it. The question: Are studies neces-
sary?"-Miss M.L.R., Texas_

I'M GLAD TO HAVE this leller, the sub·
ject of which is being increasingl~ di8CUS~;
it is, moreover, a question that cannot be
categorically answered in a couple of sen·
tences. There are numerous angles, some of
them mutually opposed, that ha, e to be taken
into consideration.
For, one thing, (Continued 0" Page 61)
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• WiiAiaiit-1iiM
hoi ..-- " ~. q
10 _A '" lhole III
-Hr~ r#W
gNJdow , IP Ull rM '1ieP_<i;llji~t\
about ".. ~""a !l#M
10 litem fitr'; t":"4 N "
/ltlJeuer ~ 11IM
..... IMJ'lINel. ~I._-
tl-.Iur41tW d =~=~
...... ~.letter fl'if4.de t«ader,s;oJ~
~ -JlQ

E abeorb the things we learn through
tIIe~ our_lf~

vItioA liIililIIna!there oaloIral\ l'efID "
~ Ill..... of tOlJM or 80_
......·In~ .._ tlIia IIWJlf t<> iI!dJ.-
an ~:~1I8h the "..ulQll> lIf rl>~
FIrIt of lII, t\II! ~e, mlll~Uve JJiIII~-.a ... ~ en ~I)fi~ ill~~

lIilII1it¥ II#. ptt.ill& u\ta. S-nd, lUI bI' ll'ai/>lI
• ~ to, JIIK'l'iIIlPe, ~ ~ ~
•fiJtIUII, he •• ~ '" I ~ ill!!!

~ aJitl loe -"'.\Ii op
.I\II~ lIbY.llicaUy !!lid IIlIOJ1t1jly 'Jihe
c... ~ the llIacbl'r ~c1s -
th!o ~ the instruj:tion >WI be.
IPc"iii~ 1mOllll, try the fpl;

WlDi: Hive j9U. pupil place Wa ,banfl q~
..... } ..' tIIIlllOundlx>,ard of tlte lIi&llp.
Play a Iqw, ,.dwr low!, d~J$e ~ '"'
l'8'fed rh)1hDiio pattern. The same tone may
lie u.... II ~ryOllt the r8lll!e to d~
which pitcIa i& JDQIt belpful ill enabling the
pIIpii to "feel" the vibratio .... Do Dot !'Ie, the
daqIe. plIdahit magnifies but it also hal
the eIIect of blurring the vibra~ Whell
tI. popJi can repeat the pattern I>f !M'pjng
on wood with his lingers or I>y ~ it
on a anara drum, ou may be a u~ ~
the &rat ltep ... been IUcceaofnl1y ~
It may Inrpri18 you to find how eaeily you
too can feel mll8ic if you plug your ears and
become the subject of your own experimenL
If yo.. cannot feel music in yOUf very fin8er
tipa, don't expect it of others!

~ain: Take some metal article such as a
sauce pen, Place the fingers finnly around
it or hold it close to the body. Can you feel
the mll8ic from the radio ill the next room
even though it il turned too low for your
ears to detect the sound? Can your pupil feel
it too? If your pupil responds to rhythm, it
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" piece by Karl 1'1Ii.IiPP
called Solfeggidlo _ 1
uu. rille rrIe/IlII. ,,~ ''''''

-N. S.

• I have .ead and ffl!~ed yo .
tions a~ AnsweTi' IP.r. •• n yea .
am sendmg you soinlt~slions of m.~
1. In lhe dance ~from BacA's Po

and Suiles, should some of lhe mord

a vocal exercise 8ODl! on
sy11ablea, 80 a "80lfeggi-

'ttle vocal exercise," sine<>
a dimiDlIlive connotation-

ly applied the name te>
piano piece becanse it runs
ill much the same f..moll
rate 8Olfeggio lie>"" from.

singer. -K. G.
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Edited by Alexander McCurdy

How to File Your Music
••• A SYSTEM THAT WORKS

"'Jolce ,
• "Cb

Crtl'''~S.(,h rhthll,

), C"Ph.

DI'il""" 26

I'rlc,,; l~

01her D
1'IlIIO~O J t,o" C
BrIt!~~:r I'Nt •• e:"PlI",

• 1'1I1ln. Co., Dl

is used. And for selecting music for a special r._""'~:=::.:~~";'l~'~",':"~_,joccasion, I check the type index. This cuts the ...:........ -:---.,
time spent in selecting and locating to a mini-
mum because I know at a glance when the
anthem picked was last sung, how many copies
are available, exactly where it is in the filing
cabinet, and when ordering additional copies,
the publisher and the price.

We have a special cabinet for anthem col-
lections, and the individual anthems in them
are catalogued in the same manner as the
octavos, with the added information on the
index cards as to what collection they are in.

BY STERLING H. MISCHE

MAINTAINING an effieient music library
is one of the most important phases in
the activities of a minister of music.

It matters not how large or small the church
or its music library, whether one person is
in charge of the music, or several. The music
program of that church will be helped or
hindered in proportion to the efficiency of its
m""ic library.

When one considers the ease with which a
trqly efficient library can be handled after
once being put into operation, it is amazing
that so many church music libraries are found
to be kept in such haphazard ways. Wear and
tear on the music, 1088 of valuable rehearsal
time and time spent in locating the music
CBl>; aU be cut down considerably when the
liBrary is organized on a systematic basis.
J do not wish to imply that the system here

&scribed is the best, but it we>rko well for us
anq perhaps it will for ye>U-

Knowing exactly where each number is
~ how many copies are on hand, what
number is appropriate for a certain occasion,
when it was last sung, ele., are items of great
im~ce to the director. A good insurance

against the various C8tastrophies which
occur as a result of not having this in-
tion for quick nse is to keep several card
In our library we maintain three such

with each anthem catalogued as to title,
ser, and type. Examples of these are

... here and are seif-explanate>ry. (See cut).
each new selection is added, the libra-

~ make out a set e>fthese cards for each
!lJl' and place them in the proper file. The
advantages are fairly obvious_ If I plan to
uee a certain selection, I locate it by using
die title index. When the we>rk of a certain
composer is programmed, the composer index
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Keeping to a minimum the wear and tear
resulting from handling the music and the
subsequent expense in replacing and repairing
damaged and lost music can be met effectively
by using octavo filing envelopes and metal
filing cabinets. We use heavy manila octavo
envelopes which have spaces provided on them
for recording the following information about
the numbers they contain: title, composer,
arrangement, publisher, number of copies,
price, when used, drawer number, comments.
These in turn are stored in metal drawer cabi·
nets, the drawers being octavo size and each
one numbered.

To eliminate a lot of unnecessary handling
in passing out at each rehearsal all the num·
bers to be worked on, we inaugurated this
fall the use of choir folios which hold 10
anthems. When they were received, the libra-
rians put the current selections we were using
into the .. folios and distributed them, which

,s cop\t'

'Oradr ae

p1'\et; \6t
'O\uof\ cos~.1'11 1)\.tr\~1J"or •~~~:r,,r;::~.0 ••

91'J1'I )ta...r •

meant that they passed out all the music to
be rehearsed at once, thus saving time and
without handling the individual ce>pies. As
each anthem is used, it is removed from the
folio, filed in the library, and replaced by a
new anthem. Thus the copies are handled only
twice: when placed in the folio and when
taken out aft.r use. Under the method where
the music is handed out separately at each
rehearsal, if the anthem were studied at four
rehearsals it would (Conlirwed on Page 52)

• As di~ector of music for a large mid-weslern church, Slerling Mische has
found IhlS method of cataloguing his church music simple and reliable_ Try it
for yourse1f-or check the success e>fyour own filing system agai....t this method.
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EVE DERESTIMATE

THE bau clariDe!, wbich, ~,. wil!fJ 01 ~-.
clarinet choir, parallell the 1\o\oJRleIlo,qr:

the etriDg-falDi1y, ;. pit.ched one ~ Io
t1lan tile soprano clal:lnet. It ~ - •
.trueteelln the several keya of G, JJ~ lind
the C bau clariD~ sounding one 9Cl8Ve lowe
t1lan their soprano counterparto. D_'tlllarilnel~
have aloo been coootructell In the key of Db,
thIa inatrU.-n "'a1uliiI:ln:g~ondeH:~:::~.... the Eb alto t... trumeat ;.
Wtor Imo _a-aIto clarinet.
•For VlIri9\11 """00 the bass oIarIuet In
,. bao li"* <more lriclely. ~ o¥ uaed
than OIl}' .f)he othero. and it 18 this ~t
wbleh \ri111le commonly f. In pn uae.
TIle bau clarinet ;. usndy' "'titleD r, and
.da ill. treble olef, .slio an the riDeta,
. ou1lI ~bifuIIY be ~ fOr dread

ill tIie " • Somo po .....
and arraa~ ~ teeogmz t, and
it Ia to he ~ that the chaIlge to the baao
_ WIll ~ .. , become otandard ~ractice
~d the I~ thuo tako Ito proper place
hi the "0"- \Boca_ iii thIa clef problem the studbt of
lbe b ... eliriDet thould be famiUIl1' wltll both
the treble and ~. clefo, and In .dd .on,
0h01\1d he lhient In the tenor cw.- Tho or
clefWIll neceuarill.\!e. empitIJea when the b...
clef ftl~aard ;. adopted for the .ame
reaaon that It ;. now ueed for the 'cello and
buaoon-to minimize leger lin.. above the
Ita! for tIuI convenience of compoaar, ar·
ranger, an" playa'

THE MATI'ER-OF TRANSPOSITION muat
aIoo he dea1l with+ for It WIll be found that
although the Bl> baao clarillet ia the Instru·
ment most geneJlally used, Perto for C and A
bus clarinela are aloo In the repertoire. There-
fo..... the bue clarinetist muat be trained in at
lout tIo_ two transpoaitioDL
Tr_position .hould be done by Interval

and not by clef. The method of clef tranaposl·
tion baa long since been abandoned by all
e"cept a few die.hard purieto In the world of
theory. All practicing muolciane, except a few
trained In Europe, where oolfegglo occupied
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U::~:Of
Thtbjnt!..of~lli~at the correct sound.

ference what goes 01>

If the results are c
develop his own systei\!r

~ has been my Cltpt"=:==
nlng point I. the iIIl1
I recQDllDClld.
Whatever the

skill which it ia
learn as e.. ly all

UlllIrslly of 1IIc*, I18mll qurtll. p
H. Stubbins. sapl'a8D clarinet, Dwi
ba .. clarinet ..... Normau Rost; aI

test officials hew to the line in administering
the rules, and that we high school mu ic
educators are honest with ourselves and each
other.
I don't think this is a visionary goal. And

it is our hope for the future. Let's reexamine
the ratings and their actual meanings to see
whether they suggest a way to administer the
interscholastic contest.

BAND AND ORCHESTRA-Edited by William D. Revelli

of the orchestra. The mass efiect of a section
of bass clarinets is a thrilling and perfect
wind c,ounterpart to the 'cello section. It awaits
oaIy exploitation to become as standard in
wind ensemble music as is the indispensable
'eellc\ to the orchestra.
An extended range downward has been.

aaded to the bass clarinet in some instances,
and this addition makes it even more im-
pbrtllllt to the score. Bass clarinets have been
constructed with additional tone holes on an
elohkated lower joint and bell which increase
the range to low concert G-Oat (Ex. 3).

It Is generally standard to add the low E·Oat
key in the bass clarinet and this is an impor-
tant and necessary consideration. I prefer
a bass clarinet with the low E·Oat key and one
additional key which permits the production
of a low D, or as It sounds, a concert C (Ex. 4) .

This addition makes possible the performance
of all violoncello parts and is of great value
in seorlng, For lower notes, the contra-bass
clarinet should be used.
,As a solo instrument in its own right, the

baBj! clarinet possesses the requisite variety of
tonal color, the facility and the flexibility as
wen as the adequate range for the performance
of music in any style, with e"cellent effect.
Here again, its exploitation awaits the imagina-
ti"" player. Fortunately, In this case, as in the
~~ aforementioned, the day of the bass clar·
Ill"! ~turity as an accepted and admired in-
stNm,Wt in its own right, is at our present
~\lnusical threshold.
'c~The ~cbnical problems of playing the bass
cJWinet are somewhat different from those
encountered on the soprano clarinet. An ex-
planation of them can best be made by indi-
cati~ these udiflerences" with respect to the
weIr. ~ablished fundamentals of clarinet
pll!YWt.
'lie'l:'Iiu.. of tbe larger physical proportions

of the bass clarinet, as compared with the
.dp~p.oclarinet, all applications of the funda·
m~ of clarinet playing technique must be
on Ii tatger relative (Continued.on Page 64)

IIRUEISOR WILLIAM H. STUBBINS, a
member of the wind i",trumenl faculty
of the University of Michigan, has de·
voted much attention to development
01 bass clarinet and bass clarinetists.
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DEAR BILL:
I've just come back from judging a num-

ber of interscholastic contests. My conclusion
is that as things are being handled at present,
the whole future of music festival eompeti-
tions is being endangered, because:
I. Too few conductors understand the phi.

losophy of festival competition.
2. In present-day competitions we're com

peting one organization against another, rather
than against a standard of performance.
Now I don't have to tell you the philosophy

which motivates a competition. The whole
purpose of competing is that every participant,
from conductor down to the last-stand clarinet
player, shall grow in his understanding of the
art of music.
The practical way in which we go about

realizing this ideal is the rating system. When
correctly administered, the rating system
(Division I, superior; II, excellent; III, good;
IV, average; V, below average) gives us an
accurate measure of accomplishment.
By using this ~ystem, we provide a category

for every conceIvable type of performance.
There's no need to alter these categories by
using a S} stem of plus or minus for the final
rating. We ought to be on our guard against
using such ratings as I (plus) or 11 (minus).
There's no need for it, and it defeats the very
purpose for which the Tating system was
originally set up.
The founders of the system conceived it as

a way through which performances could be
measured against a nationwide standard. The
way in which competitors measured up to it
could then be used as a basis for examining
educational practices in any given town, re-
gion, or state. The weak could profit from the
example set by the strong.
All this, of course, assumes that national

standards have been set, that judges can
evaluate according to the standards, that con·

OIVISION !-SUPERIOR. This rating should
be reserved for the performance that actually
is superior. Quite possibly it would not be
given at man)' festival competitions. The ap-
proved rating sheets list a large group of
technical and interpretative factors. In the
superior performance, these would all receive
the judges' approval. There are no Oaws of
intonation. technique, interpretation, instru-
mentation, or appearance. Everything is done
correctly. The superior performance, in fact,
is a performance having virtually professional
smoothness. The competent adjudicator rates
downward from this level.
This means we should have no double

standard in awarding the superior rating.
Superior performances are the same, whether
they are in Texas or New York, Oklahoma or
Michigan, California or Illinois. Ohio or
Florida. The superior raling should never be
used except for a P.jenuinely superior per-
formance.

DIVISION II-EXCELLENT. Here, 1 think, we
must allow for a few minor indiscretions.
~here m.ay be a poorly thought·out phrase
lme, a bIt of confusion in the articulation a
touh f" ". h' 'c 0 corn 10 t e mterpretation. How.
ever, these flaws are such that they can be
heard only by discriminating ears and they
never disturb the even flow of a pe~fonnan
Thus the II rating (Continued on next Pa;:j
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tIlld. the III r~\·
.... ~ jilt fq~the CODBCie!I·
.. 1•. \ H4 QIID't ~ the
'!<ioN' ~ to idtlntify .. good
......... ".. ;tIl.oon la that
,.. ~ ..wdr PI the rating of
III.y mUlnilii'tol! ealY to gel a
1liB!-1IIIllo: I6lUaga of "Saperior"
IIId ..~ .. awarded too
frequeIIlly at our ftatlval CO_.
11M effect of chii, 011 both con·
cIncton IIId otudents, \a bad.
Award of a lop raliDg b.. cansed
many an olhenriIe m.e condllclbr
10 .. on his ~. Standards of
perlul'lDllllee .......

Woaid you "y thai perform.
ancea today are al as bigb a level
.. they were in 1936-39? They are
good by compariaoa with 'the war
tilDll yean, but ahould thole yean
be our criteria for future prog·
reso? U we want to raise the level
of performance In our bigb scbool
music organizatiGDS, we must
make It more dlllieult 10 acbleve
a rating In the first tbree divisions.

It goes without saying that to
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Conducted by MAURICE DUMESNIL, Mus. Doc.

METRONOMIC DEBATE

Karl Gebrkens sends me an interesting
letter from Hanna Lund of Copenbagen, Den-
mark; While stating ber views on the use of
thq metronome, Miss Lund takes exception to
hit. statement tbat "tbe metronome bas two
fujiilamental functions: I-To enable the com-
poser or editor to indicate the exact tempo
thtl he considers to be right for a particular
com~ltion. 2. To enable the student to meas-
ure ~1ri.8 progress in mechanical techniques."

:i~elievesin a mucb wider use, and elabo-
sa follows:
0lle teaches a non-musical person with-

o e metronome, that person will never get
toyIay in time. Witb the belp of a metronome,
arid since tbe pitch of a piano Is fixed (con-
Irory to string instruments), good rhythm and

,

. amount of 'piano' and 'forte' can
be taught, so thai one will at least

~o stand listening 10 her thougb her
may never have any real value for

other musical mind."
~ ~,undnever uses "rubato" with an

~~I al pupil. Now dealing with the musical

°111"~,.gh ber time may be perfect, work-
ing ;:;rdi" ilie metronome gives more system to

~

. e. At the end of a practice period,
s o.~ exactly how far she has gotten that

;a.p where to start the nexL When the
p i3 i!>orougbly learnt It is for easier for
h~IIIpractice It at half speed-which Is nee·
~ '0 keep difficult paasag08 tidy-if sbe
hU tII~ \lIItrol of the metronome. The teacher
usea it to. check on Improvements from lesson
tq ~. Personally I write on a card, each
w~ l.mlD tbe very beginning, the speed at
~~ents are expected 10 pracllce. They
are happy to work after this system and it
~-tItem a firm hold. When the piece is

eonquered (01 a suitable tempo sligbtly
on the student's ~rament), we

Iv08 go.' They have gained such a
rli . nd technical control that they can

....W tlley wish. Away from the plano they
~ ~~es and we discuss the piece and Its
iJdIIllPol'lllaliic>n.Then they perform It. Any
JIllIIIioId person has a natural rubato. Tbose
"""" nol, beller keep away from II."

BftlDB-lFEBRUARY 1950
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Eminent French-American Pianist,
Conductor, Lecturer, and Teacher

Well, since Karl modestly agrees with Miss
Lund's contention that he is "8 theorist rather

cises, but I recommend its use to students who
are unable to do so. Debussy said: "The met-
ronome is good, at least for one measure:'
Ravel, on the other hand, used it constantly
and declared that he "couldn't do without the
metronome." It is wise to call upon it fre-
quently when reviewing one's repertoire, to
make sure that "speed, the enemy" hasn't sur-
reptitiously crept in.

The only point of disagreement between our
two friends concerns only the measure in
wbich tbe metronome should be used: how
much, when, and where. Both contentions are
legitimate and by no means irreconcilable .

One final note, however: it will be wise to
discard the old Maelzel contraption, for its
primitive pendulum has a way of ticking un-
evenly and slipping over worn-out notches to
a faster tempo, that makes it unreliable. For
safety and satisfaction, use an electric metro-
nome. Those interested in a thorough study of
its possibilities should read "Metronome Tech-
nics," by Frederick Franz. It can be secured
tbrougb the publisbers of £TUDE.

FRENCH ACCENT

At one of my Clinics in the West, a lady
teacber came up and asked for the English
translations of Debussv's "Le Vent Dans La
Plaine," and Ravel's "Oiseaux Tristes."

" 'The wind on the plain,' and ·Sad birds,"
I answered.

As the good lady wrote down these titles,
a doubl crept over me. I felt tbere was 80me-
thing wrong somewbere. I peeked over her
shoulder and Heavens, wbat did I see:

Debuasy, "The Window Pane:' Ravel,
"Sand Burrs."

•
This time I haven't got the big head. Could

my French accent be responsible?
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Thoughts at Twilight
This very satisfyinJ reverie should prove a most efFeetive teeehlng piece. The overhand lef••hand notes sound like little rairy ben. in a tranquil II.de. Grade 3.

N. LOUISE WRIGHT
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Prelude in C-sharp Minor
This prelude is number four of the tel of sixteen masterly preLudes by the "times a reRee_ion of the 1t,1e of Brahm. and a.ain that of Chopin. Thi. prelude

ADteriean compoter and pianial Abram Ch•• in .. who for nine yean wa. on the makes an excellent .tudy and i.not 100diflieulL It ahould be played vilorom,.
faealty of the Cunis Institute of Mulic: in Philadelphia. Theae preludes have at but not heavily. Grade 5.

J
ABRAM CHASms, op. 11. N•• 4

Allegro ( =182-144)
.(/I.- ~---- _100-"

rt11/ .. • ,. .---.. -- -. ~ =- ......

~Ie. f cangraJlSia menoJ '. . ~ .. ~'"':a" ~
..

~
:i

;j .:t • • ~~... ~.~ .......
~II II. -,.; -. ~7. ~ .. ~~ ---- ---

i~ II -"e:- ~ ~ f _of
t 1I=-r~_

u
-=: 1"""'1 1 '-i

..., - -- -.. f*. Ili::ta .t:i::i:I ~ - :i-. • :;;t.- :;;t.... ~-~-. -. .... ,. • •••••••

- >--... tl~Ai~~J~.j J; jJJl' .£ --
1111 II -I afJd

e. ~ r
~

"l I- ~ -- .__WJ ~.. - 1I - !Xu --.

I
..

i:I::i:d ~ ........ }: ..•• - == ...~............,.,- g Y:lV
~II II. - ---I I

' BsprBSS. . ~ ... ~

~ 'ldim.T "II r '~ fr "1"" U,.:'" If f., ..u:f--- piNf

J u J ~J
~u --_=:111- --~ - -

g:[ u:I I 'I ~ Y::l ~tr
•• _. 7--~-.. w

BJ1. L.R.
<-•

• 0

L.H.

Copyrigh~ 1928 by Ollver DltilOJlComplLDJ
JlTUIJJI-PBJJRO.A.JlY 1960

From Book II.Sb: Preludes

, I

IntenatiOJUll Copyrigh~ .....ured
33



~ /1161'''''''''QI fllJ) " ,.,,, 616

Ii(II) I .' IIIJBroad ud sta ely
Tuba 8010I!l .•

M~rch
(FIloMHAIlPSIC

. ~

01.10 Ped.
• ~. "" I'"".l •

Oopyrlgh11949 by Olive. Dllson Oompany
1#

. ~".........-

.-::::::::-... :>-:>- > .. ...;. .;,. --:#--. ~ _. JiiJi I I I I:>- • :>-
fI ,n"T' •

~

.
~ ff I J J; ,j r

~ ~.J ;- J.--.-< Ot.
~ .~ ... J .... ~ .. It ~WI·· ,

- V" V .;h'... . -".··
, ~j A

. I
• .

Fed.6_
Tuba 00

M= r-; ---- . . ;... ~ .. .;. I---... ..- -...... ..
-e r r tr ~I 1 ~ e

~.. ~ •.~.. > ~: ~ ;::. . --~~.~ ..;. • L ... .e-

· - ~ v. - V- - .· .
. . :.i:_/ A ~

I\~ ..---: ,..., ,..., . .... _II • .. •• # .. L ....
• . .

. .
41! J ))' . . -' 01.' Sw.01. @Sw. J. J J 4 J~: ~ I :tj.' - J J OOJ J OOJ~ ~ rL
··

;;;--- ~ --.- •
•

A ~
,

:4j
I ,

f1~ V- I. I >:>- >- .. :>- . >- . ... . . ....-... • .

'J •
~

.
••

O~.IU
,

J:-1l •• i ...... II. II. ~ :~~ ~ ..~ i: ~

V ."h':".~ . ..- - - .·· -...- "J: Ot-r.;"Ped. • • F.d.63 I A

~ -- /".~""':. .--... ~Ji IIII .~ r-i ----· . ;.... ~ ..... iii i- 1""....--.. '",.. . . . t:\

I: •
-41! I r r r u q 'Full Organ .~;-' -' ~< 1 rl " P-~ i,J . . . .. --=-- > t:\- 1-I-.... ," . . ... ~';'i :: "-9~# -

'. malto raU.
, '" - t:\

t- . . • -.......
Ji1'l7DB. FIIBRUAllY 1950 35



PIA}lO it. 11:/..
fl I

I
fl I

stand 'tis .
f. 1• 11

1 I,. 1 ~..
•

I V
~ I ;;--'v ~

Slowly

oreso: f
, . -

~~ '1 ~i11 gfve you backin meas-ure full an e - qual pa;.t, en -
And

1\

I:
-.

Ii ''II
l- I I ~ ~ I- l ~ I-

,.. -
~ ';i: .~..:

8~'- ff 8
1':\ -~ -

you c~n-not fIn to see
. '. my own eyes.

It ri~hed y all the long - ing In i~ ~ > ~ > ~ >
fl

1':\ >

~ =f ~ ~ rIt /U .",,~ -eo'" ff>.- ~f > > i > .. >

~: 8 8
8'-- Romance

EXTRAITEou CONCERTO ED. LALO. Op. 20
Edited by Fran: Kneisel

1\ IAnda.ntino ()l=90)

VIOLIN i~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~
i f.~ I - .\

•

•. .
... 171'"
mf espresso

______ V ..,;- ...;:
I cresco

•
I

t

v

- Iii' ~
• .

~

•• l" t :
m-{ I ...

. r:
~ ~

•
1 'I' 11 11." ~:
dim. WI

. ... ~.
p ~ I

~ Pi ~Orit a tempo I_ ~ V.------ c--...»
I • J

...t
fl,

dolce espresso
at811Vf)(}

-;:4..p-
•

I •,
• I u:: II'F i=-~ t ..

1"- p pp
y~:

I

• pp"- ....r' I 1" I ~~- ..
suivcll. h'i

COPYflght1908 by The John Chureh Company 1
ETUJJX-PIfBRUARY 1950

Internabonal Copyright

87



�
a tempo I~

2 '"
1\ I

III. l)~ >____. 2 .. ----- ~ 1£ ~
•.

-~ ~ J!oco rlt. dn~~G
Iii"

~ I" "
at 0

• •
• • •

-eo - .. •• ~. r~ - •
I r: i ... •. 'Ift·

poco rit. PP.P "r.
, -==::m •

I I 1 I I I r 1 -I I " r T I

·· ~ - .. • . •
~ I I r
4

2

1\ I .. -;-...;:V n_ n _~ -- -" ><" :::-- s , a 1~ v~\. ~ ~
•

~

Ie: C1"(J8C. AJ>-~ Ii
=..J

~ , ....

·-~ -~:
, • •

'I Rl I~f:~ #1 ~"ti i
P#,ppp

~ : r: •

I I , I
· ..
j' I fir" <z.,

.~. ppp I ~

I Ill/. 1-_2~~.i~ ::--::> .......1 1.~.~ n . '{-_ 1.,.;'.'f'. ~ c-. 2
1_'I"+-F-

~
- T

.....

=-
~

-e: - ~ f f
1\ I --------

C1'fJ8C, ,

I~
• • ii• • ~ . •~_r ___~ ..- ~

• C1'fJ8C, J d\ f
I -~ I"- J ,,]) J ~ .h J I

, , .· •
'"1--- -I ~ r ~ ~

1\ I .,.~ ~ ~ 1Yf""~ jJ.' fl ~~I'I- 1 2_
IIIn.......-.---.-.

•

Ii T

11 I ~co rit. a tempo ~~: j:pr08S.- ---- '

tt ·
I. •

~.
r r -, • ..~:!:
I ~~Jpp PFP C1VJ8C.

I ,
~

· •- . ~. __ii. "I "I ~..:..... i-- a --,
~ I ~

V_Nt. - ~ ..~ .
~ ,,~ -- ---.... '-6~=~• • .....

~
•

, r ::::=;- 'dolciss.
, I L -. -r-- ~ ---.. H'

· • • t:\
· · · •• · •

mf
~
:..~~... , • •

ppp ~ . .V.

· ~- iitranquillo
I · t:\

d:-! _d:. 71,--_ ~. ri. -~.
B~ --- -{fOB-FEBRUARY 1'''1 - ---

II

a I~

II
In V

poro r-u;
~ 'ir.

a tel1:J!!!-..

89



Gay

Allegro (J~96.t04.)

Witll 8p'Iri-:....t_"'-
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(oh! you tap your toe)
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'ramuLet ... Play Duets"
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Gay Dancers
SARAH LOUISE D1TTENHA VER

Allegro ,J=96-104)
With spirit
r.-.

·1-

PRIMO

3
2

in a row; How thelIIptap your toe and your heel just so, Whirl a- round a11_

2

Nowa Russian dance!
With vigor
::=-

3 3

ffid-dlers play for the chil-dren gay! Tra la la, it's a hot- i-day.

23

3I

poco rit.

t 223 I 2 3 •

a tempo
r.-. 3

Whirl a- round a11_ in a row; How the
111

tap your toe and your heel just so,

a 2

fid-dlers play for the chil-dren gay! Tra Ia Ia, it's a hoi - i-day. Tra 1a Ia , the
TJl

3

2
2
::> 2

R.R.._:._- __
3

2
::=-~---3 2

2

L.R.
dance is done; Tra 1a 1a 1a la 1a!

L.R.
Now the chil - dren horne-ward run; Tra 1a la
mp nonrit.

la!
::>
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There's a won- der - ·ful man a11_ dressed IIp in white; And he

-.....:;...;. ~ mf 0- p 0

t 2 1

P
fi

~. ---.. 5 3. 4 -
P

e wears a cap and wool - en Bcarf; A
0

0

dim. P. . .--... I: t 2 t 15

dim. P t 1

0

staff is in his hand. But_ wait till the sun shines forth in his
dim P - --.....0 0

t 5 3 1
rr:j'- 5

3 : 2

'!t-
o

might; He will cause our fine friend great dis - For his warm

-----

Polonai
OBOE, CURINE

Moderato energicoeJ:100)

Oboe
,,--,' -

p

~. - p . .
~. p---.. ,...-. ~. .
f

Copyright 1984 by Oliver Dlt,on Company
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p

The Snow Man
MAE-AILEEN 'ERB

Grade 2.

Moderato eJ= 120)
a-..·..·-_..·····················..·:
t 3 •

pmf
o

• o

-.L ~ ~-- __ -- 3'----"1~2
6

o

1
6

1
6

22

1 2 313

1 ill 1 2
'5

::-----.... f':\.p a tempo
2.

rays will reaoh him there And snatch our snow man a - way, a . way!
rit. f':\. f0 0

2 3

CoPyright 1983 by Theodore Presser Co.
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erade J.

Moderato <J=76) a

•

S
6

s.s.
a 11

•

f--...

1

s.s:
2

,. 3

-===='L.e.

Oopyright 1949 by Theodore Pre ••• r Co.

erod.l.
Left, Rightl-March

l\Ioderato (J=182)=-

3

1

mf L~t, right! Maroh a· long!
...--:--:

3

1

March a - long, All the time a - sing - Ing,
-.

a 3
CopyrigM 1949 by Theodore Pre••• r Co.
II

2 3 1

The Moon Boat
ELLA KETTERER

erlde r.

Moderato <J.=60)
3 2

••• • • •

high Inup
:

/#l~ ~

3 6 26

5 1 2 ~ 33

Moon is sail ing, Sail ing by;Sil - vcr

2

the sky.

•
Ing inSail

p
lng,ing, sail

Copyright 1940 by Theodore Pre ••• rCo. British Copyright secured

Keeping Step!
MARCH

ANNE ROBI so

Moderato (J =104) 2
1 2 1 2 1 1....-.--..1

•

3
2

melodll In L.ll.. . . . ~. •

: :
.....-..

•

COPYrIght1949 by Theodore Pre ••• r Co.
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a tempo

15
2 4

2

11

IL.II__ .,.-_J! 2 8 ,L.II ...I,~ 3 .. , 2 t

•.
p

•

'---_....::1:;:-
CopyrigM 1949 by Oliver Dilson Company
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YOUR VOCAL PROBLEM

(Continued from Page 16)

ki d of strain if there is an ache
En •• ?
in the throat after swgwg"

~ An ache in the throat result-
ing from vocal strain would be
O more visible to the eye of a

n • ed
throat specialist than a stram
leg muscle would be to. an athletic
trainer. The sufferer IS the only
one who can tell. Of course if the
ache persists after singing, the
chances are that nodes will develop
and those are of course quite ob-
vious to a throat specialist. Any
singer who suffers from a throat
ache should not necessarily rush
to a doctor, but first check the
method of singing.

• Can a person who is 42 yea"
old expect to receive benefit from
voice lessons-providing her gen-
eral health is good?

.... I can see no reason why a per ..
son 42 years old should not reo
ceive benefit from voice lessons.
However, if that person expects to
make a career, then I would say it
is a definite waste of time.It would
be like taking up tennie at the
same age with the expectation of
playing in the National Champion.
ships. However, if it is for fun,
then take lessons hy all means.

• I am a contralto, 17 years old,
who has studied voice a year
and a half, but cannot make any
headway with the high tones F and
G. I can reach these tones only
when I sing softly and entirely
"on the breath." How can I cor.
rect this? Will singing with my
fingers in front 01 my nostril. give
me resonance and place my voice?

~. Again I am a little puzzled by
this question because I don't know
exactly what the young lady means
by singing "on the breath." I
have .alv:ays helieved that all prop'
er SlDgmg was done "on the
~reath." However, I have a feel•
mg that she is talking about
an unsupported tone, probablyHnle type of non·resonant falsetto.
e o~eve~, if she can reach F and G:ilysl?ging softly, there should
Ino difficulty in increasing the

Vourne of those soft tones hy
proper application of the motivet:: of singing, which is breath.

. inIy no mechanical aid such
as Singing with the fingers in front
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of the nostrils can be of any help
in any vocal prohlem nor will sing-
ing with the hand cupped behind
the ear. The latter, of course, has
heen resorted to a great deal by
radio singers so that they can hear
themselves over the studio orches-
tra, but it is a habit which is dis-
astrous to cultivate.

• I have an individual problem
which I hope you can help me
with. I draw my upper lip down
and tighten it when I sing, and
I cannot get a loud tone on my
medium low and lower tones uiith»
out forcing. I do not open my
mouth as wide as some singers,
'0do you think dropping my lower
jaw more would help?

~ Drawing the upper lip down is
certainly very much better than
drawing it back from the teeth.
However, anything which is tight
is bad, so I would suggest that
the tension on the upper lip be
released and that the lower jaw
be allowed to swing normally and
not be locked. I think the old
Italian method of the mouth in
the position of a suppressed smile
is probably as good as any Iknow.

• I am 33 years old, live in
New York City, and have been
studying singing for the past four
years. My health is poor and I
have been told to leave the city for
a milder, drier climate in the
country and devote aU my time to
music. Financially I will be reo
stricted, Where can I find a place
where the cost of living is not too
high? A timely suggestion wilJ. be
greatly appreciated.

~ To this question I am
forced to give a rather depressing
answer. I would certainly advise
against anyone who is not in the
best of health considering a sing-
ing career even for a moment.
After all, the condition of the voice
depends only partially on the con-
dition of the vocal mechanism itself.
General good physical condition-
not only good, but exceptionally
good-is an absolute prerequisite
to a singing career. I would sug-
gest that the first thing this singer
should do is to regain physical
health completely, and then re-
sume singing.

THE END
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them ('lJ Modem opera
sen.itive and sensible dir·..clIiJ\i,:.'
12) Yery few .inge,.. are w.
to .a rifu!e their high B's to maktl
a word understandable. (3) ""''1''';: 1I1P"
em q~ mu.t have ~ood
and .iriget! sbould take the q
tunitY to obeerve it qn bo~
of tile fop,tIight.. (4) Mod
era must ~ve expressive .
but to<l'l)l a singers prefer to
vate the. \polished and cOl
voi_ whleh invariablJ!land
a radio contract.

May I quote what Verdi wro
when a famous singer was _~
gested to him for the role of nII4IIt
Macbetb? "Madame Tado1ibi ..
much too polished for such "'patL
She look. beautiful and goO\\; I
would like a Lady Macbeth~.is
ugly aad evil. Madame Tad\l~
sings to perfection. I would prefer
a Lady Macbeth who did not .ing
at all. Madame Tadolini has a stu-
pendous voice, clear, limpid, and
powerful. I want a Lady Macbet\l.
with a harsh, stifled,somber VlIb.
There is something angelic about

PIAIIO TBACJ11:R8
New Technical InrclH for strengflletlhlg
the fingers filat eliminates ttw. 1tK... lty of
all otIMn. O. compllm,....". tamp" to
all plono ttachen.

Wrile
LUCILLI DISIN

W.. t ..... ad. NortIl hi.....
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OKLAHOtlt4 WIZARD

(Continued from Page 10)

eity and state that, only a few
years ago, was associated on~
with more and better cows, oil,
and corn. There are regular mem-
bers paying a minimum of $25.00
a y';"r fellowsbips for half that
amoun~, student memberships for
as little a. $5.00. Out.of-Towners
have special rates and their num-
bet is amazing. Two school teach-
ers from Henrietta, Oklahoma,
travel 167 miles to and from every
concert in an old jalopy and even
a "foreigner," a man from Wichita,
Kansas, holds a membership and
comes regularly all the way from
Wichita to hear the orchestra. Bus
loads of from 25 to 100 people
come from Shawnee. Chickasba,
aad Weatherford, 40. 50, and 87
miles from Oklahoma City.

Members of the .ociety consider
themselves somehow superior to
the ordinary suhscriber or ticket
buyer in other communities. They
feel that they are members of a
secret order of music lovers, and
from the way things have been
going for the la.t eight or nine
years it must be a highly enjoy.
able, most inspiring society.

WHEN young Victor Alessandro,
an American musician from

Waco, Texas, returned from his
studies at the St. Cecilia Academy
and the American Academy in
Romeat the age of twenty-two, he
becamethe conductor of the Okla-
homa WPA orchestra. A few years
later WPA stopped and many of illl
musicaloutfits folded. Young AIeli'
Bandro refused to do '0. Instead
he began to infect the whole com·
munity. from the Mayor down,
1ri.th a violent music virus.

Alessandro i. a .mall, heavy·set
man. talking with an ab.olute con·
viction, emanating an anra of
slren~h and leadersbip that giv..
you Immediate confidence in hime
self and in the truth of his ideas
and ideals. He bas only one goal-
to make. a. be expre.... it, Okla-
homa City and the State of Okla-
homa the mo.t mu.ical city and
state in the world.

"M""hUSle, e says, "is the most
demo~ratic thiDg on earth. It is
o~r Job, the profes.ional musi-
CIans'job, to bring it to as many
peopleas possible. They don't liPe
to take it, but it i. there for them
to have if they want it. That is
w.hyWe don't think anybody can
dIschargehi. duties towards music
aud the cultural demands of bis
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community by buying an occa-
sional ticket to hear an occasional
•tar. He has to do more. He bas
to become a member of our muei-
cal community."

This was the basic idea. Now
look what it did to the city and the
state,

When you become a member of
the symphony society you are
given a reserved seat in the hall
and you can (and will) attend the
twelve regular symphony concerts
of the orchestra free of any addi-
tional charge. You also become a
member of the State Sympbony
Society, whicb gives you voting
privileges in the organization and
the right to hire and fire the board
of directors. You can .how up at
meetings, call the conductor names,
Ind ten everybody pre.. nt what
you like and what you don't.

But that isn't all. Some years
ago sparkplug Alessandro decided
that the big sympbony concerts in
the big hall weren't enougb to sat·
isfy biB mu.ical ambition and the
ju.t demand. of bis members. So
he began organizing what be lov·
ingly calls his Little Sympbony-
18 to 45 men who play Serenad ..
and Divertimenti by Mozart and
Haydn, precious preclassical scores
and many mcdem works that
would be drowned in the enor-
mous spaces of the Municipal
Auditorium. The concerts are given
in a small hall-they, too, are ab-
.olutely free to the membersbip
and just as absolutely inaccessible
to occasional musical kibitzers.

No outside soloists are used to
attract the public; no concessions
are made to the taste of the audio
ence. The conductor just plays the
music he and his musicians think
worth playing. Yet, within a short
time after they bad been initiated,
each of these concerts had to be
played three times-twice on the
first evening and once next day.

When the .mall ball where they
took place was swallowed by tele-
vision to serve as a studio, another
room was found in the inexhaust-
ible Municipal Auditorium build·
ing, glamorously called "The Hall
of Mirrors." To make the concerts
even more intimate, wooden risers
were built on all four walls of the
hall. The orchestra play. in the
center of the floor.

Here the :nformal democratic
principle of mu.ic.making is car·
ried through without any reserva·
tion •. As members of the audience

file in-and then again, during
intermission-they talk to many of
the players, greeting them by tbeir
first names. It's the atmospbere
of a party, of a meeting among
old friends, and no forbidding
line is drawn between the listener
and the initiated performer .

Then, before the concert actually
gets under way there is further
tearing down of the spiritual fence.
Recently. for example, Maurice
Ravel'. Tomb of Couperin was
scheduled for a performance of the
Little Symphony. It bas a particu-
larly difficult part for tbe oboe.
So before the piece was played,
the conductor explained to the
audience the technical problems of
intonation and fingering of the
oboe. Aherward, the oboist played
some of the difficult pas.ages
.Iowly, so that the audience could
watch hi. finoers--then repeated it
in tbe proper tempo. When the
performance got under way, the
listener. not only were bearing the
music but had anew, exciting UDe
derstanding of its intimate fabric.

A FEW weeks ago a work by Jack
Fitzer, a resident composer in

Oklahoma, was programmed. Be-
fore he performed the work, con·
ductor Alessandro made the come
poser rise in the audienc~ introe
duced him to the public and made
bim tell why he had written his
work and what ~ had in mind
when he wrote it. After the piece
had been played, the audience was
free to ask que.tion •. A lively di.-
cussion ensued, constructive and
fruitful for the questionere and
for the harassed composer.

There are generally no printed
programs at these events: tbe Con-
ductor announces each work, talk-
ing at tbe .ame time a little about
the music and the composer, telle
ing anecdotes and jokes that .tick
in the mind ....d make a composer,
formerly just a name born I7xy,
died I8yo, .uddeuly come to life.

When Alessandro was planning
to play Saint-Saens' Carnival of
the· Animals at one of hi. recent
concerts, he heard that a circus
was making its winter quarters in
nearby Hugo. Oklahoma. "I will
never forget tIJe face of my first
trombone playe;" A1e ..... dro re-
ports, "when, he L.tered the dimly-
lighted area »Ckstagc, unpacked
his instrumedt and sat down on a
stool for a few warming up exere
cises. He had ju.t filled his lung.
with a .ound .upply of air to let
go with a lu.ty fortusimo when he
saw a .mall elephant chained to
a radiator a few feet away. The
sounds froze in his instrumenL"

But the trombone player recov-
ered from his shock and a little
later Tina. the elephant, small a.
elephants go, but surprisingly big
for a membee of the Oklahoma
Symphony Orchestra, danced with
grace and perfect rhythm the
Dance of the Elephants, one of the
moat popular piece. in the Saint-
Saens music. "Tina," Alessandro
as se rts smilingly, "haa done more
for music appreciation in Okla·
boma than a whole battery of
professors could bave done."

Everywhere the seeds are heing
planted and everywhere they begin
to bear fruit. Recently, a group
of players from the orchestra got
together to put on-without any
prodding from "above" a series
of chamber music concerts in one
of the city'. churches. A mWI
.tage was constructed and two
hundred people gathered for the
firat event. The admission charge
(one dollar) do.. n·t go to the
players-it helps to pay the ex·
penaea and for the bullet supper
where after the concert, musiciana
and li.tener. have a bite and a talk
together and where the musician.
a.k the audience what they would
like to hear the next time.

No schedule of concerts is an·
nounced. Whenever the playera
have enough spare time to prepare
a program, they j lISt telephone a
few men ......... nd a few daya later
the place i packed.

This seems the secret formula:
tl> tear down the ba{rieq between
the professional mush:ian and the
ordilllll'Y Iiatener, lQ make umeic
an adv<:nture for every citizen.

"T "AI dr ·dHIS season, essan 0 881

proudly, "we will add the ac·
tive participation of three different
choruses to the concerts of our
orche.tra. Three hundred young
p,ople from the combined high
school choruaea of Oklahoma City
will appear here on the .tage of
the Auditorium to .ing with u.
Brahms' Song of Destiny! On one
occasion tbe chorus of some 300
young people from the Univer.ity
of Oklahoma will .ing with U',
and at another time, the girls from
the Oklahoma CoUege for Women
at Chickasha.

"Do you think they will ever
forget it? I can't believe they ever
will. Not they. and not their
friends and their relatives. I think
they all will be faithful recruits in
our crusade to make this town and
.tate a more beautiful place in
which to live and to give our
people more bappines., more con-
tentment, and more peace of mind."

THE END
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¢Jrgan (lluestions
Anawered by FREDEWCK PHB.T,WS

• I hove been asked to present.
a program 0/ organ music at ~n
afternoon meeting of a women s
club in a lurge home where lhey
have an organ. Would numbers
like the [ollotoing be appropriate.
or what would you suggest?
Chorale-Iesu, loy of Man's De-

siring, Back
Nocturne Op. 9. #2. Chopin
Chant Sons Paroles. Tchaikovsky
Players, Granados Op. 5
Hungarian Gipsy !lfedky (God's

Gift, Hungarian Love Song;
Why Worry, Folk Song; Hun.
garian Dance #5)

Do you think [our or five num-
bers enough? I will be the only
one on the program, but 1 don't
want to make il long enou/(h 10
bore them.

THE ABOYE "'{;~1BERS would
he appropriate, since there is a
variety of types of composition,
euough familiarity to be interest-
ing 10 this type of audience, but
you may need to add one or two
numbers. The program could run
about 45 minules without becom-
ing tiresome, and since you are
the only participant less than this
might be too short. A few other
llUggestions would be:
Adoration, Borowski
Ave Marie. Schubert
Fanfare Mignonne, Felton
OOertoire in F. Read
. Finlandia. Sibelius. arT. Felton
Kammenoi.Ostrow, Rubinstein

• A church has a manunlly uper.
ated organ, which is to become CI

diDerenl type with separate Sll~
en console. The organist want.s the
" "d Igreat organ an the esser organ
(?) or some other part 10 be IInder
combined conlrol. The organ hJu
been all on One side 0/ Ihe church
choir section. In much such work
the organ pipes, swell&, elC., are
placed in two c1uJmbers or rooms
~r else there is a large connec ..
han between the two major cluun-
bers, the connection passing over
the choir section. Can maximum
volume, expreuion, control, or
W~ever is the proper term. be at-
tained by pipes. swells, etc.. being
Placed in two separate chambers?
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(2) Architectural Graphic Stand-
ards, a reference work, mentions
floors should be 0/ concrete for or-
gan chambers. Is that to retard vi-
bration or, expressed differently,
is it to prevent floor acting as a
sounding board? T. G. R.

IT IS QUITE a common nrac-
tice to place different parts of an
organ in separate chambers-s-
sometimes the "great' organ in
one chamher and the "swell"
(what you probably mean by
"lesser" organ) in another. For
proper tonal balance it is some-
times advisable to put part of each
(great and swell) in the two
chambers. This could be left to the
judgment of the organ builder or
service men who are doing the
work. It is necessary, however, for
each chamber to have sufficient
room to allow full opportunity for
the volume to be effective. A cham-
ber too cramped could reduce the
tonal volume and resources of the
organ quite considerahly. There
will of course be provision made
for openings for the tone to be
heard properly in the church audi-
torium, and these are generally
controlled by "swell shutters" op-

. erated from the console; this
plays a large part in the volume
control. Both chambers should be
so equipped. (2) The purpose of
the concrete Hoor is to retard vi-
brations. which in the larger pipes
(pedals particularly) could be
troublesome. It is also desirable
that the blower mechanism be set
on concrete for the same reason.

• I would like a list 0/ manu-
facturers of ekclric bellows to be
instaUed in a two malllUll reed or·
gan. (2) Also information on the
availability of Iwo ma1llUl1reed or·
/Jans, new or used, in the central
New York area. J. C. O.

WE ARE SENDING you the ad-
dresses of two manufacturers of
electric blowers. who will be glad
to advise you regarding the in-
stallation of such blowers in your
organ. We are also sending the
name of a manufacturer of a two
manual reed organ, and the names
of a couple of dealers who occa-
sionally have such used instru·
ments for sale.

Abovti· Home Moct.1 Hcmnnond Orvmr. used in monrilomn thon.fIY of'- 0f80ft ....
of.a complete line Qf 2·monuol·ond·pedol chvrch l;Ipd "-file 01'1". rt 1'1 t $12IP

~tlr ownHammondOJgan-
jOr as little as 1/285-1

Swp dreaming of the magnificent mu~
sic you minht play on )'our own organ
someday. This pleasure can be )'ours-
nowl
Hammond Organ prices start at

Sl2S5 - the lowest price in yean.
You can quickly and easily learn to

play simple music with the color and
feeling that only this great organ can
provide. This is the instrument that
inspires you to piay! Your living room.
whether it is large or small. can amply
accommodate a Hammond Organ.

Y.. needn't kaow • note of Illude
co play _ODd Orpa

f. leN n a .aonth I
Play simple melodies on the Hammond
Organ in less than a month. without
pTe\·iolisknowledge of music. Yes. the
experience of thousands of Hammond
Organ owners proves it can be done.
It's easier than you think.

c.. Unle••• 12&5--
!eM "., s.e ..... 1

The Hammond Organ gh: }Ollmatm-
Jess musical enjo)'menL Yet }OU can
own thi majestic instrument for 1
than you'd pay for many 6nc pianos.
Convenient termsareavaiIable through
mOlt dealers.

Loob a' tao.e .. ,._ IM.-e!
Whatever your Ii\:ing room' AiR. a
Hammond Organ fits into it beauti-
fully. No pedal installation needed
Plug it into an electric outlet and play.
The Hammond Organ is: the only organ
in the 'Miorldthat never needs lunlng.t

Se.I the __ ..- .... ,!
Step illa. your dealer' where,.,.. all
..., alld hear lbe Hammond Organ.
proved by )ears of service in homes
and churdtes throughout the world •
For more details and the DaJDe of )'OUr
neares' dealer. maU the OOIlpoa_.

MUSIC'S MOST GLORiOUS VOICE

~-------------------------------~I
I
I
I

•I
I
I
I
I
I
I

Strect. •••••_. •••_ _........ :

City.... .P.o. Zoao. SWe._ ••__ • :

HatnIl'tOIl:d Imtntmmt ~
4:~10W Qjl-etJ(I. Ave ••Chicago 59. IIIinoiI

WItIfout obJjgation" p1epc send Die blfonaatloD ClIIIlie
folloWing Hammond Organ modds:

o Spinet Mood 0Cburch ModeloH ..... Model 0 Coocm Model
Namc. •.•••__ .._ ...... ..._ ......._. _

CHUaCH ODEL. __
......, ......._ ...-
Concm Mood Ita S2.note
AGO Pedal tetboard and ad
additfonalfPeda1 Solo Unit.
tunable 10 prftereuce by

lbe orpniSi.
·f.o.b. Chicago. PrIces Include
hdenrl exa,. tmr ...... idt iI

Nboled to churches.
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CO~MOP9L1TAN SCtioOL OF MUSIC
Pr.paratory Col1.go, Spocial, and Graduat. Oepartments. Counes leadht.·-.
Bachelor of'Mullc, 8ac::h.lor of Music EdyoatiOtl, M...... of Millie. and r.....,

C.rtifieot" In Music and Theatr. Art•.
Cl...... I.d.. .... ••tte, ICW

__ II ' MAIM ,,"0
... L 301 ttl W C".q. 4, 1111,01,

ROOSEVELT CIUUE .f CH~CA~
A complete mu.ie .~ool wIth excellent faeili ea.
Program.l .... lng to ~ .. Aetiv. Ope aW.~ka¥p.

Bwlleti ..... R.quellt
dO So. Midllgan Ave. Cbicago5, n

PHILADELPHIA MY rt»tL AeA-DEM-Y
........ ... New Ie III'H lEAIOM CllUtlrtllll .,. ,.

=iJ".MTO....... llIHt·DI...,. tlI7 ........ '1I1tL t PL
I CovalU IN ALL'''ARTMINtS 0' MUSIC

~I. per. Department-Men", Clcmes with Noted Artists
nqulrl•• Welcomed - CataloG" on Request

APr>l1Wod hal , ... raftilralnino

IOSTOI IIIVElUn College of Music
Offerlal «Implel. elMlrllf•• In Pbino, VoiR, Orpll., Violin. CeUe. Bud.
Woodwind., •• d Perea ••loa IDltranmltt. 'lihUe School Matie, Compod-
dOD, ChufC'h Made. MGlleolot:,.. Chon_, Glee Club, Oreheltra. a....
Faculty Inelude. __ her. of B.. loa 81J11phODf,Bachelor', alU1Ma""·,
DelINe. in all muliul .abJect •• »0",11. C.taloJ.

CoUe.e of Malic, Room 115, 705 Commonwealth Ave., Bolton, Man.
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••• ON A HIGH NOTE

(Continued from Page 13)

to reach high tones in what I call
the "dramatic way." This is by
singinghigh tones in dramatic arias
and songs. This is alway. danger-
008 even for real dramatic and
ma:Ure voices, but for lyric voices,
it usually means destruction.
For high notes in general, there

are two possibili ties: either one
has them by nature, or they can be
developedlater. In the second case,
there are again two possibilities:
one may develop high tones by
lorcing, or (and this is the best
and should be the only way) the
\eacb& may succeed in develop.
ing the high notes systematically.
A singer who has not acquired

his high notes in a .y.tematie man·
ncr, will concentrate while singing
on the high tone itaeIL
"Isn't that the way it should

be?" the layman will ask. No, the
singer should never think of the
tone itself, but only of how to pro-
pare for it.
To understand this better, let US

compare the singer to a high diver.
An untrained diver, before he
jumps nff the board, always thiub
ef the moment when he will hit
lbe water. The experienced diver
'neverdoes. He will concentrate on
his preparations for the dive,
;knowingthat if he jumps offp~op-
"rly the dive will tum out well.
Similar!y, if a singer has had

no systematic training in how to
I1inga high note, he i. una....e of
~f, and i. unable to prepare
himself for such a tone in the right
way and at the ~ight moment. He-
IS, therefore, likely to get nervous
when approaching a high tone.
One might almost say that there

are two kinds of singers so far as
the high tones are concerned. One
kind looks fo~ward with pleas....e
to the high tones, knowing them to
be SUreeffects, and the audience
looks forwa~d to them with him.
The other kind of singer i. afraid
of the high tones and awaits them
nervously. His nervousness does
not only affect his singing, but also
affects his audience.
What can a teach& do with a

pupil who is afraid of singing a
high !one? In the first place, the
e~perIenced teache~ will attempt to
gIvethe student confidence in him.
self and in hi. ability to produce
.ueh tones. Exactly how the teach.
er will achieve this dcpenda on
~h individual casco Gen&ally it
will be found that the long& a
.tudent has been forcing high
no~, and the longer he has been
afraId of them, the more diffi.cult
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it will be for the teacher and fo~
the singer himself to correct this
great handicap.
The singer should never expect

a miracle to occur, although the
results achieved by a good voice
teacher sometimes seem like mir-
acles. Every singer is a separate
problem for the teacher. Before he
undertakes the important and cc-
casionally ri.ky job of curing the
young singer of hi. phobia regard-
ing high notes, he must first be
quite sure himself why the singer
is unable to reach them. Finally,
the teacher must know the exact
limits of the sing&'s voice so far
a. high notes are concerned.
I myself have always preferred

to work with pupils who we~e not
yet able to sillll high tones at all,
when they begin atudying with me.
It i. much easier to enlarge their
vocal range by right ex&ci ....
I remember that when Igor

Gorin auditioned for me, he did
not attempt to sing a high& note
than he could reeeh comfortably,
unlike most sing.... who try to
imp~ess the teacher by .inging as
high and as loudly as they possibly
can. With Gorin, "»' teeehing task
was ~elative1y -r because he
never tried to reach a higher note
than he could sing easily and he
was well able to follow my system
of enlarging a vocal range. 'The
result was as I had anticipated;
his voice developed in range and
volume without endangering the
fine quality of the instrument,
Of course, all my experience

would have been useless, and all
my work with him in vain, if
Go~in had not obeyed all my in·
.tructions faithfully. I am .ure
that he nev& tried anything at
home that was contrary to my
teaching. Only once did I notice-
it happened d....ing the second year
of hi. studying with me-that,
while singing fo~ an audience, he
was fo~ing his high notes a little.
I immediately fo~bade his .inging
of notes high& than E·flat or E
for at least two months.
In o~der to make a living, he

had to .ing for money occasion·
ally. These public appearances
might have interf&ed with hi.
p~ogrcss un..... my direction. Gor·
in, howev&, obeyed when I pro-
hibited the .inging of high notes,
and the result was .urprising even
to me. After a few months, I sang
with him again in a high ~ange;
and we w&e both delighted at how
•moothly and beautifully the tones
came out. Since hi. tones were de·

EASTMAN SCHOOL OF MUSIC
of

The Univenily of Rochester

HOWARDHANSOII, Dlnctor
RAYMOND WILSON, AssIsIIIt Olnctlr

Undergraduate and Sracluate Deparfmenh

SUMMER SESSION
June 2~August 4, 1950

FALL SESSION
September 25, 1950-June 9, 1951

For lurlb., information OflJ,...
ARTHUR H. LARSON, Secretary-Registl'Ql'

EASTMAN SCHOOl OF' MUSIC
Rocbester, New Yolt

veloped from mezza 1)oce into
[orte, he is able to sing a decree-
cendo even from high notes all the
way back to pianissimo.
lf a beginner i. already able to

sing relatively good and effortless
high notes, it is the voice teacher's
duty to explain to him why his
notes are good. Many singers, with
men and women of great names
and reputations among them, have
come to me and complained that
they could not reach the high notes
as easily a. before. "And the high
notes." they would usually say,
"were always my greatest aaseLtt

EIITER IIUNCROWDED PROFESSION
the largest school in the country

Enroll Any TIme
Veteran Approved

Chromatic Stroboscope Instruction

PHILAIELPHIA SCHOOL
OF PIAIO TlI.I.
AI' REPAIR, lie.

PItoM MArket 7-6674
763·761 s. ItIt St. PIli........... Pa.

~ PIIIO
~ IIIIII

In these cases, I suspect that the
reason for their predicament is
that their teachers have never ex-
plained to them why their high
notes were good in the first place.
It is not enough to do something
well; we should also know why.
I have come to the eonelusion

that a sing& who knowa how to
develop and to reach high notes
will always be succeasful in aing-
ing them. He will always know
how to prepare himself for the note
before he sings it, and thll8 the
tone he sings will alway. be right.

THE END
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,LAYIN& IN THI CHAND SnLE

(Coml",," from Pas. 19~

to clellect the .... e with which the
~rabepedit (always. gauge:
of drolldive 'rigor). The impOltiUlt i
tlling ill plaiming one's plllying 8f
any deve\apmtmt i never to t_
it .. mIore padding fot the prinol·
pal dt_. Find ydur theme\i,
adapt tItem to each other, mllb
them fit into each other and inth
the plates <if transition.

I dt ilartled, occaMonally,
lind ~nteIlitdlce" used .. the 1If{t!-
thesia of "feeling," as though

~T11SHED EAC'dLn: RF MTISt Tfi'C~
PlldaBESS ARE EQMP YOURSELF FOR A
U MAKING? j( prcol 01 qUalIty iO 1m

,1hf iaIJoIc$ 1mow!0d90-y0ut pooIuoa ancI ""Hied In fuithor m
~ ..~~r. the reauIt of the tralDln9 cou:r... ofter you the I

,... llliYa 4'- ,our llClIuraI ability. Addl· preparatlon which hal don
IIonCIl tl<lIaii>q will open up now floldo. now lhaDy luce:oulul lllllllclaiUo
~... qreater income and hlqher the past.
IlaDdIa9 In the muok:al world. :RATIOIlALBOME S

The CouncoU is CIll _OCki~.~
are a member. It lnclu.de8
correapondence lChocilil :br

with headquarteraat wa;~:::~
bela are admittedonly. motion
oj the training courses offer;.4

W. are the only lChool"'t instruction

In mUl;c hy tho~it!~.which
Includes in Ita carriculum courses
Il8ClOU<UY to obtain tho D Bachelor
of Music.
A Dlpl.m. II Your", Itl ...... 1

EXTENSION

TbII valuable traiD1n9. through our Ext.a·
oleo. donnao. may hi taken at homo with no
,*,IJlaet with fOUr reqular work jUit by
~ to H1f«udy the many minute. each
d«y that ordinarily go ta wallo. The progre..
•• idWiICdan. a buY a8 he may be. reaUaft.
the ""edits 9f such ~y and. finds the tim. fen
U. Weq JlC{llI JMIIItjon.o aro avalIable to th_
who are reczdy tot them.

YOU Clem, 4Q It tool Jr. up 10 YOUI
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28 EAST JACKSON BLVD. (DEPT. A-698) CHICAGO
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WHAT CHOPIN REALLY THOUGHT OF L1SZT
(Continued from Page 54)

ccupied, you see, with calchint
d,e smallest shadows of inspira-
tion, but those rascals run away
like fless.

Besides, I am irascible as al-
ways. It's just as well that you are
not here. You would be dissatis-
lied with me because day and
night I am buried in my notes and
in boredom.

You will never catch the thought
of the creator in his musical work.
Don't try to excogitate any fantaa-
tic ideas on this subject since
nothing will come out of it, except
facetiae, as in the case of that
German3 who wrote about my "La
ci darem" from Don Juan. He
writes that Don Juan kisses Zer·
lina in B·flat major. Splendid, eh?

Whal today is considered apos·
tasy from the old rules, tomorrow
may become original and great, It
is even bad, when people praise
too much and understand too well,
because it means that there ie
nothing in it that posterity alone
could understand. Works which
are perfectly clear to everybody
are shallow and posterity will
blow them off like soap bubbles.

You are writing me so much
aboul your inspiration that I have
been musing about the different
ways people arrive at creation.

I myself can never finish any-
thing 01 once. I have too many
themes and have rather an em..
bamu de richesse, as the French
say. BUI when I write them down
on paper, selecting the best pieces,
I lind thsl the thing is full of holes.
The best way oul, then, is to throw
8uch an unborn child into a corner
and forget iL

After a certain time a theme
fslls suddenly as if from heaven
which will fit exactly into one of
those holes. Afterwards another
?De • . . finally the whole thing
IS composed like a mosaic. You
wo~d think that this is the happy
endmg. Not at all! Before I at last
~nish il I lose a terrible lot o~
time, and I have plenty of trouble,
many tears, and sleepless nighlll.

ABOUT PLAYING THE PIANO
You know That I tell my pupils

to play my own and others' works
as they feel them, and that I dis-
like. it if they imitate me 100 much;
~ddmg nothing of their own in the
lDlerpretation.
d As for myseH, you know, I .. I.

am playa thing twice in the same
~ay. You realize that the cause is
lD the disposition.

People sometimes tell me l'O<
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proachfuIly that I have been play-
ing better, e.g., at Custine's than
at the Perthuis: but they don't un-
derstand that man is not a ma-
chine.

You see, when composing one
must do it in such a way that out
of a hundred people playing your
work everyone might he right in
his own way, without diminishing
or spoiling anything of your idea.
But you'll understand yourself that
for this the work must be rich in
ideas and feeling. The work must
also be rectilied by the performer's
thought and feeling, and let no one
who is poor in feeling touch a
work rich in iL

The other day at the Perthuis,
Fetis amply praised me, saying
that between my piano and pianis-
simo there are a hundred shades.
AI that Liszt put on a sour smile.

I am always telling my pupils
that those for whom the forte is
difficult must learn 10 shade their
piano in a dozen ways, and well
manage the pedal, then the listener
will not regret the lack of the forte.

Be careful with the pedal, for
this is a frightfully touchy and
noisy rascal. One must deal with
it very politely and delicately.

To an accomplished virtuoso all
infernal tricks are permitted,
therefore you certaiuly may use
your own way.

You msy also put the first under
the Iifth finger. If necessary, take
Iwo white and even two black keys
with one linger. If you put your
third over your fourth or even
over your Iifth linger, you'll not
commit a mortal sin.

Don't exert your fourth linger
100 much; il is so tightly linked
with the third linger that you'll
never make it completely free. My
fourth finger is completely unde-
veloped, but I know how to man-
age it in such a way that nobody
can find ouL

Every linger is built differently,
ea<;h has a different strength as
well as a different role.

He who has an empty head and
a cold heart had better not spend
time on music; the best teacher
and the most careful exercises
will be of no avail. Music is some,
thing more than a skilliul moving
of Iingera.

THE END

aSchumann. Thi&WIJI hi. now·
famoru ... ar beginning, "Hall oD,
gentlemen_ geniru!"

PROFESSION AI.
TRAINING

• Eminent arflst.teachers prepare talented
students for careers in all fields of music..
Course. lead to certifica'e., diplomas and
degrees in piano, violin, cello, voice, organ,
wind instruments, theory, composition, public
seheel music, conducting. Lakefront location.
Dormitory accommodations. Approved for
Veterans. For free catalog, write Arthur Wild.
man, 1014 S. Michigan Ave.. Chicago 5, 10.

SUIIIIER SESSION STARTS JUlIE II

-SHERWOOD-s-~-:~-~-'L-
At.mll., of Naflonell ,t,IIoclelflOft of Selrool. of Mu.lc

CLASSIFIED
HARMONY. Composition, Orches-

tration. Musical Theory. Private or
Correspondence Instruction. Manu-
ecrtnte revised and corrected. Music
arranged. Frank B. Butler, 32-46 107
St., Corona, N. Y.

LEAR~ PIANO TU:\ING-SlmpIl-
fled. authentic Instruction U.OO-LIt-
erature tree. Prof. Hoss, 406 Beecherse., Elmira., N. Y.

LEARN PIANO TU:'liIXGAT HOME.
Course by Dr. Wm. Bralo White. Pay
as you learn. Write Karl Bartenbach,
1001AWells St., Lafayette, Ind.

NEW PIANO MUTE LETS "OU
PKACTIC~ DA' OK :\IGHT WITH-
OI'T DISTL'RHI~G OTHERS. Mutes
piano about Ho'70. }o~asllyattached or
detached without harming mechan-
Ism. 8tate upright, grand, or spinet!
80ld onl)' on moriey baett guarantee.
Send '5.00 for mute and full Instruc-
tions. Hichard Mayo, Dept. 004, 1120
Latona Street. Phlla. 47, Pa.

ORGANS FOR SALEI Guaranteed
pipe organs, reed organs and pianos.
Canoarsa. Orsan Company. Hollidays-
burg, Pa.

OBOE RE ..:::DS.Hand Made. Tuned
and Tested. $1.50 each; $15.00 dozen.
C. noblsoo, 216 W. 41st St.• Marlon,
Ind.

BACK POPI LAB SHEET MUSICto
1850. Ballads. Hagtlme. Everything.
Ust 10,. Classics exchanged for Popu.
lar. Fore' .. E3l51 High. Denver 6. COlo.

YOUR U~'WAl'iTED MUSIC ex.
changed piece for piece, 5, each'
quality matched. Burpee's Specialty
Shoppe. Delton. Wcb.

PIANISTS1 Aid to ImprOVising
sheets and professional bass sheets
provide tbe clue to easy Improvising.
Excellent for student. teacher. and
profeslllonal. Two new releases (4
sheets) every other mOnth. Informa-
tion on request. John P. Maher. Box
19', Ansonia P.O., New York 21, N. Y.

HIOH SCHOOL TEACHER sell.
RARE PHONOGRAPH RECORDS
Lists. E. Hirschmann, 100 Duncan'
Jersey City, New Jersey. '

ADS
HU leAL PER 0 ALIZ D T ...

TlO BKY. BeautifullY printed with
YOUR name and Photoout of YIn·
strument-100 LetterheadB-75 Enve-
lopes. Both $1.00 poatr,ald. WO D'F.R-
FUL Christmas - B rthdar. GIFTS.
TERMINAL, 4818'" Klmbal • Chicago•••

""RITE 0 G I Read "80n~rlter".
Review" Magazine, 186o-ET Broad_
way, New York 19. 20, ooPY; 12.00
Year.

160 "Old/New" lIa.ter Vlell .. 1/1
off. To_eo.,._t fitting 11&. P TMOa
(Tonepoat) FIODLERY, Zion. Ill.

COMPLETE TREATI II 0
TRAN8POSITIO~. Ask your dealer or
send U.OO for book to the Author C.
Lagourgue, 35 W. 67th St.. New York.

GUITAR Instruction, Standard. In-
cludes Practical Harmony. Home·
~tudy Course. Results. Bell Gul~
Studio, 10 Parker Ave.. Suite 9. Ban
Francisco 18, CaUf.

MASTER THE FIXGERI~G of the
Violin correctly, all keys, all posi-
tions in traction of usual time.
Hughes Studio, Rt. 2-Box 46, Three
Rivers, Mich.

SYMBOLRH'l"THII B D SCORE
1609 S. 13th St., Birmingham. Ala. One
score used for class. Musical knowl-
edge unnecessary. "Soldiers' March
Minuet In Gil 60, each. "NutcraCker
Suite March" $1. Record or plano ae ..
companlment. LI.ts sent.

VlOLI ALB1 DISPOsing
Cremonas Including Stradlvarlu
Guadagoinl, Cameili. Gagllano8" and
others. Hill. Hermann. Lewis, Hamma
certificate.. Write: Flne Arts Gal-
leries, 714 E. Second Street. Flint.
Mich.

FOR LEI Stelnway Plano. Patent
Grand. 88 note mahogany. lIarch 14
1901. #103331. Patent 18'9. 6' by 4' 8"·
Apply G. Harry SchUler. 6606 North
13th" PhiladelPhia U. Penna.

WA TBD--Deagan Triple-Octave
Chimes. good shaj)e. CASH. Nell Wal_
lace. W. U14 Frederick Ave.•Spokane.
Washington.

MlJ Ie UNDER8TANDI~G 15
TWlDl'iTY CORRE8PO DENCE LES-
SON. Goldner, 86 Barrow. N.Y.C.
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TOP 1949 PI BLIQ
Grade 1

-l\lPddI!'J Bultercups
&, llfRhll Marcli Alo"lll

I IlI-4OOIl ~er Ilop TOld
IIQ.4OOl!9' er Tim.
IIo-fOO30 Damty Bluebelll
110.40022 Sunny Skies
110-40014 Robio in the Cherry Tree
150-4100s My Ting.A Liag
150-40444 Sandy', Lullaby

0. Gndel~
1I0-f0038 Cas Little Rosebud
116-27991 A uier Walk
116-27975 Wa tz lor a Little Doll
116-27911 Waltz Spring
~ c;,rade 2

H~,G.ai~
11~'H.L"iI·M Feather
150-41014 Tbe Drum Major
1I0Jl0007 Gold.nrod
110-28042 Litlle Rusliall Dance
110-40008 A aunt Ride

Loulle E. Stain
Ella Ketter.r
Anne Robinson
Louise E. Stairs
ReneeMi'"
Arsene Siegel
Louis. E. Stairs
Myra Adler
Fanny G. Eckhardt

C:;race,:;. Kaiser
LeWIS Brown
EverFlt Stevens
J. G. Thomas .

150-405
No.

W'104IIi11ll941_~_'~~:~-~'':'':·'-'-V''--....ae
150-41008 0.. a Swan-FIlled Lake Milo Stevens
I,5l),4J!lO) ~ ~ ~ Gu:F. Broadhead
0&:41\00.1 By Singillg Broek Muolitevens
I lOOO' ~ian Dance Willi+:ui Sl:her
1 "14 a.....an P.... nt Dal\flll. VladUnir Scherolf
Ill<28027 Matddag Cadets Forest M. Shumaker

0. Grade 5
1I0-t0040 Sweet RocoIIectiOll8
150-41018 A Faded Lave LeIter
110-40055 Eatasy
150-41010 Dawn 01 Spring
IIlJ.4OOl1'- Dance of the Wooden Shoes
1I~0lIll2 DtealIJ ';1:'_
110,40016 AUlumn Night
1 0041~ SUtera in the Starlighl
150-41002 On a Starlit Lake
130-41006 Dowa a Country Road
110-4001\ Spaoioh Eres
110.28044 In Old AllZO,,"
110.40018 Dilnty Coquette
110.28022 Starry Night
110.40012 Humpty Dumpty. (March)
110.28020 Thoughts at TWilight
150-405&7 In a Chateau Garden
150-40284 White Tulips
\I0.28086 Dancing Daffodils
110.28052 Crimson Carnations

o. Grade 5~
110-40055 DreanI Waltz
1\0-40024 Bya Crystal Fountain
110-40020 Winter Frolic
110-40019 Visions of Vien
II IJ.28025 Scotuoh Soag
II IJ.28021 Azalea TrlIiI
No. Grlld.4

180-41019 Blues Without Words
180-41021 Lulla-Boogie-By
110-40025 Nussdorf Gardeos
110-40069 Promenade
1IIJ.4001S Gypsy Dreams
1SIJ.41OO7Breath 01 Spring
1I1J.40021 Harlequin Revels
150-41005 Woodland Waterlall
UIJ.4I009 Paso Amoroso
110-40005 Beneath a Weeping Willow
15IJ.40425 Blue Haze
No. Crade II

UIJ.4IOU Jesu. Joy of Man's Desiring
UIJ.41OllO Serenade in Code

O. Schelcbup ob-.rg
Ralph Federer
Donald Lee Moore
Giuseppe Stabile
O. ScheIdrup Oberg
Wi E. ltobinson
Foresi M. Shumaker
Robert Syd Duncan
Stan!o<d King
Satnu I B. Wilson
LeWis :Brown
Stanford King
O. Scheldrup Oberg
Emile J. SchilJio
Forest M. Shumak.er
N. Louise Wright
Elmer C. Gattermeyer
Vernon Lane
Forest M. Shumaker
Milo Stevens

Joseph M. Hopkins
Stanford King
Ernest M. Ibbotson
Amber Haley Powell
Margaret Wigham
Muriel Lewis

Den~s Agay
Denes Agay
Thurlow Lieurance
Paul Sargent
William Scher
Olive Dungan
Charles L. Johoson
Gerald F. frazee
Giuseppe Stabile
Irene M. Ritter
Olive Dungan

Bach·Castagnetta
DenesAgay
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Price:
$0.!l5
,S5
.55
.s5
.SQ
.5Q

Price:
$II.B!l
.55
.55
.s5
.55
.lI5
.40
.50
.55
.40
,55

Prite~
$0.50
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wish to hear because the title can
be inscrihed on the record lahel: II
. far Iess simple to find a specific
IS disection on a half·hour recor ng on
tape or wire. If the pr~ncip~ pu~-
pose is to record mUSIC which IS

to he used in elassrooma of a
school where only a phonograph is
available, the disc recorder is a
wise choice. If recordings are to be
made frequently and the machine
is always available, it is, less ex-
pensive to use tape or WIre. Both
types have advantages. It is largely
a matter of personal choice. The
fidelity of the recording is surpris-
ing, particularly if the proper high-
quality microphone is purchased.
In schools, a practical solution

is to purchase a disc and a tape or
wire recorder. A remarkable ver-
satile combination is available at
comparatively low cost. One tape
recorder, for example, accommo-
dates a tape which normally re-
cords one half hour of perform-
ance, but by recording the bottom
half of the tape in one direction
and the upper half in the other,
one complete hour of music is con-
tained on a reel of tape whose cost
is less than four dollars. The deal.
er can provide at a small extra
charge a wire with a "jack" at each
end which can connect the Speak.
er outlet on the tape or wire ma-
chine to the MicroDhone inlet on
the disc recorder, and acetate discs
in any number caD be reproduced
directly from any portion of the
tape. Iwill explain later the values
of this versatility. The reproduc-
tion of the recorded perfoJ'Rlllnce
can be effectively improved by the
purchase of an auxiliary "bass re-
flex" speaker; many models eost
I...than forty dollars.
A tape or wire recorder should

be purchosed which is easy to carry
and simple to operate. If the mao
chine is to be used throughout a
school system it is weli to examine
several machines on an on-trial
basis to find which model will he
most satisfactory for the specific
purposes to be served. Some models
have a monitor dial; others have a
"bl "1' heep Ig t which indicates the
l11aximum of volume to be toler-
ated without distortion, ellsuring
an accurate lind undistorted repro-
duction of sound. If these devices
are included, the instructor can
set the machine at the desired level
and record a performance without
further attentionA •

t least one tape recorder in.
eludes a buih·in radio set. In

1000 Songs of
,41001 Songs of

~ -----
r
~ tease send me theIQuantity Cod.

I=====~I'-'-----...,....:.i-

[
I,\enclose check 0
Name~ --,-....,...",
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RECORD YOUR PERFORMANCES

(Continued from Page 12)

cities where student musical groups
are presented in radio broadcasts
the program can be transcribed on
tape simply by tuning in the pro-
gram and setting the tape recorder
in action. All or portions of the
program later can be transcribed
on the acetate discs (by the man-
ner previously described) and sent
10 the students who appeared on
the radio program. They can hear
their performance on their own
phonographs.
What has been said simply

means that whoever contemplates
the purchase of a recording device
should investigate what is avail-
able before buying. No brief state-
ment can describe the diversity of
equipment now being manufac-
tured.
Whal is more to the point is to

enumerate some actual situations
in which a record of the proceed-
ings will have value -. One is the
regular rehearsal of a musical or-
ganization, either instrumental or
vocal. In the course of learning
new material or perfecting a piece
for performance, the instructor
normally :is forced to rely on his
powers of verbal description in or-
der to convey to the students his
impression of their efforts, and
how the sound produced might be
improved.
The instructor listens. He says,

"This is what you did at this par-
ticular time." If a recorder is avail-
able he can say, "Listen to your-
selves."
A second situation where the

value of recordings seems obvious
is the festival, contest, concert, re-
cital, or any such public appear·
ance that may be a climax of a
portion of a year's work. A per·
manent record of such an event has
always had sentimental value-
consider the pictures that are pre·
seJ'ved in yearbooks, and the news-
paper clippings and pictures pasted
into scrapbooks. How much more
valuable the whole experience
would be if a permanent record of
the way the performance sounded
could also be retained!
We often complain that a pro·

gram hardly seems worth all the
turmoil and sustained effort in-
volved. A recording is the answer.
The glow of pride in a piece of
work well done can be recaptured
indefinitely, and for such a treas-
ure the price is indeed small.
A third suggestion is that the

recorder serves not only music
classes hut the whole school pro-

gram as well. It can make available
the entire range of commercially
broadcast music as well as other
types of progrorns. Radio and tele-
vision programs are not scheduled
for the convenience of school time
schedules, but if the school has a
recorder, programs may be tran-
scribed and repeated as often as it
may seem desirable. Buildings
equipped with a communication
system are all the more Iortunate,
for the recording may be "piped"
into several rooms simultaneously.

The next example needs to be
more persona!. In the spring of

1949 Baltimore wos the host city
for the Eastern Division of the Mu-
sic Educators National Conference.
Scheduled for appearance on the
program was a performance by the
elementary schools of the city. The
story, the script, and the music had
been written by elementary school
students. A chorus of more than
350 elementary school students was
made up of representatives from
the upper grades of many elemen·
lary schools. The music was new
(in the exact sense of the word) to
all persons concerned-the singers
and the many teachers who trained
them. There were only two re-
hearsals in which all members of
the chorus would work together
with the festival conductor. In the
rehearsals within individual schools,
how could all participants agree
upon an acceptable interpretation?
The various teachers responsible

for lraining a portion of the cho-
rus met together, sang the songs,
and came to ~ agreement on their
interpretation. Then a tape record-
ing of the singing, with accompani-
ment, was made. Again using the
plan preyiously mentioned, the disc
recorder was connected by wire to
the tape recorder and discs were
cut in sufficient number from the
tape to provide each participating
school with a recording of every
festival song. The .. could be played
on a phonograph during rehearsals
within the schoo!. Again the re-
corder was a great time saver.
The instances recounted here are

few. Scores more are available. It
is not intended that this hrief ac-
count should imply anything Dlore
than this one thing: the recording
devices mentioned, together with
the phonograph, radio, and 80nnd
film, ore aids to good teaching, not
substiJules for it. They are not
mechanical baby-sitters.

THE END
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• ,'.GOP t'
... • WPBOO~

,Flnl ¥ f.~Elementary IlUl\!a
~_Arranpd

.., ~ Gordon
Stand.rd, popu!al'. .nd original
compotitione suitable for elementatY
banda.

Schumann', Soldie,,' Marcl;
Schobert'. E""upt. /rom Sympho.y
No.2; Adair'. So", 0/ .he Pi,.,.;
~ Rolfe'. NelIA·Hol make very
lDter .. linI ur.. _II. This eol·
lection will be pnblillhod in 16 books
with parte for: <l' Flute; B·flat
ClarInet A; II-ftat Clhinet B; 1I-8.t
Comet A; II-ftat Comet B; &8.t
Alto Suophone; II-ftat Tenor Saxo-
phone; &flat Alto Hom A; &8.t
Alto Hom B; £.iftat Alto Hom C;
T~ombonell A /It. B; Trombone C;
Barilolle (treble e1ef); Baritone
(han clef); B..... and Drnms.
Th ... paru are nam1lered 415-41001
to 415-41016 in the order lu.ted.
Also a two-stafl Conductor's Score,
41541000
Ad..... of PlIbIIcatlon Cub PrIee,
20 eonll each ...... po.tpaldl Con.
dnetor'. S..... 40 eon... pootpald.

4311-41002
DlTSON ALBUM OF ORGAN

AND PIANO DUETS
Arronpd by Ro" S. SlOn,hton

Among the be.t duet collection. for
the liniited repertory for organ and

6IJ

s

M~f Go,!,,\ In Not.l.nd
431l-4101l4 . . P.,ry

OrgG. Com"o,itJons with Chimes
~la-4l003 Kind.,

'prI"P at /It. Klybo.rd
~11l-41012 K_,.,

~4 S!lI'lW Album 413-41002
Finke

~~rt~ .. """ Or ,.
13~'004 ... . Robyn

Two.ty-Fa", ~1.iQlu .. Stucllo.
II_I~ Lom.nt

piOno. :A'n o_ .. ding job of arrang.
lag _ eIuiics for ... rage .. I.y ....
1JlI:lu•• 1Tchalltovaty·. A"",,*
~ dlo' ixth Symp~ony"; .Il"",h.
GOunOc1'8 ve Maria; Ravel's 1'"..
rJaht; mh .....y·. Revery and othor •.
TwO \:ojji" are reqnired for Per·form_.
Ad_~ 'Of PubUealion Cub P14ee,
70 _ ...... PootPa1d.

430-4100S
FAVO*tTlt PIECES AND SONGS

by Mary Baeon Muon
This aequel to Folk Song. and Fa·
mous Pictures is bound to be very
popul.r. It will te.eh children to
enjoy good mu.ic by pl.ying and
singing it. thereby developing lJOOd
musical loates. Not includlag oo\Bve
studies, difficuh chords, or intricate
finger work, these masterpieces are
so arranged th.t pupil. from eight
to twelve will get much ple.sure
from playiq them. For grade two
to two-and·.·half.
Advan.. of Publicallon Cub I'\iee,
SO eon ... postp.ld.

410-41013
FIRST EASTER

A Story with Music for Pi.no
b,. Ada Riehter

Another gem in this popular series
from the pen of Mrs. Richter, a pro-

IR r
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43()-41oo6
SHORT ETUDES WITH

ORNAMENTS
For the Piano

Compiled and Edited
by Loui .. Robyn

A wonderful 'follow-up' to The Or·
nament Family. these eighteen short
studies continue in the same style.
Culled from the f.mili~r etude.s of
Bertini Czerny, Lemoine, Wleek.
Beetho~en and provided with full
explanato;y notes, these illustrations
treat such basic ornaments as: grace
Dotes combined with intervals and
chords; acciaccaturas; appogialu-
ras j mordents; inverted mordents;
tuIDS and trills.
Advance of Publication Cash Price,
40 eeets postpaid.

110-40122
TWENTY.FOUR MINIATURE

STUDIES
For the Piano

by Cedric W. Lemont
Eight-measure brief studies, with
a definite purpose in technical de-
velopment. They present practice
opportunity for right and left hand
scale passages, left hand melody pas-
sages, speed in small groups for
right hand sixths and others. Pro-
gressive teachers will recognize the
value of the variety which thi. hook
offers.
Advance of Publleation Ca.h Prlee,
40 ceDts, postpaid.

WITHDRAWAL
The Advance of Pablication price on
the following book is hereby with·
drawn. Copies are now available
from your local dealer or from the
publisher for examination at regular
price•

410-41009
GRAB·BAG

by Bruce Carleton
Fourteen skillful first.gr.de pi.no
arrangements of familiar tunes with
universal appeal_ Engraved in big
notes for easy reading, with at-
tractive illustrations.
Now on sale at 60 cents per eopy.
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Bryn Mawr, Pennsylvania I
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ADVANCE OF .UBLICATION SALE I
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VIOLINIST'S FORUM

(Continued from Page 19)

there is the individual student to
consider. If he has an average
talent and has no ambition for a
professional career, studies need
not be made an important part of
his lesson and practice time. The
stress should be on solos, from
which he can learn to play with
expression and color and from
which he will always have pleas.
ure. Such. student is not likely to
acquire an advanced technique of
violin playing, but he can easily
become a competent and enthusi-
astic amateur-and on such people
is musical culture founded.

Quite another case is the student
of more than average talent, who
is ambitious for a career as a pro-
fessional violinist and whose talent
justifies his ambition, He needs an
entirely different course of train-
ing from that given to the prospec·
tive .mateur. He needs studies and
plenty of them, so th.t he may
acquire a well-rounded, weU-coor-
din.ted technique from the earliest
stages. The various curricula that
I h.ve noted from time to time in
these columns h.ve been designed
with this type of pupil in mind.

Our pi.nist eolleagnes .re much
luckier than we are in the matter
of teaching m.terial. From .lmost
the e.rliest gr.des there is, for the
piano, an abundance of material
th.t is music.lly .. well .s tech .
nically valuable. There are one or
two good reasons for this. First,
nearly .11 the great composers
from Bach onwards wrote some
comparatively simple music for
keyboard instruments, and they
wrote • great deal more th.t can
be simplified without losing its
chief musical or technieal attri·
butes. Second, a piano piece is a
complete musical entity in itself.
Third, there are many piano solos
th.t would be I.beled as studies
h.d they not been given titles.

The violin teaching repertoire
does not h.ve these .dvantages.
The solo m.teri.1 av.ilable for the
earlier gr.des is designed, most of
it, to show off a pupil's .ccom·
plishment r.ther th.n to increase
his music.1 understanding or to
develop his technic.1 resources.
Few of the great composers wrote
easy music for the violin, and
those of their works that h.ve been
simplified r.rely provide technical
nourishment, however useful they
m.y be in developing musical
laate. But, .nd it i•• big but, there
is many a violin "study" which,
were it given an accompaniment

and • title, would be accepted as
• solo for its appropriate grade,

The question of aesthetics also
enters into the matter. Is it aesthet-
icelly sound for • pupil to gain
his techniqne by working on a solo
he will later play? This question
hardly arises in the early years of
study, for the pupil will rarely
have solos of permanent musical
worth. But by the time he has
reached the grade of Kreutzer the
question becomes important; many
of the solos he will theu be play.
ing will be of sufficient value to
interest him the rest of his life.

So we must consider carefully
whether or not. pupil's appreeia-
tion of the musical content of his
solos is likely to be dulled if he
uses them at first as purely tech.
nical exercises. Most experienced
violin teachers agree that it will.

In other "ords, a pupil should
not work on one of the unaccom-
p.nied fugues of Bach for the pur·
poee of learning to pl. y chords;
he should have .cquired his chord
technique elsewhere before tack·
ling B.ch. If a pupil studies a
piece of good music as • technical
exercise, it is likely to remain just
that in his mind for a long time
afterward-always to the detriment
of his musical understanding.

Pattern exercises, such as those
of Sevcik, are an entirely different
m.tter. Only in special cases, and
then only in small doses, should
they be assigned in the earlier
years of study. A young pupil who
hos to plod through page after
page of Sevcik's Preparatory Trill
Studies is not likely to enjoy either
his lessons or his practice.

Thero is mueh iu the first two
books of Sevcik's "Op. I" that will
develop accuracy of intonation and
strength of finger, hut these exer·
cises shonld be used only when
absolutely necessary .nd with the
utmost discretion. Such exercises
.re p.infnlly dry and h.ve no mu·
sical value. The driest of studies
have more music in them, for at
le.. t they train the pupil to be-
come aware of harmonic progres-
.ions .nd modulation.

But for the .mbitious student,
the student who is already fairly
adv.nced and who wishes to ac-
quire .11 the technique he c.n in
the shortest space of time, the
third .nd fourth books of Sevcik's
Op. 1 .re an ahsolute musL They
are fundamental to the .dv.nced
technique of violin pl.ying.

THE END
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f, Painter. Musieian ••• whleh?

B LEO:~ORA SILL ASHTO

~~Jm£1~lo~ aterymuai-
til e faiker.

speed her husband.
~ 1 np ~<llJbt aboul it and I
..... 1to ~ve the bllsl leacher
I "81! !in" fO{ lum an Ira bim
~ Ieooona in am one
ot tIJ'i~1eatbei'f work
Citi 1981 engaged to~:clIe boy.

• ~ few weeks went by the
father IIIIked 1ihe teaober how his
son _ ~ing. "0, tliei'e is
n dqulil aboul bU being lalented,"
.wpned the _bet "bill I admit
he l& a very dilieuIt child to teach.
When 1show him how 10 do some'
thin and • e him his exerciAe

Ii~Jn~=:
~n a • ttm. Dilldng upot hi. own. Moreover. he ser
dJla/yinp, okettllies &tid poems al
liver hio muoic booq."

"Well. well!" eXclaimed the
thot'. at ~H be? P
paimer,1Il'Gflciarr?'

Later b<l ttl4 itia .fe about the
conversation with the Ieacher.
"Which .haD he be?" he repealed.
BUI they both decided Iheir son
should he a musician.

When the boy was fifleen year.
bid hi In ~ took him to Pari's
10 sludy al the Conoervalory. and
of cou....,. he ... obliged 10 learn
to opeak FrCIIdt. One. day he dre\"
a picture of lui teacher on a blank
page of his French grammar. 'fbi,
leather saw 'iii reaIli\"! the ability
of his pupil and 1001: the okelch le-
an eminenl French artiat,

"That boy h.. greal talenl!" reo
marked the artist. "I would like 10
give him a three.year course in
drawing and painting, and il will
be free of charge."

Although the boy conlinued 10
write poems and make sketches,

62
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he did pursue his musical studiee
very e8l'1lestIy, in both Paris and
Germany. He played, he practiced,
he composed-sonaw, concertos,
suites, piano pieces, and songs,
longo. songs. Aod as the years
went by he became famous abroad
for hia music. When he relnrned
to this counlry he was hailed sa
our great American Musician,
Edward MacDowell .

But he continued 10 paint, mak·
ing portraits of some of hia friendo
(one of whreh hung in a study in
Carnegie Hall in New York felr
many years). He wove his verses

into music. His Sea Pieces were
derived from his o"n poem~. Some
of his music described pasloral
scenes: "The Wild Rose," "The
Meadow Brook." His Eroica So·
nata tells of King Arthur.

Poet, Painler, MU5ICIAN-
Edward MacDowell was all of
these, for his imagination, his love
of color and beautiful form make
their presence felt in his music
and fill his melodies and harmo-
nies with a beauty which is like
sunlighl Ihrough the trees.

Nancy Gary, Katherine Guest, Ollie
Cebe Hahersky, Elinor Harper, Lind-
sey Jackson. Anne Krapp. Blanche
Lasseigne, Arline Lemke. Lois Jean
Lynch, Jeanne Morris. Oaudette Rivet,
Dorothy Lee Rogers. Marilyn Huhl,
Janet Anne Smith, Nancy Tayler, Fred
Turner, Jane Warrender. Letty Wass,
Martha Wendt. Alfred Wrobel.

WHERE SHALL I GO TO STUDY?

PRIVATE TEACHERS (WOIlnrnl PRIVATE TEACHERS fNowYorl Cltyl

HAROLD HURLBUT LUCIUS DUNCAN
PARIS-NEW YORK-HOLLYWOOD Concert Violini5f-Teacher

Singen Who Have Studied with Him Include Pupil of Schrodieck
NADINECONNER WESTCHESTERCONCERT BUREAU

DI,tln.ul,bed 81prallO MetrOPolitallopera White Plainss. N. Y. Philadelphia. Po.
HENRY CORDY N.Y. City c.nter • Havana
Operas ... EVELyN HERBERT... ROBERTHALL!· 54 Bonk . 104N. Mole St.
DAY... LOIS LEE and other Stan of Opera, White Plains 9-7808 LO 7-0723

Stage and Radio
Address: Hollywood. Calif. Phone: GL. 1056

EDWIN HUGHES

THE L1VERETTEVOCAL STUDIOS
PIANISTS PREPARED FOR PUILIC

PERFORMANCE AND FOR UNIVERSITY.

AND OPERA ACADEMY
COLLEGE AND CONSERVATORY

TEACHING POSITIONS
Formerly assistant to Dr. Lazar Somailoff WINTER TEACHING SEASON: SEnEMIER

Lucia Liverette, Director TO JUNE
Former Director of L. A. Civic Grand ~era Co. For full Information addr_=

CONCERT * RADIO * OP A 338 West 89th Street New Yarlt 24, NY.
le"inners to profeSlIonel artllhl Tel. SCh-rner +0261

Write far Informatlon- MONTHLY SESSIONS I WASHINGTON. D.C.
IB33W. Pica Ilvd., LOIAngelu, Calif.

ISABEL HUTCHESON CHARLES LAGOURGUE 0.1. U
VOICE PRODUCTION-SINOINO

Teacher for Piano Teache ... Musical The01o-Compo.1tIon
Modern Piano Technic: Group work for Iecch. Courses of the rl. Conservotory
el1i: Coaching concert pianists: Conductin" for Imormot/on:
"Piano Teachers forum." 31 W. 57th St., New York

nOOKS MAYS MUSIC STUDIOS
I005Y2Elm St,..t. Dalla, 2. Texas Phone e-6214

lFAA7J& .EaN-'O~
EVANGELINE LEHMAN

LA RGE· ERUM N STUDIOS
Voice-Piano

TEACHER OF SINGING Among thOle who have studied with Mr. La
Opera-Operetta-Oratorio-Concert. Forge are: Marian Anderson, Lawrence TIb·

bett.Richard Crooks, ond Mme. Manenauer.
167 Elmhurst Av•• Detroit 3, MIch. To. 5-1413 II Porlt A.,e., Cor ..e, IttII St., New Tort

Tel. Atwater 9-7470

EDNA GUNNAR PETERSON RICHARD MeCLANAHAN
Concert Pi... iat-Artid Teach., Formerly Repretentat;ve TOBIAS MATIHAY

ZZ9So. Harvard Ilvd Las Ange .... Calif. Private leuons, Teachen' Counes • ForumsDU.3-2597
Summer·dOll. Southwest Harbor. Me.

•• Stelnwo, "g. N.. Yorlt Cit,
DR. FRANCIS L YORK

Advancl5 Piano Interpretation Qnd the Theory
EDWARD E. TREUMANNwork required for the d~ees of Mui. loch.,

and MUI. Mal. Special opin interpretation. Concert PI•• 1tt kHdT ......DETlOIT CONSERVATORY OF MUSIC Recommended bv Emil Van Sauer, Mortiz Mosz-o.troIt. MIcIII. k~ki and Joseph Hofmann.

PRIVATETEACHERS (Now Yori ClIvI
Studio, Carnegie Hall. SuIte I17kt'I7tII • ot 7. A...
rei. Columbus 5-4357 New York CIty

HELEN ANDERSON
Summer MOlter Cia_June 15 to August 15.

Concert Pianist
Interesting coune-piano, harmony MME. GIOVANNA VIOLA (HUUI

Many Successful Pupill
D____

166 W. 72ad St•• H. Y. C. Tel. SC..... Teacher of Singing-"kl Conto ..
Experienced Europeaa trohted ArtW

Coaching Opera, Corteert and Rodio

MARY BOXALL BOYD
Correct voice production. defective singingco_.

Ipur.n of Lesch.tiny I "n".,. OCOPfN
Pianist-Teac er-Coach-Program Building Phone: Tra::1ar 7-1230 Mon••TUelN.Wed., 11tun.

"Tho resu ts she can obtain are miraculous" 601 West A.,e. w York Cit,
Writes Leland Hall-Prof. of Musk-

Sm"th Col ege
CRYSTAL WATERSAddreu-SteinwQJ Hall-Nola Studios-

113 W. 57th St., New Yorlt City', N. Y. Concert Sin,. - Teach.(Alia 9 Cbamben Terrace, Princeton, N. J.)
T.I. 207"1M Voice Building, Breathina,

Diction, Exp.... ion, Style.
In pre=ion for

JACK EPSTEIN
Radio, • Sto ...

Cooicort. 't'l:a.
BARITONE Write for rcular

40& Eo 54 St. New Yorlt Cit1
Concerts - Opera - Teaching rei. Yo-I-IJU

Mnle Swen. 'olm e.acb. Fla.
Inquiries to LEOPOLD WOLfSOHN1401 Stefnway BkllI.. Ne. Yeri CIty

Pianist and hacher

ROY CAMPBELL
Teacher of Aron Copland, Elie 5tegmeister

and many artists and teoclMlrs.

TellIc:herof 5ucc:euful 51n90" of I&GINNING TO AmmC FINISH
Specialist in Technical Development and theRadio-Theatre-Pictures-Concert-QPera Art of Interpretation. Coaching for Recitall."STYlE-IZINS" for Redio end the Theatre

-Studio- Hohl Antonia. I'wa, at 73rd St., New Yorlt City
607-8Carnegie Hall New YOrk City

T.I .... CI~QM
CECILE JAHIEL

HAZEL GRIGGS CONCERT PIANIST-COMPOSER
1st pri2$ of the Pari, Conservatory

Plano Teach.n' Worbhap Former pupil of Cortot and Ravel
material, - procedures Coachinp concert pianis" for rec tal.

private lessons, class leuons Courses for plana teachers and advcm ed pupi s
c:onceri repertoire • Molter c10sses for concert p ts.. •

For information address Private lessanl. Register now for w' daaes.
Steinwa, Bulldtltlll Ne. York CIty 18 East 71th Street New YotIr';::'" N y:Tel. Scandole ~ REgent 7-Ja1O Or RHine ' .:..,

***
Letter Box

Hidden Composers
Puzzle

By Marion Benso" Mauhew.

The name of a composer is hid-
den in each of the following sen-
tences. How many can you find?
I. Does that ancienl church lower

have a ben in it?
2. The sludenls could not remem-

ber whether Rhode Island wsa
smaller than Delaware or not.

3. Billy and his chum announced
they would enter the contest,

4. Are you ever dilatory about
your practicing?

5. The members of the club had a
fine lime at Rancho Pinlado.

6. I wonder whal Hannibal fed
the elephants he look with him
on his march to Rome?

7. Madame Nellie Melba charmed
thousands with her beautiful
voice.

8. It is nol inspiring 10 hold a
music class in dingy sur·
roundings.

RESILTS OF OCTOIER IRSTRUIUT PUllIE
.Answers to Instrument Puzzle:
Oboe. flute, comet, organ, violin,

piano (the instruments may be ar~
ranged in any order).
Prize Finners lor October Imtrumenl

Puule: .
Class A, Jo Anne Bechtel 'Age 15),

Washington.
Class B. Lynne Gardner (Age 12),

Georgia.
Class C, Ronald W. Ronzoni (Age

11), New York.

Honorable Mention
Ida Barish, Nad. Bender. Judy Boten·
sleD, Mona Vivian Bross. Marlene Byrd.
Cbarle~ Caustin, Roxanna Chew. MaO'
Eckenroth, Joann Ford, Gloria Fowler,

Send replies to Letten on this pace
in care 01 Junior Elude, and they
will be forwarded to the writers.

DEAR JUNIDR ETUDE:
I take piano leeeone and plan to play

in the High School band soon. I enjoy
piano very much and have taken nine
years. I would like to hear from others
who like piano.

Judith Gruenhagen (Age 14)?
Wisconsin

I have enjoyed the ETUDE for many
years, I have studied music for four
years and play violin in our All High
Orchestra. I have played in the National
auditions for three years. Writing mu-
sical compositioDs is one of my hobbies.
I would like to hear from others who
are interested in piano or violin.

Richard Contiguglia (Age 12),
New York

The 6fS;tthing I do when ETUDE come$
is to turn to the JUNIOR ETUDE because
I find it so interesting. I pJay piano
and Hammond Organ and am one of the
accompanists of our Glee Club. Recent·
ly our senior class presented the opera
"Pirates of Penzance" and I was the
accompanist. I would like to hear from
boys and girls who are interested in
music.

Ann Wilde IAge 16),
Massachusetts

] play piano and Bute. When I prac·
tice I enjoy making up stories for my
piece". I would like to hear from JUNIOR
ETI'DE readers.
Loretta Mueckler (age 10), Wisconsin

JUNIOR ETUDE CONTEST
Junior Etude will award three attractive prizes each month for

the neatest and best stories or essays and for answers to puzzles.
Contest is open to all boys and girls under eighteen years of age.

Class A-IS to 18 years 01 age; Class 8-12 fa 15;
Class C--under 12 years.

Names of prize winners will appear on this page in a future issue
of the ETUDE. The thirty next best contributors will receive honor.
able menfion.

Put your name, age and class in which you enter on upper left
corner of your paper and put your address on upper right corner of
your paper. Write on one side of paper only. Do not use typewriters
and do not have anyone copy your wDrIcfor you.

Essay must contain not over one hundred and fifty words and
yust be received by JUNIOR ETUDE, BRYN MAWR, PENNSYL·

ANIA, on or befDre. the first of March. No essay this month.

ETUDE-FEBRUARY 1950
..."";!::.- ,- --
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COmpoSltlOIl Tsst- Send manuse pt
Dlplomas--Be urs pro<;lramI alpprojl'~.
Grad_ Giva pupils what they can do wel/.
WA,n,,' Scales & chords must be thoroughly learned.
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lox 1113-A111tID. T....

SOIOOU - COLLE8ES
iiiiSE COlLEGE 7::
... GIrIeIIIMI ..... lpart.tDbul'. s. c.

IIOX ~'~l::::'
.....··E.E-ww ........ -''-v.. ca&alotrue MDt upon nqunt.

SllBlN. "i'fJMl.t.t.
lead~ Ib die B. M... and B. Mus.

or- .1:.';;;;;;. Mdllber NASM. III the heart
a ndo. Valley. P yton. VqlDia.

~
~a.~~f"'S0

ft_ SCHOOr. OF

"'"'"'*'_ aocraditacl courses in
1&110. Voice. Violin, Orlan.
ubUcS~Ollllf.Bic, Theory,
n'd Orthe'~(rl\l ~l1struments.
Coafen ....... af B.M., A.B.,

I/>d M.M.
DI.t1qulohed 1"ICuity

Albo.. H,tu"" till' B.II,.".
DePAUL UNIVERSITY
SCHOOL OF MUSIC

Room 401, G4 Rut Lake Street
CblCIllO I, Illinois

Plut Sa/iMaH
SOH'OL .f MODERN MUSIO
flllI·tlme Joynt 01ploma Counes Coneen.
trotIng In the Populor FIeld with Clalilcal
laaground: Plano, Yolu, hutruments. At.
ranalng, Musical ThHtr., Song Writing,
Radlo and '.I ... I,lon Prochletlan, School
Orchftfro, ChorUl, Theatrical Productions,
lroadcam, Recltall. IndividualGuIdone..
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&&
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School of MusIc

Teacher Training and General
Musicianship Courses
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BAND FOLIOS

AII-Oassie Band Boak •••••••.••••.•.•••••.••• Parts each .30
Conductor's Scor. {Piano) ••••....•••••.••.••.•...••••• 50

American Band book No. 1 by Mayhew Lake
34 Parb each •••••••• 40, Conductor's Score ..•...•• $1.00

American Bandbook No. 2 by Mayhew lake
34 Parts each ••••••• 40, Conductor's Score .•..•••. $1.00

American Symphonic Bandbook Series "A" by Mayhew Lake
43 Parts each ••••..•. 50, Conductor's Score •••••••. $2.50

American Symphonic Band book Series "B" by Mayhew lake
43 Ports eoen ••• '" .50, Conductor'. Score •.••.•.• $2.50

Fulton Folio of Melody Marches ••.••••••••••••• Parts each .40
Conductor's Score (Plano) ••..•••••••••••••••••••••••• 50

Swing-A-long-Slxteen Parade Marches-
by N. Clifford Page..... .. .. .. . •. .. ....... Ports eoen .40

Let's Che.rl by Jes, M. Fulton and Mai. Ed. Chene"e
Bond book ... Ports eoen .35, Conductor'. Score (Plano) ... 65

Marche"e Band Book••••••....•.••••••.••.••• Parts each .30
Conductor's Score (Plano) .•.••..••.•..••••••••.••••••. 50

Sousa's Famous Marches-Adapted for School Bands
Port. eoen 40, Conductor'. Score $1.25

BAND PUBLICATIONS

Annie Lourie Illo Modeme (Loonord).•.•••••.••••••••• $2.00 Liberty BollMarch (Sousa)
At Dawning. The Heart of Her (Cadman)............... 1.00 Symphonic Band ••••. 1.50, Standard Band......... 1.00
Barcarolle. From P.s. Gllmor.'s "Tour of the Nations" listen to the Drummers. March (leonard)............... 1.00
(Von H_en). .. .. .. .. • .. .. .. . .. . . . . .. .. .. • . • . .. 1.50 Looking Upward. Sui.. (Sou.o)

Billboard Maren (Klahr) By1htt Ligh' of tho Polar Star
SymphonicBond. • • •. 1.50, Standard Band. • . . . . . . 1.00 Symphonic Band. . . .. 5.00, Standard Bond....... 3.00

Brasses to the front. March (leonard) . . • • . . . . . • . • • • . . • 1.00 Beneath the Southem Cross
C d ts P d M en (Lo ) 1 00 Symphonic Bond..... 5.00, Standard Bond....... 3.00a e on ora e. or we •.•.•.•.•....••••.• I •• Mars and Venus
Carnival Overture (Gibb). • • .. . . . .. • . .. .. .. .. • .. .. .. 2.00 S hon' B d 5 00 Sta d d B d 300ymplcan •••••• , naran ••.••••
A Chippewa Lamont. Small.. 2.50, Full.. 3.50, Symph. 4.50 Monhatlan Beach. Maren (Sousa)
Columbia Polka (Rollin ) 1.75 Symphonic Bond 1.50. Standard Band......... 1.00
Day in Venice. Suite (Nevin) Arr. H.Bellstedt Jr .••••.••.•• 2.50 Musings (Tone Picture) and Cotton BJossoms
Day in Venice. Suite (Nevint Arr. Mayhew Lake (Humoresque) (Gillette) Small •. 2.00, Symphonic. . . • • 3.50

Symphonic Band ••••. 6.00, Standard Band •••••...•• 4.50 National Cherry Festival. March (Kalember)............ 1.00
Day of YouthOverture (Fulton)•••.•••.•••••••••.••••.• 2.00 New Colonial March (Hall)
EI Capitan March (Sousa) Symphonic Band •••.. 1.50, Standard Band...... • • • 1.00
Symphonic Band •.... 1.50, Standard Band •••••••.•. 1.00 Old Home Down on the Form. (Harlow) Gull............ 1.25

Exaltation (Coorno-Loke) Small. 2.00, Full. 2.75, Symph.3.50 Pride O' tho Land. 4·H Club March. (Goldman}......... 1.00
Fairest of the Fair. March (Sousa) Reeds to the Front. March (Leonard). . • • • • • • • • • • . . . • • • 1.00
SymphonicBond••••• 1.50, Standard Bond. ..• • . • • . 1.00 A Ru.HcScene. (Bu.en)Small. 2.50, Full. 3.50, Symph.. 4.50

Federation Maren (Klahr} !....................... 1.00 Skyrockets. March (Leonard)........ 1.00
finlandla (S1berou.-Page)Small. 3.00, Full.4.50, Symph. 6.00 Soaring Eagle March (Klahr)......................... 1.00
Franz Schubert Overture (Suppe) Arr. Anton Weiss Soldiers of the Air. March (Fulton). • • • • • • • • • • • • • • • • • • • 1.00
Symphonic Band ••... 5.00, Standard Band ••....... 2.00 A Southern Tone Poem (Hosmer) ••••••••••••••••.•••.. 2.00

Gordes du Corp. Maren (Hall). • .. • .. .. .. .. . . . . . .. .. • 1.00 Spollght Maren (Klahr). .. • .. • .. .. .. .. • . • • .. .. • • . . .. • 1.00
G . 'Hom (Dvor6k fi-L- ) Full 50 S phon 250 Stors and Stripes Forever. March (Sousa)am e - .:mar •••• 1. , ym ic.... S phon
Hand. Acros. tho Sea. Moren (Sousa) ym ic Band ..... 1.50, Standard Bond......... 1.00
Symphon' B d 1 50 Sto d d Bo d 1 00 Sweetest Story Ever Told (Stults)...................... 1.00

IC an •••.• ., n ar n.......... Three Negro Dances (Price)
Head. Upl Moren (Klahr).. • .. • .. . . .. .. • .. .. .. .. .. .. 1.00 S phon· B d 5 00 S' nd d Bo dH ym Icon ...••• , oar n ••••••••• 3.oo
oslrauser·. March (Chambers)....................... 1.00 Toledo Blade M ~ (Gold ) 1In arUl man. • • • • • • • . • • • • • • • • . • • • • .00
dian War Dance (BoII••edt)........................ 1.00 Volley Forge Maren (Goldman)....................... 1.00

invincibleEagle March (Sousa)....................... 1.00 Voni,Vidi. VICI. March (HalO......................... 1.00
King Cotton March (Sou.o) Ve"ron. of Democracy (Welmore)
L SymphonicBand ..... 1.50, Standard Bond......... 1.00 Symphonic Bond..... 1.50. S.andard Band......... 1.00
aurel Branch. March (Rollinson)..... • .. • .. • .. .. .. .. .. 1.00 With tho Colors. Maren (Panella).. • .. .. .. .. .. .. • .. • . . 1.00

T•• ODO•• P...... COe
~p~

Bryn Mawr, Pennsylvania




