MODERN HOHMANN-WOHLFAHRT BEGINNING
METHOD for Violin, by Harvey S. Whistler. A
compilation of two of the world's most famous
methods for violin, entirely revised, re-edited and re-

" styled to meet the demands of modern education. The
vt string by string approach, utilized in the Hohmann
g Method, is unquestionably the easiest means ever
devised for teaching violin. The name Wohlfahit is
"""" known to violinists everywhere. Price, 60 Cents
INTRODUCING THE POSITIONS for Violin, by Harvey S. Whistler. The third
and fifth positions are introduced in a very practical and comprehensive manner for
the purpose of instructing the class-trained violinist in these positions. The author
does not minimize the necessity of a serious student of violin learning the other
positions; but points out rightly enough that third and fifth positions should follow
first. Price, 75 Cents

KELOEBER ELEMENTARY SCALE and CHORD STUDIES for the VIOLIN, by
Robert L. Keloeber. Designed to unite the mental and physical requirements of
first position playing. Price, 60 Cents

KELOEBER ARTIST SCALE and CHORD STUDIES for the VIOLIN, by Robert
L. Keloeber. A complete and practical.scalé system, uniformly fingered and arranged
to receive the maximum benefit from study. Price, One Dollar

SOLOS for STRINGS, by Harvey S. Whistler. An indispensable string instrument
collection for solo or sectional unison playing by Violin, Viola, Cello and String
Bass. String Books 50 Cents, Piano Accompaniment 75 Cents

VIOLIN VOICES by Bertha J. Burlingame. An ensemble collection of classics, folk
tunes and original compositions, arranged for three and four violins, Very useful for

violin classes. Price, 75 Cents
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HELP YOUR COUNTRY NOW AND ASSURE YOURSELF OF FUNDS
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So numerous have been the requests for choral arrangements that
we have prepared the following numbers, These hymn selections
are so familiar to radio listeners the country over that they are
rapidly becoming classics. Talk it over with your choir dirg'ci'or.

THE OLD RUGGED CROSS IN THE GARDEN
Arranged by Price

Arranged by  Price
No. 1941, SSA....Griﬁhh J. Jolr:es‘,,,léc No. 1560, SSA. ... Griffith J. Jones. ... léc

No. 1942, SATB

5 . Gk No. 2001, SATB .. C. Austin Miles |
Nol [ SA moow L ooole  HE Lves e

No. 2005, SATB ..Griffith J. Jones.
. FORWARD WITH CHRIST B
o. 2007, SATB...... Arranged by Griffith J. Jones...... léc

The above numbers are printed from new engraved plates.

Order from your local music dealer or direct from the Ppublisher

The R““E“EAWR HALL-MACK Co.
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| qores. Once, in an English uni-

ot fo us @

| een written, and

‘through the “Ency-

' dender idea of what
' has been put down

AE OCEANS of print are
 go vast ‘that it has l9ng
, since become impossible

o the most receptive mind to

do-iiiUCh more than wade on the

asity Jibrary, there was pointed mat
v gentleman of noble

pirth who had spent his life in

give 10 indication of putting whatever he had retained to prac-

ical use. :
tlcglecause of the vastness of the literature of the great peoples

o history, digests of

Il descriptions have
mless you have read

dopedia Britannica”
you can form but a

with the chisel, the
stylus, the quill, the
pen, the printing
press, and the type-
yriter. We look out
over the vastness of /
the literary waters to s
afar distant horizon :
and realize how im-
possible it is for us
to have much more
than a fragrant aro-
ma of the ocean.
Consider, for in-
stance, the great
littrature of Russia
—the powerful Alex-
ander Pushkin (1799-
1837) ; the poetic :
realist, Turgeniv (1818-1883) ; the sympathetic Dostqevskl (1821-. .
1881) ; the realistic Gogol (1809-1852) ; the revolutionary Gorki

Drawn by George T. Tabin
Half-tone by H. Davidson

TOLSTOY AS A YOUNG OFFICER
IN THE CRIMEAN WAR (1856)

- (1868-1936) ; and the towering Tolstoy (1828-1910). This enor-

mous reservoir was, until recent years, unavailable to H.lgre thzg
asmall section of the Russian people, owing to the widespre

h illiteracy of the population. Since the coming of compulsory edu-

ation through the Soviets, millions have been reveling .i“ gllz
Dowerful works of the foremost RUSSi‘dn_ PR Deslil ef the
excellent translations now available, a relatively small part o

' American reading public has done more than view distantly t}.us

Immense treasure house. it

Many of the writers are dialectical. A debate o% s alk
fascinates them, even when the writer debates with h,lmself (;;7161'
bis own theories. They like to lay down a hypothesis, whe eﬁ
they believe in the hypothesis or not, and prove a point. Som(la 0
them remind us of the early theologians, who used to reveh =
letermining the number of hairs in St. Pgter’s beard, or how
many angels could stand on the point of a gl :

Count Tolstoy, for instance, played the piano very well m((iieegi
It§5 said, and found great enjoyment in his music. i ef u‘fhe
timal and cultural background was that of a memb%r to after
aistocracy, His early life was brilliant and joyous. fuve tern
ids abroad he became disgusted with the materialism of wes

4UGUST, 1945

006[ s ./4rf ?

' eading the literatures of as many tongues as his working days
1eauld permit. He was well along in years and had covered only a
'ggrtion of the contents. He read only for his own delectation and

Editorial

civilization and gradually devel-
oped a philosophy of his own,
turning to the most ascetic kind
of Christianity, eventually even
believing that it was necessary
for him to leave his wife to live
a life of poverty and practice his
devotions and abstinences. To this period belongs his studied and
carefully documented “What is Art?” In this we find the follow-
ing amazing statement (Reprinted by permission of Oxford Uni-
versity Press and the trustees of the Estate of Aylmer Maude,
translator) : :

“For the production of every ballet, circus, opera, operetta,
exhibition, picture, concert, or printed book, the intens«—? and un-
willing labour of thousands and thousands of people is neede.d
at what is often harmful and humiliating work. It were well if
artists made all they require for themselves, but as it is, they all
need the help of workmen, not only to produce art but also for
their own usually
luxurious mainte-
nance. And one way
or other they get it,
either through pay-
ments from rich peo-
ple, or through sub-
sidies given by
Government (in Rus-
gia, for instance, in
grants of millions of
rubles to theatres,
conservatoires, and
academies). This
money is collected
from the people,
some of whom have
to sell their only cow
to pay the tax, and
who never get those
aesthetic pleasures
which art gives.”

What under the
sun could Tolstoy,
after his colossal con-
~ tributions to litera-
ture, have had in
mind? The highest
value of Art cannot be measured by any economi_c yardstick. It
is so immense in every direction that all rpaterlal results are
insignificant. The entertainment, the relaxation, the consolation,
the inspiration, the exaltation are priceless. . .

From a material standpoint Tolstoy’s statement is an illustra-
tion of the age in which he lived. He saw the millions of. serfs,
bent to the soil, scantily clad, and famine stricken, Vthle _the
‘royalty and nobility lived in wanton luxury. Because music, paint-
ing, the drama, sculpture, architecture, and the ballet were
convenient canals for much waste, and because t}}e money spent
was largely for the benefit of the aristocracy which .represented
an almost infinitesimal part of the Russian populat;on, Tolstoy
assumed that all art of all time was uneconomic. .

If Tolstoy were to come to life at this time he would see t}}e
descendants of these same serfs reveling in the joys of art in
the United States. Tolstoy never imagined the radio, as we know
it. He had no conception of the vastness of interest in symphonic
music as it exists in America today, and of the almost unlimited

Fridenberg Galle, s

TOLSTOY IN HIS OLD AGE

“War is not some particularly gofd affair,
but a vile and criminal business.
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opportunities to hear great music. He had no idea of
the printing processes which could carry magnificent
replicas of great painting to millions of homes at a
nominal cost. He saw the great masses of humanity
downtrodden by greed, aggression, hate, revenge, and
the lowest passions of mankind, and charged it up to
Art. The U.S.S.R., no matter what your opinion may
be of Communism, has ranked artists of all kinds
among the most important assets of the State and
has given them most generous financial rewards.
From an economic standpoint, music alone provides
a revenue which would stagger Tolstoy. This revenue,
in the United States, has now been estimated by some
reliable authorities to be over a billion dollars, and
by some Chauvinists, at over two billions. Thus, Art

provides livings for large armies of people in_the va-
rious callings in which music has an e§sentlal part.
The war on all fronts has turned imperatively to music
as one of the great factors in making life sufferable
in an age of horror.

When he left his home with his daughter Alexandya,
Tolstoy deserted, on principle, the conventional Cinl-
ization of his day, with the hope of living the life which
he believed ideal. He sought escape and found it in
death. Had he come upon the world in this day he
doubtless would have preached simplicity, but if he
had his reason he could not be blind to the fact that
none of the mighty czars had anything like the priv-
ileges which come from the rich treasures of art and
which are now available to all at slight cost. What
good is life without Art?

What good is Art? Let Théophile Gautier answer:
“Tout passe. L’art robuste seul a Uéternité.” (“All
passes. Robust art alone has eternity.”)

Here Comes

the roll of guns and the blare of trumpets are

gone. They do not advertise their approach with
music, now. Every bandsman must undergo basic mili-
tary and field training. When the steel begins to fly,
the bandsmen are called into action just as any other
GI Joes, Captain William Kearney of the Public Re-
lations Office, Camp Lee, Virginia, has sent us the fol-
lowing U. S. Army release, and the picture presented
below showing the bandsmen without their instru-
ments, armed and ready for action.

Music is a powerful morale factor in the life of GI
Joe at the fighting front. Realizing this, the Army
trains its bands to follow the troops to the combat
zone, so that battle-weary men may be entertained by
music which runs the gamut from boogie-woogie *o
symphonic concerts.

First duty of the bandsman is to be a good soldier,
and at Camp Lee’s Army Service Forces Training Cen-
ter, the 326th and 328th ASF bands receive battle con-
ditioning training no less rugged than Quartermaster

T HE DAYS when troops went into combat with

THE FIGHTING BAND

the Band!

troops who drive trucks, work in laundry units, or in
any of the other specialized Quartermaster fields.

The obstacle courses, hiking, rifie marksmanship,
and long hours of drilling are no strangers to Camp
Lee bandsmen. But in addition to these basic duties,
they play for retreat parades and other army func-
tions, maintain a regular schedule of concerts, and are
called upon for such diversified tasks as presenting
their talent to boost the sale of war bonds.

Recently the bands spent two weeks at A. P. Hill
Military Reservation, near Fredericksburg, Va., where
they learned to operate on the field under simulated
battle conditions. They took forced marches, learned
how to solve compass and combat problems, lived in
“pup” tents, ate from mess gear, wore gas masks, steel
helmets and automatic pistols at all times. Their
regular schedule was supplemented by two open-air
Sunday evening concerts for the trainees, and two con-
certs for soldiers confined at the Reservation’s Station
Hospital.

The band units were organized in 1941. Lt. Farnham,

Official U. §. Army Photo
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camp music director, and 16 bandsmepn K
members of the organizations since that g "
of the 326th unit is WOJG Walter H, Simmm‘%
assigned to the band. Chief Warrant om%rmcenﬂy
K. West heads the 328th unit, By
Lt. Farnham, whose home is in Boston
chusetts, was formerly with the Detroit g
Orchestra as first violinist and soloist unge (}aph%
witsch. He studied violin at the New Englang 00%'
atory, Boston, under Harrison Keller, pupi] of L:.fm
Auer. Later, he studied at the America Sth g
Music at Fontainebleau, France, under the 1%03%
laume Remy. U,
He was first violinist with the Philadelphis Or
for ten years under Leopold Stokowski ang E“gu
Ormandy. Lt. Farnham was appointeq Direcmreni
Music for the Army Services Training Center ullﬁnhué
graduation from Officers Candidate Schogl

at Bethel College, McKenzie, Tennessee, He js, i
uate of Murry State College, Kentucky, ang m*'r
attended Northwestern University. A memper of
Phi Mu Alpha, National Music Fraternity, e by
played under the direction of Glenn (Clifie Bainy
Harold Bachman, and Dr. Frank Simon. His hp;
in Higland Park, Illinois. 3

Mr. Simson, whose home is in Arlington Heloity
Illinois, played violin in the Civic Orchestra of Cmug
under Hans Lange. He received his Bachelor of i
degree at the American Conservatory of Music, and i
Master's Degree at Northwestern University. B,
member of the Pi Kappa Lamba, national mg
honorary.

All of the bandsmen had previous musical experie: f

before coming into the army, many with top-flgt
name bands.

When the 326th and 328th ASF bands go overs
they will entertain other branches of the semixi
addition to Quartermaster troops. Each 28-piece b
probably will be broken into smaller units, s fi
members of one unit may entertain men near the frul
lines, while others are giving a concert to troosi
rest areas behind the lines.

Have You Met Her?
by Lillie M. Jordan

RS. A, WHOSE DAUGHTER had been it}
health for some tims, decided to place ¥

child in the care of a mew physician. Be®
setting forth to keep the first appointment withl.mIL
our friend opened the door of her medicine cai
and looked over an array of bottles filled, or Dﬂqf
filled, with liquids or capsules. These she placed?
her handbag. Arrived at the physician’s ofics ¥
remarked, “These are all good drugs, doctor, some®
them very expensive. With living costs so high
I don’t feel that anything should be wasted. So ¥
use these for Mary before you ask me to buy any 1
medicines.” i
Does this sound like an imaginary incident? "
of course. But the experienced teacher will ha%”
reason to doubt the authenticity of the case W
follows.

Mrs. B. has engaged the services of a nev ,Inuﬂ;
teacher for Betty. Betty arrives at the studio W
large package under her arm. o 4

“This sheet music and these instruction books *
girl explains, “are what my sister and I had Wlm_o.
other teachers. I'm sick of hearing most of the w
but Mother thinks I ought to learn to play the ¥
ter. Then there are these,” Betty offers some’ ot
tattered books, “some of the pages, you S Me‘
torn or pencil marked at all because those We ﬁef
ones the other teachers didn’t care to Use Mo{oﬂ
Says she hopes you won’t ask her to buy any
music until you've taught me all of these.” b

We can guess what a doctor would reply wws'w
But what should be the music teachers 8™
Mrs. B. under analogous conditions.

rHE B

4

< ' i;'leyf’Y"d“
Mr. West is former head of the Department of i b

e

1 .1 triendship and @ chance remark in o vocal teach-
Av{dlog’i%":ri ﬂ)e'fosndaﬁons upon which has been built one
;,fh;:umosf significant musical developments of modern times.
Vit Anderson and Viola Morris, lovely and gifted Aus-
“m ingers, have succeeded in launching what Jooks like o
"’;d revival of duo singing. They'hOVg foured the world from
wor Kong fo Maine, offering their unique programs of duefs,
H?g‘,}yere’le’ they go they leave behind them a small cyclone
:enihufidsm for fvo-p_arf singing, wh:ch. shows itself both in
oudience inferest and in a po'pular des:.re to imitate them.
aM‘sAnde'SO" and Miss Morris were friends in their native
M':!boum& Both have fine voices, both sfudie_d singing, and
cently they went fo London together to continue their train-
: under the distinguished Harry Plunket Greene. At that
;’::,e they hod no thought of singing f_ogefher. Each was pre-
P‘"""'g lerself for @ solo career; but since they were friends,
ther Jiscussed their work fogether and listened to each other's
les‘oﬂi- At one of these lessons, Mr. Greene suggested that
ef fogether. They had never sung in ensemble, they
e ot even sure that they had a duet among their music;
il they promised fo get hold of one to see what would hap-
+ What happened was that Mr. Greene was sfruck by the
cnkable blending of their voices and by the sympathetic
iy of musical approach which colored their interpretation,
ud advised them fo specialize in duo singing. After some
eight years of study with Mr. Greene, the English Duo was
fomed, ond found itself an immediate success. By 1937, their
fane had fraveled back to Australia and they were engaged
by fhe Australian Broadcasting Company for a broadcaost-and-
cncert four of their native land. The following year, they were
reengoged for @ second tour. In 1939, they foured the Dutch
fust Indies, New Zealand, Hong Kong, Honolulu, and Hawaii.
They made their American debut in 1940, of Town Hall, in
Nev York City. They have toured the United States and Canada
wreral times, appearing in the chief music centers and ranking
o particular favorites with colleges and universities; they have
oko sung of the White House and before members of the
Bifish Royal Family af Government House in Ottawa. In addi-
tin fo their singing, Miss Anderson ond Miss Morris have
developed their own repertoire, conducting valuable researches
inearly duo music in libraries and museums all over the world,
ard bringing fo light songs that have lain forgotten for cen-
furies. Although their vast collection of program numbers in-
cludes music from every land and in every language, they give
particular stress fo the songs of Elizabethan England. Recently,
Miss Anderson and Miss Morris have published a book of their
song discoveries, and have prepared an album of Victor record-
ings. In the following conference, The English Duo outlines for
readers of THe Evuoe the value of duef singing, and the means
of moking it successful. —Epitor's Norte.

“IT SEEMS a bit strange to find duo singing
looked upon as something ‘new’”, Miss Ander-
son began, “because it is actually one of the

oldest forms of music making. It found its greatest

fowishing in Elizabethan times, and continued as

e of the most widely accepted and truly popular

foms right down to the Victorian period, when there

“me a sharp decline of interest due, no doubt, to

Ue rather sentimental and unmusical character of

e two-part songs of that time. Besides being old,

Wo-part singing is also thoroughly delightful—de-

lightful to listen to because of its richness of harmony

d color; and delightful to perform because of the

added pleasure that always results from the sharing

Of‘ﬂgreeable activities. It is hard to find the reason

tis form underwent a temporary eclipse.”

: Pleasure in Personal Music Making
iy e chie reason,” said Miss Morris, “seems to be
1 gradual change in world living conditions. For-
| ™1, people made their own smusements in the
ofou(;? and music ranked as one of their chief forms
_ Wersion, Now, with the advent of radio, motion
Ywres, and all sorts of ‘ready-made’ pleasures,
gi?le are.less inclined to do things themselves—
%h within these recent war years, the pendu-
l;?:,e ems to be swinging again in the other direction,
B have noticed time and time again the desire
“ll-activity and personal participation in music.
m\lsoickpows’ perhaps we shall again see the home-
Ve Interest of Pepys’ day, when house servants
® tngaged with an eye to their singing abilities
Vell a5 to their domestic accomplishments, and
.0 the great Pepys himself devoted one of his
su?}? entries to the gifts of his wife’s maid who had
1. Teady ear, as he put it, that she was able
I and repeat Henry Lawes’ song, The Lark,
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The Art of Duo Singing

A Conference with

UCl‘om’a ./4nc[emion anc/ ,I/io/a morm'd

The English Dun

SECURED EXPRESSLY FOR THE ETUDE BY ROSE HEYLBUT

VICTORIA ANDERSON

after only a few hearings! And that was, indeed,
an accomplishment, for that song is a difficult one.
But whether or not we ever get back to such profi-
ciencies, it is encouraging to see the very genuine
interest that does exist in personal music-making;
and for those who have this interest, there is no
finer form of expression than duet singing.”

“Duo singing is a form of ensemble music,” said
Miss Anderson, “and as such, its first requisite is good
teamwork. The greatest pitfall lies in the approach
whereby two singers come together as sploist§ and
simply sing at the same time, each asserting himself
in a sort of ‘survival of the fittest’ manner, and out-
singing or out-interpreting the other. Such an ap-
proach is wrong and unmusical and _utterly destructive
of the purpose of duo-singing which is the almost
orchestral blending of the voices. The ﬁrst. tasl; of
the duet team, then, is to sink their indiv1dual1t.ies
into each other so that a new group personality
results. Our own system is to do our _vacal_ work
entirely separately (quite as the musicians In an
orchestra practice sepa.rately?, ar}d then to come
together for planning and discussion aft?r each of
us knows her part of the song upon whth we are
at work. Thus, we work out our lnte.rgretatlons,_ sug-
gesting effects and exchanging opinions, until we
arrive at an interpretative p.attern.on which we both
agree. Only then do we begin to sing together, prac-
ticing, repeating, drilling, and doing whatever is
necessary for the full, expressive pymecm‘)n o:f the
interpretative concept which is neither ‘hers nor
‘mine,’ ‘ours’ ”’! ;
m‘l‘;%ertug.re a number of points Wlllich duet I?ngn-
ners might find helpful,” observed Miss Morris. First
of all, duo singing must represent as nearly perfect a

“FORW ARD MARCH WITH MUSIC”

VIOLA MOBRRIS

blending as it is humanly possible to achieve. Hence,
great care should be taken in the selection of a sing-
ing partner. It is good to combine voices that go
well together, that blend well. This does not at all
mean that the voices must be similar—quite the con-
trary! Excellent blending can often result from a
contrast of voice quality.

Congenial Personadlities

But the voices are not the whole story! It s of
the greatest advantage to sing with a partner who
is basically congenial-—not necessarily one who agrees
with you on every point, but one with whom you can
share thoughts, with whom there is no antagonism.
The kind of person you would invite on a long country
hike is the kind of person you should sing with!
Miss X, who loves Bach, may find that her voice
blends beautifully with that of Miss Y—but if Miss Y
detests Bach and adores boogie-woogie, their differ-
ences of approach will nullify the blending of voices.
In third place, then, it is a great advantage to sing
with someone who has had the same kind of train-
ing. We were much interested to learn of the expe-
riences of a vocal trio, two of whom had studied with
the same teacher, and the third of whom had worked
with someone else. Invariably, the two sang well to-
gether, without difficulty or dispute—but discussion
sessions were needed to blend in the third! Actually,
it isn’t too important to try to learn which was
‘right’—there is only one right way of singing aad
that is the way of firm breath support, sound phornz -
tion; and. full, free projection. The core of the trio’s
difficulties lay in dissimilar approaches. It is possible,
of course, to develop unity of approach; but the task
is lightened when unity already exists through similar
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preparation. This is a very important point.”

“We had a gratifying experience of our own,” put
in Miss Anderson. “In Brisbane, one of our broadcast
programs was recorded on a graph which showed all
the vibrations—whether of high tones or low, whether
of forte or piano passages—to be absolutely parallel
throughout. In addition to basic good singing and
careful ensemble teamwork, the duo singers should
possess great clarity of diction. The poem is really
the soul of any song, and its hearers are entitled to
follow it. The most beautiful vocal projection loses
in effect if the words are unintelligible. Thus, the
duet team must work at diction quite as the choir
does, striving for absolute synchronization of attacks
and releases, and for absolute clarity of pronunciation.”

Perfect Teamwork

“There is no one method of securing the fluency
of ensemble teamwork that is the first requisite of
duo singing,” Miss Morris went on. “Besides the con-
geniality and the similarity of training of which we
have spoken, a great deal of practice and observation
is necessary. In this practice, one gets to learn one’s
partner’s habits of breathing, phrasing, and the like,
and then adjusts to them. If you notice your partner
getting short of breath, for example, you gradually
let go your own phrase—you don’t choose that moment
to hold on! We have sung together so much that we
are hardly conscious of making adjustments. We
don’t count rhythms, and we don’t nudge each other

when to begin; over a period of years, we have simply
worked into each other’s ways. That is what Quo
singers must learn to do. But even at the very begin-
ning, a great deal of fun results from the learning!”

“As to the duo literature,” observed Miss Anderson,
“its richest period is that of the late fifteenth, the
sixteenth, and the seventeenth centuries, which take
in the works of Purcell, Morley, Lawes, and many
others—not forgetting the early Italian and German
songs. The Romantic era also has given us some beau-
tiful duets, netably those of Schubert, Schumann, and
Brahms. Then comes the Victorian period which, in
England at least, is poor in two-part music; and
finally we come to modern times which again show
an upswing in good duets.”

“For those who are starting out in duo work,” sug-
gested Miss Morris, “it is a good thing to begin with
the simpler works—and since many of the earlier
songs and madrigals were written especially for schools
and school singing, the loveliest examples are also
well within the compass of the less experienced duo.
Almost any of the two-part madrigals make a good
start. Also, there is Thomas Morley’s April Is in My
Mistress’ Face; Sound the Trumpet, which Purcell
wrote in 1694 to celebrate the birthday of Queen Mary,
the wife of King William of Orange; Schumann’s
To the Evening Star; and Thomas Dunhill’s exquisite
setting of William Blake’s The Lamb. Those are excel-
lent introductions to the habit of duo singing. Once
the habit ‘takes,” a vast amount of enjoyment can
result, both to listeners and to the singers who will
experience a pleasure of personal participation in
shared activities which nothing can surpass.”

This amazing picture

s of the statue of Be
r-v:{:nch was subjected to severe bombings, i
hl th Symphony, was the musical victo:
eart and soul was a democrat,
served by an accident, or was it saved by the s

426

BEETHOVEN NOT EVEN TOUCHED
ethoven standing in the r

ory motif of the Allies fro
hating tyranny, oppression, and in
hrewd intentional P

uirfs of his birthplace at Bonn on the Rhin

t since his famous motif, — - __ . from t:e'
m !he_be_ginning of the War. Beethoven in
zushct? to Man. Was ihis statue pre-
In point bombing of American flyers?

“FORW ARD MARCH WITH MUSIC”

Beethoven's Martinef ey,
Ay .:br. ./4&[1: C w‘i[e

OHANN GEORG ALBRECHTSBERGER, yy,
and stereotyped compositions have long g Ny
consigned to the dust heap of musical gy by

teacher of no less celebrities than Beethoven ﬁmm

Moscheles, Wiegl, Seyfried, and others, He'w:m‘
in Vienna (Klosterneuburg), February 3 mﬁb””
died there March 7, 1809. s N

He held positions as organist and muysi Mgy

many small places and for twelve years wag m&;.u
Mo6lk where his fine playing attracted the gt
of Emperor Joseph. In 1772 he was engaged
as “Regens Chori” to the Carmelites and
year was appointed court organist. He
meister at St. Stephen’s Cathedral in 1799

His important theoretical writings, @
tions. of which were published by I. von
clude: “Griindliche Anweisung zur Com;

and 1818, French edition, 1814);
Methode, den Generalbass zu erlernen” (1792)+
schule fiir Anfinger” (1808) ; and other smallersy;
Of his two hundred and forty-four compositions
twenty-seven have been printed, including
fugues, piano quartet, a concerto for piano, two violy
and bass, organ preludes, and quartets, quintefs s
tets and octets for strings. Manuscript scores, in ti
possession of Prince Esterhézy-Galantha, comp
twenty-six masses, forty-three graduals, thirty-i
offertories, six oratorios, twenty-eight trios, foriyin

quartets and thirty-eight quintets for strings, hesi

a great variety of church music. A selection from i

instrumental works was published in “Denkmaler ¢z

Tonkunst in Osterreich” (Memories of Austrian (i
posers), volume sixteen, two.

His best known work is his treatise on “Composi
and Thorough Bass,” edited in English by Sabi

Novello.

He was Beethoven’s teacher in counterpoint in ¥

and unfortunately expressed but a poor opinion of b
pupil’s talents. In fact, he warned other pupils inii
classes to keep away from the young iconoclast,

he corrupt their musical taste. Beethoven, tumultiox

tempestuous, and a natural born rebel, to whom con-L
ventions were the bastions of progress, which periot
had to be annihilated, had had desultory instruct
from Haydn, supplemented by surreptitious les
from Schenk, who helped Beethoven correct his &
ercises before showing them to Haydn. When Hjt
left for England (January 1794), Beethoven, realir
the need for more discipline, picked out the matit:

Albrechtsberger, for lessons in counterpoint. Thet#

tle between the two divergent temperamentsn

be imagined. &

Albrechtsberger apparently was disgusted
novations of his genius pupil. As he Wrote;
learned nothing, and will never do anything

However, enough was left of the conflict

teacher and pupil to result in the publication i

in 1832 (five years after Beethoven’s death),{if

of his contrapuntal exercises with Albrech.“i d

This was republished in an edition edited bj ¥

bohm in Germany in 1873. 3

The dull, arid material through which the pree?

dragged his pupil is evidence of the struggle o

thoven—but when Beethoven had finished, he F

counterpoint”, .
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Begin with easy pieces in easy keys, playié sm:ll
and without much effort. In resuming praci® i
important, not how strenuously qr how fast you‘PU;
but simply that you play. Keep your ﬁngersmbeerf
not rapidly but frequently—for several days_'w;.
attempting real practice. Getting back into achr
marathon runner first walks often, beforé
after an idle season, a baseball player first
muscles repeatedly, before he swings a bat:
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LEO REISMAN

HERE IS SOMETHING radically wrong with

our musie teaching, The number of well-trained
A musicians who have acquired the skill to do
superior work is small. Many professionals show me-
chanical deficiencies in their work. And look at the
vast number of people who love music, who find pleas-
we and release in it, who have studied it (and devoted
years of hours of practice to it!) and who still cannot
express themselves adequately in music. Hence we must
conclude that our study methods—our teaching meth-
ofs—need improvement. The musical strength of a na-
tim derives not from its few successful virtuosi, but
from the people as a whole. When they, despite a great
expenditure of time and money, so often fail in attain-
ing the capacity to express themselves adequately in
music, we must seek the cause. Why do they fail in
their goal? What is their goal? What is the func-

7 ial
Where much of New York's socia . gt
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Lets Clarify Music Teaching!

An Interview with

o[eo /eeidman

Distinguished Violinist and Conductor

Musical Director, the Waldorf-Astoria, New Ytk

SECURED EXPRESSLY FOR THE ETUDE BY BENJAMIN BROOKS

Leo Reisman is a native of Boston, where he attended the New England Conservafory of Music and grew
up in the shadow of Symphony Hall. He has organized and directed professional orchestras of his own
since his twelfth year. At sixteen, he played first violin in the Baltimore Symphony Orchestra. A year
later, he formed his own dance band and opened the door upon a notable career. In 1922, Mr. Reis-
man presented the first orchestral radio show ever broadcast. That performance was sent out over Sta-
tion WJZ (then broadcasting from Newark, New Jersey), but Mr. Reisman soon returned to Boston,
where he was active in the development of Station WBZ. Leo Reisman established the basic patterns of
many orchestral radio shows, and created the Pond's program, the Philip Morris program, and a dozen
others. In 1937, the French government invited two American art units to participate af the Paris Ex-
position; one group was the Rockettes and the other, Leo Reisman and| his orchestra. At present, Mr.
Reisman manages to combiue his radio work with the directorship of all music atf the W aldorf-Astoria.
As the result of his own thorough #raining, his vast experience in engaging and developing orchestral
musicians, and his frequent contacts with ambitious youngsters who want to become musicians, Mr. Reis-
man has acquired some challenging opinions on music teaching. These he outlines for readers of THe

Etupe in the following conference.

tion of music to which they give so much study?

To my knowledge, none of our great conservatories
or schools has stated a definite explanation of the ob-
ject of music in the scheme of living—a philosophy of
music. Music is a profession; it is also a valuable means
of self-expression; but it is something infinitely great-
er. To me, music must serve the people, as one of the

life finds iis inieresting

«FORW ARD MARCH WITH MUSIC”?

—Epitor's Norte.

important stimuli which inspire man beyond himself;
a sort of “benzedrine of life” which spurs men to at-
tain new heights of accomplishment. With such a
philosophy, I believe that the musician (whether he be
professional, teacher, or student) should concern him-
self with those important aspects of his calling which
transcend both self- (Continued on Page 472)

THE WALDORF-ASTORIA

The famous New York hostelry on Park Avenue is the successor
to the old Waldorf-Astoria at Thirty-fourth Street and Fifth Av-
enue. The church building at the left is the new St. Bartholomew's.
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“Mr. Piano” Writes His Autobiography

As Told to

J(afﬁryn Sana/em _%iecler :

what all those things were and wondered just

how I worked? Keep that case open a minute
and I’ll try to answer some of those questions, for I
am really more remarkable than you might suspect. If
you really want to appreciate me, your piano, just
look at some of the fine engineering that goes into me.
But I really have had a long hard struggle to become
the fine modern piano of today.

It is hard to say just how I did begin. Some say it
was when an ancient hunter admired the twang of his
bow string as his arrow went winging and plunged the
taut strings into gourds to make the sound louder.
Some think it was when he added hammers to strike
those strings. But my first real ancestor was born in
Padua, Italy in the brain of Bartolommeo Cristofori
early in the eighteenth century.

Time brought heavier demands on me, for the music
was developing greater complexity and the players
were growing very skillful. You should have heard the
bianists and audiences complain about having to wait
in the middle of the concert while I was tuned again.
But I simply couldn’t do any better with that wood
frame; it just would not hold against the pull of the
strings. Then they gave me a metal frame, more elastic
strings, firmer pins and I could really hold those strings
in tune right through the concert.

How well I remember those glorious days of the
eighteenth century! My purchase was an event to
families and friends then. When T was completed every-
one was delirious with joy; it was the occasion for a
festival. Long weary months of labor by hand were
pver and the workers believed in a celebration worthy
of their achievement.

HAVE YOU ever opened my case and wondered

An Occasion for Celebration

I was placed on a wagon festooned with flowers, and
drawn by bedecked horses. A fine band led the pro-
cession blaring forth triumphant music, followed by
me, the resplendent piano. I can tell you I was proud.
Next came the maker, “the man of the hour,” carried
on the shoulders of his apprentices. Behind him came
the musicians and other persons of importance.
Jubilantly we made our way to the home of the new
owner, where another joyful group awaited us. The
minister prayed and blessed me. The head. officer of
the town made an address. So did the di‘uggist and
others of importance. A chorus of people sang. Then I
was carried to my new home while the band played
g.aily. Even after I was set in place the people con-
tinued the celebration with a, banquet and dancing.

: Today it isn’t so much fun but modern manufactur-
Ing methods have taken away much of the tedium and
the uncertain results of long ago. Today I am 2 feat
of engineering genius; I can’t forget that. They still
do much hand work on me, however, and individual
planning is still involved.

You ought to come to g
see how I am made. Did
together with glue? Everyo:
f)f gluing done on me, and
Ing and handling the wo
wood is selected with almo
yiolins. Certain workers g
ized job of striking blocks
whose vibrations give a p
them say that these men
faulty pieces instantly.
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piano factory sometime and
you know I am largely put
ne 1is surprised at the amount
the care they take in choos-
od that goes into me. The
st as much care as wood for
re given the highly special-
of wood and selecting those
romising sound. I've heard
must be able to detect any

One of the important places where I need wood is
my sounding board. You see I have to amplify that
weak initial sound made by a hammer striking the
string. This sound is carried (by my bridge) to my
sounding board whose greater surface repeats and en-
larges the tone and sends it out for you to hear. Woods
used for my sounding board are spruce, pine, maple,
oak and mahogany. They take strips of this wood (and
it has been seasoned from three to ten years) to the
drying room and treat it to great heat. Then they store

CRISTOFORI'S PIANO (1720)

This famous instr
Art, New York, wh

the wocd in dry places to
the viood from the stora
into widths all less than
be glued together.

await use. When they take
ge room it has to be sawed
six inches. These must then

A Complicated Process

This gets a little complicated for, as I have suggested
before, I am not g simple instrument,. They cutcsome
of my wood pieces with the grain running up and
dqwn, others with the grain of the wood run;ing sidé-
WI'Se. In parts where I need greater strength they get

“FORWARD MARCH WITH MUSIC”

ument is in the Crosby Brown Collection at th i
3 v e Metropolit M
rk, ich has cqurteously furnished The Etude with thi: ;:h%?oqr::;um ir

My sounding board is .at the back if L
upright piano. It forms the bottom of the
I like it made up of strips of spruce threg gy ¢,
inches wide, and running diagonally. These 5mpsn
made one-fourth inch thicker under my gy ba“
strings and three-eighths inch under the little th;&
strings. This makes a slightly waving Surface “hler
does wonders for my “voice.” Maybe it seems vaiﬂ
you that I am so fussy about this but 1 hadméa;?l
through long experience that it pays to he Dartipg,
about it. The grain of the wood in my Soundingbwkd
is important. The grain runs from the hass Comer {;
the treble, glued so that the wide grain I mmir
the bass strings and the fine grain under the py,
On my sounding board they glue from nine to sy,
bars of fine wood which I must have if T am fo gy,
the necessary curve. Unless this curve is helg You g
that tinny sound you dislike so much. 5

My frame is really the foundation of my Ty
make-up. In uprights that is the rectangular sy
with the cross sections for strength. In grands, fi
strips of wood g
ate from a compy
center, and are b
to fill out the ug
My frame holisyl
the rest. The teny
strain of the ta.
sion of my striny
1gust be resisted iy
the frame. My frane
is glued to the ws
plank in which
placed my impr
tant tuning pess

Casting the Pla

There is a litl
more I would fit
to tell you aboutmy
life. There's thl
iron plate, a casti
that holds my enlt
structure in line.!
is held to my souk
ing board by b
placed with consit
eration for the

OU aye
grang Dy

plate T need forf
contains the Bt
pins to which 2
strings are attact
vou would I
watching the &
ing of this plate !t
it is a delicate
“ The dimensio®
needed must beJ™
duced with highé®
fidelity if 1"

be a success. The plate is cast of iron in a wood 1%

The mold must be an eighth-of-an-inch larger tha%
the finished plate to allow for the shrinkage of meta.
as the plate cools. The mold itself was made fion’
wood mold which was, in turn, another eighth
larger for the same reason. .
My strings which withstand such tremendots pr&:D
Sure are a problem in themselves. They are I de'
vary in length and heaviness according to the ter}::h
ness to which they are to be tightened and the I I
they will sound. My lowest bass string vibrafes oﬂ.s
twenty-six times in a second., My highest m.;ble, 0
times a second! The part vibrating is 2.145 fneh®
this high string. hef
The men who make my strings are clever: °°
have figured out that on this basis it would 1S

string thirty-two feet long to produce my 1oweS: VN §

note. They accomplish the (Continued on P¥
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Building an Orchestra

A Conference with

B ...

Conductor, Detroit Symphony Orchestra

SECURED EXPRESSLY FOR THE ETUDE BY VERNA ARVEY

At the end of fen yeors as conductor of the Kansas City Philharmonic Orchestra; Karl Krueger resigned
vith the intention of devoting himself to a musical project in New York. He was immediately. approacheq
fo conduct the Detroit Symphony Orchestra, and consented to do ‘fhis; cn_d he was applqudeq for h:.s
superb artistry and for his masterly program building. Mr: Kru_eger is a qof:vg of Kcm'sas, born in Afch::
son on January 19, 1894. He studied ot Kansas State Un:vers:f)f, the l.{n:versn‘y of. !"lenna, gnd fh.e Uni-
versity of Heidelberg. Robert Fuchs was his teacher in compos;h?n, whlle. Artur Nikisch, Fe!lx W eingari-
ner, and Franz Schalk were his mentors in conducting. He wos @ v:?loncelhsf and an organ virtuoso before
he began fo conduct. As a conductor he has made highly succgsgrul appearances with some of fhe’ finest
orchestras in Austria, Hungary, Italy, Latin America, and the Un.'fed. Sfafes.. Mr. Krueger speaks with the
authority of one who knows every important detail of orc.hesfra(bur/dmg, its musical aspects as wel{bas
its place in community life. He is a native musician who is making other cthzlens aware of the contribu-
tions Americans can make fo American life. He hos just signed o new confract, for ten years, as conduc-

for of the Detroit Symphony Orchestra.

of the human spirit. As such, they assis_t‘ not
merely to give entertainment, but to satisfy a
longing common to all human beings. Hencei when
Isef out to build an orchestra, I have in mind an
institution which will bring the greatest in music
fo the layman as some of the other arts do throug.h
their great, collections. I try to weave it into the fabric
of the life of the eity in which it lives. I do this so that
itmay have as many points of contact as possible with
the inhabitants of the city, because I want the orches-
trato reflect intimately the spirit of the city.
The orchestra should be the - great moulder of

THE ARTS represent the richest treasure house

| musical taste in any community. It represents the most

expert and the most highly polished institution to_ be
fond in g city. Ninety-five per cent of the practical
suceess of an orchestra lies in its artistic excellence.
It the orchestra, is really superlative in what it offers
isically, other matters take care of themselves.

In Detroit my great hope is, first of all, to conduct
i orchestra which truly serves the spiritual and
Sthetic hunger of the millions in this great city.
Over ninety per cent of the old personnel of the
Detroit Symphony is.in the orchestra at the moment.
Sond, T hope, in time, to develop an orchestra
Which is 50 characteristic of Detroit itself that it can
Iever be mistaken for anything else. Third, I hope,
B in Detroit, to have the means to experiment
Mote freely with color in the orchestra than I have
&er hitherto been able to do. The modern orch_es_tra
%, 0 me, several very severe gaps in its composition.
Isiuments which should be in it have been, over
¢ years, gradually dropped. There are so many
Wientialities, limited only by one’s imagination, of
@eloping the orchestra as an instrument. There is
Wihing sacrosanct about the constitution of the
Udhestra, as we find it at present. It must be a fluid,
Mfinvally evolving instrument. Finally, I hope that
IS orchestra, may become more and more a mouth-
Pete for the American composer. : 3

S to program-building, I have three chief aims.
Birst of all, to bring esthetic and spiritual nourish-
ment, g every type of listener. Second, to plan 2
%ram which has unity and proportion, for a pro-
SIS like g bit of sculpture. Third, to give adequate
Wresentation to- all types of music and to all worthy

AGusT, 1945

—Ebitor's Note.

composers. It is a mistake for any country to insist
on the inclusion of a native work on every program.
My principle in this respect is, as MacD’owell once
expressed it: “I don’t want my music played merely
because it is American music, but if it is thought to
be good music.”

A Disappearing Handicap

The chief difficulty facing the American-born con-=
ductor is a lack of adequate opportunity for learmpg
his craft. Next in importance is the fact that .wh‘lle
the American audience is absolutely withou}; preJu.dlce
toward a conductor because of his American birth,
there is still a tendency on the par}; of a }arge
portion of our population to mistrust its own judg-
ment. This portion too frequently seems to.depen,d
on a trademark which it believes to be? infallible, but
which, unhappily, is rarely to be relied uporn. The
finest type of European music 19Vaer trusts his .‘own
judgment and therefore is not_ 1.nterested espgmall.y
in the matter of an artist’s origin, but only in %ns
performance. We still have too many people who like
to buttress their own lack of sejlf-conﬁv.ience by asso=
ciating themselves with something foreign. B.ut' mar%y
of these people have SO frequently fallgn ylctlrps 'o
their own naiveté in this matter that this situation is

changing.

As to the personnel of an orchestra, young musicians

i conservatory at the high point of their
ixllllitsi:;t I;Drfor?lise have great advantages provided thlely
are surrounded by older men. You cannot have a II\zf Iz
balanced orchestra without the older mgn. de1r
experience gives them the necessary s'gablhty ag a
ripe musicianship. The greatgst woo.dwmd' and brass
players in the world are being trained in America
atlttﬁzivr:o:?eigi jearned to look at the men inl the
orchestra as other than fellow-artists. I have nf:ltper

i with nor understanding for those egotistical
pat}ep(;eals who regard the members of an orchestra
i u1 something to be driven. It is impossible t.o
o mere;ft performances with such a spirit, just as it
i gressible to bring out the best qualities of the
. 1m13: layer in a symphony orchestra, to be excel-
v uI;t be a highly sensitive man. Such a man
1:)?12} IIr::awe a certain amount of mental elbow room,
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MR. KARL KRUEGER
Musical Director of the Deiroit Symphony Orchesira

otherwise he giveé a distorted version of his capz_xc.i-
ties. A conductor can easily enforce the most rigid
artistic discipline through the quality of his ideas. If
he cannot get the respect of his orchestra through the
quality of his musical thinking, he siplply doesn’t
belong there. He is neither a traffic policeman nor a
school master, nor yet a gang boss. He must be an
artistic leader. :

Most of the discussion about conducting is carried
on by people who never stood in front of an orchestra
and have little or no knowledge of the factors in-
volved in it. It is a long subject, but one thing one
can say, that the methods by which real conductors
play on an orchestra are compounded of factors'so
subtle and intangible that they have little or nothing
to do with the discussion of obvious things relating
to this which one frequently hears.

Conducting or Time Beating

When I first went to Nikisch, he began by telling
me the story of a wealthy young Englishman who,
during Nikisch’s early days as a conductor, used' to
haunt him after every performance, importuning
Nikisch to give him lessons in conducting. This finally
became a nuisance, so Nikisch decided to solve the
matter once and for all.

“When,” he asked the Englishman, “can you start
your lessons?”

“At any time,” said the Englishman.

“Right now?” asked Nikisch.

“Yes, indeed,” said the Englishman.

“Well, take off your coat and we will begin.”

Nikisch took a stick, beat out four-four, three-four
and the other rhythms, and then added, “Now the
lesson is over. That is all I can teach you.”

When Nikisch said this to me I became angry. I said,
“T know that one could learn to beat the various
designs in a half hour. What I want to learn is how
to influence the dynamic flow of the orchestra.”

“Ah,” said Nikisch, “that’s something else again.
If that’s what you are interested in, I will help you.”

That was how my association with this, the greatest
of all conductors, began. Nikisch, like every other great
conductor that I have known, felt that conducting
could not be taught. I feel they are right. Conducting,
like any phase of recreative art, consists of two
phases: (1) the artist’s conception of the work which
is determined by his mental, (Continued on Page 440)
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Music in the Home

This and That

Concerning Hadio
éy /4/%"06[ o&nclzia% morgan

letter against the functioning of radio. To be

sure radio has many deficiencies, and as one
‘reader writes, “no lack of self-assured blah.” Following
the schedules day by day over a period of time, one
grows rather amazed at the comparative wealth of
worth-while and seldom heard music being presented
upon the air. But not everyone can follow the sched-
ules day by day. Some, like the reader who wrote us
protesting, are sitting behind a desk in an office where
radios are not allowed for the best part of the day.
Much of the time during his evenings, he has some-
thing else to do, hence he misses a great deal of good
musical programs during his time at home.

The time element in radio is an important one. It
does not fit itself into our scheme of living; it asks
and requires that we fit ourselves into it. The best
hours are unquestionably given over to strictly com-
mercial broadcasts. This is not to say that the strictly
commercial broadcasts are not a good source for enter-
tainment, but the individual interested in hearing a
program of good music does not find this type of pro-
gram answering his need. The listener interested in
acquiring a certain type of program should take into
consideration the time element. If he wanted to attend
a concert, he would have to consider the time schedule.
If he plans to take in a movie, nine times out of ten,
he arranges to go at a given hour to arrive with the
beginning of the picture. Why not arrange one’s radio
listening time in a similar manner?

If the nation-wide broadcasts of good musical pro-
grams do not fit in with your schedule, there are
always others which will. Almost all large cities and
a great many smaller ones, too, have local radio sta-
tions which broadcast transcribed or record programs
of good music at various hours of the day and night.
One has but to look at a daily paper to ascertain what
is due for the day and even for the week. Because
radio is there in the home to turn off whenever we
wish, we do not consider it as we should. Radio op-
erates like a train schedule; pbrograms, like trains,
start on a given time. There is no delay, no overlap-
ping; everything is developed to the perfect time
schedule, and he who pays no attention to time finds
himself jumping on the train in motion, a half or a
quarter way through the trip, thereby missing much.
A lot of people keep a schedule of the week’s programs
at hand, and know when their favorite programs are
due. But it is safe to say that the majority do not.

“In the majority of homes in this big country of
ours,” says one radio official of our acquaintance, “the
gathering group has an always implied, though often
unspoken, attitude of condescension, of bored or in-
different tolerance, for radio.” The implication would
seem that something was lacking, but, this is not nec-
essgrily true. People, more often than not, are bored
or indifferent not from lack of any given desideratum
but from surfeit thereof. The trouble with radio, if We,
must find trouble, is, as our radio official frienc’i says
a t00 “much muchness.” And a great deal of radio is
too ephemeral, not enduring. But music is enduring
and.that is why those who are interested mainly in,
musrllcal programs find radio unsatisfactory.
fr;fsnzt itoo mucl} muchness.” of radio, says our radio

» 1S something that might well heed the advice
of. Hamlet to certain players—“Nor do not saw tﬂe
alr too much , , . but use all gently; for in the very
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ONCE IN A WHILE a reader writes a protesting

torrent, tempest, and, as I may say, the whirlwind of
passion, you must acquire and beget a temperance
that may give it smoothness. O, it offends me to the
soul, to hear a robustious periwig-pated fellow tear a
passion to tatters, to very rags, to split the ears of the
groundlings, who
for the most part,
are capable of noth-
ing but inexplicable
dumb shows and
noise.”

How pertinent
“the splitting ears
of the groundlings”
—and the rest. Our
friend continued:
“Commercial traffic
weighed the scales
heavily in favor of
the groundlings.
Mass consumption
necessitated mass
appeal, hence the
‘too much sawing of
the air,’ the lack
of temperance that
might have given it
smoothness. Radio
has suffered for it
and will continus
to suffer. Even the
mob eventually tires
of the fellow who
tears a passion to
tatters, and when
the mob happens to
be one not entirely
devoid of discrim-
ination, the robus-
tious fellow soon gives himself away to his public.

“In my way of thinking, radio has sold itself too
cheaply. What might have been g splendid force for
advancement of esthetic and educational values, has
become a sell-out to the lowest (in money, highest)
bidder, which in this case is parenthetically the lowest
common denominator of cultural standards.

“What to do about radio, if one is surfeited to the
point of protesting? Take what you will from radio
and for the rest, give it a turn of the dial. ’

“The root trouble of radio is the root trouble of most
pther things of potentially esthetic or cultural value
in this country. It goes right back to the way we
are all educated into the chasing of the dollar. Radio
can hardly be blamed, if it piles on all that traffic
will t?ear. We are still individually and collectively
a nation of worshippers of the idol Success. Radio is
plerely another Success story in the typical American
idiom.”

That culture can be sold, however, to large

. business
interests has been proved in recent years by t

he sym-
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phonic and operatic programs which radig

sored. Radio is a busy street, or as we inferred Sy
a busy railway center. It functions day anq mgh?e‘fure‘
good things in radio,” says our friend, “ar : 3
ciated as much as they might be becayge the &,
to all men. You haven’t that feeling whig, y:lerreg
at a concert—that feeling that the pmgmm‘{have
stricted to only those who are in attendang, T h
cert costs you money, SO you are preparedtoget I
most out of it; radio costs you nothing, 0 Yoy g l
hesitate to be more critical.” That effoy Ufﬁ“'m
one’s time to radio programs that ope regmm“@
worthwhile might have some of the sap, eﬁmu
payment for a concert performance or g, opm'u
the case of radio no expense other than gy ;lm
ture of time is required, but this in itself cap domuc.
toward promoting a better appreciation, :
An economist friend of ours sums up the radio g,
ation very ably, and, in our way of thinkitg yy
thoughtfully. He says: “Those who grumble 5 the
adequacies of radio programs do not perceiy {hat
stitutions are reflections of the culture of Which
form a part. The commercialization of muyge ani
accommodation to mass production for financial py
is simply another aspect of the dominance ofthgjdmg
of our business economy. The realization of this tnig
should enable the discriminating listener to be yy,
fled when “njj
flavored cigarsty
and “Die Meiy.
singer” are pregy;
ed to him ing
clump. Prevaily
economic conif
tions in the U
States provide 1
influential bami
to the establishng
of a noncommer
mode of entert:

ment.” |
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In the recent
> ond National Rai
Poll of Musict
the Air, condul
among music &

ica, the Nationg
Broadcasting (0
pany was givent
first-place Wil
to their credit A
turo Toscanini ¥
noted Italian
tro who cond
the NBC Sympit:
Orchestra, W& ¥
lected as first-place “Symphony Conductor.” The :
Symphony Orchestra program, known as Gener{
Motors Symphony of the Air, is an example of 6l
being sponsored by a big business concern.

In the “Program-Conductor” -classification, ﬂ“
second and third places, were given by Musical Amf-v

ica to NBC’s Dr. Frank Black (who leads the i’

series of General Motors Symphony of the Air an I%
NBC program Serenade to America), Donaldehf;
(who directs the Telephone Hour), and HowardlBﬂ:m
(who conducts the orchestra in the Voice of Ffres D-v.
program). The Telephone Hour scored also 8™
place as “Orchestra with Featured Soloists”
First Place honors for regularly featured
went to John Charles Thomas (as man solos)
Gladys Swarthout (as woman soloist). b
Four first places in Musical America’s poll v{%ﬁu’
Columbia Broadcasting System programs. CBS o
went to the New York Philharmonic-Symphoty 4
casts, which tied with the Boston Symphot .
hetwork) ; the Star Theatre, starring Jame
as the best musical variety program; the s o
Orchestra, as the top-ranking small ensemble 1
Alec Templeton, who was voted the best instf
soloist regularly heard. ; 9 (ne&’i
The nine CBS programs and personalii®s ‘i
during the 1944-45 season) that placed amome o
three in various categories “(Continued on P
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tors of daily ne}
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[y SIMPLICITY OF COUNTERPOINT

CouNTERPOINT.” By R. O Morris.
s 55. Price, $1.25. Publishers, Oxford University
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Page
press.

dy of counterpoint is based upon an amaz-
simple principles which, in themselves, are
to comprehend. They lay down laws for the
very easyaving melodies, according to definite restric-
. d upon the historical growth of music through
mnsbaseThe difficulty in counterpoint, then, is not in
e the elemental principles, but rather in the
masterlléiﬂng and ceaseless writing of exercises cover-
!Ong'exextend'ed period of time, so that just as tech-
mriﬁl:;xercises at the keyboard develop digital fluency,
g papuntal exercises promote fluency in writing.
coﬁlrefore the student’s success with his contrapuntal
;uilies depends largely upon the care, judgment, and
faste of his teacher. 3 g
Dr, Morris’ “Introduction to Qounterpomt presents
he main principles in an espec1ally succinct manner,
yith.no superfluities. The Appendix has some sixty
canti firmi.
exﬂeg&)ok doeg not include counterpoint beyond four

pats.

The stu
ingly fEW

Resistance Exercises

‘quk TER-NIK FOR ALL INSTRUMENTALISTS.” By Gene
Redewill. Pages, 26. Price, $1.00. Publishers, Creative
Music Publishers.

Ashort description of a method of using elastic rub-
her bands, adjusted to the hand, so that additional
resistance is presented, after the principle of weight
exercises in gymnasium. The devices the author sug-
gests may be made by the reader at slight expense or

. may be purchased from him. The book has fifteen full-

page outline drawings, indicating how the devices may
be made and employed in exercising.

The author cites the case of Charlie Paddock, the
fastest of all racing sprinters who, after he had been
50 badly burned that he was told by all the doctors
that he would never walk again, developed his amaz-
ing sprinting speed. The author had a similar accident,
inan airplane, resulting in third-degree burns. He was
told by physicians that he would never be able to p}ay
violin again. He states that these resistance exercises
enabled him to play in concerts, thereafter.

Musicar. MysTERY

‘Tie Back FESTIvAL Murpers.” By Blanche Bloch.
Pages, 289. Price, $2.00. Publishers, Harper & Brothers.

Like mystery stories? Millions do. “The Phantom qf
the Opera” was a famously successful movie. Here is
a mystery story dealing with the Bethlehem Bach
Festival, in which the heroine teaches the police in-

. Spector to sing scales. This, and a good mystery plot,

Iesulis in a fine set of thrills and variations for tl’.xose
Who like to play scales and arpeggios upon their spinal
wlumns, In the end, of course, you find who the
Doisoner really was.

American Erocnar Soncs

‘SINc FoR AmERICA.” By Opal Wheeler. Pages, 128.
Price, $3.00. Publishers, E. P. Dutton & Company,
Inc,

‘That America may realize Walt Whitman’s exclama-
tion, “T hear America singing!” we, as a people, must
uaint our little folks with our best known sOngs.
af is, songs such as Yankee Doodle, The Star-
Spangleq Banner, Sour-Wood Mountain, The Battle
Cry of Freedom, Home, Sweet Home, Dizie, My Old
Kentucky Home, Swing Low, Sweet Chariot, Jingle
Bells, Home on the Range, which are epochal in that
their use has been inspired by American life. The
ather and compiler of “Sing for America” has assem-
bleg twenty-three such songs and has written about
e in g way to fascinate children and grown-ups
® Well. To these the publisher has added the very
Hective lustrations of Gustav Tenggren, making,
Lall, 3 most charming gift book with practical educa-
10na] valye,
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Where Is American Music?

“TRENDS IN MUSICAL TASTE.” By John H. Mufeller and
Kate Hevner. Pages, 112 (paper bound). Price, $1.00.
Publishers: Indiana University. ¢

This is a well considered and thoughtful analysis pf
the repertoires of eight major symphony orchestra§ in
the United States, of the Royal Philharmonic Society
in London, and of two major American opera com-
panies. It is an exceedingly fine piece of sc_holarly
musical research, with thirty-eight graphs showing the
proven trends of musical taste in these fields fr9m 1813
to the beginning of World War II. The_book is care:
fully documented, very thought-provoking, and We;l
worth the careful investigation and study of sgrlous
musicians. One distressing and discouraging fact is the

very slight attention given by the public to American °

honic and operatic works. We can only assume
ii’gltp the conductors have been unable to find very
many American compositions that.appeal to t_hem. The
authors note that “American music on American pro-
grams fills eight to ten and sometimes twelv.e per' cent
but in London less than a half dozen American items
have appeared in its one hundred and twenty-five

years’ history.”

New Musicar Books For Youne Foiks

5 1c HORIZONS.” A new music series of six
D?;stl\.lhlyilsd?ted by Osbourne McConathy, Russell V.
Morgan, James L. Mursell, Marshall Bartholomew,
Mabel E. Bray, W. Otto Miessner, aqd Edward Bailey
Birge. Designed for school use. First Bogk. Il(l)uss-
trated by Lloyd J. Dotterer. Pages, 48. Price, $0.68.
Publishers, Silver Burdett Company.

2 ted (very charm-
4 1TE NURSERY SONGS. Illustrg - :
Fiﬁg.lz) by Pelagie Doane. With simplified piano ar-
rangements by Inez Bertail. Pages, 44. Price, $0.50.
Ppublishers, Random House.

GirLs.” By Gladys
> ous PIANISTS FOR BOYS AND .
Flglzxﬂrch. Tlustrated. Pages, 156. Price, $2.00. Publishers,

A. S. Barnes and Co., Inc.

2 Harriet Bunn. Illus-
& ANN SEBASTIAN BACH. By :
J;)rlz.ted by Raffaelo Busonl. Pages, 59. Price, $1.00.
Publishers, Random House.
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Any book here
reviewed may

be secured from
THE ETUDE MUSIC
MAGAZINE at the
price given plus
postage.

A number of books for musical children have come
to your reviewer’s desk. All are excellent and each
would receive a separate review, were it not for war-
time paper restrictions.

The child’s musical interest is greatly enhanced by
stimulating his musical imagination. He lives in. a
story land world. His enthusiasm is captured by pic-
tures and color. Of the books listed, “Favorite Nursery
Songs,” “Johann Sebastian Bach,” and “New Music
Horizons” are veritable bursts of color and fantasy.
“Famous Pianists for Boys and Girls” (including Liszt,
Rubinstein, von Biilow, de Pachmann, Carrefio, Pade-
rewski, Rachmaninoff, Hofmann, Busoni and Grain-:
ger) is skillfully written and will prove valuable to
teachers. . :

Any or all of these books would be welcome addi-
tions to the library of a musical child or for the child
one wishes to interest in music. Schools would find
them equally valuable.

4 d & o
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Can she bake a Chéirry Pie,
Billy Boy?
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Music and Study

Rachmaninoff's Prelude in

C-Sharp Minor

Would you please suggest some way of
acquiring the “Rachmaninoff effect” in the
C-sharp Minor Prelude cadenza? I have
heard Rachmaninoff play the Prelude a
number of times, and also have his re-
cording. . . . But to no avail; that passage
just does not have the right rhythmic
swing when I play it!—H. N., Wisconsin.

The ‘“cadenza” to which you refer is no
doubt the passage which begins:

B c
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Don’t think that you are the only
pianist who sweats over this half page!
Everybody does. . . . Even first-rate play-
ers find such alternate-hand passages
tough nuts to crack. ... But there is no
reason why you should not be able to
project its swirling convolutions exciting-
ly-even if you cannot achieve Rachman-
inoff’s whirlwind. . . . The trouble is that
pianists play the chords with too long
a leverage, that is, they attack them
with forearms . . . consequently they
are stymied right from the beginning
because of the lost motion involved.
Don’t use forearm at all, reduce wrist
movements to a minimum and practice
with fingers only—never from above the
keys, but always in key contact. The
second difficulty is that students won't
memorize and think of the passage in
basic impulses—four impulses (A, B,
C, D) of six chords each. Then, of
course, almost no one is ever taught to
practice these impulse groups intelli-
gently.

Remember that it is foolish to try to
play fortissimo or even moderately loud-
ly at first when you are practicing such
fast incisive passages. . . . Slow practice
may be done forte, but rapid passages
should first be worked out lightly, dryly
(no pedal!) and above all, without look-
ing at the keyboard. . . . Here’s the way
to practice the passage:

Impulse group A:

Ex.2

oo
e

1. Play left hand once (by memory al-
ways) very slowly and sharply. = |

then pause . . . now blay once, very
fast and lightly, accenting second
chord . . ..pause . . . repeat fast, but
once only.

: QO through same (No. 1) Process with

right hand, but do not -accent any

chord.

3. Hands together . . . once very slowly

and sharply again accenting second
left hand chord, fingers only

pause . . . repeat slowly . . . pause
. and drop hands in lap o
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once only. . .

The Teacher's Bound Table

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

Now, silently in your mind think of
Impulse A very rapidly, even to “feel-
ing” the accent on that second left
hand chord . . . then close eyes and
play this swiftly in your lap . . . if you
can’t do it, try it once more, silently in
lap . . . pause . .. now gently put your
hand on the keys and play it presto!
. bause . repeat it presto, but
- Be sure to play lightly
and feel the impulse going to the left
hand accent. Don’t tolerate any sloppy,
medium fast speeds. . It must be
played presto at once. If you can’t do
this, go back again and practice the
first (slow) part of way No. 3 again.
4. Now practice impulse B in exactly
the same ways.
5. Combine impulses A and B, thus:
Play A slowly, hands together

bause . . . B slowly, hands togetﬁer
- - - bause ... A rapidly . . . pause ...
B, rapidly . . . drop hands to lap 4.

in lap, play A and B rapidly with no

bause between . . . now play A and B

rapidly on piano . . . bause . . . repeat,

once only. . . .

6. Work similarly at impulses C and D,

and combine these with A and B.

If the groups are still uneven go
lf)ack and practice each impulse again
in ways No. 1, 2 and 3. . . Think con-
st.antly of playing with finger-tip-feel,
w§th proper left hand impulse accent,
with plenty of pauses between impulses,
and no looking at keyboard. The pauses,
are most important since they relax
you al}d compel you to think what you
are going to do next. . . . You see, now,
how a pianist must call on his brain
to help him over such obstacles. Per-
haps he could learn to play the passage
by dull endless repetition, starting slow-
ly and gradually increasing the speed;
but such a stupid process ig reprehen:
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sible to any intelligent player. Alto-
gether too much of this dumb, moronic
approach has been foisted upon students
by lazy or incompetent teachers. 3
Doesn’t it seem strange to you, Round
Tablers, that many pianists are con-
tent to waste two hours in senseless
repetition, half-learning to play a pas-
sage which can be thoroughly mastered
by fifteen minutes of thoughtful ap-
plication ?

Skip-Flips

In the October 1944 Technic of the
Month you say, ‘“The left hand skip-flips
must be negotiated with the utmost ease
and accuracy (don’t peck even once!) with

the hands flipping effortlessly over the
key tops.”

I have been trying this thing for the

last twenty years, and still can’t do it.
- Shall T quit trying or what?

Could you tell me how?—B. K., Texas.

Upon reading your letter I felt very
guilty to have mystified you so completely
with that skip-flip jargon. And when T
read that alleged exhortation of mine,
“Don’t peck,” I nearly passed out. . . . I
have heard pianists whack, slap, claw
and crack the piano, but pecking is a new
one on me. Yet, what an apt term it is!
How often you see bony, birdlike players
pbecking futilely at their ivories, starving
to death musically as they peck!

But alas—in my article I didn’t say
pecks’” but.: “pesk” ;.. . Quite another
thing, isn’t it?

No matter how hard one tries to clarify
a matter of technical approach in cola
print, there is bound to be misunder-

standing. : All such explanations
should be Implemented by personal illus-
tration.

: . Perhaps in the post-war
millennium a microfilm sound movie will
be dispatched with Tur ETUDE to cover
all such contingencies!

If you cannot blay accurate, relaxed
left or, right hand leaps after twenty
years of trying, your technic is decidedly
faulty. Skip-flipping or flip-skipping is
one of the simplest, most elementary
principles of piano technic and should be
taught to all beginners. . . . Here’s how
to do it: :

Hold your left hand high over the key-
board with wrist hanging, fingers aboht

an inch above the key tops, Agitgy
hand and forearm loosely as thoygh 4
were shaking drops of wate of n
finger tips. Be sure to shake hang s
ways and not up and down fr s
wrist. .. . Gradually shake g
farther along the keyhoard—psy o
forth—always taking care to moy Sty
and to graze the top of the keys a5y
slide.

Now try to play some skip-fip ,
these the left hand of the Liut gy
Rhapsody excerpt which you mentioy
the October ETupE offers excellent aple
cation:

Ex.1
F - ”®
e e T
r 1' J i . el

Hold hand over keyboard as before, fi
time with first and fifth finger touchiy
the low B-flats; then with eyes o
“spot” the next chord:

Ex.2
Now suddenly play the low B-flat octai
very lightly (don’t whack or yank fron
above, but keep finger tips in contact i
keys) and flip hand lightly in an ‘g
wink,” to the chord—but DO NOT PLAY
it. . . . Do you have its three tones md
your fingers? Is your hand light as¢
feather as you touch the key tops?. ..

Now “spot” those low octave B-ﬁat§
again; then suddenly play your chot

Ex.3

===

and skip-flip down to the B Flats .
Again, DON'T PLAY them, untl ¥
have the next chord

Fx.4

=

in your eyes. Continue in this Way, g”’dg;
ally increasing speed, and youll soo!
flip-skipping along merrily! i

Unless you persist in flipping 100?39'
and swiftly, grazing the keys as yous h-;
you are not skip-flipping. . . -A_ny,!mmr;
of the hands in the air, or “bowin ﬁ;lﬁ
one chord to another, or contractiis
arm or hand in transit, spoils the ﬂm'ch

Seems like a lot of explaining for !
a simple process, doesn’t it? Bub thi tt!hn:r
I'm determined that B. K. and ol 0
patient Round Tablers will undersiat
Now, however, comes the tough Pm“'A
Before you can graduate as & cIaS;ese
skip-flipper you must be able t0 playti "
leaps and all others accurately, rapgy‘_
and freely without looking at the] #
board. . . . To do this, work esscll
explained above, but without & sivé
surreptitious peek!

(Continued on Page 469
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VALUE of sound, rhythm and
BEusic in the healing art has been recognized
nce the days of man’s most primitive existence.
s in comparison with other advances in medi-
 has not been properly evaluated nor well used
cine, 1t 08 {imes. This may be explained as follows:
inmod?rﬁ lack of knowledge and understanding of
Fzrst.h +hm and music in all aspects on the part of
mund'r'zian as well as the musician, has resulted in
e ptglse’ral jmpression that music is of value only
?:gmga cutural standpoint.

1d: The medical profession has held the use of
Jecon somewhat the same light and amused disre-
musw(om that it has held psychiatry; there being al-
pect(?) ort of a tongue-in-the-cheek attitude, and a
‘”“,ysatshat music must naturally be associated with
eelilrlgmdmduals. Consequently its use in hospitals has
o eglected in much the same manner that neuro-
bg;i‘h?atry has been overlooked by the medical pro-
?ession as a whole.

Music in Healing Through the Ages

The “medicine men” of the Indians, the “witeh doc-
qs’ of the jungles, and even the “voodoo men”. of
mystery all depended largely upon_sound and .x‘hythm
dong with suggestion for the healing of the sick, the
performance of their seeming miracles, and ?or the
«sting out of “dragons”; this last undoubte'dly,.m most
intances; representing actual neuropsychiatric cases
ameng the savages. ;

These “healers” did not actually use music to heal,
it rather as a medium for introducing suggestion and
fostering autosuggestion. We know now that most pf
their cures came about not as a result of the music,
bt as a result of a process of primitive psychothferapy.
Another reason for the effectiveness of the music was
the fact that the performer was also the doctor, and
there was no effort to show
off his musical ability, and
o effort to bring culture to
the patient, but only a desire
to please the - patient and
bring about his recovery.

The control of the “Hindoo
fakir” over snakes and the
successful carrying out of the
“Yogi's” bag of tricks depend
largely upon sound, rhythm
and music in conjunction
with suggestion. It is a known
fact that “Hindoo fakirs”
and the like generally begin
to learn their remarkable
control over their subcon-
stious mind and their in-
voluntary museles through
the use of musie. This music
Is always simple and from a
Hindoo standpoint quite tune-
fu, a feature so frequently
leglected by many musicians
Who attempt, to help patients
With their musie.

A Modern “Pied Piper”
The legend of the Pied
Fiper of Hamlin has a basis
In fact, and is a remarkable
fecord of the influence of
ml}sic upon the minds of
tildren, The present day
Pied Piper,” Frank Sinatra,
tannot be dismissed with the .
»Sual grunt of disgust, nor ignored by musicians as a
'l and a crazy notion of the “bobby-soxers.” He
Meases millions, and these include millions of our sol-
Uers, Those who scorn him surely know but little of
Mychology, and certainly less of the broad aspects of
’pnodern, melodic music and its influence upon young
eople,

.J the “Hindoo fakirs,” the “witch doctors” and the
Fied Pipers” can produce such remarkable results with
thythm and music in savages, it is not unreasonable to
lieve that, such modalities may also help to produce

HgWEVer:

“Wally unusual results in patients in hospitals, and
lecially in military hospitals where all patients an;
YUng and impressionable, and where some degree O
Yrsonality disturbances are common. The greatest
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AN OCARINA CLA
The well known musica_l
the service much diversion.
known New Zealand-born P

Music and Study.

The Place of Music
in Military Hospitals

With Particular Beference to Its Use During Convalescence
and Reconditioning of Men With Wartime Injuries

é% geor?e ?/U _/4in/ay

cause for not using music properly in hospitals prop-
ably lies in the physician’s habitual search for organic
disease rather than a search for the internal conﬂ}cn
so common in the soldier, leading to functional dis-
orders, which might be relieved by psychotherapy,
aided at times by the proper use of music.

In order to obtain the greatest benefit from the us_e
of music in hospitals, there must be developed in both

B
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SS IN THE SPECIAL SERVICE DIVISION
tato” has given the men in

S?i?:: Il.?ioeut. Guy Marriner (left), well

hiladelphia musician is the teacher.

i cer and the musician a new under-
Z?:ngiligl(:)afl rll?githm and music in all aspects, as well
a more sympathetic response to the tastes. of t_he
ast. nt. Musicians should show a far greate.r sincerity
p? lfilrﬁose than we usually see in responding to. the
?ies?res of the boys. In addition, so far as the patze'n‘,ts.
are concerned, musicians ml}st dlscard' tempo.rarllly
their previous ideas and opinions rggardmg ‘which is
good and which is bad or poor music. Note t,I,le stjcxte‘-
t. “So far as the patients are concerned. Thzs s
e ;'tant because any music which helps them is good
zmpqc' For example: Hill-billy music, Cowboy songs,
musllllr;tr music and jazz, which is naturally distasteful
S(;)pmost trained musicians, may have been, and may
continue to be, in spite of all efforts to the contrary, a
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Lieut. Col, M. C.

great source of joy and comfort to many indivio}uals,
and thus for those persons actually be great music.

I have heard many musicians say, “I cannot lower
my standards, I cannot sacrifice all that I have labore:d
for all of my life.” No? What if those boys had §a1d
the same thing at the front? On my first day up in a
wheel chair in one of our great Army hospitals., I. was
taken to the auditorium to hear a famous violinist,
and was permitted to talk to him before his concert._I
asked if he would mix some rather well known semi-
classical numbers in with the others. He informed me
that his program was already arranged and that he
was not accustomed to lowering his standards. Many
men walked out during his playing, and he was not
forced to give any encores, although he did turn down
a few shouted requests for some simple numbers.

Artist and Diplomat

Exactly one week later Jascha Heifetz gave a con-
cert before the same group. After opening with the
National Anthem, he played a simple number yvhich
all enjoyed. He then told them that he was going to
play a dry, technical number which they probably
would not enjoy, but one which he liked to play. A'nd
after explaining it, he asked them to bear with l}lm,
and proceeded to play the Prelude to Bach’s Sixth
Sonata for violin alone. The boys almost raised the
roof when he finished—and not because they were sud-
denly lovers of Bach, but because deep Withit.l them
there was the feeling that they had been let into an
inner circle, and because the music was dished out to
them with a sugar coating by a good sport. He played
an even dozen encores, most of them request numbers
such as Intermezzo, Smoke Gets In Your Eyes and
others. And then he left them with tears in their eyes
with his final number, Shubert’s Ave Maria, a request
which had been turned down the week before! Many
restless boys slept soundly that night without a
sedative.

Careful Planning Necessary

It is difficult to imagine any patient in an Army
hospital who does not associate certain songs or num-
bers with past experiences. And since all such experi-
ences are usually either pleasant or unpleasant, it is
imperative that due consideration be given to tl}e
selection of the numbers to be played, particularly in
the neuropsychiatric wards. The music officer or the
ward officer should be consulted in regard to this, for
he will be in a position to give valuable aid.

No hospital concert or program should be planned
for longer than forty-five minutes, and this time should
not be exceeded, even for encores, except on the ad-
vice of the medical officer. The volume or degree of
loudness should always be considerably less than that
which is reached in ordinary concerts.

As would be expected, an orchestra or a combina-
tion of instruments is liked by the greatest number
of patients. For a small (Continued on Page 468)
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Things Some Teachers
Uught to hnow

A Mother Speaks Her Mind

| éy garéara g /O aine

ard method of teaching any instrument is
geared exclusively to the abilities of the musi-
cally talented child? Why aren’t they willing to accept
the fact that ninety-nine per cent of their students
are not talented but just average children who get a
slightly more than average pleasure out of music?
Inquiries of parents in our suburb have shown that
most of the children have had music lessons but that
two years is the usual limit of endurance. Generally
the children start their lessons on their own initia-
tive after they have been fooling around on the piano
for soi:e time by themselves, or have otherwise shown
special interest. Mothers today are too busy to drive
their offspring to hated practicing, but we all feel
that musical knowledge is an important part of our
culture and that the development of a love for and
appreciation of music is one of the finest gifts we can
make to our children. We are glad when any child
shows the necessary spark of interest, but we do not
have any delusions about that child’s ability as a po-
tential virtuoso. The first few months of lessons go
along smoothly because the novelty hasn’t worn off
and because the pieces are both easy and familiar,

DO MUSIC TEACHERS realize that the stand-

There Must Be Fun in Music

The child is disillusioned gradually. Music, which
sounds so effortless, is actually hard to play. In fact,
I think most children start out with the attitude of
the man who when asked if he could play the violin
answered, “I don’t know, I’ve never tried.” As the
individual pieces become harder to play, they also be-
come unfamiliar to the child and on a more mature
level than the average child is capable of enjoying.
The final discouragement is the child’s realization that
he is not getting anything practical out of his handful
of pieces—no prestige, no group satisfaction, and
above all, no fun. Those pieces represent a good many
hours of hard labor on his part, but they exist in an
emotional vacuum totally unrelated to everything else
in his life. Perhaps too he is the only music maker
in his family, which is a tacit admission that in his
family at least music is not very highly thought of.
No wonder lessons are abandoned, and the child joins
the great and verygsmug (when discussing ‘music les-
sons) majority which says, “Sure I took lessons for a
couple of years, but if you ask me, it’s all ‘goony’.”

I can be more explicit still. My own daughter, now
nearly eleven years old, began taking piano lessons
over a year ago with the greatest enthusiasm. She
has a splendid teacher and has made excellent Progress
conridering the amount of effort she has put into it.
Ngvertheless her very own, spontaneous interest de-
clined in the spring and reached an abysmal low last
summer. In the autumn g variety of new factors en-
tercd the picture, and my child’s attitude took a turn
for the better. For one thing, I began to have lessons
ed from the moment she
hundred times ag nimble
other factors contributing
interest have been along
ised or overlooked by the
r. But they have proved

discovered her hands are a
and obedient as mine. The
to her steadily increasing

lines which are either desp
conventional music teache
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remarkably elfective not only with my own child but
with other children in the neighborhood, and are the
basis of several of the changes I would like to see
made in music teaching.

Suggested Changes

1. Teachers expect too much practicing from the
average child with the result that the work is skimped,
raced through, and resented. Children are busy indi-
viduals. School lasts un-
til three or four o’clock
daily, and a child old
enough to be interested
in music lessons gen-
erally has about an
hour’s worth of home-
work. What with neces-
sary personal chores and
early bed hours this
adds up to a pretty full
day. An article in THE
ETUDE some months ago
seriously suggested that
the child have a piano
in his own room—ideal
no doubt, but utterly
unrealistic.. Deplore it
though they may, music
teachers must realize
that the average -child
¢an devote only between
thirty and forty min-
utes a day to practicing,
if it is not to become a
hated burden, and that
this practicing of neces-
sity must take place in
the family living room
with distractions on

every hand. ’ .‘««wé}';’r
I tried the traditional . b

hour a day, six days a S

week system for more BARBARA

’phan eight months, and
it cast a deadly blight over my child’s interest in her
lessons. Now on five days a week I expect half an hour
of (.:oncentrated bracticing broken up into ten minute
gerlods which she can fit into her day easily. On the
s1xth‘day she has her lesson, and the seveﬁth is a
v.acatlon brovided the lesson was satisfactory. Be-
lieve me, more is accomplished in the present m.eager
two and a half hours 3 week than was ever accom-

blished in the seven hours liberally i
Yy inters i
tears, arguments, and sulks. persed with

. 2. Ihwould like to see part of th
rought down to earth, to a level whi j

: § ¥ ich he en
without forcing or education. Give classical musicJ og;
all means to those who love it, but to the normal child

give some Grieg and Chopin to devel iati
: op a
and technic, and also give a heavy d e el

e child’s repertoire

artling example of
house a few nights ago. Among g,
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group of Cub Scouts (and boys of that e
toriously allergic to the charms of music) v?re
who could play The Marines’ Hymn, Home % g,
Range, and a few other similar works in the g f
arrangements but with great verve ang gag, mlmvlw
were all delighted, thought he was g W°nder'fm el by
and called for more and more. The Vil‘tuos(,payef»
evening both had fun and gained Prestige fr00 hg
performance, but do you think the other ch?]]
would have been interested for one minuteijhedlen
treated them to a Beethoven sonata? ]

The Child’s Musical Taste

Perhaps children’s musical tastes are baq, hut i
want to hold them long enough to educate themyou
better things you must make some concessiong cmﬁo
dren, like adults, most enjoy music with whg, th:
are familiar and especially that they can sing ThE{
do not like symphonies and operas, and only the e:"
ceptional child appreciates the subtleties of Shcm;
classical works. What children like are Wl
marches, polkas, cowboy, hill-billy, and sl’ng;
some Gilbert and Sullivan, old timers like 4 Bigg
Built for Two, Christmas Carols, and so on, T am g,
vinced that half their repertoire should consisf
pieces in these categories spiced up with g dash ¢
chopsticks and musical jokes. My childs teatty
claims that the child could easily teach hergl g
old standbys in easy arrangements, and so she ool
But she doesn’t, and it would be much more yj
factory if they were part of her regular lessons

3. Beginning with the very first lesson I el
teachers should prescribe a steady dose of sight

ing—say five minutes a day. As the child becomesmy f

proficient, the abiliy}
read fluently af s
will be a solid assety
school and social fi
tions. Anything thatwl
take music out of ti
solitary confineme
class is worth empn
sizing, and the muse
open sesame fo gy
fun is sight ready
ability, which shoi
therefore be systemi:
cally developed.

sons should altemst

At a school my chili®
once attended this ™
ideally taken careof
ginning in the fout
grade when the Wi
class had recorder ¥
sons and painles]
learned the elementd
facts of ensemble i
ing. The magic MW
of group interest ™
: again proved to ¥
M A
door began taking ¥
sons.

Nowadays whene®
the two girls ae ¥
doors, they gravitit’
the piano. What they do when they get there ol
be an eye-opener to any teacher interestediﬂknof"
ing what average children really enjoy m.muslr:
One of their favorite tricks is to play the S'mplesi
songs they know in unison, a child at each enﬂgi
the piano. Pianistic horseplay on a very lov
is another favorite amusement, and chopsticks, racﬁ;
and improvising also come in for their share of attegE
tion. T suppose about one minute out of twenty Ll
piano is devoted to something their teachers W !
approve of. Foolish as their behavior may ¢
awful as it sounds to the unfortunate listené’ .,
girls are associating playing the piano with o
a good time (the attitude they had before €l
barked on their lessons), and I notice that acfﬁcl&”
session my daughter approaches her routine P
with added gusto. Now another child in our I,
hood is taking violin lessons, and the three gtk W
frequently get together and (Continued on P
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Us CONSIDER the function of a song-accom-
£ animent. Let us call it the “piano part” of a
So ng, for the pianist, though the subordinate

is’ yet @ partner—not an employee! Many
p,umer,com posers recognize this by calling their songs
‘i;nfor voice and piano.” One frequently hears
- isical people, especially singers, who have noth-
emit' ol about them but their voices, say that a
ing muscompanist should “always follow the singer.”
ood ?fcall singers were real artists, that would indeed
W%, ' Jgen rule, but, as it is, the accompanist must
e @ gbetray the singer who shortens rests and enters a
_never soon (though he should tactfully point out
oEfltfw:t if he has a chance to practice before the
e ge must follow the singer’s rubato as sym-
ihetically as he can; but he should never forget
Pata confident, rhythmical interpretation of his own
;};?tls often absolutely necessary to keep a song alive

ad “moving.”
The Emotional Undercurrent

The accompaniment is not intended merely to help
e singer to keep the pitch, or to provide a bass and
a harmonic background to the rt_lel_ody. It may be
yitten solely for that purpose, but it is not very likely,
umless the song is poor in quality. The great masters
o song-writing—and none have bgen greater than
schubert, Schumann and Brahms——dl{i not_make. their
piano parts mere padding. They are invariably }nter-
eting, if only from the purely xpusxcal standpoint as
regards countermelodies, rhythmical figures and so on.
Hore often than not, they definitely help to suggest a
no0d or an “atmosphere” or even a picture.

In Schubert’s Erlking the accompaniment paints the
orm and the galloping horse; in his Gretcl}en at the
spinning-Wheel it vividly presents the whirr of the
wheel and its stopping and gradual restarting at the
int where Gretchen remembers Faust’s Kiss. In Ave
Haria it is less definite, but suggests a harp; in the
Litany for All Souls’ Day it contents itself with givi_ng
a mood-impression of the undisturbed serenipy wh}ch
is the emotional keynote of the song. To music paints
neither mood nor picture; it is a duet between the
wice and the pianist’s left-hand part. In every case
the accompaniment is an essential part of the whole *
attistic conception. It is formed with the first notes qf
tne prelude and ends only with the final chord. This
fact ought not to need emphasis but it does. Singers
should remember it and so should audiences. Manyvof
the world’s greatest songs do not end with the voice
part; yet how many people, who should know better,
tegin to applaud directly the singer has finished!

“gor

concert) .

Announcing a Mood

Nar is the introduction to be played through per-
functorily, It should prepare the listeners (including
the singer himself) for the mood of the song. In most
cases, too, it will establish the dominating pulse of the
ing, the rhythmical impulse which is the heart bgat
of all music, be it fast or slow. And here is a point
worth noting: if there is no introduction and one
must play a chord to give the singer his note, it should
ie done so, intelligently and unobtrusively. Take Schu-
bert's Heidenroslein, for example. It is in G and the
wice enters on B. The chord in EX. 1

5%{;2

(122

vould therefore be more helpful to the singer than
the chord shown in Ex. 2

Ex.2

U §
Jf g
The bulk of the average pianist’s accompanying has
® be done practically at sight. Few are fortunate
fough to be able to practice with a singer })ut only
Vith Preparation, of course, can a “«worth-while” song
b€ really artistically performed. For first-rate songs,
Swch a5 the Lieder mentioned, need much more de-
tailed study than the average ballad before they yield
U their full effect. Accompanists are seldom called
UWon to tackle Schubert or Brahms “at sight,” but, if
€y are fortunate enough to be 2ble to study with a
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singer, the classic German masters of song-writing,
plus Liszt, Grieg, Mozart and Handel (for the less
difficult arias), provide by far the best material. Nor
are they as difficult as many amateurs suppose; they
ask for imagination and intelligence rather than voice.

But, even if no singer is available, the would-be ac-
companist can and must practice. Since the bulk of
his difficulties are those which arise from having to
read at sight, he must practice sight-reading. Playing
through heaps of ordinary piano music is useful and
helps to broaden one’s musical outlook generally, but
the material should be at least two grades easier than
the other music being studied. If a phrase is too diffi-
cult, it must be simplified or even skipped. At all costs
the music must go on.

All the usual methods of practicing must be for-
gotten; no amount of wrong notes, no matter hoyv
hideous the mistakes, must pull one up. The music
has a definite tempo, slow or moderate, and nothing,
except marked rallentandos and so on, must be allowed
to interfere with it from the beginning to the end of
the piece.

The Gift of Elimination

It has been said that half the battle in sight reading
is to know what to leave out! That is not strictly true,
pbut it contains a germ of truth. It is obviously bettcr
to play a passage accurately in single notes than to
bungle it in octaves. Similarly, awkwardly spregd
chords or arpeggio figures which demand a certain
amount of practice if they are to be wgll played, may
be slightly rearranged in “closer” po‘sitlon.. If .onel has
studied harmony, he will realize almost instinctively
what are the essential notes of a chord. But. the gentlc
art of simplification should never be exer91sed ex_ceth
under stern necessity. Before playing anyth'mg at sight,
the accompanist should glance through it gnd nc3te
carefully not only the original time and key-signatures
but changes (if any) and the places where they occur.
- A good accompanist must be alert, resourcefql in
case of accident, and able to transpose. 'Th.at again !s
a stumbling-block to many anqateur pianists and .IS
only to be conquered by practice. One should.begm
with hymn-tunes and go on gradually to more difficult
mfﬁ%he foregoing remarks apply oply or princxpgll;:
to unprepared accompaniment pla'ymg. ‘What poln?,a
should be particularly attended to in all wo?k of t?us
kind? First, the bass. What the left han('i is playmg
is always more important than what the right is. Next
to the melody, the most imgortant part of any com-
position is the bass. It is sald'tpgt when a new song
was taken to Brahms for his criticism, he usc.ed to cover
up the right hand part of the acc.om’},)amment and
form his judgment from the “essentials”; the rest, he
i “trimming.”

Sa'lI(‘ik’x:::;ore, in accompanying, the bass must be kept
going at all costs; it may frequently bg necessary t.o
play it a shade louder than the rest; in ar}y case it
should be firm and decisive. Not a‘bar of it can be
sacrificed to turn over a page; furnmg must be done
with the right hand. By “bass” I do not, pf course,
mean the whole of the left h'f.md p'art, wh1cp some-
times shares «inside” harmonies with the right. In
this example from Schubert’s well-known Serenade
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Ex.3
T = ]
- -
s
the bass is simply B-flat, E-flat. 4

Frequantly in mediocre songs (and occasionally ?n
good ones) the melody of the vocal line is included in
the piano part as well. When this is so, it should usu-
ally be kept down as much as possible. Yet how oft'en
one hears a poor accompanist bringing it out with
triumphant emphasis! On the other hand, counter-
melodies in the accompaniment should be underlined.
Played with heautiful singing tone, they produce: de-
lightful duet effects with the voice part. Sometnngs.
again, the piano has to echo a vocal phrase. There is
an example of this in the Serenade quoted in Ex. 3,
and a more intricately woven ons will be found in
Schubert's Morning Greeting (from the cycle, “Die
Schone Mullerin®) :

Ex.4 5
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In such cases the imitation should be patterned as
closely as possible on the singer’s interpretation of the
phrase, echoing his inflection and expression.

Another type of accompaniment frequently met with
is that consisting of repeated chords, as in Schu-
mann’s Thou Art So Like a Flower, and He, the Noblest
of All. Such chords are not to be pounded out as one
so often hears them; the repetitions, whether slow or
fast, should be felt as throbs, not blows. A quasi-
orchestral effect, never used in ordinary piano music,
but not uncommon in song-accompaniments, particu-
larly those to operatic numbers, is the tremolo, as in
Schubert’s The Young Nun. This must be performed
very evenly to be really effective. Here again the com-
mon tendency is to “let oneself go.” The Young Nun
is an admirable corrective, for much of its tremolo is
pianissimo and must be perfectly controlled through-
out. The pianist must not be misled by the fact that
he is supposed to be “painting” a storm (the notes
piayed by the crossing left hand are probably intended
to suggest the convent-bell) ; the more restrained the
“storm,” the more effective it will be. Besides, the
quieter the opening can be made the more power he
will have left in hand for the climaxes.

All contrasts of tone and dynamic power should be
attended to as carefully in an accompaniment as in a
solo and, in addition, the accompanist must be pre-
pared to vary the whole scale of values according to
the power and quality of the particular voice being
accompanied. A powerful singer needs, not an unmu-
sically thumped accompaniment, but a robust one; a
weak, colorless voice must (Continued on Page 466)
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The Philosophy of Sound

The Art of Music Seen Through the Science of Acoustics

by Athur S. Garbett

Mr. Garbett, many years ago Assistant Editor of The Etude, has a fine philosophical mind. His
article is very "meaty’’ but calls for slow reading and rereading to get the value of the essen-

tial scientific facts, about which every mature musician should be curious.

HERE IS A FIELD of musical endeavor of great

importance about which the average musician

knows little and cares less. That is the nature
and uses of sound, otherwise known as acoustics. The
art and science of music have been closely related now
for some twenty-five hundred years, and there has
been no advance in one without some corresponding
advance in the other, usuaily accompanied by storms,
for in many things the two are antithetic, as musicians
and mathematicians are apt to be also.

But music is sound, and moreover it is organized
sound. It has provided both the stimulus and the means
for studying sound-phenomena. It should be realized
that the music of our Western civilization is unique.
It is the only kind that includes a highly developed
system of harmony for voices, and for instruments
once primitive now developed to their highest pitch of
perfection. It is the only art that has reared up such
strange and beautiful fabrications as fugue and so-
nata, tone poem and symphony, oratorio, cantata, and
opera.

This is because ours is the only kind of music in the
world that has won entire freedom from superstition,
mythology, philosophical or religious taboos, and now
rests solidly on a scientific basis. The scientist investi-
gates, measures, and classifies sounds but cannot write
a symphony. The artist uses the resources thus pro-
vided, but seldom cares about whence or how they
come, unless he is a “theorist” as well as a musician,
as Bach was. But this is rare.

Until the coming of electrical communications, mu-
sic was certainly the chief and perhaps the sole rea-
son why any investigation into the nature of sound
should be made at all. This may seem like g strong
assertion, but there is a sharp division between the
pre-electric era and -the post-electric. With the dis-
covery of Hertzian waves, the appearance of telegraph
and telephone, the need for the study of acoustics
fanned out into other fields beside music. Moreover,
we have recently lived through two World Wars in
which sound-transmission and reception have been of
vital importance. The detection by sound of subma-
rines, planes, and robot-bombers, is now a matter of
life and death; and the broadcasting of news and prop- -

aganda by radio on a worldwide basis at the speed of
light is another factor.

Helmholtz and the Pre-Electric Age

But the very life saving speed at which our knowl-
edge of acoustics has increased has been the result of
a vast accumulation of knowledge previously acquired
through music. Oddly enough, the most impoftant
work on acoustics in the nineteenth century
tions of Tone as g Physiological Basis for th’e
of Music,” by Helmholtz, was published in 1
when telegraphy was being greatly stimulate
Civil War. Helmholtz summed up about all
known in the pre-electric age. He thus
lated the dividing line.

Helmholtz is entirely modern in linking Physiology,
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Psychology, Acoustics, and Music (esthetics) in a com-
prehensive whole. But his omissions are as interesting
as his inclusions. Nature’s laws, of course, exist apart
from human experience. We just have to find out about
them as much as we can, and then use them to our
advantage. One would suppose, therefore, that human
hearing would be of first importance as to how much
and what we hear.

Helmholtz does indeed give great attention to this
matter, as do most of his predecessors. But like them,
he is lopsided. He views the matter mostly in physio-
logical and esthetic terms, but omits an important part
of the psychological in the modern objective sense of
that word. His omission, however, was unavoidable for
until electric communications came our information
was incomplete.

Hearing may be said to have two dimensions, corre-
sponding to height and width: namely, pitch-range
and volume-range. That may be called the total area
of hearing which encloses everything else. No exact
knowledge of volume-range could come until the elec-
tric era, and indeed, Helmholtz says nothing about it.
It is a new idea which sharply divides the pre-electric
from the post-electric era.

But pitch-range has been under scrutiny now ever
since Pythagoras and his followers discovered the di-
atonic scale, the chromatic scale of small steps (dis-

tinctly not “half-steps” in our sense), and even quar-
ter-tones.

i The Way of the Greeks

A scale, be it noted, has a different significance in
acoustics from what it has in music. It is in acoustics,
a ladder of musical steps defining the total range of
human hearing from the lowest sustained musical
sound possible to the highest audible. But neither
Helmholtz nor anybody else of his and previous times
treats it as such. But scale-making for musical pur-
ppses engaged the atte ation of everybody from the
time of Pythagoras (60) B.C.) to our own day, and
all other acoustical knowledge came as g by-prc;duct.

So much of the foundational knowledge came from
the Greeks that it is hecessary to deal with them at
some length. The Pythagoreans discovered the mathe-
m.atica.l relationship of tones and half-tones in the
dtla.tomg sc:txklle by means of a monochord. This is a one-
stringed zither with a move i i i
A ‘v able bridge still found in

Pythagoras discovered that one half the 1
a taut, vibrant string gives the octave of tlele %}ggﬁ :2
from Do up to Do. Two-thirds and three-fourths the
string length give Sol and Fa respectively. In other
words he defined the octave, fifth and fourth degrees
of our major scale in the ratios of 1 ;: 2 : 3 - 4. He
also foynd that the step between Fa and Sol .Wa's. in
the ratio of 9 : B, or in fractions, %. He then defined
the ancient Greek Dorian mode descending: E-D-CB:
A-G-F_E, with the half-steps at the end of each tetra:
chord just as they are in our ascending C major scale:
C-D-EF; G-A-BC. He got his scale by alternatiné
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fourths and fifths brobably as describeg by ty
Roussier in the eighteenth century: B toR are A
E to ‘A (a fifth) and then, similarly, ADg Oy,

diatonic Greek modes like our own Greg;si-k
simply rearrangements of the same soy ‘*lny L
A, B, Cv DB, F:G, e%

The mathematically-contrived PYthagorean b
however, was distinctly unmusical even for mela '
unison or octaves, which was all the Greeks .
all that the Church music used up to apy;
century. Furthermore, the Pythagore
semitones and quarter tones in some fom, o
modes and presently criticism arose. The tTOUhlewi
the Pythagorean diatonic is that all the Wholegth
are of equal width, and so wide that they cmwdt?;
semitones into something less than ourg th;,ltpma
goras called Hemitones. t

About the fourth century B. C, Aristoxengg i
a pamphlet criticizing this scale, especiallyth”se
of quarter tones. He thus precipitated a quarrel yiy
may be said to be volcanie, for it continueq iy y,
schools all through history with occasiong Vidly
eruptions at intervals at first rare, but very freque
after the fifteenth century.

The End of the Greek Erq

The most violent eruptions in recent times ocemy
over Bach’s use of the even-tempered scale in b
“Forty-eight Preludes and Fugues,” and the exiengy
of Bach’s usage by Wagner.

Aristoxenos insisted that mathematical ratios s
be modified by the intuitive feeling of the aris
what is singable and beautiful. In this, he was g
tending for the right of the musician to selett ¢
reject the material out of which he frames his sy
or symphonies. It is a valid criticism, but so is thaig
the sound-expert who says that the human exa
get used to anything and that fashions in hamoy
change as they have done over many cenfuries }
settlement has been reached yet; but the argumel
has had great value in promoting both the sciew
and the art of music.

The argument rattled along until the Second Cli
tian century when one Didymus and, more importanij
Ptolemy Claudius of Alexandria, defined a “pure-in¢'
scale adopted by the Church, of which more laer

That ended the Greek era. They gave us:

1. A diatonic and chromatic scale measured by st
lengths which are really wave-lengths, a practi:
which continued up to the eighteenth century.

2. Knowledge of the relationship of scale-fones ?ﬂ
each other in a relative value (melopoein), sil
recognizable in our use of harmonic names, Do
inant, Tonic, Sub-dominant, and so forth.

3. The argument of art versus science which is s
unsettled.

But while they taught us to use scale-tones in S
cession as in melody, they did not give us any ko
edge of the use of scale-tones in combination, aSH}
counterpoint and (later) harmony. And they did
give us the pipe organ, even though it already ex“t,ed‘
And they did not give us our system of notation, v
defines both the pitch and duration of tones, &
other system does. 3

Harmony, the pipe organ and notation came”
pretty much together between the ninth and e
centuries. With them came problems of ke
scale-tuning, consonance and dissonance, as Weu,"
rhythmic and other problems not related to aco“““ﬁ
The pipe organs, like that at Winchester, Were h“go
affairs, but had a compass of not more thrm'fW0
octaves, equivalent to our white notes on the pwnm‘
including only one accidental, a B-flat inherited 7
the Greeks, B

The first.kind of polyphony was very crude ;
“organum,” and “faux-bourdon,” finally became cghir-
terpoint, which took a terrific spurt after the o
teenth century and, by the end of the sixt_eenth d
tury, developed into the noble and beautifll
Josquin des Pres, Orlandus Lassus, Wil

Palestrina. b
Counterpoint was all unaccompanied ab i-mlaw
brought with it a sense of chord-values th.h lé
became harmony in the modern sense. With ot
an additional need for accidentals. Early in gt
teenth century, an F-sharp appeared on the_gm[p,
followed by C-sharp, E-flat and eventually G I
This, with the original B-flat, (Continued on P
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born in New York and was graduated
Gest Mead é'o”:s‘ where he was awarded the Victor Baier
P sacred Music in 1923. Two years later he was
folwstp P of Master of Arfs in Music (Columbia

fhe degree © istont Organist and Choir Mas-
o nted Assistant Organist an oir Mas
lglnTV”’"y).a"é,:,PnPl:' New York. In addition fo serving as or-

ferof T’?{"choir master in several metropolitan churches, Mr.
gﬂm.!f an

.42 4100 as o feacher. He was Director &f

Head os "°z jfh"’,f':g‘c’"m/; Director, and later Professor of
Musicafo-Mg College; and assumed the direction of half
“”;Io "::s r. Mead has composed many works for

ozené;’;, or.gdﬂ- His Organ Fantasy won ?he “Diapason”’
chors ﬂﬂh American Guild of Organists. Taking the transla-
e of (f;de sation of operatic libretti as his hobby, Mr. Mead
fon ond ”‘,’: text of the Metropolitan Opera p!odl:lcflon of
ePﬂleﬁ i Amelia Goes to the Ball," the Philadelphia Ope‘ra
i of Rossini's “Barber of Seville,” The Ne\x York City
pmdudg"_ 0 production of Strauss' “Gypsy Baron,” and other
Cenfe!b Pl: Since 1941 he has been Organist and C{)o:r Mas-
opera ;}ow- York's historic Trinity Church, where his success
. dh Zos' choir, both in church and in concert work, has
w’fpe«fiebim iew distinction. THe Etupe hfusf asked rZr. Mead to
Gl \ raining boys' voices.
ds fhe chief BSSTSE Mbion: o —gEum);n's Nore.

==

to keep in mind is that good vocal instructipn

means the development of noninterference .Wlt,h
he natural process of singing. From tpe auditor’s
xint of view, the charm of the boy voice is the sweet,
dear, almost unearthly Joveliness of its quality. From
ise boy's point of view, this is the only normal way
for his voice to sound. He has no othgr. The te_:acher,
then, must be careful not to tamper with \K‘Ihat}s nat-
wrally there; not to inhibit it, or overlay it with non
gssentials,

A Minimum of Regulations

‘Because the quality of the boy voice is a na’gural
fhing, the teacher or choir master should allow it to
finction without too many rules, regulations, and ex-
tknations which tend to confuse the boy and make
him self-conscious. The training that is to be done can
e administered by example, by illustration, by any
number of ingenious devices that seem like spor_t, and
{hat free the youngsters from the cramping feelmg_ of
voking from theoretical abstractions. In starting
voik with a new boy, give him a hymn like Onward,
Christian Soldiers, and let him sing it heartily..'I_‘hen
ask him to repeat it softly. From those two renditions,
the choir master will be able to judge of the mate.rlal
with which he has to deal. In teaching beys to sing,
Lincline to & method which develops the voice af:co%‘d—
ing to all the sounds of the English language. Singing
imolves words, and vocal teaching must effect the
dearest possible pronunciation of those words. :

‘But pronunciation isn’t the whole story. There is
dso musical quality. It seems to me that the first step

“IN WORKING WITH boy sopranos, the chief thing

. inperfecting tone quality has to do, not with the voice,

it vith the boy’s attitude of mind. The boy’s voice,
& have said, is a natural thing; its beautiful quality
need not be schooled into it. It often happens, how-
ter, that a youngster is so beset with all—ar.ou.nd in-
Iibitions that he cannot let go vocally. Yet it is pre-
dsely this ‘letting-go’ function—this completely free,

i § Wself-conscious giving forth of tone—that is the se-
it | et of singing. There is no one way to accomplish this,
s} o course; but the end result of all ways must be to

wnvine the child that singing is a fine, valuable,
nanly thing to do. Often there is more than self-con-

- Comess to overcome. It sometimes happens that

tiliren come to you and say that they just can’t sing
~that nobody in the family ever sang—that they real-
¥ don't know one note from another. There may even
€ & touch of pride in their manner of making the
@Wouncement, Only when such attitudes have been
Oercome can the work go forward smoothly.
Fun in Singing :

‘The best way of securing codperation from boys is
allow them to feel that they are workers, Pay them
dIegular salary and let them feel that they deserve
% The hoys feel a new respect for themselves and for

tr singing when they regard it as a real job. An-
o helpful thing is to let the boys have as much

Wi connection with their singing as M. con egx?;g
m. Not at rehearsal, of course—except in the s
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‘The Boys Choir

A Conference with

. George me.acl,

SECURED EXPRESSLY FOR THE

that good work, well done, is fun—but before and af@er
rehearsal. We have a table full of books and comics
in our rehearsal room, and encourage the boys to ma.ke
use of them. We try to find out any musical hobbies
that can be correlated with interest in singing. For
instance, some of our boys have become deeply inter-
ested in opera plots,
and we let them z
look at full orches- .
tral scores of the
operas, stressing the
workmanlike accu-
racy they involve.
And if you are as
fortunate as I am
in having an asso-
ciate organist who
is an amateur ma-
gician, your choir
cannot possibly fail.
If the boys want to
sing, they let go
—and the moment
they begin doing
that, their tones are
natural and free.
“As to the routine
methods of perfec-
ting tone, I advo-
cate the practice
of scales, always
stressing relaxation
of the jaw, and a
flexible forward po-
sition of the tongue.
We rehearse three
afternoons a week,
an hour and a quar-
ter at a time, all of
it used in singing.
We begin with a
bit of warming-up
work in the form of
hymns sung on Ah,
and with frequent
changes of key.
Then we have
range stretching ex-
ercises so devised

the top note ;
tcrc))?rtles into the scale, quickly and lightly. Naturally,

we are always alert to the need of breathing f.ex.ercises,
nd to the development of correct mouth positions. :
: «One of the most serious problems encountereq in
working with children’s vgices' is that oﬁ phrasr}xilgé
Little children naturally sing in short phrases.

“FORW ARD MARCH WITH MUSI-C”

TRINITY CHURCH, NEW YORK
i i t the
bly the richest church in the world, on Broudvgay a
i:::liiu o’i( Wall Street, it once towered over the city. Today
it resembles a toy church buried in mountains of skyscra?ers.

.

Urganist and Choir Master
. Trinity Church, New York City

ETUDE BY MYLES FELLOWES

solution, I think, lies in training the boys exactly as
you would train a runner or a swimmer—not by ab-
stract theoretical talks on what the variou:s .muscular
reactions must be, but by doing the thing with them.
Give them physical exercises, without telling t.hem. too
much about causes and effects. Let them practice sing-
: ing a scale on two
breaths; then sing-
ing it on one. By
such means their
capacity to sing
long phrases is de-
veloped.

Church and
Concert Singing

“Another problem
has to do with in-
tonation. The boys
must be made aware
of pitch. They must
be made conscious
of the true inter-
val. In wunaccom-
panied singing, the
pitch problemm» may
often be solved by
changing the Kkey.
This is a practice
which is legitimate
with certain types
of music.

“The choirmaster
who takes his boys
out of church and
on to the concert
platform will find
that he has but
few adjustments to
make. The very na-
ture of church sing-
ing demands the
complete absence of
any ‘effects.’. The
concert, while it
certainly does not
need theatricalism
or artificiality, does
require a certain
sharpening up of
presentation. Beyond that, I should say that th_e» addi-
tion of blue suits and the development of a different
way of standing should suffice to transform a success-
ful choir into a successful concert group. ancert sing-
ing as singing, varies not at all from choir work. In
either case, the singing must be good, natural, pure.
Indeed, any attempt to vary the style of the work de-’
feats its own end, for the reason people go tc a 1?oys
choir concert is, simply, to hear a choir of boys’ voxcgs!

“Much interesting work has been done recently with
Junior Choirs composed of boys and girls together.
The liturgies ot some churches, (Continued on Page 468)
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been those whose efforts were unending and un-

tiring. There is absolutely no place in band work
for the glory-seeking individual. Nor is there a place
Tor the monetary enthusiast. Along all walks of life one
is constantly encountering the individual whose mone-
tary desires take precedence over his creative desires.
No band instructor may aspire to merit a perfectly
trained unit if he counts the dollars earned at his pro-
fession against the hours worked. If he considers such
a comparison necessary, he will be sadly awakened to
the fact that there is an obvious discrepency in his ac-
counts, for the work of the conscientious leader is an
endless task. It over-spreads, like the work of every
musician, into tremendous amounts of time, even aside
from that spent in the classroom, and consumes a
great deal of energy.

A great musician once said, “If my work were sched-
uled to the practice period alone I should fail miserably.
It is only by practicing in my practice period, thinking
music in my other periods, and dreaming music when
I sleep that I can possibly reach my goal.”

School music presents tremendous advantages and
opportunities to the band instructor, if he is aware of
the potentialities of its field. Under a capable and con-
scientious instructor, a school band can become equal
in proficiency to that displayed by many good profes-
sional bands. But again, as in all cases, it must be “art
for art’s sake.” While the monetary remuneration is
absolutely necessary for subsistence, the desire to do
the work is the major motive in such an undertaking.
“Art knows no price.”

Problems Classified

The far cry of many a director of school music is the
unwillingness of the individuals composing the band to
practice faithfully. This is a serious problem in many
schools which present an extensive ‘Extra-Curriculum’
program. It is one problem, however, which is quite
readily overcome if handled properly. The manners and
methods of overcoming such a problem and of stimu-
lating further practice, with which we have experi-
mented and found tremendously successful, may be
classified thus: 1. Periodic Band Concerts. 2. Social
Hours. 3. Diplomas and Award Certificates. 4. Demo-
cratic Band. 5. The Band Composes.

THE MOST SUCCESSFUL band instructors have

Periodic Band Concerts

While I am aware of the facilities in the larger cities
where the school systems provide adequate means for
the production of a band concert, I am also aware of
the lack of such facilities in many of the »ural schools.
P}aces can be found for just such a program if the
director is at all resourceful.

In the schools of the larger communities, the periodic
bar_)d concerts usually take place in the school audi-
torium. It helps tremendously if this Program is stimu-
!ated from time to time with a change of scenery; that
Is, alternating i, occasionally with a concert pres:ented
in.a local hall instead of the school assembly hall. Tt
might even prove Dossible, in many cases, to hold i;he
‘concert on the school lawn during the warmer weather
Parents and friends should receive printed or mimeo:
graphed invitations to these events, for such invitations
stimulate a greater interest. Attractive programs with
a cover designed by a member of the art class may be
turned out on a mimeograph or other duplicating ma-
chine at practically no cost at all.
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Helpful Hints for a Better Band
éy C/”/ grneéf M/eia/ner

nother room where they enjoy the food Whig
were SO generous in contributing, These %
been tremendously successful witp Petig,
morale among every group of YOungste!;usud'Pg b
I have worked. Wil
An interesting project which was develgpar .
of our schools was called the “Soly Box:?ed!n
merely a small shoe box with a pamtmninthes
of it dividing it into two sections, In ong of g, 3
tions, on small pieces of paper, were
of the band members. In the other Sectiog Iy
names of the compositions which we hag W°kaelm‘
to the moment when the box was “invenmfuﬂ
rehearsal was ended with a solg by one of ty
members who was selected by drawing 5 eh
. . box one. He stepped forward and dr !
Music Director box two. That final drawing told him ;}Z:ta‘
Pulaski County High Schools ne was to render. Chance dictated the Dame
composition he was to play, and since 0 g !
knew just what composition he might dray i,
less to say that most of the students wep welly
pared after two or three failures, 1

®

The music for these programs should be well bal-
anced and such as the students enjoy playing, in order
to assure a good concert. A program seasoned with a
solo number or two reduces the work of the band and
adds interest to the concert. The usual duration of such
concerts should be about one hour in length, and not
over an hour and a half, since the average audience
grows weary of lengthy programs. Any concert which
lasts over one hour in length should be broken into
two periods with an intermission between them.

The rural schools have their own advantages, and in
many respects the band activities may be even more
diversified than the programs of the schools in the
larger communities. Programs may be presented on the
school lawn or in the center of the town in one of the
little parks which almost every country town main-
tains. In addition these rural schools may add an at-
mosphere of color or novelty which is rarely found in
a city, by holding such things as a “Harvest Festival
Concert” presented in a barn with decorations of hay
and ripe corn lending charm to the occasion. On this
count alone, the resources of the band director may
develop his program along many interesting lines
which will add a joy to the occasion and make the
students and the audience eager and anxious for the
next performance.

I recall an incident where one of my friends, a band
director for a group of rural schools, became rather
concerned over the fact that they had no place other
than a barn in which to present their concerts. Instead
of trying to solve the problem himself he gave it to the
band members for solution. The youngsters were eager
to help. With each one of the members adding a sup-
pblement to the original idea, the school suddenly
bloomed forth with one of the most memorable occa-
sions in its history. On the evening of the concert,
farmers from everywhere gathered in front of the
school building with their Wwagons sprinkled with hay.
Families and friends gathered on the wagons. It was
indeed an impressive and jolly sight when eight such
wagons with their parties rolled off down the road. The
band concert was a naovel one to say the least. It turned
out to be a “Band Concert Hay Ride” with the band
performing on the first wagon while the train of seven

wagons grouped behind each other, brought up the " The Band Composes
Tear, wending their way into the twilight over

. the Each school and each band likes the distinci?’
;:g;rétlry ﬁ'o%di. E_}I{ep in the ruxjal schools where no as- having a composition of ll)t,s gwn. There isnom?
e yan ; - ax(t:ltltle.sé .are‘ available, tl}ere are advan- the eyes of the students which means halfsomuchf“
e pbportunities if the band instructor is re- them as the rendering of their own ‘Alma Mater
rce enough to be able to uncover them. Such a composition is easily introduced, but °u’m;
tion is deeply felt for the composition which tH*
composes itself. Most band instructors are quie®®;
iar with harmony, or should be. A little st ™
carried itself over a period of a few weeks W™ J
mental in getting one of my school bands to &
its own song. It consisted of my writing a il
setting it on the blackboard. We used several i
riods in working out harmonies which ”“ndem@‘
to the members of the group. Each mdwid',mmm B
his own harmony and his own accompanime® al
original melody, as I played it over and ovel‘w_w.
piano. The key was pre-set for each msmu.nenthmhf
the students would know just what ke)j.m ‘ivtﬁ
work. Later I went over checking and revwmglwﬂttﬂ
we had finished, our own band song had beé! L
by the band itself. Tt was difficult at first b i
the end each student was in the work, bt 04
the sheer joy of the job (Continued 00
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Diplomas and Certificate Awags

It makes no difference how old the individuy,
cerned may be, a certificate of some sort m |

in demonstrating the proficiency of the persgyy
name appears upon it. In my own experienc ]}
had incredible success with the inexpensive Certifs
printed by the publishers of THE Etung, Presentsfiy
these at public performances to the band member
Serious Practice, Improvement, Excellence in By
and many other things, help to stimulate a py

be alternated with small busts of the composers s
ture pins to be worn on the lapel, which represn
instrument which the student plays, and any o
countless number of suitable prizes. The small ex
of these items is well worth the difference in the;
and the performance of the band.

The Democratic Band

Frequently students do not like the dull dry numi
enforced upon them by well-meaning, but over-ii
tious band leaders. Much of my previous expei
with bands has taught me that compositions s

by him. In other words, when the instructor feesi}
the band is ready to start working on an overture,}l
better for him to play snatches of several compsi

the group take a vote on the one which appealsi®
majority, than it is for him to try to force sméii
upon them which has absolutely no appeal to then
this manner of voting on the band selections, eSf
dents feel that they have a voice in the select!

their own work. It is established evidence thamﬂ
son will work more diligently at something of 57
choosing than he will at something dictated /*f
other. The vote method of selecting comPOSit“’?”‘

proved its worth over and over again and the it

passed on for what it is worth.

Social Hours
“The surest way to kill a good thing i i
b | g 1s to make it be-
come a bore.” For this reason the good band conductor

will have many and varied programs of i iviti
! soci
for his or her students. A o

presenting such a progra
each member of the ba;
eat, such as sandwich
forth. When the game,

m is to have a party to which
nd brings some good things to
es, cookies, cakes, pies, and so
S are over the group retires to
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Written gy, §

eans 3 b
deal to the one receiving it. It is something Wi

and moving interest in the band work. Certificatef

not be selected by the instructor, but merely susd

of that nature on the piano and let the membesi

[THIN the next few weeks another summer
will have passed and hundreds of thousands of
young Americans will wend their way back to
| Among these youngsters are thqusands who
. pecome members of the beginning instrumental
of their respective schools. These are the stu-
o ho will eventually take their places as the high
das ¥ %couege instrumentalists of the future. The
sml aol} instruction and training which they will re-
; iy these beginning classes is of paramount im-
e and is certain to be a dominant factor in the
u,myceof musicians we are to have in our future
gmds and orchestras.. Fe
[nfortunately, t0o little empha§1s is plz}ced upon the
nning stages of the student’s trauur{g. Too f;e-
begmtlll our teacher training programs fail to provide
. 'yc’ulum which will prepare teachers for this par-
gcum field. Too often the attitude has been expressed
mlarstabe‘ment, “Any musician can teach the begin-
mmebut we must be more selective in our choice of
?:ﬁhers for the high school band and orchestra.” This
Jitude is prevalent not only among Boards of _E}duca-
i and superintendents, but among many directors
o music departments as well. p :
such viewpoints are primarily respon§1ble for the
nferior results obtained by the students in these par-
ticular situations. Naturally, the ultimate product of a
nusic department can be no better than the funda-
mental training provided the students of that depart-
neat, It is quite impractical to expect superior musical
ormances from high school music groups of .a
«hool system which provides little or no mugxcal prog-
wssin its grade and junior high school curriculum,

A Lack of Proper Instruction

Although these conclusions seem only logical, the
fact remains that hundreds of schools in every state
have music programs whose elementary, iqtermeq;ate,
and junior high school instrumental music cu.rrxcula.
have no course of study, no definite objecmvg, incom-
petent instruction, and little guidancg or coodperation
an the part of the school administration. The success
of these music departments seems to be measured by
al concerned, more upon the availability of the schopl
band for pep rallies, football games, and other. athletic,
sthool and public events, than upon an organized pro-
gam which emphasizes music education rather than
music propaganda. ;
Durixl:g the past ten years as conductor of the Uni-
versity Bands, hundreds of school musicians have pre-
sented themselves before me for the purpose of audi-
fiming for membership to our Bands. Some of these
youngsters are talented, well-schooled, and excellent
performers. Their skills and proficiencies speak ver_st
highly of the superior training received from their
sthool and private music teachers. UnfortunaPt:ely,~ how-‘
ever, this quality of student is the exception }gthel
than the rule. In too many instances those aud}twr{ed
were ineligible for membership to the Umvers1‘t'y
Bands, not for their lack of talent, interest, or experi-
ence, but simply because the schools from whlfzh they
Were graduated failed to provide competent instruc-
tion, or a progressive music education prograx}‘i. Thege
students have spent sufficient time 1n the}r music
dasses. In fact, often they have spent more time thap
ey should, and at a sacrifice of their acade;lmlc
tecords. The irony of such situations is tpat tl ersle
sudents have made very little progress in view of the
ime devoted to their musical activities. Although ma(rily
have spent ten years in the instrumental classes, ban ;1
ad orchestras, they still cannot read simple mtusmm
Dhrases with proper style, expression, and tas e.t,ru-
Dost cases, I find that they had purchased an ns -
ment, joined the instrumental classes, and Very 500‘_
thereafter were “promoted” to the schoo} b.arfd or 91_
thestra. They had received little or no individual fm11
sitwction other than that obtained in the regular i
ensemble rehearsals. It is very difficult to advise t:hesd
students of their true musical status. They have looﬁgn
fovard for considerable time toward the day W 5
they would become members of a University _Barfd-
They are enthusiastic and determined, and it is ;ndgi ?
iragic to deny them admittance. Nevertheless,1 cl‘: s
Stantly fing myself explaining that due to ham
findamental musicianship, I cannot accept t r‘i s

Last fall, seventy-eight university students W od 5
Mayed cornet or trumpet in their high school bands :
fichestras were auditioned. Their average playing ex-
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Music Education or
Music Propaganda?

by William

perience was five and one-half years; many had played
in grammar, junior high, and senior high school bands
and orchestras. Of the seventy-eight auditioned, only
six proved to be schooled and routined performers, and
all of these six had received considerable private in-
struction with competent teachers. Of the remaining
seventy-two, thirty-seven had never received any pri-
vate instruction. Twelve had studied privately for. a
period of two to three years; the remainder had st'udled
intermittently, without seriousness of purpose or 1ntfer-
est. Twenty-four had played solo cornet in their high
school bands and orchestras. -

This situation was more or less duplicated in the
clarinet try-outs. Of sixty-four auditioned, only eleven
had received proper fundamental training and rou-
tine; the remainder were deficient for the most part in
the elements which they should have mastered long
before appearing for the try-out. :

Of the total of two hundred and twenty-_sm students
auditioned on all the wind and percussion instruments,
over ninety per cent had been member.s of_ bands or
orchestras during their entire four yea.rs in hxg_h school.
The average playing experience was SIX and six-tenths
years. Yet, only five and four-tenths per cent showed
thorough training in the fundampnﬁals necessary for
intelligent performance .upon their instrument.

A Pathetic Showing

i are the most important elements foun'd
toFS&lalocrgiillcgient in these two hundred and twenty-six
Caf.esl-;ack of physical adaptation; that is, tI}e stu@ent
should not have been encouraged to study his partu;u-
lar instrument, but encouraged to study another in-
strument to which he would be better adapted phys-
i er cent. .
lczl.lyf':::’liirve eI:nbouchures. Incorr_ect placement ‘of
mouthpiece; cup mouthpie(fe§ too high or two l(law, a}r-
pockets, teeth together, rigidity of throat muscles, lips
too tense, pressure. Forty-two. per cent. o

3. Tone quality. Strained, pinched, f9rcec_1, acﬁno
intensity, strident, harsh blatan‘t; lagklng in re te-
ment and control; thin, dull. Sixty-eight per cer;‘.

4. Intonation. Out of tune, poor aural c.oncep_;o;ll,
sharp, flat, lack of knowledge in humoring pitcn.
i - r cent. :
Elghgaéft;raﬁiiculation. “Tutting,” abrupt,_ harsh, vio-
leni:, “slap tongueing,” heavy; tongue too high, too lzw,—
too far back, too far forward, no attack, stx:oket 00
long, tongue obstructing b.reath_streapl, releasing tone

with’ tongue or throat or lips. Slxty‘-snf pe? cent.

6. Rhythm. Rushing, improper dlstrlbqtl?n of tongs_
within the beat; lack of feeling f'or pulse; unable to
play in precise rhythm. Seventy-yme per- ce.nt.

7. Reading routine. Improper mterpretatmy.x of ele-
mei’ltary patterns; poor style, taste, and musical con-

i - s
i of phrase. Eighty-two per cen :
Celsmg?ght ?eading. Read marches more readily than

i ias. Seventy-four per cent. - : ;
Sngpignag;ledge of literature. Not familiar with studies

and compositions wri

tten expressly for particular in-
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strument; band and orchestra literature. Eighty-three

‘per cent.

10. Inferior instrument (most cases the woodwinds,

_especially clarinets and flutes). Seven per cent.

11. Lack of proper care of instrument. Eighty per
cent.

The Root of the Trouble

The evidence, as brought' out in these auditions,
should be sufficient to convince us of the necessity for
improvement in the teaching of the fundamental ele-
ments of performance. It does not seem logical that
the student should be deficient in these phases of his
musical education after having spent six and one-half
years in the school instrumental organizations. :

It is quite obvious that if we are to improve our in-
strumental program, we must begin with a change in
certain philosophies pertaining to the teaching of the
student and a study of the objectives, emphasis and
results of our present program.

If we are to consider such action, it would seem that
the following factors should merit our serious atten-
tion and study:

1. A properly organized course of study of instru-
mental music from the elementary grades through
high school with definite aims, progress and objectives.

2. More capable instruction in the elementary stage
of the student’s training.

.a) Improving selectivity of teaching personnel.

b) More rigid music requirements for music teachers
in the way of performance and teaching skills.

c) More emphasis upon specialization and de-em-
phasis of the “generalist.”

d) University and colleges working more closely with
high school administrators and departmental heads.

e) More emphasis upon applied music in our teacher
_training programs. Better knowledge of all instruments.

f) More emphasis and demands for better teaching
on the part of Boards of Education and administrators.

g) Higher salaries, so as to attract more competent
musician-teachers.

h) Emphasize this level of training as a career espe-
cially for those equipped primarily to teach.

3. More emphasis upon the grade school instrumen-
tal program throughout the nation with special em-
phasis upon the teaching of fundamentals rather than
upon public performance until such time as the funda-
mentals have been established.

4. More emphasis upon the value of private instruc-
tion at an early age. :

5. More emphasis upon solo and ensemble perform-
ance. The program organized so as to cover the rep-
resentative works of each instrument and ensembles;
scheduled on school time and an integral part of the
music program, not extra-curricular.

6. An evaluation and survey of “progress chart” on
each member of the staff each year.

7. A semester report of each student’s progress.
Enumerating those elements showing satisfactory prog-
ress and those requiring special attention.

There are doubtlessly many other items which could
be used in developing teachers and class room tech-
niques. These represent only a few, and if put into
action should do much to improve the present weak-
nesses of our public school music program.

439




hH

Music and Study

Building An Urchesira

(Continued from Page 429)

nervous, and imaginative stature, plus his experience,
and (2) conveying that conception to an audience
through his particular instrument. Just as some have
a special talent for playing the piano or violin, so some
have a talent for influencing an orchestra.

A real conductor is “felt”” by his orchestra. He does
most of his leading through intangibles and his phys-
iognomy. Felix Mottl once said about conducting, “One
either can, or cannot.” One man gives a downbeat like
a rapier thrust which achieves complete unanimity of
response. Another hits the ceiling and still the orches-
tra goes its own way.

America’s Contribution to the Arts

Every concert artist should familiarize himself al-
ways and everywhere with the folk music with which
he has any contact. However, all our art grew out of
folk music, and folk music is continually being in-
corporated in the art formations. America has made a
contribution to the sum total of the world’s music.
Each day the contribution becomes ‘more significant
and of higher quality, because it is more characteristic
of our country.

There is another matter which is frequently over-
looked and over which American music has exercised
a great influence, and that is style of performance.

The high standard of craftsmanship of our orchestras
has been felt, even in Europe, and in this connection
I might point out that locale and character of audi-
ences, in a very subtle way, change styles of per-
formance.

Much as I like New York, it would be a tragic mis-
take for this country to accept it as its predominating
music center in the sense that Austria does Vienna,
or England does London. The vastness of this coun-
try, and the great differences in history, customs, cli-
mate and background of the various cities, make ours
a unique situation. New York has always been a great
market for concerts, but whether New York is worthy
of being definitive for the whole country, is to me a
great quesion. After all, I could mame some of the very
greatest artists who are successful in some cities and
unsuccessful in others. Tastes and reactions to the
same thing vary, as we all know. While admitting New
York’s great qualities, we should remember that each
of our great cities has something distinctive to con-
tribute to the national culture. If these cities give too
great heed to New York’s opinion and tastes, they tend
to sacrifice some of their own individuality, with the
result that the musical development of the country
is stultified.

Finally, I might mention the effect of radio on the
life of our orchestras. Although my personal preference
is for a first-hand contact with an audience, I con-
sider this a very unimportant aspect, since the very
fact that radio reaches such a large audience has en-
abled it to do much for the cause of good music. In its
very essence this cannot fail to assist the growth of
any and every symphony orchestra in America.

This and That Concerning Hadio

(Continued from Page 430)

were The Philadelphia Orchestra, Family Hour, Great
Moments in Music, Pause That Refreshes on the Air,
Gateways to Music, Artur Rodzinski, E. Power Biggs
Jan Peerce, and Patrice Munsel. .
Fi;‘st place in the Educational Programs Division of
Mus_lcal America’s poll was won by Mutual Broad-
casting System’s Symphonies for Youth, featuring
Alfred Wallenstein, Mutual’s WOR (New York Stai
thI.I) musical director, conducting the ILos Angeles
Philharmonic Orchestra. Another Wallenstein-origi-
nated .series, the Sinfonietta Concerts, won second
place in the Small Ensemble classification. Second
place in the regularly featured soloists (for women)
Xﬁ: alloted hto th}(la Metropolitan Opera soprano Licia
anese, who is hear i 2
T o i ard regularly in Mgtuals Treasure
Wallgnstein’s Symphonies for Youth is an example
of r.adlo sponsored culture for the young of America
Des1gnpd to stimulate the interest of youth in music.
a portxon of each broadcast was devoted to a rnusicaf
quiz. School children in all parts of the country were
prov1dgd with notes and home-study background
glaterlal on music and composers by the Mutual
: tf;?-dz‘fssgfl iﬁsei;m;-tlgeyt I;;vere also invited to send
eir ; ions to € series. You: -
&?tl:ﬁd?:ssglon; used on the broadcasts ;fst(;;i)sseu?n
¢ Who answered the questions received
prizes of war bonds, recordings of compositions .
grfcd other record albums. The selections pIayeSI%?r’:I%
introduced by Mr. Wallenstein himself, who also pre-
i;elntefi some of the background of the composers and
g Oc;glég;itaqies I;ander which the music was written
uding 1its fifteenth year of broa i is
ga;teasl};ntx;i,tC?S’ gmer‘ican School of thedﬁ?fzgﬁi;}:g
ound the progr i i G
largest domestic audiencg ii al?; lsﬁggiyr?;lcolll . 1.,he
ternational expansion which ser s
the borders of the United States and Canada. Of th
five programs each week, four were rebroadc.ast T :
ularly to Latin America by the Office of Inter-Am .
can Affairs United Network, and all five were sznz
by the Office of War Information directly . to tlrrl1
schools of Australia and New Zealand. Select\ed :
grams were broadcast by the Armed Forces Rgg?_
Service over four hundred stations and sound system;)
and the Surgeon General’s reconditioning prograni
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ved listeners beyond

brought the broadcasts into some four hundred gen-
eral and station hospitals all over the world.
During the music series of the American School of

the Air this past season, many eminent artists were
presented. These included Deems Taylor, composer-
conductor; the Robert Shaw Chorus; Eileen Farrell,
soprano; Mack Harrell, baritone; Sally Moore, con-
tralto; Amri Galli-Campi, coloratura soprano: E.
Power Biggs, organist; Vera Brodsky, Pianist: the
Pi_mchos Trio; and folk singers John Jacob Niles
Richard Dyer Bennett and Neure Jorjorian. The Co-y
lgmbia Concert Orchestra, heard regularly in the se-
rleg, l\g/as conducted by Bernard Herrmann.

_ Culture and war could hardly be said to

in hand. But radio, during this war, has ggox}/ﬁlzg
a stimulating cultural background to war, which has
made American soldiers more conscious of good music
th‘en ever before. It is hard to trace some of the
stlmulgting cultural developments that have come out
of radio. The increase in musical appreciation in this
country in the past two decades, however, is definitely
due. to radio. There may be some who believe that had
rgdio been “regulated” this appreciation would have
been greater. But, in our estimation, that remains a
f:ontroversial viewpoint. The very freedom of dial turn-
ing _has made a lot of people appreciative of good
music who never thought they could listen to music;
hgd radio had less freedom in its broadcasting thi.s,
pnght not have happened. The average music ’lover
is not developed by instruction and regulation, still
less by technical and historical knowledge. His ea:rfiest
experlenqes with music may be largely fortuitous—
the classical excerpts in what he thought was an all
popular program may be these experiences. To th
zéi;aeii n;lusig lover, good music is at first z;, strangg

: L, Ne 1s very apt to classify i i

which is abstruse and complex, likS:e lttriggnf)(;:;if"hmg'
ethn.olo.gy. People are seldom aware of the lat ty '
pyeglatlons \yithin them. It is usually a chafl?e i
?}el:;;enc;;e, which proves something akin to an initiatii}:;
: starts 'the development of the average musi’
over. He might hear some composition to which hig

music. If he is wise,
uch music as chance
k out the good fare
d public concerts.

he wi}l cease to be content with g
occasions may offer, but will see
on the radio and begin to atten

£ ® * *
Never judge a com

what pleases exrtreme
and the works of the

position en a first heari

7 ring; for
ly at first is not always the bé‘st
great masters require study. :

—SCHUMANN,
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Fingering to Fit
by Ruth Diynes

groupings. In good musical editio

LL FINGERING should be thought OU fy
g- :

groupings, yet many students do not ng
still think of fingering as a succession of

A slight shift of the entire arm is necess
the hand and arm before attacking each
the hand in position over the whole, b
note of the group is played.

In taking up a new piece, the hand
be carefully worked out, and strictly
time the composition is played. Proper fin,
decided upon, and used each time, brings
ness, facility, and confidence; careless
vgriable fingering is fatal to proper execy
piece.

In difficult passages, whether they are to
o.rized or not, the hand grouping needed sho
cided upon in advance, and then the arm by
before each one (guided by

treble.

Group I i I v

e ns
ing is marked correctly accordiﬁgthfo 4

gering O ; X
Ot smogy |, gter understanding of good music,
» Wneery |9 finer instinetive taste for it, than

e gy 1] 2 %

Single b

ary t ,m
SToup, hyy,

efore the ﬁrs%

A Difficult Problem

i -year-old boy student
Ih?veu?vesﬁf:nnte)& and loves the best
0 B 90 Jovely classical solos I have
I i’?mwhin he has been forbidden to play
el ents—they want something with
WESEO ink Adoration and La
mm‘cerfainly have “tune,” but they
He is my pride at the x:\on}ent and
?wili not let him play “stuff.” His father
{nreatened him with the fact_that he
;'Eltake his violin away from him. . . .
et would you do?—Mrs. C. M. C..

pensylvania.

8r0Upings g o quite 2 delicate problem on
adhereq t; ke €

i fror hands, and unfortunately it is not a
soone, Many youngsters nowadays have

tion of  fyr fathers and mothers have. Most

uents are proud of such children—as

be ey, ey have good reason to be—but quite

uld b , | e one meets parents who are resent-
eath tatg fiy, This attitude of mind frequently

“floating elbow-tiy i
hand should be well over the whole, beforelp)"m i e o g ) e

note of the group is played. For instance, mm% ;ﬂsﬁﬂfﬁel; ;?;-g;l: rii;y s?:gylsx?;m‘}h?;g:
?Vmplze tiiken from Chop_m'.s Nocturne in E-flt, 0p.4 fizow” music. I should not be surprised

0. 2, there are four distinct, hand grouping i it it yere this thought which is in the
& (uind of your pupil’s father. The idea is,

11 ¢
o~ &
—— S
232 2 »S £
L 5 23d%12 3tely ﬁ = ﬁ
= > T
con forsa == stretty)
l, P S 7 - ~
s 3 1%
558 " et
— /' L

o course, completely false: a young man
o woman who has good musical taste
bnd good training will find doors open,
scially speaking, which would otherwise
remain locked. But not everyone realizes
iis, and people who do not move in
misic-loving circles are prone to take
ie other view.

It might be a good idea for you to in-
ite the parents to tea, having one or
im0 musically-minded people to meet
iem, and discuss the matter along these
lines. You can also point out that the

Ir} group I, the hand and arm should be thrown i Jlad’s bent is definitely towards good
position to cover the whole group, before the Efii fmsic, and that the thwarting of it

is played; in group II, the hand and arm shouldk
th_rown into octave position, before the E-flat is pla
with the thumb; in group III, the hand and am
should be thrown over that group, before the Fi
played, and in group IV, the hand and arm sho
be thrown quickly into octave position, before it
E-flat octave is played. A careful study of these giu-

ings will show the benefits to be gained from suchp
cedure.

Uottie’s First
Hecital Program

i

in

Dottie is now four years old. She first played
bublic gt the age of three and one-half. Her fill 7
1s Dottie Ella Ogle. Her father, Jogeph W ogle,ﬁaﬁ_

2
=5

?f b6 foremost piano teachers of Santa At
I\Zrma' Dottie’s program included works bY
ozart, Haydn, and Clementi.

0
Bach

mould inevitably cause a sense of frus-
T:ration and might induce a definite feel-
ing of inferiority. But your best argu-
mgnt—for it is the most easily understood
-1 that the boy, by playing good music,
vill much more readily win the respect
anld~admiration of those people whose
opinion is really valuable than he would
% playing merely popular stuff.

Another thing you can do is to have
hlm‘thoroughly learn a few of the solos
¢ likes best. When they are well pre-
Dared,.invite some musical people to
lear him, people whose standing in your
{m deserves respect. As the lad is
fdented, he will probably play very
Well and the reception he gets will do

{11 to convince his parents that they

%0 Well be proud of him.

, you might give him violin ar-
of some folk songs, such as
Joe or Dvorak’s Goin’ Home
my Mother Taught me. Albert
ade very lovely arrangements
Stephen Foster songs. Such
ave real musical value, and no
L consider them lacking in tune-
e eover, as they are all easy.
‘Wimﬁ%@. could learn several of them
g taking much time from his more
e € work, And they would undoubt-
4 Jease his parents.

Sty I:-s;'ud, this is quite a problem; but
Eoodz little tact. and diplomacy, and a
Net :al of patience, you can solve it.
authm.itorget’ though, that you are the
ey Y, the expert, on the subject—
ou cags a doctor is in his field. When
i, bring the lad’s parents to realize
by 2R half of your battle will

Write me again, to let me know how
AUGUST, 1945
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No question will be answered in THE ETUDE

unless accompanied by the full name
and address of the inguirer. Only initials,
or psendonym given, will be publishea.

things have worked out following the
suggestions given here.

Concerning the Spiccato Bowing

. . . Your columns have given me sO
much help and encouragement that I have
summoned up courage to ask you i.f you
will write something about the spzccqto.

1 think it would interest many violim'sts

besides myself. . . . I have been trying

for over a year to get a good spiccato, but

I have gotten just nowhere. The b‘ow will

bounce for a few notes and then it stops.

And anyway, it does not bounce evgnly.

I can do it for a while, slowly, GEcT stlﬁen

my arm, but I know that is not the right

way. It is not the fault of my bow, for I

have quite a good one. . . . I shall be so

grateful if you will tell me hqw I should
practice it.—Miss A. A. R., Ohio.

Since many violinists blame the bow
for a poor spiccato, it js good to hear
from someone who doesn’t! Many are the
imprecations heaped upon an innocent
and perfectly good stick when the fault
really lies in the player’s bow arm. ;

More than almost any other special
bowing, the spiccato calls for a rele}.xeq,
sensitively balanced, and Well—CO?r.dl-
nated arm and hand. Before practicing
it further, you should check up on your
Wrist-and-Finger Motion at the Frog
and your control of the Whole ]_30W
martelé. The latter bowing was descx:lbed
at some length in the January, 1944, .lssue
of THE ETUDE, and the Wrist-and-Finger
Motion in last December’s 1ssue. If you
are at ease with both these bowings you
have all the technical requirements for
a good spiccato, for the Whole Bow
martelé ensures 2 ]ightly-ba]a}nced arm
and the Wrist-and-Finger Motion capm_)t
be well played without complete coordi-
nation of the wrist and hand. :

Granting that you have these technical
qualiﬁcations, you can begin to work on

B@FL/Q%

Prominent Teacher
and Conductor

the spiccato itself. The first essential of
this bowing is an absolute evenness of
bow stroke; that is, each stroke must be
of exactly the same length. An uneven
motion of the hand is one of the most
common causes of failure, and is, I sus-
pect,. a contributing factor in your case.
The best way to acquire the necessary
precision is to take some very simple
study in notes of even length, such as
the first of Wohlfahrt, Op. 45, and prac-
tice it in the following manner:

Play it in the middle of the bow, with
the stick vertically above the hair, at
quite a moderate ‘tempo—about J=66—
using the Wrist-and-Finger Motion only,
and with just enough pressure on the
stick to prevent the bow from springing.
vou should practice the study in this
way until you can play it through with
perfect evenness and a relaxed and flex-
jble hand. Then gradually increase the
speed. When you have arrived at a tempo
of about =132, relax the pressure—and
the natural springing of the bow will
almost certainly appear. For a few days,
begin your spiccato practice with the
pressure applied to the stick, relaxing it
after a few measures. This transition
from the firm to the springing bow is
important.

At this point you should begin to prac-
tice the controlled spiccato, at quite a
slow tempo—in sixteenths at about =52
_and slightly nearer the frog than you
have been playing heretofore. This, too,
you should play entirely from the wrist,
raising the bow from the string after
every note. The natural springing of the
bow appears only when the spiccato is
played at a fairly rapid tempo, so one
must learn to produce the same effect
with a controlled bow. You should prac-
tice the study with the notes repeated,
as suggested above, until you can play
it with absolute regularity of bow stroke.
Then practice it, or a similar study, as
it is written. ;

Meanwhile, you should continue wit
the rapid spiccato, gaining confidence in
it and allowing the bow to take more and
more of the responsibility. Many people
have trouble because they try to control
the bow too much, instead of “letting the
bow do it.” Generally, they hold the stick
too tightly.
~ As soon as you feel that you can play
the rapid and the controlled spiccato
comfortably and easily you should gradu-
ally increase the speed of the latter and
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decrease the speed of the former, until
the two meet and you can pass OvVer from
one to the other without hesitation.
When you can do this you can consider
that the bowing is under control. From
then on you should work towards the
synchronization of the bow with the
fingers, practicing your studies in single,
not repeated notes. This is the real diffi-
culty, and many a good spiccato is blurred
by careless left-hand fingering. Keep in
mind the fact that absolute evenness of
fingering is as essential as perfect even-
ness of bowing. When you have achieved
this, the only limit to the speed you can
play the spiccato will be the speed with
which your fingers can move.

So far, we have considered only the
movement of the hand in the wrist joint.
This is as it should be, for a controlled
and smoothly-working wrist is the basis
of a good spiccato. Nowadays, however,
the forearm is used a good deal more
than it was in former years, when the
bowing was looked upon as an exclusive
function of the wrist. Some forearm mo-
tion helps the controlled spiccato—after
it can be well played with the wrist alone
__and it is essential to the natural spic-
cato if the passage is to be played forte.
Iow much arm motion is necessary, and
just when it should be used, depend to a
very large degree on the personal taste
and the individual technic of the player.

When under complete control, the
spiccato can convey a number of differ-
ent tone colors, and the use of the arm
often aids considerably in producing these
colors. It has been well said that the
spiccato should encompass all tonal ef-
fects from the flakiness of softly-falling
snow to the brittle brilliance of a hail-
storm. The second variation of Beetho-
ven’s “Quartet in A major, Op. 18, No. 5,”
is a fine example of the “flaky” effect;
while the Finale of Wieniawski’s “Con-
certo in D minor” is typical of the “hail-
storm” variety. Both of these examples
should be played by a combined forearm
and wrist movement.

Except when you wish to produce a
soft, flaky quality of tone, you should
always have the stick of the bow vertical-
ly above the hair. The natural resiliency
of the stick is thus brought most fully
into play, and the continued springing of
the bow made much easier. Another vital
factor in the production of a rapid, bril-
liant spiccato is the direction of the bow
stroke. It should not be exactly in the
line of the bow stick, but slightly across
it—almost as if the bow were crossing to
the next string. In other words, a slight
vertical motion of the hand should be
combined with the necessary sideways
motion. This materially increases the

“pite” of the bow on the string.

There is no short cut to the acquire-
ment of any detail of violin technic, but
I feel sure that if you work along the
lines I have indicated you will find your-
self in possession of a good spiccato be-
fore many weeks have passed. But—be
patient. Don’t “try it out” every few days,
hoping for quick results. That is the
surest way to delay progress. If you plant
tulip bulbs in your garden, you don’t pull
them up every other day to see if they
have sprouted. If they are properly
tended, you can be sure they will appear
in due time—as will your spiccato if it is
given similarly thoughtful care.
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How Can I Transfer the Tunes
in My Head to Notes on Paper?

Q. You have helped many young musi-
cians by your sound advice and now I
turn to you with my own problem. I am
a young man of twenty-one, married,
working at a jeb. I have had two years of
piano and two of theory, and have sung
bass in a male quartet for six years. I
do not care much for piano but have been
working at the guitar but am not as pro-
ficient as I should be.

Here is my problem: I have many melo-
dies running through my head and I
should like to have you suggest a book or
something else that will tell me what a
composer does when he writes music. I
do not expect to become a great composer
but if I could find some way of transfer-
ring my melodies to paper in the proper
time and key I should be very happy.
What makes a composer decide on the
time signature for his piece? What makes
him decide the form? Would such books as
“Lessons in Music Forms” and “The Ma-
terial Used in Composition” help me if I
got them? Or are there other books of
simpler character?—C. J. M.

Sh

A. What you need is a good stiff course
in dictation. In such a class the teacher
plays melodies, chords and so forth on
the piano and the students listen intently
and try to write what they hear. If you
can join such a class I advise you to do
it, but if you cannot then try the fol-
lowing:

1. With staff paper before you, think
of any melody that you know well. Close
your eyes and concentrate on it, singing
it silently, perhaps beating time as you
do this. If you know the so-fa syllables,
apply them, going over the melody sev-
eral times, but silently. Now choose some
key that seems to give the melody a
natural compass (sing it aloud to deter-
mine this if necessary) select a measure
signature that brings the accents in the
right places, and write the melody on the
staff. If you have difficulty go to the
piano and pick it out or find the book
in which the song is printed and com-
pare what you have written with the
printed score. If you have much trouble
or if you make a great many mistakes
this shows that you need a great deal of
practice of this sort—in which case you
should write out twenty-five or more
songs in the same way. But if it is easy
for you and if you can write the song
approximately as it is printed, then go
on to step two.

2. Think again of some song that you
know, perhaps a hymn tune, or even
God Save the King. Prepare two staffs.
treble and bass. Write the melody on the
treble staff, then concentrate on the first
chord: How does it sound? How does it
“feel” in your fingers? Write it if you
can and play what you have written on
the piano. If it sounds all right go on
to the next chord, and so on through
the entire song. But if not, then look up
the song in the hook and see how it ap-
bears there. Do this in the case of many
songs and easy piano pieces until you
can do it with fair facility and correct-
ness.

3. If your wife or someone else in the
family plays the piano, ask this person
to play other material that is not so
familiar, you listening intently and writ-
ing it on the staff.

4. After some weeks or months of such
practice you should be able to allow your
fancy to rove in creating original melo-
dies and writing them on the staff. You
may have trouble getting the harmony
down, and if it takes you several years
to get to the point where you can do it
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Conducted by

J (Ctl"/ W geéréend

Mus. Doc.

Professor Emeritus
Oberlin College

Music Editor, Webster's New
International Dictionary

you must not be surprised. If you have
trouble with the measure signature of
some tune, beat the pulse as you sing it
and find out where the accents fall, thus
determining the place of the bar lines
on the staff. The form is an outgrowth
of the musical idea and is not usually
determined in advance. The key is chosen
with respect to (1) the effect on the ear;
(2) the range of the voice or instrument
for which you are composing; (3) the
ease of performance, some keys being
harder to play in than others.

What you evidently need is practice
in writing on the staff rather than read-
ing books, but the works you mention
will also be of some use, especially a
little later.

Canl Still Learn?

Q. I never miss your column in THE
ETupE and now I myself need advice. I
am forty-one years old and have had sev-
eral years of musical training but because
of circumstances was unable to go on with
it. I could take up my studies again at
this time but am afraid I am too old. I
have always wanted to be a capable musi-
cian and a good teacher but am wondering
if it is not too late now. I have studied
fifth- and sixth-grade music but am not a
good sight reader and I should like your
advice about this especially. Will you tell
me what to do?—I. C.

A. You are probably too old to become
a concert performer, but you still should

No  gquestion will be answered in
ETUDE unless accompanied by the full
name and address of the inquirer. Only ini-
tials, or psendonym given, will be published.

THE

it too much. Feeling for the 4
by locating the black keys firgt o
in slow passages but will ng hl; 4
rapid ones. There is such 5 thir? iy
ever, as getting “the fee) of tg’h“‘
board and this is What is -
the case of your right hang g, {
must happen in the cag of odwha
hand t00. This “feel” s gty -
of muscular memory, anq ji aysa;];
violinist knows——or, Tather, }eelga |
actly where he must pus his fpg, "
string without looking gt K% thoem
pianist similarly knows or feq_, ﬂ1
to what point he must fiing hjsh;f“g
order that his fingers may Stl’ike}t
right keys. b
The fact that you are aware (f
fault is all to the good, and {pe fact
your right hand has improve g,
is encouraging. Keep on wity whzn:
are doing—but don't feel like » gy
if you occasionally find yourse Tk
at the keys. Even the greatey ]
do it! 1

Ty

Maior or Minor

Q. 1. Will you please explain how iy
when a composition is in a minor kg
For instance, in Tse Eruoe for May, i
there is a Prelude in C-sharp minor i
I would say was in the Key of E beeais
it has four sharps. Will you tell me yiy
to do?

2. Is it necessary for teachers of ms
to have any kind of certificate or i
anyone teach who is qualified?— V|

A. 1. Each key signature stan
two keys, one major and the other niy
The best way to tell whether a piwj
in major or minor is to learn ty
your ears. The audifory effect of fi
minor mode is quite different from
of the major mode, and one of the m|
things that you must do in order folf
come a musician is to learn to knoyt!
difference in sound between majr
minor. So far as the notation is
cerned the final chord will usuall®
you what the key is. If the signau:
one flat, then the piece may be eithe
F major or D minor, and if you vl
at the last chord to find out whetk!
is F-A-C or D-F-A this will usualy#
you the answer to your question.

Adult Beginners

Want to Learn

Miss M. Pearl Woaugh received her early training in music of the Metropolitan Schocl of Music,
Indianapolis, the DePauw School of Music, Greencastle, Indiana, and ot the Sherwood School of Music
in Chicago. Then followed study in Paris with Wager Swayne and in Berlin with Leopold Godowsky.
She studied also with Tobias Matthay in London and ot present is vice-president of the American
Motthay Association. Miss Waugh is very active in the Washington (D. C.) Music Teachers' Associaticn.

appeared on the first page:

“Young women pianists employed in overcrowded
Washington, D. C., have the opportunity to play for
sugy or recreation in the Strong Residence of the
Y W.C. A, where six pianos have been placed in prac-
ite ooms and may be rented at a nominal rate.”

This prompted me to write of my experience teach-
ng many of these young women, as I have been
sociated with the music work in the Y. W. C. A.
since 1926, when a Music Division was added to the
Educational Department.

The registration was limited to employed young
women, Federal Employees, Secretaries, Teachers,
Nurses, Governesses, and so forth; now Waves, Wacs,
Spars and other war workers. Many of them are room-
ing or are living in small apartments with no pianos
for practice. The practice rooms were a result of this
need. The use of the pianos has not been limited,
hovever, to students in the Music Division.

In the Autumn of 1926 the Y. W. C. A. announced
ihe opening of the Music Division, offering class les-
o5 in Harmony, Music History and Appreciation,
Sight Singing, Bar Training and individual lessons in
Nano, singing and violin. I was engaged to take the
tiano pupils and in these almost twenty years have
laught more than one thousand different young
Women, At least half this number have been absolut.e
beginners. It has continued to be a thrilling experi-
tce, as I have always agreed with Tobias Matthay,

INAN ETUDE of last year the following news item

be able to learn to play well enough so
as to derive great satisfaction from your
performance, as well as to provide inter-
esting music for your family and friends,
You could probably learn to be g good
teacher too, especially for pupils who are
not too advanced. So by all means study
music again, the sooner the better,

As to sight playing, it depends partly
on practice and partly on the application
to reading music, of ‘the principles of
harmony and form that you have prob-
ably learned at some time or other and
that you should now restudy and apply
to your piano playing. Begin by taking
some very simple music such as hymn
tunes or the simplest pieces in T'HE ETUDE,
Look carefully at the signature and de-
cic_ie whether the piece is in major or
minor. Examine the measure sign and in-
spect the rhythm of the first few meas-
ures. Glance through the composition
fgr possible changes of key and measure
signature. Now begin to play at a mod-
erate pace, steadily, looking a little ahead
of where you are playing. Make yourself
note and follow the dynamic signs, the
pedal markings, the fingering. If there
are accidentals try to determine as you
are playing whether they represent g
modulation to another key. Be sure to
m?.ke yourself aware of repetition, vari-
ation, and contrast so as to know at least

or

the general outline of the form of the
piece. When you can do all these things
reasonably well the first or second time
you are playing a very simple piece, go
on to a slightly more difficult one, always
however following the same careful pro-
cedure. Spend an hour a day in this way,
going through hundreds of compositions,
and in six months or g year you will
pave improved your sight-playing abil-
ity considerably—I am certain of it. And
as you restudy your harmony, try to
gpply it to all the music you are read-
ing and practicing—it’s fun!

How Can 1 Slop Watc’ling
My Fingcrs?

Q. I have been a ianist for
but ha!ve taken lessonz for only ;e&izgag?
that time. Unfortunately I have acquired
the habit of watching the keyboard espe-
cially when playing wide skips. Ho'w can
I overcome this bad habit? Lately I have
been for_cmg myself to keep my eyes on
the music and I have had some success
so that my right hand already has ‘‘the
feel of the keys.” ]:’,ut the left hand does

A. All pianists look at their hands more
less but probably you have been doing

- “FORWARD MARCH WITH MUSsIcC”

Since you have never done alji
of this sort T advise you to take the
lowing steps: (1) Play the chord P44
on the piano; now play F-A-fai-0¥
listen to the difference. The ﬁrstli‘
major chord, the second a min £}
(2) Play F-A-C again, following i ?
D-F-A. The first is again a majﬂf'ch”'l
and the second a minor one, in ¥
being called relative minor bectis¥
two keys F major and D minor mttﬂ
closely related, (3) To make this P
of related keys still clearer, play th“f
of F major: F, G, A, B-flat, G, D 4
Now play its relative minor—the j
D minor: D, E, F, G, A B-ﬁat,cw
C-sharp), D. The tones are the Sa“‘edﬂﬂt
the effect is quite different. If J%
hear the difference at once P%“yc
alternately several times, listenmglesﬁ,
fully. (4) Now play other esdl
major and minor chords and &=

that “it is better for everyone to play a little no mat-
ter how inadequate, better educationally, esthetically,y
&d morally than to listen to the finest performance.’

A Strong Desire to Learn

That they do want to learn is one of the greatest
&eis of the adult beginners. They all say they have
avays wented to play the piano”; but they had no
tm? to siudy or practice with work in colleges or
isiness schools; they have not had the money; or
e have had no pianos in their homes. I tell them
d the beginning that anyone can learn to play well
flough to give himself and his friends much pleasure,
Ut “Wanting to play” however much, is not enough;
lesistency and patience are more necessary, and a
Atkhone as well as a wish bone” is needed.

“any do not continue because they lack this “stick-
tU'lt-tiveness.” Others stop, as one young woman said,
tuse they find they have more ambition than they
e time and strength. Some stop because they find
ot ﬁ;igd?ﬂy routine of practice is more than they ?ac;
eni ossible get ¥ alned for. I tell them that the same amount o
(t)ir:nti ‘:l?; cflg:e;};unwli)thout j W g’rzrét;l effort should be given .to music Studi’ raniti
whether the mode is major orl)nir’;zgﬁ' ﬁent Ei:f (t)‘f’ 3};‘37 Maddem:f Sl},;bi]'ect ;nicrix (ltﬁ)eteartsesas

i i ell, (6 : arvard, who believe
lalxi;f:;ni ?:ggetn:gritfgrtof hymn“;“i ;‘:‘a‘jfi“‘m and said, “We should have more oé lt;:;
folk songs, little piano Piects tal subjects like music and drawing anc

- . ar and arithmetic. Music rightly taught is the

W
: 1 chord 0% :
forth, lopking & SN el 5 .ml‘nd trainer on the list.”
15 “Up” to the piano teacher to train these adults

one, playing this chord, ang ol T
from the appearance and ° ol o “gpen and “hear” accurately everything on the
ted page. Years ago I had a never-to-be-forgotten

whether it is the major 080, g} mn
AUGUsT, 1945

minor tonic (a third 1ower)-73 :
(Continued on Page *

e 1P

—Ebitor's Norte.

lesson in this with Leopold Godowsky in Berlin. When
I did not observe a rest he fairly shouted, “Mein Gott
in Himmel! That is pure mental laziness.” I had the
temerity to say “I have never been called lazy. I was
always an honor pupil in school.” His reply was, “I'll
grant that, but you are not using all your brains at
the piano.”

There are many assets with every adult beginner,
and many individual ones. Some of the general assets

MISS M. PEARL WAUGH WITH A GROUP OF HER ADULT PUPILS
Miss Rita Purtell (standing at left), and Miss Genevieve

i i etta (at the piano),
Miss Sophie Rav Bty

iven, the “wanting to play”; t_he “edu-
i:\ii,ogrixsall Ezglig%ound”; the “ability.to pr'actme f-oxf a
longer period at a time than a shlld, without t1r11;ng
or losing interest”; they can be tolc} ‘more th?m he
hild”; they can be “told how to crltl'c1ze their own
(\irork.”’ These assets offset all the ha.ndlcaps..

The first “bugaboo” of adult bgglnners is selfcc;ln-
sciousness. To their various questions a_bou§ whet’ e;
they are too old to Jearn or how lopg 1?5 W}H taket,h
tell them that one pupil may accqmpllsh in six months
what others will not do as wellﬂ in twq years. That a

ood hand and arm and fine cooranatlon with a na‘;;-
1glral “«feel” for the keyboard, wh}cp some ad.ults lo
have, is a great help, but the deciding factor in their

“FORW ARD MARCH WITH MUSIC”

Music and Study

progress is “just how” they work, how they use their
brains every minute of their practice.

The first step is to get their minds on the “right
thing,” on the instrument they have chosen to play.
Opening the piano the pupil is shown the two sep-
arate and distinct parts: the strung part—the wires,
and the keys. The wires to be played on; the keys to
play with. The key extends from the visible black and
white surface under the hand to the felted hammer,
which strikes the wires to set them in motion.

The pupils are told that the piano is an instrument
of percussion and this condition must be reckoned with
in every note they play. They must learn to take hold
of the key, “play with it’—“aim with it,” “guide it”
to the sound, always with the “intention,” the ‘“pur-
pose” of making every sound “come off” just right.
They must listen to the very instant when the ham-
mer reaches the wire for the sound beginning—and
listen to its very ending. This exploring with the right
use of the key helps the pupils to forget themselves
and all selfconsciousness is gone.

The handicap of adult beginners most often men-
tioned by teachers is “lack of coordination.” My ex-
perience has proven the contrary. The adult as well
as the child who has never touched the piano is often
well coordinated and much easier to teach than one
who has through poor teaching or wrong practice ac-
quired bad muscular habits. These faults are usually
“stiffness” and “too much motion—motion in the
wrong place.” Few pupils have the patience or per-
sistence to overcome bad muscular habits once they
have been acquired over an extended period.

With the adult be-
ginner the danger of
these faults can be
explained — and the
means given whereby
they can be avoided.
After years of work
with adult beginners.
I still think as I did
at the beginning, that
they should be given
the same chance for
a musical education
as the more youthful
beginner. I tell them
“if music is worth
studying, it is worth
studying well.”

In this I have met
with the most eager
cooperation, and the
curriculum for every
adult beginner com-
pares with that of
any established music
school. The pupil
titen has a goal to
work toward, and
they feel they have
arrived at something
when I say, “Now you
could enter the sec-
ond or third year of
any accredited music
school.” 5

For the “first” and
“second grades” the
work is confined to
Folk Tunes and to
standard textbooks for adults covering the staff .ansi,
keyboard. With these are given the small ‘“classics,
never simplified arrangements.

The technical work for adult beginners is the same
as for children. Much of it given by rote. A few exer-
cises may be selected from Schmitt or other Prepara-
tory Studies—memorized and transposed as ea(_:h new
scale is begun. The scales, chords and arpegglos are
prepared by rote exercises—and not practiced or plqyed
as scales until the second grade. The major and minor
are taught as the same key—different modes of the
same key. If the “form” of the major and “form” of
the natural minor are learned and played in the same
key—the harmonic and (Continued on Page 466)
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Music and Study

Music.in New China
é% /an-CA ;n o[’ee

Dean, National Conservatory of Music
Chungking, China

Pao-Ch'en Lee was born in Peip'ing, July 18, 1907. He received the degree of B.A. from the Yenching
University (1930), the degree gf B. Sch. Mus. (1937), and the degree of M Mus. Ed (ngrual.y, 1945,
as of 1937) from Oberlin Conservatory. He has held many important musical positions in China, and
has been a promoter and organizer of many of the progressive musical movements in his native land.
In 1941 he organized and was one of the four conductors of the 1,000-'V01c_e Choral Concerf in Chung-
king. In 1942 he organized and conducted the Chungking Five-University Chorus.conce.ri fo'ur’. to
Chengtu. He has written many books upon choral singing and they have heen published in Peip'ing,

Chungking, Hongkong, and Calcutta.

HEN Generalissimo Chiang Kai-shek was kid-

‘;‘; napped by the “Young Marshal,” Chang
Hsueh-liang, in Sian in December, 1936, and
released on Christmas Day two weeks later, taking
with him to Nanking the kidnapper as his prisoner,
newspapers in this country called this incident a Chi-
nese puzzle. A Chinese puzzle is anything in China
that is unimaginable to the Westerners. What should
be more of a Chinese puzzle to the Western World, it
seems to me, is that China, during her eight long years
of unconquerable resistance to the Japanese invasion,
has been able to pay more attention to music than she
did for the past thouand years. To see a crowd stand-
ing on ruins of recently bombed buildings and singing

After a concert given to friends of the Alli
sponsored by the Chinese American In:
Chinese gown, in the center, is Minister Ch’en Li-fu,
American Institute. The photo was taken outside t

patriotic songs is inconceivable. To see refﬁ
by where the National Conservatory of Mus

the process of being built is unthinkable. It is again a

These pictures don’t seem to fit. Let’s go into it a little
selves that it is neither unimaginable and impossible n
zle.” And these pictures do fit.

The Glorious Past

That music in China has been more or less ne
sand years should not over-shadow music’s

was highly esteemed and considered one of

44

THE CHUNGKING FIVE-UNIVERSITY CHORUS
: es in Chungking. The concert was
stitute of Cultural Relations. The one with
vice-chairman of the Chinese
he Chungking Bankers Club.

gees in great distress passing
ic, a Temple to Culture, is"in
“Chinese puzzle.”
and convince our-
or a “Chinese puz-

glected for the past thou-
glorious other day when it
the six fundamental arts.

—Epitor's Norte.

China had the twelve-tone seale as early as the time
of Huangti, who became the first emperor in 2697 B.C.
When the most celebrated musical composition 7Ta
Shao, was performed during Emperor Shun’s reign
(2255-2205 B.C.), so the story goes, birds danced, ani-
mals skipped about, and phoenixes (mythical birds
that never existed) came to listen. Confucius, the
“Eternal Teacher,” heard it performed again about
sixteen hundred years later, and for three months he
did not know the taste of food. “I did not think,” he
said, “that music could have been made so excellent
as this.” There was a special Bureau of Music (Ta
Ssu Yiieh) in the Chou dynasty (1122-222 B.C.) to
take charge of musical affairs of the country; the staff,
performers, and dancers
numbering 1,465 people or
more.

Music in Emperor Ming-
huang’s time (713-755
AD. in the T’ang dy-
nasty reached its highest
peak. Music was divided
into ten kinds, and in-
struments were of more
than one hundred vari-
eties. In various services,
ceremonies, and banquets,
several hundred musicians
would accompany about
the same number of danc-
ers, forming a most im-
pressive sight and making

The conductor is Mr.

Chin TAi-sheng.
broadcasts in Chung e

king. They wen

THE NATIONAL CON

PAO.CH'EN LEE

the grandest unison music of all time, Ming-huy
also organized the Imperial Academy of Music aj
Drama, known as the “Garden of Tears,” superisi
in person the training of apprentices, and often p
ticipated in performances himself, He is thereim
known as the most romantic emperor in China. (-
cidentally, his famous concubine, Yang Kwei-fei v
considered one of the four most beautiful womeni
Chinese history.)

Music in the Past Hundred Yeas

Chiefly through Christian influence, Western mu
began to find its way to China about a hundred yes
ago. One could hear hymn singing in churche §
gramophone record or two of Western music in hong
and once in a while a brass band on the street &

American friend of mine once told me that years i

he heard a band playing in a funeral processio-
right in front of the coffin of the deceased old ladj—
American dance tune called, I Wonder Who's Kissif

Her Now? The tune I often heard played in wedd}

ceremonies when I was a little boy, was a hym, ¥
We Meet at Jesus’ Feet. :
Although the music (Continued on Page

SERVATORY ORCHESTRA IN CHUNGKING

o o |
This is a professional orchestra, giving regular concer® g ol
t to Kunming and Chengtu last year and gave @ ¥

concerts to the American Air Forces.
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WHAT A FRIEND WE HAVE IN JESUS
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CHARLES CONVERSE
Arr.by William M. Felton
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Grade 23.

RIVES IN THE MOONLIGHT

Vivace. M.M. ¢=96

frp)
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from Costa Rica

STANFORD gy

: n a Round Tabler for three
Ia‘:: ::fﬁ I love it! I, too, have some
b

P’lﬂblwe,nhi to do with a girl who reads
ol but plays an octave off2..
5 What to do when a pupil knows a

"e well, but forgets it in the recital?

Lt
| Y

L] Y

i

C’ ; S
N

-

pi;CA teacher who studied in an English
; d me she was told that

w~

olall

atory tol
servalory that

*‘7%

G > X

o is a new-fangled idea;
E?gﬁmx;isters used music; that some-
ane onee played by memory and so every-
¢ has fo do it now, so they won't ](.'()k
» though they were dumb. . . . I've

mn

)

L
Py

i

ways Tequired memory work. What
;}Jouilit?—MIS. E. E. H., Costa Rica.

:

e

1
i

o

BN

3 That's been the trouble too long in

72k,
2

I o

iano-teaching world. . . . Someone
9 e glealiays being told by someone who has
jeen told by someone else to hold his
jands in a certain fixed position, to fall
oo whack the keys, to repeat an ex-
adise thirty-two times, or to do any of
2 i hndred false things which have

N

pen perpetrated by teachers of past

gnerations. . . . As & consequence piano

o)

e - E
==

i
3

V4 L k.

faching has often degenerated into a

Q-

vidous circle of stupid, unsound, parrot-
ulk hocus pocus. So, to heck with all
tie moss-backs and their theories!

Wiat did the old “pedagogues” know

aoyt the conditions under which we

lie—the present day necessity for econ-

—

ony in learning processes, for swift, in-
tense thinking, for mental challenge and
simulation, and all the other factors in
modern education?

Thet ancient mnot-playing-by-memory
wstom is one of those silly old clichés.

£7
~e
)

e

K
i

... Let's use our own intelligences for

i
|

W%— 2 change, Ask yourself some questions:

How many artists or pianists play in

piblic with notes? Why do almost all of
them play without notes? Do you prefer
foplay with notes or not? If you want to

use notes, why shouldn’t you?

BN
XX
Lie
17, il
e

* Y | Dnother words, music is studied for
§ Uleesure and release. . . . Therefore, con-

tinue to.do as you have done—teach
jour pupils to play both with notes and

uithout notes. . , , If g
/3\ ” }[/\ they are persuaded
m :

e

lh
P leggiero

T
=~

rid,

)

)

)

- Eﬁ‘r’:mus all the “black notes” and a crazy
v i atic scale. The pure-tone scale of
becai?g Clal{dius was still in use, and
4 D-ShOf this E-flat could not be used
Gty arp‘, nor B-flat for A-sharp, nor
. Ip for A-flat. So about the end of

Sixteenth century, the “even-tem-

Pered” ; 2
4" scale came up for discussion,

W :
i volcanic explosiveness.

The Even-Tempered Scale

Uy
e plaiknleede"flf}-tempered scale can be ex-
ey qu{te simply. There are twelve
— 1 S i the chromatic scale and

et

w .
®e inches to the foot, So the scale is

g — &Y.
] :‘]j snp:empered when its steps were even-
¢ed, one “inch” for each semitone
Copyri 4 4 - ;51 2 1 ! Wo “inches” for each whole tone.
Copyright 1942 by Theodore Presser Co. Jr—
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Ch:n Ienakes the flats and sharps inter-
and%ab,l e with one black key for both,
fat’s all there is to it.
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The Teacher's Bound Table

(Continued from Page 432)

that they can pla

- : 1 y more freely, happi
or easily without notes, let tsllem p;?lig
that way. If taking the music away from
them ruins their fun and zest let them

use their notes.

The reasons that most persons prefer
to play by memory are obvious: the for-
complication being re-
m_oved, and the music rack (of a grand
plano) set down flat, they actually hear
. . They feel less tram-
melled, less constricted. . . . For most of
them the danger of memory lapse is
many times offset by the compensating
freedom which release from the printed

midable “eye”

much better. .

page affords.

2. Perhaps here is a case in point. . . .
pupil may be one of those who
should use notes. In the stress and ex-
citement of the recital she may need the
music-crutch to bolster her confidence.
know, some players prefer to
have the notes on the rack even if they
never glance at them. . .
to the fact that this is a very comforting

This

As you

feeling!

1. Golly! I don’t know how ta, answer
that one except to recommend trying to

@ THE FIRST OF A SERIES OF BALDWIN ADVERTISEMENTS IN TRIBUTE TO WORLD-FAMOUS ARTISTS

. I can attest

have the pupil locate the beginning of
each piece by relating the music staff

with the piano-maker’s sign on the fall-
board of the instrument. On a Steinway
piano, for instance, the first “S” comes
almost exactly at middle C.

tainly such a prop is foolproof!

piece began thus:

she could orientate herself by saying
aloud, “Right hand, first G above mid-
dle C, left hand, first G and C below
middle C’—putting her fingers on the
keys as she talks. . . .
her actually speaking the locations be-
fore she touches the keys.

The Philosophy of Sound

(Continued from Page 436)

.. Cer=
o Ity

But insist upon

The difference between the even-tem-
pered and the pure-tone scale (which |
is also slightly tempered) is in the spac-

ing.

sorts of whole-tone: ; :
and a fairly wide Semi-

a minor (m);

The Ptolemy pure-tone has two

a Major (M) and

tone (S). The spacing then is as follows:

Major Scale:
Spacing:

oD EF G ABGC
M m S M

mM S

Each has its advantages and disadvan- -
tages. With the even-tempered the same
black key can be used for sharp or flat,

permitting free modulation;

with the

result, its critics say, that its.harp'xomes
are dulled and all sound alike in any
key. The pure-tone scale has pl_lre nat-
ural harmonies, as anybody will agree

who has heard-
(Continue

an @
d on Page 473)

capella Russian

«FORW ARD MARCH WITH MUsIC”

The choice of piano virtuoso

JOSE ITURBI

The name Iturbi and Baldwin are insep-
arable. It is virtually impossible to think
of one without the other. For his unique
adaptability to the entire range of idioms
from Mozart to de Falla, the Baldwin
has proved his ideal expressive medium
. . :in his own words: “the supreme
piano responsiveness.”

At the baton, his demand for extreme
technical exactness, precise instrumental
balance and coordination, is but the
wider evidence of his insistence on a
piano capable of the soundest artistic
values. The Baldwin, Iturbi states, ‘‘is
incomparably superior in tone, touch
and scale.”

Soon again the Baldwin and Baldwin-
built Pianos will be available dedicated
to the highest inspiration of artists,
teachers and students. Meanwhile your

. Baldwin dealer has set one aside so any

interested person may hear and play it
at any time. Let him tell you when and
how you can own a Baldwin-

Baldwin

THE BALDWIN PIANO COMPANY, CINCINNATI

Also makers of ACROSONIC, HAMILTON and HOWARD PIANOS

- 465



Every piece listed here is one you will
want for your own music library. They
are works that everyone knows and likes
to play. Each is tastefully arranged.
And, best of all the Century price of 15¢
a copy makes it inexpensive for you to
own all of them.

3490 Romanze, Kleine Nachtmusik, C-4... Mozart
3562 Intermezzo, L’Arlesienne, Eb-3..:.....Bizet
2452 Valse Triste, G-4-5........... ... ... Sibelius
129 Allegretto, 7th Symphony, Am-4 . Beethoven
3561 1812 Overture, Condensed, Eh-3-4
Tschaikowsky
3566 Roumanian Rhapsody No. I, A-4.. ...
3723 Hallelujah Chorus, Messiah, D-4. . .

nt-Saens

3330 Danse Macabre, Gm-3 R}
3422 Pavane pour une Infante Defunte, G-4. Ravel
2334 Minuet, Symphony in L R S L Mozart
2198 Largo, New World Symphony, Db-6.. Dvorak
S60LI T Espana, o4 R e Chabrier
2003 Rosamond, Ballet Music, G-3....... Schubert
361  Poet and Pcasant Overture, D-4. ... ... Suppe

3721 L’Apres-midi d’un Faune, E-4. . .. . Debussy
3643 Allegretto Scherzando, 8th Symphony,

Bhedl e Beethoven
3642 Good Friday Spell, Parsifal, C-3..... Wagner
3720 Danse Russe, Petrushka, C-4. .. ... Strawinsky
1529 William Tell Overture, Em-5. ... ... .. Rossini
3722 Festival at Bagdad, Scheherezade,

Qe e Rimsky-Korsakoff
3236 Finlandia, Ab-6... .. ... & G Sibelius
3380 Trumpet Piece & Air in D3 Purcell
3340 Marche Slave, Am-4... . . .. .. T'schaikowsky

3644 Polka, L’Age a’0r, C-4.. . Shostakovitch
i531 March, Athalia, F-4 .. A . .Mendelssohn
3719 Polka, Bartered Bride, C=d =7 Smetana
3182 Cortege du Sardar, E-5. .. -Ippolitow-Iwanow
3559 Waltz, Serenade for Strings,

G- Tschaikowsky

Ask your dealer for Century music. If he can-
not supply you, send your order direct to us.
Our complete catalog listing over 3700 num-
bers is FREE on request.

CENTURY MuUsIC PUBLISHING CO.
254 West 40th Street New York 18, N. Y.

Things Some Teachers
Ought to Bnow

(Continued from Page 434)

try to play—no, nothing grand, but good
old Twinkle, Twinkle Little Star out of
the beginners’ book.

Group activities have an even greater
appeal for children than they do for
adults, and many elements of musical
knowledge could be taught in classes.
Obviously, the major function of a class
should be to give the children practical
experience in the fun of playing duets,
but watching my own children has made
me feel that simple harmony would also
be important. Children pick up tunes
easily, and they all enjoy figuring them
out on the piano. They would get even
more pleasure out of this if they could
experiment successfully with their own
simple arrangements.

Children are very sensitive to the
operation of the pleasure-pain principle,
and in music lessons as commonly given,
the pain aspects soon begin to dominate.
What pleasure there is, is on the level
of the adult and the talented child, not
on that of the normal child. I agree that
in two years of my kind of lessons the
child would not progress half as far
technically as the child taught by the
usual methods. On the other hand, the
child who has lessons for four or five
years will know more in the long run
than the child who breaks off at the
end of two years. The open piano is a
drawing card second only to the ice-
chest in our essentially unmusical house-
hold. Every child who enters the house
Sooner or later begins to fool around on
it. The preservation and gradual develop-
ment of this spirit, not technical pro-
ficiency alone, should be the aim of music

FRANKIE (ARLE-Znesiicni Ontstandling
‘57‘0/ Modesn Pano Mlaying

<
2 1
TRy
/P'P'ﬁ/s?
P>
0/ Hone ? 2
ﬁt/vuz'e melodies
AS HE PLAYS THEM
MISSOURI WALTZ (Swing Arrangement)
HINDUSTAN
DOWN BY THE OLD MILL STREAM
ON THE ALAMO
THE ONE | LOVE (Belongs to Somebody Else)
WITH NO MAN OF MY owN

Published separately in sheet
usic form. Each number . . 40 i

Buy them at any music store or direct from

Forster Music Publisher, Inc.

216 South Wabash Avenue, Chicago 4, Illinois

Answering Etude Adver-
tisements always pays
and delights the reader.

WM. S. HAYNES COMPANY
Fuutes or Distincrion
STERLING SILVER—GOLD—PLATINUM
Catalog on request
108 Massachusetts Avenue, Boston, Mass.

lessons for the average child.

The Art of Song

Accompaniment

(Continued from Page 435)

be given a much more restrained back-
ground. The stressing of such Ppoints may
strike some readers as platitudinous, but
they are so often nheglecteyl that one is
driven to conclude that they are among
those fairly numerous commonplaces
which many people forget because of
their very obviousness.

To be alert to all ritenuto and collg
voce marks, in short, to all marked
rubato, is only half the battle. The ac-
companist must “feel” the singer’s rubato
as sympathetically as possible—often no
easy task—and, unless he knows the song
intimately, must read all three staves, not
merely his own two, plus the words of
the voice-part, ang listen intelligently to
the singer. By listening intelligently, he
n}ay gather, from the way the singer be-
gins to shape g phrase, a fair ideg as to -
yvhat he will make of it as a whole—how
it will 1ilt, the way he will approach and
leave its climax-note, The accompanist
must know this, jeel this, beforehand.

Close attention to the singer’s inter-
pretation is just as necessary in the case
of someone with whom the accompanist
has Previously practiced the song, as in
that of g stranger he is accompanying
at sight. Few musicians, unless they arz
too mechanical to be true artists, in-

minor as the same key solved the prob-
lem with the scales.
scalg the simple chord relations are
taught and the pupil
with them in
to simple songs

past year has been
Ten who came in
half-hour lessons an
each day—were all
“Christmas Carols”
book published by Theodore Presser Co.
Genevieve—twenty-tw :
has finished the
twelve weeks;
Korea, has covered t
the same time; Roi
Hanniba], Missouri, i
no more an adult beginner,
begun‘ the “third grade.”
this article to her and aske

terpret a piece twice in succession in
precisely the same way. The total effect
may be the same; there may be no con-
scious variation; but, perceptible or not,
there are likely to be differences, and
the accompanist must not be insensitive
to them.

It is not uncommon for a singer to
practice a song carefully in one way and
then to sing it at a concert in another.
The change may be unconscious, due to
nervousness, or it may be a sudden burst
of fresh insight, but the accompanist
must be prepared for the phenomenon.
Tempos are often quite unconsciously
changed in halls of different sizes; the
voice accustomed to practicing in a com-
paratively small room instinctively ad-
justs itself to the slightly slower pace
demanded by the acoustics of a large hall.
The accompanist must not try to hurry
the singer because he is not taking things
at just the tempo to which he is accus-
tomed. On the other hand, one must re-
member that every song has its all-per-
vading pulse, modified in detail as it may
be. The piano part must not be slowed
down where the singer has long sustained
notes; an instinctive tendency to broaden
out at such points must be guarded
against. A well played accompaniment
should give the singer as much support
in.rhythnﬁx as in intonation.

The pedal must be used more eco-
nomically in accompanying than in solo
playing. Above all, one must remember
that in accompanying, as in singing a
song (and as in most things where art is
concerned) the whole, despite all that
the mathematicians may say, is a great
deal more than the sum of the parts.

Adult Beginners
Want to Learn

(Continued from Page 443)

melodic forms of the minor added—after
the natural “structure” is understood—

no difficulty need ever be found in the
scales.

Years of examining pupils in high

schools for “major music credits’” gives
me reason to agree with Elizabeth Gest,
Editor of the Junior Department of Tue
ETUDE, who once said in a lecture to
Music Teachers in Washington—that in
every
whether beginners or advanced — the
scales and the pedal were the
points —that teaching the major and

exXamination of piano pupils,

weak

at 15¢ a copy. An edition of C1. .

would be proud to own i]:;mn-ywl
Each copy complete and unubrism‘;'
well edited; well printed. Examine fﬁe;
pieces and you will see of once ﬂ?e
Century Edition has much Mmore +hui
low cost to make it desirable, N

;ﬁg 2:"5'"“& Op. 57, Db-¢
ude (Black Key) Op. 10, N, ?
2543 Etude (Revalutionary) 0. 11, v, oy
2544 Etude (Butterfly) 0p. 23, No. 9 oo™
1180  Fantasie Impromptu, 0p. ¢, Cimg
587 Funeral Mareh, Sonata No. 2, Bim-;
254 Impromptu, Op. 29, 4b-5
3251  Mazurka in Bb, Op. 7, No. 1,-3
3256 Mazurka in G=m, Op. 33, No. 1 -4
164 Mazurka in Gm, Op. 67, o, 3, %5
1176 Nocturne in Eb, 0p. 9, o, 5, 7}
3343  Nocturne in Fz, 0p. 13, No. 2,7
2354 RNocturne in Gm, Op. 15, No. 3, -4
3424  Nocturne in Db, Op. 27, Ny, 2 -6
337 Nocturne in B, 0p. 32, Ny, 1,’-5
338 Noeturne in Gm, 0p. 37, No, 1,-}
339 Nocturne in G, Op. 37, No. 2,-5
340 Necturne in Fm, 0p. 55, No. 1, -5
1725 Polonaise in Czm, Op. 26, No. 1, -4
3483 Polonaise in Ebm, 0p. 26, No. 2,5
1181  Polonaise Militaire, 0p. 40, No, 1, 4-4
853 Preludes, Op. 28, Nos, 3, §
854 Preludes, Op. 28, Nos. 6, 7, 9, 20
855 Prelude, (Raindrop) Op, 28, No. 15, Di;
3346 Scherzo in Bbm, 0p. 32, -7
2444 Waltz in Eb, Op. 18, -4 -5
1768 Waltz in Ab, Op. 34, No. 1,-5
3352 Waltz in Am, Op. 3}, No. 2,-3
3484 Waltz in F, Op. 34, No. 3, -4
3425 Waltz in Ab, Op. 42, -6
1175 Waltz in Db (Minute 0p. 64, No, 1,3
1174 Waltz in C2m, Op. 64, No. 2, -}
3255 Waltz in Ab, Op. 64, No. 1, -
3351 Waltz in Ab, Op. 69, No.
2446  Waltz in Bm, Op. 69, No.
3353 Waltz in Gb, Op. 70, No.
3485 Waltz in Fm, Op. 70, No.
3486 Waltz in Db, Op. 70, No,
1717 Waltz in Em, No. 1}, -}

Ask your dealer for Century music. If he con
not supply you, send your order direct fo .
Our complete catalog listing over 3700 nym.
bers is FREE on request.

CENTURY MUSIC PUBLISHING Co.

254 West 40th Street New York I8, N.), J
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SWING PIANO Ax : i
PLAYING . . added to Boor" ios” s
Your Teaching Program
Increases Your Income! :
perfect time, touch and rhynm

Be a hit! Our Break Bulletin
contain fascinating arrang-
buildinbg e!E;;?
-songs and standards by m

figures, riding the melody, €

With every new

bil told to “explore”
playing accompaniments

In Memoriam (song)......

Quality
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My work with adult beginners this
unusually gratifying.
October—after ten
d one hour Practice
able to play the
in Ada Richter’s

0—who is Polish,
“first grade” work in
Sophie — twenty — from
he same ground in
ta — twenty — from
s after five months,
as she has
When I reaq
d if she would

(Continued on Page 480)
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Develop the
Inflvential Quality

Feuchtinger Voice Nelh'
GUARANTEED

how . . . mﬂ'"”’“ﬁﬁ
bm‘ﬁ'v%‘ﬁm m:gﬁ%‘ﬂo tnger Ll
Book, sent FREE,
17 years of age unless signed by pared!

Axel Christensen's Complei

cepted, will enable you
teach your pupils to quickl
glamourize popular melodis
really modern style wilt
m. Very liberal wholes
AR al colleges. Send for ée-
tails if your local telephone book does not li ¢
Christensen School.

PIANISTS! =2

choruses of popular hit
of novel breaks, bass
Serd 29 ¢ nts for sample copy.

CHRISTENSEN SCHOOLS OF POPULAR Mt
752 KIMBALL HALL BLDG.  CHICAGO 4l

ESTABLISHED 1903 S

STANDARD SHEET MUSIL ==

L
Standard| o, e Desert Air (Instr.).....&

THE SOLO SHOP - South Egi.

Auswered by DR. NICHOLAS DOUTY

IMPORTANT!

4 eme wartime paper restrictions, all
°m:$mnd to this department must not
7 exceed one hundred words in length.

indicated in the score, but to use a slang ex-
pression ““She got away with it.”

7. Miss MacDonald has a very attractive,
sweet, clear voice. We are under the impres-
sion that she calls herself a lyric soprano. You
might write to Miss MacDonald in Hollywood,
California, and perhaps you will be fortunate
enough to get a personal reply from her.

Difficult Questions
AQCh}s':;;o: girl seventeen years of age and
lht;ue o voice range from one octave below
Middle C to two octaves above Middle C.
1. Please tell me what type of soprano I

! s
”;' What are some classical songs suitable to
my voice that I may sinq? d
2. What are some voice exercises that I
cauid use and how many minutes a day should

tice? ; :
Ig.mlflow can I train my voice so that it will
be higher and clearer?

5. What was the highest note ever sung and
by whom was it reached? : ;

§ Is it possible for a person to train him-
wlf for a musical career without the help of
wice teachers and so !oﬂh?A

1. What type of soprano is Jeanette Mac-
Donald’—E. J. G. -

A You have told us nothing about your
wice except that it is a soprano and that it
has the unusual range from

=
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Another Young Basso
Q. I am fourteen years old and I realize
that I am too young to worry much about my
voice, but I would appreciate any advice you
may give me which will help me to have a
good voice when I am older. I desire to be-
come a low bass and I sing second bass in the
school choir, although my wvoice is not as yet
very low. I sang almost constantly when my
voice was beginning to change wusing the fal-
setto, I have studied the piano for six years
and also play the organ and the flute. To de-
velop my voice is my greatest ambition.
—J. M. H.

A. As you sang in a choir as a boy and since
you play the piano, the organ and the.ﬂ‘ute
you may call yourself a fairly good musician.
This knowledge will be of immense value to
you in- the future. You must remefnbe_r th_at
at fourteen years of age a boy’s voice is still
in the transition period. He is neither a bass
nor a soprano. If you take singing lessons you
should be extraordinarily careful in the choice
of a teacher, who will see that you are brought
along slowly and carefully and _not forced be-
fore the public too soon, even if you seem t‘o
be unusually talented. Many young voices are
hurt by this method. If you_have any f?ar
that your voice has been §tramed by singing
during your adolescent period, a la}'}fngoscopllg
examination by a competent physician wou
surely answer the Question. qutunately thhe
boy’s voice is apt to be less delicate thanht e
girl’s voice and it is quite Iike_ly. that you ays
not suffered any permanent injury. We wisl
you every good luck in the world.

to C

Is it light or dark in color, large or .\mzll‘l in
volume, better suited to smooth, legato sing-
ing or to scales, trills, roulades and so forth?
It would be extremely hazardous for us to
atempt to classify your voice without know-
ing these details about it and yet your whole
future progress in the .vocal art is dependent
upon a correct answer to them. You shou}d
sing for the most famous singing teacher in
your neighborhood and ask his advice.

% There are many published collections of
more or less classical songs easily avallgble
in the soprano keys. Also there are collections
of the songs of Schubert, Schumann, Brahms,
Bach, Handel, the French composers, Hahn,
Dupare, Massenet, Debussy and many others.
Some very valuable collections of early Italian
Songs are also easy to obtain.

3 Here are the names of some of the more
Usial hooks of exercises for soprano Vaccai
—‘Practical Method” (English and Italian
words), Concone—Vocalises, Marchesi—Opus
1, Nellie Melba’s Method, and Shaw & Lind-
%2y's “Educational Vocal Technic.” The pub-
lishers of Tre Erupe will be glad to send you
&y or all of this music if you will order it.

ctice faithfully several short periods every
ay. Never practice until your voice seems
tired and sounds hoarse. ;

_4and 6. As your skill in the use of the voice
iproves (breathing, tone production, word
‘Ormation, resonance and so forth) your range
5 apt to become a little longer and the power
0§ your yoice to increase. It is enormously
tificult for the usual person to learn the com-
Micated technic of singing without a teacher
Epecially if he desires, as you do, to make
3 career of it. You need singing lessons and
the sooner you get started the better.

The Ex-Choir Boy of Sixteen Who Wants
Si Again
l()Qs.lllll"‘gromg the age of temn to ;fourtegn I sang
very clearly in a boyish soprano voice. Fm‘lm
books I gathered the impression thfzt dearg
singing was not always goo% asfif;;g:; Ig:w
o 5
tightened the vocal cords. - toped. Moo
not control the urge to sing agawmn.
{isi‘;:,ing to the operas onFSl;lt;ndaIywsi dId%an zg
join in. I can sing from elow ¢
gn::bzﬁw High C although I rarely try to snczli
now. I accompany parts of;hetfleno:z&n{seoclzz s
! Duet from “Tristan a 5
Z{Ldthle IIchgzeu most of the .words by heartéxf
would like to study singing but tI lgg b
tremely sensitive and I would mo 1, g
members of my household to know it as o
hate music. I have still a half year of tsc také
;Zt when I am on MY OWMN, i ‘mtendd Iocould,
lessons. My parents are out all day a‘;nit L
practice undisturbed. Would yo'u]E ;Liu LI
half year or would you try to study OY

self?—W. F. W.

A. Please read the answer to J. E. H. in this

o
jssue of THE ETUDE. Of course you are twi

i ur voice is there-
. No one could possibly have the ency- years older thanlhe ljtff;ﬁ yﬁlan ice {3 there,
tlopaedic knowledge to answer this question fore more nearly Se led “than bis, but the
icurately, A few months ago a young SO- principle is the. 53’-“3;6 our-iesett fE Y
Mano sang the Doll Song from Offenbach’s sing seems to ﬁn ;c tose: cenaly Qo
“Tales of Hoffman” for us and introduced the vyoice and perhap e talent, enough at
& “Srh least to entitle you to take i |
s‘}elé:)uld be willing to lcom;r;;finc:owf‘orth e
i tones, scales C , r
;%Slfaz;ai?npt to sing sucl} dllgﬁ(f}lifl }i?(:;lslgn?; g;z
“Tristan and Isolde s
duettgg rgingers in the world are atble Ecg n;ﬁh :
_%é‘:a Learn to walk bEfl())re’sy(S)ﬁo rtryEight-bar
r 4 ises, Sieber
Conci)_nes :r:)(fal\l’Saecci’s Practical Meth(l)dTeac?:
gﬁc:rl:;sd Lindsay’s “Educatior%al ;llo;ﬁu e
: Most of a
(e i ou.
g nilegs}slgnlsleflfmr}: a first class _:eacher Now-
gxeafr;:;e you develop any bad habits.

A-flat

-8 the final note. It was strong, firm. well in

€ but to our ears somewhat strident. This
e wag also sung staccato in the same song
12 production of the same opera which took

To the Woman

with an

ear for Tone-

°
As soon as you hear the glowing tone of the new Jesse

French Piano you’ll know what we mean when we say it

sounds better than ever.
French technicians worked with Dr. William Braid White
in developing important scale and tonal improvements.
Dr. White is America’s outstanding authority on piano
tone and construction.
The improved musical qualities of the new French Piano
match the distinguished beauty of Alfons Bach’s exclusive
and brilliant styling. Here, indeed, is the piano you’ll
want in your home of tomorrow.
Buy War Bonds now— buy a French Piano when

our war job is finished. Ask your piano dealer.
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crease the technical facility

valuable helpmate.

The simple, .direct and modern approach which
characterized GRADE ONE of this course, has been
incorporated in the design of GRADE TWO. The
purpose and aim of GRADE TWO is to build solidly
on the foundation established in GRADE ONE, in-

stimulate his appreciation of music. Just as GRADE
ONE has been enthusiastically accepted as the
course combining student and teacher appeal, so
will GRADE TWO prove a reliable guide and a

take priide cn

MICHAEL AARON PIANO COURSE e

ON CONTAINING
« Original Melodic Material + Pedal Studies

of the student, and

PLAYSONGS

PIANO INTERLUDES

phrasing and moods.

Mabet Beathoff's

ORIGINAL PIANO COLLECTIONS

A children's book for use in the home or the classroom. Contains a host of
amusing rhymes and educational illustrations.

PIANO FROLICS FOR YOUNG FOLKS

A group of ten original compositions for use in playing and teaching. An
excellent folio for the studio or classroom.

An appealing collection of piano solos for late fourth year students. Enables
the student to give delightful home recitals.

KEYBOARD SILHOUETTES

for the more advanced piano student, this book teaches the technique of

Price 60c

Price 60c

~

Price 75¢

Price 75¢

The Boys' Choir

(Continued from Page 437)

of course, forbid the use of women at
.the altar, and for them there is no choice
in the matter. But many denominations
a.re using girl choristers—anywhere from
six to sixteen years of age—and are de-
veloping beautiful programs. A boys’
choir produces a larger tone, but girls’
choirs have a lovely quality and lend
themselves well to such services as they
are permitted to take part in. And the
girl choristers emerge, at eighteen or 50,
with well established, well ‘set’ vocal
techniques.

‘“The secret in working with children,
to my mind, lies in making them want
to_ sing. The greatest patience and good
will are necessary. From the choir mas-
ter’s attitude grows the enthusiasm of
the boys. If he stimulates that enthusi-
asm, half the battle is won.”

The Place of Music in
Military Hospitals

(Continued from Page 433)

combination, a violin and a piano with
one or two soft-voiced instruments is the
}c:est. Of all instruments the piano is best
liked and best tolerated. Vocal music ex-
cgpt in the case of the very por;ular
singers, is not accepted as well as instru-
mental music. Sopranos, unfortunately,
are not very popular, and this includes
same of the great operatic stars. The
patients are not inspired nor soothed by
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!;he high notes which invariably creep
into their songs. It has been found that
sopranos sing many more operatic num-
bers 1':han any other type of singer, and
in spite of what the singers and critics
may say, very few of the patients like
operatic numbers. They feel that the
singer is gratifying a personal desire to
show qﬁ and thus is lacking in sincerity
a quality which is sensed so quickly by'
thg boys. Sopranos could easily correct
this condition. o
There s a tendency on the

xpe_dical officers and many trainggr:m?f
slma'ns to disparage bopular and swing
mu§1c and its influence, and to class all
of it as trash. Perhaps this is because

. most of them are beyond midlife. How-

ever, when groups of young soldie i
hundreds of Post Exchangesgall oveistlllz
country will stand around and deposit as
many as twelve nickels in g juke box to
hear the same tune many times over
a_nd over again, or go to g dance and
simply sit around and listen to the or-
chestra, the influence of such music can-
not be denied. Unfortunately very few
of the medical officers, and Ppracticall
none c_)f the trained musicians ever actus-,
ally visit these Post Exchanges at night
to find out what the boys really like. Un-
f(_)r.tunately also, many musicians i1‘1 de-
riding popular music pick upon the ver
boorest examples of some passing novelty
anq _hold it up to scorn, and base theiﬁ
opinion on such of it as is really trash
Jjust as the boys in scoffing at operatic or,
clasmf:al numbers invariably pick on one
that is a gymnastic outrage such as the
{ewel Song, and overlook the truly bea
tiful things. Millions of our boys weg;,
away whistling bopular, sentimental
songs, and they will come back with the

GRADE TWO

A collection of twenty delightful songs

in history. Appropriate for group or solo

e MAGIC WORDS e PLAY FAIR
e PROMPTNESS e GOOD CITIZENS
¢ BE A LEADER e TABLE MANNERS
e NEATNESS e GOOD NEIGHBORS
e TRUTHFULNESS e POLITENESS
AND OTHERS

« Classics of the Masters
Arranged for Grade Two < Note Reading Games

« Construction of Music

Theory and Harmony
and Many Other Important Features

Ak to examine & af youn Dealer

R T e A T L T R T s T S O .

SONGS OF CULTURE

FOR CHILDREN
by GEORGE Le ROY LINDSAY and M. JAFFE

etiquette. Eoch song is prefaced by a thoughtful proverb from faomous people

CONTENTS

« Visual Teaching Aids

+ Dictionary of Musical Term;
« Student’s Practice Record

PRICE $1.00

for children, based on the rules of

singing.

PRICE 60c¢

Broadway, New York 19, N. Y.
—

same kind of songs in their hearts. Songs
which live with these boys cannot f)e
trash.

No one would be so foolish as to say
thavtiour wounded boys want or neea
nothing but popular or swing music, and
surely no one would urge artists and per-
formers of classical music to attempt to
golmodern and present swing music. But
11; 1s recommended that such trained mu-
Siclans cease to turn up their noses at
popular music, and begin to use better
Judgmex_lt in considering the desires of
tbe batients and present their numbers
sincerely for the benefit of the patients
rather than for culture and self-gratifica-
tion.

- The young person’s sense of rhythm
1s more acute than that of an o]der‘ per-
son, or at least he has a greater desire
for .accentuated rhythm. Therefore, if the
batient needs the stimulation of rhythm
modern music should be used, for o}llv itz
has‘the accentuation which the y X
soldier understands and feels. Only~

ern. music furnishes the
desires.

oung
mod-
rthythm he

Music when Jjudiciously utilized can do
much for nheuropsychiatric patients be-
ca}xse certain melodies or words
bring about a
nature. It is t
realities which
patients more
psychiatrist, g
which there
minds,

The Army has learned
brocedures in such cases
work has been don :
Guy V. R. Marr
ices who has be
General. The w

lodi may
Ssoclations of a familiar
he revival of these basic
often aids in making such
accessible for the neuro-
nd builds a bridge across
may be a meeting of the

Some specific
Much of this
done by First Lieutenant
Iner of the Special Serv-
gn loaned to the Surgeon
riter has worked intimate-

“FORWARD MARCH WITH /’MUS)C""

ly with him in preparing the official doc-
trine on the use of music in Army hos-
pitals,

Here are the outstanding things ti¢
Army has learned: First, the patient
groups must be small and without out-
siders, especially in the early stages. It
has been learned that, in general, th
piano, played rather softly, is the mos
acceptable instrument. Small string en-
sembles. are next in line. Vocal music i
not generally acceptable at first.

As for the music, it has been foud
that simple folk songs played on the
piano are by far the safest and best I
the early stages in these neuropsychiatrt
cases. These folk songs, although g
erally unknown to most of the soldiers
have a quality of always “being right’
They seem to resupply, or reactivate the
mother-child complex, and temporariy
offer security and sanctuary. It appeat
to offer the same sort of comfort thﬂ}t
the child gets when his mother kisses I
hurt finger.

The Proper Approach Imporian!

A very simple, friendly approach Vil
a short explanation of the age and ori¢?
of these folk songs, and how they ha%
given pleasure and contentment 0 ¥
many generations, is often very helif
in getting attention and codperation {10
the men. After getting the attentiol of
the patients through these old folk s
it is generally easy to progress 0 the
shorter melodic numbers of the mast&®
Long numbers should never be used

Minor keys and accentuated iyt
must be avoided in these wards. The 2™
sic should be simple and melodic, and
always softer than in other wards

(Continued on Page 480)
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Ahswered by HENRY S. FRY, Mus. Doc.

No questions will be answered in THE ETUDE unless accompanied by the full

name_and

dress of the inquirer. Only initials,

or psendonym given, will be pub-

lished. Naturally, in fairness to all friends and advertisers, we can express no opinions
as to the relative qualities of various organs.

IMPORTANT!
Owing to extreme wartime paper restrictions, all
inquiries addressed to this department must not
exceed one hundred words in length.

Q. For ¢ number of weeks the church of
uhick I am organist has broadcast on a local
ndio station one evening each wegk. Our big-
gest problem seems to be to bring out the
qulity of the organ on the radio. As a rule
ue have a fairly large congregation and they
sing very loudly. I have tried several stops,
but none seem to come over the radio wcll.
1 use very little pedal so know it is not the
pedal. Also, when would you say it is advis-
dle to use the tremulant? Do the publishers
of Tie ETupe have any literature treating o)
the Hommond organ and any music books
giving registration for that instrument that
«n be used for church work?—G. H.

A. We suggest your taking up the matter
with the builders of your instrument, as they
would, we should think, be interested in the
instrument coming over the radio satisfac-
torily. We are sending you the builders ad-
dress by mail. The best advice we can give
you as to the use of the tremulant, is to use
it when it seems fitting to do so. Some tremu-
lants are very objectionable and others are
not. We suggest your examination of the fol-
lowing books treating of the Hammond organ:
“Dictionary of Hammond Organ Stops,” Irwin;
“Playing the Hammond Organ.” For music for
the instrument (registered), we suggest the
book “At the Console,” Felton.

These books may be had from the Pub-
lishers of Tee Erupe, as well as information
abonlg other books registered for the Ham-
mond.

Q. Recently I purchased an old reed organ
with eleven stops. I am certain this instru-
ment has many possibilities, but being a piano
student, I do not know how to use these stops.
I should like to have some compositions writ-
ten for an organ of this character, or a book
for beginners on the organ. If you can nmame
such books and advise where I can secure
them I will appreciate it—H. M. G.

A You do not name the stops included in
the organ, and we will attempt to give you
Some general information which may apply to
the instrument in question. 8 stops speak
lormal tone (same as piano), 4’ stops speak
a octave higher, 2’ stops two octaves higher,
and 16’ pitch one octave lower. Landon’s Reed
Organ Method contains a chapter on Organ
Sfops and their Management. Some books that
Include compositions for the reed organ are:
‘Reed Organ Selections for Church Use’;
Two Staff Organ Book,” Felton; “Classic and
Vodern Gems for the Organ”; and “Harmo-
tum Collection,” Harker.

All the hooks named may be secured from
the Publishers of THE ETUDE.

Q.1 am enclosing list of sets of pipes in my
Possession. Will you please name the specifica-
10ns of an instrument to be constructed by
ing them, or any additions of pipes that you
:ﬁmd suggest? I am building an organ for
my home. I am also enclosing a diagram of
ly home and would like your advice on the
Dicing of the opening from the basement.
i home is rather small, and I am not want-
seg much volume, only the best that I can
sesu.re jrom the use of the pipes in my POS-
thiv?on’ or if you think best that I omit some-
sto 9 that I have and substitute some other

DS or pipes. The pipes I have are all low

ind pressure—R. H. R.

WA' We have filled out your diagram, with
suggestlons for the pipes you include, with
Sgested additions, which we are sending you
Y-mail. We suggest the addition of two sets
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of pipes, with their extensions, namely, a
small, but bright Cornopean and a Violin Dia-
pason. If the Violin Diapason and the Geigen
Principal are included in the Swell organ the
suggested Open Diapason and Octave can be
omitted from the Swell organ as the smaller
Violin Diapason in the Swell organ would be
preferable. We also suggest the inclusion of
the following couplers; Swell to Great, Swell
to Pedal and Great to Pedal. We suggest that
the opening for the instrument be located at
the most convenient point for the proper
emission of the tone. You might also take the
position of the console into consideration, so
that the player may get the help and inspira-
tion of a proper balance of the tones. The low
wind pressure of the pipes seems to us, to be
a favorable condition.

Q. Our choir is divided in opinion as to
whether to sing the offertory sentence “All
things come of Thee, O Lord” and so forth,
with bowed heads or mot. Some think it is a
prayer, and should be sung softly with heads
bowed. Please advise us as to the correct thing
to do.—Mrs. H. W. L.

A. The sentence implies an offering rather
than a prayer, and our suggestion would be
that if the sentence be sung, it be sung “MF”
—not implied indifference in giving. The mat-
ter of bowing or not bowing the heads is one
for decision by those in authority at the
church, and is a question of whether they feel
that the bowing is necessary for the reverence
suggested by the words of the sentence.

Q. Will you please suggest the grade of
piano study a person should have reached to
begin the study of the pipe organ? I have
taken piano for five years, and play fifth

grade music.—B. S.

A. We suggest that the person who intends
to study pipe organ be prepared with a fluent
finger technique on the piano. Your prepa-
ration, if that was in view, should be ample
for the purpose.

Q. I have an old reed organ which I rebuilt,
removing the small bellows and hooking up @
vacuum cleaner motor and hose to the large
bellows. The plan works all right except there
is too much noise! Do you know of any other
plan or is there a motor built for this pur-
pose?—E. A. S.

A. We suggest that you try one of the fol-
lowing remggies for the trouble. Enclose the
motor in a sound proof case, such as one made
of celotex, and remove to about fifteen feet
away, or place it down in the cellar; or else
get a motor built for the purpose, which ap-
pears on the market.

3 A . o
. I would like to have information as
w??ere I might secure @ second hand reed

organ of two manuals.—J. L.

- re sending you names and addresses
opre‘IZgnas having used two manual reed 0:;1
gans available. We also suggest that you a -
vise various organ firms of your needs tan
desires, as they may have taken the type
instrument you seek, in trade.

i i i ber of
. In answering an Inquirer ina 'nwnr}‘ 1
T}g ETUDE You mentioned thq book “Piano
Tuning” by J. Carl ‘Fischer. Wlll you tell me
whether this book is still cclw(;,;lable 'frq’mAtl?;(e)
Presser Co., an e price’

E:I;;};ﬁz%d(i);ethe price of "‘Landon"s Reed O'rgan.
Method,” and Bellak’s ‘“Excelsior Method for

Parlor Organ.”—V. E.

5! ing” by J. Carl
A. The book, “Piano Tuning
Fischer is available frot;h Theqdosre0 ll:rteils:e; ﬂ(llé)l:
the price is $2.00. e prices
abggks yorljl mention are, ‘““Landon’s Reed Or}glag
Method” $1.25 and Bellak’s ‘‘Excelsior Metho
for Parlor Organ” $1.00—for whlgh prices they
may be secured from the Publishers of THE

ETUDE.

Families, just like yours, are playing the kind of music you folks
have always wanted to play. Yes, we're sure you'd like to play music
like this— music of rich, sustained tones —music that transforms the
most simple melody into a thing of beauty. And you'll be surprised
io discover how easily you can play it on the Hammond Organ.

) The very first time you sit down
to the Hammond Organ, you'll ex-
perience the thrill of creating this
richer, more beautiful music. And
if you can play an easy melody
on the keyboard, you're ready to
try the Hammond Organ right now.

}) Whether or not you are con-
sidering a musical instrument for
your home, we want you to enjoy
this experience. The coupon, be-

léw, will bring you literature and
the name of your nearest dealer.
He will welcome you any time
you find it convenient to stop in.

))) Hammond Organs will be

available again just as soon as.

conditions permit. Should you de-
cide to own one, you can arrange
a reservation with your dealer to
assure earlier delivery. Send cou-
pon for more information.

HAMMOND ORGAN

© 1945
Hammond Instrument Co.
2929 N. Western Ave., Chicago 18, lil.
Gentlemen: Please send me full information on the Hammond Organ.
INOME. .t i ttteveesesesesesosetsesnnsosnsonspoensneneonssnisnisonssssssnnnsensosns
SHrEEl. . o eueeecseassassssssesesssssssssvscnesssesssosssseceessecessesssenes
Cilyerovvenensusasoaoacacaccssssosssoasasscncnnccenec Sfafesioocsnceccssnes
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“Mr. Piano” Writes His
Autobiography

(Continued from Page 428)

same result by wrapping the steel string
Wwith copper or soft iron wire. The density,
thus increased, makes the low tone need-
ed and compensates for the lack of
length.

Perhaps you have noticed when you
looked into the piano that each of my
high tones is produced by three strings
tuned in unison. My lower tones require
only two strings, while my lowest bass
notes (where more room is needed for
their wide vibrations) use only one
string. You can see that I have a good
reason to be fussy about being built
strongly when I tell you that together
my strings exert a tension from twenty-
five tons (on a poorly strung instrument)
to as high as forty tons on the best
grands,

People talk a lot about my action. By
this they mean the organization of my
levers, rods and hammers. Of course they
must be perfect individually and in their
relation to each other if they are to co-
ordinate perfectly in producing my tone.
Unless my action has lightness it will
tire you unnecessarily when you play.
The weight the great master Chopin,
used: two and one-half ounces of weight
at the front edge of the key required
to play middle C the lightest pianissimo,
is the favorcd standard. My action must
ke sensitive and rapid in its response to
the force you apply or remove from my
keys.

Hammers and Keyboard

Basswood, ash, cherry, and cedar have
given way to American rock maple as
a favorite wood for my action. Here again
I insist the grain of the wood be care-
fully planned to keep me from ex-
panding under unfavorable temperatures.
For my hammers, a wedge-shaped head
of wood is covered with two layers of
felt. The covering is lighter for my higher
notes, thicker for my lower notes. I have

forty-eight of these hammers to make
up my usual seven octave, three note
range on most pianos.

Now to tell you more about the part of
me which is most in view, my keyboard.
Strips of white pine, with the grain run-
ning toward the finished key, are glued
in place as the beginning. After they are
correctly spaced, the ivory or ebony cov-
erings are glued in place. Within my
case you will notice that the levers can-

bass strings diagonally oyer
strings. This made possihle

b Y frgy,
as well as equalizing the s;:ﬁr!ength
0

frame. My bridge was the

moved nearer the center of my

board and that made an impmvm :

the tone quality I produceq )
Perhaps you have wondefed i

my keys produce the soung, 'niust ty

of my key is that of a Jever. My k: in

pressed becomes a lever which wsys;hen

n
D able ton;z

not lie parallel as the keys do because felt hammer against the sty the
of the different angles at which they hammer is then allowed byt:;:m Bl
must strike the strings. drop back slightly from, the smf;m;ﬁm

 Thef

Sixteen tunings are given my strings
before they are drawn to just a bit less
than the breaking point, to standard ten-
sion. If the result is still not satisfactory,
attention is dirqcted to. my hammers.
Sometimes the hammers are bringing out
too many harmonics. My felt hammers
are then pricked a bit to soften the felt
at this point of contact with the string.
This dampens many of the harmonics
giving me a better tone.

I had many failures until 1833 when
a method of relieving tension on me was
discovered. They decided to stretch the

my strings can vibrate free:

release my key the dmgmghm
raised falls back into ¢
tone. e, ok

Concerning the Pedqls

At times' you may like to sustap iy
free vibration and to increase the volum5
of my tone. Then you press the dap ne
pedal, which is sometimes called inc?;r
rectly, the loud pedal. That lifts ’theferll‘
dampers from all the strings, aIlom‘n:
them to vibrate in sympathy with m;
other strings, and giving me the gy
Luqlty to bring out many of my 1)
series of overtones. My extreme upp‘er'

tones are not included in this damper

Schools and Colleges are making

Are you an ambitious musician?
A successful musician

for additional
broaden his experience.
Courses are of greatest benefit.

Digging out for yourself new ideas
for the betterment of your students
IS a wearisome time-taking task.
When you can affiliate with a school
recommended by thousands of suc-
cessful teachers, you may be sure
fhat.their cenfidence justifies your
confidence in new ideas for your
work which we make available to
you.

Look back over the past year! What
progress have you made?

If you are ambitious to make further
progress, enjoy greater recognition
and increasing financial returns, then
you owe it to yourself to find out
what this great Home Study Musical
Organization has to offer you. At

teacher to be equipped for his wor

for highly specialized traini
=Ci raining, and standardized teachi
makes competition keen even in small communities. o

k; the Radio is calling for

; 3 is most always a busy one. Beca
of this very fact it is almost impossible for him to go avtlj.:s

instruction; yet he always finds time to
To such as these our Extension

THE Univemsity Exrtenstoy
765 OAKWOOD BLVD.

OPPORTUNITIES
i Wudic

ADVANCED COURSES

UNIVERSITY EXTENSION CONSERVATORY
- BY THE HOME STUDY METHOD

Music has always ranked high among professions. There is
never an overcrowded field for the well trained musician.

@ Interesting positions are open in every part of the field
it necessary for every

very small . cost

musical world,

DIPLOMA OR BACHELOR'S DEGREE

We help you to earn mo
{ . 1 re and to prepare for bi
things in the teaching field or ar?y Fl;r;ichrci)f‘gtgﬁr
profession. We ¥
Bachelor of Music. With
Degree YOu can meet all competition.

musical

765 Oakwood Blvd., Chicago, Illinois,

Please send me catalog
| have marked below. :
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Negie e 0 o o Adulf wor Juvenile. . . . pretty proud of the job they have d0¥
easna i Do o s L R : on me. I respond instantly to the 1% -
! e e et e 2 I SN exacting demands of modern pian15t§v
: Areoiteathine e L i Stales . Each feature of my . construction ¥
S C‘e‘r%i.fi.c'a:]—é; £l 5o, hon/ many pupils have you?. . . . planned by skilled draftsmen Wwith the
: Would you like to earn the Degree of Lo ive you studied Harmony?, .. . .. § tonal qualities of all parts considered
S e e e -.._____rf_lvlusm? ------------- Sl Public demand for me shows how wel

T e e e my makers have succeeded. I am goire
C ' into more and more homes, taking 8123‘;
ing role, which makes me happiest °

onserva fO r all. I have come a long way, and I 1"

{DEPE. R.xg9,.

OFFERED BY THE

regular work, you, easily and i i
L 3 f quickly can lif
higher and more profitable pos¥ti0ns it

====——-Fill In and Mail Thi

| This Cou .
UNIVERSITY EXTENSION CONSERVATORY, Dept. A-503pon
illustrated lessons, and full information regarding course
E garmony

ornet—Trumpet

[] Advanced Cor::t
[] Choral Conducting

[] Dance Band Arranging [ Banjo

agtion, as their shortness allows then
vibrate only briefly, making dampers .
necessary. Soft pedals on grands shift il
action to one side so that the hammes
strike only two of the three strings, In
uprights my hammers are moved cl
to the strings when the soft pedal is
pressed so that the stroke lacks the usul
force.

Between my soft and damper pedalsm
many pianos is found the sostenuto pedz.
A tone must be struck first, then my
sostenuto pedal pressed. It will sustan
this tone while your hands are busy wit:
other chords. Most sostenuto pedals -
fect only the bass.

Contrary to the opinion of many I sy
that nothing can be done to alter m
tpne once the key has been struck. Some-
times players move their fingers abou
busily as if to produce some unusual ¢-
fect after striking the key, but it canno
be done.

Two main methods of practicing me
have held world attention. Leschetizy,
a great musician, taught the importanc
of finger strength. Another, Breithaup,
advocated the use of arm and had
weight. It is difficult to see how any fi
playing can result without the develo
ment of finger agility, power and inde-
pendence,

Experimentation goes on to impror
me. Electronics have been used o &
away with my sounding board, depent:
ence placed on an outlet for amplific
tion. They put on a knob which enall#

ie/c/ |

and no interference with your

in the

awqrd the Degree of
a diploma or Bachelor’s

[ Violin a player to swell the volume after
[] Guitar tone has been played. An earphone &
[J Mandolin

be attached so that only the player &
hear the practicing.
Perhaps you have gathered thatIar

[] Saxophone
[[] Reed Organ

noticed that a nation does well © &

(64
HICAGO., ILL < preciate fully the gifts of art and scen®

And I think I'm one of them, for I&
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present

Boogie-Woogie

PIANO
BOOK

Ready at Lasti—
The Book the Pub-
lic Has Been Wait-
ing For!

A{:Imt. releafsed by Virg
ugh, one of erica’s foremost au-
&m:so‘:'lﬂodem Jazz| Here, for the first
time...a complete, practical, self-instruction
Book.v'vhich shows you how toarrange and play
any popular song. A BERAND NEW EDITION!
Fasy directions for beginners; advanced in-
straction for players. This extraordinary Book
gives you the exact how and why of nearly
every basic music problem. You learn to play by
playing...have fun as you learn. Never before a
ook of its kind so completel

OVER 100 PAGES sparkling with New Piano
lieas! Over 200 Bass Styles, 400 Breaks and
Filers, 105 Professional Introductions and End-
ingsshown_for the first time. . . complete with
ries, No Tiresome Exercises—NOT an over-
‘night Ear System_or Correspondence Course.
Every step described, illustrated. You get
FREE, a complete, diagramed, printed in-
straction manual, explaining how to apply en-
tirecontents of this famous Book, right at ho!
PROFESSIONAL SECRETS REVEALED—Learn to glny
Bles, Jazz, Swing, Jump, BoogieWoogie Piano. "his
big, beautifully engraved Book has been 10,000 hours
in production! Everything you need to know about
improvising explained in detail. Radio and Orchestra
playing deseribed. A _gold mine of material. IT'S NEW!
—I'SEASYIT'S FUN! Endorsed by some of the Nation’s
top fight pianists as the finest Piano Instruction Book.
The CAVANAUGH name is assurance that even a beginner
e follow directions with complete confidence. It’s
America’s most expensive Piano Book . . . intended
especially for those who can afford the finest.

SEAD TODAY for CAVANAUGH'S Finest Instruction Book on
how to play popular songs. Price $10 Complete . . post-
paid and insured. Rush your order now . . . today . ..
supply limited

. CAVANAUGH PIANO SCHOOLS
475 FIFTH AVE. DEPT. E NEW YOKK 17, N.Y.

Dependability

Since 1874 Serbing a Clientele
of Bigcriminating String Plapers

SPECIALISTS IN VIOLINS, BOWS, REPAIRS, etc.
CATALOGS and LITERATURE on REQUEST

William &l()i./} and Son

207 South Wabash Ave—Chicago 4, III.

PUBUSHERS OF "VIOLINS and VIOLINISTS"

America’s only journal devoted to the violin
Specimen Copy 25¢—I2 issues for $2.50
ANNOUNCING PUBLICATION OF

A LIMITED EDITION

U ’
How Many Strads?
Our BHecitage from the Master’”
‘ By Ernest N. Doring
An important work of 380 pages recording ex-
iting instruments with their stories and his-
:?”Cc'lbﬂckground,contuining over 100 illustra-
E'°"5 of genuine specimens of Stradivari’s work.
Xpert, Authentic, written in fascinating style.
¢ most complete survey ever presented.

PRICE PER COPY $20

Ahmswered by TAROLD BERKLEY

No gquestions will be answered in THE ETUDE unless accompanied by the full name

and address of the inguirer. Only initials,

or pseudonym given, will be published.

IMPORTANT!

Owing to exireme wartime paper restrictions,
all inquiries addressed to this department must
not exceed one hundred words in length.

The Violin Maker, Liebich

O. E. A., California.—Johann Gottfried Lieb-
ich (1755-1824) was the most important mem-
per of a large family of violin makers living
in Saxony, Germany. He founded the business
which is still carried on by his descendants.
Though they are quite well-made, his violins
have never commanded high prices. Today
they bring about one hundred or one hundred
and fifty dollars.

Concerning Cadenzas and Finger Markings

Q. E. H., Washington.—The chief reason
why cadenzas to violin concerti are printed in
small notes is that they are not written by the
composer, but are interpolations by another
hand. The cadenza in the Mendelssohn Con-
certo was written by Mendelssohn himself,
and it is always printed in large notes. I agree
with you that it would be an advantage to the
player if interpolated cadenzas were printed
in slightly larger type. (2) It would undoubt-
cdly be easier, in many cases, to read fingering
if the figures were always at the head of the
note. But in those cases where several leger
lines are used, there might often be confusion
with the staves above or below. When the
figure and the head of the note are widely
separated, the remedy is to practice the pas-
sage slowly, so that the eye may take in both
the note and the fingering. Don’t you think
that if larger figures were used, as you sug-
gest, the result would be a cluttering up of
the page, making it even more difficult to read?

Concerning A. W. White

In the March issue of Tue Erupe I had to
~2mit that I could not obtain any informaj,ion
regarding the above-named violin maker. Since
{2-t issue appeared I have received a letter
from Mr. E. A. F., New York, saying that he
had “examined only recently a fine violin by
this maker, dated 1876. It is very well mf'ide
in the Strad style—the varnish is of beautiful
guality, golden-brown. The instrument is val-
ued at from two hundred and fifty to three
hundred dollars.” Mr. E. A. F. also says thgat
A. Warren White worked in Boston, Ma_ss., in
the middle and later 1800s I also recelveq a
card from Mr. L. S. H., of Nevlv Hgmp_shlre,
saying that he owns an old violin ea_rmg a
]nf;elg“Repmred. 1868, by A. W. White, 86
Tremont St., Boston, Mass.

This is interesting information, and I am
deeply indebted to both of these gentlemen
for their courtesy in writing to me.

arasa Composition
¥ 5‘"‘}; l(lie Caiifpornia.——The title of the third
Spanish Dance by Sarasate is lpronounced
“yoMANza andaLUza.” (Ro-man’-za Anfi:a‘-'
lu'za); the two Zs should be given a soft “'s
sound; though it would be correct to give

them the Castilian “th’’ sound, apprpximately
as in “then.” The jatter pronunciation, how-

e 2 A
Announcing the new home of
OUR COLLECTION OF

RARE VIOLINS

(formerly of 320 E. 42nd St., New York City)
Now | ocated At

TROY, PENNSYLVANIA

uld seem affected in anyone who was
le)i‘r’awS?pani:rd, (2) The grace notes in :Ldl';e
seventeenth and thirteenth measures from 3;3
end of this solo are A-flat and B-natural. ( .
The trill in the seventh measure from the en
should be G and A-natural. (4) ’_I‘he ~compo-
cition is usually programm.ed by using its or;g-
sw-1 title, though some artlsts.ngwadays preder
English titles—in which case it is called Anda-

_Send for new list of fine old violins, $195 to $2000

lusian Romance.

———EASY LEARNING

Violin, Cello, Viola, Double Bass
WITH A FINGER GUIDE

A i ;

lolr‘)?{ Jnvention for students and teach-rs: easy

tion, Gyyng G0€S Not mar instrument. True intona-

”Miiion‘s’es thorough knowleage of fingerboard and

ooy No guess work, less practicing. Learn
<etly. Sen

d $1.00—state size of instrument.

BURGHARDT SYSTEMS
any Ave., Dept. El Chicago 47, 111

0 N, Alp,

Ay
1 or Imitation? :
e in.—Jacobus Stainer never

C. L. S., Wisconsl S
pbranded his violins on the outside of the baclfc
__or anywhere else. He had too much respec

ioli i vidently one

for them! Your violin, thgn, is e
of the thousands of copu_es——many l(1)ft tﬁlem
could better be called caricatures—t ad f{af‘t,e
been produced in the pastd_lz}mdr;guininstru}:

If it is in good condl ion,
}r;ie'?‘fs is probably worth be_tween fifty :_md one
hlill{dred dollars. If you wish to have it accu-
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rately appraised, you should send it to one of
the firms of violin dealers that advertise in
THE Erupe. For a small fee, you would get a
reliable appraisal.

A ‘“‘Conservatory Violin”

J. J., California.—The words ‘‘Conservatory
Violin”’ on the back of your violin stamp it at
once as a factory-made, German instrument
worth perhaps fifty or sixty dollars. You say
it has undergone many repairs—probably they
account for the violin having a sweet tone!
I am glad you are aware that the Stradivarius
label is a fake.

On Buying a Stainer (?) Violin

W. E. T., Texas.—I should not advise you to
buy a “Stainer” violin without first having
it examined by a reputable expert. Jacobus
Stainer died in 1683, and his violins are ex-
ceedingly rare. A genuine example, in goed
condition, would be worth up to $3,500 or
$4,000, but the violin market is flooded with
intruments which have been produced in the
last hundred and fifty years, and many of
which are not worth fifty dollars. There are,
of course, some careful copies that are very
good violins. But in buying a violin which it
is claimed is a Stainer, the purchaser should
be very, very careful.

Concerning Violin Values

W. E. H., New Jersey.—There have been
scores of excellent makers whose violins now
sell for $500.00 to- $800.00, and there are many
very fine makers now alive whose work puts
them in the same category. As you tell me
nothing about the type of tone that most ap-
peals to you, it would be idle for me to rec-
ommend any particular make of violin as best
suited to your needs. As you live so near to
New York, I would suggest that you come to
the city and visit one of the bigger dealers.
Within the price range .you mention, you
should not have difficulty in finding an in-
strument that would be equally useful for
solo, chamber music, or orchestra playing.

I judge from your letter that you have not
been reading Tue Erupe lately. It is a fine
magazine, and I hope you will be a regular
subscriber from now on!

To Submit Manuscripts

V. O’N., Massachusetts.—I do not know
quite how to advise you to go about publish-
ing your compositions. Your best plan, I
think, would be to send some of them to the
Publication Editor, The Theodore Presser Co.,
Philadelphia, Pa., and ask his opinion. If your
writings are not suitable for the Presser cata-
log, he perhaps might advise you where to
send them. I must tell you that the present
is not a good time for getting music published:
every publishing house is suffering from a
great shortage of paper.

A Risky Undertaking

A. J. L., Maine—I certainly do not think
it would be a good idea for your pupil to have
his violin scraped and re-varnished merely
because he does not like its present color. The
tone of the instrument might easily be im-
paired, and, in-any case; its value would be
Jowered. If he is pleased with the tone, he
should learn to put up with the color.

Perhaps It Is Genuine

F. A., Georgia—The name Pfretschner is
that of a large family of violin and bow mak-
ers who have worked in Markneukirchen,
Germany, for the last two hundred years. A
firm"of that name was in existence at the out-
break of the present war. But I am unable to
find any reference to a G. A. Pfretschner who
was making violins as early as 1716, and I am
inclined to think that the label in your violin
is spurious. The Pfretschner violins attained
a certain popularity at one time; so it is likely
that a lesser known maker inserted imitation
Pfretschner labels in some of his violins in
order to make them more readily salable. It
was, alas, no uncommon practice. As to the
value of your violin, no one could -give :an
opinion without examining the instrument.

A REVISED EDITION
OF A STANDARD WORK

THE

Appreciation
of Music

By ROY DICKINSON

WELCH

Professor of Music
Princeton University

This readable, informative
book, by one of America’s
leading professors of
music, introduces and ex-
plains all the well-known
forms of musical compo-
sition from the simple
three-part song to the
symphony. Containing, in
addition, a wealth of
illustrative material all of
which is easily available on
records or in scores, THE
APPRECIATION OF
MUSIC will prove an in-
valuable aid to all teach-
ers and students of music,

$3.00

At all bookstores
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his mind to solfége, ang hj

music at the same time that hebl’sbem ]
manage his fingers and his lips T;a fo
is that the teacher shoylg éisﬁ;l’ﬂint

Lets Clarify Music
Teaching!

clearly between the purpos Bl
kinds of study, just as, ine ghg:f tw
1ty

teacher gives lessons in arithy,:
in geography without cony; i:;m g

very different values. Our secong g i)
Dis

to arrive at the best considereg gy,

(Continued from Page 427)
efficient mechanical approach

qus
tcom‘E

struments. We need to get rig e
expression and self-support. The goal of fusion of many “methods” anq hmm"'
the musician is to provide inspiration for sound school of thought, We lleeddta

i

the community.

To provide this inspiration, to make
the best music possible, we should realize principles that will enaple them
that the making of music depends upon approach the sheer mechanic tht'ﬂ
the sheerly mechanical skill with which playing so naturally, so correctly .
performers manage their instruments wholesomely that “finger wop: ’szfl
and their voices. Music is the result of endure after lesson days are Over, g
these technical skills—and the technical foundation for the music-makiné thai
skills must come first. It seems to me enriches later life.
that many teachers lose sight of this. How is this to be done? There g
They confuse the inspiration of music number of ways! Perhaps we needa}qaa
with the primary task of teaching people, tional Music Service, comparabl [)u;-
in the best engineering manner possible, library service, which will draw upon gy
to attain the greatest m;echgnical skill greatest artists and induce them to think
with the least amount of effort. I am about teaching! (Artis i
heartily tired of the time-honored clichés get that theg. too, ;'sers:n:)e;;?e;jg;
that still exist in this field of purely tech- students, eager to be shown the way:
nical, or mechanical, approach. We hear Perhaps we need a series of public du
that no one system can be the right one, cussion forums, where methods could ke
since no two pairs of hands are built discussed, reasons explained and demg.
alike. We hear repetitions of the “Play strated, and the best systems (or mer
it with your nose, as long as it sounds systems based on the best of many)
right” story. That doesn’t satisfy me! No brought to light, not as regimented
two pairs of feet are exactly the same, “methods” but as the soundest proven
yet we all learn to walk according to means of achieving mechanical skill ai
the same mechanical principles. And we avoiding the mechanical disaster’that
don’t pay fees to an instrumental teacher results from a confusion of “methos’
’il{lhorde}" to be told to play with our noses. According to the Auer method, for exl-

ere is some superior method of play- ample, th ’
ing each instrument, and that is what the to llmold thi ji}:;iﬂ(f;e:n::z ;efsexm
student is entitled to be shown. Unless he distinguished pupils does so use it I
is shown, he will not make music, “nose” my opinion, one must use ;:he shoulder
anecdotes notwithstanding. The teaching bdne along' with the collarbone, to fom
of music is another branch of the subject g nai:ura] clamp to keep the vi(;lin from
;n(li has nothing.to do with the me(?han- slipping. Who is right? Why? Let's prov
Cortetity, If ome opes 1o bebeost. o s horLy SeSEOC S
sician, hé must master the lit;fafynéz- e demi
p}scts of his art as well as the mechanics igzcr: tstdl'xd?r]n‘ti, ioixslill:xllybeieﬁei: :Vek:letnm
e R e T
of syntax. But the purpose of as rules world (never mind who it was), an'r%
approach to, the two fields xnuét alildkthe notgd that the “pointer” ﬁnger Of.hh
i st e kept  bowing arm was held out straight, vit-

out the least bit of curve. “Aha,” wesil
“that is the secret of his wonderful tone!
And at once, we began holding our 0%
fingers out straight. In later years !
learned that this distinguished virtio®
had once sustained an injury to hisigi
hand and could not bend his finger! &
there, then, a relation between g

thresh out differences of “IMethgg
that we may give our studens thoiz

An Important Step

' Certainly, there are differences of opin-
lon as to what constitutes the best me-
cha.mcal procedures. However, my ex-
perience has convinced me that there is
;me best procedure for each instrument.
nrll u:ieccosr::cli1 oe)llzcz,h gl&leél,bl believe thgt our posture and tone? Let's prove if! 0%
classic sense. Each he 1s chools, in the pianist uses the “relaxation method™
cohesive schc;ol T ths 0}1 d. represent a another desires his pupils to think?
T varic()) wought in the teach- terms of the “whole hand” and not Of
of standing as mgs mﬁtruments, Instead the fingers—another counsels “high ﬁn;
ual teachers who ;glfovilgirSi\ffguz?qig id- ger action”—another “low finger actio
i y ¢ ldeas 'Who is ri
and “methods” of their own. We all know I obexlsiex",xeg }::;f;t in the sheerly mechnn;

the complete bewilderme
nt that i i
when a student who begins worlzeivuilttli thers oiists bF T e

us climb out of such gener
and develop schools, in
the term.

The first bedagogical step in such a

al confusion

thes i i to claril
the true sense of e physical principles and

them for all who wish to express %"

selves (later!) through tone. Of C:’lf::’

school w g the question arises: whose prond

iy k?;rlgcseogo ls,egaratfe music from ments on the f&iﬁictﬁhau bI:’ accepted'
not in the time fp aylng instruments— as standard? Shall T follow the ¥
! of teaching the two, but technique that blows the ins i

! - It is no
Possible but very beneficial to allot;;voaiz

straight out with even pressure on;ﬁ
young student to train his ear to sounds

lips, or the method that derives ™
support from the lower lip, thus @

|

 Which,'while in itself no part of mechan-

the absolute arithmetical

] ; values of the
frequencies with which waves vibrate per
second. He also, by the way, gave us the

ically angling the trumpet down-
mﬂ‘9 ghall I follow the vocal technique
e wends” the voice into the chambers
: e nose? I have my own views,

g of th Y word “acoustics,” which means listeni
l(;faccourse; others have theirs; and so the —something he could not do himsellfung
pass of discussion is set! .I believe in Measurement by frequencies en.or-
yoving the trumpet out, like a bugle, mously facilitated acoustical research

en two-lip pressure, for greater both in theory and practice; so that the

yith €v! 2 3

darity and purity of tone, becaust? blov.v- electric age began resting on a broad
g down mutes the tone. I believe in platform of knowledge facilitating yet
wending” the voice nowhere at all, but further advances with cumulative speed.

Once electricity came, frequency-meas-
urement of pitch-range permitted also *
the measurement of volume range. This
very complicated process is best ex-
plained by analogy.

i opening the mouth frec.ely., naturally,
for the well-supported emission of cor-
potly enunciated sylla.lbles. As I have
just said, others may disagree with me—

his case, free, democratic differ-

put fn this case, : p
ace of opinion is not quite enough! We

/////////////////'/////////‘ .

.///,/////

It’s Different
and so Thorough

Lavoris does not depend upon high-powered germicidal agents; but coagulates
detaches and removes objectionable matter, without injury to delicate tissues.

Advances in the Electric Age

We all know that if a stone is dropped
into a still pool, waves circle out till they
hit the shore. The force with Which they
strike varies with their size and the
amount of pressure behind them. So it is
with musical sound waves rhythmically
striking our ear drums which are cush-
ioned by air enclosed in the tube-like
vestibule of the ear. Such waves varying
in frequency from sixteen to sixteen
thousand or more per second, also vary
in pressure and size and in pressure pfhat
varies in astronomical figures. The units
of measurement are in logarithms and
are named after Alexander Graham Bell,
inventor of the telephone which made
such measurement between the “thresh-
old of hearing” and the “threshold of
pain” necessary. The combined measure-
ment of pitch-range and volume-range
would greatly have aided Sauveur, Bee-
thoven and Edison for they are now used
in measuring loss of hearing and the
sensitivity in electric earphones needed
to rectify the loss.

Music differs from all the other arts
except speech in being invisible and in-
tangible. It came out of the thin air. We
have had to fight for knowledge all the
way down the centuries, against human
prejudices as well as the inscrutabilities
of nature’s laws. Out of this knowledge
came music, the noblest abstraet presen-
tation of the human struggle for good-
ness, truth and beauty; and protection
against the most murderous means.of
destroying by land, sea and air, ever in-
vented, or even conceived by the fiendish
Butcher of Berchtesgaden.

need something more than the rigﬁ to
¢xpIESS ourselves. We need a service, or
an academy, or a forum, or something by
fitie of which these enormously vital
questions of mechanics can be reasoned
ad demonstrated, so that our students
may be helped instead of confused—so
that pupils who change from Mr. X. to
Mr. Y, and musicians who go from the
A Orchestra to the B: Band, will not be
« bewildered that they feel like giving
) altogether. There must be time and
attention given to the clarification of the
mtural means of approaching instru-
ments.

Naturally, those who took part in my
moposed forums should be compensated
-3 national movement might provide
fees; an open forum might collect ad-
missions; some generous souls might be
satisfied with a return in prestige value.
And there should be no compulsion in
the matter. But it seems to me that any-
one interested in music at all, would be
heartily glad to get these questions on
the table—for the sake of the music

ial approaches, cannot flourish without
them, Then I foresee an end to fads in
teaching, the beginning of a sound phi-
lsophy of musie, and the development
of the personal, nonprofessional partici-
pation in music which alone can make
a nation truly musical, Let's remember
that the function of music is to serve the
tmmunity as a whole!

[he Philosaphy of Sound

(Continued from Page 465)

Questions and Answers

(Continued from Page 442)

Cholr. But modulation is very limited
gnd variety of harmony must be obtained
V different “modes” of arranging the
g"tés of the same scale: A, B, C, D, E,
i more examples of major than
31}11; 0TicE & he old .Or.le between the gfn ?nirzgxx‘l,ybut you will ﬁnq enough pie9es
follo i m?'themat’cmns al.‘d. the . minor so as to make it worth while.
thatwers of Aristoxenos, who insisted 9. In some states a piano teacher has
fop. ¢ human ear demands modifica- ¢\"ye certified, but in most places there
0§ of mathematically altered scales. is mo restriction or regulation whatever,
Jat;ies ljeno ﬁnal.a.n'swer, because, 95 S?r and that is the reason there are so many
Sclence ::I:; plalr}tIX s rem?rks in his ., music teachers!

What Music, we don’t yet know
b 2 consonance is; or as Helmholz
Withrves-’ harmonic preferences change ey
d different generations. They are

iging now again.

this time, up to the dawn of the each other in this

fehteenth  cent i «“We countenance
ury, pitch-range was e o

Measureq § : i . puffing, advertisement,

Wred in string- or wave-lengths by life of show, D ﬁ;uguc opinion; and ex-

manufacture of.
cellence is lost sig
sudden performance an

?ﬁ:ﬂs of the Pythagorean monochord.
ea‘f.after 1700, Joseph Sauveur, born a
A olfn“te who learned to speak at the

Seven, but not to hear, worked out

AUCTT 0

ht of in the hunger for
d praise.”
—EMERSON.
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piano introductions $1.00 postpaid.
Written two ways for amateurs and
professionals on same sheet. This is root.

MAYNARD THOMPSON

32 ARTHUR AVENUE, ENDICOTT. N. Y.

PLAY BY SIGHT

PIANISTS. If you cannot play a composition with-
out constant practice, you need special instruction
to eliminate this handicap. The best Pianists and
Accompanists are Sight Readers. The secret of
Sight Reading is revealed in “THE ART OF
SIGHT READING’.

Improve your playing and advance more rapidly.

DANFORD HALL, 1358-AC Greenleaf, Chicago 26, IHi.

" 5 Lessons complete with Music $3.00

i
. dCow
"  LITHOGRAPHERS

s

10
ENGRAVERS

AND

Write to us about anything in this line

SEND FOR ITEMIZED PRICE LIST

A Revealing New Book in Two Parts
PARAGON OF RHYTHMIC COUNTING
FOR ALL RHYTHMS
PARAGON OF l;IABMOHIZING

applied to
FOUR KINDS OF HARMONIZATIONS
Send for explanatory circular

EFFA ELLIS PERFIELD
103 East 86th St. (Park Ave.) New York City

«FORWARD MARCH WITH MUSIC”

(3 SCHOOL 50TH
; YEAR
STOCK OF

Star making. Students seeking professional engazements
coached by Stage, Screen, Radio and presented in pro-
ductions for showing to B’way-Hollywood Talent Scouts and
public. B’way also Summer_Stock. Spring course opening.

SEC’Y SHUBERT, 1780 BROADWAY, N. Y.

Successful STUDY METHOD
ror COLLEGES - SCHOOLS - TEACHERS

Endorsed by eminent authorities, “Musical
Theory” by S. M. de S. M. Marcouiller combines
practice with theory in a simple, proven study
method. $2.75 complete. For folder address—

E. J. MARCOUILLER, 17 E. 42nd ST.,v NEW YORK 17

ScHOOLS—COLLEGES

CONVERSE COLLEGE

SCHOOL

OF
MusIC
Ernst Bacon, Dean, Spartansburg, 8. C.

COLLEGE

Department of Music
Galesburg, Illinois
Thomas W. Williams, Chairman
Catalogue sent upon request.

KNOX

SHENANDOAH

the B. Mus., and B. Mus. Ed. degrees. Rates
reasonable. In the heart of the Shenandoah
Valley, Dayton, Virginia.

CONSERVATORY
OF MUsIC
Wade E. Miller, Pres.

Courses leading to

INCREASE YOUR
INCOME!

Easily—Substantially—Pleasantly
— Take Subscriptions for —
THE ETUDE MUSIC MAGAZINE
— Wrile for particulars — . .
1712 CHESTNUT ST. PHILADELPHIA, PA.

CLASSIFIED ADS

DILLER-QUAILE

School of Music

Teacher Training Course with
observation of children's classes.
Musicianship Courses for
Children and Adults.
Instruction in Piano, Voice,
and Composition.

66 EAST 80 ST, NEW YORK 21, N.Y.  BU8-1050

SINGING MADE EASY—Book one dol-

lar. Hastern Studios, Chambersburg, Pa.

. YOUR UNWANTED MUSIC exchanged
piece for piece. 5¢ each; quality matched.
Burpee’s Specialty Shoppe, Delton, Mich-
igan.

FOR SALE: STEINWAY CONCERT

GRAND as new, nine feet long, fully guar-
anteed, good discount. Joseph Holstad, 337
Oak Grove, Minneapolis, Minn.

SLIGHTLY USED CLASSICS (vocal,

piano, violin, etc.). Back popular songs,
records. Lists 10¢. Fore’'s (Dept. E), 3151
High, Denver 5, Colo.

LEARN PIANO TUNING AT HOME.

Course by Dr. Wm. Braid White. Write Karl
Bartenbach, 1001 Wells St., Lafayette, Ind.
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« A Well-Established
Success

Thousands of Young Piano Beginner.é‘ Have
Gained a Happy Start in Music With This Book—

MUSIC PLAY
ForR EVERY DAY

.. ..1is distinctively original in its entire make-up and
presentation. It has an irresistible appeal to young
folks 5 to 8 years of age. It capitalizes the sound
pedagogic principle: “The pupil’s progress is in pro-
portion to his interest.”

NOTE THESE POINTS

“‘The lovely Fairyland of
Music’’ pictur infullcolors
captivates the pupil as soon

as the book is opened.
(Size 834 x 10”. May be
detached for framing.)

\2
1. Direct appeal to pupil. The child, not the teach-
er, is addressed in all of the text.

2. The text is in the simplest, shortest words, ap-
proved by experts for the child’s vocabulary (not
baby talk).

3. The step-wise grading insures complete under-
standing and regular progress.

4. The book is a book of fresh ideas, new and im-
pressive ways of awakening the child’s interest.

5. There are nearly one hundred charming pic-
torial illustrations.

! masters.

7. There are sixty-five delightful juvenile pieces,
classic and modern, including pieces from Haydn,
Verdi, Schumann, Bach, Handel, Mozart, Wagner,
| ‘ Mendelssohn, Schubert, Brahms, Beethoven, Chopin.

6. There are twelve “cut-out” portraits of eat
I or

\

\

\

‘ 8. There are twelve biographies of great masters. s [ 5 e =
9. There is an excellent 36 note piano keyboard

chart. | I ‘
| : e == D 6= 1
; 10. There is an altogether ingenious method of

counters” for teaching the notes. S 7]

11. There is a guide to teachers in the back of
! : each volume.

How note values are clearly visualized.
(Illustration in book is three times this size.)

“Music Pray rFor EVERY DaY” and its sequel
“Haprpy DAys in Music Pray” are self-ex-
planatory. They require no expensive “teach-
er’s -course” in order to understand them.
They make every lesson a joy for the teacher
and the pupil.

These Remarkable Books
Are Published in Two Ways

EacH VoLume COMPLETE at $1.25 each

EacH VoLUME IN Four Parrts at 40¢ each
(The editions in parts are ideal for class use)

Any Active Teacher May Have These Books, W hich Have Delighted
Thousands of Teachers and Pupils, For Inspection at Home “On Sale”

THeopore Presser Co., 1712 chestuut St.. Phila. 1. Pa.

, MUSIC PUBLISHERS, DEALERS AND IMPORTERS
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WORLD’S LARGEST STOCK OF MUSIC OF ALL PUBLISHERS

Music in New China

(Continued from Page 444)

profession was quite looked down upon
during the past hundred years, still
Chinese operas and ballads like P’i
Huang and Ta Ku drew the largest
number of enthusiasts and admirers.
P’i Huang, or Ching CRh'iang, meaning
Peking tunes, was so popular all over the
country that prdctically everybody could
sing a few famous lines. Operatic tunes
of this type could be heard in tea houses,
restaurants, hotels, homes, streets, farms
—in fact, everywhere; and Milan in Italy
is not the only place in the world where
one can hear a street-sweeper singing an
operatic aria while cleaning the streets.

Western music has long since stopped
“leaking” into China—now it just pours
in. The sound film, radio, and phono-
graph are some of its favorite channels.
Many Chinese begin to like Western mu-
sic better than their own. On the other
hand, there are also many who lament
the fact that Chinese music is in danger
of being superseded by Western music
and hold a strong resentment against
the latter.

The Singing Movement

Our first attempt in training music
teachers began in the establishment of
a.music department in the Peking Higher
Normal University for Women in 1920.
We established our first conservatory of
musie in 1925. According to a study I
made, there were, in 1934, one hundred
and ten music students in all the edu-
cational institutions of college standing,
including the National Conservatory of
Music in Shanghai; or one music stu-
dent in every four hundred students of
college standing. We turned out about
an average of thirty music graduates in
one year to meet the needs of music
teachers in 3,125 secondary schools. Mu-
sic as a school subject was an ugly and
neglected child, and China was slow to
awaken to the importance of music edu-
cation in the new educational scheme.

Like a dash of cold water in the face,
the Japanese occupation of Manchuria
in 1931 awakened the whole country.
Patriotic songs by the hundreds seemed
to have been written overnight and they
were sung all over the country. They
were sung not only in school rooms, but
also in streets, villages, tea houses, and
theaters during intermission. Arise, Ye
Who Refuse to be Bond-slaves! by
Nleh—erh, and Faithful Unto Death, by
Mai-hsin and Mengpo were two of the
m0§t widely sung. Not very long ago, the
Chm.ese people thought that singing in
publ_lc gatherings was either childish or
undignified. The new war songs, however
b.rou'ght a new understanding of group—'
singing; they became a real stimulation
of patriotism in their expression of
youthfulness and co6peration. Govern-
mental officials actually opened their
rnouths @n singing the National Anthem
In meetings, and old People gradually
cajught on to the spirit and Jjoy of singin,
with their grand children at home Ching
be;:.a,me} group-singing conscious. :

INging movements starte
co‘}mt?y practically at the sz?maeut‘i)r‘;lir ;\‘Ee
Yu.-tgmg Academy boys’ glee club nz
Peip Ing toured the south in 1934 giving
a series of patriotic concerts. We, had a
Peip’'ing fourteen-school—joint—choru ?
nearly a thousand voices, giving an oSer(:-

“FORW ARD MARCH WITH AMITci

air concert in front of the Palye of §
preme Harmony in the picturesqu”u'
bidden City in 1935. In 1636, g gy, -
quest of the National Governmey :ﬁ
Yenching University Chorus of Pei;;‘ine
the National Conservatory Chgy ;
Shanghai, and the Nanking sgngst:f
gave a three-day choral festiva]intéS
newly built People’s Assembly Hallig
Nanking.

We have certainly set our batfle.q,
to music, and we have certainly by
singing them with all our hearts, g,
cause, when “indignation fills the heart
of all of our countrymen,” and “ y
passed what men can endure,” as ty ;.
mous war songs go, singing was foy
to be the best emotional outlet,

Music underwent a real test in 1
when the Sino-Japanese war
broke out. Would people still sing wiy
their houses were bombed, their pr.
erties lost, and they were forced to fle’
Yes, people would; and music stood fhe
test magnificently! Music has been e
more encouraged than hindered inj
period when China has to put up a ms
unbelievable resistance and to face :
most painful loss of lives and lands, T
value of music as a great unifying fore
and in keeping up the morale of the pe-
ple and soldiers is re-found and mus
again has its day. I know it becaus!
was in Free China from 1938 to 1944, ani
I saw with my very eyes and heard il
my very ears what happened there in{k
field of music. I know it because I i
the good fortune to participate in may
of the musical activities in Free Chin
during these six years.

The Demand for Choral Leades

Early in 1938, the demand for chorl
leaders was so high that the Commiti#
on Music Education of the Ministy ¢
Education, the Fighting Musicians A
sociation, and the Chungking YMC:
opened up many sessions of a ¢
leaders training class in the evenif
and turned out hundreds of not-to-¢
pert-but-tremendaously-enthusiastic ¢
ral leaders. Many of our graduates &
to theaters during intermission to 18
audience singing. Many preferred !
stand in public squares, parks, o ¢
street corners where they gathe !
singing crowd in no time, Many en 0
towns and villages and spread the g
of singing. And, quite a few, to my P&
ant surprise, got music-teaching posii*
in elementary or high schools.

Because Chungking was $0 e
crowded then, many of us had to live o
of town; and many a time we M
walk eight or nine miles to teach 0}5
attend these evening classes due 01
of transportation at night. Someti®
we had to walk in the rain or mlsslﬂuf
meals. But we were a hundred n;
more than compensated just by the "™
thought that the hundreds of S¥%
enthusiasts we were. helping WO%
the immediate future help thousity
sing, and those thousands would o
extend the joy of singing to the hu.ndf‘on
of thousands. With this high antimpﬂt‘m
in our mind, the rain became a.pleﬁsﬂ
shower, and hunger only meant mcreork‘
enjoyment of a hearty meal aft?rw )

A second section of this article ‘
in a forthcoming issue.

o st

* frst appearance in Syr-

The World of Music

“Music News from Everywhere”

MISS PAULA LENCHNER, dramatic so-
prano, a student at the Cincinnati Col-
lege of Music, and Miss Eunice Podis
(Mrs. Robert Weiskopf) of Cleveland
Heights, Ohio, pianist, were the winners
in the finals of the 1945 Biennial Young
Artists Auditions of the National Federa-
tion of Music Clubs, held in May in New
York City. Each will have a solo appear-
ance with the General Motors Symphony

ARTUR RODZINSKI,
nusical director of the
New York Philhar-
ponic-Symphony Or-
chestra, will make his

scuse, New York, when
ie will direct the open-
ing concert of the

" Guy ¥ i
Rochester Philharmonic FRASER of the Air. No winner was declared in
Orchestra’s HARRISON the violin classification, but the two

Symphony ¢ A
104546 season in November. Other guest finalists, Miriam Burroughs, and Robert

qnductors for the season will be Sir Rudie, were given awards of two hundred
Thomas Beecham, Leonard Bernstein, and fifty dollars each.
Dimitri Mitropoulos, and Guy Fraser
Harrison. IRENE DUNNE, famous stage and screen
actress, and Edward Johnson, General
BETTY LOU KROONE, a fourteen-year- WManager of the Metropolitan Opera As-
od pianist of Portland, Oregon, is an- sociation, were awarded honorary de-
nounced as the winner of the sixth grees of Doctor of Music at the seventy-
anual Edgar Stillman Kelley Junior eighth annual commencement exercises
Scholarship Auditions. The scholarship of the Chicago Musical College.
carries with it two hundred and fifty
dollars tuition for the first year, and is
renewable for the succeeding two years
if the pupil’s improvement warrants.

THE UNIVERSITY OF
TEXAS Music Educators
two-day conference to
be held in Austin, Au-
gust 16-17, will have
eight leading music edu-
cators from various parts
of the country as guest
lecturers. They will in-
clude Noble Cain of Chi-
cago; Charles B. Righter
of the University of Towa; L. Bruce Jones,
. Little Rock, Arkansas; Dr. Jacob Kwal-
‘THE SADLERS WELLS THEATRE in wasser, Syracuse University; John Ken-
London was the scene early in June of del, Denver Public Schools; Miss Sadie
a brilliant history-making event, when it Rafferty, Evanston, Illinois; Miss Marion
opened its doors for the first time in mlagg Dallas, Texas; and Dr. Lena
nearly five years for the world premiére prilam, Beaumont, Texas.
of Benjamin Britten’s new opera, “Peter
Grimes.” This is the first new opera by

ROBERT STOLZ, Viennese composer of
maiy popular hits including Two Hearts
in Three-Quarter Time, has received
from The Academy of Motion Pictures
Arfs and Sciences the nomination for the
1945 Academy Award for the score which
he composed for the motion picture, “It
Happened Tomorrow.”

NOBLE
CAIN

i iti : THE BACH-MOZART FESTIVAL, being
:Vg;z;fs’B ‘r%;,sf ;gggg:grls(lir;;:f X,zgg;ir} presented at Tanglewood, Leno?;,kMaos-,
duced in ‘London nearly ten years ago sachusetts, undgr Serge Koussevitz! 5, n
* three consecutive week-ends beginning
July 28 and closing August 12, has among
ERNO RAPEE, com- g soloists Alexander Borovsky, Alexan-
3; poser, and musical di- er Brailowsky, Robert Casadesus, Lukas
i ot the Radio Cl.ty Foss, Abram Chasins, and Constance
Music Hall since itS pgoene piano; William Kroll and Richard
opening in 1932, died Burgin, violin; A. Veisse and Jean Le-
Jl.me 2 in New York franc, viol..; Georges Laurent, flute; and
Qlty}.gM(lr.Rai)eeI\;vsrsl;::; Fernand Gillet, oboe.
in Budapest, -
and began his career
gl‘j& first as a pianist, mak
: ; ing his debut as soloist
Vith the Vienna Philharmonic Orchestra
I 1909. From 1917 to 1920 he conducted
theater orchestras in New York City, fol-
1"‘”9‘1 by a year at the Fox Theatre in
Fhiladelphia. In 1927 he conducted the
OPening performances of the Roxy The-
ie in New York City and later was
dddive in Hollywood, where he was mu-
Slcal director of Warner Brothers and

First Nation
al. Mr. Rapee appeared as : .
suest conductor of m?)gt of pt%e major PAUL HINDEMITH received the honor

i the
Simphony orchestras of the United ary degree'of Doc'torl oi i\;[gzgyfr(:tn i
States. He was the composer of over one Philadelphia Musical e
hundreq selections commencement exercises .

AUGUST, 1945

«pMUSIC IN INDUSTRY” was the subiect
of three round-table discussion§ during
June at the Institute of Musical Ar.t,
New York City. The conference was di-
rected by Wheeler Becket, conductor,
former head music consultar}t of the War
Production Board in Washlpgton. Such
problems as program making, .use' of
employees’ questionnaires, transcriptions,
recordings, labor relations_, and mechan-
ical improvements were discussed.

-~ AMERICAN

CONSERVATORY
o MUSIC

CHICAGO

60th SEASON

Founded in 1886 by John J. Hattstaedt, today The American Conserva-
tory of Music is considered outstanding among institutions for music edu-
cation in this country. Its graduates are to be found occupying positions of
honor and responsibility in every department of music.

Member of the National Association of Schools of Music

The Faculty—One hundred and thirty
artist teachers, many of national and in-
§ernationa1 reputation, including pian-
ists: Heniot Levy, Rudolph Reuter, Al-
len Spencer, Edward Collins, Kurt
Wanieck, Louise Robyn, Earl Blair,
Edwin Gemmer, Merle West, and oth-
ers; Voice: Theodore Harrison, Charles
LaBerge, Louis Rousseau, Frances Grund,
B. Fred Wise; Violin: John Weicher,
Herbert Butler, Scott Willits, Stella Rob-
erts: Organists: Frank Van Dusen, Ed-
ward Eigenschenk; Theory: Leo Sower-
by, John Palmer, Jeanne Boyd, Irwin
Fischer. School Music—C. Dissinger, Ann
Trimingham, Henry Sopkin.

Accredited Courses are offered in Piano,
Vocal, Violin, Organ, Orchestral Instru-
ments, Public School Music, Children’s
Piano Work, Class Piano, Musical Theory.

Degrees—Bachelor of Musie, Bachelor
of . Music Education, Master of Music
and Master of Music Education are con-
ferred by authority of the State of Illi-
nois and recognized as a guarantee of
accomplishment. -

Professional and Teaching Engagements
—Graduates of the Conservatory have
been much in demand as teachers and
also in concert, opera, radio, orchestra,
lyceum and choir work. The News Bul-
letin containing a list of about 300 suec-
cessful graduates holding responsible
positions in Universities, Colleges, Con=
servatories, and Public Schools will be
sent upon request.

Tuition is reasonable in keeping with the
times and may be paid in convenient in-
stallments. Complete particulars given in
catalog which will be mailed on request.

Students’ Self Help—The management
makes every endeavor to assist needy
students to find part-time employment.
Many find work as teachers, accom-
panists or part-time positions working
for commercial houses, etc.

Dormitories—Students reside at the Con-
servatory Dormitory, at other desirable
dormitories and private boarding houses
at moderate rates. Particulars on request.

Students enrolled at any time.

For free catalog address John R. Hattstaedt, President

580 Kimball Hall, Chicago 4, Ill.

CHICAGO MUSICAL COLLEGE

RUDOLPH GANZ, President

Founded 1867 by Dr. F. Ziegfeld

CONFERS DEGREES OF B.MUS., B.MUS.ED., M.MUS., M.MUS.ED.
Member of North Central Association and National Association of Schools of Music

ALL BRANCHES OF MUSIC. SPECIAL INSTRUCTION FOR CHILDREN AND NON-PROFESSIONALS

Address Registrar, 60 E. Van Buren St., Chicago 5, IHlinois

ONSERVATORY

Baltimore, Md.

REGINALD STEWART, Director

WINTER SESSION fegires SEPTEMBER 28

Faculty of distinguished musicians

PEAGODY °

Tuition in all grades and branches
Special courses in Public School Music and Languages

Scholarships, Diplomas, Teachers’ Certificates and
Academic Credits in Schools and Colleges

Arrangements for classes now being made

CIRCULARS MAILED

COMPLETE OPERATIC TRAINING

«“FORWARD MARCH WITH MUSIC”
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Fun in Music
by
/Oau/ jou?uef

Beethoven that hung on the

wall above the piano. Then he
turned to his Uncle John who was in
the room with him. “Uncle John, in
all the pictures of Beethoven I've
seen, he appears to be frowning. Was
he always so very serious? Didn’t he
ever laugh and have fun?”

“Of course he did, Bob. Although
Beethoven’s life was far from happy
owing to family troubles and his
deafness, he was, like most of our
great composers, fun loving, and en-
joyed jokes and pranks. This gayer
side of Beethoven’s life is reflected in
many of his pieces. Take, for instance,
his great Rondo a Cappricio, Op.
129. Across the manuscript of this
piece Beethoven wrote: ‘Fury over
the loss of a single penny.” While lis-
tening to this music, one can almost
see the Master rummaging through
his papers and searching under his
table and chair for the lost penny.
This is truly a ‘fun piece.’ ”

“I think that’s a great idea, Uncle
John, calling it a ‘fun’ piece. Bach al-
ways looks ‘so dignified in his pic-
tures, but I suppose he, too, wrote
‘fun’ pieces?”

“He certainly did, Bob, as you must
agree if you think of all the lively
dances Bach has left us. Who can
hear the Gigue from Bach’s ‘Fifth
French Suite’ and not have his feet
tap the floor in time to its rollicking
rhythm? This piece is positively a
gloom-chaser!”

“Just consider, Bob, how much
sparkling fun is waiting for us be-
hind such general titles as Allegro,
Presto, Vivace. This would include
movements from many sonatas and
symphonies.

“Scarlatti has given us many “un’
pieces. So has Handel, in such num-
bers as the Hornpipe from his suite
called ‘The Water Music.” But it is to
genial ‘Papa’ Haydn that we are
indebted for the greatest amount of
fun in music. We have only to think

BOBBY stared at the portrait of
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of the lively movements of his so-
nata and symphonies to realize
that.”

“I like Haydn’s music, Uncle John.
Especially his ‘Toy Symphony, his
‘Clock Symphony,” which always re-
minds me of a clock store, and the
‘Surprise Symphony.’”

“In the ‘Surprise Symphony,” Bob,
‘'you will recall that during the slow
‘movement there is a sudden crash in
the music. This is Haydn’s ‘surprise,
to wake up those who may be dozing
instead of listening to the musie!
Such was Haydn’s sense of humor!

“When I was a young man, Bob, I
attended the piano class of a well-
known teacher. I recall one session
in particular. A girl played the
Schumann Papillons for wus. She
played well, with good tone, good
rhythm, yet, somehow, the Schumann
pieces did not ‘click’ Our teacher
asked me what was wrong with the
girl’s interpretation of the music.
‘Why,’ I said, ‘I think she plays them
too seriously.’ ‘That is just it,” our
teacher said. Then he turned to the
girl at the piano. You must have
more fun while playing those charm-

ing pieces. Bring out the carniYal
spirit of the music.’ That advice
could be given to a great many
students, Bob, who seem to think
that because a piece was written by
a great composer, it must be played
seriously. If the music suggests fun,
then by all means make others share
it while you play. That is what the
composer would want.”

“1 guess there must be a great
many modern ‘fun’ pieces,” Bobby
suggested. “Would you call Humor-
esques ‘fun’ pieces, Uncle John?”

“Some of them are, Bobby. But
those of Rachmaninoff, Dvorak, Grieg

and Tchaikovsky are tingeq ..
melancholy, as though the com iy
were reminding us that life jg Ii?tsers
fun! However, a great many of i
modern composers haye giVenour
many genuine ‘fun’ pieces, Therg
Debussy’s Minstrels, and hjs Ger e&:re
Lavine, Eccentrigue, a musig .
trait of a well-known eclowy oprO;'
bussy’s time; St. Saén’s ‘Camjyy .
Animals’; the popular symph(mqf
piece “The Sorceror’s Apprentjge blc
Dukas, which describes the haV(]y
wrought by the apprentice Who triei
to work magic during his master:
(Continued on mext pug) s

Junior Club Outline No. 41

Dvorik

a. Anton Dvorak (pronounced Dvor-
shack) is well known to all music
students through his symphony,
called “From the New World.”
When and in what country was he
born?

b. Did he ever live in America?

c. Can you sing, hum or whistle the
melody of the second (Largo)
movement of this symphony?

d. When did he die?

Terms
e. What is meant by “Chamber
Music?”’
f. Give a term meaning “dying
away.”
Keyboard H armony

g. Play the melody given herewith on
the piano and include the triads
or chords indicated. No inversions
are required.

Program

: Try to listen to recordings of the
"NeW World Symphony.” Since many
musicians own a set of these record-

ings they should not be hard to i
Some of your friends would no oy
let you borrow them.

The Largo movement is availahl
in simple piano arrangement. Yor
program may also include the wel
known Humoresque, and the Slavoni:
Dance No. 10 in four hand arrang

ment. Use other Dvofak numbers i
you have any.

Musical Materials

Musical instruments, at varios
times in the history of mankind
have been made of many materi,
including bone, wood, shells, gourds
horn, reeds, gut, skins of animél
bronze, glass, wire, silver, bambo
and they have been played by blov-
ing, plucking, striking, shaking, bov-
ing.

Some have been very plain ai
simple; others have been elaboratelf
decorated, inlaid, carved, jeveld
painted or engraved.

Mankind has always made inst
ments to produce music.

“Will you sing me a song?”
Said the cock to the hen,

“For I've not heard you sing
Since I do not know when.”

“I would sing you a song,
Mr. Cock, if I could,

Barn Yard Music
But you know that my voice
Sounds like sawing on wood.”

“Will you sing me ga song?”’
Asked the duck, feeling gay,
“For I've not heard you sing
Since many a day.”

“I would sing you a song,”
She replied with g quaéi(
'fBut you know that g vo}ce
Is the one thing I lack!”

“Will you sing me g song,
Madame Goose, Very soon?

“FORW ARD MARCH WITH MUSIC”

For I've not heard you sing
Since many a moon.”

“I would sing you & song,’
Replied Madame GOOSE,
“But you know I've no voice,
So, What is the use?”

rHE B

JLSENCE; Ragamujﬁn, a piece for the
g0 py the English composer, John
yreland.” :

«fave any American COMPOSErs
pitten fun’ pieces, Uncle John?”
Bobby wanted to know.' He was a}-
yays keenly interested in the music
of his W country. :

-« should say SO, Bobby. American
womposers all have a great sense of
pumor. John Powell has written a
qite for piano called ‘At the Fair,’
shich describes in music what one
finds at & typical old-time, American
fair; the snake-charmer, the clowns,
and the merry-go-round. It also con-
faing that very clever piece, The
Banjo-Picker. David Guion, who has
peen called the ‘cow-boy’ composer,
ns written The Harmonica Player
and has arranged many American
nli-traes for the piano, including
e ever-popular Turkey in the
Siraw.

“Just as with people, Bobby, humor
in music is necessary, but only in the
right proportion. All life is not laugh-
ter, so all musie cannot be fun. But
who can deny that a little humor can
domuch to brighten many of our re-
cital programs?”’

Arithmetic Puzzle
Add the note values and subtract

» the rest values. What is the answer?

el %

A.,.‘

lyf
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181y
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%

Answers to Jumbled Composors’
Puzzle:

Haydn; Wagner; Chopin; Brahms;
Verdi; Mozart.

Prize Winners For Favorite
Composition Essay:

Class A, Mary Brown (Age 17), Wis-
consin

Uhss B, Burton Pike (Age 14), Massa-
chusetts

Clags C, Mary Jane Austin (Age
1), Virginia

Prize Winners for May ]umblcd

Cﬂmposers’ Puzzle:

Cl;Ss A, Adeline Niclaus (Age 17),

1 W Jersey

5 B, Beverly Brehm (Age 14),
icthigan

li‘fs C, Zona Gogel (Age 11), Okla-
Omg,
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Junior Ftude Contest

TH_E JUNIOR ETUDE will award three at-
tractive prizes eagh month for the neatest
and best stories or essays and for answers
t(? puzzles. Contest is open to all boys and
girls under eighteen years of age.

Class A, fifteen to eighteen years of
age; Class B, twelve to fifteen; Class C
under twelve years. ,

Names of prize winners will appear on
this page in a future issue of THE ETUDE.
Tl}e thirty next best contributors will re-
ceive honorable mention.

Put your name, age and class in which
vou 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 work for you.

Essay must contain® not over one hun-
dred and fifty words and must be re-
ceived at the Junior Etude Office, 1712
Chestnut Street, Philadelphia (1), Pa., by
the 22nd of August. Results of contest
will appear in November. There is no
essay contest this month. Puzzle appears
elsewhere on this page.

Honorable Mention f'or Iumbled
Composers’ Puzzle:

Martha Louise Goodman; Martha Jane Burk-
hart; Carl R. Bartol; June Mandel; Violet
Everett; Ruth Helen Godwin; Frances Reiche;
Dorothy Wreyford; BelvX Woods; Doris Louise
Roberts; Anne Bippus; Marjorie Bradt; Paula
May Petty; Marcia Jondan; Eleyce Gibson;
Jimmy Keane; Betty Maier; Mary Louise Kane;
H. M. Dobbs, Jr.; Frances Moncrief; Barbara
Jane Fennl; Jack Pettit; Kenneth Lowe; Leona
Trzebiatowska; Mary Louise Baker; Edna
Smith; Leona Krebeck; Donald Hunsberger;
Dorothy Anne Schoell; Joan Treuber; Jacque=
lyn Terwilliger; Betty Jo Hyatt; Donald Roet-
ter: Jane Flanigen; Mary Ellen Matthews;
Carlisle Bearden; Mary Lee Graham; Mar-
jorie Wiltse; Marianne Reider; Freda Guld-
blatt; Margaret Lamb; Zona Gogel; Laura
Peck; Florence Pilzak; William E. Moultrie.

Honorable Mention For Favorite
Compoéition Essays:

Amy Kazemba; Margaret Goodman; Faye
Holmes; Calvin Seerveld; Alice Adele French;
Marcia London; Laura Peck; Norma Stollman;
Carolyn Marie Nevins; Mary Helen T{ate; Janis
Ruth Smith; Betty Maier; Ruby Mattison; E_ar]
Allard; Janis Melbrook; Doris Barnes; Willa
Simmons; Edna Olson; Laurence McCabe; Mart
ion Whiteside; Elva Howe; Florence George;
Kitty Johnson; Marie Ella Krausse; Jean Bor-
din; Laurella Heyman; Paul Bridegam.

Letter Box

to letters may be sent in care

(/\nswvrs"f ol i Etude)

ETUDE:
DEIAge‘ll’g:,éo?o our school orchestra and started

lessons when I was msg;reent.irflelsla\;gdpl?%%% otr;

:1}:;8 soraadleginﬁs\geonfrI would love to receive mail

from other muswl"‘rlgr‘r’xer;.our el
JEANNETTE ZIMBERIlﬁséaé:%eu;.gt)t.s

or ETUDE: ;
DFi\?Isr ‘LY:{Ier taught me to play plan(l)rl w?lfnoé
was eight and now I play at our chur

Sundays. My father and sister play violins

ittle, too.
and my brother piays aFl;gtng your friend,

DeaN (Age 11),
MADELEINE Mirhigan

E:
D%\?IR ‘slitgégﬂar?gliptake THE ETUDE.togetheS a;lmd
likeyit very much. I play. the 'pu}alno zla: o
learning to play the Xylorl{rébzli(,)vi etopse}é o
i larinet. I wou y
Fé?trég ianneclhg Junior Etude Letter Box to sur
prise my teacher. e youlA frieirit)i,
sTMAN (Age )
Yen o Missouri

«FEORW ARD MARCH WITH MUSIC”

OBERLIN
(OLLEGE

~ CONSERVATORY OF MUSIC

A professional music school in an attractive
college town. (Member of the National

Association of Schools of Music.)

Thorough instruction for carefully selected
students in all branches of music under artist teachers. -

Special training in band and choir direction.

Write for catalogue describing Oberlin’s conservatory
courses and its superior equipment (200 practice
rooms, 23 modern organs, etc.). Degrees: Bachelor of
Music, Bachelor of School Music; Master of

Music, Master of Music Education.

Frank H. Shaw, Director. Box 585, Oberlin, Ohio.

A complete school of music, dramatic
art and dancing. Courses lead to degrees.
Special students may enter at any time. i

Music
Offers accredited courses in Piano,
Voice, Violin, Organ, Public School
Music, Theory, and Crchestral In-

struments.

REGISTRATION—September T and 8
Write for catalog
2650 Highland Ave.

= /) AE U
(
/ l’ .1-:
e / -
pﬂﬂ[ s <
/ LCLnrna
UNIVERSITY G
CHICAGO A/ 0
THE SCHOOL OF E T

Cincinnati 19, Ohio

OLITAN
OSMoR R USIC

SHIRLEY GANDELL, M.A., Oxford
University, England, President.
41st year. Accredited. Offers courses
in all branches of Music. Certificates,
diplomas and degrees. Desirable board-
ing accommodations. Located in down-

town musical center.
Box E, 306 S. Wabash Ave., Chicago.

Confers degrees of B.M., A.B.,
and M.M.
Distinguished Faculty

Address Registrar for Bulletin
DePAUL UNIVERSITY

SCHOOL OF MUSIC
Room 401, 64 East Lake Street
Chicago, Illinois

MILLIKIN CONSERVATORY OF MUSIC
DECATUR, ILLINOIS

Offers thoro training in music. Courses leading to

Bachelor of Music Degree. Diploma and Certifi-

cate in piano, Voice, Violin, Organ, Public School

Music Methods and Music Kindergarten Methods
Bulletin sent free upon request .

W. ST. CLARE, MINTURN, Director

BUY WAR BONDS AND
STAMPS FOR VICTORY

®be (Jlebreland Tnatitute of (Dusic

Bachelor of Music Degree, Master of Music Degree, Artist Diploma

BERYL RUBINSTEIN, Mus. D., Director 3411 Euclid Ave., Cleveland, O.
Charter Member of the National Association of Schools of Music
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THE COVER FOR THIS MONTH—-Our cover
for this month with all of its fanciful
appeal might we!l be entitled “A Sum-
mertime Fantasy.”

It is the work of a young lady studying
art at the Philadelphia Museum School
of Industrial Art. Students of this school
were invited by THE ETUDE to participate
in a cover prize contest, in which stu-
dents competed only against their fellow
students. This cover was awarded third
prize by the judges of the contest:

This whimsical personification of in-
sects which busily fill the summer air
with their sounds is a water color sketch,
and the promising young lady from
whose brushes it was brought forth is
Miss Dollie Morgan, 5034 Hazel Avenue,
Philadelphia 43, Pa.

A L LS P

THE IMPORTANT “NOW” ON NEXT SEA-
SON’S MUSIC—When Theodore Presser
founded the business bearing his name
he was motivated by a sincere desire to

- provide music teachers and other active

music workers with better opportunities
and more conveniences for securing
nzeded music publications than then
available to them. This was in 1883 when
only a very few metropolitan centers
boasted of establishments with fairly
representative stocks of standard, clas-
sical, and educational music publications.
Today, despite the fact that thers are
some few hundred retail music stores
throughout the country with stocks of
music such as will cover demands from
teachers, students, and sincere lovers of
music, there is about 70% of the entire
population of the United States without
a retail establishment handling such mu-
fic publications in any of the retail shop-
ping districts to which those in this 70%
of our population are accustomed to
going. This condition indicates how far-
sighted Mr. Presser showed himself in
his life-time in setting up a business pro-
viding direct mail service and special-
izing in serving teachers and those in
other branches of the music profession.

Mr. Presser himself had been a music
teacher for years, and this was an im-
portant factor in his establishing and
perfecting many features of direct mail
service to music teachers including the
liberal examination privileges. These ex-
amination privileges help teachers par-
ticularly in gathering together music to
meet their needs for the start of each
season.

It may seem early to talk about music
neesds for the beginning of next season,
but just as the success of our armies in
Europe has proved careful Ppreparation
well in advance is a very important thing,
so in civilian life it is particularly im-
portant in these days when stock and
help shortages make it impossible to give
satisfactory service to those who wait
until almost the day of their needs be-
fore ordering music.

Every teacher of music not already
acquainted- with the examination priv-
ileges offered by the THEODORE PrESSER
Co. (Philadelphia 1, Pa.) and the Early
Order Plan sponsored by this company
should write immediately for details of
the Early Order Plan as a first step to-
ward arranging to have an ample supply
of music on hand ready for a good start
of the next teaching season. Under the
Early Order Plan this can b= done with-
out any immediate cash outlay.
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PUBLISHER'S NOTES

11 Music Lovers

August 1945

ADVANCE OF PUBLICATION
OFFERS

All of the books in this list are in
preparation for publication. The
low Advance Offer Cash Prices ap-
ply only to orders placed NOW.
Delivery (postpaid) will be made
when the books are published.
Paragrapbs describing each pub-
lication appear on these pages.

The Child Beethoven—Childhood Days of
Famous Composers—by
Lottie Ellsworth Coit and Ruth Bampton .20
Choral Preludes for the Organ.Bach-Kraft .50
Classic and Folk Meiodies in the First

Position for Cello and Piano..... Krane .60
Lawrence Keating's Second Junior Choir
Bosl i drcimm gl ter el S e .25

Mother Nature Wins—Operetta in Two

Acts for Children....Shokunbi-Wallace .30
Organ Transcriptions of Favorite Hymns

Kohimann .50

Peer Gynt—A Story with Music for Piano
Grieg-Richter = .30

Singing Children of the Church—Sacred
horuses for Junior Choir......... Peery .25

Six Melodious Octave Studies—For Piano
Lindquist .25

Themes from the Orchestral Repertoire—

ForiPianow i o e Levine .40
Tweive Famous Songs—Arr, for Piano.... .40
The World's Great Waltzes ....... aKing 40

THE CHILD BEETHOVEN—Childhood Days
of Famous Composers—by Lottie Ellsworth
Coit and Ruth Bampton—From all parts
of the country since the appearance of
the first book issued under the CHILDHOOD
DAyvs or FAMOUS COMPOSERS series, teach-
ers have been asking for more of these
“Coit-Bampton books.” This enthusiastic
appeal seems to be growing all the time,
even though there already are four books
—Bach, Handel, Haydn, and Mozart
(price, 35 cents each)—on the market,
with a fifth and sixth promised.

THE CHILD BEETHOVEN, which We are
here offering in advance of publication,
will be the fifth one released when it
appears on the market shortly. Until the
date of its release, the opportunity is
offered to place an order for a single get-
acquainted copy at the low Advance of
Publication cash price of 20 cents, post-
paid.

Ip the style of the other books in this
series, this one has story appeal for the
Juvenile as it tells about Beethoven’s
childhood days. Then it acquaints the
young piano student with some attractive
Beethoven melodies through arrange-
ments of such numbers ag Minuet in G;
Country Dance; Theme from the “Fifth
Symphony”; the Metronome Theme from
the “Eighth Symphony,” and the Chorale
from the “Ninth Symphony.” Besides
tlr.lese little piano solos there is an easy
blano duet arrangement of the Allegretto
from the “Fifth Symphony.” Like all the
other books in this series, there are gi-
rections for the making of a miniature
stage for a pictured scene of the com-
poser’s childhood,

CHORAL PRELUDES FOR THE ORGAN
by Johann Sebastian Bach, Compiled, Re-
vised, and Edited by Edwin Arthur Kraft—
Mr. Kraft’s fine editorial work on Bach’s
EIGHT SHORT PRELUDES AND FUGUES for or-
gan, available in the Presser Collection,
has established his authority on the mu-
sic of the Leipzig Cantor. Now we are
pleased to announce as a forthcoming
addition to the same series, the beautiful
CHORAL PRELUDES FOR THE ORGAN as pre-
pared by the same distinguished mu-
sician.

These fine works are among the su-
preme in all music. In this new edition
their devotional content will be apparent
anew by means of the interesting regis-
trations the editor has provided along
with new pedalling and fingering. The
eighteen Choral Preludes between the
covers of this book will include: Liebster
Jesu, wir sind hier; Alle Menschen mus-
sen sterben; Ich ruf zu dir, Herr Jesu
Christ; In dulci jubilo; In dir ist Freude;
and Herzlich thut mich verlangen.

While this book is being prepared, an
order for a single copy may be placed at
the special Advance of Publication cash
price of 50 cents, postpaid.

LAWRENCE KEATING’S SECOND JUNIOR
CHOIR BOOK—This collection is designed
after LAWRENCE KEATING'S JUNIOR CHOIR
Book, and contains original compositions
by the author and settings of melodies
rom Bach, Beethoven, Brahms, Franck,
Gounod, Grieg, Haydn, Mendelssohn,
Mozart and Schubert. The texts provide
appropriate verses for church services.

This book may be effectively used by
girls alone, by treble voice choirs, with
boys with unchanged voices, or by wom-
en’s choirs. A single copy may be ordered
now at the Advance of Publication cash
price 25 cents, postpaid.

ORGAN TRANSCRIPTIONS OF FAVORITE
HYMNS by Clarence Kohlmann—For some
time pianists have enjoyed Mr. Kohl-
mann’s arrangements of hymns and
gospel songs. Now organists are to enjoy
t}'le same benefits. The twenty transcrip-
tions of popular hymns in this volume
h_ave been chosen from the same adapta-
t}ons which attracted widespread atten-
tion during the years when Mr. Kohl-
mann played them at the famous sum-
mer services at the Auditorium in Ocean
Grove, New J ersey.

Since in most cases the original hymn
k'eys have been retained, the transérip-
tlon_s may be used to accompany congre-
gational singing. They also are suitable
f9r uce as instrumental background mu-
S12 and as instrumental solos. The ar-
rangements are in good taste and retain
the true spirit of the original hymns. Un-
due. musical embellishments have
avoided, and organists
these transcriptions.

Since the book ig certain to
eqthusiastic reception, the alert }cl)ig:n?s?
will place an order now for a single copy
at the special Advance of Publicatioﬁ
cash price of 50 cents, postpaid.

: been
will enjoy playing

ADVERTISEMENT

THEMES FROM THE ORCHE
ERTOIRE, For Piano, Compilag b, o
Levine—This is a fourth volyme iny H"f"
arranged and compiled by Heny ;:e."“
Pianists everywhere already haye 4
joyed THEMES FROM THE Greay PI’:"'
CONCERTOS; THEMES FROM THE Gaypg
roNEs and THEMES Froy GYH'
C°ERAS. For his new book Mr, 1y, o
selected suites, overtures ang tone has
of leading orchestral composers,

of these have been especially amnsmr,’
Air, from Suite No. 3 in p by szg

Themes from the Sorcerers Aoy
by Dukas; Debussy’s Prelude to ff, A
noon of a Faun; Themes from Roungy,
ian Rhapsody No. 1 by Enesco; Nocty,
from “A Midsummer Night's Drean y,
Mendelssohn; Theme jrom Les pmmg
by Liszt, and Saint-Saens’ Dang Mag.
bre. Some of the other selections g
Grieg’s In The Hall of the Moy
King; Two Themes from “Scheherqzqgy
by Rimsky-Korsakow; Song of the Moldy
by Smetana, and Tschaikowsky’s g
from “Serenade for Strings”, Ths .
rangements are slightly more adayy
than those of the earlier volumes gy
running to fifth and sixth grade. All
been carefully fingered, phrased g
edited.

A copy of this new work may be s
sured by placing your order now at i
Advance of Publication cash priee §
cents, postpaid. Sale of the book is co-
fined to the United States and its ps
sessions.

THE WORLD'S GREAT WALTZES, 4-
ranged for Piano by Stanford King-Ti
average pianist of third grade ability v
enjoy playing these delightful arrang
ments of famous waltz melodies. B
arrangement has been made with carfl
detail to editing, thus retaining i
rhythmic and melodic charm of the orig:
inals.

Included in this collection are: 4 Wl
Dream, by Oskar Straus; My Treas
by Becucci; Gold and Silver by Lehr
The Skaters by Waldteufel; Dt
Waves by Ivanovici; and severa 'bS
Johann Strauss including The Beautifi
Blue Danube, Artist’s Life; and To#
from the Viemna Woods.

A single copy of this album maj ¥
ordered now at the special Adance?
Publication cash price of 40 cents, Jo
paid. The sale, however, is limited to
the United States and its possessions

CLASSIC AND FOLK MELODIES in ¥
First Position for Cello and Piano—semm’
Edited and Arranged by Charles K
Because until recent years beginning &
students usually were those who el
had attained some proficiency on anoi
instrument, such as the violin, easy mﬁ;
terial for the cello has been M
limited. Today, with even young fo®
grammar school age taking up the md
strument, there is an increasing de‘?’?'uu
for pleasing pieces in the first Wm&,’

In this book the eminent edif®’
Charles Krane, presents a dozen
dies, especially adapted to th 4
which he has selected from the c"mpfﬂolk
tions of Bach, Mozart, Brahms, aii %

0
tunes of French, Bohemian, Dutth®

Russian sources. When selectind thé
tunes special attention was givel wen-
practice material they afford in eleefll;dic
tary technic as well as to their I i
and rhythmic attractiveness. In ad" .
of publication teachers may %=
single copy of this book at the e W
introductory cash price, 60 cents,
paid.
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pIOUS OCTAVE STUDIES, For

SINGING CHILDREN
MELO 3 : _ OF THE CHURCH,
§Ix pigno, by Orville A. Lmdqulsl.—TeaCh- Sacred Choruses for Unison and Two-Part
'r‘: and pupils will welcome this forth- Junior Choir, by Rob Roy Peery—The well
Zoming addition to the famous Music known Younc PropLe’s CHOR BOOK

3 (S.A.B.) by Rob Roy Peery has become
45 professor of piano at the.Oberhp Con- sgch an established success with choir
ervatary of Music, Oberlm,‘ohlo, Mr. directors anq singers that it has been
[indguist had ample opportunity to learn deemed advisable to publish a similar
ine needs of piano students, apd in this boolf: for unison and two-part Jjunior
jook has done laudable work in supply- choirs by the same composer and ar-
g “musical” octave studies which not ranger. With contents suitable for use
ol will please the pupil but also pre- throughout the year, this collection will
pere Bim for more advanced technical be known as SINGING CHILDREN oF THE
Jorks. . CHURCH.

The author presents the various types Dr. Peery’s new book will be made up
f octaves, and provides suggestions for of some twenty original compositions and
ie correct practice of each exercise. arrangements. Four general anthems,
Technical points receiving consideration Come, Ye Children, Sweetly Sing; Sav-
ae chromatic octaves for both hands, iour, Teach Me; Jesus Loves Me: and
iterlocking octave passages, tremolo oc- All Things Beautiful and Fair are among
tnues, repeated octaves in sizteenth notes, the original numbers, which also include
right hand melody octaves, and forte an anthem for the opening of the service
wtwe passages with both hands. and one each for Lent, Palm Sunday,
By ordering now a single copy may be Easter, and Christmas. Newly harmon-
otained when this book is issued at the ized settings of For You I am Praying;
special Advance of Publication cash price, My Jesus, I Love Thee; Sweet Hour of
% cents, postpaid. Prayer; Softly and Tenderly; We're
Marching to Zion; and the Twelfth Cen-
tury hymn, Beautiful Saviour, in F.
Melius Christiansen’s fine harmonization,
are among the arrangements.

In advance of its appearance from the
press, a single copy of SINGING CHILDREN
OF THE CHURCH may be rescerved at the
special cash price of 25 cents, postpaid.

Jastery Series. During his many years

MOTHER NATURE WINS, An Operetta in
Two Acts for Children, Libretto by Mae
Cleaton Shokunbi, Music by Annabel S.
Vallace-In MOTHER NATURE WINS direc-
tors will readily find the answer to their
search for a fascinating children’s two-
part operetta. The dialogue is clever;
the lyrics are entertaining; and the songs
are on the proper achievement level for
children from five to thirteen. It is flexi-
bleas to the time of performance and
the number of participants. Complete di-
rections for costuming and staging are
given,

The story tells of the struggle of King
Winter for permanent rule of the earth.
Mother Nature changes King Winter into
the Prince of Spring, who blesses the
erth with a glorious springtime when
Love comes to him. Children from kinder-
garten through eighth grade can fill the
requirements of the cast. There are six
main characters, five of whom must be
tapable of singing easy solos. A Chorus
of Trees and a group of dancers round
out the cast.

‘Morser NaTuRE Wins will please di-
tector, cast, and audience alike. To bene-
ft by the Advance of Publication offer,
send 30 cents now. The operetta will be
forwarded, postpaid, when published.

PEER GYNT, by Edvard Grieg, 4 Story with
Music for Piano, Arranged by Ada Richter—
To those acquainted with Mrs. Richter’s
presentation of Tschaikowsky’s NuUT-
CRACKER SUITE, and other STORIES WITH
Music, no description of this new book
is necessary. For those not familiar with
them, it will suffice to say that this is a
condensed version of Ibsen’s drama, for
which Grieg wrote the music. It is of-
fered in story form for young folks, and
throughout are excerpts of Grieg’s fa-
miliar melodies brought within the p}ay—
ing capabilities of third grade p}ano
pupils. In advance of publication a single
copy of this book may be orflered at the
special introductory cash price, 30 cents,
postpaid.

ADVANCE OF PUBLICATION OFFER WITH-
DRAWN—Because of the wide acceptance
by.teachers of the first two parts of Ada
Richter’s piano course for young studen.ts,
the demand for first-off-the-press copies
of the book we are placing on the market
this month has been exceptionally hany.
Teachers will be glad to know that copies
now are ready for delivery to advan.ce
subscribers. As is the custom, the spec.lal
price is hereby withdrawn and copies
may be obtained from your local dealer
m the publisher.

Or]‘t;s"o Piano pBook, Part Three'; by A@a
Ricflter covers all necessary instruction
material for the second year of study and
may be used either for prlvatg or class
teaching. Published in tl:xe upright form,
as are most sheet music numpers and
books, it is more comprehensive tl‘{aﬁ
Parts 1 and 2 of the course, each of _whlc

covers just a half year’s study. Price, 75

cents.

TWELVE FAMOUS SONGS ARRANGED FOR
PIANO-This collection undoubtedly will
Vin the success warranted by its out-
standing content. Tt has been designed for
fecreational pursuits, and will contain
Dlano versions of twelve popular songs in
e catalog of The John Church Co., an
dfiliate of the Theodore Presser Co. The
imangements, for third and fourth grade
Manists, have been made to emphasize
the melodic and harmonic qualities of the
ginal songs. Some are by the composers
temselves, while others represent the
tran_sériptive abilities of such well-known
Msicians as Bruce Carlton, Henry Le-
e, and William M. Felton. Among the
Oitents will be: De Koven’s Recessional;
4Fadyen’s Cradle Song; Nevin’s Mighty

ERNEST HUTCHESON, President

INSTITUTE OF MUSICAL ART

GEORGE A. WEDGE, Dean

Individual vocal and instrumental instruction.
Instruction in theoty, composition and music education.
Diplomas and the B. S. and M. S. Degrees.

Catalog on request.

Room 432 _

120 Claremont Avenue

JUILLIARD SCHOOL OF MUSIC

New York 27, N.Y.

BALDWIN-WALLACE
CONSERVATORY OF MUSIC

BEREA, OHIO (suburb of Cleveland)

Affiliated with a first class Liberal Arts College.
Four and five year courses leading to degrees. Faculty
of Artist Teachers. Send for catalogue or informa-
tion to:

ALBERT RIEMENSCHNEIDER, Dean, Berea, Ohio

BOSTON UNIVERSITY
Cottege of Music

Offering complete courses in Piano, Voice, Organ,
Violin, Cello, Brass, Woodwinds, and Percussion instru-
ments, Public School Music, Composition, Church
Music, Musicology. Chorus, Glee Club, Orchestra, Band.
Faculty includes members of Boston Symphony. Bache-
lors and Masters Degrees in all musical subjects. Dorms.
Catalog. COLLEGE OF MUSIC, 73 Blagden St., Boston.

Naint Mary-oi-the-Woods

COLLEGE

Conservatory of Music for girls. Applied Music,
Theory, Public School Music, leading to B.A. and
B.S. with a major in Music Education. Piano, voice,
organ, harp, violin, other instruments; composition,
harmony. Beautiful, well-equipped buildings, spa-
cious campus. All sports. Early registration advised.
Catalogue. Box 15, Saint Mary-of-the-Waods, Indiana.

THE MANNEY
MUSIC SCHOOL

Study with Artist Teachers. complete courses 1ead-
ing to Artist’s Diploma or Teacher’s Certificate. Special
courses for children. Class and individual instruction.
Violin, viola, cello, harp, piano, voice, wind instru-
ments. Opera, Conducting, Chamber Music Depts. Write:

DAVID & CLARA MANNES, Directors
157 EAST 74th STREET NEW YORK 21, N. Y.

BUY WAR BONDS AND STAMPS FOR VICTORY

Lag ¢ Rose; The Green Cathedral, by
ngln;.Panis Angelicus, by Franck; I
Hae Life by Mana-Zucca; My Heart is @
Wi”efl by Steinel: Sprosss Will-o’-the-
; and In Maytime, by Oley Speaks.
SA Single copy of this book may be re-
Ted now at the special Advance of

A Novel First Exercise Book for Piano

STUNTS

By Ada Richter i
i ining exercises in necessary
?&%ﬁ;ﬁ:ﬁlﬂgﬁe%giﬁ for children. Attractive

illustrations. price, 60 cents
THEODORE PRESSER CO

1712 Chestnut Street Philadelphia 1, Pa.

g:f;icatim cash price of 60 cents, post-

BERNICE FROST

will give a

Lecture Series for Piano Teachers

SYRACUSE, NEW YORK
Aungust 13th to 17th, 1945

Five mornings from 9.30 to 12.30 o’clock.
Private lessons—rconferences and anditions in the dafternoons.

For registration address—Mrs. Dorothy Clark, 416 South Salina Street
Syracuse, New York

n
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WHERE SHALL | GO TO STUDY?

PRIVATE ‘TEACHERS (New York City) 1

! * PRIVATE TEACHERS (Waestern)

H. FREDERICK DAVIS

Teacher of Many Successful Singers
All Branches of Singing Taught. Beginners Accepted
Studio: 606 Templeton Bldg...... Salt Lake City, Utah
Phone 3-0316 (or 4-5746) for appointment

rite for Free Circular

HAROLD HURLBUT

Paris—New York—Hollywood

Member Natl. Assn. of Teachers of Singing—Devel-
oper of Singers of Metropolitan Opera, Chicago
Opera, So. California Opera, Radio, etc. ""VOICE
FUNDAMENTALS™ (J. Fischer & Bro., N. Y. Pub.)
Endorsed by W. J. Henderson, Bispham, Amato, Etc.
2150 Beachwood Dr. Hollywood, Calif.
Tel. GI. 1056

DR. ELDON-ROI
NOTED TEACHER OF VOICE
Pupils include Stars of Stage, Screen, Radio and
Metropolitan. Capable Assistants.
Phone Walnut 6487
Write—Philadelphia Guild of Music
and Allied Arts—Teachers
908 Walnut, Phila., Penna.

CHARLES LAGOURGUE STUDICS

VOICE PRODUCTION—SINGING—
COMPLETE MUSICAL EDUCATION

information apply to New York Studios.

35 West 57th Street, N.Y.C.

Mr. Lagourgue will conduct SUMMER CLASSES in
SINGING in the INTERNATIONAL COLLEGE of
CANNES, renowned resort of the French Riviera. Fer

EDITH SYRENE LISTER

LUCIA O'BRIEN LIVERETTE
VOICE

Graduate of Samoiloff's Teacher's Course
Reasonable terms.

Phone NO 2-1030 EX 114}
616 N. Normandie Ave. Los Angeles, Calif.

EDNA GUNNAR PETERSON

Concert Pianist—Artist Teacher

229 So. Harvard Blvd. Los Angeles, Calif.
FE. 2597

THE SAMOILOFF
BEL CANTO STUDIOS & OPERA ACADEMY

The only place where you can learn the original
Samoiloff Bel Canto Method which developed such
outstanding voices as NELSON EDDY, BIANCA
SAROYA, DIMITRI ONOFRI and many others. Now
under the direction of Zepha Samoiloff.
Write for Catalog, 4015 Wilshire Bivd., Los Angeles 5
Phone FE 8294 No charge for Audition

ELIZABETH SIMPSON

Avuthor of "Basic Pianoforte Technique'
Teacher of Teachers. Coach of Young Artists.
lii’upt‘lsecll:rnqpc;ed |;‘_or _C*o_ncelrnWork. Class Courses
Methods Jor bione Jeenes.
609 Sutter St., San Francisco;

2833 Webster St., Berkeley, Cal.

DR. FRANCIS L. YORK

Advance Piano Inferpretation and the Theory work
required for the degrees of Mus. Bach., and Mus.
Mas. Special Chopin interpretation.
DETROIT CONSERVATORY OF MUSIC
Detroit, Mich.

PRIVATE TEACHERS (New York City)

HELEN ANDERSON
Concert Pianist
Interesting course—piano, harmony
Many Successful Pupils

AUTHENTIC VOICE PRODUCTION
405 Carnegie Hall, New York City
Collaborator and Associate Teacher with the late W.
Warren Shaw and Endorsed by Dr. Floyd S. Muckey
Wednesday: Troup Music Studio, Lancaster, Pa.
Thursday: 309 Presser Bldg., Philadelphia, Pa.

(FRANK) (ERNESTO)
LA FORGE-BERUMEN STUDIOS

Yoice—Piano
Among those who have studied with Mr. La Forge are:
Marian Anderson, Lawrence Tibbett, Richard Crooks,’
and Mme. Matzenauer.
1100 Park Ave., Corner 89th St., New York

Tel. Atwater 9-7470

RICHARD McCLANAHAN
! Representative TOBIAS MATTHAY
Private lessons, class lessons in Fundamentals
Lecture-demonstrations for teachers

80! Steinway Bldg., New York City

EDWARD E. TREUMANN

Concert Pianist—Artist-Teacher
Recommended by Emil Yon Sauer, Moritz Moszkowski
and Joseph Hofmann.

Studio, Carnegie Hall, Suite 837, 57th St. at 7th Ave.
Tel. Columbus 5-4357 New York City
Summer Master Class—June to Sept.—Apply now.

GIOYANNA VIOLA |
Teacher of Singing—'Bel Canto"

European fraining and experience abroad in Opera
oncert and Radio. Specializing in correct voice

placement. Write for audition.

Phone: Trafalgar 7-8230

8 West 86th Streef New York City

CRYSTAL WATERS
Teacher of Voice
Radio, Screen, Concert
Opera, Pedagogy

405 E. 54th St. New York City

Tel. Vo. 5-1362

Prfvai‘e teachers in the larger cities will find
this column quite effective in advertising their
courses to the thousands of Etude readers

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

who plan to pursue advanced study with an

established teacher oway from home.

Helpful Hints for a
- Better Band

(Continued from Page 438)

we were accomplishing. The completed
composition, they felt, was truly their
song.

A band conductor can do wonders with
his limited material, but he must depend
on his resources and the resources of the
other members of his group to develop
potentialities into realities. It is hoped
that the methods and hints which have
proven so successful in my work will en-
able another band instructor to share, in
at least a portion, of that success with
his own band.

The Place of Music in
Military Hospitals

(Continued from Page 468)

soon as possible, the patients should be
encouraged to sing familiar songs, for
here, as in no other situation, patient
participation is of the greatest value. It
is imperative that the neuropsychiatrist
be consulted always before carrying out
any program.

There is a third phase of music in
military hospitals: patient participation
and teaching. It is obvious that those
boys who were musicians-before entering
the service, and even those who had
studied it indifferently may want to take
it up again just as they would renew old
friendships. There is no problem with
such patients. But what of those boys
who for the first time in their lives méy
want to learn to “play a little,” or, as
they so frequently put it, want to learn
to play two or three tunes? Since the
Army cannot provide enough instructors
much. of the teaching will be done by thé
American Red Cross, the Gray Ladies,
a_nd individuals who are willing to devote
time and effort to it. Therefore it is
strongly urged that such individuals con-
sult with teachers who specialize in short
pbractical courses, and even with the
“Twe}ve Easy Lessons” type of instructor.
If this is not bractical, they should pur-
chase and study some of the latest books

Band (Questions
Answered

by Willam D. Poscll

Information on Cutting Oboe Reeds

Q. Will you kindly favor this librar i

v with
the names qf some texts providing information
on the-subject of making and cutting oboe
reeds?—D. E. R., Connecticut.

A. T suggest that you obtain the follow-
ing books: (1) “The Study of the Oboe.”
by William D. Fitch; (2) “How to Mak’e
Double Reeds,” by Joseph Artley. I am
certain you will find both of these books
very helpful. They may be procured
through the publishers of THE ETUDE.
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Opportunities for the Saxophonist

Q. I am sixteen years old and a i
determined to follow a musical calpee(ifﬁlmgfgz
?lto saxophone and understand that it is not
included in the regular symphony orchestra
instrumentation. What are the opportunities in
tl}e field of radio or for a soloist? I use a slight
vibrato. Is this accepted by conductors? Re-
cently I received a rating of highly su;.Jerior
at our state contest.—P. S., Kansas.

A. The opportunities for a career as a
saxophonist are brightest in the field of
dance band, radio, and solo performance.
In _any case you must be thoroughly
tra,lin.ed and prepared to meet the com-
petition you are certain to encounter
Why don’t you seek the advice of some.
well-.known saxophonist as to your quali-
fications as a performer? The vibrato, if

properly employed, is a definite
your tone. e

on this method.
. Most of these young patients do not
intend to become musicians. They want
to learn to play a few modern tunes
t.hat they like on some instrument. A
lltt}e book called, “Sit Down And Pla'xy %
which was developed by the Army Ai‘r
f‘;rc};as 1slidea1 for this purpose. However
e boys lear i is
e gle‘ n much faster if a teacher is
In addition to the pian
well known instrumentsr,) the()réa;rcl I(;f;rfr
small instruments such as the ocarinay
tonette, harmonica, and concertina which’
are easy to learn, and which are ideal for
8roup participation. Any qualified teacher
of the standard instruments ecan quickly

learn to play and teach these little in-

struments. The teacher should foster and

encqurage group playing, and should or-
ganize small orchestras or ensemble
made up of these novelties. As before ?:
1s strongly urged that teachers utifizle

"FORW/ARD MARCH WITH MUSIC”

modern instruction books g,
provided by the Army. ® gy
The field for an instryctoy o
of patience and a pleasmgt;;gth?ﬁt
almost unlimited for teachin, t}?ahfyh
tients. And while music i ok tesena.
it can do much good for the thohmm'
of our sick and woundeq boys
tion, it will surely bring about.'a
appreciation of the part that musjgr%
in our American way of living gy

In o,

Adult Béqinners
Want To Leam

(Continued from Page %)

add anything, she said “I voijg
more about the daily routine of g
practice. That has not been easy fory,
but I knew it had to be doneirlgg{
any place.” These adult beginner iy
come from every state in the Unio
from almost every eountry on the gloke
Canada, the West Indies, Engy;
France, Italy, Russia, Hawaii, Km
China and others. The average agi
from twenty to thirty. Many have i
older—a few past sixty. The talet
ability and work accomplished hawe
differed with nationality or age. la
convinced no rational human bein
without some gift for musical expresic
A few men have found their way il
these classes, and have been among
most interesting and interested adi
beginners. One Lieutenant, now withli
ship on the Pacific, writes that hisje
at the piano gave him more plea
than any study he had ever done ai
he hopes to come back to it. A Colo
for three years overseas says he I
learned to play the bagpipes, with i
help of his piano lessons for one jt
and an “instructor” who promised 1
bagpipes could be learned in six MW
by a person of average intelligence’®
added “Try it.” !

For the past three years the Y. W.C4
has sent the piano pupils to my sl
Much of the building was taken overlf
the U. S. O., leaving no rooms fir ¥
dividual teaching. The extra timel®
now give to every pupil is an adai
to them and easier for me not fo ¥
stricted to thirty minutes. ]

My indebtedness to Tobias Maithtj
the principles included in this &t
must here be expressed, Also mi”
debtedness for his teachings and ™
ings, which have made my wok ™
adult beginners much easier and mor;
interesting to me and to them. At®
lesson I quote some of his sayinés ©
everything about every note is Just %"
it is well on the way to artistic i
ance”; “Muscular problems are Bt
“There are three kinds of techul™
strumental, Interpretative and the ™'
nic of Good Taste, they cannot I SEE.
arated in teaching”; “The highest hap?gv'

ness in life is the knowledge e ‘a
are being of use to others.” At r;,lgndﬂ"

lesson with Tobias Matthay i '
I asked if I might give some ",
his principles. He said, “Certaitl
everything you can to help.” e

The “help” we give the Youﬂ?fal ®
ginner may bring greater mus¥ o
wards, but the “help” Wit} %y
beginners gives an added pled

sue &
interest to their lives.
- |

ANNUAL PIEDMONT FESTI-
Tﬂ%ﬂc and Art was held at
w o salem, North Carolina, July 25
Wmswn-e musical program of the festival
0 ;ga colorful folk pageant, “United
i and the Brahms' “Requiem”
y the Festival chorus of three hun-
o gith the Festival Symphony Or-
dredéa George King Raudenbush was
ﬁf niu.sical girector of the event.

0 HOWARD HANSON was awarded
- onorary degree of Doctor of Letters
gethe annual commencement exercises

o Kenka College.

3 THE OUTDOOR sum-

. mer concert season, just

closed, suffered greatly

by the vageries of the

weather. With the July

rainfall in the eastern

part of the country un-

usually heavy, the Robin

Hood Dell Concerts in
Philadelphia, especially
were hard hit by torren-

il downpours just at the concert hour,
fith the result that more than a dozen
psiponements, & record number, had to
1 made. Nevertheless there were several
afstanding events and record breaking
aidiences. One of the highlights was the
snging of the Verdi “Requiem” by a
dorus of three hundred. An audience of
fiffeen thousand was present when the
Ballet Russe was the attraction. Dimitri
lfitopoulos was the general musical di-
rector of the Dell and conducted twenty-
two of the twenty-eight concerts. Jean-
neite MacDonald also drew a large audi-
ence. (16,000 admirers.)

[EANNETTE
MacDONALD

JOSEPHINE ANTOINE has been awarded
the Treasury Citation “for distinguished
seivices rendered in behalf of the War
Finance Program.” Miss Antoine has sung
atrallies at which upwards of $50,000,000
has been raised. A total of 40,000 miles of
fiying in this country and Canada was
wvered in making these appearances.

VICTOR MURDOCK, Editor of the
Wichita Eagle and long an enthusiastic
fiend of THE ETuDpE, died in Wichita on
July 8. Mr. Murdock, one of the outstand-
g statesmen of the Middle West, served
I Congress for twelve years. He was
Ianager of the Progressive Campaign for
Tl}eodore Roosevelt. In 1917 President
Wison appointed him to the Federal

de Commission, on which he served
% chairman until 1924. Mr. Murdock

Wote millions of words in his books and.

5 editorials and was a “power” in the

Yid-West. He was a capable musician

d played the piano with facility.

BORIS KOUTZEN and Elliott Carter
@ been selected as winners in the
Mntest for members of the American
Cmposers Alliance, sponsored by Broad-

st Music, Ine.

TeLEO C. SCHWARTZ, Editor of Music
achers’ Quarterly and Juvenile Mu-

S

Usic Teachers’ Quarterly.
SEPTEMBER, 1945

Yff&n‘ died suddenly on July 8, in New
o YClty. Mr. Schwartz was born in
e ork on April 8, 1895, and following
teagi years experience in the piano

4ing field, he founded in 1933, the
C Teachers’ Review, changed in 1943

- A PROGRAM of American music was
played in Moscow on July 4, in celebra-
tion of American Independence Day. The
program included works by Roy Harris,
Samuel Barber, Aaron Copland, and
Wallingford Riegger.

JOHN R. DUBBS, for many years head
of the Rare Old Violin Department of
Lyon and Healy, and an authority on old

violins, died in Chicago on July 7. Mr.

Dubbs was one of the most expert ap-
praisers of old violins, his long years of
service having given him an experience
which few in this field could duplicate. It
has been said that Mr. Dubbs knew inti-
mately and had handled practically every
rare old violin in existence.

NINE, Russian composer,

NICHOLAS TCHEREP-

died in June, in Paris,
where he had made his
home since 1921. He was
born in St. Petersburg
(now Leningrad) in 1873,
and studied under Rim-
sky-Korsakoff. Later he
conducted at the Rus-
sian Royal Opera House,
and at the Maryinsky Theatre. In 1918 he
was director of the Conservatory at Tiflis.
Following the First World War he estab-
lished a conservatory in Paris and was
identified with the Diaghileff and other
ballet productions. In 1921 he began work
on the fragments of Moussorgsky’s comic
opera,
transformed it into a finished opera,
which was. first produced at Monte Carlo
in 1923, and at the Metropolitan Opera
House in New York in 1930.

NICHOLAS
TCHEREPNINE

— C)omloefiﬁond e

A PRIZE OF ONE THOUSAND DOL-
LARS is offered by the Trustees of the
Paderewski Fund for the best choral work
suitable for performance by a se.zc.ondary
school chorus and orchestra requiring not
less than twenty nor more than forty min-
utes for performance. The contest closes
December 1, 1945, and all details may be
secured by addressing the Trustees of the
Paderewski Fund, New England Con-
servatory of Music, 290 Huntingdon Ave-
nue, Boston, Massachusetts.

A PRIZE of one hundrqd dolla;s plus
royalty is offered by J. Fischer & Bro.f,
New York City, under the auspices ga
the American Guild of Organists, to the
composer of the best composition ﬁgr
organ submitted by any musician re%h:
ing in the United States or Canada.} : ﬁ
contest closes January 1, 1946; and ff:h
details may be proc}lred from the o ;8
of the American Guild of Orgamsts& évk
Fifth Avenue, New York 20, New YOrx.

ANNUAL C(AMP]%TI.—

r the Ernest Bloch Award 18
;rgr?gmcfgd by the United Temple Ch};)rus
of Long Island. The avaard of one u::
dred and fifty dollars is for a lc(fr%p%a'
tion based on a text from the Oh fs 2
ment; and suitable for -a..c (})1ru'win-
women’s voices. Publication of ]’; e éarl
ning chorus is guarz_mteed' yd 5
Fisgher, Inc.; and it will be 1nc1ul:3 .
the next spring concert by the 1c ornsé.
The closing date is December 1; athe
further details may be secured troglmesi
United Temple Chorus, The L
Bloch Award, Box 736, Woodmere, LONS

Island, New York.

THE SECOND

THE SCHOOL OF MUSIC of De
Paul University, Chicago, announces an
Inter-American Chopin Contest, the
finals of which will be held in Chicago
in May, 1946. The contest is to select
the outstanding Chopin pianist of the
hemisphere and entries are invited from
the United States, Mexico, Central
America, and South America. The first
prize is one thousand dollars. Details
may be secured by writing to De Paul
University, 64 East Lake Street, Chicago
1, Illionis.

THE TWENTY-FIRST ANNUAL
Award of the Eurydice Chorus of Phila-
delphia, of one hundred dollars, for a
composition for women’s voices, is an-
nounced by The Philadelphia Art Alli-
ance. The closing date is October 1, 1945,
and all details may be secured by writing
to Miss Katherine Wolif, chairman of the
committee, The Philadelphia Art Alliance,
251 South Eighteenth Street, Philadelphia.

THE NINTH ANNUAL Prize Song
Competition, sponsored by the Chicago
Singing Teachers Guild for the W. W.
Kimball Company Prize of One Hundred
Dollars; is announced for 1945-1946. The
contest is open to any citizen and resident
of the United States, Canada, or of any
Central American Republic. Manuscripts
must be mailed not earlier than October
1, nor later than October 15, 1945; and
all information may be secured from E.
Clifford Toren, North Park College, 3225
Foster Avenue, Chicago 25, Illinois. The
Kimball Prize has been a real means of
providing initiative to many young com-
posers. :

«FORW ARD MARCH W7 ITH MUSIC”

HERE, THERE, AND EVERYWHERE
IN THE MUSICAL WORLD

“The Fair at Sorochinsk,” and -

THE NEW YORK concert series of The
Philadelphia Orchestra, which will open
on October 2, will present Pierre Monteux
and Bruno Walter as guest conductors.
Eugene Ormandy, the regular conductor,
will be on the podium for eight of the ten
concerts, with the guest conductors each
having charge of one concert.

EIGHT HUNDRED THOUSAND DOLLARS
is the estimated cost of restoring com-
pletely La Scala Opera House at Milan,
Italy, damaged severely by the Nazi
bombings. Work has already begun on
the work of reconstruction.

CHARLES PREVIN, well-known conduc-
tor, has been named musical director of
Radio City Music Hall, succeeding the
late Erno Rapee.

ALEXEI HEIEFF AND LUKAS FOSS,
young American composers, have been
commissioned by the Koussevitzky Music

‘ Foundation to write pieces for the violon-

cello short enough to e recorded on one
side of a twelve-inch record or on two
sides of a ten-inch record. The need for
short compositions was originally ex-
pressed by Gregor Piatigorsky, eminent
violoncellist, and a director of the Kous-
sevitzky Foundation.

OSCAR THOMPSON, for
the last eight years music
critic of The New York
Sun, and author of sev-
eral books on music, died
suddenly on July 3 in
New York City. Mr.
Thompson was born in
Crawfordsville, Indiana,
and was educated in
music. In 1919 he joined
the staff of Musical America, later be-
coming editor and remaining in that
position until 1943. He also served as
music - critic of The New York Evening
Post and as a member of the music staff
of The New York Times. In 1937 he suc-
ceeded W. J. Henderson as music critic
of The New York Sun. Mr. Thompson
taught music criticism at the Curtis In-
stitute of Music in 1928 and at the time
of his death was lecturer on that subject
at Columbia University.

OSCAR
THOMPSON

SYDNEY KING RUSSELL has won the
award of one hundred dollars in the
eighth annual song composition contest
conducted by the Chicago Singing Teach-
ers Guild. The name of his winning song
is Harbor Night.

.



