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MODERN HOHMANN-WOHLFAHRT BEGINNING
METHOD for Violin, by Harvey S. Whistler. A
compilation of two of the ~orld's ffi?st famous
methods for violin, entirely revised, re-edired and re-
seyfes-rc meet the demands of moder,n education. The
suing by suing approach, utilized '.0 the Hohmann
Method, is unquestionably the easiest means ev:!
devised for teaching violin. The name Wohlfahrt IS
knownto violinists everywhere. Price. 60 Cents

INTRODUCING THE POSITIONS for Violin, by Harvey S. Whis~ler. The third
and fifth positions are introduced in a ,very ~ra~ti.cal. and compreh~~slvemanner fo-:
the pucpose of developing the class-trained violinist mto the.se 'pos1tlon~. The author
does not minimize the necessity of a serious student of ~lOJJ[: !earnmg the other
positions but points Out rightly enough that third and fifth positrons should follow
first. ' Price; 75 Cents

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

KELOEBERARTIST SCALE and CHORD STUDIES fO'r the VIOLIN. by Robert
L. Keloeber. A complete and practical scale system, u.:niformly finge~ed·aro.t 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.eosemble collection of classics, folk
tunes and original compositions, arranged for three and four violins. Very useful for
violin classes. Price. 75 Cents

~m1li~",,~TIM 'ifm~ 738 So. Campbell Ave.
~~_ ~ CHICAGO 12, ILL.

• •

•
• Jazz. Swing. Jump • Boogie-Woogie
()ur NEW 100page Piano Instruction Book will en-
able you to play Popular Songs with all the fancy
@mbellishments employe<! by the professional.
Make Your Own"' Arrangements -- Add Notes_
Chorrls-Basses- Breaks-Blues- Rhythms-ModI,].
lations-Transposing-Orchestra and Radio Playing
-Introductions-Endinl(s, etc. 1001 sparkling new
fdeas all contained in one book. Not an ear orcorres_
Ilondence course. You receive CAVANAUGH'S In-
struo:-tion Manual which shows yoU,st~p by step how
to apply contents of this famous book to any popular
song. For B"J'dnner. Medium or Advanc('d Student.
Order yaur book NOWI TODAY! Price $10.00 com_
plete. Postpaid and insured anywhere in the world.
CAVANAUGH PIANO SCHOOLS

475 Fifth Ave. Dept. E New York 17. N,Y.

LEARN "SWING" MUSIC
Qulcll course to players of all instn.lments-malle your
own arralll1:ementsof "hot" breaks, choruses, obbligatos,
..mbelIIShMODEi~trDtANe%lUARRAsNG~NC:t°nes.etc.
Duets. trios, QUariette8and ensembles-specla] choruses
"'7"'ooulaUnll"to other keYs-suspensions-anticipations
---organ POInts-color ef'l'ects-swingy backgrounds-
Write today.

ELMER B. FUCHS
33';. East 19th St. Brlloklyn 26.~N. Y.

ROBERT WHITFORD
Break Sheets for Piano

Revealing the greatest jazz patterns yet! Writ-
ten 0(1 the latest hit and standard tunes and
published twice a month. Send 251 for sample
copy. Dealers write. These don·t take up coun-
ter space long.

PIANO TEACHERS
A new sheet music style popular piano method
that i;; for y,?u. Send for teachers catalog which
deSCribes thlsand many other interesting mod-
ern piano pub,lications,

ROBERT WHITFORD PUBLICATIONS
Dept.5E 18 North Perry Square

Erie, Penna., U.S.A.
"Publishers of Exclusive Modern Plana Materio/",

WM. S. HAYNES COMPANY
FLUTES OF DISTINCTION

STERLING SILVER-GOLD-PLATINUM
~..Catalog, on request

108 Massachusetts Avenue, Boston, Mass,

Thorough in Action
Delightful in Flavor

It coagulates, detaches and removes viscid ~eposits and e:.:~dates
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from his physical infirmities, the cares of public office, the shocks
and horrors of war. the. disappointments, and the countless fetters
that held him down and yet had not thwarted his ~pirit, was now
free from his huge burden. Thepeople saw an empty wheel chair
,and bowed their heads.

This was the first time in the history of our country that such
a thing as a nation-wide resort tomusic was possible. Neverbefore

had the resources of the radio been
presented in such lofty manner for
the exaltation of the lovers of free-
dom throughout the world. Too
. much praise cannot be given the
broadcasting authorities' for the
way in which they met this national
emergency. The great outpouring
of transcendent music was, for the
moment, far more moving and ap-
pealing to the people of America
than floods of adjectives and flow-
ered encomiums. The hour had come
when the zenith to which words
may-rise no longer sufficed. There
remained only music. Well might
Horace call muaic "the sweet' and
healing balm of an troubles."
Naturally the Beethoven Eroica

Symphony was heard frequently.
Mr. Ormandy and Mr. Konssevitzky
immediately changed their pro-
grams to inc!ude wonderful per-
formances of this masterpiece. As
everyone knows, the original title
page of -the Eroica reads thus:

When Beethoven heard that Na-
poleon had forsaken his democratic ideals to .crown himself
emperor, the composer flew into a rage and tearmg off the tItle
page, flung it to the floor and gro~nd it beneath his f~et. He th.en
renamed the work "Sinforiia ermca per festeggIare II sovvemre
d'un gran uomo" ("Heroic symphony to celebrate the memory of
a great man").
The master had little thought that a century thereafter. in a new

world, the Eroica would become the threnody for another man
whose humane ideals were akin to his. Majestically, the glorIOUS
work came over the same air waves which, in 1940, brought the
stentorian voice of Mr. Roosevelt, proclaiming, "I hate war!"
The President's belief in the vast importance of music at a time

of serious national crisis was well known. In 1942 THE ETUDEpre-
sented his famous letter to Mrs. Vincent Ober, former president of

(Continuedon Page 316)
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MUSIC'S supreme service is to minister to the spiritual and
emotional needs of Man. There are times in life when no
language save that of music seems capable of expressing

h nemotions.Nowhere is this thought more rapturously sensed
uma D id Th . . fth in the Psalms of aVI. at precious series 0 songs.
anersand exhortations contains over fifty addressed "To thepray J

ChiefMusician":
"0 sing unto the Lord rL new

song;for He hath. done marvel-
(IUS things; His right Iunui and
Hi£ holyrLrm,hath gotten Him
the vict01!J,"

-Psalm 98:1
DOWJl through the ages, as music

has slowly developed from the
primitivesounds of aboriginal peo-
plesto the noble creations of im-
mortalmasters, great sages, seers,
andpoetshave recognized that be-
yondandabove speech there is the
mysticmedium of music by which
mansoars to his highest spiritual
strataand looks upon the presence
of theEternal. Carlyle noted this in
theseexaltingwords, which we have
oftenquotedin THE ETUDE:

"Music is a kind of inar-
ticulate,unfathomable speech
whichleads us on to the edge
ofthe Infinite."
In the passing of Franklin Del-

anoRoosevelta singular phenome-
nonoccurred.With all bitterness,
slurs,and backbitings of violent
politicalconflict overcome by death,
a suddenrealization of the nature
ofthenation's loss came to friends
andopponents alike. Here was a
strangesituation that words could
notencompass.Spontaneously the
radiobroadcasts, so intimate a part
of our American life, took on a
Whollydifferent character. There . t'b t s to the
wasnewsof the hour and a few commemoratIve rl u e '1 d
I t f tertainment were Sl ence ,a ePresident The usual programs 0 en I'
d . '.. . J I sustaining heart-conso mgan mUSIC,majestIc mUSICof t 1e sou - 1 t" I rttle of the

kindwas heard in all parts of the land. Re a lve y '. f th
musicwas of the funereal type. The powerful symp~ollllles 0 diee

d' d hymns that WI never ,masters,the simple, rich melo les an hubert Tchaikovsky,
thegrandeur of Bach, Handel, Beethoven, Sc d . t' h mes every-
Verdi,Grieg Cesar Franck, and others poure III Of 0 tt The
Ii' h t . will be orgo en.IY ere,making an impression t a never
b b S' Thomas Beecham, wereroadcasts,notably those conducted y Ir. omentous occasion.
masterpiecesof dignity and beauty for thIS m.. were made
Millionswho heard the many magruficent PNg:",:,"- . .' ,
a f ic that exalts hfe. . 'wareof the greater import 0 rr:us h P' "dent' liberated
Thenit was that the public reahzed that t e reSI ,.

BEETHOVEN COMPOSINg. THE SYMPHONY OF DEMOqRACY
THE EROICA

By the famous French sculptor. E. Benet

IUNE, 1945
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Sinfonia grande
Napoleon Bonaparte'

804 im August
del Sigr.

Louis van Beethoven

Sinfonie 3 Op.55

I



Mosie:and Culture

The Suuctacular Muyurheer

THERE IS a certain analogy between Giacomo
Meye~beer a?d Felix Mendelssohn which has
been mterestmg to students of musical history.

Both were born of Jewish parents of great .wealth who,
having tired of making money, devoted their time to
the promotion of culture. Meyerbeer's brother Wilhelm
took up astronomy and gained a prize from the French
Academy, while another brother, Michael, became a
poet and dramatist who won the high esteem of
Goethe. Both Mendelssohn-Bartholdy and Meyerbeer
bore names that were only in part their own. Meyer-
beer was born Jakob Liebmann Beer in Berlin Sep-
tember 5, 1791. His grandfather, named Meyer, dis-
covering that the boy was destined to become a mu-
si,cal g~nius, settled a fortune of 300,000 francs upon
him, WIth the understanding that the name of Meyer
should be added to that of Beer. The case of Men-
delssohn was slightly different. Mendelssohn's mother
whose name was Lea Salomon, had a brother who wa~
a protege of the owner of a restaurant garden named
Bartholdy. He persuaded yOlU1g Salomon to adopt his
name and become a Protestant Christian and willed
the yOlU1gman.a fortune. When Lea Salomon married
the banker, Abraham Mendelssohn, he decided to
adopt the name Bartholdy and to become a Christian
also. Abraham's two sisters, Dorothea and Henriette
had become Roman Catholics. Jacob LUdwig Feli~
Mendelssohn-Bartholdy, born in Hamburg, February
3, . 1.809 and brought up in Berlin, married in 1837
CeCIle Charlotte Sophie Jeanrenaud of Frankfort <'

young lady of great beauty," daughter of a Clergy~a~
o~ the ~renc~ Reformed' Church. Meyerbeer married
his cousm, Mmna Mosson, in 1827.
Here, I:owever" the ~nalogy ceases. Mendelssohn had

~n orgamc creatIve mmd which functioned from deep
ll1t~rnal c~nviction. Meyerbeer, on the other hand
r~lll~ ~e IdId many ingenious things in orChestration'
ea nca effects, and in melOdic treatment, seemed

on . the whole. to spend his time contriving results
WhICh were WIthout the sincerity or profundity Which
moved Mendelssohn. In fact Schumann' .
conte~~tuously, "I place hi~ with Fran~:~'s o~ir~:

~:f:~~d ~~d h~~g~:r,,,~it~e~S ~us~omary ingratitude,
music." Beethoven who died wh an er Who composes
thirty-six years ~ld and ther:~::e~~~~~er watshOnlY
known much of his '. no ave
th mUSIC, saId that Meyei'beer "lacked
e courage to beat the big drum"
Felix Mendelssohn as his na' .

of a very happy and jo ous . me :r":hx 'Suggests, Was
beer was the opposite YRO ~h~pos~lOn, While Meyer-
and Meyerbeer could 'neveS:lr::, w en asked Why he
likes sauerkraut better than he g~~e, sai.d, "M~~erbeer
delssohn found no pleasur' es macaronI. Men-
called it cold and calcul t.e In Meyerbeer's mUSic, and
writer who called it "ba~;~' He a.greed. With another
finance and deserving th f ~mUSIC,Wtltten for high
in the Temple." e a e of the money makers

What, then, was there about .
which enabled it to do' -the mUSIC'of Meyerbeer
better part of a century~:~te .FI:ench opera for the
Works are known to the' ~ Ls It that so few of his
challenged to try to hu PUbllc. today? The reader is
o f h' m or WhIstle a th fne 0 IS seventeen a erne rom any
is fairly well remember ~er:s. The Coronation March
is now forgotten in the ~' ut most. of his other mUsic
the vital lines of the oPuIar musIcal mind, in Which
place. great masters find a permanent
Meyerbeer began his '

career as a child Pianist in

MEYER BEER IN HIS OLD AGE

~~~1i~I:~~~~iai;eoi;:ve;. ~e had stUdied with Lauska
tion under A~selm n 00 up ~he stUdy of composi-
Abbe Vogler at Darm:e~~r. While .studying with the
Carl Maria von a, one of his fellow pupils Was
and sincere in hi:'=~~iti~e:erb~er was very modest
famous pianist Johann N an When he heard the
was'so thrilled 'by his f'meS:~Otr::~ hHwn~el, play, he
pone his debut for anoth .a e deCIded to post-
further practice. er SIX months, to permit

MeanWhile his com 't'
friends thoU~ht W POSI lOns displayed What his
ill adapted to the a; a ~ery heavy mathematical style
the day. An English ue~t· melodic operatic demands of
th cn lC called it "m
an Charm." Therefore S 1"' are counterpoint

Meyerbeer go to Ven· ...' a ~en suggested in 1815 that
Italian opera. This re~~~teW .ere he could hear more
between 1818 and 1824 d In sev~n Operas produced
Egitto," was a triumph on~ of WhICh, "11 crociato in
Berlin to endeavor to an d success. He returned to
opera, "Das Brandenb~r~ uce a three-act German
famous gate on the Unt g;- Th?r," named after the
so furiously bombarded e~ ~n_LInden, which has been

unng the present war.

I Pr An Operatic Life Saver
n ague, Meyerbeer met h'

Von Weber, Who criticized hi IS classmate, Carl Maria
eral Italian mOdels M m for following ephem_
vice to heart and ~en~y~~beer ..took Von Weber's ad-
exhaustive stUdy of F Pans, Where he made an
ush d ' rench opera fr L, .t::re ,hIm into a third .'. om ully on. This
WhICh he is best known H pelnod of cOmposition, by

" ' e. a so advanced his orches_

FORWARD MARCH WITH MUSIC"

tral skill very greatly and "Robert Ie .
d uced a t the Grand Opba in 1831 nlab~,
tremendous success that the failingan~'ll~
opera were revived in fantastic fas ~C!l
with the librettist, Eugene Scribe h ~~_c,l
rator who could suppJy the back~oe 111JJld;i
tacular and melodramatic ideas. und f01~
"Robert Ie Diable" was follOWedby'

(836), s: work of much higher qualit~a~
bombastic elements which had m~ ~~
spontaneous hit. "Les Huguenots" %\
to produce. Then came "Le PrOPhe: ll.!!a:Iry

same year Meyerbeer was called to Ber~l~~t
Musical Director because of the hug lio.,lJf\
of "Les Huguenots" in the capital 0; ~,~
Wilhelm IV. There he wrote an OPe king~"ra en~"F'eldfager in Schleslen" <I843>, in WhiCh~U!q,
role was taken by Jenny Lind in 1844 In ~~
tour to V1enna and London, he ret~ed 1811,

produced Richard Wagner's "Rienzi"Vi~"&t
reader will remember, was patterned in thet~~
style. Meyerbcer went tar out of his '
Wagner at many times. Wagner repaid.~' ,\'
ingratitude and scurrUous epithets. ~

Childhood In
An Interview with

Valhalla

:lrieJelinJ WUflner
Author and Letturar, Daughter of Siegfried Wagner

Granddalighter of Richard Wagner
Great-granddaughter of Franz Liszt

SECURED EXPRESSLY FOR THE ETUDE BY ROSE HEYLBUT

A Flair for the SpectaculQl
In 1849 Meyerbeer's "Le Prophete" Was p

the Grand Oper4 In Parts. "L'Etolle du Nom'?:"
at the Opera Comtque in 1854,This l'asa~
version or "Das FeldlRger in SChleslen" (''!'It:
In SlIesla "). Rls graceful "Dlnorah," wtth the
Shadow Song, came to the Operacomiquem~
never saw h1s last and probably greail'll
"L'Africaine," which was not produced untilI
year after his de tho
Meyerbeer's finl,r tor the spectacular and fu

atri:'al led to unheard of expendItures for5lJ.j'
d uctions at tha t time. In these days of $2,OOl.OOI~
woOd. movies, $50,000 seems a mere tri1Ie, blllt
Paris Op6ra ot one hWlCired years ago, suM I
was staggering. Meyerbeer. with his thealri~
woUld be a great hit hl the HoUywood OllOOaj,
:M"eyerbeer's works in other fonns (apart!llll" .'

FackelUin2e or TorCh Dane d th 1M>. THE CHIEF PROBLEM of bemg a granddaughter of
March) are literally 10rgotteneata~ ~e,'Ttr::i Richard Wagner is explaining how it is that I really ~o
be no question th.at w· of bt;- oot remember my grandfather! Wagner was fiftY-SIX
was due to the tact th ta~e~s jeatl~~tatelil~ wh,enh,isson Siegfried was born, and Siegfried, my father, was
some of the la ' a e d no "","'fOlty·nmewhen I made my appearance. Hence, more than a
chesb-al 1nstr~:t~t~~~ 1ugeolous and.bftj:; century separates me from the grandfather (and the great~

The late nonageuarian pianist and eriDe, ~
Berger, Jong a. contributor to THEEnrnE Music.
Zine, wrote i..I1"Musical OpLnlon" of 1915:
"Meyel'beer was if not the first certainly 81ll!¥1

first, to discover 'the fact aud u'tilizethekDCi~
that the tone quality of every instl'Ull1enl~
modern orchestra has a character of lis o\\!\,~l
the wise and competent compOSeJ'allotstoea~.
men t only such ill usie as js in accordance f<lI
character. His SCores abound in beautiful e:
this judicious selection, of which many areSil~
that they cau easily be recalled.

HITLER'S ALLEGED DEATH ADDS SENSATIONAL INTEREST TO THIS ARTICLE

If you heard that a dynamic young lecturer is tourihg the United States of America in order to dissipate
/alse conceptions about her grandfather's music, you would hardly find the statement exciting. It becomes
electric, however, when you learn that the lecturer is Friedelind Wagner and the grandfather, Rich~rd
Wagner.And the electricity stems from Miss Wagner herself, as well as from her illustrious ancestry. Born
in Villa Wahnlried on Good Friday of 1918, Friedelind is every inch Wagner. Her high, arched forehead;
/he deep.seeing expression of her dear gray eyes; the prominently mark.ed curve of the upper lip, aU
bear all almost startling likeness to the features of the young Richard Wagner. And the golden hair,
brushedback from the fille brow, manages to combine the modern "shoulder.length bob" with a suggestion
01 hanz Liut. What goes on inside that interesting head is also every inch Wagner. Liberal, tolerant, and
forward./ooking, Miss Friede/ind ;s animated by a passionate desire to disassociate Wagner's music from
Nazi 'dealogy; to bring people to realize that the real and eternal themes of the great music-dramas ore
nol "race ·theories" but sl'mbols of human redemption through pity and through love. -EOITOR'S NOH.

Meyerbeer and Orchestration
"The use which he makes in his 'Robert Ie

of the trombone as a. solo instrument, 15an~,
hi? bold i.nnovation in scoring. Wagner, 1n ht7
grIn: took a lear out of Meyerbeer's bOOk,fldl:
have since h Jped th mselves act lib to tIllS
of ..Meyer beer's orig1nallty. '
No other instrument thnn the cor Qng/JI'J

ha.ve been more approprtately selected to d~
POIgnant and Passionate appeal for mercYJ
makes in her wonderful aria Robert Wi q'JI
from 'Robert le Diable.' And c~n. anyth1ngIl1oJ'fd
fully represent the fierce stubborn blglltrVOif
Protestant soldjer, Marcel, in 'Us Bugt1fll_
the use Which is made of piccolo and baSS dfIlVl
wond~rfUl song, PifJ-paD. How eloquentlYto. ~
t~? v~ola Obbligato in the tenor aria. pju llilI
?J U blanco velo, in the same opera; hoW0 ,
mgly crushing the orchestration of the conJ
scene, still from the same opera. Think of ~ c'
~assoon passage, which illustrates the ghast~ttje':
he, churchyard scene in 'Robert Ie Vlas.~
.ringhtly, elegant, tripping scoring of t~.ed

ance from 'Dinorah" the imposing strajI1Sj~~f
COTOnation .March frodt 'Le Prophete'; or t!Je~~~
portentous notes in All! mon (continueaollP

THE £~

FRlEDEllND WAGNER
From an oil portrait by Krause
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RICHARD AND COSIMA WAGNER

With their eleven-year-old son. Siegfried

than to lean on the development of those who had gone
before us. The result was that we were all rather Wild,
unrestrained, and naughty.

When visitors and
tourists.spied us out and
spoke to us in awed and
admiring tones, I am
afraid that we giggled
and ran away. The busts
and the portraits pro-
vided fun for us, though.
Our ancestress, the
Comtesse d'Agoult, was
spoken of only as 'Ma-
dame Ragout' - ragout
had a delightful asso-
ciation for us, while the
name proper meant very
little.

Fun at Christmas
And then at Christmas

time, we always dressed
up the busts in our hats
and coats, my own in-
variably being fastened
upon Wagner because of
the resemblance between
us. The result always
made the climax of our
lark. The taken - for-
granted place that mu-

sic held in our home became clear when the authori-
ties of my first school rushed in to my dear father to
question him on his political views! Our teacher had
asked each child his father's occupation; and, having
rather vag'ue ideas about ein Komponist (a composer)
and ein Kommunist (a Communist), I simply neglected
to correct a slight slip of the tongue when 1 said, the
second word instead of the first! No, we were not al-
lowed to feel ourselves at all 'different'!
"I have a clear remembrance of my grandmother,

Cosima Wagner, who lived until 1930. When I was tiny,
she still walked about and took part in household af-
fairs, a tall, magnificent figure. But in her latter years,
she spent the day on a great couch in her sitting-
room, carefUlly tended by her daughters, Eva and
Daniela, who read to her and protected her from out-
side disturbances, Our nursery was next to her sitting_
room, and we often went in to play ne.ar her. A house

CHILDREN OF SIEGFRIED AND WINIFRED WAGNER
(Left to right) Wolfgang. Verena. Wieland. and Friedelind

grandfather) about whom personal recol-
lections are sought. Again, I often am dis-
appointing when stories about 'Wagnerian
tradition' are wanted. The fact is that we
ohildren knew very little of the significance
of our background before 1924, when the
Festspielhaus at Bayreuth was reopened
after ten years of silence because of the
first "\\'orld War. Prior to that time, we took
our ancestry very much for granted, the
way children do in any home. Certainly,
there were busts and portraits around the
house, books, mementoes, and decorations;
but it never occurred to us that all this was
something to set us apart. Indeed, our par-
eDt~ did not wish us ·to feel set apart! They
wanted us to be as free as possible, to de-'
velop whatever might be within us rather
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rule ~hat may seem curious to outsiders was that all
rnentton o~Wagner was f,?rb~Eldenin Cosima's presence.
~er affection for him was so intense that reference to
him caused her emotional crisis. It is well known that
~hen Wagner died, Cosima refused food and tried to
die, too. She survived him by forty-seven years; yet,
at t~e end, she returned to that earlier' emotional in-
tensity. Although Cosima had been a magnificent
ptanist, she never touched the piano after Wagner's
death-excep~ once. When my brother Wieland was
born, some el~hteen months before my birth, Cosima
w~nt ~oluntanlY to the piano, played a few bars of the
Szegfned Idyll-and then SUddenlybroke off never to
play again. Cosima resembled her father Fr-arrz Lis t
Because of her prominent nose, no doubt, my fath:;
alw~tys called her 'his elephant', And the austere
~fo~~a ~.O~~dit! Because of the difficult circumstances

~~eh~~~:b.~~h~yh~~t~:;e~e~:~~,~~ei~ ~: ;::.a~;~n~; .
lllle e"was old, she was very jolly.

Bayreuth Reopens
"Everything b ta ou my father gave off . n't

good humor! I have often thou ht JO 1 Y and
been overshadowed by the fact : b .that, had he not
his own accomplishments w 0 emg Wagner's son,
earlier. Siegfried Wa ould have been recognizea
eminent com oser gner Was a fine conductor, an
his time RePh d ~nd the greatest stage-director of
which h~ haa a agrea~n::f~ ~ ttUdY. archi~e<?ture, for
him, and so he jump dl .' -t u m~lc was stronger in
was administered bye loll 0 muSIC! Home discipline
Winifred Williams, lat:y (a~other, the :B.ritish-born
friend and editor of Wa er h?r, adoptlOn by the
with Whom In' gner), WImfred Klindworth
that I had Wit~e~;n~~t~d th; ~ame ~earty relation;
with us! He was too bus :~. ather sImply had fun
every night, but whene;er h~or;:.~~~UCk USinto bed
He would dress up in l, ere were larks!
gowns, set one of thoseo~e ~f Gmy mother's dressing
his head, and impersonate as . erman t~a-~oseys on
the church! One of Liszt. kll~gS and dlgmtaries of
w~s in the house-Liszt's ~~~~ClallY bUilt piano~chairs
wIth a view to his habit of bs h~d to be constructed
When he played-and we ch'ld endmg over backwards
'playing like Liszt' the 1 ren made a game called

. ,essence of which .ourselves mto as man od . was to Wrlggle
we broke the histori; ch ~ gyratlOns a:s Possible. Well,
ened. But Papa only laug~r d ,and PUnIshment threat_
. "In 1924,however, When ~a .r
ltS doors, our carelessne y euth once more opened
that there really might ~=gave w~y t.o the realization'
all those busts and Pl'ct somethmg mteresting about
W ures that pe Ie were, of course, permitted to op e came to see.
and my aunts arranged with th see the performances;
to make us miniature st I e costume department
urate in every detail Thage c othes, stYlistically ac-

. en we gave W 'nuances of our ownr P . agnerlan per-
r. and, according to o~r ~pa dPlayed the themes for
lther sPoke or sang th 00 s and our abilities, We
'traditional'_they were r::. sctnes, No, they were not
"My father would not :~e ~ hearty home fun!

til we were eight years oIl HmIt ~s to stUdy mUsic un-
age, the hand is not read' f e belle~ed that before that
~ind is not ready for full y a:: an Instnunent and the
dId not teach us himself b~~~cal unde~standing. Papa
And he made the firm ~ule th: supervIsed our stUdies.
second instrument, or develo i~ no one could learn a
he was able to read and toP la any other way, until
?cores. That, perhaps, is the ~hi~ all. the Wagnerian
m our training. pomt of difference
"Naturally, it was hoped that s

ca~ry on the tradition of Ba rome or all of us would
Wleland early showed mark~d euth ..My older brot1J.er
and my father encouraged h' aptItUde for painting
one of the most beautiful P 1m: In 193,6,Wieland did
reuth ever had M arsl!al settIngs that Bay
. . y younger broth W -gIfted engineer and m . er olfgang is a
a beautifUl cOI~ratura :o~~~~a~~~~na (the 'baby') has
about her, she was said to b t g~ the last I heard
though my pianistic progress el s udymg medicine. _AI-formances at Bayreuth (of ~d to some pUblic' per-
press notices!), my real 10v~W~ChI still treasure the
the opportunity ,of worKi IS for stage:craft. I had

J1.g and studymg, on the..-~
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Bayreuth stage. under Intendant 'I'i '
day. I hope to continue along these etlen,ann
and when ... ? tines, BlJI

"All the splendid fun and ardo
came to an end When my father di: of0Ur~,
was born. Hitler, of course. was a frand~~
wannrrted. I clearly remembe ,eque!l.~r~
tlrnate. He dJd not Impress m: ::: hio,.,
thing, He definitely had hypnotic ...."'m~
stafdest people would SUddenly ~9ier, rae
things in his presence-theY'd trellIb~doihe,
they had in their hands break ' drop
spoke in an unna tmal tone 01 CUPS.And evoIceI Tha .'
me, even before I was old enough tcr , tdi: •
of his ideology, And then It seemed towelgh"'"
could not stand liVing under a .methalI
nanced cruelty, injustice persec ~ that
Now, for the first time' perha u on, andl!O:,--,
careless years ot Wagnertan tatP5. ~ an my~~
turned to the memory ot m en· or.gran~
Wagner had rebelled, had e~l:andlather tor '
fanatically for liberty aru:I JusUce hlmsell,had I
-certainly not With ua . I couJddotM
sincerity. And 8O-r l:ri h~:~l~~tJon.butWith
no word of my people. Like ';'11110:1941J,I hal~~
only hope they are sate. I am not soat otheu,I
sorry only that conditIon. t I'Iy lltlt; I..... arced exUe upon me,

A Sell-Imposed Exile
I "toThebest use to which r can put this exil
s tell People-to cry it to th e01
:em-that Wagner Is 1LOt the 'S~~l ~ ~~'IT.
orse gods with whom he I ' ;
of his creation; they eXist, ~eo~::h~ works artl
root of pOpular thought, beyond Wh:\~f~'
not go. What Wagner put into his WI) ike
creation, is his spiritual message An works,ofbisOl:
person must see that it is f - d every thought
as it is possible to b 8S ar removedfromNati:
th b e. Wagner wanted peopleto~
dO~bt e~~~; ~f c:rist's law-after Parsifal whoa:
and seLfts e s owed, in the Ring, that greed, If:
practice s~~ess produce only the downlallofth(llfi::
that th h qualitIes. Three years ago,I saidpub!it~
is th e only connection between WagnerandNarf
in t:e f~~ that Hitler coUld plainly read his Oll]@:
ready d mg-that the Twilight of the Gods had!:-
I saw t~te~ded upon him. Only recently,to my~
nor any of ~~ ~~e time past now, neitherPar~,~
German I e mg works has been performfdt

Wa y - There, I think, lies the best proof1lu:
gner was not a NaZiI Fu t .all PUb}" . l' her, I may saytha~it2

. . Ie accounts credit Hitler with listening'"
Incessantly to Wagner, we who knew him intimat·lr
never found th ~
tast F

e slightest evidence of his Wagneria:
es. rom my p ,Hitler's 'f ersonal experience, r cansay!l:l;

M .avorite operas' were not Wagner's but'J1l
'Me:~~mWl~O~~ 'The Daughter of the Reg~entJRl:
here a U ,erlly.' Bayreuth will rise again-som~
~agn~r~ome tune-and with it, the realizationthai
justice." s deepest creed was human compassion~

Governor Dewey Hails Music

GOVERNOR THOMAS E ""u ' DEWEY, commen~
IP~n the observance of MusIc Weekpro-
calmed: '

"The hearing fprerogative f t1 0 good music is no longerihe
It is a p . '10 le very rich and their companiOll!,
us Th nVl ege enjoyed by tens of millionsamong
m~ic : composing and interpretation of g(XMl
ship re no longer attended by a life of hard-

and want s b 'd' hgre t ' u S1 lzed patronizingly by t e
un~ed a~~ powerful. It is now possible in these
pursue th:;:S for large .numpers of musiciansto
sincerity and a;-t accordIng to their talents and
"This h a so to earn a decent livelihood.

fitting fas been brought about in a manner J:>e'
mentat~n ree people, neither by government regi'
vance in thno~ government SUbvention. The ad·
miraculou "e ast twenty years has been almosts,
Governor Dewey h'l 'hlgan Was' ' w 1 e at the University ofWe. '

to t~kin gIven an excellent training in music,pnor
g up law as a profession .

rup PTUDE

weE LESCHETIZKY died in the

S autumn of 1915 his name has become
a legend-that of a man whose magic
h SomehOwtransformed piano students

tcuc . nst cr tn, virtuosi,certainly the IS 0 .ose who
~~iedwith him reads like a Who's Wh.o
~fpianists.What was the ~ormula thts
1benllstdevised for developmg such an

~ C osiDgnumberof distinguished disciples?
iJD.~ereweremany facets to Leschetizky's
nius as a tea.cher.An academic pedagog,
~ecertainlywasnot. Pupils were individuals

I\'m eachone different, and he sought to
O~.. In hisbrtngoutindividuality. In do g t ,he be-
came a psychoanalyst, psychologist, dra-
matist.showman, and .teacher rolled into
one.

FeW peopleknow that Leschetizky carried
ontraditionsthat stem back to Bach, and
this pointis well worth noting, Bach's mu-
"ie, it will be remembered, did not become
widelyknownuntil many years after his
deathin1750.It was discovered by Mendels-
sohn in 1829.Bach wrote those masterpieces
weknoW today without thought of pub-
lication.When each piece was written, it
wasplacedneatly in a cabinet. Almost every
workwasinscribed "Dedicated to God and
Magdalena"(his wife>. Nor did his son,
PhilipEmanuel, do much to make known
his father'sworks, He was more interested
in pushinghis own.

Bach and Beethoven
Mozart was born in 1756, so that when
Beethovencame into the world in 1770 it
WM exactly the time when Mozart was
startlingthe world with his precocious
genius.This inspired the dissolute parents
of Beethovenand they wished to make
moneybytraining Beethoven to be a prodigy .
likeM"m~art,forcing the youth to practice
longhOurson the piano, often dragging
him outof bed at an early hour ,for that
purpose,As a result, Beethoven hated it
all,It is amatter of speculation what might
havehappenedto Beethoven had he not met
apupilofBach who introduced him to that
composer'smusic. It was a revelation to
Beethoven.He was transformed, revitalized.
Furthefirst time in his life, music, that of
Bachparticularly, became a compelling in-
terest,Ardentlyhe studied Bach's music and
helpedto make it better known.
CarlCzemy,next in line, became a pupil of Beethoven
andwasthus cradled in Bach as well as thorougWy
schooledin Beethoven. As you know, Czerny wrote in-
numerableexercises and many of the technical prob-
lemswhichhe presented were taken from Beethoven's
sonatasand concertos. Czerny in turn passed on the
traditionsto his pupils, notably Liszt and Leschetizky.

The Master Listens
I recallmy first audition with Leschetizky. About
nineteenat the time, I had secured an appointment to
playforthemaster in Ischl, Austria, where he spent his
summers,Arriving at Ischl on the day of the audition,
I .lookedabout frantically for a piano on which I
nughtwarmup my fingers before the fateful hour. I
hesitatedto knock on doors of perfect strangers and
askthemif I might use their piano for a few minutes.
ButI must find a piano. Finally I went into a store
andconfessedmy predicament to the proprietor. He
l~dme to his apar~ent upstairs and pointed to the
Plano,The first touch-I played Chopin's Berceuse-
re~ured me that I had not really forgotten every-
thing 1knew.When I had finished, the proprietor, who
hadremainedin the room, gave me a knIfe and asked
meto scratch my name under the lid of the piano. I
Was flattered. I have often wondered if that piano is
still there.
Asthe time approached for my audition, I was so
scar~dI could scarcely speak. Leschetizky met me
graCIouslyenough and waved me into his apartment.
lie wasabout seventy at the time, with grey hair and
beard.Onewas not conscious of his being old, however.
In fact, he had an ageless quality about him, an
abOUndingvitality that sparkled in his eyes. He wanted
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The Secret of
Leschetizky

FRANK'LA FORGE

to know under whom I had stUdied, why I came to
him, what I expected to do. Finally satisfied that my
intentions were serious, he motioned me to' the piano.
Having prepared Schumann's "Etudes Symphoniques"
for the occasion, I played one movement and looked
up inquiringly. "Well, go on," he said. When I finished,'
he set a time for the first lesson and I was overjoyed
that the ordeal was over and he 'had accepted me as
a pupil.
I can only touch on a few of my experiences with

him here. Lessons were an hour long, sometimes longe.r,
and there was never a dull moment. He sat at a sec~
ond piano while I played, scanning the music. To make
a correction, he would not point it out to me, but
would stoP me instead and play over the pass'age as
he wished it to go. This was one way of developing a
sensitive ear. One would have to listen with the utmost
attention to know his intentions, since he rarely re-
peated~ He could detect ungrateful fingering without
seeing my fingers, since it usually meant poor phras-
ing. Fingering was an individual matter with J.Jesche-
tizky, depending upon the hand's conformation and
the proper phrasing. He often advised me to work out
three fingerings to a difficult passage, then choose the
one which seemed most natural and comfortable.

Moods of the Master
When I first went to Leschetizky, I wanted to study

Chopin, but he would have none of it, giving me Bach
and Beethoven instead. He felt that I needed the
rhythmic incisiveness which a study of these composers
cultivated. Leschetizky displayed many moods at each
lesson, and one never knew what to expect. At one
time he would be the soul of geniality, the next minute
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he would blow up and scream at you. He
had an uncontrollable temper.
I especially recall the weekly men's class

at which Leschetizky would have only the
members play. -There were twelve men in
the class r attended and they were invaria-
bly stormy sessions. There was, however,
method in his madness; he was trying to
condition his students to become concert
artists, to overcome any timidity or stage
fright they might have. Sometimes a stu-
dent would barely get started when Lesche-
tizky would stop him and ridicule him un-
mercifully ..
On asking a student once what he had
brought to the class, he replied Liszt's E-
flat Concerto. "What!" Leschetizky" thun-
dered. "~ou of all people. What makes you
think you can play that? It's prepodterous."
At t:qe end of this tirade, the student ven-
tured· timidly·'to say that he had better not
"playthat, at which Leschetizky -gavehim an,.
other blast for being ·so easily cowed. Les-
chetizky tried his best to discourage timid
souls, no' doubt to' insulate them against
dis"cOuragementand critical audiences later.
One had to develop great fortitude to re-
main a member of the class.

His Manner of mustralinq
Students sometimes took these outbursts
in a personal way. One boy was so upset
after a turbulent lesson, he did not show
'up at the Christmas party.' thinking Les-
chetizky considered him hopeless as a pian-
ist. When Leschetizky heard why he had
not come, he was remorseful and sent the
boy two hundred gulden. Leschetizky would
not accept a pupil unless he though t the
latter would profit by lessons.
Leschetizky had innumerable devices to

illustrate his point. He made up fantastic
stories. If a plJpil's rhythm was faulty, he
would walk like a lame, old man, or lunge
jerkily along; He told a pupil once, "Your
piaymg is just like'your coat-unbuttoned."
He smoked' innumerable cigar-s and would
pause in the lesson frequently for a light.
"You know why I fool with this cigar light-
. er?" he once asked. And then as though to
answer~his own question, he went on, "To

give my ears a rest."
One of Leschetizky's great passiop.s mis a warm,

beautiful tone akin to the singing voice. In fact, he ad-
vised his pupils to listen to good singing frequently and
to phr.ase and breathe passages as ~ould a singer. He
J;I.eldthat I!0 pianeo'playing justified the name unless
it---said something. ~
Guiding a talent .to the light was to him a matter

of infinite fascination in which he never lost interest,
for each pupil presented a new problem and offered
new adventure. He learned as much from his pupils
as they from him.

Leschetizky' s "Method"
Leschetizky- did not disparage technic, neither did

he emphasize it. Certain characteristics were noticeable
among his pupils, particularly rhythm, also sense and
clarity of .phrase, -inaudible pedaling, warmth of. tone
and staccato brilliancy. These things were regarded by
many as the chief subjects taught and yet they played
but a small part in his scheme of unfoldment. His"was
a system which made its primary aim the study and
interpretation of piano literature; its second, that of
effects to be obtained' from the instrument; its third,
that of development of the hand.
Before a pupil came to Leschetizky, unless tech-
nically proficient, he must be prepared teclmically, a
duty relegated to a corps of assistants, From long ex-
perience they devised certain ways of treating technical
problems. There was great argument among his pupils
on definite rules. Some claimed he advocated a firm
wrist, others a relaxed wrist. I asked him once about
this, but he was evasive. refusing to be pinned down.
Nevertheless the impression (Continued on Page 353)
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Beqinninq, Middle, and Enrlinq
A Fundamental Art Principle Which, If Universal, Will Assist in

Giving Balance and Climax to YOUT Interpretations

MANY of the laws of art have a powerful Influ-
ence which extends far beyond the limits of
any single art form. such laws are not the

narrow dictates of isolated creators, but the funda-
mental principles of all art, and the very laws of life
itself. The formula, "Beginning, Middle and Ending,"
is one of the most universal of laws, because it applies
to every type of art that takes place in time-drama,
dancing, literature and music. And in every form of
art to which this formula is applied, we find that the
same psychological and emotional forces affect the
three parts.

In art, and in life, the Beginning consists of an in-
troduction. The Beginning of a poem introduces the
idea, the mood, and the rhythm. The Beginning of a
musical work introduces the principal theme or
themes. And the Beginning of a story, play, operetta,
or musical comedy introduces the characters, the prob-
lem and the original situation.

During a social introduction, the average person is
somewhat more formal than after the acquaintance
has ripened. So it is in art. In the opening, when
themes, ideas, or characters are being presented to
readers or listeners, the treatment of,thematic mate-
rial will usually be comparatively reserved. This does
not mean that every composition begins in a stiff and
dignified manner. A capricious piece will start whim-
sically; a serious composition soberly. But, no matter
what the style of the work, whether it be frivolous or
solemn, the Beginning is inclined to be more con-
strained than the Middle section.

The Beginning of a sonata or fugue, generally called
the Exposition, is particularly formal because the com-
poser is expecled to present subjects according to pre-
scribed ru1es that affect the order of entry and the
choice of key. But even in the freer musical forms
the p.hrases of the Beginning are apt to be more reg~
~ar lD rhythm and structure, and more conservative
m harmonic treatment than those of the Middle
section.

Restraint in Interpretation
The interpreter should also keep in mind the funda-

mental qua.litie.sof' the Beginning. Just as a composer
uses restramt In the rhythmic, harmonic, and struc-
tural development of the Beginning, so too, the per-
former should use restraint in such factors as tempo
touch, tonal coloring, and style. Unless he' does this'
h~ will not be able to rise to dramatic heights in th~
clImax.

In. the Middle section of an art work, the creator or
the mterpreter seeks to gain variety, to quickenl in-
t~rest, ~nd to build toward the climax. The poet uses
n~her Imagery. The composer and the interpreter in-
tngue the imagination of the listener by harmonic
novelty, and changes.in tempo, tOUCR,tonal coloring,
o~ style. The story wrIter or the opera librettist makes
his hero confro~t proble~s that increase in difficulty,
danger, or emotIOnal tensIOn, until the Suspense of the
reader or listener becomes acute.
. A characteristic trait of the Ending of a musical

llte~ary.' or dram~tic ¥:,or.kis the circling back to th~
Begmmng. But smce It IS seldom effective to restate
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exactly, the third part should be enriched. The creator
and the interpreter will endeavor to infuse into the
return to the material of the Beginning something
of added significance that will raise the thought or
the musical development to a loftier plane.

For example, one of the most effective ways to end
a story is to refer to a comment or statement made
in the first paragraph. The mere reference, though,
is not enough. The last sentence should show how the
condition at the start has been changed, and prefer-
ably improved, because of the struggle in the Middle
division. Poems, in their Ending, frequently return to
th~ words of the first part, in which case the poet
tries to give new meaning and heightened connota-
tions to the restated words. Musical compositions that.
belong to one of the ternary forms. (three-part song
form, song with trio, and on a broader scale the sonata
and fugue), likewise in their Ending return to the
theme or themes of the Beginning. The restatement
of thematic material may be made more significant
by new harmonization, a different style of accom-
paniment, embellishments or elaboration.

Building for a Climax
Poems and musical compositions, though, do not

always come back in such an obvious way to the words
or the melodies of the Beginning. The return and the
enr~chm:nt are often far more subtle. A poem may
begm ~Ith ~ rhythm that is fairly regular, proceed
to. a Middle m freer or contrasting rhythm, and finish
wIt~ a .return to the typical and regular metre of the
Begmn.mg. The original rhythm is linked with new
w?rds that complete the thought and elevate it to a
clImax. A musical composition, like a poem, may re-
turn to. the general style and harmony of the first
part, WIthout returning to the actual themes as is
done in, the ternary forms. Or the return may be still
less notlCeable, I~ may be only to the tonic harmony
of the first part m the closing measures of the piece
But there will nearly always be found some C1" 1" "
back and up. rc mg

Summarizing, then, we find that the characteristics
of the three divisions are:

I. B~ginning-comparatively reserved introduction
II.Mldd~e-~ree 'R?-d varied development with in~

crea~mg mtensIty of thought and feeling.
III. Endmg-return to the Beginning at a higher level.

t
Let us. ~nalyze how these qualities are developed in

wo familIar compositions.
The first measures of the Spinning Song by M

delssohn (Songs Without Words No 34) ,"ntr d
en-

ustothespin' hl ", ouce. Dlng w ee and the spinner with that
comparatIVe restraint characteristic of the Beg' .
Th:

b
firs~ uncertain turns of the Wheel are ViVi~~;~:~

SCI' ed III measures one and two by the back d
and forward movement and the narrow com war
~he notes. The harmonic treatment of the BePg~ss.of
ISalso reserved Th '. illnlDg
tI:e mOdulation' to :h~~;~~~~~~I~ ~~e tonic key until
Smce the spinner is usin e end of Part 1.

::t~h: ~:;~~~~ ~~~c~:::r~~~l~:~" :;~;:r~~~:d~~~~
a period in parallel constructio~ 1'0 uctory bars, ..and

With the start of the Middle' on the last beat of
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Measure 10, the spinner turns the wheelWith
swing. The melody jumps first to F, and four~
later to B-flat, both higher pitches than were
in the Beginning; the melodic line is reinforced
left hand at the interval of a sixth; and the
background is more varied. Instead of that
weaving of the Beginning -rthe regular four_
phrase construction) the spinner uses free
movements. These are expressed by the ex
and phrase, Measures 15-20, and the retr
passage, Measures 25-29. The retransition 18
oped from the same figure that was usedin
troduction. But the figure has a different eir
because instead of being cramped into two
it is allowed to run unchecked for fivem

The spinner is so fascinated with the desiIDlll
cloth he is creating that in the Ending he w
and all, loath to stop. The first pattern is in
with richer colors, last beat of Measure 29 to
ure 41. Instead of the period in parallel co
used in Part I, it is now a group of three phrases.
the spinner glances back at the lovely design
Part II. How exquisite it wou1dbe in a different
of yarn. So Part II is transposed down a third,to.
Part IV-the last beat of Measure 41 to Measunl
The first theme is brought in still anothertint
make Part V, the last beat of Measure 64 to
ure 76; and a border-the Coda, added to
the whole.

Another Example is Analyzed
The Venetian Gondola Song, NO.1 (Songs

Words, No.6), is only a two-part song-form,
nevertheless, we find a distinct three-fold devel
in the Begfnntng, Middle and Ending.

The first measures of this piece introduceus,.
Imagfnatton, to the characters and the setting,IIi, A DrrnCULT PASSAGE IN CHOPIN
ferent in~erpreters will naturally have differentice;; Mr, M~cNabbd:.scus8e8 the fingering of the Chopin Etude.
about thts, because Mendelssohn has left us Jret Op,IO,No, 1. withMiss Phvllis Wood. Senior Pianist Cit the
flllTn the details of the story ourselves. If weia: Eastman School 01 Music.
to, we can even choose a period after the timeofMe·
delssohn. So just for illustration, let us go Jack tOij:
of those care-free years before the war whenEOill&:'THE VERY AMBIGUITY of the word "relav-
Americans were touring Europe. It is a moonlit. ation'' provokesits misunderstanding and abuse,
night in Vemce. Our party steps out of the holelk Actuallyit means "to make lax or loose, to mitt-
a gondola. gateorenervate."How-can such a condition be of use

At first we glide quietly on one of the side.stnfin pianoplaying,or b any activity for that matter?
canals with the comparative reserve that usuaus es TO,fullyevaluatethe term and to m3k~ a pr0I,Jer use
acterizes the Beginning. How has Mendet.<tcllt youshould~l~W, ~? from. eXp31?enCe,llterally
achieved the effect of quiet sailing? By the siID;' 1ihat ext~ntof activity 15 mtended by It.
harmonic treatment, by the direction to playu; /ccordingto.Matthay: '> .. really c~mpletz relax-
cantabile touch, and by the structure. TheBeginrt:e~lonmay~OSSlblYbe physl~ally unatt~lllable, perhap"i
here coincides with Part I which consistsofant. en undes.rable,pathologically considered, but the
traduction, and a period in' parallel construction,t ~~t~oroughlyconveys what h.as to be st:iven for;
parallel construction of the period helps to give l!' It IS ·the:nost complete pOSSiblerelaxatIOn of all
feeling of calm. mu.sclesthatIn playing shou1d be passive, which form.s

t~,real'secret'of all good tone-production, including
Painting the Picture a~hty; orof goodmuscular technic applied to any-

th~g else,"Surely piano playing requires muscular
But with the start of the Middle sectiononthe1;: action,anactionwhich is possible only by tension, for

beat of Measure 17, the interest increases,At If.' a
point our gondola tW'DSinto the Grand Canal.WI' M completely.relaxed condition is an inactiv~ one.
an ench ti . I ., oreover,this necessary tension must be applled at

. an ng SIght. Hundreds of festIve~t6l! ~estrategicmoment, in the right amount, and in th3
and gaIly decorated boats. Scores of listeners10 go:: l1ght muscles
dolas are grouped around the floating operastages I '

hear familiar arias sung by mellow voices. R"'1 M'
Mendelssohn has expressed this increasedaniJDalt: Re' .;;;axo- __ama

of the Middle section by a . d anda JJ}t' In.isr laxatIonhas been unduly exaggerated and grossly
"excited" harmonization I ~o~e ;a::~e tranquilp," Ihaepresentedin its application to playing the piano.
allel constructl"on of the· ns ~ad .0 p 't I thecot' ~Q'" veheardteachers tell students to "relax," "letpenomar, ,J\llselfgo""lt . 1 t 'd"
pos~r has ~ed a contrasting construction ofa,d~ ",getthat~ll_geon~OU[o::em~~a~~ei~~:~:~u:~~;~~~i-
~i~~~:· ~W:v~eyIP~~O i.aint wthePiilctjur,°ctf fa.:afi.<S~~nsarebothinsuffi~ient and inaccu;ate. Also, I have

ec Ion. e wren er ·n stUdentsbidden to walk around a room withi:~~~t~e ~iddle Wi~ha fuller :tonethan~'ash~~,oulderssagging and arms swinging flabbily and
in . egmnmg. But listen! A famt melody15,~, ",~'~rossin front of the drooping body. The Baboon
. the dIstance. Let us play the second phrase,pw"~ <.iiercisemightbe a good name for this one but hoY!

Stmo Now our attentio . dr . ther difeCi.l'" utterl " 'An . n IS awn m ano .' Y ndlCulousand completely ineffectual it is. Thi3
t d so the Middle continues with changingtouch~~compliShesonly devitalization (deprivation of vi-
anal color~ng to the close of Part II in :Measure~~lity)of the mental and physical processes. These
b T~e Ending of this composition starts onth~t!i anOQt, benightedstUdents are forced to perform silly
cea of Measure 34, which is the first nore0 ~ f dself.consciousantics simply because they are un-
odetta. Here our gondola turns off the Grand.C~P& ~~unatein being under the tutelage of Relaxo-

an~ w~ are headed back to the hotel. ThisIS Jlltr.: ~ Sessionistswhoblindly believe that relaxation is the'--
~~ ed m t~e. m.usie by a fragment from ,th~ll!'} al1acea.forall pianistic ills. It is incredible!

em:. While It IS just a snatch of the prinCIPIt
ody, It should be played with some significance, C Relaxation or Devitalization
c~use it represents the return to the BeginnjngI~ Of~mpleterelaxation-devitalization, or a total l;'Lck"
hIgher le,vel-the higher level of a joyous meDlOrY, ~ Oh ~ular tension-may be found in the body when
gondola IS now retracing ,"ts (Cont,"nued on pagel "eISsl ' heepmg,or in the hands and feet when t ey
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Relax!

Music and Culture

Then What?

are dangled. Since specific energy is inevitable for
every manifestation of physical action, total relaxation
is not only of no value in piano playing, but is even
detrrmental. Rather we need the suspension of all
superfluous exertions and the cancellation of the
needed impulses at the precise moment. This is achieved
by alleviating all unnecessary strain and permitting
the activating muscles to work energetically and en-
t.rely unimpeded by the passive' group of muscles. In-
asmuch as the simplest muscular process is an intricate
action, eo intricate as to be virtually unthinkable, the
only alternative is to sense how it feels to play cor-
rectly, and also incorrectly.

Even posture is dependent upon tension, for to effect
posture (or any directed movements) without external
assistance requires an exact amount of joint fixation
to overcome weight. In other words, there must be a

DON'T BE A BABOON!

legitimate strain on all 'muscles and joints for any
activity. For example: anyone part of the arm is held
in position by the muscular contraction of another
part of the arm, or if oDe part of the arm. moves
another part necessarily moves also. OtherWIse the
arms would be· at the complete mercy of the force of
gravity and, would dangle, loo~elYat the sides of. the
body like the links of a cham or a fur neck-pIece.
What can be more convincing of the fact that con-
traction (or tension) is a vital and necessary requisite
to work, and moreov.er, that relaxed muscles are in-
capable of activity or motion? ..'

Immoderate tension results In ngIdlty or over-con-
traction, whereas too little or ~.ot enough te~s~on
results" in under-contraction. Thl~ latter condI~lOn
(over_relaxation) will cause srnudgmess a~d blurrmg,
particularly in passage work..There are, ?ow.ever, ,cer-
tain loud ·percussive and brillIant effects m pIano llter-
t I' which cannot be achieved without some degree

~furi~idity (and it has been l?l'o,,:"edthrOUg~ sci:~U~c
tests that the range of dynamICSIs,g:e~ter WIthrIgIdity
than with relaxation); but that rlgIdlty must be em-
ployed only where needed, never cons~antly. An excel-
lent example o.f the applicat~on of thIS .may be found
. th closing measures of the Danse Rttuelle du Feu,
~~ M~nuel de Falla. Stiffness is a failure to relegate
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to the required muscles the proper measure of nervous
and muscular tension while retaining the capacity for
inaction of all the unrequired muscles-a slmultaneoua
contraction of the two opposing sets of muscles.

Energy Applied and Energy Released
Before you can diagnose and teach relaxation you

must thoroughly understand tension. Resting arm
weight on the keyboard by means of the finger tips is

. not a condition of relaxed arm, .but one of mild fix-
ation equalized in all joints and muscles. Consequently
a more comprehensive interpretation of relaxation in
piano playing (and in all activities) is effected by pre-
senting it as balance, coordination, muscle "and joint
equtltbrt-rm and collaboration. T~'1emain point at Issue
is to acquire a delicately balanced inter-action between
tension and its subsequent relaxation-really a fine
control of the intensity and duration of the tension.

The apphcatton of weight, power and energy to the
key and the impelling of these forces-fioating power
as it were-c-over the keyboard demands the proper
contractton of the controlling muscles. Immediately as
this contraction has accomplished its work (tone-pro-
duction) , it is necessary to dispose of the power so that
instantaneous relaxation (as much relaxation as the
situation of the moment will permit) can take place
after each tone, In other words, true relaxation is the
result of good tone, nottthe means; moreover, it is a
definite and unqualified muscular function.

The Mechanical Considerations
At the instant sound arrives, which is before the key

reaches the key-bed, relaxation should take place,"with
just enough energy (or muscular contraction with a
maximum of relaxation) anoted to hold the key down
for the duration value of the note; which action"takes
less energy than that used to produce the softest
pianissimo. After the sound is produced the key con-
.tinues its descent until it comes in contact with the
k3y-bed, which is a small, round pao of felt. The di.s-
tance- in key-descent from sound-arrival to key-bed is
very minute-nevel'theless it is a mee-hanical consider-
ation for the pianist. Exclusive of the pedal, nothing
further can be done to alter the quality and quantity
of a tone once it has arrived. The subsequent concen-
tration should be on the duration value of said tohe
and on the preparation for the next tone. The violini~t,
having direct contact with the string, can enhance the
tone by the use of vibrato, but using"vibrato on the
piano key, or exerting pressure on the felt pad, will:
0) impair the instrument itself by wearing this felt
pad down; (2) destroy balance and coordination; (3)
ma.ke for excess, dissipated energy; (4) ret3-rd timing
by intensifying the difficulty of estimating"with accur-
acy the precise measure of force desired for the pro-
duction of the succeeding, tone; (5) seriously reduce
the probability of securing speed, agility and endur-
ance, because the energy consumed (and wasted) in
l?ressing is unavailable for these uses.

The Practice of Relaxation
The principle, then, that relaxation is the result of

good ton2-production is one of the most basic, and
without doubt the most momentous, in pianistic ide-
ology. How many students even suspect the existence
of this theory, or .realize its indispensibility in the
development of technic~ (Continued on Page 346)
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ON APRIL 8 Dr. Frank Black returned to the
General Motors Symphony of the Air for the
first of a series of concerts to be heard during

the summer months. This will mark the third, summer
that Dr. Black has conducted these programs. Since
1932, he- has served as general music director of the
National Broadcasting company. One of the most
versatile musical directors of the airways, Dr. Black
'has established an enviable reputation as composer,
arranger recording conductor and radio personality.
His ccncerf achievements on the air during the past
thirteen years would be virtually impossible to" enu-
merate. Not so long ago when asked to recall the
unusual works he had introduced to Hsteners ' in and
out of radio, he smiled and shook his head: "~hat's a
large order," he said, "I'd have to refresh my memory
from my files." But to refresh his memory would take
time which the conductor does ndt ,have these days;
for his schedule for the coming months is a heavy one.
Dr. Black is frequently caned upon to serve as guest
conductor with important symphony organizations· in
various parts of the country. Last season, he conducted
eight weeks of concerts with the Cleveland symphohy
Orchestra, and in March of this year he returI:ed for
another six programs.
Dr. Black, who hies from the famous Quaker City

of Philadelphia, divided his studies in his youth be-
tween chemistry and music, but upon being graduated
from Haverford College, he told uS-"cadenzas won·
over crucibles," and from that time onward he con-
centrated only on his musical career. At first it was
his intention to be a concert pianist, and many people
remember his remarkable gifts in this direction. His
long, tapering fingers are those of. the born pianist,
and recently in his studio, when he sat at a keyboard
and illustrated some points in music to us, we realized
the remarkable gift he owns in this field. His technic
with the baton has not eclipsed his technic at the
piano; the same precision and strength show how
carefully and conscientiously his musical career has
been developed. Dr. Black is known and, admir~d for
his forthrightness, his firm beat~.f he has_ always
eschewed sensationalism and tricky effects.
When one enters Dr. Black's office in Radio City, one

is struck by the evidences of his work and his love of
music. His piano, a concert grand, is in a straight line
with the door, and it, like his desk, is piled high with
manuscripts and published scores. He owns priceless
mementos, manuscripts, portraits, and photographs,
and other souvenirs of the outstanding men of 'music.
Dr. Black's devotion to the classics has not hampered

his championing of modern composers nor of music in
the popular field. If he thinks a piece of music is worthy
of public performance he programs it. In the lighter
field, he has shown an ability as striking as that in
the symphonic field. And the aid he has given to con-
temporaries along the path of fame is already legend.
His summer concerts are devised with an idea to wide
appeal; he will program both lighter as well as serious
musical fare. In the current summer series he intends
to feature soloists in concertos and other works. and
already we have heard several noted violinists and
pianists in familiar and widely admired comp~ition:s.·'

opening concert will be recalled for the. splendid
farmance of George Gershwin's Piano Conc~rto
Earl Wild as solq!st, an1("also lor the presentation

ot'the "Suite, The Tall
City," by the Austrian-
American composer,
Hans Spialek.
In connection· with

the sponsorship and
performance of sym-
phonic music on the
radio, the eminent
British conductor, Mal-
colm Sargent-who
was heard during the
winter season of the
NBC .Symphony, has
had some pertinent
things to say. At a
luncheon for news-
paper representatives
in New York before his
return to England, Mr.
Sargent stated: "It
must be remembered
that music, particular.;
ly the performance of
symphonic orchestral
compo§itions is a· cost-
ly, cultural enterprise.
In the· old days, public
performan-ces w·ere
sponsored by the church or by the rich, enlightened
'Aristocrats'. By 'aristocrat' I mean a person who
through his education and native good taste is capable
of discriminating and choosing the best and most
worth-while things in life.
"In Europe today the wealthy patron of arts can no

longer exist. Tn England, for example, with taxation
nineteen shillings and six pence to the pound, no sane
person expects anyone to use his last six pence to pro-
vide entertainment for the public. If music is going to
be given the great masses of people (and it must be
given them) , then they must get it either from a state
subsidy or there may exist enlightened, financially_
sound business organizations sufficiently broad in their
outlook to feel that the sponsoring of this form of
entertainment is both their duty and their pleasure.
"General Motors seems to be fUlfilling this ideal.

They are sponsoring a unique and magnificent or-
chestra with the greatest of living conductors-Tos_
canini-at the head of it. They are prOVing themselves
to be 'aristocrats of industry' and If take off my hat to
them in that .respe~t and wish them, and all such or-
ganizations who may be similarly enlightened, God-
speed!" "
Mr. Sargent has paid a tribute to all the «en1ight~

ened" sponsors of good music over the air; the sponsors
of such outsta~ding programs as the Saturday after~
noon broadcasts of the Metropolitan Opera, the Sun-
day programs of the Philharmonic Symphony Orches~
tra of New York, and many others. It is not a matter
of waVing the American flag When we say that no~

,
\
\
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wnere else in the world is such an imposing a-
·1 hI dio ae r "'"musical programs avai a e over ra 10 as rn thL; ~

try; it is merely the statement of ?' fact. And that;'
continue .to have such extraordinary mUSiCalft~
available 10 our homes when one of the Worst Wars
history is being waged throughout the world; is]lr t
of our democratic way of life. It is gratifying 1<) ~
that American industry has become the "enlighten,.
aristocrats" of a modern world. ..

The National Broadcasting Company, folloWing
precedent of last year, is presentin~ eac~ Saturdlll

series of orchestral programs, featunng diilerent!YiI:,
phony orchestras throughout the country (3:00 til 4"'
P .M.,-· E"WT). This symphony array, known as til!
Orchestras of the Nations, gives us an opportllni~~
appraise the work of men of music in :",idelydilre~
localities. Not so long ago, the leading symphrQ
group of the Blue Grass Country, the LouisvilleJlbj,
harmonic Orchestra, conducted by Robert Wbi~r,

was heard in an inti!.
esting program. om~
Defauw and the ell
cage SymphonyOJ.
chestra have alsogilt
a series of C()nceIb
Late in April, Ron:
Hanson and the~,
man~Rochester Syn:

phony Orchestra l«t
over this spot. O\lm
organizations all

scheduled to follow.fJ
Hanson, longa Plonf'.:
of American mit
brought us in his fir
concert two new SOli

by Bernard Rogers!.::
Robert Sanders: t
ftrst-a worldpremf;
-was Three Dralli!,·
after Ham Christir
Andersen, and the&'!'
ond was Ooncere L
Violin, featuringh,
ques Gordon as oolID:
On the same progrr
Dr, Hanson gave:
new opportunitytIliiJ.
mire hls own taJent(
a composer in his Son;
jrom Drum Taps,:

which the orchestra was joined by the ever reli3~
Eastman School Chorus. The fine musical talent.
young America is splendidly evidenced in the progra:
of the Eastman-Rochester Orchestra and the Eastm:
School Chorus. I

Mutual has started a new series of programsca!!t:
Symphony of the Americas. This series. design~'
salute our Western Hemisphere neighbors in m115l~,~
heard on Saturdays from 8:30 to 9:00 P.M" ~.~
conductor is Valter Poole American-born a5S1-1ll:
leader of the Detroit Symphony orchestra. FiftY·~
members of that organization are used for th,ebrO!"
casting orchestra. These progra.rtl.5 feature seIDl.cl~
and lighter symphonic works, with the accent,
modern music representing the various pan·AIDe~
countries. Each week, Symphony of the A"w'(~
salutes one or more of the American na~ions'~
prominent artists invited to perform muSiCofui
countries. 'Fhese "salutes" are prepared wit~ the ~
eration of the Coordinator of Inter-AmerIcan ~ i
to give listeners in this country an intimate Vl~r.:

the life and culture of the nations of the we~~
Hemisphere. This series Is one of the replaceme:urt
the Detroit Symphony broadcasts to be heard
the summer months ),
Jean Goldkette, ~ well known name in ~:

music, takes over the latter half of the DetrOltEi1
phony period for the summer (9:00 to 9:30 P.M". et
He is featured as pianist and conductor of hiS e:
sixty-piece orchestra. Typical Goldkette arrangt~~
of today's favorite popular songs comprise mas
programs. seri/I(
Time To Remember is a new five-a-week dl&'-

Americana to be heard over the Columbia Bro~I::
ing System-Mondays through Fridays, 3:00 AJl11!'

P.M., EWT. Milton Bacon, long a student of e~:
cana, is the narrator on (Continued on pag
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STORIES OF' CHRISTIAN SONGS

EVANGELISM."By Phil Kerr. Pages, 244. Price, .
I.MllSIC !pN blishers, Gospel Music Publishers.
$1~ u

t yof evangelistic music is one of far greater
The ~~~anmany have supposed. Phil Kerr, evan-

i/ltere5 mposer musician, and author, has brought
geliSt, co edition of his "Music in Evangelism," in
til new 1 . h .

011. he covers his fie d III very com pre enarve
lI'lJic.h In chapters one to four (inclusive) he gives
jasblO~ e of the development of music, its power, Old
an°l! nt music and Christian music. Some of thetamen, . .
Te5 I the early hymn writers are mcrbtd beyond
::::. ~ere is one from Wesley, -In a joyous and
frolicsomemeter:

"Ah lovely appearance of death!
What sight upon earth is so fair?

Not all the gay pageants that breathe
Can with a dead body compare.

"With solemn delight I survey
The corpse, when the spirit is fled,

In love with the beautifUl clay,
And longing to lie in its stead."

Yet thishymn was frequently sung in churches. .
Anothersong which Mr. Kerr tells us was ,~~g 111

IhO\lS3odsof revival meetings was that called WIcked
Polly." This ecclesiastical melodrama went thus:

"0 yOW1gpeople, hark while I relate
Thestory of poor polly'S fate.
Shewasa lady young and tatr
-who died a-groaning in despair.
She'dgo to balls, and dance and play
In spite of all her friends might say.
OneSabbath morning she fell sick,
Her stubborn heart began to ache.
Shecalled her mother to her bed,
Hereyes were rolling in her head.
'Myloving mother, you I leave,
ForwickedPolly do not grieve,
For I must burn forevermore.
Whenthousand thousand years are o'er.
WhenI am dead remember well
Yourwicked Polly groans in hell.'
Shewrung her hands, and groaned and cried,
Andgnawed her tongue before she died;
Her nails turned black, her voice did fail,
Shedied, and left this lower vail.
Maythis a warning be to those
That love the ways that Polly chose."
Overone hundred pages are given to stories of w~l1

knownhymns and evangelistic song.s, and twenty-sIx
Pages to short biographies of evangelistic song. writ-
ers.The book is obviously invaluable to those m the
neld.

FREEDOM OF VOICE PRODUCTION

"D,Y:N"AMIC SINGING." By Louis Bachner. (With an ~n~
traductionby Marjorie Lawrence.) pages, 144. PrIce,
$2.75.PUblishers, L. B. Fischer Publishing Corp.

'lour reviewer is one who for some years had the
temerityto teach singing, and in this time read enor-
tnoUslyUpon vocal problems and had many a good
laughat some of the widely varying opinions. In the
\-lasthalf century vocal theories and cults have ha:d
aWayof falling i~ line with common sense. "~ynam~c
~lnging,"by Louis Bachner, is a case in pomt. ThIS
eWbook is refreshingly clear and does not run to
fads and "isms" It is not a singer's manual, but a
bo I.· d ·t regu-1 0" about sinKing. Any student who rea s. 1
arlyWouldhave no need to fear false doctrmes.
M:r. Bachner born in New York became a teacher

OfS.ingingat the State Academy 'of Music in Berl~n
~theold Royal Academy). Among his famous ~uPIls
!\eSidesMiss Lawrence were Sigrid Onegin, MlCha~l
~hl1en, Lily Djanel, Heinrich schlusnus, ,:nd ot~ei~~
th e bookranks in usefulness as advice to smgers d
1/ famous treatises on singing by Clara Rogers an
lili Lehmann. '
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The Etude
Music Lover's Bookshelf

An~ book here
reviewed may
be secured from
.H:lE.HUDE MUSIC
MAGAlfNE at the

, price given plus
postage.

"METROPOLITAN

Peltz. Pages,
Price, $1.00.
Guild, Inc.

A brief but surprisingly comprehensive history of the
"Met," giving an outline of all its significant ~chieve-
ments, excellently illustrated with half-tone illustra-

OPERA MILESTONES." <By- Mary Ellis
74 (10 x 7, printed on glazed paper).
Publisher, The Metropolitan Opera

Christine Nilsson as Marguerite

Broadcasts
of Notable

ELISABETH SCHUMANN

BOOKS
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tions telling the story of the great opera house for
sixty' years. An astrological addict might say· that the
stars were particularly propitious in October, 1883, be-
cause it was in that month and year that the Metro-
politan Opera House was opened, and it was at that.
same time that Theodore Presser founded THE ETUDE
Music Magazine in Lynchburg, Virgtnia. Both institu-
tions have worked great good for the art in America
and both are "going strong" as modern instruments
for musical development.
The first presentation of the- Metropolitan was

"Faust." The cast included Christine Nilsson, Sofia
Scalchi, Italo Campanini, Giuseppe del Puente. The
amazing fact about the Metropolitan opera Company
is the extremely high and uniform quality of its per-
formances for well over half a century.

READING VOCAL MUSIC

"SIGHT SINGINGMANUAL."By Allen I. McHose & Ruth
Northup Tibbs. Pages, 101. Price, $2.00. Publishers,
F. S. Crofts & Co. (Eastman School of Music Series).

A great deal of very valuable time at rehears~ls
could be spared if singers were taught to read readIly
and precisely. The authors of this ·work have ~d?pte.d
a modified French "Fixed Do" system, and trammg IS
given in all four of the commonly used Treble, Alto,
Tenor, and Bass Clefs. The material is organized upon
a basis of Rhythm and Pitch. The three hundred and
twenty examples have been chosen with ma.sterly skill,
so that a wide experience may be gained in Rhythmic
Reading, Unequal Time Durations, Ties, Syncopations,
Superimposed Backgrounds and Superimposed Me.ter,·
Subdivision of the Background, Remote ModulatIOn,
the Divided Beat, Modal Melodies, Less Common Meter
Signatures, and Mixed Meters. ~he. singing stud~nt
who has been given a thorough dnll m these melodIes
by a capable teacher is to be envied.

HYMNS AND THE PEOPLE.

"HYMNS IN THELIVES OF MEN." By Robert Guy Mc-
Cutchan. Pages, 208. price, $1.50. Publishers, Abing-
don-Cokesbury Press.

Those who have known Robert Guy McCutchan as
Dean of Baker University and as Dean Emeritus of
the school of music of DePauw University, have come
to love this genial teacher of music. His recen~ ex-
ploration of the field of the influence of hym.ns is. a
scholarly and exceedingly interesting wor~ WhICh w~l1
be an inspiration to clergymen and chOIr leaders m
search of material Dr. McCutchan tells in brief but
adequate words the story of the music of worship,
Hom pagan sources to the present.
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Mozart

PIANISTS give Chopin, Bach and
Beethoven programs, but almost
never a Mozart program. If they

play Mozart at all, a sonata, rondo or
•fantasia is sandwiched apologetically be-
tween more "effective" pieces by other
composers. As for the twenty-eight con-
certos by Mozart, how many artists play
more than one (if indeed. one)' in pub-
lie? Starved Mozart lovers will be lucky
if they hear half-a-dozen of these glori-
ous symphonic masterpieces in a lifetime
of concert going.
Why then do performers shy away
from Mozart? Perhaps it is because they
do not like his music.••. Or it may be
that they are afraid of boring their audi-
ences-quite overlooking the fact that
this is their fault, not Mozart's. The truth
is that the common, garden variety of
player stands in terror of Mozart, for he
is rutWessly exposedwhen he approaches
a composition of this master. No virtuosic
slick-trick will gloss over his incom-
petence; and for once the years of me-
chanical, repetitive practice do not save
him. Bare bones protrude shockingly, ...
Even the audience finds something amiss.
Mozart is the most exacting as well as

the most inaccessible of all composers, Ire
stands aloof, untouchable. Bach, Beetho-
ven, Brahms and the rest have feet
plan ted firmly on the ground even while
their heads touch the stars. They offer
a bridge from the temporal to the eternal.
Mozart makes no such compromise. His
music, the veritable essence of pure
spirit, stands apart, remote, forever in-
comprehensible to those who take no
pains to penetrate its surface. Is it any
wonder then that trickster and plodder
alike become panicky at the thought of
a Mozart recital, concerto or even group
of pieces?
And when such a pianist does play

Mozart, he makes no pretense of going
beneath the surface. With perfumed
gloves, suave manner, airy touch and
pretty-pretty graces, he slides through
his Mozart .... Again and again have
critics been taken in by this surface
sparkle and velvet sheen, which they nus-
take for the true Mozart,
The disarming childlikeness, deceptive
simplicity, and the transparency of the
texture of Mozart's music are partly to
blame for this superficial treatment
Mozart is often given to children to play.
One well known "figure" in the music
world has said that Mozart should be
played by children only. On the contrary,
he should never be studied by any but
the most gifted children and played in
public only by discerning artists. Mozart
is ~ composer for serious, profound ma-
turdty. His inner voice can be appre-
hended only after years of humble in-
telligent study. '

It is forever one of the miracles of
music that such perfection could be
achieved through such a precise medium.
There, in its clean perfection the music
stands for all to contemplate but few
to comprehend. Mozart's immaculate
,manuscript, and his own clear simple
directions, are but the framev.:ork for
profound utterance. He offers the bare
skeleton, into which must be breathed
t~~ breath of life.... Only a loving, as-
pIrlllg laborer can reconstruct the Mo-
zartean miracle.
Yet, he who strives to follow Mozart's
plicit directions will sooner or later

•

Ex.2

, be

The Teacher's Round Table

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

have his reward. Mozart shows the way,
points the guide posts. When, as often
happens, the voyager is lured along blind
paths, he need only return to the nearest
sign and ask, "Where does Wolfgang
Amadeus want me to go from here? What
does he say about the way?"

Guide Posts
What are Mozart's guide posts? How
recognize and follow them? The first is
of course the edition studied. The values
of all notes and rests, the directions for
short and long phrases, the dynamic and
other markings, staccato and legato in-
dications-all must be scrupulously re-
spected. For this the original or U R text
now procurable in part in this country:
is indispensable. Compare the U R text
with almost all other editions and note
the cleanness of Mozart's version in ccn-
trast to the muddy editing of later print-
ings. For best results, use this U R text
in combination with the Presser edition
~ot only for comparisons but for finger~
mgs, suggestions for playing embellish-
ments, pedaling, and so on.
The next guide posts are of course

Mozart's own dynamic markings. Com-
posers of his day often found it unneces-
sary to write detailed directions in their
compositions, since musicians of good
taste were supposed to know how to meet
every ordinary musical contingency. The
composer needed only to indicate roughly
... Consequently th~ stUdent of Mozart
must learn to "read between the lines"
•. ~He mus~ ~e able to recognize typical
Mozar~ean Idiosyncrasies of Which the
fOllowmg are examples:
A.. ,The beginning of a Mozart' com.

POSItion is. u~ua~ly to be played lorte if
no dynamIc. mdlCation is given.
B. There IS often an implied crescendo

Conducted by

c; maier
Mus. Doc.

Noted Pianist
and Music Educator

between a piano sign in one measure (or
part of it) and a forte in the next; or an
implied diminuendo between a forte and
a piano .... Mozart often failed to In-
dicate such crescendos or diminuendos.
C. Careful study of the melodic curve

will reveal whether a "subto" (forte or
piano) is meant, rather than a crescendo
or diminuendo.
D. The many obvious fp's and sfp's are

of course to be played "subtto,' but never
harshly.
E. Mozart usually avoided extremes in

his indications; there are comparatively
few tt'e and PP's. For fullest effect, how-
ever, his music often requires ff or PP,-
but always in the Mozart "frame,"-never
in the "fresco" style, say, of Beethoven
or Brahms.
F, Sometimes the dynamic markings

of an entire section or movement must
be filled in by the player himself, be-
cause of the frequent sparseness of Mo-
zart's expression marks. The familiar C
Major ~onata (K.545) is an example; in
all of It, Mozart wrote no dynamic di-
rections excepting one sf and one p in
the slow movement. In such movements
-bhe performer should not accept any
editor's directions, since most of these
were notoriously careless or tasteless. He
must draw up his own thoughtful plan.
On the other hand, some Mozart com-

positions overflow with a wealth of exact
markings-such as the Fantasia and
Sonata in C Minor, and the Sonata in
F. Major (K.322),

Additional
1. Watch

Points
two-note slurscarefully all

Ex.!

~h
v:hich must be phrased exaggeratedly
SInce such phrasing indicates uneveI~
~ote, lengths ~nd. qualities. The first note
IS gIVen more tIme duration and more
ton~ (stress) than the second note., In
r~pId movements the second is some-
tImes scarcely aUdible.
2. In playing rapid Mozart movements

use only brief touches of "top" pedal
none at all. ' or
3. Slow movements should often b

practiced without pedal. If a pianist ca~
play Mozart warmly and vibrantly with-
out damper. pedal, he is coming close to
the heart of the mUsic.
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4. Do not play "second" or SUbsidi'
themes slower than first themes',,'
his unerring instinct for rightn~f,.

zart has taken care of this in his~,
all construction of the movementO~'

second themes of sonatas con~~
I V<! ~~~t

exactly the tempo of the openingtha!t
5. Mozart was often not explicit'f;

notation of embellishments. A trill~:
cation in rapid tempo is sometimes~'
tel' executed as a mordent-which.:
all, is only a trill reduced to l~
.terms.... Extended trills begunoot
note above the principal notedi~
evenly and offer no difficulty,since '
turn also divides evenly. Someam'
p~efer to. play a. very rapid "eestab:'
tr-ill, startmg on the principalnote,r~
the turn played in plenty of time:o(
not to disturb the smoothnessofthe~,
companiment .... Never accentthet
note of any trill-whether it is Oegun"
the prmcipal note or the noteaoo\'!
6. As to Mozart's bewilderingan~

grace notes--follow the usual rulet
long grace notes; that is, givethest.
note half the value of the prilHi:
note, thus: '

54
played

Ex.3

~7RJ
forming a four-note phrase group c
slight stress on the first tone:

Ex.4
-I- h@ F

played

as a two note slur. . Long
are important both for their
stress.
7. On the other hand short

have practically no dynamic
duration. Mozart almost nev
short grace notes in the

Ex,6

\ ~
but simply used small sixty·~
ty-second or sixteenth notes

Ex.7

(Continued on page345)
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Music: and Study

You're Not Too Old to Play the Piano
NUMBERof my friends, entirely sane men andA in goodrepute with their neighbors, wish they
couldplay the piano a little as a very personal

hObby, and regret that it's now too late. to learn.
It isn'ttoo late! If you have the love of music and
wantto exercise it within reason, it's easier to play
thepianothan to play bridge, which many people
seemto have taken up in their mature years. More-
over,it'seasier to learn the piano than it used to be,
jecause the modern technique is cultivated more with
thebrainthan by mere dogged persistence. Moreover,
themiddle-agedhave an advantage over the children,
in thosecaseswhere the love of music is intelligent
andwell-considered,and where the use of the brain
haslongsincebecome a habit.

A childat the piano, even a willing child, needs a.
powerfullot of teaching. The adult can cover quite
a distanceon good advice. Especially the man or
womanwho took lessons in childhood, thumbed out
bumpyscales, broke down in badly-studied pieces,
andwaspermitted at last by the nerve-worn family
togiveit up. Assuming that a love of music survives,
andat least a modest wish to play, you'd be surprised
at thedegreeof progress which is quite possible if
thematureperson comes to the piano with a fresh
mind,and with a grasp of essential principles. The
averagepiano teacher didn't mention those principles
to us whenwe were boys; now every good teacher
begins withthem, which is one reason why the chil-
drendobetter nowadays.

Playing for Fun
Farbe it from me to encourage unnecessary noise
in theworld, or to say-or seem to say-that the
middle-aged,merely by taking thought, can become

DR. JOHN ERSKINE

JUNE, 1945

This. article is reprinted from The Rotarian, by courtesy of the publishers and of the author. Dr. John
E~sJ(/ne (born in New York City in 1879) is a musician of fine attainments. After study of the pianoforle
with Carl Walter, and composition with Edward MacDowell he decided. to aaopt a literary career. He
was graduated from Columbia University in ·1900, later receiving the degrees of M.A., Ph.D., and LL.D.
From 1909 to 1937 he was professor of En.9lish af Columbia University. In 1923 he resumed pianoforte
study with Ernest Hutcheson, playing later with many leading symphony orchestras. In 1935 h~ became
t,easur~~-of the Juilliara Musical Foundation. Many of his novels, (notably "The Private Ufe of Helen
of Troy), have been extremely successful. -EDITOR'S NOTE.

piano virtuosos 1 _ I'm speaking to men of my own
age, or a little younger, who have, I hope, a sense of
humor and who won't overestimate their talents, but
who on the other hand are wise enough to get pleas-
ure out of such talents as they have.
I have been invited to give some practical advice

on taking up the piano again-taking it up for fun.
Perhaps it was because I worked away at the piano
when I was young, had then abandoned the study,
in the best modern tradition, and after I was 40 I
took it up again, and have been enjoying my piano
ever since.
When I was a child I had a good teacher, but when

I wanted to renew my acquaintance with the instru-
ment I went for -an overhauling to one of the very
greatest piano teachers now living. I expected his
instruction to be complicated and highly "advanced";
I was amazed to find it far simpler than I had met in
boyhood, with a most engaging appeal to musical sense
and to common sense, and yet with far-reaching im-

plications as you thought it over.
This particular teacher is a famous mu-

sician and himself a virtuoso of the first
order; the simple but profound philosophy
of technique with which he aided my
middle-age is shared by all artists today,
violinists as well as pianists, and it is a life-
saver for even the modest amateur.

Three Great Obstacles
The most direct way to approach the

problem of your technique is of course to
notice the things which you imagine keep
you from playing the piano, you who have
neglected it and are now no longer young.
I can hear you checking off your three great
obstacles:
1. Your fingers are stiff.
2. Your ear is all right, but you can't

remember the left hand.
3. You always found it hard to read

music.
Well, on every count but one, you're

wrong. Your ear is probably not bad, if you
have any love for music, but your fingers
aren't stiff; you can remember the left
hand, and it's very easy to read music. Your
trouble is that you're getting off on the
wrong foot. You think first of your fingers.
Important as the fingers are for piano-
playing, you should think of, your fingers
last. The music comes first. If you get the
music info your brain, it will come out at
your fingers. Anything you can hear in
your mind, you .can play. You us~ally listen
to the melody and the melody is usually in
the right hand. ·That's· why you say you
have a good ear. If you listen· to the left
hand you'll discover that your ear is just
as go~d on the low' notes.
So the first rule for piano tec;lmique is:
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Learn the music by heart before you try to play it. For
a beginner this sounds like extravagant impossibility,
but it's absolute sense, and it will save you many hours
of the wrong kind of practice. perhaps your way has
been to pick a new piece out at the piano, but how
can you get anywhere until you know what you want
to pick?
I've the habit, supposed to be vicious, of reading

myself to sleep every night, and since I can't devote
to the piano as many hours as I'd like, I save myself
time by learning new music in bed, listening to it in
my mind until I can remember it as a Whole, both
hands, and know how I want to make it sound. Or
sometimes I practice an old piece this way, clearing
up spots which I hadn't understood.

Get the Mind to Work
The second rule for piano technique is to practice

slowly enough for your mind to suggest each note. It's
not your fingers which are stiff; it's the motor centers
of the brain which are slow. You practice for the
benefit of those motor centers. No matter how slow
the motor centers are at first, with exercise they soon
speed up, but you must give every note a chance.
Try this with the easiest piece you can find, or with

a section of a piece. Study it away from the piano
-till you can hear it in your mind, then take the music
to the piano and play it slowly enough to hear every
note. You will say I'm moving too fast; YOU'llprotest
that you can't make this experiment unless you can
read music and hear it mentally.
Quite right, but give me credit for having set a little

trap for you. When you named the obstacles which
keep you from playing, you probably put first the stiff-
ness of your fingers, and only at the end did you men-
tion the reading. In the correct approach to piano-
playing the reading comes first; You can't do a thing
without it. And when we speak of reading music, we
mean' not only an understanding of the signs-notes,
sharps, fiats-but also an exercise of the ear, so that
the music can sound in the mind. Fortunately the
signa are easy to explain. Ear-training, which is more
important, takes a little more time, but it's less dif-
ficult than the mastery of a good drive in golf.
The symbols used in printing music have a long

history, and they are far from perfect, but their pur-
pose is obvious, and they should be studied with that
purpose in mind. You read music to find out three
main things--how high or how low the note is, when
and for how long it should sound, and in what time
or rhythm.
To show the pitch of the note, we have the five

horizontal lines, the clef of key. Each line designates
a note, and so does each space between lines. You
have only to count up, and hum the notes of the scale,
one note f9r each line or space, and there you are!
Of course you must know where to start from when

you count. The clef for the right hand is marked by
a florid G, placed on the second line from the bottom.
The clef for the left hand is marked by a rather slip-
shod F, placed on the second (Continued. on Page 316)
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E'l' ns TAKE it for granted that every vocal stu-T r,.J dent is familiar with these two facts:
j.J 1. The pitch of the tone is fundamentally. de-
pendentupon the frequency of the vibrations set up
the vocal cords.

llJ2 Theloudness of the tone depends upon the ampli-
tuM of the vibrations.
A{:.bird fact, that the quality, timbre, or color---call

it W'bBt'you will-of. ~he tone ~epends on .the (arm of
tbe resonating cavities affectlx:g t~e vibratdons, is
sJightIy morecomplex. An amplificatdon of this state-
ment.that the presence or ab~ence of 0v.ertones de-
terIDiIleS quality. the whole being determtned b:f the
chaT&Cterof the resonance, is the subject of this dis-
,usslon.

Why Voices Oilier
Dlfference5In general character, between voices of
thesameclassification, are due mainly to one thing:
Thevariations in texture of the bony structure of the
fixedresonators-the cavities of the masque and
the size of those cavities.
Variationsin quality of the tones produced by
theindividual voice are caused by adjustments of
movableparts, namely, the pharynx and mouth in
conjWlctionwith the soft palate.

The Pharynx
'Thatwemay visualize clearly, and not repeat the
mistakeof the student who described the pharynx
as"Thebird that rose from the ashes," it may be
wellto"explain that the pharynx is a sort of ad-
justabletube, extending from the larynx to the
nasalcavity.Picture it if you like as the small end
oftheold-timegramophone horn, flaring upward
to the dual resonating areas-the mouth and the
facialsinuses.It acts in the same manner as does
thetubeof brass instruments-with this difference
-it is adjustable. "The wider it freely opens, the
fullerthe resulting resonance and the better the
tone."Ofthe adaptability of the human vocal in-
strument,Helmholtz remarked, it "admits of much
varietyofform, so that many more qualities of tone
canthusbe produced than on any instrwnent of
artificialconstruction."

AT CULVER MILITARY
THE CH~PEL CH~IR 'M Barada. Director

Captam Pau .

CONCERT BAND AT CULVER
Captain Edward T p MIUTARY ACADEMy

• aYSOn, Director

Music in the Post-War Curriculum
tlj Captain a:::J. paljJon

Chairman, Music Department
Culver Military Academy

Culver, Indiana

For the past six years Captain Payson has been judge of district and state band contests
and festivals in Indiana and Michigan. Culver Military Academy is making an extensive
survey of needs and trends in post-war education in secondary schools and ·col/eges.

-EDITOR'S NOTE

IFTHE ADVANCEDTHINKERS on educational
problems are right, "there is a great day coming"
for mUSICand other subjects euphoniously called

"electives" in school and college courses. Thousands of
students now more or less tolerantly sitting out their
four annual required courses, and being forced to let
the "extras" go by the board in order to avoid the
stigma of low grades, will probably see their sons and
daughters able to indulge the universal craving for
the skills of self-expression.
Fifty years ago organized music study of any nature

was practically nonexistent in schools. Instrumental
in~truction was supplied outside of school hours by the
prfvate "professors" and the pupil practiced or got out
of practicing during hours which might have been
used for exercise and sports. .
Twenty-five years ago the great high school music

movement was under way in America, and the doors
to the enjoyment of music were opened to hundreds
of thousands of school children.
But still there were many flies in the ointment

School officialswere eager to have a band which could
be t~ed on and off like a public utility for school
functIOns, or they were insistent that their choruses
orchestras, and bands win every annual contest. But
tb.is had to be done, mind you, without interference

any program of "requirements." Little by little
egan to win a class period here and there, but
meant that an ambitious pupil had to do his
" courses in less time. Even now there are

school children in -Iarge and so-called "progressive"
schools who leave home in the morning before day-
l~ght in order to attend rehearsals of musical organiza-
tl~ns before the first class starts. Even with credit
beI~g allowe~ for participation in music and a class
period supphed.. it takes an intellectually and physi-
cally robust child to maintain the pace.

An Educational Drama
W~at lies .ahead for musically talented or even

musically curious atudents in our schools? Just this'
the hope that Bill, who wants to listen to symphon~
reco~ds a~d who wants time to have them explained
to hIm WIll not have to get up before daybre k t
st~dY; the assurance that Bob, who sings in the ~hOir°
WIllhave a chance to sing some of the stuff that h '
always wanted to sing i~stead of racing the clock i~
order to have the reqmred. numbers for the s rin
contest prepared; the promIse that John wh P, gi th b d . , 0 paysn e an. WIllhave a chance to take that hor c ·t·· armonyomposl lOn course he wants because he feel
urg~.to create some music of his own and still ~e:~
up IS trombone lessons.
UsTloi~u.strate the problem and its Possible solution let
Whi~ho. lU

f
on two ~cene~ from an educational drama

IS ar from ImaglUary.
S~ene I: Dean's or Adviser's Office, any school
TIme: Present and Past: .
Enter Student:

Student: "Mr. Educator, I would like to take
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Music Appreciation Course in addition to Band nf.li
semester."
Educator: "But Bob, that course is givenduring~

fifth class period when you have to get yourFm~
II."

Student: "Can't I take the music insteadofWiX';
History. and take French during the secondhourll
like languages but I don't seem much Intereste t
History."
Educator: "Well. you know you have to haveWOIC

History to get your diploma."
Student: "That's right, sir. How about drop~~

advanced Algebra?"
Educator: "You have to have the Algebratogetj[(

Middle-West University, don't you? I'm sorry. mi
shame that you can't squeeze it in, becauseyouSffJ
to have an exceptional interest in musicandalot~
talent."
Exit Student, puzzled.

Scene II: Same.
Time: Future.
Enter Student.

Student: "Mr. Educator, I would like to take (I;

. Music Appreciation Course in addition to BandneJi
semester."
Educator: "Okay, Bob, I think that canbearrangtt

You're going to keep up your private lessonson~
too, aren't you?"

Student: "Yes, sir. Music seems to interestmenJll
than anything else. Even if I don't go intoitprof!!"
sionally I want to know mOre about it."
. Educator: "Well, as long as you keep upgood~
1ll your basic Mathematics and English courses,!R
should branch out in your special field.You've,!JOf.
a lot of talent already. We shall see to it thaty~uf
t~e training that fits every person for citiZenshiP,~
stIll have time to develop your skill and knowledgt-
Music."
Exit StUdent, happily.

the

When Reforms Are Instituted
When curriculum reforms are brought abOU~~

dents can expect the opportunity to share fullYill :
enjoyment of music in the following threefold'l"~
They may through (Continued on Page
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The Mouth and Soft Palate
Betweenthe mouth cavity and the path to the
nasalsinusesis the pendant veil of the soft palate
-perhapsthe most important of all the adjustable
partsthat control the character of resonance.
Thomas Fillebrown says ("Resonance in Singing
and Speaking"): "The true officeof the soft palate
is to modifythe opening into the nose and thus
attune the resonant cavities to the pitch and timbre
ofthenotebeinggiven by the vocal cords and pharynx."
If a vibrating tuning fork be held before the open
mouthandthe shape and sizeof the opening be varied,
therewill be found one adjustment which will most
powerfully reinforce the vibrations of the fork. This
Wouldseemto indicate that for every tone there is an
idealresonator-adjustment, and this, in singing as has
justbeenintimated, is the main function of the soft
palate.In other words, it serves to balance the char-
acteristicresonance of the mouth with that of the
sinuses,the resulting combination being the quality of
thetonebeing sounded. .

The Object of Tone Practice
It becomesobvious then that the fixed resonators,

in conjWlctionwith 'all the adjustable parts leading
theretoshould under the control of the vocalist, work
asa coordinatedwhole. This brings us to the aim of
all purelyvoice,or tone practice, that is, the acquiring
ofa sensitive,subconscious control of the adjustable
partsof the resonators which under the direction of a
closelylistening and intenseiy critical ear, shall pro-
Jiucethe best quality of tone of which the voice is
capable;that is, fundamental tone, plus overtones,
WhiChwill be present in degree dependent upon the
characterof the resonance, which, in its turn is, .de-
pendentupon the nature of the individual resQnators
Which,as we have endeavored to shoW, are largely
underthe control of the vocalist.
Thevariety of tones of which the hwnan voice is
capablemakes tone practice necessary so that the
stUdent,by countless repetition and experiment may
learn.howto produce and choose the best-not by con-
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Reprinted from "Res-onance in Singing and Sp,eaking."
by Thomas FiIle,brown. M.D .. D.M.D. Copyright MCMXI.

sciously trying to adjust the parts by local muscular
effort, but by a critical listening to ~is voice at all
times, and by the mental demand, while the tone is
'being emitted, for the very best that the voice can
produce.

The Importance of Listening
(While subscribing in theory to the ott-repeated

admonition, "first think the perfect tone, then sing it,"
the writer has never been wholly able to put it into
practice. It always seemed necessary to have something
audible on which to work, or butld.)
In the early stages there will be, as it were. a mo-

mentary period of "shaping" during the emission of
single. sustained t6nes; very soon, however, subcon-
scious memory develops until there is established a
mental ability to anticipate the requirements. of the
tone, which will be as near perfect as possi.bleat its
inception. '
In this connection, one writer in THE ETuDE some

time ago' likened the vocalist to a person riding a bi-
cycle, balanced, so to speak, on the tone. making con-
tinuous infinitesimal adjustments. It·is an apt simile.
Where such stress is placed upon the desirability of

resonance and overtone~ in the voice, there is a possi-
bility of overbalance in the direction of too much
resonance. When this happens, the tone ·sounds
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hard, tight and unsympathetic. As another; writer
has stated, "no overtone should have greater
prominence than its fundamental."
Let the practicing student imagine himself as a

"mixer" in a radio station control room and "mix"
with his fundamental tones just that proper amount
and character of resonance that results 'in a tone
that is beautiful, which means free, loose, clear,
steady and true to the pitch. Mere loudness and
stridency have no part in the perfect tone.

Words of Wisdom
Many years ago, the famous tenor, Evan Williams

wrote an article for THE ETUDEentitled, "How I Re-
gained a Lost Voice." In this he made reference to
two specificsounds: the "dark" sound and the "ani-
mal" sound. This was his method of differentiating
between the fundamental tone and the overtones of
resonance. The vocalist's aim was to make himself
aware of both, separately, and then to blend the two
into beautiful tone.
Be assured of this: The more the attention is

directed towards the seat of resonance and the
mental shaping. of the emitted tone, together with
adequate support at the diaphragm for that other
great resonator, the expanded chest-e-m these two
directions-less thought will be given to the throat.
It is best forgotten altogether!
In another place in his excellent book "Resonance

in Singing and Speaking," Dr. Thomas Fillebrown
states:
A tone lacking in resonance is ineffective,-devoid

of carrying power-c-Is diffuse and unfocused; while
a resonant tone, no matter how soft dynamically,
has carrying power and is focused in its vibration.
Now "voice placing" depends primarily on correct

vowel placing, which in turn depends on proper adjust-
ment of the resonators, which again depends chiefly
on the positions and motions of the organs of articu-
lation. The interdependence of tone quality and pro-
nunciation is therefore obvious.
Constant emphasis must be laid upon the fact that

focusing a tone is a matter of resonance, and that
perhaps the most important element in this is nasal
resonance. In this country, particularly, teachers have,
in their desire to overcome the too common nasal
twang, mistakenly sought to shut out the nasal cham-
ber from all participation in speech and song.

Nasal Resonance
There are those who, partly recognizing the im-

portance of head resonance, would secure it while
ignoring nasal resonance. It is impossible to secure
head resonance in this fashion, for it is only through
free nasal resonance that the coordinate resonance in
the air. sinuses above the nasal cavity and connected
with it can be established.
The fear of nasal twang and failure to distinguish

between it and true nasal resonance has been the
stumbling block. They are very different,---one is to
be shunned, the other to be cultivated. 'The first is
an obvious blemish, the second is an important essen-
tial of goodsinging.
Nasal tones are caused by a raised or stiffened

tongue, a sagging soft palate, a stiffened jaw, or by
other rigidities that prevent free tone emission and
which at the same time-note this-prevent true nasal
resonance.

315-------------------_ ......



8ft

~"
Music and Study

" " t d Ithof Dvorak's American pupils and was associa e men
the Czecho-Slovak master when he was engaged up
his magnificent work. Realizing the "bea.:uty of th~
theme, Mr. Fisher wrote the poem, Going Home,
and made the choral setting. ....
The universality of music is one of Its dfstdnctdve

powers. Music appeals alike to all races, ::11,c::eeds,
"all colors, all stations of life. It has the intmttable
quality of bringing rest, repose, and confidence ~o
people when they need it most. Tennyson caught thts :
in his distinctive verses:

"There is sweet music here that softer falls,
Than petals from blown roses on the grass,
Music that gentlier on the spirii lies,
Than tir'd eyelids upon tir'd eyes.
Music that brings sweet sleep down
Fro1U the blissful skies."

At one of the most portentious moments in the .story
of life, the United states, which we are now t?ld IS the
nation of the greatest military power, stood silent ~nd
enthralled by the universal art of music, and nothing
but music could have accomplished this noble purpose.
Never before in the history of our country has the

recognition of the value of music been so deep, sincere,
and far spread.

The Supreme Service of Music
(Continued tram Page 303)

the National Federation of Music Clubs:

"TIle inspiralion of grea' music can Iwlp 10 inspire a
[ervor for I/IC spirilllfll values ill our way of life; and
IIIUS 10 slrengillen llemoer(l(;y agaillsf ,llOse forces wIlleT,
would subjugafe and en,lmdl mankind. ,
"Because 1II1lsie kllows 110 lwrriers of lallguages; Le~

cause iI reco!1ni::::es 110 impedimen's to free inJercom-
IIIl1l1icalioll; benlltse if speaks II universal longue music
can make 'Us all more vividly cunnre of Ilwl COIIIlJlon
luunollily w/lleTl is ours and wllic11 sllOfl one du:y unile
,IIC Italiolls of llie world ill one greal Lrofllerlroml,"

In the remarkable wave of music following the Presi-
dent's passing, one. of the most poignant compositions
heard over and over again was Going Home, William
Arms Fisher's beautiful setting of the Largo from
Dvorak's "New World Symphony." Mr. Fisher was one

Important Notice to All Etude Subscribers
During the wartime pressure, your renewal must be sent in before the
first of the month of expirati~n, if you wish to maintain an uninter-
rupted flow of issues. Ort;: loyal, long-established readers are most
assuredly entitled to continuous service. However, the problem of sup-
plying ETUDES to all who wish them, in the face of the government's
paper curtailment program, is So serious that we must have your order
for renewal by the first of the month of expiration, if we are to send
you the very next issue.

If your order is receiVed after that date, the subscription must neces-
sarily be treated as a new subscription, and thus must wait until some
discontinued subscription makes a place for your renewal (sometimes
four to five months), since we are not permitted to print anywhere
near enough copies to fill all our orders.

New subscribers, during this great emergeitcy, are now obliged to
wait from three to five months before it is physically possible to. send
them the first copy.

Your subscription order must be marked dearly RENEWAL, to
secure this privilege of proll1pt preferential handling. We are very
grateful to our old friends and subscribers for their understanding and
patience. With a very greatly reduced wartime staff in our Subscrip-
tion Department, we are all striving to keep up the fine, established
spirit of THE ETUDE, BUT we must have your help.
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You' re Not Too Old to Play
the Piano

(Continued trom: Page 313)

line from the top, You therefore know where G~,
your right hand and where F is in the left. From t~
points you count off the lines and spaces.
I don't need to remind you that the notes

slightly different forms, to show whether they
whole notes, half notes, quarter notes, and SOf
A whole note sounds twice as long as a half note.
mathematics needed here will not detain us.
The time or rhythm is indicated by figures at

beginning of the piece, or wherever the time c~
, %, for example. means that there are three quarnr:
notes to a measure, and the perpendicular bars shot
you where the measures begin.

I doubt if this part of music-reading bothers an!
intelligent person, but unless the notes suggestso1lllds,
you're no further along than you would be if the lei,
tel's on this page suggested no words.
You can train your ear in two ways. You eithertaJ]

count off the lines and spaces between any two
and so get their relative distance, or you can cui
absolute pitch and hear the piece exactly as it
sound when played.
The first method is very easy. You Soon

recognize the relative pitch of notes which have
note between them (thirds), or which have two
between them (fourths) , or three notes (fifths),orf
notes (sixths), or five notes (sevenths). With a little
concen tra tion you could become accustomed to ~
intervals after a few hours at the piano, and then~ WILLIAMG. FISCHER
could recognize the intervals mentally, hear them in "I Love 10 Tell the Story"
your mind, when you see them on the page.
But if you are training your ear at all, youough

to make at least one good try at absolute pitclLIn
merely a question of listening intently. Strike anynoll
on the piano, G, let's say, or A or C. Fix the soundm
your mind. Come back. in half an hour and sing0
whistle the note before you check up on the piano,b
see how closel'g you've stuck to it. After two or threi
days, trying it two or three times a. day, you'llCODJI
within a tone or two, and at the end of a fortnigh~l
your ear is good, you'll get it right most of the timt HERE SEEMS TO BE some skepticism in the
Now you're ready to take up your piano-pl&yID!minds of many music teachers regarding the

again. I've tried to explain the general principle~ valueof teaching their pupils to play hymn
training the mind before the fingers; perhapsitioulJ unes, Is it not true, however, that such important
be well to set down the proper order of the essential sicprinciplescome to light in the playing of hymns
preliminary work to be done. hatto ignorethem seems unwise?
1. Brush up on musical notation-lines, spaces,cle1 In the first place because hymns, are by nature

notes. sharps. fiats" You must have your old beginnel',- ck" . " "ghtmg in complexities, admirable practIce In Sl
book still around the house, or if you haven't,b!l' eadingis afforded by devoting a few minutes a day
row your children's. theplayingof them. The student who forms the

2. Train your ear, helping yourself at the piaM ,bitOfsightreading for instance, three hymns a day
until you can hwn the intervals at sight. If youball 1IJ theorderin which they occur in the hymn books,
the curiosity. you might try for absolute pitch. !If Olhathelearns the unfamiliar as well as the familiar
3. Take some easy piece, an old folksong or one I nes, thosein difficult as well as the easy keys) will

the simpler minuets of Bach, Handel or Mozart,&Il So encouragedby his progress, that he will be co~-
learn it away from the piano till you can hear it men' ced that sight reading of moderately difficult musIc
tally. notunattainable. The writer has known cases, of
4. Then play it slowly, U$ing the music to guide)D1~~~entsWho,having despaired of their sight readmg

and to correct your memory. Be sure to hear eve:! ility,found that by being exposed to playing for
note you play. Listen to both hands, or if tbatlsdi:' ~Ulinechurchservices for a period of a month or two.
ficult, play them separately till they both have1~1 ey gainedsuch confidence that they felt they could
attention. ackie almostany hymn without preliminary practice.
5. As soon as you know the piece, play it fors~~ iPr?tna practical angle it cannot be denied that a

body. Performance for even a hostile family wil1drt~ j!lnistWhocan sight read at least the simpler types
the piece into your memory and give you coniidee~lllUsicSUchas hymn tunes and the old songs is an
If you play only in private, you're beaten before~ fa; to any church or community. Furthermore, ~f a
start. 6 I 1stacceptsall chances to play for church serVICes
You may think I'm a long time in r~ac:ung the~ CommunitysingS whenever opportunity affords. ~e

gers, but I've been emphasizing the prmcIplethat" al~SOondiscoverthat he has unWittingly been cu~tI-
preliminary grotmd work is essential for evena 1I1(J(l~1 re:f the,art of playing by ear, thereby furthe: m-
techniqu€!::' If yeu drum on the piano without it,j~ tis nghis value as a musician. What a con~emence
find Yow'self at the end of a year just where a p~~ all concerned if the pianist has at hIS finger
started, but if you give a month or two to the groUl1,a he Doxology America and The star-Spangled

k I dkeep lin, " dthwar , your paying will improve at once all ag erWithouthaving to scramble around to fin e
improving. , ~ 8~l1umberin the hymn book!
The amateur player of modest ambition ~ ~ ali Illeof the most fundamental technical problems

need the whole armory of the great concert artiSt~ Ylllbeironedout par excellence through the studY. of
he should have a command of scales and of arP~~~ ~s, That old but ever-present bugaboo of "holdmg
and J;.e Sh<:,uld be able to manage octaves WIl~ 0Od.' ("independence of fingers") can be learned to
breakmg hlS wrists. The (Continued on page advantage through the conscientious study of
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ROBERT LOWRY
"I Need Thee Every Hour"

\

OLIVERHOLDEN
"Coronation"

•

LOWELL MASON
"Necree. My God', to Thee"

Music: in the Home

WILLIAM B. BRADBURY
"Just As I Am"

!J.l'vinlj

The Value of Studying Hymns
::b. Bal'tle'J

GEORGE C. STEBBINS
"Saved by Grace"

JAMES McGRANAHAN
"The Crowning Day"

L. O. EMERSON
"Guide Me, 0 Thou Great Jehovah"

IBA D. SANKEY
"Ninety and Nine"

W. H. DOANE
"Tell Me the Old. Old Story"

hymn tunes. One of the many examples of holding
one 'Voice while another one moves may ~e found 111
Amsterdam in the illustration below. A~pomts marked
"a" one or more voices are held while another one
moves:

'Ex t (1:\),;
i

;.;

I"' . k ~"' x I f-I "
~I ....J .IJ.: ~ .0-

:J
The teacher sho~ld, if needs be, i~form the student

th t hymns are written in four-vOlc~ harmony and
th~t at all times (except where a "',lmson" occur.s. as
t "x") four notes should be soundmg on the pIano.
~s an exercise it may be advisable for t~e student to
b tl holds found in parentheses 111 the aboveoserve le <> ht

t t" and count the number of not~s t a. areillus ra lOn .
d on the piano at those pomts before pro-depresse

ceeding further. .
TIl . ist who fails to hold down a note Its proper

dura~t~a~ guilty of impoverishing the harmony, In
" t"on ,ot should be stated clearly that nothIS connec 1 '. h

d I should be used in the playmg of ymnsdamper pe a . 1 t
until the teacher is satisfied that the student Is a er

, tance of holding the correct notes.
to the Impor g pianists do not realize that it is often
Many youn . ht h d h"l

t lay three notes in the rIg an w 1 enecessary 0 p t "
" k " the left This occurs when the enol' IS~~~mrn. . .t"

t from the bass part in whIch case 1 ISover an oc ave '
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nearly always possible for the three upper parts to be
taken in the right hand.

If a student is inclined to be weak in rhytlun (and
how many are not?), much can be accomplished in th .....
studio if the teacher has previously classified the
hymns fOWld in the hymn book according to various
rhythmic principles. In one column could be listed all
hymns in which is found the dotted quarter followed
by an eighth note (for instance, All Saints, New and
St. Christopher); in another colwnn the dotted eighth
followed by a sixteenth note (for instance, Christ-
mas); in a third column two eighth notes in duple
time (Sicilian Mariners' Hymn and Dominus Regit
Me); and in a fourth column a listing of hymns in
compound time ~such as True-Hearted, Whole-Hearted
or Blessed Assurance). As the pupil is tested on each
of these rhythms the teacher can ascertain on which
of these the student will need to concentrate espe-
cially.
If a student does not fully comprehend the differ~

ence between the proportionate values of the dotted
quarter and the eighth note following, the correct
rhythm may be attained if he is informed that the
first note is three times as long as the second. The
next step obviously would be for the student to count
aloud rapidly four eighth notes, including the note fol-
lowing the eighth for musical pu~poses. 1 t-, J
The "same scheme may be used In the •. .1 .
figure in which" case the rapid counting of
sixteenth )~ ) notes should take place, again .in-
cluding one more ~ note to make the muslcal
phrase complete oil ,.I' J (Continued on Page 348)
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ELIZABETH A. H. GBEEN

"up BOW!-Darn it!-UpBow!" It was a vitri-
olic blast from an irate teacher who WM
principal of his section in one of America's

greatest orchestras. He was using a language some-
what stronger (in speaking to the school student
whom he was instructing) than is generally asso-
ciated with the so-called "academic procedure." but
it was immensely effective in its educational results.
The student was suddenly jerked, so to speak, from

ignorance to knowledge. After all his years of study,
and they were not few, he was suddenly made con-
scious of the fact that in the orchestral world there is
a difference between down-bow and up-bow.
The immediate result of the revelation Was to throw

the student into weeks of chaos as far as his bowing
was concerned. All that cocksure security of "coming
in" on the beat following a rest had to be reorganized
and tempered with a knowledge and an intelligence
as to what direction his bow should take when he
did come in.
The student at this time finds that he has to set

up a whole new series of habits and reactions to the
printed page, and this cannot be done in a few days,
or even in a few weeks. To arrive at a state of security
relative to orchestral bowing takes a knowledge of a
wide literature, an experience of many types of music
and many styles of composition, many fortes, many
pianos, coupled with many speeds or tempi of execu-
tion.
It is however, my contention that the days of chaos

need never confront the student if the teachers them-
selves will teach the youngsters, bit by bit, and year
by year, the essentials of good orchestra bowing.
At a recent string clinic session, we asked a well-

known teacher of second and third grade youngsters
how early in the game she began to teach these tots
that the first note of a measure comes on a down bow
and the last note of the measure on the up bow: (the
fundamental rule of orchestra bowing from whose live ...
branches all the exceptions blossom). Her answer was
lovely, "Oh, about the second lesson!"
This is exactly the thing we mean. Contrast ft with

the experience of a stUdent who recently sat in an
orchestra rehearsal, having studied for some five or
six years privately, and found herself constantly
"standing on her head" as far as the bowing of the
section was concerned. Her bowing was always up-
side down!
If more of our private string teachers would make

contact with' our fine symphony men, even if only

Orchestral Bowings for
High School Student~

t'J E:Azateth .A. ..JJ. green
Of the School of Music.
University of Michigan

for a few lessons, and would go into this question of
orchestral bowtngs with them, the results would be
thrilling to everyone concerned, and most of all to
the students of these private teachers.
And now, to jot down briefly some of the things a

concertmaster should think about in setting the bow-
ings for his section; and it is his job, unless the con-
ductor is himself a string player and capable of the
intelligent marking of bowings.
In the following summary of bowings, the first ten

listed are the first ten things we would teach the
child about orchestra bowings; and the chances are
that the student will meet with them in actual or-
chestral experience about in the order listed. If every
child knew these ten things, and knew them well, by
the time he had finished with his junior high orches-
tra work, he would never need to have his "weeks of
chaos."
The second ten bowings on the list cannot be clas-

sified in chronological order. They would depend upon
such unpredictable factors as to whether or not the
student met, say, the Beethoven Seventh Symphony
before he met the Oberon Overture; or whether he
came into his first symphonic organization at a time
when a slow movement was being rehearsed or a fast
one.
The latter bowings are simply things to look out

for as the gorgeous panorama of symphonic literature
broadens its horizons before the fascinated gaze of
the orchestral- neophyte.
1. The down bow should be used on the first beat

of the measure.
Ex.t.

~IJ
(Read further for the exceptions.)
2. If a piece starts on the last note of a measure,

it should start up bow.

'Ex.2

~tJ If
2-.

v
[' II!, J j j

2-b v f"'I Y 2·e

~'~;j~'~J§J~j~I~IIII~l~i§iJ~
To set this bOWing, count back from the first beat

of the first complete measure, calling the first note
of the complete meas1.!re "down bow," The prepara-
to~y note or notes shOUldbe bowed in .such a way that

- thIS first-note~of-a-complete-measure arrives on a
down bow. See Ex. 2 a, b, c.
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3. When playing figures of four evennole;,t
slurred, either singly or reiterated, the firstD~

four comes on the down bow.

Ei.3:J n .n " orl'lVrW6ttrr i I & j IFF' r II
3·.

n v n

3-b
n v n

Exception: Oberon Overture. in the s
and ninth measures from the end. Here
is customarily used for the first note off
runs. If the contour of the passage is such
impossible or inadvisable to arrive witha ma
on the first of the four notes, accommod8le
shown in Ex. 3, a, b. Note also in this connedkl'
the section of the bow used is of paramount.
tance. In general, and most often. it is the~
between the middle and the point, on thesm.
bouncing. In prestos, and for spiceato (ofltlt
effects), middle of the bow. If slow spiccoto,lR
bow about one inch nearer to the frogendb
actual middle of the bow.

4. If a piece starts on an up beat (last)dtd
measure) and this up beat is slurred to the AliI
of the next measure. then the bowingstartsdII1I

'Etl

~JI7 r I @
(See number 12 for exception to this.)
5. In playing the waltz accompaniment,tile

Ex.5

4!1l
is down, up, and if played nearer the frogof,~r
than the point with the bow leaving thes~in\l
tween the notes (between the second andthird
of the measure). the effect will be moresprightli
of better style. U'
6. For the six-eight fast movements, teach:\

dent to bow the figures as marked in Ex. 6. Tl\1S
ing is good whether indicated by the composer(l1'

Ex.6
-£ M.....-{I V....-....Y and n ,., v lli
~g t ~ F P II fQj fill"

7. For the dotted eighth -and the six~ntDt
the linked bowing is used almost exclUSlvelv,

Ex.7

n v

J

=J=..M MY V

~f). J J. J ,to

Exception to this: R";;~ (~tinued 011-pa~

THEOi

R REVELLI:Mr. Gould, what do you believe
.1\-JI' :~, the .con~emporary comp~ser's attdtude to-lV.1 wardthe modem symphontc band? First, as

eans of expression,and secondly, as to its poten-
am. the future?
ti' lities ma Gould:I think the band has tremendous poten-~;esforcolorwhich have not been u?ed very much.
hall dhas a verycontemporary sound; Its instruments
A bailery adaptable to popular and folk music, and
are v f ourcomposers today are writing music that
many0 its base folk and popular music texture. (I

:tea.'ithatkindof music.) .Symphony orCh~stra.:' fin.d it
wkwardto project certam types of mUSICWIth Jazz
a f Ik musicbase. The band has a color and an in-
Ol 0 entationthat is compatible with much of our
S~mporaryAmerican music, Secondly, I believe
~onds offera widepractical outlet for composers. I am
:lor theideaof commiss'io~ng works: A ban.d num-
ber thathasa practical playmg value IS also Just t!te
kind ofnumberfor which many orchestrations can be
ld Thatshould mean that enough of an income

sould bederivedfrom that source to make it worth a
:Wposer'swhileto write for the band even if he does
not geta commissionto do so. ~
Iwasmadeaware that this country has many young
peoplewhoare vitally interested in music and who
playinstrumentsin a way th~t surprtsed me. They
pssess somuch in tone, technique, and 111 style, We
mustrealizethat these young people are capable of
morethanwe credit to them. Professional orchestras
sometimeshave dimculty with rhythms that young

MORTON GOULD

f~lksdonot have; they dance to it and hear it all the
timeandthe rhytlun is a part of them. For example,
theVienneseWaltz rhythm is a difficult thing to do,
but Whenyouhave people who actually feel it, they can
playthemusic with no trOUbleat all. I repeat, these
Youngpeoplehave that rhythm and if they are given
a chanceto acquaint themselves with good works they
will beableto overcome the difficulties inherent in the
Work.
Toget back to the question as to the bapd's po-
t~ntialitiesin the future, I say, yes. it has great poten-
tialities.
Memberof the audience: There has been a lack of
perceptionon the part of publishers. I am a member
ofaPublishingfirm. Too frequently puplishing .houses
buymusic"by the pound." They don't see the Idea ~f
Americancomposers being good enoqgh to write mUSI-
c~cOmpositions.There is a certailY economic compul-
sioninvolvedas far as most composers are concerned

JUNE, 1945

Music: anel Stuely

The Challeng e of the.
High School and College Band
To the American Composer;:-'.-

Part Two

Members of the Panel Include Dr. Edwin Franko Goldman,
William Schuman. Morton Gould, and William Il Hevelh (Chairman)

THE FIRST PART OF THIS STIMULATING DISCUSSION APPEARED IN THE ETUDE FOR MAY

busy every measure. School band conductors insist
that this Is necessary since the problem of discipline
in education is eliminated. Do you agree that this
"busy work" is essential?
Dale Harris: No, that is why I like the Symphony

for band of Ernest Williams. He doesn't have all the
band playing all the time. In one section of the second
movement, a woodwind quintet is used for a rather
extended period and is very effective.
Dr. Goldman: May I speak about this', because it has

been a sore spot with me for a long time. Publishers
have said that every Instrument must play whether it
is appropriate or not. One band I conducted had all the
instruments playing all the time. even in the pianissimo
parts. School conductors should not insist on having
parts for every instrument for every. measure. We
should take music more seriously. We don't want the
same instrumentation for every type of music. If a
composer desires a certain effect, why shouldn't we
play it that way.with the instrument he requires? Pub-
lishers, however, refuse a piece that does not call for
full band, and school band conductors refuse to play it.
Member of the audience: I think the limitation of

budget in small schools has something to do with that.
We can't get all the Inetrumenta we should have.
Dr. Goldman: Then there should be special music

written for such bands.
Mr. Revelli: I believe a conductor of a school band

must take it upon himself to build instrumentation
for his particular organization. It takes time, but the
small community can have a band with full instru-
mentation. I do not believe enough is being done in
that direction.
Since most of the repertory for bands of today is

published for school bands, and since musicianship,
teclmical facility, and general playing ability of these
school bands are naturally limited, the general reper-
tory, growth, and" musical achievement of the band
have been affected. Can the band of the future main-
tain its proper status under these conditions?
The professional composer when writing for the

orchestra is not primarily concerned with the pro-
ficiency and technical limitations of the orchestra.
When he is composing for the band his primary con-
sideration must be devoted to the limitations of the
band. This is due to the fact that in one instance he is
writing for professional musicians, whereas, in the
second, he is writing for school musicians. In- one in-
stance, he is a creator of' music, and in the ·second he
is concerned with the educational problems at hand.
There are only two or three professional bands in

the United States. We have a great many more pro~

and they will not do these wonderful things for the
band unless they can do so on a commission from a
publisher.
Mr. Gould: I agree with the idea of composers work-

ing on a commission. A composer has a responsibility,
too. He must be not only creative but an excellent
craftsman in writing for all kinds of media. Con-
temporary European composers, as for example Proko-
fieff, have written many' works which are not "serious."
They are charming and entertaining pieces. They are
written simply and directly and for great audience ap-
peal. If you look through the c~talogs of the American
composers you will find very little of that. The com-
posers themselves must be made aware of the wide
gamut that music runs. To become so, they must .be
in physical contact with bands so that they can realize
their tremendous possibilities.
_ Member of the audience: Since there are so many
more bands than orchestras, it looks as though there
should be more remuneration in writing for bands than
for orchestras.
Mr. Schuman: Choral works take less tim~ to write.

I think if a catalog of band works of Amencan com-
posers were established it would bring good results.
Mr. Revelli: Mr. Schuman, as a composer, ~hat re-

strictions and limitations in r~ference to scoring have
ou encountered when you wnte for the band? What
~ffect has the lack of p~ofessional concert bands had
on your attitude in scoring for the band?
Mr. Schuman: I wouldn't say that th~ limitation is

burdensome-in any way; it.is.~erely a dIfferent. set of
limitations. I really enjoy wrtting for band. It. IS,fun.
Mr Revelli: Mr, Gould, when you were commISSIoned

to W;ite "Jericho'" were you given any. recommenda-
t' to type character, style, and dIfficulty of theIons as, 't k?
composition, or were you just asked to wn 7 a war .
Mr Gould: They just asked me to WrIte a work.
ttld like to add that much of the standard repertory

~sw~ffiCUlt;for example, William Tell. Many notes are
omitted in its performance. .

D G Idman: That is true of Poet and Peasant andr. 0 ,
other standard works, also. ,
M Revelli: Many of the school band arrangements,

t r. 'pt,'ons as well as original compositions, areranscn .
thickly scored "with an eye" -to keepIng every .player
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fessional symphony orchestras than concert bands.
Therefore composers for band must depend almost en-
tirely on the school band field. We owe something to
students of these organizations. They deserve a worthy
repertory for the band.
Mr. Gould: On the problem of writing simpler mu-

sic and of wrtttng for an Inatrumentation that would
be practical for small bands, I want to say that it is
most difficult to write simple music. That is what every
composer tries to do. He tries to write as directly as
possible and with a minimum of fussiness. I believe
that compositions can be written for Class C bands
that can still be goodmusic. The texture and idiom of
the music may be difficult for some to accept. That is
why it is necessary for school band conductors to be-
come as aware of, and familiar as possible with, the
musical scene-with good boogfe-woogie and good jazz.
A composer writing a work which has as its aim

mass consumption must face the fact that many or-
chestras and bands are lacking in certain instrumenta-
tion. He must give close attention to cross-cueing and
the conductor must follow through with careful cross-
cueing when he works with his band. I believe band
arrangements need a good housecleaning. A light
phrase often uses all the instruments in the band. Get
rid of the excess weight and the result will be much
better.
Mr, Reve1li: Is Mr. Gould attempting to write for an

instrumentation which few bands possess? In Jericho,
for example, there is a solo for the English Horn, an
instrument which few school bands have. I do believe
that scoring for oboes and other rare instruments
would create more and better players of these same in-
struments. Band conductors would also become more
familiar with the teaching _of oboe and the bassoon if
parts were written for them and required in every ap::..
propriate score.
Member of the audience: When we buy an arrange-

ment, we usually get the condensed score. Why can't
we get full scores published with the music? If we
~;&n't read the full scores we can learn to read them,
so that we can understand what the composer did
want originally.
Mr. Schuman: You wanted something, practical to

happen at this meeting with regard to composers. I
believe schools could have works written for them in
the following way: If one hundred conductors were to
get together. even possibly tonight at this meeting, and
requisition a composer to write a work for them, agree-
ing on the instrumentation and expressing full confi-
dence in the composer, any publisher would be de-
lighted to pUblish the piece. Any publisher would be
happy to pUblish a piece that would sell one hundred
copies of band sets. Isn't there something in this idea?
Mr. Reve1li: I think that is an ,excellent suggestion.

If one hundred band conductors in the state were to
take such action we would initiate a movement which
could have much influence in the writing of literature
for the concert band of tomorrow.
Mr. Schuman: I would like to see this commission

carry with it directions for the specific parts to be
written for every instrument. There is nothing a com-
poser likes better than writing on direct order. I am
sure he would meet the challenge.
Dr. Goldman: You have a great opportunity here to

inaugurate an important move which would raise the
standard of bands tremendously. Every state in the
union would follow suit. It would be wonderful to take
such a step.
I do want to add that it costs a lot to print scores.

We should have scores for every work. Then the con-
ductor can see what the composer's aims are and he
can get changes and SUbstitutions for the score. I be-
lieve it is necessary to have the condensed score, too.
The conductor should rehearse with full score, but for
performance, the condensed score is also practical.
Mr. Bovee: I would like a check vote of the number

here who would pledge to such a plan as Mr. Schuman
suggests. .
(Approximately 'one hundred hands were raised.)
Dr. Moore: It may be of interest to you in connection

with this discussion to know that the National Asso-
ciatian of Schools of Music is concerned with the need
for improving the literature for wind instruments in
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small ensembles. Recently each member of the As-
sociation has been asked to subscribe for a series of
compositions for woodwind and brass i~struments
which would be commissioned from American com-
posers and which would appear during the next five
years at approximately five compostttons each year.
The response on the part of the membership ~ndica.tes
wholehearted support of this proposal. The discussion
this evening on the larger area of new literature for
the concert band it seems to me, is symptomatic of
the widespread Irrter-est at all levels for wind instru-
ments. I commend this group for its recognition of a
responsibility and willingness to pioneer the develop-
ment of a sorely needed literature.
Mr. Revel1i: I feel that this plan should be studied

from many angles, that procedures, instrumentation,
type, length of work, and other problems, must all be
given due consideration. But the initial action and
your indication that you desire such a plan has-brought
this meeting to an important climax. If we can carry
this plan out to fulfillment, we can begin to get capable
composers and a worth-while repertoire. Then we can
say that the band is truly a worth-while musical de-
velopment.

War-Time Broadcasts of
Notable Interest
(Continued from Page 310)

these programs; he will be remembered by many for
his work as narrator on CBS programs, Transatlantic
Call and God's Country. This series is devoted to
American folklore, legends, and true stories, and at
this time is an important addition to radio entertain-
ment. Though strictly a dramatic series, these pro-
grams nonetheless tie in with our folk music ones.
The musical_programs.of this,month~s NBC Univer.,.

sity of the Air':-"Music in American Cities"-(heard
Thursdays, 11: 30 to midnight, EWT), takes into con-
sideration four great musical centers. These are Mex-
ico City (June 7); Washington;, D. C. (June 14);
Rio de Janeiro (June 21); and Boston (June 28). Last
fall, this program series paid tribute to Mexico City
in the perJod before the twentieth century. The pro-
gram of June 7 considers Mexico City of modern times.
Previous to the upheaval of the Revolution of 1910,
there was no feeling of national renovation. The Revo-
lution brought about not only political and social
changes but an important cultural awakening. Tpe
program will trace this development. The broadcast
of the fourteenth will turn the spotlight on the Na-
tion's Capital and will trace the development of its
musical growth from the first concerts of the United
States Marine Band, which began as a group of fifers
and drummers in 1775. Highlights of nineteenth and
twentieth century Brazilian composers will be heard
in the programs of the twenty-first, and the music
of Boston of the modern period will engage our atten-
tion on June 28th.

It was our intention to speak of the fine music
?eard on. Easter Sunday of this year over the Amer-
lcan radlO, but space will hardly permit us to go
extensively into this. To be sure, Easter is behind us
and th~ long months of summer, vacation time, and
the pert,ods of outdoor recreations lie ahead. But re-
membermg an important holiday and how it has been
observ~d over the radio makes for greater appreciation
of m.uslCalbroadcasting. Remembered with keen pleas-
ure IS the last of Toscan~ni's winter broadcasts with
the ~C Symphony. WhlCh on Easter gave Us the
exqUlslte music of the second act of Gluck's "0 h

• and Eur'd'" d rp eus_ I Ice an the endUringly beautiful final
chor~~ from Bach's "Passion According to St. Mat-
thew. When one turns off a program like this, one
does not Shut. out the music Which has terminated
but recently" Instead one recalls with pleasure the
?erf~ct hour of a broadcast which brought musi f
Incomparable worth. On the Wednesday "c to
Easter' th I . . , pnor 0, , m e nVltatlon to Music broadoast (W d
day, 11:30 to midnight EWT-Columbia e nes-
lovely soprano, Elisabeth Schumann network), the
Bach arias from the "St. John" and the ~~~.gM~~~~:~
"FORWARD MARCH WITH MUSIC"

passion," and also parts of "Dies Natalis,''a
by the modern English composer Gerald :F' ~nl(
wishes that such things could be perpetuate~ Ik:
there would be another opportunity to hea.rth&:It~
Speaking of Easter brings us to an importan~',

of broadcasts now being sponsored by the Ch &!Ii~
the Air (Sundays,10:00 to 10:30 A.M., EWT-cUlrt~~
network). This se~ies, which st~rted on APril°l~
is to extend for thirteen weeks, IS entitled ''Th ~
tian vocation." It is devoted to a discU&sionef,\
"Christian viewpoint of the place of menand°~
work in the world." It is presented in COOperation~
three speakers representing the Congregational:-
tdan, Metho~ist, and Presbyterian denOminations~
is the first time that CBS Church of the Air has
sen ted a series of programs on a singletheme~'
the ~ame speaker on successive broadcasts.'I'he 1iil
pose and importance of these programs is exp~
by Elinor Inman, Broadcast Director for theen

h A" Sh "Thls sert has ",Iof t e n-. e says: IS series beenPlannfll~
provide opportunity for a discussion of the1I'!lJl
Christian viewpoi~t .of the plac~ o~menandtheirWltl
in the world. This IS a very slgmficant thingtil til
about now when we are forced by the conditionQf~
'world to develop new ideologies and newattilii.'
as to the relationship of men with each other."1;
prominent choirs have been engaged to singthe~
votional music heard on these programs. TheSPeak!:;
featur~d are: Dr. Douglas Horton, Ministeroi ~
General Council of the Congregational Cbrislll:
Churches (he was heard in the first half ofthe5eril$-
April 15 to May 20); Dr. Ernest Fremont Tittle,p3.itJ
of the First Methodist Church, Evanston, Illinois(it'
takes over on June 3 to continue through thebroadct
of July 8), and the newly elected Moderatoroft
presbyterian General Assembly (who was hearc c
May 27). These programs aiming to presents:~
ideas and ideals on what can be accomplishedmil!
day-to-day work are worthy of every listener'a
sideration, for-as Miss Inman says-HIt is in r.
day-to-day work, outside the circle of our faDlit,
that the most intimate contact comes."

Music in the Post-War
Curriculum

(Continued Irom Page 314)

amplified and augmented courses in listeningrti
to understand and enjoy music in its true light ill

reflection, an interpretation, and an expressionofE:
They may look forward to having the time toil:

velop the skills necessary to the highly socialan~1;
necessity, cooperative performance in musicallll;';'
izations.
They may, having mastered the basic skills ~

to all, determine that music is to be their life'l'(fl
and may be assured of opportunity and faeiliU!!!'
securing advanced teclmical knowledge andskill t
performance, composition, teaching, and critic~,_I
There are some of us who believe that mUSlG 51...

is, in itself. a preparation for higher citizenshiP,t
average symphony lasts forty minutes. If any~':'
erning or planning group for any projectora~~,
could apply itself to a proble.m with the same,~
ness of purpose and intensity of concentration,<

same ~stonishing degree of cooperation, andthe~
competent technical skill exhibited by anyJ]Il.~

orchestra-well, there you would have a neW~
gove:n~ent, business, science, and humanrela~~
MUSICm the post-war curriculum will help educ"
make young Americans self-sustaining, 1iel/-respe:~
and selj-sacrificing. In the possession of thesequ
lies the happiness of men.

• • • •
The man that hath no 1nusic in himself,~
NOT is not 1nov'd with concord of sweetsoli '
Is fit jor treasons, stratagem.s, a.nd spoils;
The motions 01 his spirit are dull as night,
And his affections dark as ETebU3;
Let no such man be trusted.

AStimulatingletter
muchyour contribution

I eJll°~ed~egForum in the February
theVlOhnlSETlJ1l£, I have played and
~e of,~ forforty years and more.
tiluglJt vlO~nlhavehad long experience.
Ifflrna ch'ldrenare grownand have

~ol'lt/lat my t ,I, musictakesup the slack
,,~~~'!lthe nes~indand time with stlm-
illd jill, m~,and contacts with young
tllltillt ~~rfeelingthat I am ~riching
people" xe life worth while, . : .
lhei~,}~:esi:e familiariz~myself With
I tns-' thods and studies more than

~i~)lnr~eteachersI hav~ kn,~wn,an~
~Odea,coincidewith mme to a T.
)'OUl' 1 lastfewyears I have found the
fol~.ea-day"method by Paul. He~furth
"j\U\e ssfulwithyoung pupils; It has
,~ce Jdtheir interest. I donot

Boo II ••. but Book III, in-
thethirdposition.is excellent.
foundthe first book which

Levensoncompiledvery good,as
~arles.furnishesmore variety. of style
~Id ~miHarizesthe,s~dent With many
on Jll8SlersoftheViOlin. • • •
o~ 't yoU think the teacherof beginners
Donmostvitalrole?Howmany young

haS a IS soonloseinterest and give up!
~~ mostcasesI believe it is due to
Miak oftacUu!effortby the teacher. U
a cputyourselfin the place of,a young
:d, whoprobablyhas no p~evlOusm,u-
!ical knowledge,you can rea~lzethe d,IS-
uragementswhichbeset him. Practtce
~~ hill15elf is at first often wasted; he
~ows(perhaps?)that nothing sounds
rigtLt and hecaneasilybecomedisheart-
E!1OO i>eforeany satisfaction of accom-
plishment. ' , • So I have used U1e fol-
imngprocedurewith pupils living near
10 me, In thefirst place, I accumulated
I lew "fiddles"of various sizes and I
loon themto beginnersfor a try out. If
they wish to continuethey generallywish
10 own one,but in this way the parents
go III no expensewhile it is an experi-
llIent I manageto have them come and
practicewithme each day for ten or
ftltem minutes-keepingthe violinshere.
No bad hJbitsare allowed to form, and
when they use tlle left hand, correct in-
tonation is muchmore quickly estab-
lished, , , , I trainthe left hand at first
by playingpizzicato,so that the pltch-
also handposition-is concentrated on.
, , , After twoor three weeks they then
comethree times a week-taking -the
vi01ins home-thentwice a week. In this
lIaytheinstrumentis kept in condition-
.md teachersknowhow seldom that hap-
Pens in thecaseof most beginners,It is
amazingtheIlrogressthe pupils make, the
parents aresopleased,and the pupil'Sin-
terest keeps at a high pitch....

-Mrs. E. F, 0" Rhode Island.

The Violinist's Forum
Conducted by

No question will be answered in THE ETUDE
unless ,lCcomfanied by the full name
find address 0 the inquirer. Only initial!,
or pseudonym given, will be publiJhed.

shows that he has an alive tn.,terest in
studying. Usually, one of the surest ways
of arousing a. pupil'S enthusiasm is to get
him interested in drawing a good tone.
Here the "Tunes" method is a direct en-
cour~gement. But the production of a
good tone calls for some understanding
control of the bow, and for this a few
special exercises are generall~ necessar~.
On the other hand, the relatlOn of ~emI-
tones to whole tones and other SImple
problems of intonation can often ~e mas-
tered more quickly in easy melodIes, for
the young student more r~adi1Y hears
and dislikes his mistakes. It IS not always
easy to maintain a judicious ~al~nce be-
tween pieces and studies, yet It IS a bal-
ance which must be kept if continuou.slY
good results are to be obtaine~. Too m-
tense a concentration on. studIes. or t~o
complete a reliance on pIeces WIll bo~h
tend to retard a pupil's progress.
I certainly do think that the teacher

of a beginner has a vital and most re-
sponsible role to play. In the first year
or so good or bad habits can be formed
whicl; will very materially influence the
pupil's future develop~en.t. I had some-
thing to say about thIS m the Novem,-
bel' 1943 issue of THE ETUDE,so I won t
go into it again here.
I think, too, that a pupil'S loss of in~

terest is often, though by no means
'always, due to some slight lack of un-

•

Prominent Teacher
and Conductor

derstanding in the teacher's approach.
No two pupils can be taught in the same
way, because no two of them have the
same individualities, Every new student
is, or should be, a challenge to the teach-
er's ingenuity, to his sympathy and his
sensitivity. That is probablY,why no_en-
thusiastic teacher ever grows old-- in
mind, no matter how advanced in years
he may be!
Mrs. E. F. O.'s plan of loaning a ,violin

to the beginner and giving him daily les-
sons, while keeping the violin at her
home, is a really brilliant idea. As she
says, it entails no expense to the parents,
it gives the children no opportunity to
get into bad habits of playing, and it
keeps the violins in proper tlUle and ad-
justment. It is no wonder that the pupils
make rapid progress, for everything they
do in the first few weeks is under super-
vision which helps them to acquire an
instin~t for what is right.
This was a stimulating letter to read,

and I am sure it will be appreciated by
every teacher who sees it.
Now what about all you other teach-

ers? Haven't you some pet ideas that
have proved successful in building your
classes in awakening a pupil's interest,
in ma;tering some particular musical or
technical problem? If you have, won't
you send them in? This page is open to
you, An exchange of ideas and experi-.
ences is sure to be valuable and stimu-
lating.

Concerning "Stop and Rest"
In recent copies of THE ETUDE I notice
you say several times that as soon as a
player begins to feel tired he should stop
and rest. Now, can one develop real
strength that way? ... I am trying to
get a strong and rapid trill, and it seems
to me that if I stop and rest every time
I feel a bit tired, I shull be always just
where I started. . I wish you would
tell me why frequent rests are necessary.

-F. F. B" Oregon.

I understand very well your wish to
acquire a good trill, but I can assure you
that you will be very lucky to do so if
you let yourself go on practicing when
your hand is tired, You are much more
likely to strain the muscles of your hand,
making your finger permanently weak,

• • • •

To receivea letter like this is a pleas-
e andan encouragement, and I wish
oouldprinteveryparagraph of it. Mrs.
, F, 0, is very evidently much more
~ a conscientiousteacher-sh~ has
IOnanda constructive imagination.

fO h:t,teachingis not merely a means
~Xlstence,it is a reason for existence.
eta grandworld it would be if all
el~Che:s,in an branches of education,
this wayabout their work' It would
ratherpresumptuous to co~gratulater:~J'F.0" but her pupils can be con-
'I'hatedWholeheartedly.
~ ePaulHerfurth books can be used
~ effectivelyto capture and hold the
en;es,t of a beginner. Another good4 ISthe "Learn with Tunes" (three
e~ br. CarlGrissen. Equally valuable
esje Folkand Master Melodies" by
Un ~ySontag.In all these. books the
Ort~to awakenin the pupil a feeling
stee fundamentals of good musical
eatttinaswellas to make the effort of
b gmorepleasurable'lOw .
gha.ever,the "Tunes" method of teach-
0" Sonedisadvantage which must not
, clutooked:The various books rarely
ellt eenoughmaterial for the develop-
Ott ?f a sound technical foundation.
a.s t~ reason,a detailed Method, such
shOUldose,OfLaoureux or Applebaum,

SHAKESPE,IJl& bemtroducedas soon as the pupil

ETI:/' )UN'THE <, 1945

, 1 th mateur to music is rather like that of the 'gentle
"The relatwn 0 'd ~gahtful letter-writer' to literature. Without such

reader' and. the
f
ie~~s and lovers, without such free disciples and fol-

c01nprehen~tng r the Leasure of their service) , not one of the arts-
lowers (pazd only by '~ould really enter into the larger life 01 the
and least of all, muszc
world."
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or else to develop a' chronic muscular
cramp which will seize your hand when-
ever you have to play a trill. No, the
surest way to gain a relaxed strength-
and that is what you must have for a
good trill-is to practice consistently, but
always to rest for a few seconds when
fatigue .begins to appear. Ten seconds-
which is not a very long time !-i~ quite
sufficient to relax your hand completely,
unless it has become very tired. Just let
your hand drop to your side and shake
it gently.
The cause of fatigue is interesting. A"

friend of mine, a well-known doctor, re-
cently explained it to me, and I am pass-
ing on the gist of what he said as I think
it may help you to realize why frequent
rest periods are necessary. If a muscle
is used repeatedly, it contracts forcibly
and easily at fir:st but soon becomes fa-
tigued since it cannot obtain the oxygen
-carried by the blood-which is neces-
sary for its recuperation between the
individual contractions. Muscular energy
means combustion, and the fuel used is
the various carbohydrates. When the
oxygen -supply is insufficient, lactic acid
accumulates and the muscle becomes
tens~ This formation of lactic acid
cause~minute centers of irritation at the
junction of the muscle bundles and the
related nerves. This intensifies the sense
of fatigue and may, if the muscle is con-
stantly overworked, be a cause of neu-
ritis.
When exercise is consistent, but is

never allowed to become exhausting, not
only the muscle is developed, but also the
vascular system which feeds it. This
means that an ever='increasing supply of
oxygen is brought by the blood, and the
muscle can be exercised without discom-
fort for longer and longer periods of
time. So you see that endurance depends,
not merely on the ,strength of the muscle,
but very largely on having an adequate
supply of blood to bring oxygen to the
muscle. And this supply can be gradually
increased by regular but never exhaust-
ing exercise.
_Now don't think too much about all
this; you are a violinist, and the less you
concern yourself with anatomical and
biochemical matters the more natural
your playing will be. Just keep in mind
that a tired brain cannot learn, and it
is therefore unreasonable to expect a
tired hand to do so. Be patient, and give
your hand a, few seconds of complete
relaxation as soon as it begins to feel
tense. Before long you will find that your
trill is gaining both strength and speed.
In THE ETUDEfor March, 1944, I wrote
something about the ;trill and suggested
certain exercises; if you will refer to
that article, I am sure you will find it
helpful.
Relaxation, however, influences violin
playing far beyond such technical details
as the trill: a freely flowing tone and a
flexibly eloquent style of performance are
dependent on a relaxed physique and
mind. Don't COnfi..1Serelaxation with
slackness or flaccidity-it can, indeed it
must, coexist with a white-hot intensity
of feeling. In the large sense, it is the
removal of mental and physical tensions
which have nothing to do with the act
of ,playing. To acquire it is to remove
the most obstinate barrier to free and
expressive performance, the player be-
coming then an instrument through
which the music can flow without hin-
drance.
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French Counting und Solfeggio
Q. 1. Could you explain French count-

ing and its advantages. and mention a
source where I might read about it in
detail?
2. Where could I Hndscme reading ma-

terial about solfeggios? I would like to
know the solfeggio names of the chro-
matically altered scale tones. both ascend-
ing and descending. and if there are any
for doubly altered scale tones.L-B. B. N.

A. 1. In French counting, quarter-
notes are called Ta, half-notes Ta-a,
d-otted halves Ta-a-a, whole-notes Ta-a-
a-a. Two eighths are Ta-te, four six-
teenths -ra-ta-te-te. dotted-quarter and
.etghth Ta-a-te, dotted eighth .and six-
.teenth re-e-te, and triplets Ta-te-ti. The
following rhythm would be counted "thus:

t J n J·.hl J j j j Tn
1'a Ta-te Ta-a- te Ta-fa- te , fe Ta- te- fl;'

......mnlJ. I"nlo
'ra_~:.tt' Ta-e-fe Ta.a.a Ta·te·ti Ta.a.a.a

The advantage of these rhythmic syl-
,lables is that they enable students (par-
ticularly small children) to sing the
pitches of a melody while concentrating
on the rhythm. This system is used quite
widely in Engl::md, but has not been
adopted to any extent in America.
This French counting is explained in

Chapters 3, 4, 5, and 6 of "Principles of
Musicianship for Teachers and Stu-
dents," by Yorke Trotter and Stanley
Chapple; and on Page 6 of "Student's
Practice in the Staff" by James Gallie
there is a well-orgftnized chart showin~
all rhythms with these syllable names.
2. I dQ not know what kind of reading

material you want about solfeggios. The
term "solfeggio" originally meant simply
a vocal exercise, but has been extended
today to mean the study of sight~singing
either with syllables, a neutral syllable:
scale numbers, or words. In France, Italy,
and Belgium the "fixed do" syllables are
generally used, but elsewhere the "mov-
able do" is most frequently employed.
For a. good history of the term, I refer
you to the article "Solfeggio" in Vol. IV
of "Grove's Dictionary of Music and Mu~
sicians."
There are a g,reat many volumes of

sight reading material on the market
such as my own "Supplementary Sight~
Singing Exercises," which contains al-
most 300 pages of melodies in unison
two, three, and four parts. The "Student';
Practice in the Staff" by Gallie, to which
I referred above, is a similar collection
but contains only thirty-seven pages. ~
interesting collection of folk songs is the
"Oxford Folk Song Sight Singing Series"
which comes in ten small books of about
one hundred melodies each.
Syllables when sharped take the vowel

color of "i" (pronounced "e"), and when
flatted the colOl; of "e" (pronounced
"a"). except "re" which becomes "ra."
Thus the chro~atic scale, ascending -and
descending is :"~t>o, di Re ri Mi Fa
fi, So, si, La, Ii, Ti, D~; D'O,-I'i, t~, La:
Ie, So, se, Fa, Mi, me, Re, ra, Do. There
are two exceptions: in the descending
form So, Fi, Fa is almost always used
instead of So, Se, Fa; and in the ascend-
ing form La, Te, Ti is sometimes found
instead of La, Ii, Ti. These two changes
occur because of the frequency of modu-
latory inflections to the dominant and
subdominant.
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There are no syllable names for doubly-
altered tones. Such alterations are found
only in highly chromatic" music. and by
the time one is able to stng that kind of
music, he should be beyond the need of
syllables.
All of the books mentioned may be

procured through the. publishers of THE
ETUDE.

A Question of Notation
Q. How should one perform the follow-

ing notes from Ravel's Jeux d'Eau? Should
they be played together or separately?
They occur in the left hand. twice in the
first measure of Page 8, and similarly in
the third measure.-F. J. N.

Ex.t

~
A. All three notes are to be sounded

together. Since it is impossible to write
E-natural and E-sharp on top of each
other, the notes must be arrang.ed as they
are. The passage would be played the
same if it were notated thus:

Ex.2

~

But this would be harmonically incor-
rect since the background of the entire
measure is the dominant seventh chord
C-.sharp - E-sharp - G-sharp - B, and
thIS cannot be spelled C-sharp-F-natu-
ral-G-sharp---B. I might also warn you
that the chord directly preceding the
one you quoted should be C-sharp-E-
sharp-B, but in some editions the acci-
de~tal sharp before the E has been
omItted.

and Answers

sheet music will never givea .
effect. They must be elabo sallSfi('.. ra~din various styles in order to ~
real jazz. So I would suggestthSOIlnU'
some such volume as DUk at.Yo:
"Piano Met~od for Blues,"~~
how to devise rhythms ace ', ""Oill .
figures, harmonies and soforth
lar songs. Ellington also ha lor~
volume called "Piano Solos"~art:
sists of only piano solos nos: ctJ
rial, but these solos will shoUdl
hi Id w~,IS 1 eas are used. There are!tl
books on the market and;' any

llin ' u youa,~an E gton fan, youmightpre! .
Rhythms" by Teddy Wilson er~
provisations" by Art Tatum I' or

t h
.nanr

ge some suc book and stUdyin.
really want to learn to play' :
~so .listen carefully to someoi:
pianists on the radio, or betlffl'
study their phonograph recordin'
try to learn their styles. ~
2. It is perfectly all right to wa~

keyboard and hands Whileplal'in~
orized music. providing youdo~~t

come a slave to this practice.

What Are the Correct T
Q. Please suggest metronomeDlali::l

for the following piano works:
1. Chac:onne in D Minor (Bach.BIliC

A~n.t:e mD.estoso,ma non tTo/IJllltt
Pm mosso, rna mi$urato
Sostenuto
AUeflTO moderato 1M decioo
Piu vivo

2. "Organ-Choral-Preludes" (Bach·BE:.
Come, God, CTeator
Awake, the Voice CommalllU
Now Comes the Gentiltt Samoa:
Rejoice, Beloved Chris!i41l,l
I CaU an Thee, Lora
In Thee is Joy

3. Air and Fugue on White Keys (Ft
han)

AfT (laTgo)
Fugue (vivace)

-v. ~;:
A. 1. Chaconne in D Minor

Buson1) -Andante maestwo, 1M

troppo lento )=52; PiuMosso)ma~
aio )=58; Sostenuto ::::108;jj
moderato rna deciso ):::92: Pil,

1=144.
2. Organ-Choral-Preludes (Ba~'

sonI) -Come, God. creator •..==6~; ..
the Voice Co11t11l.ands)::::66; NIIW(
t11eGentiles' Saviour :==76; Rejoia.
loved Christians )=132; I CaUd.
Lord =63; In Thee Is Joy J::::80.
3. I regret that I do notba1!

FuIeihan composition.A. 1. If you have done Hanon 925
really t~oroughly, you should have a
good solId technique, and it seems to me
that you now need to gain fluency in

P I your playing. For that purpose I would
opU ar suggest any of the following books all

of Wh~c~ are good to follow the john
M. Wilhams "Adult Beginner"· "M i
StUdy for Adults," "A Treasure 'Ches~ ~
~amous M~lodies," by Buenta carte~;
Modern Plano Course," Books III and
IV, ~y John Thompson' or "Famo
ClassIcs," Books I and' II h us
Tho ' y Johnmpson. Also, such supplementary vol
urnes as "Opera Gems," Volumes I n-
and III; or "Piano Pieces the Wh I'
f
wo~llcttPlays" should help in gaining t~:
aCI 1 Y you need.
1 Since your aim in piano stUdy is to
,~~rn . to play "popular" rather than
c asslcal" music by allpopul ' means play
it. a; songs. In order to play jazz well
t I~~ course, necessary to have a good
ec lque, and that is the reason I h
recommended the materi' ave
paragraph. But While YOUal ill the. above
that, try your hand t are working on
might Warn you tha~ popular tunes. I
notes as they are .JUtst ~laYing the

n, prm ed In popular
FORWARD MARCH WITH MUSIC"

How to Learn to Play
Music

Q. 1. I am an adult piano student, and
for the. past year have studied hard in
t~e ~n~~re Volrnne 925 of "The Virtuoso
PIanrst by Hanon and the John M W'l
Iiams'. "Adult Beginner" through self i~=
structl~n. I ha,,:e faithfully studied all the
most dIfficult pIeces in the Williams' b k
and memorized them. 00

My desire and aim in music is to pIa
popular. tun~s. Therefore I have selecte~
the easIer pIeces I could find and worked
on them as I went along with the t
v?lumes mentioned above. Some of th:~
pl~ces are Idaho, Cherry Blossom Time
~.ULffine'I'Sundown, and others of simila;

1 eu y. _ .

'f I I ~ow my progress would be bettered
I new the proper material to stUdy
and the meth,od of practice that would
help me most m acquiring the skill neces-',ary to ~lay the type of music I am in
erested In. ~
t Will y~u please suggest further material
o practice and the best
follow in achieving my aim r7sc~~ur~ .to
able to work on popular m~sic 1 . a VIS~
musical background that I have"Wlth the

Mus. Doc.
Professor Emeritus
Oberlin College

Music Editor, Webster's New
International Dictionary

?yo qUeJtion will be answered in THE ETUDE
unless accompanied. by. the full namt
and address of tht Tnqul~er. Only initials,
or pseudonym glPen, will be publishtd.

2. Is it detrimental to watch the key-
b?ard and hands while playing mem . d
pleees?-R. L. N. orlze

Boohs Dealing with /he
Forms

Q. Could you please tell me or,
books that go into del4il concemlll!;
form and writing of the ~dif
tlJ.e piano concerto? Most bOOks
only a short space to these subj«lJ,
would like to find some thatnd1f

a detailed study.-C. F.

A. As you have discoVered.at
lure on these subjects is \iDlfIeI.
is a great deal of anaJyttcaI
about standard symphoniesand
and about the history oftheat
there is almost nothing wbl
exclusively to the writingof
positions. The best I can r
the symphony is Volumes1
"Essays in Musical AnalysiltydI!I'
F. Tovey. For the concerto,ard
of the Tovey "Essays" is fiD~ I
is also a new book by Abr ',!'i

called "The Concerto" WhiCh:~
you. All of these volumesei~"
great deal of historical.ma~uth1
believe they will also give}~)

(Continued on page
THEN

MERICA TODAY is the greatest center of ad-

A vanced musical activity in the world. But a half
entUTY ago it was considered by some mu-

, • COf other lands as something of a cultural
siClaDS herestrange things happened. Many an eve-
j~~:hepastcentury did European musicians spend
~g llingfabuloUSanecdotes of a country that, as
ill retemusicwas concerned, was naive and innocent!
far as commentsbelonged to the period when, all over
The~opeancontinent and even ~ the large cities.
the le whoimagined themselves highly sophisticated,
polP till certain that Indians roamed up and down
~s 9·roadway.Evenas recent as 192 , the Editor of THE
~ DrJamesFrancis Cooke. tells of an experience
, wa'rwi~,England,when as the head of large Amer-:m musicpublishing interests he saw a tiny music
shOP operatedby two maiden l~dies of his name. On

tering theshop he presented hIScard and announced
~t hewasfrom the United States. The proprietors
naivelyasked:"Are you an Indian?" In similar in-
stances thewish was father to the thought and the
idea. tha.teducationand advanced musical accomplish-
ment wereeven predictable in the New World was
tabooed.Europeans followed the exaggerations of
ChaIlesDickensin his "American Notes" (1842) which
presenteda hopelesscultural outlook for these United
states.
Earlyin 1850, Jenny Lind arrived in America-the
first great Europeanconcert artist to tour this country.
Sbewasa personof fine musical a.ttainment, and great
personalcharmand dignity. It was typical of the state
of musical culture at the time in America that she
mould havethe misfortune to come under the man-
agerial wingof the "king of showmen," Phineas T.
Barnum. Barnum'staste ra.rely went above that of one
Dims clowns.Typical, too, was the fact that she should
havebeenexploitedhere like one of his circus freaks.
Localsingingsocieties and firemen's bands were hired
to serenadeher each evening beneath her hotel room
windowat the old Irving House, Broadway and Cham-
b-=:i Street.Her carriage was drawn by spirited white
s!ffils wherevershe went. Fabulous legends about her
vtrtueandgoodness were created expressly for her
Americanvisit.Jenny Lind soon became a legend, a
vogue,a disease.Clothing, food. restaurants, knick-
knackswerenamed after her. Young women every-
wbereimitated her hairdress and the kind of clothing
she wore.When, therefore, she attracted capacity
audiences to the concert hall, it was not so much her
magnificentvoiceas her pUblicized and glamorous per-
sonalitythat drew the crowds. Americans of a century
ago camenot to hear her music but to look at a
legendaryfigure. The tickets for her first concert
iiereauctionedand the first one was bought by a

PHINEAS T. BARNUM
showman risked- his last

JelUlY Lind to America.

the 11.-'1.-~Yant penny to ~rinq
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Aruerita's MusicalY esterdav

New York hatter Genfn, for
$225.00. '
Jenny Lind was forced to ap-

pear as nothing more than a ctr-
cue attraction in an age that
looked upon a musical perform-
ance as a circus show. When
Americans went to the concert
hall they wanted spectacle, dis-
play, eccentricities. And they got
them! The concert activity o"fa
hWldred years back and less con-
sisted exclusively of Barnum-like
attractions.

Tricks and Slunls
A concert pianist named Hat-

ton had a sleigh bell attached to
his ankle which he would jingle
to accompany the music he was
playing. In some numbers he was
supplemented by an assistant
who would appear and use an

FIRST APPEARANCE OF JENNY LIND IN AMERICA
Castle Garden, September 11. 1850

JENNY LIND

_instrument imitating the cracking of a whip-numbers
which would (in- the words of Dwight's "Journal of
Music")- "arouse a··storm of applause ·which had ~no
end." A highly publicized prodigy was four-year old
Marsh who could play on two ,drums at one time. A
polish' pianist, Volovski, brought audiences to his con-
certs with the promise that he could·play four hWldred
notes' in one measure, while the singer De Begnis ex-
ploited the fact that he could render six hundred words
and three" hundred and fifty bars of music in one
minute. Leopold de Meyer performed on the piano with

. "FORWARD MARCH WITH MUSIC"

fists, .elbows, and -even a cane, and another pianist.
Henn Herz~ even went to the irrelevant length of
featuring .at his concert the attraction of a thousand
candle illumination. The celebrated __bandleader Pat-
tick Gilmore, often included actual cannon outside the
bandstand, fired 'by an electric button on the con-
ductor's music rack. This was considered a marvel of
electrical engineering. In 1869· a performance of'Verdi's
Anvil ChonlS'in Boston called for one hundred red-
shirted firemen, who struck an anvil as the music
"played.
The music that Americans went for at the time was

equally bizarre. Pieces like Yankee Doodle, The Arkan-
sas Traveler, Money Musk, and Brittle Silver were
staples in the repertoire of most important concert
performers touring this country. Even great artists like
Anton Rubinstein, Thalberg, and Henri Vieuxtemps
had to play them. Rubinstein even composed a set of
variations on Yankee Doodle. Henri Wieniawski, one
of the. ~reatest violinists of his generation, featured
meretrICIOUSparaphrases of Irish ditties. Ole Bull in-
variably included The Mother's Prayer and The Carni-
val ~f Venice at his concerts. Even so self-respecting a
mUSIcian as William Mason went to the extreme of
catering to his public 'by playing Old, Hundred with
one harrd and Yanlcee Doodle with the other.

Cacophonous Favorites
A great orchestral favorite was a piece called Fire-

man's Quadrille, which was heard on programs that
also included music by Mozart and Beethoven. The
clang of firebells sounded offstage, as the music was
played on the stage. Suddenly, firemen in full regalia
marched on the platform to pour actual water from
fire h6s"es on a simulated fire. The music reached a
feverish climax as the firemen.marched triumphantly
off. ,Another popular number was The Railroad's Galop,
during the performance of which a toy locomotive
would be set off on the stage, puffing smoke as it ran.
Still another favorite was The Battle of Prague, a
cacophonous piece enlisting tin pans, rattles, and.- any
other available percussiv.e..contriyance capable of regis-
tering noise. This composition, arranged for piano, was
the war horse of many midVictorian Walkure.
As in the circus. so at (Continued on Page 352)
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Music:and Study

Be Your Own Guide!
A Conference with

»:»;
Popular American Lyric Soprano

SECURED EXPRESSLY FOR THE ETUDE BY MYLES FELLOWES

Dorothy Kirsten has built her coree; on a foundation of musicianship that began in her childhood, with
the traditions of home. Her great-aunt, Catherine Hayes, known as "the I,ish Jenny Lind," en;oyecJ a dis-
tinguished reputation throughout the British Isles and the European Confinent: her grandfather, James J.
Beggs, cornetist and conductor, directed Buffalo Bill's bana and became president of Local 802 of the
AFM (the "Musician's Union"). Miss Kirsten declares that music was so much a token-for-granted part
of home, that she hardly thought of if as a possible career. She first studied dancing and later, dramatic:
acting, both of which gave her greater security when she began vocal work. Though she has been before
the public but a few years, Miss Kirsten has asserted herself as one of the most promising young artists
of the day. For her performance in La Traviata, with the New York City Center Opera, she was ,hailed
by Time Magazine as "the greatest Violetta since Muzio," and her broadcasts and recordings have
attraefed a wide follo'winq throughout the country. Born in New Jersey, Miss Kirsten has studied both
here and in Italy. In the following conference, she informs readers of THE ETUDe ot the parficular kind of
cooperation that must exist between feacher and pupil os the basis for profitable study.-~DITOR'S NOTE.

THERE IS NOTHING NEW in the idea that the-
ambitious young singer must work, but a great
deal of confusion can arise as to how that work

shall be c~rried forward. No inexperienced' vocalist· can
work alone; indeed, he should not work alone. Neither
can the teacher be expected to assume-the entire re-
sponsibility for his progress. There must be the closest
kind of cooperative team-work between teacher and
pupil, in which the teacher directs what is to be done,
and the pupil guides the manner in which those direc-.
tions are followed. How, then, is the pupil to guide
himself? My own experience has led me to believe that
this personal guidance must result from the closest
possible attention to one's own sensations while sing-
ing.

The Miracle of Bel Canto
When I first began vocal work, my voice was small;

so small, in fact, that it was doubtful whether I should
ever be able to aspire to anything more than musical
comedy parts. I went to Italy, however, for further
study, and soon found that my voice was developing.
My range became enlarged, my volume grew, and al~
together my voice was "brought out" in better projec~
tion. Now, the curious thing is that I really do not
know how this was done. My studies were reorganized
along the lines of purely bel canto production-and
the miracle happened. But I do know this: my teacher
advised me to analyse my sensations while I sang, and
to make the most careful note of when I felt easy and
free, and when I did not. On the basis of my own ob~
servations of how I felt while singing, problems were
discovered and subsequently overcome. From my own
experience, then, I counsel other young singers to
make an accurate report to their teachers of any sen-
sation that is not entirely fre~ and comfortable. Noth-
ing is too small or insignificant for attention!
The very physical construction of the resonating ap~

paratus makes it impossible for the singer to hear
himself as others hear him. FrequentlY,'a tone that
sounds large and full to the singer himself, fails to
travel, to project. Others hear it as a small, tight tone.
A good teacher can, of course, correct defective projec~
tion-but it is not the tone upon which he works; it is,
rather, the tone~producing organs of the pupil. This
work can be done only in terms of the sensations the
pupil experiences. When my voice began to grow, for
example, I was conscious of an entirely new sensation.
For the first time, I felt that I was no longer singing

324

from my throat, but with
my whole physique. The
strong support of the ab-
dominal muscles, the com-
plete inflation of the
lungs (felt 'not in the
chest but in the back),
the perfect freedom of
neck, throat" and mouth
made me feel like a dif~
ferent person! Thus, I
learned to strive for these
sensations, and my sing-
ing improved. This, of
course, is a different mat~
ter from trying to sing
a specific exercise in a
specific way. The "specific
way" of singing results
from the physical ease of
the vocal tract--of the
entire body, for that mat~
ter - and only the sing~
er himself can determine

• what these sensations are.
Again, although my early
study developed my voice,
it did not perfect the
evenness of my scale' I
was conscious ot" a cert~in
lack of smoothness be-
tween the registers of
range. My present teach~
er, Maestro Ludwig Fabri,
has helpe~ me solve that problem-again by directing
my attentIOn to the feel of it. When I experience per~
fect ease and freedom in my scale work it "
but" even! ' comes

this way, your teacher can help you discoverthe
points of your work and extend them to everythi:~D:j
do. Even now I cannot hear my own tonesas gJ\;
hear them, but I know my projection is in gOOdothe;:
because I never feel tired after singing.WhenIll~
stage performance is over, I feel that I COuldga ,ft
on and sing it through a second time. I feeltir:dn&:
in my back-and that comes from standingand !lllr
ing about.a heavy costume. In Manon, my costume:::
jewels weig'h seventy-five pounds! 1;.

I hesitate to recommend specific studies orexe"
because no two throats function in the same~
what is 'helpful to me might be quite uselesst af-
other voice. However, I am quite willingtostate°~:
any voice is improved by careful and continued~
on pure vowels-all vowels. Every day, I eXercis
voice by singing through my full range onvowehe ~~
changing vowels. Every vowel must be sungon~
tone. To my mind, it is a great mistake to practice'
ah (or on any other one vowel) . One oftenfinds . lit
ers practicing on ah (or 0 or au), and takingu;:
other vowels only when the first warming_Upis d
They tell you that the particular voweltheyP!!~'
"sits" best on. their voices.; tha~ they projecta b~
tone by using It. To me, this is SImplya tacitadmissk'
that their production is not in sound order!The i~ll:
projected tone "sits" well on all vowels.Then,000,0]]1
must prepare for the demands of future singing,~
pose you are given an aria in which the high-Ffalls~
the final i (ee) of an Italian word! HowareYOU;
prepare for that if your practicing is doneonaM Om .~ ..

of the best ways of developing both tonalprodueticr:I(~~~~~~~~~~~~~~~I~~~~~~g~i~2~~~~~~~~~2~~~~~~~~~~~~~~~~~~~~~~\"",I~~~~~~~~~~~~
and projection is to sing through the fullbelcal~
"grand scale" changing the vowel thus, ah--a:Y-et-i
-{)u on every tone. Do this very carefully.

Because of thegrel
importance of vOII'e41
believe that Italian n-
mains the bestlan~
in which to learni!~
practice singing.C€rta1!J.
ly, a finishedreperlt.ij
must include songsi111
arias in all languagB-
but fIDishedsinging~I
difI eren t matterjro~
learning and practicin!

The inlportance'
, Vowels

Do yourstudyingonrt
pure vowels of Italil:
Then, as a separates\Ji,J
master your otherJa:r
guages. AndI meanIllii'
ter them! Tomymlndl
singer Is not ready00a:.
tempt interpretation\!c'

til he Is abletospeakth
language in whichhein'
tends to sing.I lU~
heard •of youngsin!1='
who think theyhil
found a short-cutw rtf
ertory buildingbyl~:
ing phoneticallyas¢':
out series of wordSit!
significance of wtU!hl
entirely strangew ~
Tha.t is no short·cul!~

is merely an ObSt.ac1~
complete understan

and therefore to complete projection. HoWca~~.
possibly interpret words that you do not
stand? 'r
. Another thing that is vitally important to g~~
mg and in which the yOW1gsinger can actas!liS,....

·d . . thod of\wgw e, IS the development of a smgle me al: t
pro~uction. By this I mean that one sho~dspe~t
ordmary conversation exactly as one sings.. ;",, . d simII':
should be no difference between speakmgan tW'
as far as projection is concerned. The very~aciO~
yoU need to change your method of ~roduct~O~!::;
cates that there is something wrong WithYOUndDS~
technique. If it were perfectly free, relaxed,l10'qtret
ral, Why would you change it to another techIJle~1
speech? (Continued on pag

THE Err~

DOROTHY KIRSTEN
Dc nelH. $tlldW).

Note Sensations While Singing
.The point is, then, for the young singer' to watch

hImSelf! I?oes your jaw feel tight? Do you make faces0: mouthings that cause your facial muscles to fe I
tired? Does a long period of singing fatigue you? Ma:~
ters llke these are what you must stUdy B .t h . nng your
eac er a clear report of the sensations you teel Th
he can c?rrect your work. On the other hand,'if ~~
feel partlCularly easy and comfortable Whl·j . Yt. e smgmg
one one, one reglster, one vowel, report that to I, o. n
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JUNEMr,by Frederick Hahn

Andantecantabile v
P. TSCHAIKOWSKY, Op. 37, No.6
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The Teacher's Round
Table

(continued from. page 312)
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In studying Mozart it is essential to
remember that he was a man, not a
milksop, and a -red-blooded, virile male
at that. You need only to read the three
ample volumes of his letters to be shocked
into accepting this fact. Remember that
he was perhaps the sheerest of all mu-
sical geniuses. He was no painful plodder,
no slaving craftsman. His compositional
processes were practically automatic ...•
Here was music sent from Heaven, itself.
. . . Mozart was no brooding romantic;
his own sharp sufferings were not con-
sctousty mirrored in his creative out-
put ...• His smile is the universal smile;
back of it is always the universal tear....
Light and shadow, joy and sorrow, hope
and despair-all the eternal oppositions
are perfectly fused in the crucible of
Mozart.
Apparently he gave little thought to

form or content; yet creative and recrea-
tive artists of the world from his day to
ours have found in hiro the ideal union
of form and content .. '.. Many of them
rec:::t.rdMozart as the greatest composer
of all time.
If you aspire to become a true "Mozart- ~
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Unless specifically marked staccato in
the U R text, the last chord should be
played lightly and precisely as an eighth
neither. staccato, nor "too long. The first
chord is played strongly with a down
touch; the second less strong, with an
up touch. Damper pedal is to be used
similarly---down on the first chord, up on
the second. At ends of sections or move-
ments, last chords or tones must never
be held by hands or damper pedal longer
than their exact time values.
14. One of the most heinous sins

against Mozart is the pushed, clipped
phrase-end, heard even in the play-ingof
pianists who should know better. Nothing
destroys Mozartean perfection quicker
than a phrase which is not alloted ample
time to sing .... Never be in a hurry, even
in rapid movements to "go around the
corner." If necessarvceven slow up slight-
ly in your effqrt to clarify the texture,
expose the form, finish it off beauti-
fully .... Then, after "brushing in" the
phrase, breathe almost imperceptibly be-
fore you approach the next 'pbsase.shape.

J 15. Concerning Mozart's lyricism and
"coloratura," remember that he felt his
music vocally; consequently he must al-
ways be sung. • • . There are no' scales,
arpeggios, or "passages" in Mozart. There
are only curves, contours, ar'abesques to
be molded with expert pianistic "bel
canto." Slow phrases are lyric forms,
warmed and brought to life by enfolding
the music tenderly in the arms. Rapid
figures are exquisite coloratura patterns
to be curved and colored by the sensitive
fingers of a controlled technic,

The Greatest of All?

To the Woman
who wants a

New Plano.
····.......············

·•··t:·~iano is a purchase most people make once in a lifetime.,

Think twice, then, in buying your new piano.

Think about musical quality. Think about appearance.

~e new Jesse French Piano will offer you superb tona~-'

eloquence in a case of original design. It

will become the focal point of any room it occupies.

French technicians are working with
dislinguislud colleagues. Alfons Bach, .

president of the American Designer's
Institute is designing the new cases.

Dr. William Braid White, eminent
piano authority, is special consultant

to French on acoustical problems.
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CENTURY MUSIC PUBLISHING CO.
254 West 40th Street New York 18, N. Y.

at 15¢ a copy. An edition of Chopin you
wo~ld be proud to own at any price!
Each copy complete and unabridged;
well edited; well printed. Examine these
pieces and you will see at once that
Century Edition has much more thon
low cost to make it desirable.

1403 aeeeeuse. Op. 57, Db-G
2445 Etude {Blac/,; KClI) OP. 10, No.5, Gb-5
2543 Etude (R,svelll/i.(mery) Op. 10. No. JrL Cm-6
2544 Etude (Butter/lYl o». 25, No.9, Gb"G
1180 Fantasle Impromptu, OP. 66, C#m-6
587 Funeral March, Bonata No.2, Bbm-;;
254 Impromptu, OP. 29. ib-5
3251 Mazurka in Bb, Op, 7, No. 1,-3
3256 Mazurka in G-ltm, Oil, .~3, No.1, -.)
164 Mazurka in Gm, OP. 67, },'o. 2, -3

1176 Nocturne in Eh, Op. 9, No. 2,-4
3343 Nocturne in F;;:, OP. 1,'i, No. 2,-7
2354 Noetllrne in Grn, 01'. 11;, No. 3,-.\.
3424 Nocturnll" in Db, OP. 27, No.2,-6
337 Nocturno- in B, OP. 3~, No. 1, -5
338 Nocturne in Gm, 01'. 37, No.1, -4
339 Nocturne in G, OP. 37, No.2, -5
34G Nocturne in Fm. 01'. 55, No. 1,-5
1725 Polonaise in C:;;-m, OP. 26, No. 1, -6
3483 Polll'llaise in Ebm, Op. ~6, No.2, -5
II~I Polonaise Militaire, 01'. hO, No. ITA''\'
853 Preludes, 01'. 28, Nos.3, .\.
854 Preludes, 01'. 28, ·Nos.6, 7, 9. 20
855 Prelude, (Ra;mlrop)01'. 28, No. 15, Db-5

3346 Scherzo in Bbm, 01'.. n!, _7
2444 Waltz in Eb, 01'. 18. -~ -5
1768 Waltz in Ab. OP. 3~,No.1, -5
3352 Waltz in Am, OP. 3.\. NO.2, -$
3484 Waltz in F, 0'1' .. H, No. 3, -1,
3425 Walu in Ab, 01'. h2, -6
1175 Waltz in Db (llJjn"to), OP. 64. No, 1,·3
1174 Waltz in C#m, 01'. 6~, No.2,-4
3255 Waltz in Ab, OP. 6,\, No.3, -5
3351 W~1tz ill Ab, 01'. 69. No. 1,-3
2446 Waltz in Bm, Op. 69, No. 2, -4 -[;
3353 Waltz in Gb, 01'. 70, No. 1, -3
3485 Waltz in Fm, OP. 70, No. 2, -1,
34e6 Waltz in Db, OP. 70. No. 3, -4
1717 Waltz in Em, No. 14,-4

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

,y"'s

6 "'.\'.t,~~",~",~~"~,,,~~~~~~~~'..LLUnU O.\'A
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.43 HE Pl.4YS THEM

MISSOURI WALTZ (Swi"9A'''"~.m.ol)
HINDUSTAN
DOWN BY THE OLD MILL STREAM
ON THE ALAMO
THE ONE I LOVE (So!ool' I. Som.body EI••)
WITH NO MAN OF MY OWN

Forster Music PUblisher, Inc.
216 SOUI~W.b ••h A.on •• , Chic"!!" 4, lIIinoi,1

rianhts-Send for free hooklet show-
Ing howYOU maygreatly improveyour
technic, accuracy, memorizing sight-
reading and pla}'ing thru' meotal

m!1sclll.ar CO-or<:linatlOn. Quick resulta. Practice cn'ort
~~~~r:::~~~dNo ~b11gatron~amouapianists, teachers and

Br~dwell Studios, Dept. 65-F Covina, C11ilornia
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Relax! Then What?
(Continued from Page 309)

Naturally, in passage work and rapid
playing relaxation is impossible after
each tone, but this doesnot repudiate the
necessity of its presence. In fact, it is
needed more than ever in fast playing.
But the condition is that of a sustained
tension, a continuous, but perfect inter-
change between contracting and passive

...muscles, making rapid, immediate ad-
justments to:
(1) alternately close finger work where

the relaxation must be very quickly and
fully realized in order to initiate this
passage work;
Example Etude Opus 10 No.7 Chopin

Ex.1

l~:T=
!=:=
(2) chordal or octave work, or ex-

tended finger positions where relaxation
must be rapid if the hand and playing
mechanism is not to become rigid or
frozen;
Examples Etude Opus 25No.4 Chopin

Ex,2
Agitato

•

(3) the application of dynamic .and
touch variations where adjustments
must be instantaneous and unobstructed.
Beethoven makes large use of sudden
dynamic changes: etoreasuio; sudden
pianissimo after a fortissimo passage;
vice-versa; and so on.
Wherever very rapid spatial adjust-

ments, or wherever a smooth continuity
of muscular effort is needed, the idea of
relaxation springing from good tone-pro-
duction becomes a matter of prime con-
sideration. It is the only means of obtain-
ing power and endurance-a continuous,
sustained balance between .the applica-
tion and the release of energy.

Beginning, Middle,
and Ending

(Continued from Page 308)

way along the quiet side canal, but we
have been enriched by delightful sights
and songs, and the thrilling experience
of riding on the Grand Canal of Venice.
Often the difference in parts is not as

obvious as in the above examples. It may
be so slight that it cannot be cataloged
or described in words. But the performer
who is always conscious of the normal
distinction between the divisions of art
works, will be able to make a subtle
shade of variation in playing, even when
none has been expressed by the com-
poser. ,
If the musician will analyze extensively

and reflect upon the manner in which
the fundamental characteristics of Be-
ginning, Middle, and Ending are devel-
oped in all types of art, he can give to
his music a broader appeal, a more com-
prehensive beauty,

Be Your Own Guide!
(Continued from Page 324) .

Every piece listed here is one Y II
(lU _I

wont for your own music library. T~1J
are works thot everyone ~now5and 1'1

I E h . 111
to pay. cc IS tastefully orron 4
And, best of all the Century priceOI9~~
a e0p,y makes it jnexpe~siYe for you10
own all of them. -

''''3562
2452
129

3561

Romanze, Klein6 NaclilmNaik, c-s .J!iltlJl
Intermezzo, L'Arle'«:llIw, Eb-3 ." B'
Valse Trhte, 0-4-5 " .. ,8'fJfl~
Allelirettn, 7th 8vmp';~U:A~"4"B~
1812 Overture, CIJ7Idemed, Eb-:i:j

'llrhliw,1tt
Roumanian Rtlapsody No. I, A·L En
HalleluJatl Chorus., Meuiali, D·t nan~
Danse Macabre, Om-3 SlilJt.SlluI
p~vane pour 11M In/lU1te DefMnle, G'Llil.l~
MInuet, SI/mpllanl/in Bb, ·3 ,.)JnQrt
Largo, "·ell! World SUmpkDII)', Db-L,fuun\
E,pana, lo'·4 .•..•..••••..•....•... Chlhrilr
Rnsamond, BoUet MUlie, 0-3 Sdiiblrt
Pnet and PeasD.flt Overture. D-L S~
L'Apres-midi d'un Filune, E·t DeICll

AI~r:t~~.~~~~~z.a.n.d.O:.~.I~.~~~~~~.
Good Friday Spell, Porn/Ill, C·3 1I'1p
Danse Russe, PetrUlllk<l,C-4 StnJinlll
William Tell Overture, Em-~ lIo!'inl
Festlyal at Bagdad, 8c11elltrezade, .

Fi~I~~dJa, Ab~6:::::::::::~.J~~~ ..~=
Trumpet Pieee & Air in 0, ·3 Puta~
Marehe Slave, Am-4 Tschaltll\lJl:l
Polka, L' oe d'Or, C-4 Sltosuilliitdl
Man:h, Atllalia, F-4 .•...•..... Mmil!hmlll
Pnlka, B6rlCrea BrUle, C·4 S!IlEll:II
ClIrtege du Sanlar, E-5 .... 1~DOUtoll'-lmnl
Waltz, Seretlllde ff)f" String"
G·5 ......... 'l'JctJillidl

3566
3723
3330
3422-
2334
2198
3605
2003

'61
3721
'64'
3642
372.0
"29
3722

3236
3380'
9340
3644
1531
3719
3J82
3559

Ask your dealer for Century mUlic. If he(Q~
not supply you, send your order dired 10 Ill.

Ollt complete cotalog listing ovor l100~,JIO
bers is FREE on request.

CENTURY MUSIC PUBLISHINGCO,
254 West 40th Street New York 18,N. Y.

i Results CUARANTEED!
.:~t~~~d,.~~':'~~I~~I~~e,.:.,~~1 ~r~.~;
IInunc.lI~ oo~t .Uent ,nd <",,'lptill"""

With ",'Ult~~'\~~I·t':.Ut~""l'lv~i:;·=~~il1f~S>tt ~-
PERfECTdVOI~£ INST'iTunf1..S1~:::55ilr~~n ~~ffs\!!1--Answering Etude Adver,]

tisements alwoys poYs
ond delights the reode::.,[

PLAY BY SI6~!
PIANISTS. If YOU cannot playa com
out constant practlce you need
to eliminate this handicap. The
Accompanlstl!are Sight Reade
Sight Rea(!lng is revealed in
SIGHT READING". ll~idIl.
Improve your playing and advan~e pia] 0lI

5 Lessons complete wit. WaslC $ . a J
DANFORD HALL, 1358-AC G",*", Cl~

THE EruPI

IMPORTANT!
, "extreme wClrtime pClper restrictions,

OWI~rlts addreossed to this department must
all~ exceed 0.8 hundred words in length,

TheTaUYourtl Man With a Very Deep

!Jai! Voice '.
Q I amsixteen.-years old, six feet. eteoee
. one-luilf iT\.Chestall and I have.a 'spait

""Ilaurteen notes. FOT about thTee years a
~. D teacherhas come to my house about
~~ threeweeksand given me piano lessons.
ell.' ~t to a well known conservatory and
I~a test fOTa sch0W:Tship in pian:o and I
too e homewith a coree 3cholarshtp, even
~~gh the Tequired age is seventeen. My
rdng~ is jrcm A below middle C to G, three
notes trom the bottom of the keyboard. l
ht!ve two things to aslc you- 1. What has
De~ the lowest note ever sung by a bass? 2.
1I"lIlt piecesshould I play?
On lily own account I studied and memo-
ri<!d~lagUena by Lecacnc. The boys from
the s~hoolplay it with certain effects that I
CilnnotaccomplisltoThe Test oj my pieces are
spiritecl Otlt my touch is very hard. How can
Iremedy this?What technic and what pieces
mmt I have at this stage? My teacher and I
do IIOt knowwhat material to select, I a17t
!WI advancing.-J.G.
A. It is quite impossible for anyone to say

with anycertainty what was the lowest tone
fl·ersungby a bass. Certain Russian singers
are carefullytrained to produce the extreme
loWnolesand the tone is
not Wlusualamong these
basses. This is five semi~
tooes abovethe note you
claimto be able to pro-
duce.We have not been able to find a record
01 anyother bass who could sing this tone
with goG<!quality, sufficient volume .nnd com-
fortableease. If you are able to do so you
certainlyhave a voice which in its lower
range is very remarkable. Your upper range
is very limited and needs to be developed.
Perbapsyour great height is associated with
a iargelarynx and long, thIck vocal cords
whichmight account for the depth of your
I'nice, Donot mistake a growl for a good
lnne,Theyare quite different In Uleir effect
upon an audience.

An;'iJivere'J l'f DR. NICHOLAS DOUTY
2. NQ one, however talented he may be

can learn to play witb a sure technical rnas-.
te~ and a finished style at such an early age
WIth so few it-regtrlar- lessons. That you have
do?~ so well is a tribute to your teacher's
abili ty and your own perseverance. Our advice
. to you is to return to the well known con-
servatory and accept the voice scholarship.
Then study the piano with the best known
teacher in the school. Both studies should
be continued with equal assiduity for a period
of at least two years. By the end of that
time you will "be eighteen and :more able to
decide in which branch of the art of music
you are b.est fitted to specialize. You will not
have wasted any time for if you decide to
become a singer you will be that rare bird,
a vocalist who understands something of
music, while if your destiny forces you to
remain a pianist, you will be that still rarer
animal, a pianist not entirely unfamiliar with
the production of the voice.

Bad Tonsils and a Tickling in the Throat
Q. I am a sopTano in a volunteeT choir. I

seldom have any sort of thToat tToubLe, bu't
immediately upon starting any practice, I feel
I must c.out/h and dear my thToat. TheTl~ is
a decided tickling and I have to cough before
ever starting to sing. Sometimes it lasts
thTOUgh the whole practice, after which I have
no desiTe whatever to cough or dear my
thToat. My doctor has told me that my tonsils
are bad and should be removed. If this is
true why does not my throat botheT me at
other times? Do you consider having the ton-
sils out an improvement to the voice? I am
nervous and over fifty years old, though I
am well. Wouid you consider that this had
anything to do with it? I have a fairly stTong

voice and I love to sing, but I am afraid that
my voice win break. I shall be grateful for
a Tepry.-Mrs. Z. J.
A. Your throat doctor seems to be an ex-

perienced man, and if he tells you that your
tonsils are bad and should come out, why do
you hesitate? If you do not ·trust his judg-
ment, consult another physician. It is easy
to take' the tonsils out, but no one as yet has

• discovered how to put them in again. Your
letter seems to indicate that in addition to
the diseased tonsils you have some nasal
catarrh. During sleep some mucus seems to
drop down into the throat and collect below
the larynx. When you start to sing the pres-
sure of breath dislodges the mucus and you
have, in consequence, a tickling in your·
throat and a desire to cough. Th~re.. may be
even a slight redness of the vocal cords and
the laryngeal muscles. causing an~9ccasional
"break" of the tone. Have your throat doctor
look at your cords and the muscles that move
them by means of the laryngoscope so as to
accurately detennine just what the trouble is.
Then have him cure it. It is unlikely that
your age has anything to do with your hoarse-
ness,

The Baritone Who Is Not Physically Fit
Q_ I am a young bass-baritone of eighteen

who hopes some day for an operatic career.
I have sung in a Cathedrar choir since I was
ten. My parents are poor and so I have never
been able to afford singing lessons. I studied
Italian and FTench at home at night and I
learned a number of arias from recordings
such as My Home in Fair Provence from La
Traviata, singing it in the Italian styre and
in Italian oveT and oveT unfit I know it per-
fectly. Also Rossini's Largo al Factotum in

Italian and Bizet's Chanson du Toreador tn
French. I love eo sing Negro Spirituals and
Old Man River in which I-imitate the Negro
s.tyle. 'I have difficulty with my high tones.
Why is it that sometimes my voice sounds
pleasant and my high notes come easy while
at other times I find it hard to sing? My throat
is sore at the bottom although I have been
taking medicine fOT a tong time. I am six feet
two and weigh only one hundred and thirty-
five pounds and I have always been a T.B .
patient. I notice that aU singers are very finely
built physifaHy. Is it very important jar me
to buHd up my body in strength and weight
so as to become a great singer? I always lower
my chin when singing and never open my
mouth very wide. Is this tight 01' wrong? I
know nothing' of breath' ccnzrot. Will you
please help me for I am going to do eV€l'y
thing in my power to become a singer.-W. O.
A. It is of the utmost importance for you

to develop yourself physically until you are
a strong and healthy man, free from every
symptom of disease. You are much under-
weight for your height and you say you have
a tendency toward tuberculosis. Therefore you
must put yourself completely under the con-
trol of a competent physician who will pre-
scribe for you a thorough scheme of living,
including diet, medication, place of residence
and perhaps exercise. Fortunately you are
very young and if you live under the proper
conditions and obey the rules of life laid down
for you, there would seem to be little reason
why you could not, in time, become normally
healthy and active.

2. The fact that you know something of
French and Italian will be of great help to
you when you are strong enough to stand the
rigorous training necessary to prepare you for
the strenuous Hfe of the professional singer.
Do not fail to develop musicianship also.

3. Why do you lower your chin and keep
your mouth almost closed when you sing?
They are both rather bad positions for the
fonnation of a good tone but a few good
singing lessons should cure you.

4. In conclusion we recommend that· you
devote your entire time and energy to im-
proving your health under the supervision of
a competent physician.. Without good health
and a strong body, success as a professional
singer is impossible. We wJsh you all the good
luck in the world.

ASCAP STANDARD MUSIC AVAILABLE
The best vocal technique, thou~h, is

closely dependent upon a sound, healthy
body. Singing is a physical function; it
cannot reach its best development un-
less the singer is wholesome, healthy.
sOillld.Thus, the singer needs to build
his body as carefully as an athlete does.
'Swimming is, perhaps, the finest exercise
for .singers because it aevelops lung ca-
pac.lty. I have often done breathing ex-
erCIsesby taking long walks! r hit on an
excell,ent deVice for this. r go out to a
'long concrete road near my home a
road that is divided at even intervals' by
black cross-lines. I have no notion What

Etude Opus 10 NO.1 Chopin ~he black lines are for, as far as the road
I}I;x.3 IS concerned, but they have a valuable

Allegro s"'-"'-:;'--"-!::> purpose for me~ r use them as musical

Ie.;.
~

> > . _::> ::> .bars for brea~hm~. r ~alk the distance:~~--==== between two hnes mhalmg, and the next
f space exhaling. Then r inhale through

BUY WAR BONDS AND ,two spaces, and exhale through the next
: jtwo.

STAMPS FOR VICTORY . _ No matter what the singer's ultimate
__________________ .Q._ g: goal may be, it is Wiseto bUild a sOWld

8"-'''-->'--':::> r~pertory of both songs and operatic

IO;
C~> >. . - :;:,.. r?les. My own great love is opera, espe-

~ ::> cially French and Italian operas which
'"'- _ ~re ~~mance in language and roman tic

m spn:'lt,and I try to perfect at least one
. . ,n;w/ole ~.veryyear. How to learn a new

role. I beheve that every singer must de-"'- = _ velop his own method of learning-no
- #e - matter how n:uch good advice is given,

(Conttnued on Page 348)

"FORWARD MARCH.WITHMUSIC"
lUNE, 1945

For the first time symphonic, conc'ert ~md re-
cital organizations are able to obtain, through
a single blanket contract, the entire repertoire
of the American Society of Composers, Authors
and Publishers.

By this step the Society provides not on~y
the major symphony orchestras-the maJonty
of whom are already licensed-but all other
symphonic organizations as well with a p~an
which simplifies their use of standard mUSICal
works. A single source now gives the user a
tremendously important supply of fine music.
This will result in an increased use 'of the

AMERICAN

BUY WAR BONDS

• •

works of our native standard composers.

By increasing the opportunity fot their music
to be performed, ASCAP encourages the work
of our serious composers. Toooften these gifted
men and women have been driven into second-
ary occupations because an adequate liveli~
hooe! was impossible for them in their profes-
sion. ASCAP believes that this situation must
be changed.

Our serious composers have a universal lan-
guage at their fingertips, Let's make it possible
for them to use it!

SOCIETY OF
AUTHORS

COMPOSERS,
AND PUBLISHERS

30 ROCKEFELLERPLAZA

"FORW LjRD MARCH WITH MUSIC"

NEW YORK 20, N. Y.·
PLAY AMERICAN MUSIC
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"TEACHING LITTLE FINGERS TO
PLAY", Here is a book in which Dr.
Thompson gives the beginner an op-
portunity to "Play a Tune" at the
VERY FIRST LESSON .. Price, 60 Cents

"THE FIRST CRADE BOOK", In this
book, as in all of his instruction,
John Thompson "makes haste slow-
ly", thus insuring the pupil a sound
foundation for future development.
...................................... Price. $1.00.

"THE SECOND GRADE BOOK". Thi,
book is designed to advance the pu-
pil musically and pianistically, with-
out interruption, beginning exactly
at the end of the "First Grade Book".
...................................... Price. $1.00.

"THIRD CRADE BOOK", Carefully planned to continue the plamsttc and
musical development of the ·pupil from the precise point attained at the
end of the SECOND GRADE BOOK Price. $1.00.

"FOURTH CRADE BOOK". Like all others in JOHN THOMPSON'S
uMODE,RN COURSE FOR THE· PIANO" is designed to carry forward, both
musically and pianistically Price. $1.00.

UFIFTH CRADE BOOK". Pianism and Musicianship march on apace in
this book and the student becomes increasingly familiar with works from
the Masters ~ Price, $1.00.

JOHN THOMPSON
SUPPLEMENTARY BOOKS

FOR THE P.IANO
"TEACHING LITTLE FINGERS TO PLAY

ENSEMBLE" ...................•••.•. Price, 50 Cents
"THE HANON STUDIES" ...........••••.•. Price, 75 Cents
"FIRST GRADE ETUDES" ...........••.•... Price, 60 Cents
"STUDIES IN STYLE" . . . . . . . . . . . . . . . . . Price, 75 Cents
"THE FIFTY SECOND GRADE·STUDIES". .Price, 75 Cents
"THIRD GRADE VELOCITY STUDIES". • . . Price, 75 Cents
"KEYBOARD ATTACKS" I'rice, 75 Cents
"FOURTH' GRADE ETUDES"......... . 'Price, 75 Cents
"FIFTH GRADE TECHNIQUE" ......•....... Price, 75 Cents

124. Easl Ff)llrtb$toel,QirtQlitip
r--SIND FOR TH rS-BOOIC------~
\ Please send me complimentary and without obli-
: gat ion, THE JOHN THOMPSON MANUALS No. 1
1andNo.2 embrocing Q catalog of "THE MOD~
i ERN COURSE FOR PIANO"-"SUPPlEMENTARY
ITECHN ICAl BOOKS"and "THE STUDENTSERIES."
"j~ NAME _

j STREET _

_,JLi~C~IT~Y:::;;;;;;;;;;;;:::ST ATE__ --:;-..,..,-;;
'} &

348

ThE! ValUE! of
Studying Hymns
(Continued from Page 317)

In counting for compound time signa-
tures such as six-eight and nine-eight
the preliminary steps would require that
every eighth note be counted. ~he stu-
dent should be informed that m com-
pound time (a time signature in which
the upper figure is divisible by thre~)
the grouping of the notes tends to be ill

threes' therefore if he will count .two
slow beats in the measure in six-eight
and three slow beats in nine-eight (in
each case the dotted quarter receives
one beat), a considerably more music:"J
rendition will result and the tempo WIll
be more nearly what is intended .

Hymns can often be used to good ad-
vantage to clinch a new scale just
learned by the student, The playing of
a hymn in 'tne new key is one of the
simplest ways of transferring the learn-
ing of a new scale to practical use and
it can prove to both teacher and student
whether the key has been mastered. Un-
fortunately no hymns will be found in a
signature of more than four sharps nor
more than five flats. The all too common
practice of transposing a hymn written
in four sharps to three flats is always to
be discouraged by the teacher. The
sooner the student loses his inferiority
complex towards what he regards as the
more difficult keys, the stronger musician
he will be.

The teacher should constantly be on
the alert that· his students play the
chords of hymns exactly together-not
the left hand before the right. Just Why
the left ·hand should tend to precede the
right is hard to explain, but it is inter-
esting to note that it is seldom the other
way aroWld! So, in order to rid oneself
of this bad habit, it will be a good plan
-to have the stUdent play the hymn occa-
sionally with the right slightly before the
left hand as an exercise to counteract
this faulty coordination. - Playing one
hand before the other reveals itself more
strikingly in hymns than in any other
type of composition.

In hymns of a chorale type, in which
the harmonies shift with almost every
chord, the correct method of pedaling
can be taught to good advantage. In st.
Anne (Ex. 6) the pedal should be
changed with every chord, making sure
that the pedal is depressed after, not
With, the chord.

Ex.6
,

• 4 _

... ... I

one chord to the next in a legato rna
ner--can be learne~ as efficientlyin t~
study of hymns as m any other way

The writer has found that a fairly
curate criterion for judging the mUSi:
accomplishments of a pupil can ~
formed by hearing him play oneor h;
hymns by sight. A pupil Whoobsel''iij

key, time, and accidentals, playsWith~
finn touch, and uses a sane fingerin
will doubtless show that he has had g,
thorough training and therefore Will ~
on a good working basis for the serious
study of piano literature. If, on theolbe!
hand, few if any of these detailsareoil-
served by the pupil, it will probably~
well for the teacher to realize thatmUch
work on tone and technique SUch as
scales, arpeggios, and sonatinas will be
necessary, and also that much will dOulJt.
less need to be unlearned becauseof.slip.
shod work of the past.

Since many piano students eventuaDJ
study organ, they will find that familiar.
ity with hymn tunes will be of inestima.
ble value to them and that their progre$
will be more marked because of this
preparation. The piano student will TIml
have occasion to regret the timeheh~
spent in the sight reading of hymns.

Be Your Own Guide
(Continued from Page 346)

you still have to find your ownway. My
way is to begin with the music;nol in·
terpretatively, of course, but musically.
After I have mastered every leastnoteof
my part, I turn to the text. FirstI study
the work as a Whole, concentrating@
the character values of the personI am
to represent. In works like Traviata and
Manon, I turn to the original workon
which the libretto is based, and find oul
all I can of the actual human perSilD'
ailty of the ·character. Next I copythe
words of my own part into a notebook-
every word. Then I stUdy a certainnll!Il'
ber of lines every night. beforeI go tn
sleep. Often. my mind is a completej1llll.
ble of words and quantities-but inthe
morning the confusion has clearedit·
self up 'and I really know thoselines!
Only after the words are perfectedro:d
blended with the already familiarmUSI~
do I attempt complete interpretation.
I am often asked whether studyin~

from records is a help to self-guidance
As far as interpretation is concerned,llO!
Nothing is more harmful than leanin~
on the interpretations of another,OII1j
in one regard are records helpful,~a
that is to acquaint the young singer'Ir1tll
the orchestration. Often a singeris given

h d in per'a role which he has never ear I
formance and the orchestral values~
which do 'not come out at the usualpian~
rehearsal. In such a case, recordsaTl
helpful in revealing orchestral effects, III
this as in all points of vocal mast~r"
the singer must be alert to gUidehilD'
self intelligently.
-------_~
r-----_Announcingr----

Teacher's Training Classes
in the Popular Dg"lin~~ur~$ llrst

and the Carrick Creative MuS!CUndup Co
'orage~For Students from Pre-school to seOlunning

Conducted by Specialists f~m the~e Il. S.
Normal Faculty in all sections oS',lemller.
and Canada from June to e 118\·'
Teachers from our training class:ed.waiting lists. More teachers are ne.t

FOTdates and locations tOnt

MRS. JEAN WARREN CARRiCK"
940 5. E. 68th Ave. Portlond, orego

THE ErUDt

IJRGAN AND [HOIR On

AuwereJ b'f HENRY S. FRY, Mus. Doc.

No qlltI/ionI Uli// bt anJlf'tTet! in THE. qUDE un/eIl accompanied bl. the full
1/4mt tJIId addr'IJ of 11" mqllm:r. Qnly inniais, or .pulldonym given, wdl be pllb-
lishtd. NatllrDlly, in fOlrntJS to all.frrendJ and advert~JerJ, we can express no opinions

tlJ to the rdaf1ve qualrtteJ of varro us organs.

IMPORTANT!
Owing to erlrelTlewartime paper restrle.tlons. all
imqlirit5 addreJled ta tltl, deportment must not

ex~etdone hllndred words In length.

Q In. tht Organ Section of a recent num-
D~'01 theTm: ETUDE I noticed a reque.st fOT
information em an orgl1ft manu~actuTer.m ~he
Stille ofMichigan. 1 am famtliar wlth 1.n-
fcrmafum thIlt BUclla firm exists and is !~ted
II.l Mit:hi.gano,gan Company, Jackson, Mtch-
(gan.--CorporalJ. P. S.

A. Wewill publish your cOI?munication,
hoping thatit will reach the Inquirer to whom
yourefer.

Q, 1 occasionallypracti~e on. a S'7rul;U 1"eed
organ, belO1'lging to a friend-stop lut en-
closed. This friend always has all the stops
drawn,but I have been trying to get st?me
ooriationand wilt apprecfate any suggestions
~Oll can'make along this line. Is it possible
fo S€cure 3010 effects on an organ ot this size?
I notice that one key is silent, so that 1
hDve to use the octave coupler, which is out
of place when 1 wish to play softty. I will
awreciate any suggestions which will enable
me 10 remedy this deject as 1 do not feel
in a positionto have an organ man look at
it,-D. C. K.

A. Sinceyou apparently know how to
securea soft effect, we will confine our sug-
~estionsin registration to the inquiry you
makeaboutsolo effects. You might try the
Vox Jubilante as a solo stop, assuming that
it isonthe right hand side of the organ, and
if softenough accompaniment may be had
from theleft hand stops. To remedy the ap-
parent"dead"note, you might take the front
orbackout of the instrument, pull the reed
outwithreed hook which may be fastened
to theorgan,clean 'reed and put it back in
sameplace.

Q, Can you recommend suitable music for
llSeinch.urch-not too difficult-jar an 01'-

dlllllty reed organ, electrically pu.mped? We
needmusicjor offertory, prelude and post-
IUde._M. S.

A.Wesuggest the examination or investi·
gabonof the following books: "Reed Organ
Selectionsfor Church Use," "Classic and Mod-
emGemsfor Organ," "Murray's One Hun·
dredVOluntaries."

Q, I ampuzzled at times to know the right
amount 01 stops to use for ant1~em or solo
work on OIl:1"organ. It is a two manual in-
stru.m~t with stops named on list. The chu:rch
lIUdltOTlum is ci'rcula.r with dome and holds
about 1Q1Lt hundred people. The ~hoir works
under conditionsmentioned in enclosed let-
leT. T/<ey are not independent readers, relying
a,grellt deal on the organ. In tact, we 'Use
PIlInoformuch of the rehearsal work, be-
ClIllSet/<ey get the tones better. 1 feel that
they need good support, but do not want
toCOVetthe voices. The Oboe is very much
~Ore.!ike 11 string than a Teed,and the violin
hOP1.S a little heavy. Can you. give me any
~IPfut adl,ice on what stops to use f01" an-
em~ndsolo wOTk? What stops would gen-

erauy be USed?_B. M. C.

A.Theregistration to be used will depend
on the amount of support needed for the
VOicesyou have available character of the
~:sageand so forth. Some' of the stops avail-
n. e for organ solo effects are Swell Stopped
V~a~son,with or without 4' Flute, Oboe, or
o:oh~-on the Great organ_Melodia. ~ith

WithoutFlute 4' and any other combma-
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If- the hymn is taken slowly enough
the stUdent can count:, "chord, pedal'"
"chord, pedal" and so on, for every ChOl:d
he plays. The teacher should stress the
importance of pressing the pedal just
as "pedal" is said.

The reason for the pedal being put on
after the chord is sounded is that more
resonance results since the strings have
had a better chance' to Vibrate than
o~herwise. The two most important prin-
CIples of the damper pedal- that of en-
riching each chord and of connecting

"FORWARD MARCH WITH MUSIC"

A. Your idea of a Recognition Service is an
excellent one. We are not familiar with any
system of chevrons or decorations to .be placed
on choir robes, but we see no obJectIOn. to
using a decoration based on five. year serVIce.

·th additional bands or decoratIOns for more
~~gthy service. Another idea would be to
present each member of the choir with a boo~,
basing the selection of the book on the baSIS
of length of choir service.

Q. A few weeks ago we l?st our church.
by fire, consequently our ptpe o.rgan was
destroyed. We are expecting to rebudd sh.oray
and install a new organ. Will you kmdly
send me some specifications f01" a two man~al
pipe organ for a church with seating capactty
f about five hundred people. Of COUTse,our
~lder men here think we should have anothr~
pipe organ white some of those here wou
like the p{peless electric instrU'ment. So f?-r,
I am not familiar wHIt the last nam~d t~~

t' I have never had occaswn 0
strum~~e ~o you think that shourd such an
f~~irume~t be installed after thirty ~~ar~.
I in the organ I shourd have to a JUS

p ay If~Also win you be so kind as to. state
myse . . I th choir that lS, at
the proper seating a e , ·t We did
, . h end should the sopranos St.

~o~tChavean
f
y t~o l~~:~~~~~.o~:~~e~[dd?lg=~

and very ewh. VO'" Celeste nor Flute
have the c lmes... M K
d'Amour which I like very much.-L. . .

A You do not state what amoUllht.y~U~~h
• d the instnunent. W lC •

pect to spen on. ould be important,
your s~ating s:i~~~~~, oV;gan in the b~i1ding.
as you can u ld b that in VIew of
Our suggestion, dW?U 11e, the builders that
priorities you a v17e a of your needs. and
you t~xcePt ~~t ~:~~d~~, availaOle. Base your
ask em w ds and the necessary
decision on your ne~T'ty The conventional
adjustment of y~>ur a lc1hoir is to have the
manner of seatmg a ft of the Conductor,
sopran.Qs plac;ed o.n the l:"e sugoest that they
whe!1 facing th~.m, ~u\he musi~al effect they

- be seated accor lOgO. eolion are desirable,
produce. The stops y~~ :?OCAte el"i-imes until
although yve dOt--

n
t
ot:psvhave beEn provided.

the other ,mpor an s
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tion . that is effective. The Oboe .you describe
may be of the reedless character and not as
smooth as the average organ Oboe, which is
not of orchestral oboe quality. From your
speclftcatj on we think a "well balanced full
organ" should be satisfactory for congrega-
tional singing, since the instrument does not
appear to be too large for the auditorium.
It is wise to use the piano for rehearsals as
you evidently do. according to your com-
munication.

Q. I have in my possession an old "Choral-
BucW' dated 1826------aU beautifuLly written on
a parchment like paper, containing one hun-
dred and forty-two chorales. In the back of
the book is a "Register" of other Chorales
and I presume the tune to be used therefor.
Can you give me any idea whether this
book has any value other than the sentiment
connected with it?-M. W. H. G.

A. You might consult a "Collector" as to
the value of the book. We cannot give any
worthwhile opinion as to the value.

Q. We are planning a recognition service
for OU1" Choir Director, OTganist, and the
members of the Chorus Choir. Some have
seTVed twenty years some ten, and some five.
Would appreciate s'uggestions as to suitable
awa1"ds. Has any system been devised such as
the army use of chevrons which coutd be
sewed on choir 1"obes?We want to do more
than present fiowers and announce the name
in the Church BuUetin with the terms of
faithful service.-J. T. V. That's right-you can be so goodthat the music you play will thrill

you-bring you deeper satisfaction than you have ever felt before.
There's no catch in this promise. either; it doesn't even depend
upon your present ability to play. If you feel music within you-
and can play just a little-then you should try the Hammond Organ.

The Hammond Organ is really sur-
prisingly easy to play. With no
more skill than it takes to playa
simple piece on the piano, you can
create rich, flowing tones-tones of
orchestral beauty. At first touch
you will sense the friendly. inviting
response of the keys-experience a
new concept of musical pleas:ure.

Thousands of families have
chosen the Hammond Organ for
their homes. In these Hammond

homes, music has become a never-
ending source of enjoyment, relaxa-
tion and creatjve satisfaction. Yes.
the Hammond Organ has a great
deal to offer folks like you-families
just like yours.

Hammond Organs will be back
just as soon as conditions permit.
Meanwhile, most Hammond deal-
ers have reserved one instrument
for you to see, hear and play. Come
in and try it, won't you?

HAMMOND ORGAN

@1946--_~_-------------------------------
Hammond Instrument Co.
2929 N. Weste·rn Ave., Chicago 18, Ill.

G~ntlemen: Please send me full information on the Hammond Organ.

Name ••••••••••••••••••••••••••••••••••••••••••••••••••• , ••••••••••

Street' •••••• _•••••••••••••••••••.•••.••• -. ••••••••••••••.••••••••••••••

City ••.••• -..•••.••...•................... ; Stete ........•.••



Bf~, Orchestral Bowings for ",
High School Students

vertently come out wrong and the stu-
dent finds himself starting this note on
the up bow, train him to use a part of
his bow, -and -then change back to the
down 'bow; smoothly, as the note is 'sus-
tained.

Ex. to

~t~!~J~,~1)g~I~1
=-pp

11. The final crescendo to ff or ttt.
Often the experienced symphony men
start the note down bow and then use
a second bow. up bow, to complete the
. crescendo thus ending at the frog of the
bow wtth a flourish.

'Ex. It:'1 : v
I) I

ure), the string player should ~ake it up
bow and lift the bow off the strmgs after
this note and before the first note of the
first complete measure.

Ex.14

~=# v~~~~J r r F E f"
15. In playing this type of figure in

fast tempo
-Ex.15
MoHo allegro

~ v "'::l~ttJ H Ir t *r; t ",

17. In this type of ending

Ex,17
Moderato,'I I

(Continued from Page 318)

munde Overture after the last double
bar where the violins have the sixteenth
followed by the eighth, marked loudly.
This is usually executed at the frog of
the bow with an up bow on the sixteenth
each time.
8. So many times, when the' students

have to take two down bows in succes-
sion, they fail to recover on the second
down bow; that is, they do not get the
bow to move back to the frog of the
bow for the second down bow.

-=ff
12. The crescendo to a climax within

the piece. The climax note is best if it
comes on the down bow. The end of the
crescendo leading to this climax should
then be up bow. This takes precedence
_over rules 1 and 4.

13. The whole note triller on f or jJ
usually gets a down bow and an up bow.

Ex.I3

_'I
~v•efD

f

the school orchestra will get it cleal7er~
and better together if, instead .of maklll.g
the tie sound audibly, the half-note 18
given its full value and a rest is subst.i-
tuted for the tied eighth note. Playas III

15_a

=J,;+~n~v~~~v:e~I"~rt§§" '¥W,c:olr'EE ri
Do not lift·the boW. Simply stop its mo-
tion for the rest.
16. In a figure where the second note

of the bow is a staccato and is longer
than a sixteenth note, the bow must stop
both before and after this second note.ri'16~ ~ 0' ~ ~
&2r' r I r4 112 I ~ I FP I
The lack oCthis stop is what ails the Bee-
thoven Seventh Symphony, first move-
ment, When played by the less-than-
professional orchestra.

16·-a

,g~J J. $ J

I J J

before .!t rest, work with the stUdentskI
get them to use only about a hall inch
of bow for the second note, eventhoUgh
a good half bow has been usedforthe
first note. So often too much bow onthis
second note gives the effect of "kickini
a friend goodbye."

18. Get the student to start the up '0011
in this figure not more than an inch or
two from the frog. Do not lift the'oo\\,
between the sixteenth and the quarle
note.

.Ex.tS 1/ t"l~'~j~
19. When the orchestra dropsfromfull

orchestra to one section such as !hI

Ex.t9
Writlen

IU B J
pp

19.a
Played

J J IIJJJ: JJJj
f=--pp

Ex.S
n41~

8-a

"(] Iii J
f

For an exception to tP-is, often used in
Bach, see Ex. 8 a. Here we stop the bow
on the strings after the eighth note and
then continue the down-bow stroke right
where we left off, without lifting the
bow from the strings at all. Good in
double forte passages where the tone
must bite.
9. The syncopated half note often has

a new down bow all to itself. -Here the
bow should recover to the frog as men~
tioned in 8 above. This syncope should
start at the frog, not half way down in
the middle of the bow.

:Ex.9

:'1J

rr

f'J &oF U1

14. In playing the single quarter note
on the third beat of the measure which
often begins a minuetto movement (not
slurred to the first note of the next meas-

Violas (Ex. 19), disregard the p marking
and instead play the passage as a lork.
diminuendo as marked in 19-a.
20. In the playing of chordsanddouble·

stops, intonation and simultaneousexe·
cution of the notes are the important
factors. Teach the students to divideand
play in tune rather than to attempt!hI
double notes and play out of tune.(Out·
side player on the upper note). In thm
and four note chords, do not let thestu·

(Continued on Page 360).

~
>

J I I
"

10. The final diminuendo to pp. Always
down bow. If the bOWingshould 1nad-

This great musical organization now in its 39th. ~uc·
cessful year-has developed and trained many mUSICians
and many successful teachers. To you we offer lh~ sam.e
;!.dvamages which have been given to them. Don'l.walt
any longer! The coupon will bring you our catalog, dlus·
trated lessons and information about the lessons whIch
will be of untold value.

This Is YOUR Opportunity-Mail the Coupon TODAY!~---------_. --_. -_ _-._. - -_ ..--- - .
: UNIVERSITY EXTENSION CONSERVATORY, Dept. A.497
I 1525 E. 53rd Street, Chicago, Illinois.
I; Please .~end '!Ie catalog, sample lessons and full information regarding course I! have marKed With an X below.
o Piano, Teacher's Normal Course

no Piano, Student's Course
Public School Mus.-Beginner·so .Public School Mus.-Advancedo Advanced Composition

On Ear Traininl1l & Sight Singing
History of Music

We are the only school giving instruction in music by
the .Home Study Method which includes in its leaching
all the courses necessary to obtain the Degree of Bachelor
of Music.

Openings in the music field ate
growing very ni.pidly. There are
big paying positions for those
who are ready for them.

Do you hold the Key
to the best teaching
position-a Diploma?

Look Back Over the Last Year It is up to YOU. On your
own decision will rest your

What progress have you made? Pethaps you have futur.e suq:ess. Fit yourself for
wanted to send for our catalog and sample lessons be- a bIgger position~demand
fore-just to 10,ok into them. That is yOUf privilege. larger fees. You can do it!

The Increased Requirement for DEGREES has Resulted in
Larger Demands for the ADVANCED COURSES offered by

:lite UNIVERSITY EXTENSION CONSERVATORY
(Address Dept.A-497) 1525 E. 53rd ST., CHICAGO, ILL.

o Harmony
Fl Cornet-Trumpeto Advanced Corneto Voice
n Choral Conducting

8 Clarinet
Dance Band Arranging

n Violinn Cuitarn Mandolinn Saxophone

B Ree~ Olsan
BanJO

Name ..............••..••••••••••..•• Adult or Juvenile ...•••.•••...•• ,

Street No.. . . . . . . . . . •• • • . . • • • • • • • • • . • . . • . . . . . . . . ... , ......••••••.. ,

City .......•.....•.•...••••••••••.•..•.......... State ..•.•...•.•.....

Are you' teaching now? If so, how many pupils have you? ...•.... Do y(tI

hold a Teacher's Certificate~ ......•..... Have you studied Harmony? '.' ... ".'

Would you like to earn the Degree of Bachelor of Music?
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VIOLIN QUESTIONS

HAROLD BERKLEY
t'MJ wifl br anJwrrrd in THE ETIJDE un/eJJ accompanied by the full name~Jq:JJ:m DJ fhr if/qui",. Only ;1I1f;al1. or pseudon ym given, will be published.

I~'ORTANT! , ,
t tmr worti",r poper rrstrlctlons,

Drill! .~ ~1ddrrssrd to this drportment must~i:::~::~:dont hUlldred words in length.

!ll Liolno'!fllMaker
IIiss B,MeB.,Virgjnla-I have been unable
ootain information anywhere regarding a
~er DarnedLewis E. Pyle. The inscription
, 'ur violinleads me to believe that he was
'~.Y~an amateurmaker or else an amateur
~·:blinistwhoput his name and his sentiments
:de his violin.You would be surprised at
iii/numberof people who do this. Under the
cirt\llWitances, you can understand thal I am
~1ableto giveyou any Idea of the value of
~e\1~lin.

Jloreonl.dt.HaodPlaying
1. A. B., Rhode Island-Your letter is a
ieli:llmeaddition to the correspondence I
lm receivedfrom violinists who have taught
lb1lllSfivesto play left-handed afler having
iearn!the noma} way. You say thal "with
patienceand concentration, It can be ~one.
b~auseI do it." I am sure your experience
~i1lbea real encouragement to Mr. J. G.,
~fNorth Carolina.
Ills interesting that you can play left-
handedwhile using a violin strung in the
\t\IIalway.You do this, I Imagine, so that
)'00canchangebackwards and forwards be-
tweenthetwo ways of playing. Nevertheless,
I Ihinkthat a violinist who must play left-
handed all the time would be well advised
to havethe strings changed around. For one
lhing,a playerwho has learnt in the normal
faIDiGnwouldfind it much more natural to
raise his 'oowann when crossing to the G
rJing,Thereare also some fingering problems
wllilhI donot have space to discuss. My cor-
dial thanks lor your letter.

.\d\ice10a Young Violinist
Miss M.B., Texas-You are certainly well
.dvallcedfor a girl of fifteen; but whether
YII\I havesufficient musical talent and per-
tormingability to justify ambitions of a pro-
1m-tOnalcareer-that is something a letter
tannottell me. Your teacher is In a better
~Ii~onto advise you. Or, if you are anxiouS
!II havean independent opinion, you should
Iilakean appointment to 'play for an experi-
enced mUsicianwho does not know you, and
~,gIUdedby his advice. If the opinion is
'IG.rable,and iI you are quite sure that
!IIUSI~meansmore to you than anything else
mlife,then 1 would advise you to go to a
lCOdClllLlervatoryand get a well-rounded
~USlcaiedUcation. At the same time, you
1 O.uJdcllntinueto build up your general edu-
r"tlo~by takfng some courses in English.
orhistOry,or civics. By all means continue
yourstUdy(If the piano-to be able to play
ij~o fJiriy well is a great asset to a via-
ni",

AVililinby Niccolo Amnti (?)

~~~" J. S. C., Tennessee.-Translated, the
Alnati~your violin means "Made by Niccolo
SaintTh Cremona, under the patronage of
tause eresa. 1720." It Is an odd label, be-
Th the famous Niccolo Amati died in 1684.
Bo~:wasanother Niccolo, but he worked in
can~t·Apart from this there is nothing 1
b~ e JOu about your violin-it might have
l'IIer,~ade.an.ywhere. The chances are, how-
1L.'Ua1. at It 1S a German instrument of the
IilGW~Orn,?ercial quality. If you wish to
~ it efillilelywhat it is worth, you should
Whod to a vlOlin dealer; there are several
!lIya vertise in THE ETUDE. For a small fee,
!lI e~neof them would be glad to give you
per!opinion.

PrOIl\ Ba b.
e to Engineering

D, B I
lars " owa.-Untu the war has been over
Il di~~elittle whil.e, you will probably ~nd
~ilililiUll If not Impossible to get foreIgn
lila,<; S of the Bach Solo Sonatas and Par-
~' ~ Sauret's Gradus as Parnassum. Per-
"1Ietoe

h
PUblishers of Tm; ETUDE would be
e1p you. (2) I have been able to
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An Apprai8al N~ce88ar: 1 y you can
O. L. H., Indlana.-1he 0!1 >: wa the best

fi d out the value of your VIOlIn. and d it
m~ans of disposing of it. is to ~~~e~r ~:n will
to a reputable dealer. For ~ st"'and any advice
give you a complete apfra1s~ the advertising
yoU may wish to ask o~. will find the names
columns of THE ETUDEy~ illS of violin dealers.
of several well-known l~elY on any of them
and yoU can rely comp ds of violins bearing
There are n:any th~US~'~ntoniUS Stradivarius
a label wJ:llch :.:ea s ... and many of these
Cremonensls Fa,cl ebat . 'l~s~ than fifty dollars,
instrum€;nts are wo~ worth several hundred
whlIe others may . ~ a violin a personal
dollars. Without glymgo way of telling what'
examination. there IS n rth
it is or what it may be wo .

, "FORW ARD MARCH WITH MUSIC"

get but little information about a maker
named Raffaele Trapani. It has not even been
definitely established that a maker by that
name ever existed. In other words. the name
may be a fictitious one invented by a maker
whose own name was not so euphonious! In
any event, it is impossible to give an appraisal
of the few instrwnents. that have been seen
bearing a Trapani label-each tnstrurnent has
to be judged upon its own individual merits.
(3) For my own part, I prefer the Joachim
edition of the Bach Chaconne. I am not, fa-
miliar with the one you mention. (4) I
think you should make up your mind as soon
as possible whether it is music or engineering
that means most to you. Both are life-time
studies. I certainly do not think you could
Rtudy both. and expect to succeed in both.
But if you decide to go in for engineering.
you can be sure of getting a great deal of
pleasure from your violin. This is a question
which you must decide for yourself.

From a Soldier in India
Pfc. F. D. J., India-It was indeed heart-

warming to get your letter! t~ !lear f~om
someone so far away who stitl, 'In the midst
of strenuous and exa'cting work, looks for-
ward to the time when he can resume the
delicate art of violin making. For your sake,
and for the sake of others. I hope it may
be soon that you can do so.
There are not many books on violin mak-

ing. The best is '·Violin Making as it Was
and Is," by E. Heron-Allen. Un~~-.rtunatel~.
the book is at present out of pnnt, and IS
likely to remain so until the war is over.
But you may just pOSSibly be able to g~~ a
copy from England. In the .. ~trad" magaz~ne
for 1943 and 1944 was a senes of very m-
formative articles that I am sure you woul_d
find helpful. However, the best_way tOr1:l!m
would be to apprentice yourself to "a hIgh-
ciass firm of violin makers. If you c·are' to g:t
in touch- with me when. you return to thiS
country, I shall be glad to advise you. ~urther
I have answered your letter by V-mall, feel-
ing sure that you wilL. receive it 'sooner than
this copy of THE ETUDE.

WOIllCIl l\-fUlj,icianl'l in Orchestras . .
Miss J. M., New York-Yo.ur questIOn IS an

interesting one, and I am glad you have ask~~
it. Before the war, very feVi o:rchestras ,:~uin
d ·t women violinists to theIr rapks,
~~ast two or three years J1la~.y have. don~ so
and there is no doubt tbat the la~l:s ave
proved worthy of their new OPP'ortunltI~. ~he
general opinion seems to be that the: u ~~
been broken, and that afte,r the war n e~~s~~_
be many opportunities or worne 'n
mentalists in various orchestras. ~ut ~e~ v;,~
have to be at least as wel~-ecUlPtiet t~e re':
men. It is difficult to say JUs. w ~ ability
quiremen~ will be, ~ut certamly T~ hold a
to sight-read well Will come fi~si" . t should
place in a major orchestra, a V10 lOIS the

ble to play with ease and flu~ncy t
~~sta book of De Beriot·s Conc~rt StU~I(~.) T~~e
I judge to be a minimum reqUlremet~ . between
violins of Albert K~~~d::: a~~rflfty daHlmf.
feventy~five and one . ..trade" instru-
They are well-made ,p~xon
ments.

MUSICIANSHIP BUILDERS

IN EVERY COMMUNITY there are ambitious
men and women who know the advantages of
new inspiration and ideas for their musical ad-

vancement. It is to those our Extension Courses are
of the greatest benefit.

The most successful musician, of course, is the very
busy one. Yet he is the one who finds extra time for
something worth while. And to such a one Extension
Courses are the greatest boon. It isn't always possi.
ble to give up an interesting class or position and
go away for instruction.

The Home Study Method is equally advantageous to
the beginner or the amateur. Because the work can be
done at home in spare time, with no interference
with one's regular work, many minutes each day may
be used which ordinarily go to waste.

-__Hormony Book For Beginners
By Dr; Preston-Ware Orem

A Text-Book that Lays a Most Substantial Foundation for R~a1 Musicianship
by Making the First Steps in Harmony Easy to Grasp. It .IS brief, Simple.
vital, practical, and distinctive. Excellent for. class or prrvate Jt:S~ruC~IO~,
'as well as an admirable book for self-help It gr~'es the rnam essenna sot e
subject in a simple, understandable. and mter~stlng manner. It IS a harmony
book "without rules." presenting, In. colloquial language, all of ~he lunda-
menials up to and including the Dominant Seventh Chord. Prfce , $1.25I

Theory"and Composition of Music
By Dr. Preston Ware Orem

An admirable book for those seeking a practical knowledge of J:lar!J1onr as
applied to .construcrive and analytical work, for those seeking an lnsljht mto
Form and Composition, and for those wishing a knowledge of mo ulation
and other Theoretical details. It aims to ccnrmue, In}he same plaln

k
atd

practical manner the studies begun III the Author s Harmony Boo .. or
Beginners." It aiso dev:e!ops, side by side, a knowledge of MelodJ::Wntmg,
Composition, and MUSIcal Form. Price, $1.25I

The Art of Interweaving Melodies
By Dr. Preston Ware Orem

This is a first study in counterpoint for students of ap ag~s. The. author treats
the study of counterpoint as a method of making enJoyable musIC. nft ~s~f
assignment of a group of mathematical probl'7!lls that must be so ve .k'
course. a thorough knowledge of' harmony~ls presupposed before ta lng
up this book. Price, $1.25:11

Manual of Fugue
By Dr. Preston Ware Orem

The student of this book soo.nsees from t.he an.thor's explanations and o~iginal
illustrations that anyone. WIth ave~agc>lO~eliJ&encem~y ~earl"!somethmg o~
t'he Resources of Fugue ConstructIOn, gOIllg; ln~o ImitatIOn 10. Two Parts.
Imitation in-Three Parts; Double CounterpOlOt In the Octave, m the Tenth,
and in the Twelfth; Countrapuntal Sequence; The Fugue Forn:; The Tonal
Fugue; and How to Analyze a·Fugue. Price, 75 centsI
THEODORE PRESSERCO, MU;~~P~:;~~~~RS

" '..--
1712 CHESTNUT ST., PHILADELPHIA 1, PA.

'1.'-.'

PRESSER'S PICTURES OF MUSICAL
INSTRUMENTS-(withdescrlptions) Pro lO¢
THEODORE PRESSERCO., Philadelphia 1, Po.

Announcing the new home of
OUR COLLECTION OF

RARE VIOLINS
FRANCIS DRAKE BALLARD

(formerly of 320 E. 42nd St .• Now York -City)
'NoW L.ocated At

TROY, PENNSl:l;VANIA
&end for n!'w list of fine old Violins. 5195 to $2000.

, 1!\epenbabilitp
: ~i1ttt 1874 ~etbinll a qj;lientde
of :illillttiminalinll §l>lrmllilla!'etll

One of America's
IMPORTANT COLLECTIONS

of
OLD VIOLINS, VIOLAS, 'CE~LOS
EXPERT APPRAISING-CERTIFICATION

Write for Information

llJiIIimn ~and kt
207 SQuth Wabash Ave.-ehicago 4, Ill.
PUBLISHERS OF "VIOLINS ond YIOLlt-!ISJ"S"
Americo's only ;Ollrnol dev?ted to the Violin
Specimen Copy 25¢-12 Issues for $2.50

A Winning 'Biography
> , .. \~,

FRANK
DAMROSCH
by lucy P. Siebbins

and
Richard P. Stebbins

Foreword
by

WALTER DAMROSCH
Illustrated. $3.00
Write for catalogue

DUKE UNIVERSITY PRESS
Durham; N. C. '"
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JOHN M. WILLIAMS
PIANO COURSE

THE FAMOUS

GRADE-BY -GRADE
"BLUE" BOOKS

PREPARATORY GRADE
VERY FIRST PIANO BOOK - Original Blue Book with the staff

notation chart.
HAPPY HOUR BOOK - Designed for boys and girls who practice

only a short time each day. 1.00
FIRST GRADE

FIRST GRADE PIANO BOOK -The most.celebrated piano method
before the public today. Written throughout in five-finger posi-
tion in all keys .

GRADED SIGHT READING, BOOK I-A supplementary book to
First Grade

MAJOR SCALES, BOOK 1- Contains all the major scales with
directions for writing, building and p,laying . .•

ADVANCED FIRST GRADE-Designed especially to bridge the
gap between the First and Second Grade Books .

1.00
1.00

SECOND GRADE
SECOND GRADE PIANO BOOK - Preparatory exercises of each

study thoroughly.worked out to demonstrate to the pupil the
~propermanner of study : : .

GRADED SIGHT READING BOOK II .
MAJOR SCALES BOOK II .. . .

THIRD GRADE
THIRD GRADE PIANO BOOK - Designed to follow the second

grade book. Numerous preparation exercises explain in detail
how to practice each piece of study so that it will be mastered
with ease .

GRADED SIGHT READING BOOK III

F 0 U R T HG R A D E
FOURTH GRADE PIANO BOOK, Designed to follow the Third

Grade Book. Bach, Chopin, Mendelssohn, Schumann and
Schubert are among the composers drawn upon for the studies
in this beautifully laid out and carefully edited volume ..

GRADED SIGHT READING BOOK IV..

FIFTH GRADE
THE FIFTH GRADE PIANO BOOK-Te.chnic is to master all the

scales in thi.rds, sixths and tenths. A condensed table of all
scales and arpeggios will be found in this book ..

1.00
1.00
.60

1.00
1.00

1.00
1.00

1.00
ADULT STUDENTS- BOY BEGINNERS

GROWN-UP BEGINNERS
FIRST BOOK FOR THE ADULT BEGINNER ..
FAVORITE MELODIES FOR THE ADULT

Above books gladly sent for your .exomina~;on

1.00
1.00

--l--- NO CHARGE -1---'
SEND FOR CATALOG W-545 l

Helpful suggestions for teachers and
pupils. I

I
............ I

I..... I
................ ZONE STATE.......... I

116 Boylston Street
Boston 1-6,Mass.

THE BOSTON
MUSIC COMPANY

NAME

STREET ..........•.•..........•..

CITY.
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The Spectacular
Mayerheer

"(Continued from Page 304)

fils from the same work..
"That there should be room nowadays

for "anything approaching a defence of
Meyerbeer, is a disgrace to the age in
which we live. Not any of the modern
composers, Including the very best, have
succeeded in producing finer orchestral
overtures than he, while many resort to
eccentric combinations in order to hide
the poverty of their native melos. Per-
sonally, I consider Meyerbeer to be not
only one of the greatest composers of
opera, but also the inventor of orchestral
effectswhich place him in the very front
rank of orchestral pioneers."

.60

Keen Dr,amatic Sense
The famous critic, Julius. Kapp, in

his biography of Meyerbeer ("Giacomo
Meyerbeer: Eine Biographie"), says of
his orchestration (translation of Haver-
gal Brian in "Musical Opinion") :
_"Meyerbeer's superb dramatic sense

stimulated his instinct for exploration,
and very early he began to extend the
boundaries of his. orchestra. Even in Italy
he demanded unusual 'extras,' and in
Paris he found Sax busy with his many
improvements in brass and reed instru-
ments. Though Meyerbeer in his scores
never forsook the ophicleide for the bass
or contra bass tuba, he certainly met
Sax halfway by writing for ventil horns
and trumpets when other composers
would not recognize them but stuck stub-
bornly to the 'natural' instruments. A
similar attitude will be found in the early
opera scores of Wagner and in the sym-
phonies of Schumann. Meyerbeer, how-
ever, was the first composer to use the
cor anglais and bass clarinet, contra
fagotto, saxophones, and saxhorns in the
orchestra.
"Though Meyerbeer did not develop

the Zeit motiv, Kapp suggests that Wag-
ner got his idea of it from a study of
'Robert Ie Diable.' This may be so: but
it has been said that Wagner took the
idea from Mendelssohn. Meyerbeer's
methods were unlike those of Wagner.
His individual genius lay in suggesting 'a
complete scene by a few bold strokes in
. the ritornello, and then building up a
structure upon it. In this way, he was,
at a distance, only a follower of Bach.
Meyerbeer's penchant for sumptuous or-
chestral coloring IS reflected elsewhere.
For instance, in 'L'lttoile du Nord' he
marks the intervals in a song sung by
Catherine, trainez Ze Eon, whilst the
'cellos which double the vocal line are
marked glissez. In the same opera the
syllable la is used extensively in the
chorus. In the second act of this opera
Me'yerbe.er writes a long melody for
strmg basses and bassoons doubled sev-
eral octaves above by the piccolo.

theater. He was, however, very tiJnid
very nervous, very misanthrOPic '
grew old long before his time. Hea~dand
witty Rossini were great friends d t~
the dissimilarity of their ch'aresPl~• ac\BrBerger relates the followmg incident..
"One day when Rossini was tak'.

walk in Paris a~companied by a f~; a
he ;net Meyerbeer. Both composers~
hat in hand, each inquiring concer~
after the other one's health. In rePletllj
Meyerbeer, Rossini said 'Alas d

Y
~

• ' ,ell
fr-iend. :J; am a great sufferer. I haven~
appetite, and what I eat I cannotdigst.
My nights are terribly wakeful,my rh:~.
matl~m gives ~~ no peace, my sightand
hearing are failing, and I feelmyd

b d'M a"are num ere. eyerbeer expressedrum.
~l: extremely s?rry for his friend'scon.
di tton, and hoping to find him in mUch
better health when next he had tb
pleasure of meeting him, wished~
good morning: and went. WhenheWa!
out of hearing, Rossini's companiGn
aSke~ him why he had told sucha pacK
of ltes, seemg that he was in perfect
health. Rossin; laughingly repliedtba~
the dear old man seemed so thoroughly
~is~rable and disconsolate, that he fcli '
It hIS duty to tell him something whi!h
might comfort him."
There may indeed come a timeWhen

musical historians will assay the greli
amount of music which Meyerbeerwrote
and. find much that will bring himhigh
praIse for some of his innovations.His
operas, while not a regular part oftlIe
repertoire of the great opera house.!m
the world, have a persistent way(of ~.
turning to the stages of many ofth~
leading theaters.

America's Musical
Yesterday

(Continued from Page 323)

concerts-quantity not quality drewthe
crowds. It was nothing unusual to halt
concerts by orchestras numberingsel·
eral hundred, and choruses aggregatitij
thousands of voices. The ChicagoWorld~
Fair advertised the fact that Theodore
Thomas would conduct "the largest00"
chestra ever to assemble on the stage,"
At the Boston jubilee of 1869, andagaln
in 1872, the orchestra numbered a thOU'
sand musicians, While the singerstotaled
ten thousand.
At the 1872 affair, Johann strauss,tJ][

great waltz king, was guest conductoraf
his own The Blue Danube Waltz. Helen
us his somewhat daieet impt:essions~
that event: "On the musicians' trib~
there were twenty thousand singers;111
front of them the members of the00"

chestra . . . A hundred assistantcon'
ductal'S had been placed at my diSpossl
to control these gigantic masses.. " Nat
just conceive of my position facetola~
with a public of four hundred thOUSad
Americans. There I stood at the J'll~
desk, high above all the others. ~
would the business start, hoWwould:
end? SUddenly a cannon-shot rang~U;
a gentle hint for us to begi~pl~Y:
The Blue Danube. I gave the SIgna,.ttl
hundred assistant conductors foll~~o,
me as quickly and as well as theY rJw
and then there broke out an unholybam
such as I shall never forget. As w; con'
begun more or less simultaneousl~,~wat
centra ted my Whole being on seeiJl1'19nK
we should finish together too! .

THE ETUDE

IMPORTANT
THE PIANIST'S DIGEST
C,mpH,d by MAURICE ARONSON
AnAchievement in Piano Study

A Colledion of 250 Excerpts from the
Great Classic and Contemporary

Masterworks

Stronglyrecommended by every .distinguished
ortis!and critic . . • Essenhol ta every
pi~nis!.,. Develops not only the fingers and
rills but toste and imagination •.• As
;roclical as the piano at which you work.

Price $2.00

PIANO STUDY
ESSENTIAL FINGER

EXERCISES
by DOHNANYI

BOOKS

A.vailable at
EDWARD B. MARKS MUSIC CORPORATION

your music dealer or direct from
• R.C.A. Building U Radio City

This volume by the famous French piano
master includes all the fechnique of the
modern American approach to the piano

- in addition to many new features and
improvements.

of lusty Tyrolean Baurs were forsaking,
the primitive Schuhplatter dance for the
. Bunny Hug and the Charleston. Like
the officers on the Unter den Linden, who
scoffed at the Eng.ten but at the same
time affected the swagger stick and the
monocle of the Bond Street gallants, they
laughed at the circus music methods of
America and thronged to see an endur-
ance performance of a piano player who
claimed to be wearing out the ivories
day and night for over three weeks.

The Secret of Leschetizky
(Continued from Page 307)

grew that Leschetizky had a method. But
Leschetizky was himself the method.
"I have no technical method," he once

said. "There are certain ways of prodUC-
ing certain effects and I have found those
which succeeded best, but I have no iron
rules. How is it possible for one to haVe
ti.'lem? One pupil needs this, another that 1

-the hand of each differs. There can be
no rule. I am a doctor to whom my pupils
come as patients to be cured of their mu-
sical ailments, and the remedy must vary
in each case. There is but one part of
my teaching that can be called a ~ethod,
and that is hoW I teach my pupIls how
to learn a piece of music."
This was by going over it bar by b.ar,

phrase by phrase, with infinite. attentlOn
to detail, deciding on the fingermg, to~ch.
pedaling, phrasing. When t~ese thmgs
are determined, the passage IS repeated
until perfect, also memo~i:z;ed. I~ fa~t,
one automatically memonzes a pI.ece III
this way. His idea was to study a pIece so
thoroughly that it could be played fro~
any point from memory, o~ heard IP
every detail away from the plan~. Natu-
rally this method of study reqmred ex-
treme concentration and three h~urs
practice a day he considered suffiCIent
for general purposes.

EXERCICES DE TENUES

This volume of superb piano exercises,

formerly obtainable cnly in the expensive

foreign edition 'end difficult to procure, is

now obtainoble in the U. S. A.

Piano Studies For The Balance Of
Finger Strength

by ISIDOR PHILIPP

Price. $.75 Price $1.50

• New York 20, N. Y•

He3\'en,I managedeven that. It was aU
that was humanly possible."
Recitalsby a single artist. however
great,had no appeal whatsoev~r. Even
artists ofthestature of Jenny Lind. An-
t~nRubinstein, or Henri Vieuxtemps had
to appearon programs featuring other
artists andattractions. Vleuxtemps, as a
mattu of fact, was collaborator on a
program that also enlisted the talen t of
an accordionplayer who delighted his
audiencebycrushing his instrument on
his noseor forehead.

Attraction in Number
Obviouslythis was a rather musically

ingenuous public. The anecdotes told
about it wereinnumerable. When Theo-
doreThomasbrought his orchestra to
Sl. Louis, oneof the men in the audience
beggedhimto playa light number next
time, "saysomething by pa.lestrina," a
romj)Oserof some of the roost compli-
catedchoral music in history. The Knei-
sel Quartetwas invited by a Mid west-
ern musiclover to feature an a11-Wag-
nerianprogram-wllo,however, neglected
toexplain how a quartet could play
Wagner'smusic.Anton RUbinstein, play-
inginMemphis,was advised by the man-
agementof the concert hall to blacken
his face,the mall having mistaken Ru-
bUlstein for a minstrel performer! As
lateas 1904 Wehave s:milar evidences
of naivete.Walter Damrosch was per-
forming Wagner's music-drama "Parsi-
~al," in Oklahoma. lnunediately follow-
rng t~espiritualprelUde, and before the
curtam couldrise on the first act, the
lOCal managersprang to the stage to an-
nouncethat "Stewart's Oyster Saloon
~:mbeopenafter the concert." One so-
Cietyladywrote to the directors of the
MetropolitanOpera House begging them
to transferthe Celeste Aida aria from
, thefirst act to the second because she
h:l.bituallycame late and missed it. Sen-
SlltVeor". I·t ..ab' .~V\oIa 1 es were so vocal In theIr
J€ctionto dark and depressing scenes
ontheMetropolitanstage that the rnan-
agetnentwas compelled to present many
,so~berscenesin full light.

All, these Americans," the European
WOUld say,"they were never meant for
g~OdlUUSic."This was particularly the
Viewof the uninformed people of Ger-
tnany,lUuchless so in France and Italy,
~ndstill less in England The snooty
erlinersused to sneer at American mu-
Sical cl t· .th. ap- rap, WhIle at the same tIme
. €lrcaf.esWerestriving to imitate Amer-
Icanjazz,and thousands of descendents

/UNE, 1945

chetizky _teaching continued to remain a
challenge, an adventure, and his interest
in it eventually triumphed so that he be-
came identified with the Petrograd Con-
servatory. There were some great names
at this institution at the time, among
them the two Rubtnstetns. III health,
however, compelled Lescnefizky to leave
Russia and he settled in Vienna. It was a
fortunate circumstance that he taught
Paderewski early in his teaching career,
for with the fame of Paderewski began
the fame of his mentor. Lescheth~ky left
the concert stage at the height of his
powers to devote himself to teaching. He
could have remained a virtuoso. He chose
to teach. Instead of tending his own
flame, he lit many candles on the altar of
art.

Abiding Youthfulness
One of the things I remember espe-

cially about Leschetizky was his abiding
youthfulness. Joachim, the great violinist,
had always contended that Leschetizky
was older than he, whereas Leschetizky
declared that Joachim was the older.
One time Leschetizky was funning up
the grand staircase of the Dresden Opera.
House and Joachim, who was trudging
slowly along, said to him, "Leschetizky,
can you run up the steps that way at
your age?"
Whereupon Leschetizky instantly re-

plied, "Why cert~inly. couldn't you when
yoU were my age?"
Possibly he renewed his youth con-

stantly through his pupils. I have a rose
that fell from the lapel of his coat on
the occasion of his seventy-second birth-
day. There is an eternal quality to it that
reminds me of its wearer.

Ouestions and Answers
(Continued from Page 322)

CLASSIFIED ADS

SINGING :lUADE EASY-Book one (101-
lar . .l!Jastern Studios, Chambersburg, Pa,

YOUR UN'VANTED lU\JSJC exchanged
piece for piece. 5¢ each; quatit v matched.
Burpee's Specialty Shoppe, Delton, Mich-
igan.

FOil. SAJ~E: vVurlitzer Vacuum pump.
Suitable for pla,'et· pianO 01' reed organ.
EquiPped with l/;th H, P. Motor. Perfect
condition. Bi1l Kaltridel', Owosso, Michigan.

IUUSICTEACHER "rANTED: A. military
academy of national reputation located in
the East near large metropolitan center
desires the services of a competent male
instructor in piano and voice; also. to play
chapel pipe organ. A permanent fu1l time
position. Give complete details in first let-
ter. Department "C" c/o ETUDE.

FOR SALE: Genuine Magina Violin in
good condition. Price $3.000.00. Arthur L.
StUbbs, 154 Chapel Street, Sayles ville, R. I.

FOR S,\.T,E: STEINWAY CONCERT
GRAND as new, nine feet long, fullv guar-
anteed, good discount. Joseph Holstad, 337
Oak Grove, Minneapolis, 1\'1inn.

SJ.,IGH'l'LY 'USED CLASSICS (vocal.
pianO, violin, etc.). Bacl( popular songs,
l'ecords. Lists 10('. Fore's (Dept. E), 3151
High, Den vel' 5, Colo.

"r!\N'I'ED: Virgil Practice Piano, sta-
tionary at' portable with adjustable action.
H. Awad, 327 5th ~·).venue,New York City.

LEARN PIANO 'rlJI'HNG AT DOl\IE.
Course by Dr. Wm. Braid "!hite. V\rrite Karl
Bartenbach 1001 vVells St. Lafayette Ind

INCREASE YOUR
I'NCOMEI

Easil!l-Subslaniial'!I~PlcasanU!l
- Take Subscriptions for -

THE ETUDE MUSIC MAGAZINE
- Write for parlicf11ars-

1712 CHESTNUT ST. PHILADELPHIA, PA.

SCHOOLS--COLLEGES
CONVERSE COLLEGE S~8[,:L

Ernst Bacon, D-aan, IlpartallslJurg. 8. c.

KNOX Department or J\lusic
Galesburg, Illinois

COLLEGE Thomas W. Williams, Chairman
C~LuJOgue Sellt upun request.

SHENANDOAH CONSERVATORY
Of" MUSIC

WadlE. Mitler, Pr~
Courses leading to

the B. Mus .. ami B. Mus. Ed. degrees. Rates
reasonable. In the heart of the Sbena.ndoab
Valley, Day.ton, Virg-inia •

An Adventuresome. Challenge
Leschetizky was born in Lancut. Aus- of information you are seeking.

trian poland; June 22, 1830,. and first If, however, yeu are primarily inter-
studied'with his father, later WIth Czer?y. ested in writing compositions in these
In his fifteenth year he be~an teaching forms, I think your best source of help
while attending the UniverSIty as a stu- would be some standard text on musical
dent of philosophy, and at once bec~~~ form, such as "Lessons in Music Form"
independ4't of his family. After he e . 11 th b k
the University, he made some succes~ful by Percy GoetschlUS, A e 00 5 men-

t tours and thought of adoptmg tioned may be obtained through the 1;>ub-
~~~~:~t work as his career. But 'to Les-. Ushers of THE ETUDE.

"FORWARD MARCH WITH MUSIC"

A Composer of the Theater
I'Naturally a· composer so adventurous

appealed. t~ Berlioz, Who came strongly
lU'lder hIS mfluence. This may be seen
from Berlioz's letters and also from ref-
erences in his 'Instrumentation.' Meyer-
beer, for his part, was devoterl to Berlioz
~nd a~tended all his symphony concerts
1ll Pans." c;

Like Wagner and Verdi, he was at his
bes_tWhen he was behind the footlights
He Was essentially a composer of th~

"FORWARD MARCH WITH MUSIC"



@F=====1&llu1 Fine Album for
Young Piano Pupils

OUR NATIVE
AMERICAN AIRS
FOR PIANO SOlO

Compiled by RUTH BAMPTON
Arranged· by WILLIAM SCHER

A Collection
Every Pianist
Ought to Possess- .

THE DITSON
ALBUM OF
PIANO SOLOS
Every. pianist delights i,n
playing Engelmann s
"Russian Dance," "The
Pines" (Matthews) .•
"]eunesse" (Manney) and
the effective piano solo ar-
rangements of Cadman's
"At Dawning," Cowles',
"Forgotten," and Bart-
lett's "A Dream." These
and almost a dozen others
are presented iri "th:is.. _al~ ",-.
bum. All of the composi-
tions are within the cap-
ability of the average pian-
ist. Ideal for students om
grades 3 a~d 4.

Price, $1.00

. ,
As this country was developed into a great nation many
were inspired to put' their experiences, emotions, and
yearnings into song. These songs started on prairies,
mountainsides, plantations, sailing vessels, canal paths,
etc. It is such songs-some lusty, some plaintive, and
some earefree-c-that have been selected and arranged for
this collection. There are 20 numbers that children as well
as adults with only limited playing ability will enjoy being
able to render on the piano. They are chiefly in grades
1% and 2. There are illustrations and texts are given in
score.

Price, 50 cents '"iSl&3i?I========lJgsgiS

A Little Collection
To Delight Very Young
Piano Pupils-

An Album of Easy.
To-Play Piano Pieces
With An Especial Appeai

WHEN WE GO
TO CHURCHFLOWERETTES

By ASTRID RAMSEY
With Verses by MABEL E. OKERLUND

This hook of dainty first grade pieces can
be used very easily with youngsters in the
first months as piano pupils. Its bright
flower decorated cover is a promise of
good things fulfilled by the pages within
the hook, which give fifteen short pieces
each with text and an accompanying illus-
tration appealing to juvenile imaginations.
The physical make-up of the book is with
the oblong page size which is so desirable
for youngsters.

Price, 50 cents

(15 HYMNS MADE EASY TO PLAY)

By EVEl!"N TOWNSEND ELLISON

Since the general rule is that parents
who wish to give their children the truly
gpod things of life such as music study
opportunities usually are Church-going
individuals, it is natural that hymn play-
ing on the home piano is a delight to
them. In having the chance - to plea'se
their parents young students also afford
themselves real enjoyment with the
playing of hymns they have learned to
love. These arrangements run In the
grade 1~ to grade 2 range.

Price. 75 cents

EXCELLENT

PIANO TEACH.

ING PIECES

SELECTED AND

HIGHLY RECOM.

MENDED FOR

THEIR TUNE-

FUL AND

APPEALING

QUALITIES

Title Grade Key Composer Price
At the Barn Dance (2) (G) Wagness .30
At the Derby (2) (A minor) Northup .35
Beautiful Dreamer (2) (D) Wagness .30
Castillian Dance (2) (F) Novarl"O .40
Cello. The (112) (D) Wagness .30
Davey Jones and the Pirates (2) (G minor) .. Franl(lin .30

. Elfin Frolic (2) (F). . Wagness .30
Flying on the Clipper Ship (2 Y2) (C) Hasting~· .35
Hail King and the Snow Queen, The
(2) (A minor). . .Adler .35

Hobgoblin, The (1) (A minor).. . .. Wagness .35
Home on the Range . . . . . . . . . .Wagness .30
Hymn to the Sun (2) (F) Pelham .30
In a Starlit Garden (3) (E-flat) Federer .30
In Old Vienna (2) (F) Wagncss .30
In the Sultan's Palace (2 Yz) (A minor) Nason .40
Indian Rain Dance (1) (A minor) ... , Stockbridge .30
Little Brook A-Murmuring (2) (C). Piaget .35
Magic Forest (3) (E-flat) Wagness .30
March of Victory (1) (F). Wagness .30
Ping Pong (I) (F) . . . Parncll .30
Plantation Serenade (2) (C) Wagness .35
Sandman's Song, The (2) (F) Bruce .30
Sea Chanley, A (2) (A-flat) Wagness .30
Shadows in the Water (1) (C) Fleming .40
Shadows of the Night (3) (C) .. Podeska .35

Each an individual
sheet music
publication.

Oliver Ditson. Co.
Theodore Presser Co., Distribltlo1rsi 712 Che",tnut Sf:, Pilila., Pa.
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The World of Music
"Music News from Everywhere"

THE NATIONAL OR-
CHESTRAL ASSOCIA·
TION, directed by Leon
Banzln, has concluded
. its first season of broad- ~
cast reading reh.e~:sals ~j
of new scores. Designed ~""""
to give young composers' ,
the opportunity to hear
their works, the project"
has been most success- _LEON BARZIN
rut. A total of twenty-six different com-
posera had their compositions presented;
these ranging from such large works as
Quincy Porter's Music fOT Strings, to
smaller pieces like Victor Young's Jeep.

FEBRUARY 18, 1945 will remain a his-
toric day in television, as it was on that
date that the first multiple-relay telecast
was made from the city of Washington,
D. C., to the city of Philadelphia. The
Han. Paul A. Porter, Chairman of the
~ederal Communications Commission,
was introduced by Mr. James Carmine,
Vice-President of the Philco Corporation.
He was followed by Dr. Karl T. Compton,
President of Massachusetts Institute of
Technology, who was in turn followed by
Mr. John Ballantyne, President of the
Philco Corporation, in addresses com-
memorating this event. Following this
was a telecast of a young lady in Wash-
ington conversing over the 'phone with
Mr. Larry GUbb, Chairman of the Board
of Philco, at his home in the suburbs of
Philadelphia. The television broadcasts
were relayed at four intermediate points
on hilltops along the route from Arling-
ton, Va., Odenton, Md., Havre de Grace
Md., and Honeybrook, Pa. This is th~
first step in a nation-wide march of tele-
vision from coast to coast, which will
bring the American home new thrills
1ll1dreamt in the past. '

mE THIRD ANNUALYoung Composers
Contest of the National Federation of
Music ClUbs has produced as winners of
awards three girl music stUdents and
three service men. The award of one
hundred dollars in Class One went to
Virginia Seay Ploeser, of New York City,
a pupil of Ernst Krenek, for her com-
position titled San Clemente Low Tide
First prize of fifty dollars in' Class Two'
was Won by Sergeant William Thornton'
Jr., USAAAC. First prize of fifty dollar~
in Class Three went to Gerald R. Kech-
ley, Musician Third Class. Second prizes
of fifty and twenty-five dollars respec-
tively, in Class One and Three were Won
by Frieda Ozark, of New York City, and
by Theron W. Kirk, Specialist Third
?lass, of the United States Naval Train-
Ing College at Great Lakes. A third prize
of ~wentY-five dollars went to Ursula
LeWIs. of New York City. The winning
work .~n Cla~ One Was give its world
premIere dunng Music Week, in a broad_
cast co~cert of the National Federation
of MUSICClub&.

"FORWARD MARCH WITH MUSIC"

THE FIFTY ·SECONDANNUAL MayF
tival of the University of Michiganli~
held May 3-6 in Ann Arbor, MiChigan.
The Philadelphia Orchestra, conduct\ll
by Eugene Ormandy and Saul CastD~
had a prominent part in all the cnn.
certs. Hardin Van Duersen directedthe
Choral Society and Marguerite HoodVffil
director of the Youth Chorus. Solois~
included Bidu Sayao, Eleanor Steber
Blanche Thebom, Rosalind Nadell,Fred:
erick Jagel, Ezio Pinza, NicolaMOiiCOl1l
Rudolf serkin, Oscar Levant, ZinoFran:
cescatti, and Paul Leyssac, narrator.

NORl\IAN DELW JOIO'S new chOral
work, "Western Star," based on Stephen
Vincent Benet's epic poem, receivedit
first performance on April 28, whenR
was on the program presented byIll!
Fred Waring Musical organization.R
was sung by the Collegiate Chorale~
two hundred voices, With full orchestra,
under the direction of Robert Shaw.

THE FIRST CONCERT PERFQRMMi£E
in America of a new Trio in Eminor~
Dmitri Shostakovich was the featureII
the concert on April 27 of Vhian Rivkin,
young American pianist. In the perform·
ance of the Trio, Miss Rivkin wass!·
sisted by Joseph Fuchs, violinist,snG
Nikolai Graudan, violoncellist.

WINNERS in the 1945 auditionsoftht
Metropolitan Opera Company, knownas
the "Metropolitan Opera Presents,"Well

announced on April 2 at the finalcoo·
cert in this series, sponsored by tht
Sherwin-Williams Company. Awardslf
one thousand dollars, a silver plaque,300
a contract with the Metropolitan opera
Association were won by RobertMerrill
baritone, of Brooklyn, and ThomasTiD'
bett Hayward, tenor, of Kansas City.W
other finalists in the auditions, Josepb
Victor Laderoute, tenor, of sault S~~
Marie, On tario, and Miss PierretteA1an~
of Montreal, received five_hundred-doJ]ar
scholarships.

THE TWENTIETH AN·
NIVERSARY celebration ... ~:;;;::1
of the American Com-
posers Concerts and
the fifteenth Eastman
School Festival of Amer-
ican Music, held April
24-28 in Rochester, New
York, was featured by
the first performance of PAUL WHirl

six new works by Amer- ower'
ican composers. These were LeoS. nO'
by'S Sonata in A for violin and pIal:
Otto Luening's String Quartet,.NO'f~
Herbert Inch's "Three conversatlOllSuU'i
String Quartet"; William Grant S. 'if.

dj. JJ for\01Suite from the ballet, "Sah J, . 9~
and orchestra; Paul White's "~dyl'''hftl!
Bernard Rogers' "Three Drawmgs
Hans Christian Anderson."

THE ETUDI

R HAMILTON C.
~~C~OUGALL, noted
~erlcanorganist and

ser one of thelOIDpo"",
d~..., of the Amer-

loUD ""~ . ts
ilafl Guildof orgams ,
jol twenty-seven.years
rofeSSOr of mUSiC at
~enesleyCollege, and DR. HAMILTON
!IDC€ 1927, professorem- . c. MACDOUGALL
'Ius diedonMarch 16,
~W~l1esley,Massachusetts. Dr. Mac-
II was born in Warwick, Rhode

~:~ october15, 1858. He studied with
the le~dingteachers of his day and then
went to London,where he. ~ecame a
il I E H Turpin. In addition to hispuP 0 . .

_ Competition:! ===

IHE TWENTY-FiRST ANNUAL
Anrdofthe Eurydice Chorus of Phila-
delphia,of one hundred dollars, .for a
comp05itionfor women's V~ICCS,IS a~-
nouncedby The Philadelphia Art AIl~-
ance. Theclosingdate is October t, ~9~:),
andall detailsmay be secure.dby wntmg
to Miss KatherineWolff, chairman ~f the
committee,ThePhiladelphia Ar~Alhan~e,
m SouthEighteenthStreet, Philadelphia.

A FIRSTPRIZE of $25,000 is the
award in a compositioncontest sponsored
byHenryH. Reicbbold, industrialist and
presidentof the Detroit Symphony Or-
chestra.Composersof the twenty-one
Pan Americanrepublics are invited to
submitmanuscripts.A second and third
prizeof$5,000 and $2,500 respcc~iv~lYI
are inc1u~edin the awards. The wmnmg
compositionswillbe played by the Detroit
Symphonyin the Pan American Arts
Building inWashington,The closing date
01thecontestis September 1,1945, and
fun detailsmaybe secured by wriLing to
the ReicbboldMusic Award Committee,
Room4315, 30 Rockefeller Plaza, New
York 20, New York.

THE },lNTH ANNUAL Prize Song
Competition,sponsored by the Chicago
SingingTeachersGuild for the W. W.
KimballCompanyPrize of One Hundred
Dollatl,isannouncedfor 1945·t946. The
oontestis open to any citizen and resident
oftbeUnitedStates, Canada, or of any
CentralAmericanRepublic. Manuscripts
mustbemailednot earlier than October
I, norlaterthan October 15, 1945; and
.11 informationmay be secured from E.
CUffordToren,North Park College, 3225
F03terAvenue,Chicago 25, Illinois.

IHE EDGAR M. LEVENTRITT
~OUNDATION,INC., has announced the
SlXtbannualcompetition for young musi-
~ns.Thisyear's contest is open to pian-
Ists andviolinists between the ages of
5el"enteenand twenty-five who are resi-
~entsoftbeUnited States, and the Award
~ .anappearancewith the New York
~ilh~rmonic-SymphonyOrchestra. Ap-
phcatlOUS must be submitted by June 15,
andlullinformationmay be secured by
~~dressingthe Foundation at 30 Broad
reet,NewYork City.

'It~~~'YARDOF $1,000 to encourage
eWiltmgof American operas in gen-

1tal, andof short operas in particular," is
a~nouncedby the Alice M. Ditson Fund
o UColumbiaUniver,sity and the Metro-
~oIanOperaAssociation.The opera must
ae:btOverseventy-fiveminutes in length
ci~. y a native or naturalized American
19~~en.Tbe closing date is September 1,
E' Tndfulldetails may be secured from
c~~~. Clarke,Metropolitan Opera Asso-

lOll, Inc.,New York~ 18, New York.

IUNE, 1945

work at Wellesley, he was active as or-
ganist of various prominent churches
and as a teacher of organ. D1". Mac-
Dougall was on the staff of The Dia-
pason, in which his column headed "The
Free Lance," was a monthly feature for
many years. He wrote several books on
hymnody and also composed anthems
organ pieces, and piano solos. His organ
pedal studies are well known among
organists.

THE THIRTY.EIGHTH BETHLEHEM
(PA.) BACH FESTIVAL was held on May
18 and 19 in the Packer Memorial Chapel
of Lehigh University with Dr. !for Jones
conducting. The opening session included
the Cantata No. 78, "Jesus, Thou My
Wearied Spirit," and Part One of Bach's
famed "Passion According to St. John."
Part Two of the "Passion According to
St. John" was presented on the evening
of the eighteenth, and at the closing
session, on Saturday, May 19, the com-
plete '''Mass in B minor" was presented.

THE ALL.PHILADELPHIA MUSIC FES·
TIVAL, sponsored by The Evening Bul-
letin, was held on May 7, 8, and 9, in the
Academy of Music, with programs in the
afternoon and evening of each day. Some
of the best known choral groups of the
city participated, as well as special groups
and ensembles from the schools and col-
leges. A spectacular production, 'called
"Philadelphia Salutes the Unifed Na-
tions," enlisted the services of many
Philadelphians in music and dances from
their ancestral homelands. Another pro-
duction, "Philadelphia Schools on Pa-
rade" engaged hundreds of pupils from
the 'city'S public, catholic. and private'
schools.

CARL SCHLEGEL, former M~tropolitan
Opera Company baritone, died on April 5,
in Brooklyn, New York. Born in N~em.
berg, Germany, Mr. Schlegel studIed at
the Royal Conservatory, Munich, where
his teachers included Richard strauss,
the composer. He came to the United
states in 1898 and from 1913 to 1927 he
was a member of the Metropolitan Opera
Company.

THE FIRST PRIZE of five hundred dol·
lars offered by the 'Independent Music
-pubiishers for an orchestral work by an
American composer, has been awarded
to Elliott Carter for his Holiday Ove:t~re.
Honorable mention was given to WIllIam
Bergsma for his "Music on a Quiet
Theme."

O·BERLIN
COLLEGE
CONSERVATORY OF MUSIC

A professional rn naio school in an attractive

college town. (Member of the National

Association of Schools of Music.)

Thorough instruction for carefully selected

st"udents in aU branches of music under artist teachers.

Special training in band and choir direction.

Wr~te for catalogue describing Oberlin's conservatory

courses and its auperlor equipm.ent (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 565, Oberlin, Ohio.

•

Offers accredited courses in Piano,
Voice, Violin, Organ, Public School
Music, Theory, and Orchestral In-

struments.

Depaul
UNIVERSITY

..L....., CIHCAGO

THE SCHOOL OF 79th Year
A complete school of music, dramatic
arl and dancing. Courses lead 1-0 degrees.
Special students may enter at any time.

REGISTRATION-September1 and 8
Write ftX' catalQg

2650 Highland Ave. Cincinnali 19, Ohio

THE ROBIN HOOD
DELL (Philadelphia)
concert series will open
on June 18 and continue
for a period of seven
weeks. A number of very
special events have been
planned, one of which
will be a performance

IlIMITRI"of the Verdi "Requiem,"
MITRo.POULOS sung by the Philadel-

phia Bach Festival chorus with pr~mi-
nent soloists. The famous two-PIa~O
team of Vitya Vronsky and Victor B~bm
have been added to the list of. SOloISts.
A total of twenty-eight concerts IS l;iched-
uIed. Dimitri Mitropoulos, conductor ~f
the Minneapolis symphony Orchestra, .IS
the musical director of ..the Dell_ summer
concert series and will conduct twenty-
three of the programs.

"~FO~R~W::A!:RD~':'M:;;A~R~C;,iH;:':W:;';':IT.;H~M~UiiiS~IilC'.' ••••••• 3.5.5 .. '.'*_

Confers degrees of B.M., A,B.,
and M.M.

Distinguished Faculty

Address Registrar for Bulletin

DePAUL UNIVERSITY

OSMOPOLITAN
SCHOOL OF MUSIC

SHIRLEY GAN[}ELL. M.A•• o;tfofd
University. England, President.

41st year. Accredited. Offers coursea
in all branches or Music. CertIflcatea.
diplomss and delnees. Desirable board-
Ing 8ocowwooatlons. Loosted in down·
tnwn musical center.
Box E, 306 S. Wabash Ave •• Chleago.

SCHOOL OF MUSIC Saint Mary - of- the -WoodSRoom 401. 64. East Lake Street
Chicago, lIlinois COLLEGE. , COIl!Iervatory of Mule for girls, Applied Music,.... Th60I'Y, Public School MWllc. leading to B.A. and

B.S. With a major in Music EducatIOn. Piano. voice.
organ. harp. violin, other instruments; composition.
hannony. BeautifUl. well-equipped buildings. Ilpa-

~~~~~~~~~~~~~~~~~~~~dous campus. All sports. Early registration advised.
Catalogue. BD~15. SoialMalJ·af·lh.,WDDd., Indian•.

CHICAGO MUSICAL COLLEGE
Founded 1867 by Dr. F. Ziegfeld RUDOLPH GANZ, President

CONFERS DEGREES OF B.MUS., B.MUS.EO., M.MUS., M.MUS.ED.
Member of North Central Association ond Notional Association of Schools of Music

ALL BRANCHES OF M~SIC. SPECIAL INSTRUCTION fOR CHILDREN AND NON·PROfESSIONALS
Address Registrar. 60 E. Van Buren St., Chicago 5, Illinois
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Results of Junior Etude Iluastiuunaire
(in January)

THE JUNIOR ETUDE was very
much pleased to receive so many
replies to' the Questionnaire

which appeared in the January issue,
and everybody who answered seems
to be on the way to becoming a good
musician. Congratulations.
Practically everybody takes music

lessons (there were only two who re-
plied that they did not), while many
take lessons on both the piano and
another instrument, with others tak-
ing .another instrument only. The
other instruments mentioned cover a a.
wide field-violoncello, viola, double
bass in strings; trumpet, French horn,
trombone, Sousaphone and saxo-
phone in brass; flute and clarinet in b.
woodwind; also drums and voice.
The majority replied they practice C.

.ne hour a day and read the Junior
tude regularly. As for first choice
Junior Etude reading matter, many

preferred stories, others playlets; d.
others gave first choice to outlines,
quizzes, games, contests, Letter Box, e.
poetry. or miscellaneous. Everyone of
these topics was some one's first
choice.
And here is a surprise. The major-

ity replied they had never entered a
Junior Etude contest! But many said f.
they would do so henceforth. Also
very few had ever written to the Let-
ter Box. The majority do not belone
to any Junior music club, and that
was another surprise. Many said they
intended to join one or start one
themselves where there was none.
The majority sing in a chorus, while

band and orchestra players were
about equally eivided. The majority
live in towns, cities coming next and
then country dwellers.
It was inspiring to receive so many

replies to the Questionnaire and they
were sent from all parts of the United
States, many from Canada and one
came from Hawaii. Of course before
the war the replies would have also
come from all over the world, Aus~
tralia, New Zealand, South Africa and
lots of other far away places.
If any readers forgot to answer the

Questionnaire in the January issue,
it is not too late to do so, and the
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JuniorEtude would be glad to receive
your answers. This is 'one occasion
where there is no time limit. And do
not forget, we will be looking for your
contributions to the contests and Let-
ter Box, and we will be glad to hear
from you all, both old friends and
new ones, at any time.

Recital Sign- Lanquaq e

tfl Ruth G. :J.rench

PREPARATIONS for the pupil's
recital were nearly completed
and Dorothy and Tom were hav-

ing their last lesson in Miss Wright's
studio before the rehearsal. "That
was very well played, Dorothy," said
Miss Wright; "now let me see you
bow."
"Oh, Miss Wright, I always get

tangled up when I try to bow. It
seems so elaborate."
"That's what I think, too," added

Tom..
"But it's really very simple," said

Miss Wright. "Just take a few steps
backwards and as you take a step,
bow, bending over gracefully from
your head, over the forward foot.
There, that's right," she said, as Dor-
othy tried it.
"Now, take another step and bow

over the other foot. Be careful not
to make your steps too long, and be
sure to look at the opposite wall, so

Junior Club Outline, No. 40
Brahms

Johannes Brahms is considered by
many critics to be one of the great-
est composers. When and where
was he born?
How many symphonies did he
write?
How many of them have you heard
at concerts or through recordings?

Terms
What is meant by "enharmonic
change?"
What is the term used to signify
that six people are performing
together?

Keyboard Harmony
Review modulation from tonic to
dominant key in Outline No. 39.
When used to lower the seventh
tone of the scale, the modulation
is directed to the subdominant

key. Play the pattern herewith in
two major and two minor keys.

- _.- - -_ . ...,
0..l(ey "f GJ. rilQ.:; .;re:- .- - --

r...- T I \
1~1 \ ~,I 1/ I I.

Program
Many of you no doubt play Brahms'
Waltz in A-fiat, and some arrange-
ment of his Lullaby (originally writ-
ten as a song) . You may also include
some duets, such as simple arrange-
ments of the Hungarian Dances or
the Waltzes, Gp. 39. Most of his c~m-
positions ~re of great difficulty. Try
to hear hIS symphonies at concerts
through recordings or radio. '

"FORWARD MARCH WITH MUSTc:"

you will keep yo~r head somewhal
up. The audience IS more interesting
to look at than the floor, youknow"
"There," said Dorothy. "I think'l

understand now. Just take a fewstens
backwards and bow over eachfoot"
"Exactly," said Miss Wright,"b~t

do not make too many bows!One
before and one after you playisreally
enough. Now, Tom, let's see yo
.do it." , U

Tom tried it, reluctantly, remark.
ing, "I don't see why we have to bow"
"You do not have to, Tom,unle~l

you want to be polite. and I'm sure
I will not stand up on the platform
and try to make you!" she remarked
laughing. Tom laughed too. '
"Well," she continued, "whydo Vie

bow? What do you think, Dot?"
"I'm not sure Why," she answered,

"Just to look fancy," chirpedTom.
"Tom," said Miss Wright, "SUppose
you go to the house of a friend,John
Pendar, for instance, and youask hin
to play for you. He plays veryweil,
and after he finishes, you tell him so.
What would he say or do?"
"He wouldn't bow, I know that!"

answered Tom.
"No," laughed Miss Wright,"he

wouldn't. But suppose he saidnoth-
irig at all, merely turned his back
and walked out of the room.What
would you think of his manners?"
"I'd think I had said something

wrong," answered Tom, "and thathe
was mad, or at least very rude."
"And you would not ask himagain

to play for you, would you?"
"Not much!" replied Tom,
"He should say 'thank you'atleast,"

added Dorothy.
"Of course," said MissWright."You

would expect him to make some
acknowledgment of your praise,
wouldn't you?"
"Sure," said Tom, "but whathas

that to do with bowing at a recital?"
"Just this," began Miss Wright.

"When you go to a friend's househe
greets you with some versionof 'how
do you do,' or 'hello,' or 'I'm gladW
see you.' And when people comeW
hear you play you should greetthem
with some similar expression from
the stage. Of course you can't really
say such things to them at a timP

like that, so you make somesign~
bow-which says the same thnl[
much better and more easilyand
gracefully."
HI never thought of it that waY

before," said Dorothy.
"Neither did I," said Tom. ..,l

"Then when you have finlsne
playing," Miss Wright continued,
"your audience cannot call outand
tell you they enjoyed it, sO theytoo,

thel'use sign language and clap '.~
hands; then you reply politelY\Vl

(Continued on Next pagel

...... 1':' rTl1D£

Recital Sign Language
(continued from preceding Page)

. whichmeans 'thank you, I'm
a bOW, d ·t'"I d yOUenjOye 1.
~ a , face cleared. "When you
loms b . . tthink ofit that way, owmg IS no

hall bad." u' . .
"N "saidDorothy, It really IS Just
0, lteness."oonunonsense poll ness.. .

"Ofcourse,"concludedMiSS Wnght;
" d at this recital we want good
:nnersaswellas good playing,"

Ruth S. Neal (Age 10)

MargaretF. Neal
(Age III

Columbia.Mo.

(See leiter below)

LeUer Box
DOOI JUlllOft ErUDE:
I am writing to tell you about our rhythm

echestra which our teacher has organized.
We have nine members. three boys and six
~rh, age eight to eleven. We have four
mangles,two tambourines, a pair of cymbals
andtwodrums. We have elected our officers
andwill elect new officers next term. 1 hope
youare interested in our band because we
ale interested in the JUNIOR ETUDE,

From your friend,
ELEANORNICHOLSON"

(Yes,Eleanor,the JumOR ETUDEis interested
to hearabout your rhythm band. but we are
SGrryyouforgot to give your address. Usually
\1;1 donot use letters without addresses. but
astherhythm band is a popular activity in
theearlygrades of music we are printinJil your
leller,as11 may be of interest to other rhythm
bandmembers.)

DUll JUlilOll EnmE'

Wouldyou like to hear what my sister and
I doin music?My mother taught plano and
harpandso we started on those instrumentse we~er~ four years old. We have en-
red the district and State competitions. For
"'h.eralyears we have kept note books in
W I:bWewrite words to some well known
~n.~, like Cinderella. Then we compose
~Ie for the story and on the left side we
p,l~t pjet~resto illustrate the story.
vi lornehme ago we also took up violin and
~oncelloand now we play them in our
~j~l orchestra. My sister Ruth also took up
~ a.ndbass viol. (She is ten years old.)
u s 15how Our day goes in music: getting
~ earlywe each practice a half hour; then
~r SChoo~we practice forty-five minutes
anda~terdmner we play trio of harp. violin
Wvl~loncellofor hm.
Eldehke to read the letters in the Junior
!ll~,eaboutmusic and hope everybody enjoys
Ieas much as we do.

From your friend.
MARCARETF. NEAL (Age 11).

Missouri

Junior Elude Red Cross AfgTlans
Knitteafgh d or woolen goods squares for the
Con~ll.!;have recently been received from
born';c~S~unders; Rachel Howard: Fay Kil-
Lens~ot~SCllla Field; Ann Fitlen; Margaret
Maine~ ~all members of the Bridgeton.
oneh' unJor Music Club who sent a box of
~!aYh:~redand fifty knitted squares); Doris
JIJan y , Nannette Hill; Bettina Voorhees:
ned.y'~ung; Bobbie Joan. Bacon; Joyce Ken-
Wis~ :m Hoar; Calire Heidenrlch; Estelle
IUcha~~ Gwen Murtrie: Charlotte Newson;

ostello; Jennifer Costello.

JUNE, 1945

Junior Etude Euntast
THE JUNIORETUDE will award three at-

tractive prizes each month for the neatest
and best stories or essays and for answers
~ puzzles. Contest is open to all boys and
gfrIs under eighteen years of age.
Class A, fifteen to eighteen years of age'

Class B, twelve to fifteen; Class C, uncte;
twelve years.
Names of prize winners will appear on

this page in a future issue of THE ETUDE.
The thirty next best contributors will re-
ceive honorable mention.
Put your name, age and class in which

you enter on upper left corner of your
paper, and put your address on upper
right corner of yow-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 June. Results of contest
will appear in September. Subject for
.essay this month, "The Orchestra."

Me and My Music
(Prize Winner in Class C)

Me and my music get along very well when
I really practice. The first thing we do is al-
ways to practice scales, next we write music.
then we practice the recital piece. My music
and I are always winning prizes. We won a
card for good progress in two m.onths; we won
superior grade at a music festival; we won a
book on the musician, Bach. and many other
prizes. At present I am president of our music
club. when I study my Etudes I learn more
about music. My music and I are great friend!;.
and more than that, we never disagree with
each other.

Music and I are always good friends,
And that's the way my story ends.

Charles R. Boardman (Age 9),
Texas

G!Twr Prize Winners in "Me·
and My Music" Contest:

Class A, Denise Rauch (Age 17), Ore-
gon

Class B, Calvin Seerveld (Age 14),
New York

Honorable Mention for "Me and
My Music" Essays:

Merle E. Ba er: Harriet Pearlrr:an; Zona
Gogel. Leona Krebeck: Ruth Reid; Laura
Peck. 'Frances Clarke; Margaret F. Neal; Joan
Atw~l1; Mary Cochran; Gail M.el~tt; Joan
Fancy; Frances Stanley; Betty Maler, Ruth S.
Neal; Mary Ellen Peterson.

E. T. ANDERSON. Dean
Dayton Virginia

SHENANDOAH CONSERVATORY
OF MUSIC

For a permanent post-war position with a
steady income and good working con-

ditions, a six months course in
Member National Association Schools of
Music. Thorough instruction in all
branches of music - Degrees: B. M. and
B. M. Ed•• Certificate in Church Music

Summer Se:ssion:
June 18-August 31.

PIANO
TECHNOl.OGY

combining tuning, repairing and servicing
pianos, is now being offered by

For full information address,

CINCINNATI CONSERVATORY OF MUSIC
2650 Highland Ave. Cincinnati 19, Ohio

Bachelor of Music Degree. Master of Music Degree. Artist Diploma

BERYL RUBINSTEIN, Mus. D.; Director 3411 Euclid Ave., Cleveland, O.
Chartel' Member of the National Association of 50':10018 of Music

AMERICAN CONSERVATORY!
OF MUSIC-CJ-IICAGO
Offers courses in all branches of music and dramatic art

Faculty of 135 artist teachers
Member of National Association of Schools of Music

Send for a free catalog-Address: John R. Hattstaedt. President. 578 Kimball Building, Chicago

Jeanne and Richard Harrison
Medford. Oregon

DEA"RJUNIOR ETUDE:. ears and like it
I have studied mUSIC tiO 1he band if theY

very much. I would try ~~ed another pianist
had room but they do not the radio twice and
just now. I have s.ung on .
-hope to do so agaIn soon. f· d

From your rlen ,
Esther Smith (Age 13),
. D. C.
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JUILLIARD SCHOOL OF MUSIC

ERNEST HUTCHESON, PreJident

JUILLIARD SUMMER SCHOOL
GEORGE A. WEDGE, Director

Juiy 2 to August 10, 1945

Instruction in aU·branches of music and music education

Professional Courses
Music in Industry. Opera School. Church Music.. Radio Technique.

.Operetta Production. Stock Arranging.

Catalogue on requeJt

120 Claremont Avenue Room 122S New York 27, N. Y.
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THE COVER FOR THIS MONTH-The col-
orful musical montage decorating the
front cover of this June 1945 issue of
THE ETUDE MUSIC MAGAZINE is a creation
of Wilmer S. Richter, one of Philadel-
phia's leading commercial artists who is
known to ETUDE readers by some of his
previous art creations which have ap-
peared as ETUDEcovers, his most recent
previous one being on the November 1944
issue.

The musical montage on this cover
does symbolize graphically the predomi-
nant part which music plays in the lives
of mankind, from the first rhythmic and
melodic urges which bring into being
folk dances and folksongs on through
lighter sources of entertainment as pro-
vided through such media as the stage,
the sound films, etc., on up to the gran-
deux of the enduring forms of masterly
creations richly interpreted by great con-
cert artists, stellar operatic performers,
and finished symphonic organizations.
Then to make the cycle complete and
carry our thoughts to the richest and
purest and most soul-satisfying of all
music, the artist has indicated the rhyth-
mic, melodic, and harmonic beauties
which abound in nature.

HOPE SPRINGS ETERNAL---The 1944-45
music season brought forth the greatest
wave of music buying ever experienced
in American history. It will be impos-
sible ever to compute accurately how
great a dollars and cents total was repre-
sented because of the requested thou-
sands and thousands of dollars worth of
music publications which dealers and
pUblishers were unable to supply. War-
time paper use limitations and the in-
ability of help-handicapped printers and
binders to meet normal production quotas
resulted in many disappointments to
seekers of publications on which stocks
have become entirely depleted.

PUblishers no longer can anticipate
uying demands months ahead of time,
articularly since War Production Board

paper regulations aim to limit the in-
ventory of any paper user to a less than
50 days supply.

The "hope that springs eternal" in this
connection is the hope that teachers and
all other active music workers who will
need music publications to initiate' their
1945-46 season next September and Oc-
tober will now give thought to, and take
action on, obtaining needed music. Even
under the terriffic handicaps of war help
shortages, THEODOREPRESSERCo. has an
unequalled staff of ,experienced music
clerks and an unsurpassed stock of every-
thing in music publications, but great as
is this organization and Its equipment it
would be humanly impossible to give
satisfacto1"y service to even a small per-
centage of those needing music pUblica~
tions were every indiVidual to wait until
the last minute before ordering supplies
for the start of next season.

Each year we hope this warning will
eliminate the trying conditions I)rought
about through a deluge of music orders
coming all at once at the opening Of the
season. Under war-time conditions we do
feel that there is reason to haDe that this
year more individuals than ever will start
now to obtain the music pUblications
that they know they must have on hand
to take up next season's teaching or
other musical activities Without delays or
disappointments. Write THEODOREPRESSE'R
Co., 1712 Chestnut street, Philadelphia 1,
Pa., for details of the "Early Order Plan"
which requires no immediate cash outlay.
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ADVANCE OF PUBLICATION

OFFERS

All of the hooks in this list are in
preparation fo:,: publication. The
low Advance Offer Cash Prices ap-
Ply only to orders placed NOW.
Delivery (postpaid) will be made
when the book~ are published·.
Paragraphs 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 Me~odies. in the First

Position for Cello and Piono .... Krane .60
Lawrence Keating's Second Junior Choir

Book ,................ .25
Mother Nature Wins-Operetta in Two

Acts for Children .... Shokunbi-WaIJace .30
My Piano Book: Part Three. . ... Richter .35
Organ Transcriptions of Favorite Hymns

Kohlmann .50
Peer Gynt-A Story with Music for Piano

Grieg-Richter .30
Singing Children of the Church-Sacred

Choruses for Junior Choir Peery .25
Six Melodious Octave Sfudies-For Pianu

lindquist .25
Themes from the Orchestral Repertoire-

For Piano Levine .40
Twelve Famous Songs-Arr. for Piano.... .60
Twenty Piano Duet Transcription"s of

Favorite Hymns •............ Kohlmann .60
The World's Great Waltzes, King .40

CHORAL .PRELUDES FOR THE ORGAN by
Johann Sehastian Bach, Compiled, .,flevised
and Edite.d by Edwin Arthur Kraft-Every
organist wishes to own the works of the
immortal Bach. Not only for recitals, but
for the regular church services does he
need. these master pieces of organ music.
This outstanding volume, selected and ed-
ited by a leading contemporary exponent
of Bach, has been carefully arranged for
present-day instruments, and will prove
an -ideal collection around which to build
a library of the Bach organ works.

Those wishing a .TIi·st-off-the-press copy
of these CHORALPRE.LUDESFORTHE ORGAN
ma~ pla':'e an order now While single
copIes only are available at the special
Advance of Publication cash price, 50
cents, postpaid.

THEMES FROl\l THE ORCHESTRAL REP.
ERTOIRE, For Piano, Compiled by Henry
Levine-Three years ago the Theodore
Presser Company published a book by a
musician then new to our ranks, Mr.
H':!nry Levine of New York City. The
book, THEMESFROMTHEGREATPIANOCON-
CERTOS,has proved to be an important
cont~ibu~ion to the. literature of piano
~us1c. FIrst announced in these columns,
It attracted a wide following and has
been grea~ly enjoyed by pianists every-
Where. ThIS was followed in rapid suc-
cession by THEMESFROMTHEGREATSYM-
PHONIES AND THEMES'FROM THE GREAT
OPERAS.

It is therefore with particular pleasure
that we are able to announce a fourth
book in this important series. From all
the literature of orchestral music-suites,
overtures, tone poems, ballets-Mr. Le--
vine has selected choice works from rep-
resentative composers. Seven of these
have been arranged by M.r. Levine espe-
cially for the book: Air, from suite No.3
in D by Bach; Themes from the Sorcer-
er's Apprentice by Dukas; Debussy's
Prelude to the_ Afternoon of a faun;
Theme's jrom Roumanian Rhapsody No.1
by Enesco; Nocturne, from «Midsummer
Night's Dream" by Mendelssohn; Theme
from Les Preludes by Liszt; and Saint-
Saens' Danse Macabre. Some of the other
selections included arB Grieg's In the
Hall oj the Mountain King; Two Themes
from "Scheherazade" by Rimsky-Kor-
sakow; Song of the Moldau- by Smetana;
and Tschaikowsky's popular waltz, from
"Serenade jar Strings:'

The music of the book is slightly more
advanced· in grade than that of the au-
thor's earlier books, some of the tran-
scriptions running to fifth and sixth
grade. All of the arrangements are care-
fully fingered, phrased, and edited with
the author's usual thoroughness. A first-
from-the-press copy of this important
new book may be assured by~placing yoUr
order now at the low Advance of Publi-
cation priJ:e, 40 cents, postpaid. Sale of
this book is confined to the U. S. and its
possessions.

CLASSIC AND FOLK MELODIES in tile
Firs! Position JOT Cello and Piano-Selected,
Arranged, and Edited by Charles Krane-------
One of the difficult problems in teaching
string instruments is to find material for
beginners which will inspire the pupil,
develop fingering, bowing, and ensemble
experience as well. Mr. Krane has solved
this problem in CLASSICANDFOLK MEL-
ODIES.The contents include melodies by
BaCh, Brahms, Mozart, and folk tWles
from Bohemian, Dutch, French and Rus-
sian sources. Not only will these melodies
build a foundation of the working knowl-
edge of the cello, but will serve as first
recital and recreational numbers. Each
selection has been carefully edited with
detail to tempo, markings and dynamic
indications.

While this book is in preparation a
single copy may be ordered at the Ad-
vance of PUblication cash price of 60
cents, postpaid.

TWEN'l,"Y PIANO DUET TRANSCRIPTIONS
OF FAVORITE HYMNS by Clarence Kohl.
mann-This collection is an outgrowth
of Mr. Kohlmann's successful CONCERT
TRANSCRIPTIONSOF FAVORITEHYMNS and
MORECONCERTTRANSCRIPTIONSOF FAVOR-
ITE HYMNS. The arrangements are suit-
able for players of medium grade of
advancement, they will be useful in rec-
reational playing, instrumental music in
churc~, and as acq,ompaniments for con-
gr~~atlOnal singing, since many of the
one-Inal keys have been retained.

ADVERTISEMENT

The contents of the new bookin
way v-duplicate Mr. Kohlmann'S ear~O
volumes; It Includes: Rock oj A ~
When Morning Gilds the Skies' a pO.,

, 0,
f ect Love; Nearer, My God, To T~e'
Work, for the. Night is Coming; In t~
Cross of Christ I Glory, and fo~
other arrangements. e.n

A single copy may be reservednowat
the special Advance of Publicationcash
price of 60 cents, postpaid.

THE CHILD BEETHOVEN-Childhood D~)'l

0/ FamQUS Compo.era-by loUie Ellswortb
Coit and Ruth Bamplon-The forthco!l1in
publication of THE CHILDBEETHOVEN~
the fifth in the series of the ChildhOlJ!
Days of Famous Composers, TeEli:he~
and pupils alike will welcome thissimilar
volume to THE CHILD BACH,TID; Cl!IL!J
HAYDN,THE CHILDMO'ZARTand THE Cl!lLD
HANDEL.

This fascinating book will presentthe
highlights in the life of Beethoven.ll
also will include pictures, excerpll;of

- well-known Beethoven composition.s,a
list of available recordings, and sug.
gestions on the construction of a min.
iature stage. The following compositiu!ll
appear in easy piano solo arrangements'
Minuet in G; A Country Dance;TM!Ile
from the Andante con Moto of the"Fifth
Symphony"; The Metronome Theme
from the "Eighth Symphony"; andll1e
Chorale from the "Ninth Symphony:
The Allegretto from the "SeventhSyrn·
phony" has been arranged as a duet,

This book may be ordered nowat tb~
special Advance of Publication cashprill
of 20 cents, postpaid.

ORGAN TRANSCRIPTIONS OF FAVORITE
HYMNS, by Clarence Kohlmann-This roJ,
lection will serve ideally for manyocca·
sions and purposes. Twenty well·lol'eIl
hymns are to be found between it.<; cov·
ers, and, in the majority of cases,the
original keys have been retained soth81
these transcriptions can be usedto ac·
company congregational singing when
desired. Registrations for the standard
organ and the Hammond Organ arein·
eluded, features which will makethe
book doubly useful. The favoritesamoll.l
the contents will include: All Hail the
Power of Jesus' Name; I NeedThet
Every Hour; I Love to Ten the Siof'/;
Just as 1 Am; Onward, Christian.sol·
diers; and Sun of My Soul.

Clarence Kohlmann was widelyknown
for his fine musical contributions to the
services at Ocean Grove's famed Audi·
tori um, and this book comes in respoDSf
to a persistent demand for his organar·
rangements of popular hymns, A single
copy of ORGANTRANSCRIPTIONSOFFAI'OIl'

ITE HYMNSmay be reserved noW,prior:
pUblication, at the special Advance'0
Publication cash price, 50 cents,postpal'

LAWRENCE KEATING'S SECOND JU~JOB
CHOIR BOOK-The nation-wide sucCfS!
of LAWRENCEKEATING'SJUNIORCI!O~
BOOKhas brought a demand for a seco~
book of the same pattern, Both ~i1l ~~1
careful preparation have gone 111to
formatia.l of this new book, whichcon~
tains over thirty well-chosen devotionI

'U ns 3Dtexts set to original composJ o. pi_
arrangements of familiar melodles,tal-rectors will find that the two.par b1
rangements for young voices ma)'bl~
used effectively by girls alone, b,Ytr~_
voice choirs inclUding boYSwlth\,;,

, ClIO.'changed voices, or by a womens rile
The Advance of Publication cashPn~
for a single copy of the book is 25ce
postpaid.

DlOL"SOCTAVE STUDIES, For
ill~ELObY Onille A. Lindquiiil:--These
lit PJjl~oJ b"~hed in the famous. will be pu~' ,
:[n~esasterY serieS of educational ma-
~@lt' M will be one of the outstanding
iiliaL andof the collection. Each study
~s has been created from a fa-
~f~Ud~ypeofoctave work as found in
~ 1pianoliterature. The study
[!II g€De~ octaves is called The Xylo-
~repeaplayer.The chroro~t.iC oc~ve
~ f bOthhands is entdtled Mirth,
~uor ~rner is a. piece in tremolo 00-
1111Spm lth ! te 1 kiTn Chasedeals W1 lI1 r ac mg
~i~e5;d the study in melodic acta v.e
(~.' forright hand is named Soh-
~O~ictorY demonstrates "forte" oc-
,I. I "'I with both hands together.
Ul'e paJ-

AsingleCOpyof SIXMELODIOUSOCTAVE
grrolESlIla~be ordered now at the spe-

01 Advanceof Publication cash price
s, ld'm25eents, pestpai .

rEmG\1\T,by Ed,·.rd Crit>g, A 'ory l(litll
H_~forPitJnol Arranged by Ada Iliehle~
for thenewestof her stories with MUSlC,
llrS,Richterhas chosen PttR GVNT,and
tile musiccomposedfor it by Edvard
Grieg. Thestoryof Ibsen's play is clearly
[re.lWled for juvenile readers, and the
famous Grieg melodies are given in. ex-
(IUeotthird grade arrangements for
¢ano,This engaging book will be illus-
lratedwithattractive pictures, and the
musical contentswill include: Morning
Mood;In the Hall of the Mountain King;
I!I9M~'s Plaint; Solveig's Song; Ase's
Death; Arab Dance; Peer Gynt's Return
Home; andAnitra's Dance.
WhilePEER. GYNTis in preparation, a

sloglecopymay be ordered at the spe-
cialAdvanceof Publication cash price
~fJOcent.s,postpaid.

£1~Gl,"GCIlILDREN or TilE Clluneu,
SilmJ Charulel Jor Junior Choir, by nob
RirPetry-As the author's YOUNGPEO-
ir.£'sCllOIRBooK FORINTERMEDIATECHOIRS
~alreadya great favorite so, too, the
Publishers believe, this book will be
eagerlysoughtby junior choir directors.
It ~illcontaintwenty unison and two-
partchoraltranscriptions based on fa~
\'oritehymnsand Gospel songs. These
arenotanangements, but original set-
!ingotn afreestyle.The accompaniments
maybe playedon piano or organ.
Sincethe war has taken from many

choirstheir male voices, many choir-
masltrsareturning to the younger gen-
:J'ati.on.Theliterature for junior choirs
Is limited,and we believe directors will
begladto avail themselves of the op-
Portunityto obtain for their libraries the
linglecopyofthis book that now may be
ord,eredat the special Advance of publi-
cationcashprice, 25 cents, postpaid.

TUE WORLD'S GREAT WALTZES ,Ar-
~ange~for Piano by SL:mfonl Kiltg"':"Here
~abookwith an appeal :for musicians
JUldnon~musiciansalike. A few of the
fUInberstn this truly representative col-
Sl'e\ionof fifteen waltzes are Gold and
E~l~er.by Lehar, The Kiss by Arditi,
~UdlQntinaand The Skaters by Emil
s~dteUfel,A Waltz Dream by Oskar

aus, andThe Beautiful Blue Danube
and Tale f bJ h s rom the Vienna Woods Y
~,annStrauss. The average player oflrr:~grade~bility will find much pleas-
~'altill playmg these well-edited dance
en Z€s,Whichhave lost none of their
:hantlngmelody in the transcribing.

£io~sthe,united States and its posses-
Adva smglecopy may be reserved in
1»lan~eof Publication for 40 cents,

paid,

MOTHER NATURE WINS, 'An Operetta in'
TIDO Acts lor Children. Libretto by Mae
Gleaton Shokunhi, Mus,ic by Annabel S. Wal.
lac~ne Of. the delights of juvenile
experrences IS the participation in an
operetta which provides enjoyable enter-
tainment to an audience. Here. is a two-
act operetta that is a fine vehicle 'for
juvenile talents, and those. who will have
groups of children 5 to -13 yearS' of age
available for an operetta performance
next season should take note of it. There
are six leading parts, five of which
should be able to sing the easy solos as-
signed to them. For certain special num-
bers dancing groups of almost any-avail-
able number that staging conditions will
accommodate may be used, but· at -Ieast
12 boys and girls are necessary for the
chorus of trees. The chorus work is for
unison and two-part singing.
King Winter is the ambitious villain

of the story who foolishly tries to best
Mother Nature, but 'he loses out in the
metamorphosis and becomes the Prince
of Spring, who, wibh the coming. of Love,
blossoms forth with such happiness as
to make the season bright and glorious.

A single non-returnable copy of this.
operetta may be ordered now at the bar-
gain Advance of Publication c~sh price
of 30 cents, postpaid, delivery to be made
when published.

l\fY PIANO BOOK, Part Three. A Method
by Ado. Richler jor Class or Individual In-
st:ruction- This. book comes in response
to countless requests for an extension. of
Mrs. Richter's exceedingly successful My
PIANO BOOK, the first two parts of which
cover the work of grade one.

My PIANO BOOK, Part T,Three, w~n in-
troduce .second grade work. rt'refiects ~he
same painstaking' care in· preparation
which charact.erizes its predecessors, and
will sustain the foundations for go~d
musicianship laid in those books. It w111
include attractive pieces, helpful study
works, easy versions of ~lassic themes,
and entertaining illustratIOns.

A single copy of My PIANO BOOK, p~rt
Three, may be ordered noW at the ~pecial
Advance of publication cash .pnc.e of
35 cents, postpaid.

TWELVE FAMOUS SONGS ARRANGED
FOR PIA~O-From the celebr~ted John
Church Co. catalog of songs a dozen of
the most popular have been selected for
this book of pianistic arrangements. The
transcriptions, which bring these famous
melodies "under the hands" of the pla~er
of moderate attainmen~s,. and prOVIde
attractive recreation materIal, have been
made by competent musicians such as
Henry Levine, William M. Fe!t?n and
Bruce Carleton. . ' t

. the complete list of conten s:
Here 1S .) I'll Take

Mighty Lak' a Rose (NeVIn ;
You Home Again, Kathleen CVY,e;ten.-
d f)' Recessional (DeKoven); ams

or , k)' Cradle Song
Angelicus (Cesar Franc, Cathedral
(MacFadyen); The Gr~en .

). I Love Lite (Mana-Zucca), In

~a~~~~~(speaks) ; The Lost C~~~i~~~)l:
J. ). My Heart 1.s a Haven '
Ivan, 1 That BloWS (Hawley;~;
sweetest F ower .

d Will_o'_the_Wisp (Sprossh .
an his book 'is. indeed a bargain at ~he

T . I Advance of publication cash prICe,
specia t 'd One copy only to each60 cents pos pal . .
custome~ at this introductory pnce.

Aft five Piano Pieces?
Lookidn~ fO~REEt~:~atic catalogs showing

Sen or c'h' numbers.
excerpts ;t~rio~~~e~~~;~ERCO •.
1712 Chestnut.sf;·- ,philadelphia 1, Pa.

Rl:GISTER NOW TO SECURE A PLACE IN THE

GUY MAIER MASTER CLAS.SES
•• ATLANTA JUNE' 28-JULY6

Manager: Helen Knox Spain, Hotel Atlantan
July 9·13

MacPhail School of Music, La Salle ct. Twelfth Street
July 16-20

Sherwood Music School, 410 S. Michigan Avenue
July 23·21

Eastman School of Music
July 30-Auqust 10

Juilliard School of Music, 130 Claremont Avenue

Teacher's Course .le Technic and Materials •........... $20.00
Pianist's Course in Repertoire and Analysis 20.00

Private and Group Lessons: Associate Teachers. etc.
Supplementary courses (AtIClnta. Chic:ago, Minneapolis) by MARGARET DIEFENTHAELER.

FLORENCE BINKLEY and MARTHA BAKER

• MINNEAPOLIS

.-CHICAGO.

• ROCHESTER

• NEW YORK CITY

COLLEGE OF FINE ARTS
SYRACUSE UNIVERSITY

SUMMER CO.URSE FOR PIANISTS
June 18-July 20

RICHARD McCLANAHAN
Matthay Representative
Stein way Bldg., N.Y.C.

Nine. Maior Course~ le'ading to Degrees
orBa~hel~~ of Music an_d Master of Music

Harp
Music·Education
Compositio,n
Piano Teacher

Traini'~g

Piano
Organ
Voice
Violin
Cello

• •
1) 10 Lectures Tuesday and Friday 10

to 12: Applying the Matthay principles
of tone-production to Piano Fundamen~
tals; sources of musical meaning; the
teaching of expression; materials; ieper·
tory; etc.

2) Private lessons by appointmentSummer Session-July 2-August 11

REGULAR FALL TERM
Starts_ .September 3
Send for Bullef;n E

HAROLD L. BUTLER, DeCin
College of Fine Arts

SYRACUSE UNIVERSITY
SyrClc:use10, N. Y.

, r Particulars from
"3 W.57th St., New. York 19, N.Y.

MILLlKJN CONSERVATORY OF MUSIC
DECATUR. ILLINOIS

Offen tl,oro training in mu.ic. Coune_ leading to
Bachelor of Music Degree. ·Diploma and Certiii-
cate in piano, Voi.ce, Violin, Orj..an,Public School
Mu.ic."Method. and Music Kini:iergarten Methods

Bulletin sent free,upon nque'l
W. ST. CLARE, MINTURN, Director

THe MANNES---J
MUSIC SCHOOL
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The Teacher's
Round Table
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ist" you must give straight answers to
simple questions Eke these: Do I labor
lovingly to reaffirm the miracle of Mozart,
or am I content to skim pleasantly over
the key tops? Do I play tinkling
tunes, 'pearly scales, jingling accompani-
ments, soft surface sonorities, and let it
go at that? In short, do I play
MOZART, or only NOTESART?

Next month the Round Table page will
offer a study-analysis for the first six-
teen measures of the second movement
of Mozart's Sonata in C Major (K.545)
as an example of his style.... Why not
memorize this now, study it thorougWy,
then compare your results with next
month's "lesson"?

HELP

LATER

YOUR COUNTRY NOW AND .ASSURE· YOURSELF OF FUNDS

FOR A NEW MUSICAL INSTRUMENT THRU WAR BOND PURCHASES

.

WHERE SHALL I GO TO STUDY?

You're Not Too Old
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method of acquiring these techniques is
the same for him as for the virtuoso.
When I was a child we practiced scales

for hours in the blind hope that after a
while they would run smooth and pearly.
Nowa.days we can get our scales right,
even m our first slow attempts, if we look
out for the thumb. To play a scale you
mus~ pass your thumb under the fingers,
~d If the thumb isn't passed under, well
In advance of the mcment you'll need it
there'll be an awkward jump which
makes a gap in the sound.
As SOon as the thumb has played its

note, pass it under and let it wait over
whatever note you'll need it on next.

. Voice-Piano With this precaution your scale is prac-
Am~ng t~ose w~o hqve ·studie~ with Mr. La Forge are: tical1y foolproof.

THE SAMO
Morlan .Anderson, Lawrence Tibbett, Richard Crooks· Th . .ILOFF and Mme. Matzenaucr. . ,e same prmclple applies to arpeggios
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work is said to be a limbermg up
finger muscles. Nowadays thiS IS o!t~
plished usually by a few gOod ~r:ol'il,
ing exercises. s retfb,

I've told you here ·What has h
t . I· - I-me a enjoy P aymg again, after h ':'~

neglected it for many year§.:i dontl~!
tend to be a piano teacher- I ·speat·
you rather as a ~ell.ow-conSPirator t~
you can get the aid of a good te . U
get it! But don't let him fright ath,ll,
with the intricacies of the art. if ~n~.1Jl
that, he's. not a good teacher.' Whe: tries
can hear m your mmd the note you y-
on the page of music, and When~
know where the note is, then youroo.
put your finger on it. '-

And so far as that note goes a vir
tuoso could do little more. ,.

Orchestral Eowings for
High School Student~

(Continued from Page.350)

dents bow across the four strings breaK'
ing the chord into two segments, so tJ
speak. ~ather, divide, with the one plal'~r
responetole for the two upper notes,and
the other player taking the two lou:
notes. Thus, all notes of the chord sound
simultaneously, as they do in the woo:!.
winds and brasses, where each pla)"1l
has just one note and that note is 00
the beat. Otherwise, the strings souni
"ragged" in relation to the winds.

Ex.20

Lastly, a few general word3.
Teach the stUdents to make a defini/!

tone, to enter solidly, and in rhythm,m;
any note after a rest.

If the note happens to be the firstnOie
of a melody or solo passage, see thati:
is clean, clear, rhythmic, and that it u
immediately heard. This applies to till
v!i::lds, as well as to the strings. The aUll:·
ence is not interested in a melody thaI
starts on its second or third note!
The fine legato is often spoiled ill Dr·

chestra by the cutting of corners. Tearh
the students to give full value to thela.\\
note of a slur, and to give it a lOJ/'
quality equivalent to the notes thatha(!
gone before.

When a principal player in a siring
section has a solo passage, teach himW

play with a tone that will cut througb
the orchestra, both by its powerful ri~'
ness and by its beauty and individuali~"
For r~member, as it was once so beaU'

tifully explained to me:
"The soloist who stands in front of,th1

orchestra and does a concerto has tlUJ'ij
minutes in which to win his audienc1,
The orchestra principal may have a saiD
of only a few measures in the courseof

the evening's concert and in those fe~
, Alo /1

measures he must give his aUU1"n
something so beautiful that neither thr
wlo nor the player is ever forgotten!"

• • •
«Music will re;;pond to any 11l.ood,or ~,i

no definite rnood is present, it will .fV

spond to a whim, and if even that 11ledluUI

oj emotional life be absent it still stand!
ready to serve. On the other han~,~OP;
erly used it can aid greatly in umlyzng
group."

-PETER W. Dyj(l1l!

~~RICA~ PRE"IERE of the
filE . Victory,Op. 99, by Prokofieff.
I,,,i J' led bY serge Koussevllzky in
(,oIctJnd~uareGarden on May 31. It
~~oJl d bY the Infantry Combat
f$5 playe"salute to the GI's of the
~d at ~ations," sponsored by the
Untted C uncil of American-Soviet
\'Jtional 0
~endshiP.

nRST LIEUT. WILUAllI
A, BUBREN:,< 01 Pitts-
burgh. pennsylvania,
now with a Quarter-
master Corps depot at-
tached to the Eighth Air
Force'S 389th Bomb
GroUP in England, re-
cently conducted a per-

1ST LT. formance of Handel's
~"ILU.\II A. "Messiah" in an old
JM:HRE~N

tDsloric church in NorVvich. For over a
hehas been guest conductor of the

~Ch philharmonic Orchestra and
COOJ1iS. Lieutenant Buhrenn was for-

erlY organist and choirmaster of St.
~obnJSLutheran Church in Grove City.

OliO,

IlllE. lIARGARET MATZENAUER, for
lienty years a leading contralto of the
lietropoUt8nopera Association, is con-
ducting a master class at the New Eng-
landconservatoryof Music, in the art of
Wlging, style, and interpretation. The
class openedon June 27 and will close
(n August7.

THE~IUSIC FESTIVAL, given in Phlla-
d~phlaonJune 1, at the huge Municipal
Stadiumseating 120,000 people, was a
pronouncedsuccess as a massed public
ewnt. TheFestival was promoted by The
PlilladelphiaInquirer. Among the organ1-
moonsparticipating were the PWladel-
pbia Orchestra, the All-High School
Chorus ofPhiladelphia, the Philadelphia
~ ScalaOpera Ballet, the Westminster
Choir,the Philadelphia Catholic High
&hool Girls' Chorus, the Philadelphia
SulJurban Chorus, Mummers' String
Bands, the United states Marine Band,
andClarenceFuhrman's KYW Orches-
tra. JamesCagney, popular moving pic-
hn'e star,was brought from Hollywood to
act as master of ceremonies. Prominent
solQisll; includedOscar Levant and James
Melton.

WILLIAM CHARLES
llACFARLANE, widely
known organist and
OOlllposer,more geneI''''
ally calIedWill C. Mac-
farlane,died May 12 in
North Conway, New
HampShire,at the age
01 74. Mr. Macfarlane
lias the compOser of WILLIAM
III CHARLES
any anthems and other MACFARLANn
~~dm~i t01 c, and formerly was organis
c.tseveralleading churches in New York
~y, Be Was born in London and was
!lisllght ~ New York at the age of four.
U mUSical training was received in
: York City. From 1898 'to 1912 he
fro organist at Temple Emanu-EI, and
lllU~1900.to 1912 he was organist and
Co cal dlrector at St. Thomas' Epis-
Ill: ?hurCh,From 1912 to 1919 he was
lrlr ~pal organist in Portland, Maine.
~ . acFar1ane was a founder of the
llla~t1canGUild of Organists. Among his
one YfWorks,several of which won prizes,
tatao",;;:e most Widely used is the can-
, ~lle Message of the Cross."

!ULY, 1945

A SECOND WARTIME Berkshire Music
Festival will be given this summer at
'I'anglewood, Massachusetts, under the
direction of Serge Kouseevrtzky, with an
orchestra made up of members of the
Boston Symphony Orchestra. This year's
festival will include the music of Mozart
and Bach and will continue over three
week-ends: July 28-29; August 4-5; and
August 11-12. Each week-end will include

HERE, THERE, AND

IN THE

one Saturday evening and one Sunday
afternoon concert and many distin-
guished soloists have been engaged for
the event.

FREDELL LACK, violinist, is the winner
of the American Artists Award of the
Brooklyn Institute of Arts and Sciences
for 1944-45. The award consists of a
cash grant of two hundred dollars. to"
gether with an appearance next season
in the Major Concert Series, conducted
by the Institute in the Brooklyn Acad-
emy of Music. Miss Lack has been a
pupil of Louis Persinger.

Compeli~ionj===

A PRIZE of one hundred dollars plus
royalty is offered by J. Fischer ~ Bro.,
New York City, under the ~uspices of
the American Guild of OrganIsts, to the
composer of the best comp?~ition ~or
organ submitted by any mUSICian resld~
ing in the United States or Canada. The
contest closes January 1, 1946; and full
details may be procured from tJ:te office
of the American Guild of" OrganIsts, 630
Fifth Avenue, New York 20, New York .

THE SCHOOL OF MUSIC 01 De
Paul University, Chicago, announces an
Inter-American Chopin C01;1test,. the
finals of which will be held In ChIcago
in May, 1946. The c~ntes~ i~ to select
the outstanding Chopm PI';lnI~t of the
hemisphere and entries _are InVIted from
the United States, Me~ico, Cen~~
America, and South Amenca. The .
prize is one thousand .. dollars. DetaIls
may be secured by wntmg to De .Paul
University, 64 East Lake Street, ChIcago
1. Illionis.

and all details may be secured by writing#
to Miss Katherine Wolff, chairman of the
committee, The Philadelphia Ar~ Allian~,
251 South Eighteenth Street, PhIladelphia.

A FIRST PRIZE of $25,000 is the
award in a composition contest sponsored
by Henry H. Reichhol~, industrialist and
president of the DetrOlt Symphony Or-
chestra. Composers of the twenty-one
Pan American republics are invited to
submit manuscripts. A second and third
prize of $5,000 and $2,500 respec~iv~ly,
are included in the awards. The wmnm.g
compositions will be played by t~e DetrOlt
Symphony in the Pan Amenca.,n Arts
Building in Washington, The closing date
of the contest is September I, 19:1-~' and
full details may be secured by wntmg to
the Reichhold Music Award Committee,
Room 4315, 30 Rockefeller Plaza, New
York 20, New York.

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 \s 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
ail information may be secured from E.
Clifford Toren, North Park C?lle.ge, 3225
Foster Avenue, Chicago 25, IllinOIS.

THE SECOND ANNUAL COMPETI·
TION for the Ernest Bloch Award IS
announced by the United Temple Chorus
of Long Island. The award of onc hu~-
dred and fifty dollars is for a compOSI-
tion based on a text from the O~d Testai
ment and suitable for a c oruS .0

wom~n's voices. Publication of ~he ~:i
nin chorus is guaranteed Y .

F· gh Inc' and it will be included III
ISC er, ., t b the chorus

the next spring cancer y 1 ci AN AWARD OF $1,000 to encourage
The closing date is December ; a~ "the writing of American operas in gen-
further details may be secur.}~ fro~mes~ eral and of ShOTt operas in particular," is
United Temple Choru5, e L ann~unced by the Alice M. Ditson Fund
Bloch Award, Box 736, Woodmere, ong of Columbia University and the Metro-
Island, New York. politan Opera Association. The opera must

AL be not over seventy-five miI!utes in le~gth
THE TWENTY _FIRST A~'la and by a native or naturahzed Amencan

Award of the Eurydid,e dChdoOr¥l~r~~~o: ~ citizen. The closing date is September 1,
delphia, of one hun re, voices' is an- 1945 and full details may be secured from
COffiPositi0bn ITo'hewpohffi,.te.ndseIPhiaArt Alli- Eric T. Clarke, Metropolitan Opera Assa-

d y 5 ciation, Inc., New York, 18, New York.
nounc~he closing date is October 1, 194 ,

ance. "FORWARD MARCH WITH MUSIC"

HERYWHERE
MUSICAL WORLD

THE FIRST JOINT
PRESENTATION of the
music, drama, and dance
departments of Michi-
gan state College took
place on May 19th in
the Auditorium at East
Lansing, when "Le Bal-
let du Roy" by Evan-
geline Lehman, and "The
Mask of the Red Death"
by Owen Reed were performed with great
success before a large audience. The
event was sponsored by "Orcheste," the
women's physical education department.
and the orchestra was under the direc-
tion of Alexander Schuster.

EVANGELINE
LEHMAN

WILLIAM HOWLAND, former head of
the music department at the University
of Michigan; and founder of the Detroit
Institute of Musical Arts, died on May 2
at Detroit, Michigan. Dr. Howland had
been vice president, director, and head
of the vocal department of the Detroi-t
Institute of Musical Art since 1914, a
director and music director of the Mu-
sical Festival Association of Detroit, Inc.,
and founder and music director of the
People's Choral Union, and Detroit Fes-
tival Choral Society.

WILLIAM KAPELL, young American
pianist, is on a concert tour of Australia
as the next "lend-lease" musical artist
to follow Eugene Ormandy and Marjorie
Lawrence.

DR. FRANCES E. CLARK,
affectionately known as .
"Mother Clark" by thou-
sands of music super~
visors throughout the.
country, celebrated her
eighty-fifth birthday on
May 27, A testimonial
luncheon was given to
her by the In and About
Club of Philadelphia.
She was showered with flowers, gifts
and cards from everywhere. She has
done more in her busy career to spread
the employment of recorded music in
educational fields than any other in-
dividual. She was the inspiration for the
founding of the huge Music Educators
National Conference, now one of the
most influential of all musical bodies.
Rich and wise in experience with sur-
prising energy and youthful outlook and
with a razor keen mind, Dr. Clark ad-
dressed the club at her birthda'y lunch-
eon with wit, common sense, and force.

(Continued on Page 406)

DR. FRANCES.
E. CLARK
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