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MODERN HOHMANN-WOHLFAHRT BEGINNING
METHOD for Violin, by Harvey S. Whistler. A
compilation of two of the world’s most famous
methods for violin, entirely revised, re-edited and re-
styled to meet the demands of modern education. The
oot string by string approach, utilized in the Hohmann
T Method, is unquestionably the easiest means ever
devised for teaching violin. The name Wohlfahrt is
known to violinists everywhere. Price, 60 Cents

INTRODUCING THE POSITIONS for Violim, by Harvey S. Whistler. The third
and fifth positions are introduced in a very practical and comprehensive manner for
the purpose of developing the class-trained violinist into these positions. The authof
does not minimize the necessity of a serious student of violin learning the other
positions, but points out rightly enough that third and fifth positions should follow
first. Price, 75 Cents

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

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

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

VIOLIN VOICES by Bertha J. Burlingame. An ensemble collection of classics, folk
tunes and original compositions, arranged for three and four violins. Very useful for
violin classes. Price, 75 Cents

s 738 So. Cémpbell Ave.
> CHICAGO 12, ILTL.

Teachers!...Students!
Be a PIANO STYLIST

® Jazz e Swing e Jump e Boogie-Woogie

Our NEW 100 page Piano Instruction Book will en-
able you to play Popular Songs with all the fancy
embellishments employed by the professional.

Make Your Own Arrangements —— Add Notes =
Chords— Basses — Breaks—Blues— Rhythms—Modu-
fations—Transposing—Orchestra and Radio Playing
=Introductions—Endings, etc. 1001 sparkling new
fdeas all contained in one book. Not an ear or corres-
pondence course, You receive CAVANAUGH'S In-
struction Manual which shows you step by step how
to apply contents of this famous book to any popular
song. For Beginner, Medium or Advanced Student.
Order your book NOW! 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,

ROBERT WHITFORD

Break Sheets for Piano

Revealing the greatest jazz patterns yet! Writ-
ten on the latest hit and standard tunes and
published twice a month. Send 25¢ 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 is for you. Send for teachers catalog which
descr[bes this and many other interesting mod-
ern piano publications.

ROBERT WHITFORD PUBLICATIONS
Dept. 5E 18 North Perry Square
Erie, Penna., U.S.A.

“*Publishers of Exclusive Modern Piano Material’*

LEARN "SWING'" MUSIC

Quick course to players of all instruments—make your

own arrangements of ‘‘hot’’ breaks, choruses, obbligatos,

embellishments, figurations, blue notes, whole tones, etc,
MODERN DANCE ARRANGING

Duets). trios, quartettes and ensembles—special choruses

= ing to other key ions—anticipations

—organ points—color effects—swingy backgrounds—

Write today.
ELMER B. FUCHS
335 East 19th St. Brooklyn 26, N. Y.

WM. S. HAYNES COMPANY
FLutes o Distincrion
STERLING SILVER—GOLD—PLATINUM
Catalog on request

108 Massachusetts Avenue, Boston, Mass.
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Thorough in Action
Delightful in Flavor

It coagulates, detaches and removes viscid deposits and exudates
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' and poets have recognized that be-

| theseexalting words, which we have

| 0t encompass. Spontaneously the
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r USIC’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

human emotions. Nowhere is this thought more rapturously sensed
than in the Psalms of David. That precious series of songs,
prayers, and exhortations contains over fifty addressed “To the
(hief Musician” :

“0 sing unto the Lord a new
song; for He hath done marvel-
ous things; His right hand and
His holy arm, hath gotten Him
the vietory.”

= Psalm 98:1
Down through the ages, as music
has slowly developed frem the
primitive sounds of aboriginal peo-
gles to the noble creations of im-
mortal masters, great sages, seers,

yond and above speech there is the
mystic medium of music by which
man soars to his highest spiritual
strata and looks upon the presence
of the Eternal. Carlyle noted this in

often quoted in THE ETUDE :

“Music is a kind of inar-
ticulate, unfathomable speech
which leads us on to the edge
of the Infinite.”

In the passing of Franklin Del-
ano Roosevelt a singular phenome-
non occurred. With all bitterness,
sus, and backbitings of violent
political conflict overcome by death,
a sudden realization of the nature
of the nation’s loss came to friends
and opponents alike. Here was a
strange situation that words could

radio broadcasts, so intimate a part
of our American life, took on a

Wholly different character. There : .
Was news of the hour and a few comimemorative tributes to the

late President., The usual programs of entertaiqment were sﬂenc'ed,
and musie, majestic music of the soul-sustaimng, healtt-consohng
kind was heard in all parts of the land. Relatively llt’gle of the
usic was of the funereal type. The powerful sympl}onles of c‘lche
lasters, the simple, rich melodies and hymns that will never die,
the grandeur of Bach, Handel, Beethoven, Schubert, Tchaikovsky,
Verdi, Grieg, César Franck, and others poured into homes ev%}lf-
Where, making an impression that never will be forgotten. 1he
broadcastS, notably those conducted by Sir tI‘homas Beecham, vsferr'le
Masterpieces of dignity and beauty for this momentous occaslon.
illions who heard the many magniﬁc}e;n;c: proli]sfalife
aware of the greater import of music that exalts l1ie. . .
 Then it Wasgth:t'the prlic realized that the President, liberated

IUNE, 1945

BEETHOVEN COMPOSING THE SYMPHONY OF DEMOCRACY
THE EROICA
By the famous French sculptor, E. Benet

ms were made’

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 spirit, was now
free from his huge burden. The people 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 to music was possible. Never before
had the resources of the radio been
presented in such lofty manner for
the exaltation of the lovers of free-
dom throughout the world. Tob
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 music “the sweet and
healing balm of all troubles.”

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

Sinfonia grande
Napoleon Bonaparte
804 im August
del Sigr.
Louis van Beethoven

Sinfonie 3 Op. 55

When Beethoven heard that Na-
poleon had forsaken his democratic ideals to crown himself
emperor, the composer flew into a rage and tearing off the title
page, flung it to the floor and ground it beneath his feet. He then
renamed the work “Sinfonia eroica per festeggiare il sovvenire
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 ETUDE pre-
sented his famous letter to Mrs. Vincent Ober, former president of

(Continued on Page 316)
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The Spectacular Meyerheer

HERE IS a certain analogy between Giacomo

Meyerbeer and Felix Mendelssohn which has

been interesting 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-
sical genius, 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 was
a protégé of the owner of a restaurant garden named
Bartholdy. He persuaded young Salomon to adopt his
name and become a Protestant Christian and willed
the young man .a fortune. When Les Salomon married
the banker, Abraham Mendelssohn, he decided to
adopt the name Bartholdy and to become 2 Christian
also. Abraham’s two sisters, Dorothea and Henriette,
had become Roman Catholics. Jacob Ludwig Felix
Mendelssohn-Bartholdy, born in Hamburg, February
3, 1809 and brought up in Berlin, married in 1837
Cécile Charlotte Sophie Jeanrenaud of Frankfort, “g
young lady of great beauty,” daughter of g clergyman
of the French Reformed Church. Meyerbeer married
his cousin, Minna Mosson, in 1827.

Here, h_owever, the analogy ceases. Mendelssohn had
gn organic creative mind which functioned from deep
internal conviction. Meyerbeer, on the other hand
while he did many ingenious things in orchestratio’n’
theatrical 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 saidq of him
contemptuously, “I place him with Franconi’s circus
people;” and Wagner, with his customary ingratitude
refel“red to him as “A Jew banker who composes’
ml}slc.” Beethoven, who died when Meyerbeer was only
thirty-six years old and therefore could not have
known much of his music, said that Meyerbeer “lacked
the courage to beat the big drum.”
ofF::It/}; 1PMehndelssohn, as his name Fgllx Suggests, was

¥ happy and joyous disposition, while Meyer-
beer was the opposite. Rossini, when asked why he
and Meyerbeer could never agree, said, “Meyerbeer

What, then, was there about,
which enableq it to dominate

MEYERBEER IN HIS OLD AGE

Berlin at the age of seven. He h
aL.nd Clementi. He then took up
tion under Anselm Weber. Wh
Abbé Vogler at Darmstadt, one
Carl Maria von ‘Weber. M.
and sincere in his ambit
famous pianist, Johann

ad studied with Lauska
the study of composi-
ile studying with the
of his fellow bupils was
eyerbeer was very modest

his compositions displayed what his
t was a very heavy mathemaitic
atic demands of

could hear more
’ named after the

N, which has been
Present war.

gate on the Unter den 1.i
nde:
usly bombardeq during the

“FORW ARD MARCH WITH MUSIc”

tral skill very greatly and le 1,
duced at the Grand Opéra in 1831 ala'm””
tremendous success that the failing g W
Opéra were revived in fantastic fash; Qy
with the librettist, Eugéne Scribe, he roon‘ Oy
rator who could supply the backgmup,ut
tacular and melodramatic ideas, ‘Q‘A:‘
“Robert le Diable” was followed by 1,

(1836) , a work of much higher quality & R
bombastic elements which hag Made “p
spontaneous hit. “Les Huguenots eost 0
to produce. Then came “Le Prophéte-yi;
same year Meyerbeer was called to Bey;,
Musical Director because of the huge iy
of “Les Huguenots” in the capital of ki,
Wilhelm IV, There he wrote an opers ,
Feldlager in Schlesien” (1843), in Which .
role was taken by Jenny Lind in 1844 1,
tour to Vienna and London, he returne;
produced Richard Wagner’s “Rienzi”
reader will remember, was Patterneq in 1,
style. Meyerbeer went far out of his»;
Wagner at many times. Wagner Trepaid hip ...
ingratitude and scurrilous epithets

A Flair for the Spectaculg

In 1849 Meyerbeer's “Le Prophéte” Was
the Grand Opéra in Paris. “L'Etoile du
at the Opéra Comique in 1854 This was 3
version of “Das Feldlager in Schlesien
in Silesia”). His graceful “Dinorah,” witk
Shadow Song, came to the Opéra Comique
never saw his last and probably gre
“L’Africaine,” which was not produce i
year after his death.

Meyerbeer’s flair for the spectacular ang
atrical led to unheard of expenditures
ductions at that time. In these days of $2,0
wood movies, $50,000 seems a mere trifie, by
Paris Opéra of one hundred years ago, su
was staggering. Meyerbeer, with his theat
would be a great hit in the Hollywood o

Meyerbeer’s works in other forms (apart
Fackeltinze or Torch Dance and the
March) are literally forgotten at this time.
be no question that Wagner's Jjealousy of

was due to the fact that he did not hesitate bis forty

some of the latter’s very ingenious and bril
chestral instrumentation.

The late nonagenarian pianist and critic,
Berger, long a contributor to T Brooe Musil
zine, wrote in “Musical Opinion” of 1915: |

“Meyerbeer was, if not the first, certainly
first, to discover the fact and utilize the &
that the tone quality of every instrume
modern orchestra has a character of its Oﬂvﬂ?d
the wise and competent composer allots to e
ment only such music as is in accordance il
character. His scores abound in beautiful &%
this judicious selection, of which many are 0%
that they can easily be recalled. ’

Meyerbeer and Orchestratio® |
“The use which he makes in his mwle
of the trombone as a solo instrument, is an ™™ )
his bold innovation in scoring. Wasne,r-i"““ [
grin,’” took a leaf out of Meyerbeer'smrwnﬂe'
have since helped themselves ad lib tothl_s :
of Meyerbeer’s originality. :
“No other instrument than the eor it
have been more appropriately selectedwd‘
poignant and passionate appeal for mercy ™
makes in her wonderful aria, ROW’WW
from ‘Robert le Diable.’ And can anything 7"
fully represent the fierce stubborn bigo#
Protestant soldier, Marcel, in ‘Les Hu
the use which is made of piccolo and bass
wonderful song, Piff-paff. How eloquently
tl}g viola obbligato in the tenor aria, Pi
Pit bianco velo, in the same opera; HoW 0"
Ingly crushing the orchestration of the ¢’
scene, still from the same opera. me@ :
bassoon passage, which illustrates the ghost
the churchyard scene in ‘Robert I

bortentous notes in A%’ mon (Continued 0

THE #

; HE CHIEF PROBLEM of being a granddaughter of
Richard Wagner is explaining how it is that I really qo
not remember my grandfather! Wagner was fifty-six

when his son Siegfried was born, and Siegfried, my father, was

-nine when I made my appearance. Hence, more than a

century separates me from the grandfather (and the great-

D
Sprightly, elegant, tripping scoring of th;s‘“'
Dance from ‘Dinorah’; the imposing Smlefé‘{}'
Coronation March from ‘Le Prophéte’; o ¢ Fggi"'

Childhood in Valhalla

An Interview with

.C)—l;'iec{e/irw/ ,Wagner

Author and Lecturer, Daughter of Siegfried Wagner

Granddaughter of Richard Wagner
Great-granddaughter of Franz Liszt

SECURED EXPRESSLY FOR THE ETUDE BY ROSE HEYLBUT

HITLER’S ALLEGED DEATH ADDS SENSATIONAL INTEREST TO THIS ARTICLE

If you heard that a dynamic young lecturer is touring the United States of America in Ofc{er fo dissipate
false conceptions about her grandfather's music, you would hardly find the statement exciting. It bef:olpes
electric, however, when you learn that the lecturer is Friedelind Wagner and H_ve grqndfafher, Richard
Wagner. And the electricity stems from Miss Wagner herself, as well as from her illustrious ancestry. Born
in Villa Wahnfried on Good Friday of 1918, Friedelind is every inch Wagner. Her high, arched fore:’head;
the deep-seeing expression of her clear gray eyes; the prominenf!y marked curve of the upper lip, c!ll
bear an almost startling likeness fo the features of the young Richard Wagner. An# H.le golden hair,
brushed back from the fine brow, manages fo combine the modern "shoqlder—lengfh bol? with a suggestion
of Franz Liszt. What goes on inside that interesting head is also every mclz Wagl::er. Liberal, ’fo/erapf, and
forward-looking, Miss Friedelind is animated by a passionate desire fo disassociate Wagner's music from
Nazi ‘deology; to bring people to realize that the real and eternal themes of the greaf musgt:-a'ra’rnq'fl are
not "race theories” but symbols of human redemption through pity and through love. = —Ebitor's Note.

From an oil portrait by Krause

grandfather) about whom personal rec91-
lections are sought. Again, I often am d}s-
appointing when stories about ‘Wagnena,n
tradition’ are wanted. The fact is t‘ha,t we
children knew very little of the significance
of our background before 1924, when the
Festspielnaus at Bayreuth was reopened
after ten years of silence because of the
first World War. Prior to that time, we took
our ancsstry very much for gra.nted,.the
way children do in any ho_me. Certainly,
there were busts and portraits arounq the
house, books, mementoes, and decora.tlons;
but it never occurred to us that all this was
something to set us apart. Indeed, our par-
ents did not wish us to feel set a.pa,rt! They
wanted us fo be as free as possible, to de-

g NAGKER : ' velop . whatever might be within us rather
“FORW ARD MARCH WITH MUSIC”

M usit.; and Cultuire

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

CHILDREN OF SIEGFRIED AND WINIFRED WAGNER us. The result always
(Left to right) Wolfgang, Verena, Wieland, and Friedelind

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 vague ideas about ein Komponist (a composer)
and ein Kommunist (a Communist), I simply neglected °
to correct a slight slip of the tongue when I 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 near her. A house
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rule fchat may seem curious to outsiders was that all
mention of Wagner was forbidden in Cosima’s presence.
H_er affection for him was so intense that reference to
him caused her emotional crisis. It is well known that,
w_hen Wagner died, Cosima, refused food and tried to
die, too. She survived him by forty-seven years; yet
at tpe end, she returned to that earlier emotional in-’
tgnm_ty. Although Cosima had been a magnificent
pianist, she never touched the piano after Wagner’s
death—except once. When my brother Wieland was
born, some eighteen months before my birth, Ceosima
W_ent voluntarily to the piano, played a few ba’rs of the
Siegfried Idyll—and then suddenly broke off, never to
play again. Cosima resembled her father, Pranz Liszt
Because of her prominent nose, no doubt, my fathet:
alwgys called her ‘his elephant’. And the austere
Cosima loved it! Because of the difficult circumstances
of her youth, she had never developed any great sense
of hl{mor—but my father developed it for her and b;

the time she was old, she was very jolly. : :

Bayreuth Reopens

“Everything about my
y father gave off jollit
Ez)ood humor! I have often thought that, hJad ge ?112:%
h{een overshadow.ed by the fact of being Wagner’s son
: ;ilﬁzv:n S:;1,_cc(}n}ptlilsl‘;‘x,nents would have been recognized’
. Siegfrie agner was a fine conduct
] or, -an
Ielzirsunt;mt composer, and the greatest stage-director of
whichn}ze. He had longed to study architecture, for
o ang lsladha great gift. But music wag étrongér in
5 0 nhe jumped inte music! Home discipli
was administered by my moth : 35 '1801p11ne
Winifred Williams, later ( Hoo iy
¢ > after her adopti
friend and editor of Wa, ini A
; gner), Winifred Kli
with whom I never eni e
: Joyed the same hearty relati
that I had with my father. Father simplssrl hagtlgl?rf

gowns, set one of those vast G
C : erman tea-cos
his head, and impersonate kings and dignitafiyess (:’r;

we broke the historic chai
air, an i
enfd. But Papa only laughed! L B
In 1924, however, when Ba,

its
doors, our carelessness gave way to the realization

scores. That, perhaps, i i i
Hea DS, is the chief boint of difference

“Naturally, it was ho
: 1S noped that some or a1
‘c’?}"rly on the tradition of Bayreuth. My ol((i)f u; S
leland early showed marked aptitud, e

]e' uth eVeI. had. My younger br Other W()lfga] 18 is a
glf ted englneer, and my sist er V erena, (the ‘baby,) h
¥ as

bress notices!), my real love is for stage-craft, T had
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Bayreuth stage, under Intendang Tiet

ten, g §

spoke in an unnatural tone of voi 0
me, even before I was old en:lig;lo:ze! 'I'ha il
of his ideology. And then it seemed mwelgh
could not stand living under a regi;:e :
nanced cruelty, injustice, persecut.ione Hut o
Now, for the first time, :
careless years of Wagnerian taken-for.
turned to the memory of my grandrat.hm
Wagn_(-r had rebelled, had exiled meelfer
fanatically for liberty and justice I could,
—_ccrtain]y not with equal : v
sincerity. And so—I left home!

no word of my people, Like e
only hope they are safe.

!‘“1'%.

millions of othey |
I am

A Self-Imposed Exile
The best use to which I can put this exile gy

them—that Wagner is not the ‘symbol of Nazigyin}
Nors.e gods with whom he peoples his works T
of his creation: they exist, as mythology. astlafj
root of popular thought, beyond whlch'hiswry;;

person must see that it is as far removed from Nus|

as it is possible to be, W
the beauty - Wagner wanted people iy

doubt this? He showed,

practice such qualities. Three years ago, I said putl
Fhat the only connection between Wagx;er a.udNazii
Is the fact that Hitler could plainly read his own d
in the Ring—that the Twilight of the Gods had¢
ready descended upon him. Only recently, to myj
I saw that for some time past now. neither Pl
nor any of the Ring works has be'can performeti“L
‘(;,ermany! There, I think, lies the best proof iii

agner was not a Nazi! Further, T may say tha, i
all public accounts credit Hitler with listening aim
Incessantly to Wagner, we who knew him intiis
never found the slightest evidence of his Wagneii!

;ﬁﬁzi" F:rom my personal experience, I can say
s swf_avorx’t(‘a operas’ were not Wagner's, but T
- dy idow,” ‘The Daughter of the Regiment, &

adama Butterfly’ Bayreuth will rise again—s
Where, some time—and with it, the realization i

Wagner’s deepest
: : creed w. ¢ i
Jjustice.” was human compassion ¢

bovernor Dewey Hails Musi

GOVERNOR THOMAS E. DEWEY, commen
l(:;)a()ilrln e(tilzle observance of Music Week, P
“The hearing of good music is no longer
?tr?rogatlye. of the very rich and their compganions-
us. S’I‘?th:nwlege enjoyed by tens of millions amos
music ar composing and interpretation of g
SBp ande no longer fattended by a life of hard-
great and por» Subsidized patronizingly BY &
United St powerful. It is now possible in thee
pursue tha'tes for large numbers of musicians
Hhcarits s art according to their talents i

“Thisyhand also to earn a decent livelihood.
fitting » f?s been brougpt about in a manner b
mentati €€ beople, neither by government e
lon nor government subventjon. The i

vance in
miraculou:.{}e last twenty years has been alm

Governor Dewey,

whil s B i
gan, was given an e at the University of M

excellent training jn music, P
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to taking up law as a profession.

)

bring
fhgey | came 8 psychoan
Iy natist, showman,

sie, 1 .
U0 igely known until many years after his
e in 1750. It discovered by Mendels-
YRS death in 1750. It was
distinction, but ¥iltgl o in 1829, Bach wrote those masterpieces
Tl o gnow today without thought of pub-
not sorryue{ ' lication. When each piece was written, it
sorry onl at conditi 18 d neatly in a cabinet. Almost ever
Y only that conditions forced exile upon e f zz:kpg’zg inscril'yed “Dedicated to God ang
Magdalena” (his wife). Nor did his son,
. philip Emanuel, do much to make known
is to tell people—to cry it to them, to foreejt ‘Ihispfatl}erg'sh\iwso;lf:{l He was more interested
i 0 in ush]_n Vs

/

g LESCHETIZKY died in the

= " e - C
(1111:1 - “I"I]I({i)ll)t 1‘()) continue along these hn“'But' : Igutumn of 1915 his name I}xlas become
an o W\ ) ; legend—that of a man whose magic
All the splendid fun and ardors of i h:omgehow transformed piano students
came to an end when my father died O by Foucvirtuosi. Certainly the list of those who
was born. Hitler, of course, was 3 f { i with him reads like a Who’s Who
Wahnfried. I clearly remember Seel;;q “emmq smdlf:nis ts. What was the formula this
timate. He did not impress me at all iy thzmist devised for developing such an
thing. He definitely had hypnotie Dower Tnih ;}fposin number of distinguished disciples?
staidest pe / S - They f izky’
i in s prsente ey 0l 82728 T e e,
§ Sence— ey' tr ol s as & . ’
they had in their hands, breake?u;' Andm i gzncleu:tailﬂy was not. Pupils were individuals
: ‘ h one different, and he sought to

him: eac = 2
out individuality. In doing this, he be-
alyst, psychologist, dra-

and teacher rolled into

and g that Leschetizky carried
{ Few people know tha y
et Iy iy o uagiﬁons that stem back to Bach, and

is point is well worth noting. Bach’s mu-
¢ will be remembered, did not become

Bach and Beethoven
Mozart was born in 1756, so that when

not go. What y T8 Beethoven came into the world in 1770 it
creation, is mSVSVz};x:er lput Into his works, of isnf was exactly the time when Mozart was
‘ Prtual message..And every thoii startling the world with his precocious
genius. This inspired the dissolute parents
f ’ : | of Beethoven and they wished to make
of Christ’s ::“t:a{}t:r Panfz/al Whoef money by training Beethoven to be a prodigy -
€ Ring, that greed sf like Mozart, forcing th th to practice
and selfis 3 . like Mozart, forcing the you P
selfishness produce only the downfall of thoewf long hours on the piano, often dragging

him out of bed at an early hour for that
purpose. As a result, Beethoven hated it
all. It is a matter of speculation what might
have happened to Beethoven had he not met
a pupil of Bach who introduced him to that
composer’s music. It was a revelation to
Beethoven, He was transformed, revitalized.
For the first time in his life, music, that of
Bach particularly, became a compelling in-
terest. Ardently he studied Bach’s music and
helped to make it better known.

Carl Czerny, next in line, became a pupil of Beethoven
and was thus cradled in Bach as well as thoroughly
schooled in Beethoven. As you know, Czerny wrote in-
numerable exercises and many of the technical prob-
lems which he presented were taken from Beethoven’s
sonatas and concertos. Czerny in turn passed on the
traditions to his pupils, notably Liszt and Leschetizky.

The Master Listens

I recall my first audition with Leschetizky. About
Nineteen at the time, I had secured an appointment to
play for the master in Ischl, Austria, where he spent his
Summers, Arriving at Ischl on the day of the audition,
I locked about frantically for a piano on which I
ight warm up my fingers before the fateful hour. I
hesitated to knock on doors of perfect strangers and
ask them if T might use their piano for a few minutes.
But I must find a piano. Finally I went into a store
and confessed my predicament to the proprietor. He
led me to his apartment upstairs and pointed to the
Dlano. The first touch—I played Chopin’s Berceuse—
‘eassured me that I had not really forgotten every-
thing T knew. When I had finished, the proprietor, who
had remained in the room, gave me a knife and asked
Ie to seratch my name under the lid of the piano. I
Was flattered. I have often wondered if that piano 1s
still there,

As the time approached for my audition, I was so
Scared T could scarcely speak. Leschetizky met me
$taciously enough and waved me into his apart_ment'
He was about seventy at the time, with grey hair and

tard, One was not conscious of his being old, however.
In fact he had an ageless quality about him, an
abounding vitality that sparkled in his eyes. He wanted
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The Secret of
Leschetizky

FRANK LA FORGE
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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 longer,
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 passage 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 Lesche-
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 I 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. “You of all people. What makes you
think you can play that? It’s prepodterous.”
At the end of this tirade, the student ven-
tured- timidly to say that he had better not
play that, at which Leschetizky gave him an-
other blast for being -so easily cowed. Les-
chetizky tried his best to discourage timid
souls, no doubt to' insulate them against

discouragement and critical audiences later.
One had to develop great fortitude to re-
main a member of the class.

His Manner of Illustrating

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 thought the
latter would profit by lessons.

Leschetizky had innumerable devices to
illustrate his point. He made up fantastic
stories. If a pupil’s rhythm was faulty, he
would walk like a lame, old man, or lunge
jerkily along. He told a pupil once, “Your
playing is just like your coat—unbuttoned.”
He smoked innumerable cigars 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 passions was a warm,
beautiful tone akin to the singing voice. In fact, he ad-
vised his pupils to listen to good singing frequently and
to phrase and breathe passages as would a singer. He
held that no piano playing justified the name unless
it~ said something. aa?

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 technically, 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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Beginning, Middle, and Ending

A Fundamental Art Principle Which, If Universal, Will Assist in

Giving Balance and Climax to Your Interpretations

éy ﬂe/en O/ip/zanf gafed

ANY 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

b 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.

i 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 expected to present subjects according to pre-
scribed rules that affect the order of entry and the
choice of key. But even in the freer musical forms,
the phrases of the Beginning are apt to be more reg-
ular in rhythm and structure, and more conservative

in harmonic treatment than those of the Middle
section.

Restraint in Interpretation

The interpreter should also keep in mind the funda-
mental qualities of the Beginning. Just as a composer
uses restraint in the rhythmic, harmonie, and struc-
tural development of the Beginning, so too, the per-
former should use restraint in such factors as tembo,
touch, tonal coloring, and style. Unless he does this,
he will not be able to rise to dramatic heights in the
climax.

In the Middle section of an art work, the creator or
the interpreter seeks to gain variety, to quicken in-
terest, and to build toward the climax. The poet uses
richer imagery. The composer and the interpreter in-
trigue the imagination of the listener by harmonic
novelty, and changes in tempo, touch, tonal coloring,
or style. The story writer or the opera librettist makes’
his hero confront problems 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
literary, or dramatic work is the circling back to the;
Beginning. But since 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
the 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
enrichment are often far more subtle. A poem may
begin with a rhythm that is fairly regular, proceed
to a Middle in freer or contrasting rhythm, and finish
with a return to the typical and regular metre of the
Beginning. The original rhythm is linked with new
words 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 noticeable. It may be only to the tonic harmony
of the first part in the closing measures of the piece.
But there will nearly always be found some circling
back and up.

Summarizing, then, we find th risti
of the three divisions are: L e

1E nginning—comparatively reserved introduction
II. Middle—free “and varied development with in;

creasing intensity of thought and feeling.

III. Ending—return to the Beginning at a higher level

Let us analyze how these qualities are developed in.
two familiar compositions.

The first measures of the Spinnin fo)
delssohn (Songs Without Worlc)is, Ng. .34;19 i?xst,ré\giré;
us to the. spinning wheel and the spinner’ with that
comparative restraint characteristic of the Beginnin:
Thg ﬁrst_ uncertain turns of the wheel are vividl deg :
scribed in measures one and two by the backs;varc;
and forward movement and the narrow compass of
f,he notes. The harmonic treatment of the Beginnin
is also reserved. The music stays in the tonic ke unt'gl
tl}e modulation to the dominant at the y ;
Sl.nce the spinner is using a new patt
Wwith a certain precise carefulness. Th
by th_e regular structure—two introdu
a period in parallel construction,

With the start of the Middle on the last beat of
“FORW ARD MARCH WITH MUSIC”

tern, he works
is is indicateq
ctory bars, and

Measure 10, the spinner turns the wheel wity ah
swing, The melody jumps first to F, and foyy
later to B-flat, both higher pitches than wey
in the Beginning; the melodic line is reinfopg
left hand at the interval of a sixth; and the
background is more varied. Instead of t
weaving of the Beginning (the regular fo
phrase construction) the spinner uses ﬁ-ee
movements. These are expressed by the
ond phrase, Measures 15-20, and the re
passage, Measures 25-29. The retransition
oped from the same figure that was used
troduction. But the figure has a different
because instead of being cramped into two i
it is allowed to run unchecked for five measy

The spinner is so fascinated with the desig
cloth he is creating that in the Ending he
and on, loath to stop. The first pattern is i
with richer colors, last beat of Measure 29
ure 41. Instead of the period in parallel con;
used in Part I, it is now a group of three phra
the spinner glances back at the lovely design
Part II. How exquisite it would be in a different
of yarn. So Part II is transposed down a third, to;
Part IV—the last beat of Measure 41 to Me
The first theme is brought in still another
make Part V, the last beat of Measure 64
ure 76; and a border—the Coda, added to fin
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 develo

in the Beginning, Middle and Ending. E

The first measures of this piece introduce u
imagination, to the characters and the setting i
ferent interpreters will naturally have different i
about this, because Mendelssohn has left us fre
fill in the details of the story ourselves. If we w
to, we can even choose a period after the time of Mz
delssohn. So just for illustration, let us go Jack tou
of those care-free years before the war, when som
Americans were touring Europe. It is a mooni : & iti
night Ciin1 Venice. Our party steps out of the hoteli e o:i;targgtlet’?ézﬁcatg :111?}{18 ;"lcxoggilggze’bzoo?ﬁé
caduile o : : : in piano playing, or ia any activity for that matter?

At first we glide quietly on one of the side-site] T fully gialyuaﬁé e termyand & i,mke a proper use
canals with the comparative reserve that usuallydif . i you should kme d from experience, literally
acterizes the Beginning. How has MenddsBly, o 0 o .:V’ ;n tended bpvit ; 4
achlevet_i the effect of quiet sailing? By the mmp. According to Mat‘;lhiy' ‘1‘n nrzanyyco;nplet" relax-
har;n(l));lllc treatment, by the direction to plﬂ?f ¥ ation may possibly be physically unattainable, perhaps
hcan abile touch, and by the structure. The Begllyy 1 jociroo pathologically considered, but the

ere coincides with Part I, which consists of an ki, thoroughly ,convo & What has to:be styriven for:
troduction, and a period in parallel construction. Tefls,. it is the most convlylete ossible relaxation of ali
pa.rgllel construction of the period helps to give ¥ nugcles that in playingpshoullc)i be passive .which forms
feeling of calm. thglreal ‘secret’ of all good tone-production, including
%llty; or of good muscular technic applied to any-

: g else” Surely piano playing requires muscular
But with the start of the Middle section on thel&? action, an action which is pgssfble only by tension, for

beat of Measure 17, the interest increases. A & completely relaxed condition is an inactive one.
point our gondola turns into the Grand Canal W& Moreover, this necessary tension must be applied at
an enchanting sight! Hundreds of festive Jan®Rte sratesic moment. in the right amount, and in the
and gaily decorated boats. Scores of listeners i &R right mygeles < ,
dolas are grouped around the floating opera sta"
hear familiar arias sung by mellow voices. 1 Rzlaxo-Mania

Mendels.sohH has expressed this increased animﬂm_ Relaxation has been unduly ex;ggerated and grossly
Sf tr}e Middle section by a more varied and W“ UNisrepresenteq in its application to playing the piano.
excited” harmonization. Instead of the tranqul PRI haye heard teachers tell students to “relax,” “let

allel construction of the period in Part I, the ®Riouset oo » wjor your arms hang limp'y at your sides,”
poser has used a contrasting construction of & MR ‘%t ha all-gone, loose, lax feeling.” Such admoni-
D_erlod. This helps to paint the picture of fascinsi R tiong are hoth instfﬁi"ient'. and inaccul“at& Also, I have
sights in every direction. We will render the #h%n giygenic bidden to walk around a room With
phrase of the Middle with a fuller tone than W™ %lders gooine an g arme swinging flabbily and
for the Beginning. But listen! A faint melodyisw Uiss-crogg in front of the drooping body. The Baboon
In the distance. Let us play the second phrase i ;

simo. Now our attention is drawn in another dire®

A DIFFICULT PASSAGE IN CHOPIN

Mz, MacNabb discusses the fingering of the Chopin Etude,
0p. 10, No, 1, with Miss Phvllis Wood, Senior Pianist at the
Eastman School of Music.

HE VERY AMBIGUITY of the word “rela”-
ation” provokes its misunderstanding and abuse,

Painting the Picture

{mise_m‘ight be a good name for this one, but how
1y ridiculous and completely ineffectual it is. This

B

Uy
And so the Middle continues with changing t°“°h£z ::9°mplishes only devitalization (deprivation of Vi-
tonal coloring to the close of Part IT in 1‘/19"5“”1&< Y) of the mental and physical processes. These

The Ending of this composition starts on thew 20013 benighted students are forced to perform silly

beat of Measure 34, which is the first nofe (gand Ind $df-conscious antics simply because they are un-
Codetta. Here our gondola turns off the Grand A (;’;t ate in being under the tutelage of Relaxo-
and we are headed back to the hotel This mﬂéﬁ Dsessionists who blindly believe that relaxation is the =
cated in the music by a fragment from e~ “ace, for a1 pianistic {lls. It is incredible!

theme. While it is just a snatch of the princip*l
ody, it should be played with some signiﬁca“w'ts
cause it represents the return to the Beginni ¥
higher level—the higher level of a joyous me”m‘w
gondola is now retracing its (Continued on P gt

rHE BV

Relaxation or Devitalization

e 1o LI tension—may be found in the body when
 sleeping, or in the hands and feet when they

_]UNE; 1945

Of(igmmete'rﬂax'ation—devitalization. or a total lack-
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Helax! Then What?
é% george_ mac Waéé

Member of the Faculty, Eastman School of Music

are dangled. Since specific energy is inevitable for
every manifestation of physical action, total relaxation
is not only of no valuec in piano playing, but is even
detrimentzal. 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, so 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
{o overcome weight. In other words, there must be a

DON'T BE A BABOON!

legitimate strain on all muscles and joints fgr any
activity. For exampl2: any one part of phe arm is held
in position by the muscular contraction of another
part of the arm, or if one part of the arm. moves
another part necessarily moves also. Otherwise the
arms would be at the complete mercy of tpe force of
gravity and would dangle 1oo§ely at the sides of‘the
body like the links of a chain or a fur neck-piece.
What can be more convincing of the fact that con-
traction (or temsion) is a vital and necessary requ1§1te
to work, and moreover, that grelaxed muscles are in-
ctivity or motion? 3
ca?r?l?rllic?efr:te tegsion results in rigidity or over-con-
traction, whereas too little or n‘ot enough teqspn
results in under-contraction. Thl.s latter cond1t:1on
(over-relaxation) will cause smudginess and blurring,
particularly in passage Wor.k.‘There are, .how.ever, cer-
tain loud, percussive and brl}llant eiffects in piano liter-
ature which cannot be achieved without some 'deg?ee
of rigidity (and it has been prm{ed througl} sc1§gt1f1?
tests that the range of dynamics 1s.g1"ejater with rigidity
than with relaxation) ; but that rigidity must be em-
ployed only where needzsd, never const:antly. An excel-
lent example of the application of this may be found
in the closing measures of the Danse .thuelle du Feu,
by Manuel de Falla. Stiffness is a failure to relegate
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University of Rochester

to the required muscles the proper measure of nervous
and muscular tension while retaining the capacity for
inaction of all the unrequired muscles—a simultaneous
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
equilibrizm and collaboration. The main point at issus
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 tznsion.

The application of weight, power and energy to the
key and the impelling of these forces—floating power
as it were—over the keyboard demands the proper
contraction 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, not the 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) alloted 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
key-bed, which is a small, round pad of felt. The dis-
tance in key-descent from sound-arrival to key-bed is
very minute—nevertheless it is a mechanical 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 tone
and on the preparation for the next tone. The violinist,
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:
(1) impair the instrument itself by wearing this felt
pad down; (2) destroy balance and coérdination; (3)
make for excess, dissipated energy; (4) retard 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
pressing is unavailable for these uses.

The Practice of Relaxation
The principle, then, that relaxation is the result of
good tones-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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of Notable Interest
b R b Whorgan

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

ON APRIL 8 Dr. Frank Black returned to the

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 concert 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 listeners in and

out of radio, he smiled and shook his head: “That’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 nét have these days;

for his schedule for the coming months is a heavy one.

Dr. Black is frequently called 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 Symphony

2 Orchestra, and in March of this year he returned 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

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 fisld. 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: admired for
his forthrightness, his firm beat;” 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

is opening concert will be recalled for the splendid
tformance of George Gershwin’s Piano Concerto
'Earl ‘Wild as soloist, an‘a also ior the presentation

from Haverford College, he told us—‘“cadenzas won

. them in that respect and wish them

_of waving the American flag when we gsa

ianists in familiar and widely admired compositions.:

of 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
compositions is a cost-
ly, cultural enterprise.
In the old days, public
performances were
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
lo_nger exist. In 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 ide.al
They are sponsoring a unique and magnificent or—-
cheetxja with the greatest of living conductors—Tos-
canini—at the head of it. They are broving themselves
to be ‘aristocrats of industry’ and I'take off my hat to

» and all such or-
y enlightened, God-

ELISABETH

ganizations who may be similarl
speed!”

Mr. Sargent has paid a tribute to all the «
ened” sponsors of good music over the air; the
of such outstanding programs as the Sa{:urd
noon broadcasts of the Metro
day programs of the Philhar
tra of New York, and many

enlight-
sponsors

3 ay after-
pol}tan Opera, the Sun-
monic Symphony Orcheg-
others. It is not g matter
y that no-

“FORWARD MARCH WITH MUSIC"

whnere else in the world is such an impOsing i
musical programs available over radio as in thiscow‘
try; it is merely the statement of a fact, And thatm
continue to have such extraordinary musicy] fm
available in our homes when one of the worg . i
history is being waged throughout the World',jsm,
of our democratic way of life. It is gratifying 1y}
that American industry has become the “enjigy,
aristocrats” of a modern world. 2 |
The National Broadcasting Company, follgy
precedent of last year, is presenting each Saturaaa
series of orchestral programs, featuring differep; !
phony orchestras throughout the country (3:0 t°4‘n;
P.M., EWT). This symphony array, known a.s{rﬁ'
Orchestras of the Nations, gives us an OPDOTtunitm
appraise the work of men of music in widely diffey
localities. Not so long ago, the leading symphm;
group of the Blue Grass Country, the Louisyile p;
harmonic Orchestra, conducted by Robert Wiy,
was heard in an iy,
esting program, pyy;
Defauw and the g
cago Symphony
chestra have alsy |
a series of coney
Late in April, Howy
Hanson and the gy,
man-Rochester gy

brought us in his fiy
concert two new s

after Hans Chrisi
Andersen, and the,
ond was Concerfofr
Violin, featuring J

Dr. Hanson ge!
new opportunity tos
mire his own talen:
a composer in his S
from Drum Top!
which the orchestra was joined by the ever relil
Eastman School Chorus. The fine musical taleni!
young America is splendidly evidenced in the progi
of the Eastman-Rochester Orchestra and the Easi
School Chorus.

Mutual has started a new series of programs ki
Symphony of the Americas. This series, desigel!
salute our Western Hemisphere neighbors in muiiﬂ’f
heard on Saturdays from 8:30 to 9:00 P.M, EWL.T
conductor is Valter Poole, American-born asi
leader of the Detroit Symphony Orchestra. Fifti]
members of that organization are used for the hrﬂ??
casting orchestra. These programs feature semi-Clas"
and lighter symphonic works, with the accent’
modern music representing the various Pan-Amen,a’_
countries. Each week, Symphony of the Amé®
salutes one or more of the American nations “'”j
prominent artists invited to perform music of ¥
countries. These “salutes” are prepared with themﬁ
eration of the Codrdinator of Inter-American {*m
to give listeners in this country an intimate V¥
the life and culture of the nations of the W&
Hemisphere. This series is one of the replacemét]
the Detroit Symphony broadcasts to be heard d
the summer months.

Jean Goldkette, a well known name in M|
music, takes over the latter half of the Detroit
Phony period for the summer (9:00 to 9:30 PMLE")
He is featured as pianist and conductor of I5*|
sixty-piece orchestra. Typical Goldkette arrans®|
of today’s favorite popular songs comprise most i
programs. )

Tin?e To Remember is a new five-a-week self
ﬁur;egcina to be heard over the Columbia Bl

ystem—Mondays through Fridays, 3:00 ¥
P.M., EWT. Milton Bacon, ‘;ﬁng a snf;ent of Am;
cana, is the narrator on (Continued on Pi
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Srories OF +CHRISTIAN Songs

1 EvanceLism.” By Phil Kerr. Pages, 244. Price,

sl publishers, Gospel Music Publishers.

i
a0

ghe sty of evangelistic music is one of far greater
* sest than many have supposed. Phil Kerr, evan-
tyt composer, musician, and author, has brought
gelish new edition of his “Music in Evangelism,” in
O“t,h he covers his field in very comprehensive
whlc,on' In chapters one to four (inclusive) he gives
f"‘sk:uﬂine of the development of music, its power, Old
n ment music, and Christian music. Some of the
s of the early hymn writers are morbid beyond
ve.ef‘ Here is one from Wesley, in a joyous and

frolicsome meter:

«ph, 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.”

vet this hymn was frequently sung in churches.

Another song which Mr. Kerr tells us was sung in
thousands of revival meetings was that called “Wicked
polly.” This ecclesiastical melodrama went thus:

“0 young people, hark while I relate

The story of poor Polly’s fate.

She was a lady young and fair

Who died a-groaning in despair.

She'd go to balls, and dance and play

In spite of all her friends might say.

One Sabbath morning she fell sick,

Her stubborn heart began to ache.

She called her mother to her bed,

Her eyes were rolling in her head.

‘My loving mother, you I leave,

For wicked Polly do not grieve,

For I must burn forevermore.

When thousand thousand years are o’er,

When I am dead remember well

Your wicked Polly groans in hell.’

She wrung her hands, and groaned and cried,

And gnawed her tongue before she died;

Her nails turned black, her voice did fail,

She died, and left this lower vail.

May this a warning be to those

That love the ways that Polly chose.”

Over one hundred pages are given to stories of well
hown hymns and evangelistic songs,-and twenty-six
Pages to short biographies of evangelistic song writ-
%r:ld The book is obviously invaluable to those in the
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Price, $1.00.
Guild, Inc.

FRF.EDOM OF VOICE ProbpucTtioN

Dywaye SingiNG.” By Louis Bachner. (With an In-
Woduction by Marjorie Lawrence.) Pages, 144. Price,
825, Publishers, L. B. Fischer Publishing Corp.

Your reviewer is one who for some years had the
Werity to teach singing, and in this time read enor-
a?lu‘ﬂy upon vocal problems and had many 2 good
M 8h at some of the widely varying opinions. In the
St half century, vocal theories and cults have had
Si;@y of falling in line with common sense. “pynami.c
eolg” by Louis Bachner, is a case in point. This
W book is refreshingly clear and does not run to
ho 80 “isms.” It is not a singer’s manual, but a
about singing. Any student who reads it regu-
Wwould have no need to fear false doctrines.

L. Bachner, born in New York, became & teacher
(thslnging at the State Academy of Music in Berlin
bes.e old Royal Academy). Among his famous pupils

1des Miss Lawrence, were Sigrid Onegin, Michael
m.2en, Lily Djanel, Heinrich Schlusnus, and others.
] ee hook ranks in usefulness as advice to singers with
Lin-fam°us treatises on singing by Clara Rogers and
! Lehmann, .

TONE, 1945

te

arly

Peltz. Pages, 74 (10x7, printed on glazed paper).

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

Christine Nilsson as Marguerite
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The Etude
Music Lovers Bookshelfl

Any book here
reviewed may

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

. éy g Wema{itA C)aclman

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, Virginia. 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
“Paust.” 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.

Tae ‘Mexr”

OPERA MILESTONES.” By Mary Ellis

Publisher, The Metropolitan Opera

Reabpine Vocar Music

“S16HT SINGING ManvuaL.” 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 rehearsals
could be spared if singers were taught to read readily
and precisely. The authors of this work have adopted
a modified French “Fixed Do” system, and training 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 masterly skill,
so that a wide experience may be gained in Rhythmic
Reading, Unequal Time Durations, Ties, Syncopations,
Superimposed Backgrounds and Superimposed Meter,
Subdivision of the Background, Remote Modulation,
the Divided Beat, Modal Melodies, Less Common Meter
Signatures, and Mixed Meters. The singing student
who has been given a thorough drill in these melodies
by a capable teacher is to be envied.

Hymn~s axp TtHE PrROPLE

“HymNs IN THE Lives oF MEN.” By Robert Guy Mc-
Cutchan. Pages, 208. Price, $1.50. Publishers, Abing-
don-Cokesbury Press.

‘I'hose 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 recent ex-
ploration of the field of the influence of hymns is a
scholarly and exceedingly interesting work which will
pe an inspiration to clergymen and choir leaders in
search of material. Dr. McCutchan tells in brief but
adequate words the story of the music of worship,
irom pagan sources to the present.

Ira Glackens Coiection
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Music end Study

Mozart

TIANISTS give Chopin, Bach and
PBeethoven 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-
lic? 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 ruthlessly exposed when 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, He
stands aloof, untouchable. Bach, Beetho-
ven, Brahms and the rest have feet
planted 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 mis-
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 a composer for serious, profound ma-
turity. 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 framework for
profound utterance. He offers the bare
skeleton, into which must be breathed
the breath of life. . . . Only a loving, as-
. biring laborer can reconstruct the Mo-
. zartean miracle.

. Yet, he who strives to follow Mozart’s
xplicit directions will sooner or later

The Teachers Round lable

Correspondents with this Depart-
ment are requested to limit Letters
to One Hundred and 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 con-
trast to the muddy editing of later print-
ings. For best results, use this U R text
in combination with the Presser edition,
not only for comparisons but for finger-
ings, 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 the student of Mozart
must learn to “read between the lines”
.+ « He must be able to recognize typical
Mozartean idiosyncrasies of which the
following are examples:

A. :I'he beginning of a Mozart com-
Position is usually to be played forte if
no dynamic indication is given.

B. There is often an implied crescendo

Conducted by

guy maier

Mus. Doc.
Noted Pianist
and Music Educator

between a piano sign in one measure (or
part of it) and a forie 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 “sub’to” (forie 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 “subito,” but never
harshly.

E. Mozart usually avoided extremes in
his indications; there are comparatively
few ff’s 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 Sonata (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

sthe 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 Points
1. Watch carefully all two-note slurs
Ex.1
EE==
vs{hich must be phrased exaggeratedly,
since such phrasing indicates uneven
pote. lengths gnd qualities. The first note
15 glven more time duration and more
tong (stress) than the second note.. In
r_apld movements the second is some-
times scarcely audible.
2. In playing rapid Mozart mo
vements
use only brief touches of “top” pe
none at all. e
3. Slow movements should
: ! often bhe
bracticed without pedal. If a pianist can
play Mozart warmly and vibrantly with-

out damper pedal he is comin,
i clo.
the heart of the music, - Tl
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th4. Do nl(’t plazh“second” O Sibsg, NUMBER of my friends, entirely sane men and
Cmes -SIOWET LI fisl R A in good repute with their neighbors, wish they

his unerring instinet for ?ighmm’ M could play the piano a little as a very personal
zart has taken care of this in jjgg, nobby, and regret that it’s now too late to learn.
all construction ‘of G5 N, It isn't too late! If you have the love of music and
seconld themes of sonatas, conoery; Jant to exercise it within reason, it’s easier to play
exsa cgg thet tempof(t)f o OPEnIng fig} 4o piano than to play bridge, which many people
not-atio(;zagf :V:lie‘;n:ﬁnléoi:xphci.tiw sem to have taken up in their mature years. More-
cation in Fabid (e isn - Atrilig} er b easier to learn the piano than it used to be,
ter exocutod A E denst,ofletmshﬁ‘ pcatse the modern technique is cultivated more with
all, is only & Gifl &) dWth i  ine brain than by mere dogged persistence. Moreover,
ter’ms Extended trillscte; 1 Iy the middle-aged have an advantage over the children,
Hiote Shoie «h . trIlls begunonif ) noe cases where the love of music is intelligent
¢ the principal note gyl 5 yell-considered, and where the use of the brain
evenly and offer no difficulty, ingy nas long since become a habit.
turil ‘a8 CIENCE S _Some ay A child at the piano, even a willing child, needs a
prefer to play a very rapid ‘asuf eyl lot of teaching. The adult can cover quite
o distance on good advice. Especially the man or
woman who took lessons in childhood, thumbed out
pumpy scales, broke down in badly-studied pieces,
and was permitted at last by the nerve-worn family
to give it up. Assuming that a love of music survives,
and at least a modest wish to play, you’d be surprised
at the degree of progress which is quite possible if
the mature person comes to the piano with a fresh
mind, and with a grasp of essential principles. The
average piano teacher didn’t mention those principles
to us when we were boys; now every good teacher
begins with them, which is one reason why the chil-
dren do better nowadays.

not to disturb the smoothness of they
companiment. . . . Never accent thef
note of any trill—whether it is begu|
the principal note or the note b

6. As to Mozart’s bewildering amy
grace notes—follow the usual k|
long grace notes; that is, give the w
note half the value of the prind
note, thus:

Ex.2

E=———

Ex.3
>

forming a four-note phrase gromt
slight stress on the first tone

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

played

Ex.4
played
Ex.b 1
>/\ e
as a two note slur, . . . Long @

are important both for their
stress.

7. On the other hand short
have practically no
duration. Mozart almost
short grace notes in the

nam

DR. JOHN ERSKINE

(Continued on Pageé 34)
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This article is reprinted from The Rotarian, by courtesy of the publishers and of the author. Dr. John
Erskine (born in New York City in 1879) is a musician of fine attainments. After study of the pianoforte
with Carl Walter, and composition with Edward MacDowell he decided.fo adopt 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 English at Columbia University. In 1923 he resumed pianoforte
study with Ernest Hutcheson, playing later with many leading symphony orchestras. In 1935 he became
treasurer of the Juilliard Musical Foundation. Many of his novels, (notably “The Private Life of Helen

of Troy"), have been extremely successful.

piano virtuosos! 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.

9. Your ear is all right, but you can’t
remember the left hand.

3. You always found
music.

Well, on every count but one, youTre
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 youre 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 into your brain, it will come out at
your fingers. Anything you can hear in
your mind, you can play. You usually 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, youwll discover that your ear is Jjust
as good on the low notes.

So the first rule for piano technique is:

it hard to read

“FORWARD MARCH WITH MUSIC”
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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 socon
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’ll protest
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, flats—but also an exercise of the ear, so that
the music can sound in the mind. Fortunately the
signs 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 for 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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F THE ADVANCED THINKERS on educational

problems are right, “there is a great day coming”

for music and 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
instruction was supplied outside of school hours by the
private “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 officials were eager to have a band which could
be turned 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:
5 had to be done, mind you, without interference
ny 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
I” courses in less time. Even now there are

—Ebitor's Norte

school children in large and so-called “progressive”
sphools who leave home in the morning before day-
l{ght in order to attend rehearsals of musical organiza-
thns before the first class starts. Even with credit
belr}g allowed for participation in music and a class
period supplied, it takes an intellectually and physi-
cally robust child to maintain the pace.

An Educational Drama

Wpat lies ahead for musically talented or even
musically curious students in our schools? Just this:
the hope that Bill, who wants to listen to symphon:;'
recor.ds ar}d who wants time to have them explained
to him will not have to get up before daybreak to
st_udy; the assurance that Bob, who sings in the choir
will have a chance to sing some of the stuff that hé
always wanted to sing instead of racing the clock in
order to have the required numbers for the sprin
f:ontest prepared; the promise that John, who pla, s
in the banfi, will have a chance to take th,at harmogS
or composition course he wants because he feels arS;
urge .to create some music of his own and still ki
up his trombone lessons. =

To 1llqstrate the problem and its DPossible solution let
us -look' In on two scenes from an educational d
which is far from imaginary. ey
Scene I:. Dean’s or Adviser’
Time: Present and Pa:tl.sers Ly
Enter Student:

Student: “Mr. Educator, I would like to take the
“FORW ARD MARCH WITH MUSIC”
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Music Appreciation Course in addition to Band
semester.”

Educator: “But Bob, that course is given during i

fifth class period when you have to get your Feu
;1 Heid

Student: “Can’t I take the music instead of Wai
History, and take French during the second how!!
like languages but I don’t seem much interesieiif
History.”

Educator: “Well, you know you have to have Wi
History to get your diploma.”

Student: “That’s right, sir. How about drop
advanced Algebra?” !

Educator: “You have to have the Algebra to g
Middle-West University, don’t you? I'm sorry. Iis
shame that you can’t squeeze it in, because you s
to have an exceptional interest in music and a0
talent.”

Exit Student, puzzled.

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

Student: “Mr. Educator, I would like to take®
Music Appreciation Course in addition to Band W
semester.” ;

Educator: “Okay, Bob, I think that can be armi
You're going to keep up your private lessons o o
too, aren’t you?”

Student: “Yes, sir. Music seems to interest me3"§
than anything else. Even if I don’t go into it If :
sionally I want to know more about it.” ;
: Educator: “Well, as long as you keep up g°°dwf
in your basic Mathematics and English couss
should branch out in your special field. You've wif
a lot of talent already. We shall see to it that ¥
the training that fits every person for citizensbd™
still have time to develop your skill and knoweE"
Music.”

Exit Student, happily.

When Reforms Are Instituted
When curriculum reforms are brought abou?s{h“i
dents can expect the opportunity to share f“uymy
enjoyment of music in the following threefold w;ng
They may through (Continued On

THE ETUDE

ET US TAKE it for granted that every vocal stu-

dent is familiar with these two facts:

1. The pitch of the tone is fundamentally de-
endent Upon the frequency of the vibrations set up
g}, the vocal cords.

5, The loudness of the tone depends upon the ampli-
ude of the vibrations. ; /

4 Ehlrd fact, that the quality, timbre, or color—call
i @ you will—of the tone dgpends on the form of
1 resonating cavities affectlr.xg the vibrations, is
5 ﬂy‘more complex. An amplification of this state-
nent, that the presence or absence of overtones de-
temiiﬂés quality, the whole .bemg det,f:rmined by the
character of the resonance, is the subject of this dis-
eussion. :

.. Why Voices Differ

D-lﬁerence's in general character, between voices of
ine same classification, are due mainly to one thing:
The variations in texture of the bony structure of the
fized resonators—the cavities of the masque and
the size of those cavities.

Variations in quality of the tones produced by
the individual voice are caused by adjustments of
movable parts, namely, the pharynx and mouth in
conjunction with the soft palate.

The Pharynx

That we may visualize clearly, and not repeat the
mistake of the student who described the pharynx
a5 “The bird that rose from the ashes,” it may be
well to explain that the pharynx is a sort of ad-
justable tube, extending from the larynx to the
nasal cavity. Picture it if you like as the small end
of the old-time gramophone horn, flaring upward
to the dual resonating areas—the mouth and the
sacial sinuses. It acts in the same manner as does
the tube of brass instruments—with this difference
—it is adjustable. “The wider it freely opens, the
fuller the resulting resonance and the better the
tone.” Of the adaptability of the human vocal in-
strument, Helmholtz remarked, it “admits of much
variety of form, so that many more qualities of tone
can thus be produced than on any instrument of
artificial construction.”

The Mouth and Soft Palate

Between the mouth cavity and the path to the
nasal sinuses is the pendant veil of the soft palate
—perhaps the most important of all the adjustable
parts that control the character of resonance.
Thomas Fillebrown says (“Resonance in Singing
and Speaking”) : “The true office of the soft palate
is to modify the opening into the nose and thus
attune the resonant cavities to the pitch and timbre
of the note being given by the vocal cords and pharynx.”

If a vibrating tuning fork be held before the open
mouth and the shape and size of the opening be varied,
there will be found one adjustment which will most
powerfully reinforce the vibrations of the fork. This
would seem to indicate that for every tone there is an
ideal resonator -adjustment, and this, in singing as has
just been intimated, is the main function of the soft
palate. In other words, it serves to balance the char-
acteristic resonance of the mouth with that of the
sinuses, the resulting combination being the quality of
the tone being sounded.

The Object of Tone Practice

It becomes obvious, then, that the fixed resonators,
in conjunction with all the adjustable parts leading
thereto should, under the control of the vocalist, work
as a cosrdinated whole. This brings us to the air.n' of
all purely voice, or tone practice, that is, the acquiring
of a sensitive, subconscious control of the adjustable
Darts of the resonators which, under the direction of a
closely listening and intensely critical ear, shall pro-
duce the best quality of tone of which the voice is
capable; that is, fundamental tone, plus overtones,
Which will be present in degree dependent upon the
character of the resonance, which, in s turn is de-
Dendent upon the nature of the individual resonators
Which, as we have endeavored to show, are largely
Under the control of the vocalist. e

The variety of tones of which the human voice 1S
capable makes tone practice necessary so that the
Student, by countless repetition and experiment may
learn how to produce and choose the best—not by con-
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THE ORGANS OF SPEECH AND SONG

Reprinted from “Resonance in Singing and Speaking,”
by Thomas Fillebrown, M.D., D.M.D, Copyright MCMXI.

sciously trying to adjust the parts by local muscular
effort, but by a critical listening to his 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 oft-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 build.) A

In the early stages there will be, as it were, a mo-
mentary period of “shaping” during the emission of
single, sustained tbnes; 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 possible at 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 overtones in the voice, there is a possi-
pility of overbalance in the direction of too much
resonance. When this happens, the tone sounds

“FORW ARD MARCH WITH MUSIC”
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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 ETUDE entitled, “How I Re-
gained a Lost Voice.” In this he made reference to
two specific sounds: 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—ir these two
directions—Iless 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,—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 codrdinate 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 good singing.

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.
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The Supreme Service of Music

(Continued from Page 303)

the National Federation of Music Clubs:

“The inspiration of great music can help to inspire a
fervor for the spiritual values in our way of lifes and
thus to slrengt’nen Jcmocmcy against those forces which
would sul)iugale and enthrall mankind. :

“Because music knows no barriers of languages; be-
cause il recognizes no impediments to free intercom-
munication; because it spealzs a universal tongue music
can make ws all more vividly aware of that common
humanity which is ours and which shall one day wunite
the nations of the world in one great brotherhood.”

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

of Dvorak’s American pupils and was associated with
the Czecho-Slovak master when he was engaged upon
his magnificent work. Realizing the beauty of the
theme, Mr. Fisher wrote the poem, “Going Home,”
and made the choral setting. . ;

The universality of music is one of its distinctive
powers. Music appeals alike to all races, all cx.'eeds,
all colors, all stations of life. It has the inimitable
quality of bringing rest, repose, and confidence t_o
people when they need it most. Tennyson caught this
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 spirit lies,

Than tir'd eyelids upon tir’d eyes.
Music that brings sweet sleep down
From the blissful skies.”

At one of the most portentious moments in the story
of life, the United States, which we are now told is the
nation of the greatest military power, stood silent and
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,

You're Not Too Old to Pl
| the Piang

(Continued from Page 313)

line from the top. You therefore know where Gisi
your right hand and where F is in the left, Frop .
points you count off the lines and spaces. ]

I don’t need to remind you that the nofe
slightly different forms, to show whether they‘;;
whole notes, half notes, quarter notes, and g f
A whole note sounds twice as long as a half nogg
mathematics needed here will not detain yus,

The time or rhythm is indicated by figures 4
beginning of the piece, or wherever the time chy
%, for example, means that there are three qua,
notes to a measure, and the perpendicular hars gy,
you where the measures begin.

I doubt if this part of music-reading bothers
intelligent person, but unless the notes suggest o
you're no further along than you would be if th s,
ters on this page suggested no words.

OLIVER HOLDEN
“Coronation”

ROBERT LOWRY
“I Need Thee Every Hour”

Dvorak’s “New World Symphony.” Mr. Fisher was one  and far spread.

Important Notice to All Etude Subscribers

During the wartime pressure, your renewal must be sent in before the
first of the month of expiration, if you wish to maintain an uninter-
rupted flow of issues. Our 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 emergency, are now obliged to

wait from three to five months before it is physically possible to send
them the fitst copy.

Your subscription order must be marked clearly RENEW AL, to
secure this privilege of prompt 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 can train your ear in two ways. You either gy
count off the lines and spaces between any two nj
and so get their relative distance, or you can eyl
absolute pitch and hear the piece exactly as
sound when played. o

The first method is very easy. You soon lea
recognize the relative pitch of notes which hay
note between them (thirds), or which have two
between them (fourths), or three notes (fifths), orf
notes (sixths), or five notes (sevenths). With a lit:
concentration you could become accustomed to the
intervals after a few hours at the piano, and theny
could recognize the intervals mentally, hear them
your mind, when you see them on the page.

But if you are training your ear at all, you oul
to make at least one good try at absolute pitch. Ii
merely a question of listening intently. Strike any not
on the piano, G, let’s say, or 4 or C. Fix the soundi
your mind. Come back: in half an hour and sing¢
whistle the note before you check up on the pianot
see how closely you've stuck to it. After two or tir
days, trying it two or three times a day, youll cont
within a tone or two, and at the end of a fortnight i

your ear is good, you'll get it right most of the fime |

Now you’re ready to take up your piano-plyig
again. I've tried to explain the general principled
training the mind before the fingers; perhaps it vl
be well to set down the proper order of the esseil
preliminary work to be done.

1. Brush up on musical notation—Ilines, spaces, i
notes, sharps, flats. You must have your old begim
book still around the house, or if you haven’,
row your children’s.

2. Train your ear, helping yourself at the piali

until you can hum the intervals at sight. If you b ki ¢

the curiosity, you might try for absolute pitch.

3. Take some easy piece, an old folksong or one & foy

the simpler minuets of Bach, Handel or Mozart, i

learn it away from the piano till you can hear it 1 iy

tally.
4. Then play it slowly, using the music to guidel®

and to correct your memory. Be sure to hear €% Bhil,
note you play. Listen to both hands, or if that is 8 oy

ficult, play them separately till they both have '
attention.

5. As soon as you know the piece, play it for
body. Performance for even a hostile family will &%
the piece into your memory and give you confident®

If you play only in private, you're beaten before 10t s

start.
You may think I'm a long time in reaching th¢ i
gers, but I've been emphasizing the principle that 8%
preliminary ground work is essential for even &I
technique. If you drum on the piano without if o
find yourself at the end of a year just Wher .
started, but if you give a' month or two to the & ouﬂu
work, your playing will improve at once and 5&°
Improving. At g
The amateur player of modest ambition Wﬂ] n&
need the whole armory of the great concert artish
he should have g command of scales and of arpeg i
and he should be able to manage octaves Wi

breaking his wrists. The (Continued on Pt o
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WILLIAM G. FISCHER
"I Love to Tell the Story™

HERE SEEMS TO BE some skepticism in the
minds of many music teachers regarding the
value of teaching their pupils to play hymn
wnes. Is it not true, however, that such important
Pesic principles come to light in the playing of hymns
4t to ignore them seems unwise?
Iﬂl the first place, because hymns. are by nature
tking in complexities, admirable practice in sight

At of sight reading for instance, three hymns a day
3 h¢ order in which they occur in the hymn booKs,
that he learns the unfamiliar as well as the familiar
ees, those in difficult as well as the easy keys) will
- encouraged by his progress, that he will be con-
*d that sight reading of moderately difficult music
tug()t Wattainable. The writer has known cases of
_euts who, having despaired of their sight reading
iY, found that by being exposed to playing for
eyne church services for a period of a month or two,
oy dined such confidence that they felt they could
re almost any hymn without preliminary practice.
ian?;? a practical angle it cannot be denied that a
- ‘Who can sight read at least the simpler types

Sl such as hymn tunes and the old songs is an
iahisto any church or community. Furthermore, if a
r . aCCepts all chances to play for church services

i, o0 discover that he has unwittingly been culti-

) Teas'g the art of playing by ear, thereby further in-
R i ¢ his value as a musician. What a convenience

ine 0 81l concerned if the pianist has at his finger
¢ Dozology, America, and The Star-Spangled

¢ without having to scramble around to find the

Sop ber in the hymn book!

Ine~0f the most fundamental technical problems

yﬂm: roned out par excellence through the study of

Oleg That old but ever-present bugaboo of “holding

g _(Idependence of fingers”) can be learned to
Avantage through the conscientious study of

g 1955

i
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L. O. EMERSON -
“Guide Me, O Thou Great Jehovah"

Munity sings whenever opportunity affords, he -

LOWELL MASON
“Nearer, My God, to Thee”

éy jruin? ;Z) Barf/ey

IRA D. SANKEY
“Ninety and Nine"”

hymn tunes. One of the many examples of holding
one voice while another one moves may be found in
Amsterdam in the illustration below. At points marked
“a” one or more voices are held while another one

moves:
‘Ex.1 () (/“.\)l

|
R E oy

b M
B
L)
T
®
e o

The teacher should, if needs be, inform the student
that hymns are written in four-voicg harmony and
that at all times (except where a “unison” occurs, as
at “x”) four notes should be sounding on the piano.
As an exercise it may be advisable for tl}e student to
observe the holds found in parentheses in the above
illustration and count the number of notes that are
depressed on the piano at those points before pro-
ceeding further. z

The pianist who fails to hold dpwn a note its proper
duration is guilty of impoverishing the harmony. In
this connection it should be stated cle?xrly that no
damper pedal should be used in the playing of .hymns
until the teacher is satisfied that the student is alert
to the importance of holding the co'rrect notfas.'

Many young Dianists do not realize .that it is oft.en
necessary to play three notes in the right hand whﬂ.e
one is taken in the left. This occurs when the tenor is

over an octave from the bass part, in which case it is
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WILLIAM B. BRADBURY
“Just As I Am"”

The Value of Studying Hymns

———

Music in the Home

GEORGE C. STEBBINS
“Saved by Grace”

JAMES McGRANAHAN
“The Crowning Day”

W. H. DOANE
“Tell Me the Old, Old Story”

nearly always possible for the three upper parts to be
taken in the right hand.

Written: o Played

If a student is inclined to be weak in rhythm (and
how many are not?), much can be accomplished in the
studio if the teacher has previously classified the
hymns found in the hymn book acecording 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 column the dotted eighth
followed by a sixteenth note (for instance, Christ-
mas) ; in a third column two eighth notes in duple
time (Sicilian Marinerss 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 purposes. J
The same scheme may be used in the J -b «
figure in which case the rapid counting of
sixteenth .h J‘ notes should take place, again in-
cluding one more note to make the musical
phrase complete ) ﬁ d (Continued on Page 348)
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ELIZABETH A. H. GREEN

olic blast from an irate teacher who was

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 g
wide literature, an experience of many types of music
and many styles of composition, many jortes, many
f-ianos, coupled with many speeds or tempi of execu-
ion.

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

“UP BOW!—Darn it!—Up Bow!” It was a vitri-

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 it 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
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for a few lessons, and would go into this question of
orchestral bowings 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.

Bx.
%
D]
(Read further for the exceptions.)

: 2. If a piece starts on the last note
it should start up bow.

o

N

1
T
T

W

T

t T
72 T !
1

' |

of a measure,

To set this bowing, count back from the first beat
of the first complete measure, calling the first note
of the complete measure “down bow.” The prepara-
toxjy note or notes should be bowed in such a way that
this first-note-of-a-complete-measure arrives on a

down bow. See Ex. 2 a, bic

William D. Revelli
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Bowings for ‘
High School Studen
by Elubath A M G

0f the School of Music,
University of Michigan

3. When playing figures of four even nofs,
slurred, either singly or reiterated, the first w{

four comes on the down bow.

Exception: Oberon Overture, in the
and ninth measures from the end. Hi

runs. If the contour of the passage is
impossible or inadvisable to arrive with
on the first of the four notes, accomm
shown in Ex. 3, a, b. Note also in this con
the section of the bow used is of param
tance. In general, and most often, if is
between the middle and the point, on the
bouncing. In prestos, and for spiccato (0
effects), middle of the bow. If slow spic
bow about one inch nearer to the frog e
actual middle of the bow.

4. If a piece starts on an up beat (last
measure) and this up beat is slurred to'
of the next measure, then the bowing sf

‘ExZ

g n /‘; 5

(See number 12 for exception to this)
5. In playing the waltz accompaniment, {ie!

Ex.b

i

is down, up, and if played nearer the frog of ¥
than the point with the bow leaving the st
tween the notes (between the second and "
of the measure), the effect will be more sprigh

of better style.

6. For the six-eight fast movements, teach%
fient. to bow the figures as marked in Ex. 6. o
ing is good whether indicated by the comps

Ex.6

- P f"
7. For the dotted eighth and the sixteet”
the linked bowing is used almost exclusivel

Ex.7

Mo opp i
N—-"

Exception to this: Rose-

— ]
(Continued 0t iy

rHEE

R REVELLI: Mr. Gould, what do you believe
M/} is the contemporary composer’s attitude to-
ward the modern symphonic band? First, as
means of expression, and secondly, as to its poten-
gglities in the future?
Gould: I think the band has tremendous poten-
3 aﬁties for color which have not been used very much.
nband has & very contemporary sound; its instruments
:re very adaptable to popular and .fqlk music, and
of our composers today are writing music that
maﬂ};s its base folk and popular music texture. (I
qite that kind of music.) .Symphony orchestras find it
aviward t0 project certain types of music with jazz
r follc music pase. The band has a _color and an in-
:trumentation that is compat_ible with much of our
contemporary American music. Secondly, I believe
pands offer & wide practicz_a.} ogtlet for composers. I am
l for the idea of commissiening works. A band num-
jer that has & practical playing value is also just the
kind of number for which many orchestrations can be
«ld. That should mean that enough of an income
«uld be derived from that source to make it worth a
composer’s while to write for the band even if he does
ot get a commission to do so. ’
1was made aware that this country has many young
people Who are yitally interested in music and who
play instruments in a way that surprised .me. They
possess S0 much in tone, technique, and in style. We
must realize that these young people are capable of
nore than we credit to them. Professional orchestras
ometimes have difficulty with rhythms- that young

~ MORTON GOULD

f91ks do not have; they dance to it and hear it all the
lime anq the rhythm is a part of them. For example,
the Viennese Waltz rhythm is a difficult thing to do,
Ut When you have people who actually feel it, they can
tlay the music with no trouble at all. I repeat, these
young people have that rhythm and if they are given
& chance to acquaint themselves with good works they
;flnkbe able to overcome the difficulties inherent in the
ork,

To get back to the question as to the band’s po-
tentialities in the future, I say, yes, it has great poten-
tialitjes,

Member of the audience: There has been a lack of
Derception on the part of publishers. I am a member
o & publishing firm. Too frequently publishing houses
W music “by the pound.” They don’t see the idea gf
American composers being good enough to write musi-
°?‘1 compositions. There is a certain economic compul-
Sion involved as far as most composers are concerned

IUNE, 1945
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The Challenge of the
- High School and Coliege Band

~ To the American Lomposer
: Part Two

by Willam D, Rovoll

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

THE I;'IRST PART OF THIS STIMULATING DISCUSSION APPEARED IN THE ETUDE FOR MAY

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 catalogs 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 time to write.
I think if a catalog of band works of American com-
posers were established it would bring good results.

Mr. Revelli: Mr. Schuman, as a COmMpOSer, What re-
strictions and limitations in reference to scoring have
you encountered when you write for the band? What
effect has the lack of professional concert bands had
on your attitude in scoring for the band?_ L0

Mr. Schuman: I wouldn’t say that thg limitation is
burdensome in any way; it is merely a dlﬁerent.set of
limitations. I really enjoy writing for band. It. Is fun.

Mr. Revelli: Mr. Gould, when you were commissioned
to write “Jericho’ were you given any‘recommenda-
tions as to type, character, style, and dlfficulty of the
composition, or were you just asked to wntg a work?

Mr. Gould: They just asked me to write a work.
1 would like to add that much of the standard repertory
is difficult; for example, William Tell. Many notes are

itted in its performance. '
OHB? Goldman: That is true of Poet and Peagsant and

her standard works, also.
OtMr. Revelli: Many of the school band a,rra.,n.gements,
transcriptions as well as original cqmposxtmns, are
thickly scored “with an eye” to keeping every player
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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 instruments 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,
technical 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-
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fessional symphony orchestras than concert bands.
Therefore composers for band must depend alniost 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 writing for an instrumentation 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 good music. 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 boogie-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. Revelli: 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»en’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. Revelli: 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, t00. &
The conductor should rehearse with full score, but f01:
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. i

(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-
ciation of Schools of Music is concerned with the need
or improving the literature for wind instruments in

small ensembles. Recently each member of the As-
sociation has been asked to subscribe for a series of
compositions for woodwind and brass instruments
which would be commissioned from American com-
posers and which would appear during the next five
years at approximately five compositions each year.
The response on the part of the membership indicates
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 interest at all levels for wind instru-
ments. T commend this group for its recognition of a
responsibility and willingness to pioneer the develop-
ment of a sorely needed literature.

Mr. Revelli: 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 period 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,
thqre was no feeling of national renovation. The Revo-
lution brought about not only political and social
changes but an important cultural awakening. The
program will trace this development. The broadcast
qf the fourteenth will turn the spotlight on the Na-
tlonts 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 d.rummers in 1775. Highlights of nineteenth and
’_cwentxeth century Brazilian composers will be heard
1rf1 ];het progfr:mrxlns of the twenty-first, and the music
of Boston o e moder i i
tion on June 28th. b e e
It was our intention to speak of th i
peard on Easter Sunday of this year ovgr f;il?ee Jirrlxl::;(-:
ican r'adlo, but space will hardly permit us to go
extensively into this. To be sure, Easter is behind Es
and thq long months of summer, vacation time and
the perlpds of outdoor recreations lie ahead Bu’t re
membering an important holiday and how it .has bee-
observe:d over the radio makes for greater appreciatis 5
of m}lsmal broadcasting. Remembered with keen ple e
ure is the last of Toscanini’s winter broadca,stspwziitsk-x
the NBC Symphony, which on Easter gave us th
exquisite .m_usic of the second act of Gluck’s “Orphe .
and Euridice” and the enduringly beautiful pﬁn:j

chorus from Bach’s “Passio i
e n According to St. Mat-

incomparable worth. On the Wednesday prior to

‘ ! ation to Music broadocast,
day, 11:30 to midnight, EWT—Columbia, netw(::l:)dnfgé

lovely soprano Elisabeth
: s Schumann
Bach arias from the “St, John” and th,e ig?gM:i‘éggé
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Passion,” and also parts of “Dies Natalis»

«lating Letter
by the modern English composer Geralg ASth| 9

& oy

i h thi ; ; uch your contribution
‘t”}i:?: Swt)l:ﬁ:;. i)l;cant)};l&is ocouldt i DR S“t?g Iemoxe‘liin‘i':tr'ysv Forum in the February
pportunity to heap ty, ‘f ‘#¢ Voo prope. I have played and

Speaking of Easter brings us to an imPortant
of broadcasts now being sponsored by the Ch
the Air (Sundays, 10:00 to 10:30 AM.,, EW'LC(:]N ‘
network) . This series, which started on Apri] I:mhl
is to extend for thirteen weeks, is entitleq “The U
tian Vocation.” It is devoted to a discussioy
“Christian viewpoint of the place of mep ang g
work in the world.” It is presented in CoBperatiy
three speakers representing the Congregationg 5
tian, Methodist, and Presbyterian denommaﬁons%
is the first time that CBS Church of the Ajr m;m
sented a series of programs on a single theme y
the same speaker on successive broadecasts, The g 5 ntheir gn:egesti‘llflilo fil::t
pose and importance of these programs is gm I gy use Book II . - . but BOOK - =
by Elinor Inman, Broadcast Director forl:hgxgl:m ”ﬁcm “‘ef;ﬂ’nrf &":’ tfl‘x(x)‘rslt ifo:fcmi;
of the Air. She says: “This series has been Plann;ut: Ihﬂl’; a;}:‘?enson compiled very good, as
provide opportunity for a discussion of tpe Bir® = mishes more variety of style

Christian viewpoint of the place of men ang theirwhﬂk :mi 'fa;niliarizes the student with many

s " e - VI Yo f the violin. . . .
in the world. This is a very significant thing ty ) od mf;e;z &m the teacher of beginners

about now when we are forced by the condition of most vital role? How many young
world to develop new ideologies and new sjy] ggents soon lose interest and ~gi:;e u;;
as to the relationship of men with each othery, i o ok chace L REHEVE 1 18 ¢ e
» g gl tful effort by the teacher. If
pro_mment, c{lous have been engaged to sing the g ﬂﬂ‘:“;‘ufgmeu in the place of a young
votional music heard on these programs, The Spealey ihﬂd' who probably has no previous mu-
featured are: Dr. Douglas Horton, Minister o ] sl knowledge, you can realize the dis-
General Council of the Congregational Ciyig oweements whic R Ure
Churches (he was heard in th i e e 0.0,
: s (he was heard in the first half of theserig] ;- s (perhaps?) that nothing sounds
April 15 to May 20) ; Dr. Ernest Fremont Tiitle, pf ratt, and he can easily become disheart-
of the First Methodist Church, Evanston, Ilings ] o« betre any_ satisfaction of accom-
B lishment. + + » ve us e fol-
t:fzkjs Iover on June 3 to continue through the broay }:,wmg procedure with pupils living near
of July 8.), and the newly elected Moderator of i i, me, In the first place, I accumulated
Presbyterian General Assembly (who was hemiyf few “fddles” of various sizes and I
May 27). These programs aiming to present s Joan them to beginners for a try out. If
i i g 3 they wish to continue they generally wish
ideas and ideals on what can be accomplished ing fo own one, but in this way the parents
d.ay-t,o-day work are worthy of every listeners w
sideration, for—as Miss Inman says—‘It is i@
day-to-day work, outside the circle of our fanik
that the most intimate contact comes.”

; forty years and more,
My 8%t T have had long experience.
hel o feel  my children are grown and have
Now Wﬂw nest,” music takes up }t)e sl_ack
mind and time with stim-

- work; and contacts with young
o he feeling that I am enriching
‘leﬁves' make life worth while. . .-
el 2] pave familiarized myself with
O nethods and studies more than
Wi e teachers I have known, anc’i'
1% % coincide with mine “to a T.
Y"“Iﬂ,e Jast few years I have found the
for 8 Gay” method by Paul Herfurth
U essful with young pupils; it has

0
s | 5% violin for

as @
suden

@ to no expense while it is an experi-
nent. I manage to have them come and
mctice with me each day for ten or
fitteen minutes—keeping the wviolins here.
No bad habits are allowed to form, and
when they use the left hand, correct in-
tonation is much more quickly estab-
lised. . . . I train the left hand at first
by playing pizzicato, so that the pitch—
ds hand position—is concentrated on.
++ . After two or three weeks they then
ume three times a week—taking -the
vidins home—then twice a week. In this
Vay the instrument is kept in condition—
ad teachers know how seldom that hap-
bens in the case of most beginners. It is
inazing the progress the pupils make, the
Darents are so pleased, and the pupil’s in-
lerest keeps at a high piteh. . . .
—Mrs. E. F. O., Rhode Island.

Music in the Post-War
Curriculum

(Continued from Page 314)

amplified and augmented courses in listening o
to understand and enjoy music in its true light&
reflection, an interpretation, and an expression of i

They may look forward to having the time 0
velop the skills necessary to the highly social &’
necessity, codperative performance in musical 0%
izations.

They may, having mastered the basic skills cont®
to all, determine that music is to be their Lt
and may be assured of opportunity and faciltis”
securing advanced technical knowledge and siil !
performance, composition, teaching, and criicis®

There are some of us who believe that musi sl
is, in itself, a preparation for higher citizenshih
average symphony lasts forty minutes. If a o
erning or planning group for any project of acl'lV;”
could apply itself to a problem with the same S
ness of purpose and intensity of concentratioh tfiectively to capture and hold the

el £ :
same astonishing degree of codperation, and th ¢ eri::sits of a beginner. Another good

To receive a letter like this is a pleas-
¢ and an encouragement, and I wish
W print every paragraph of it. Mrs.
“F. 0. is very evidently much more
'Siona conscientious teacher—shé has
% and a'coqsuuctive imagination.
fex_er, teach_mg is not merely a means

Istence, it is a reason for existence.
ea:ﬁea grand world it would be if all
I thirss’ mn all branches of education,

il Way about their work! It would
; € presumptuous to congratulate
rat.ullp' 0., but her pupils can be con-

ated wholeheartedly.

¢ Paul Herfurth books can be used

>

competent technical skill exhibited by aif Pk, © the “Learn with Tunes” (three
orchestra—well, there you would have a nev @, i W Carl Grissen. Equally valuable
government, business, science, and human I Bnﬁ@ esle; Folk and Master Melodies” by

Music in the post-war curriculum will help 4 i Sontag. In all these books the
make young Americans self-sustaining, sell-mwt.‘;; « > © aWaken in the pupil a feeling
and self-sacrificing. In the possession of these qul oty fundamentals of good musical
lies the happiness of men. kay ,_lnas Well as to make the effort of
oy [20%e Dleasurable.
' ghas‘;er’ the “Tunes” method of teach-
be 0ver10ne disadvantage which must not
1 2oked: The various books rarely
€ enough material for the develop-

* * * *
The man that hath no music in himself,

Nor is not mov'd with concord of sweet S0U™
Is fit for treasoms, stratagems, and spoils;

s =
==

The motions of his spirit are dull as night, 0 th(-;sf & sound technical foundation.
And his affections dark as Erebus; Ay tho reason, a detailed Method, such
Let no such man be trusted. thyy, ¢ Of Laoureux or Applebaum,

U ¢ introduced as soon as the pupil
N, 1945 :
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unless accompanied by the full name
and address of the inquirer. Only initials,
or pseudonym given, will be published.

shows that he has an alive interest 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-
couragement. But the production of a
good tone calls for some understanding
control of the bow, and for this a few
special exercises are generally necessary.
On the other hand, the relation of semi-
tones to whole tones and other simple
problems of intonation can often be mas-
tered more quickly in easy melodies, for
the young student more readily hears
and dislikes his mistakes. It is not always
easy to maintain a judicious balance be-
tween pieces and studies, yet it is a bal-
ance which must be kept if continuoqsly
good results are to be obtained. Too In-
tense a concentration on studies. or too
complete a reliance on pieces will bot

tend to retard a pupil’s progress.

I certainly do think that the teacher
of a beginner has a vital and most re-
sponsible réle to play. In the first year
or so, good or bad habits can be formed
which will very materially influence the
pupil’s future development. I had some-
thing to say about this in the Novem’-
ber 1943 issue of THE ETUuDE, so I won't
go into it again here. ;

1 think, too, that a pupil’s loss of in-
terest is often, though by no means
always, due to some slight lack of un-

s i the amateur to music . .
s Of‘delightful letter-writer’ to literature. Without such

ds and lovers, without such free disciples and fol-
the pleasure of their service) , not one of the arts—
c—could really enter into the larger life of the

reader’ and the
comprehending frien
lowers (paid only by t/
and least of all, must
world.”

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 tune 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
instinct 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 mastering 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 ErvpE 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 shall 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,

is rather like that of the ‘gentle

—ROBERT HAVEN SCHAUFFLER.
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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!—is 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 first 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
tense. This formation of lactic acid
causes 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 everzincreasing 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 Tee Erupe for 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 - confuse relaxation 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,

A2
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French Countmg and Solfeggw

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 find some 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.—B. B. N.

A. 1. In French counting, quarter-
notes are called Ta, half-notes Ta-a,
dotted halves Ta-a-a, whole-notes T'a-a-
a-a. Two eighths are Ta-te, four six-
teenths Ta-fa-te-fe, dotted-quarter and
eighth Ta-a-te, dotted eighth and six-
teenth Ta-e-fe, and triplets Ta-te-ti. The
following rhythm would be counted thus:

4 Pl T i

Ta Ta-te Ta-a-te Ta-fa-te-fe Ta-te-fe

e
Sl eargil
Ta-fe-te 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 England, 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-orgdnized chart showing
all rhythms with these syllable names.

2. I do 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 meutral 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 great 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’s
Practice in the Staff” by Gallie, to which
I referred above, is a similar collection,
but contains only thirty-seven pages. An
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 color of ‘“e” (pronounced
“a”), except “re” which becomes “ra.”
Thus the chromatic scale, ascending and
descending is:. Do, di, Re, ri, Mi, Fa,
fi, So, si, La, li, Ti, Do; Do, Ti, te, La,
le, 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, li, 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 sing 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.1
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 arranged 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-
dental sharp before the E has been
omitted.

How to Learn to Play Popular
usic

Q. 1. I am an adult piano student, and
for the past year have studied hard in
the entire Volume 925 of “The Virtuoso
Pianist” by Hanon and the John M. Wil-
liams’ ‘““‘Adult Beginner” through self in-
struction. I have faithfully studied all the
most difficult pieces in the Williams’ book
and memorized them.

My desire and aim in music is to play
popular tunes. Therefore I have selected
the easier pieces I could find and worked
on them as I went along with the two
volumes mentioned above. Some of these
bieces are Idaho, Cherry Blossom Time
Diane, Sundown, and others of similaxi
difficulty. 5
. I know my progress would be bettered
if T knew the proper material to study
and the method of practice that would
help me most in acquiring the skill neces-
sary to play the type of music I am in-
terested in.

Will you please suggest further material
to practice and the best brocedure to
follow in achieving my aim? Is it advis-
able to work on popular music with the
musical background that I have?

Mus. Doc.

Professor Emeritus
Oberlin College

Music Editor, Webster's New
International Dictionary

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

or pseudonym given, will be published.

2. Is it detrimental to watch the key-
board and hands while playing memorized
pieces?—R. L. N.

A. 1. If you have done Hanon 925
really thoroughly, you should have a
good solid technique, and it seems to me
that you now need to gain fluency in
your playing. For that purpose I would
suggest any of the following books, all
of which are good to follow the John
M. Williams “Adult Beginner”: ‘“Music
Study for Adults,” “A Treasure Chest of
Famous Melodies,” by Buenta Carter;
“Modern Piano Course,” Books III and
IV, by John Thompson; or “Famous
Classics,” Books I and II, by John
Thompson. Also, such supplementary vol-
umes as “Opera Gems,” Volumes R VR i
and III; or “Piano Pieces the Whole
World Plays” should help in gaining the
facility you need.

Since your aim in piano study is to
‘learn. to play “popular” rather than
‘classical” music, by all means play
popular Songs. In order to play jazz well
it is, gf course, necessary to have g good,
technique, and that is the reason I have
recommended the material in the above
baragraph. But while you are working on
th.at, try your hand at popular tunes. I
might warn you that just playing t.he
notes as they are printed in popular
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oA TODAY is the greatest center of ad-

sheet music will never giye - yanced musical B b Ut w half

a satig, o it was considered by some mu-
effect. They must be elabora,ted' "en%;g lands as something of a cultural
In varlous styles in order {5 g, 4§ gos of  strange things happened. Many an eve-

real jazz. So I would sugges thagp, et wl:e; ast century did European musicians spend

some such volume as Dy, i th tes of a country that
“Piano Method for Blyes” .1, ;mfemmng fabulous anecdo y ,» as
e &

how to devise hythms, aopef pess W0 V5 CORCEIEE, BAE L en, a1t over
i Y eIl % : 3=
. songe, Elingtan.ape rbie D000 continent and even in the large cities
sists of only piano solos, ng Study gere still € recent as 1920, the Editor of THE
rial, but these solos Will shoy y, § grosd¥al- EVER - is Cooke, tells of an experience
his ideas are used. There are . o, Dr. JaIneS mc;xs the head of large Amer-
books on the market, and i yy,, | 5 Warwck E‘ilbgﬁ:ﬁ&gwi:;r":sts e Rasaniind
an Ellington fan, you might Drefep g} il m'mctfd by two maiden ladies of his name. On

Rhythms” by Teddy Wi .1 sop opera s
provisations” by Art Tatmn:o?;l a eﬁtgrm g the shop he presented his card and announced

get some such book and stygy m tt he was from the Uniab;d Irsntﬁ;;s';"'l?: f;ﬁﬁ:f t;)rr:
really want o learn to play j § uiely ssked: “AYE SO EP C L eht and the
Also listen carefully to some of e snces the WlSh was father o o
pianists on the radio, or hey 4 iiathet education :gf ;%an;ledtg;us;::w asgggxg 1; a;
study their phonogra 8§t were even predictable 1

i tyo . 5 gheir ;gt;lgsh Tecording, ael;‘;oed. Europeans followed the exa:ggeratlons 'of
2. It is perfectly all right to yyf Coarles Dickens in his “American Notcfas 81842) I;\?htcg
keyboard and hands while Dlaging ‘ presented & hopeless cultural outlook for these Unite
orized music, providing you doy§ Sates -
come a slave to this prgacyﬁce s Farly in 1850, Jenny Lind arrived in America—the
; i1t great European concert artist to tour this countryé

) i t, and grea

| g was a person of fine musical attainment,

Wg%tleéemsugé;t gggff,ﬂ‘ M sersonal charm and dignity. It was typical of the state
for the following piano works: of musical culture at the time in America that she
1. Chaconne in D Minor (Bach-Bumf sould have the misfortune to come under the man-

Andante maestoso, ma non tropy erial wing of the “king of showmen,” Phineas T.
Piu mosso, ma misurato 8

y ly went above that of one
Sostenut Barnum. Barnum’s taste rare
:flegrz Omoderato ma deciso of his clowns. Typical, too, was the fact that she should
Piu vivo

have been exploited here like one of his circus fre?ks.
2. “‘Organ-Choral-Preludes” (Batt-Bis} 1] singing societies and firemen’s bands were hired
i%ﬁi God, O o serenade her each evening beneath her hotel room
e, the Voice Commands
Now Comes the Gentiles Swiw | vindow at the old Irving House, Broadway and Chaxp-
Rejoice, Beloved Christians hws Street, Her carriage was drawn by spirited white
T o steeds wherever she went. Fabulous legends about lﬁer
Al . i { vitue and goodness were created expressly for her
= A:asr)ld et i American visit, Jenny Lind soon became a legend, a
Air_ (largo) wgte, & disease. Clothing, food, restaurants, knick-
Fugus (oln tnacks were named after her. Young women every-
| where imitated 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
magnificent voice as her publicized and glamorous per-
snality that drew the crowds. Americans of a century
a0 came not to hear her music but to look at a
legendary figure. The tickets for her first concert /
Were auctioned and the first one was bought by a |

Busoni) —Andante maestoso, m
troppo lento J—52; Piu Mosso, ms
ato )—58; Sostenuto =108 A4
moderato ma deciso J=92; Pitf
=144,

2. Organ—Choral-Preludes (Bt
soni) —Come, God, Creator |.=il;4]
the Voice Commands )=66; Noul
the Gentiles’ Saviour }=T6; Reji]
loved Christians J—=132; I Calloi!
Lord })—63; In Thee Is Joy

3. I regret that I do nof
Fuleihan composition.

Books Dealing with d“’

Forms ;

Q. Could you please tell me
books that go into detail
form and writing of the
the piano concerto? Most D
only a short space to these SU
would like to find some tha
a detailed study.—C. F.

A. As you have discove
ture on these subjects i
is a great deal of &
about standard symphon
and about the history of ¢
there is almost nothing ¥
exclusively to the writing
positions. The best I can,
the symphony is Volumes
“Essays in Musical Anaiyss S
F. Tovey. For the oon et
of the Tovey “Essays” i5
is also a new book by AP
called “The Concerto” Whi !
you. All of these VOI“meswiAL
great deal of historical maoumz
believe they will also give y353)
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" PHINEAS T. BARNUM ;
* lmboyant showmen risked his last penny to bring
Jenny Lind to America.
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America’s Musical Yesterday

New York hatter, Genin, for
$225.00.

Jenny Lind was forced to ap-
pear as nothing more than a cir-
cus 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 of a
hundred years back and less con-
sisted exclusively of Barnum-like
attractions.

Tricks and Stunis

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

JENNY LIND

instrument imitating the cracking of_ a vxyzhi‘;‘)—numbers
.which would (in-the words of Dwight’s 'Journal of
»). “grouse a.- storm of ag?plause wfk;glyggg 33
2 ighl ublicized prodigy was -ye:

levrllsl;shfkwltlllf cgulrt)i play on two drun}s at one t.1me, A
Polish pianist, Volovski, brought audiences to ‘hls con-
certs with the promise that he eoul.d play four hupdred
notes: in one measure, while the singer De Begnis e}é;
ploited the fact that he could render six hundred wor

and three hundred and fifty bars of music in O'Igﬁ
minute. Leopold de Meyer performed on the piano wi

Music

éy :bcwicl é)wen

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

fists, elbows, and even a cane, and another pianist,
Henri Herz, even went to the irrelevant length of
featuring at his concert the attraction of a thousand
candle illumination. The celebrated bandleader, Pat-
rick 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 Chorus 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 greatest violinists of his generation, featured
meretricious paraphrases of Irish ditties. Ole Bull in-
variably included The Mother’s Prayer and The Carni-
val of Venrice 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 hand and Yankee 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 hoses 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 percussive contrivance capable of regis-
tering noise. This composition, arranged for piano, was
the war horse of many midVictorian Walkiire.

As in the cireus, so at (Continued on Page 352)
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Be Your Own Guide!

A Conference with
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Popular American Lyric Soprano

SECURED EXPRESSLY FOR THE ETUDE BY MYLES FELLOWES

Dorothy Kirsten has built her career on a foundation of musicianship that began in ‘her”chllt'!hood, w:fh
the #raditions of home. Her great-aunt, Catherine Hayes, known as "the Irish Jenny Lind, enjoyed a dis-
tinguished reputation throughout the British Isles and the European Continent; her grandfather, James J.
Beggs, cornetist and conductor, directed Buffalo Bill's band and became president of Local 802 of the
AFM (the "Musician's Union"). Miss Kirsten declares that music was so much a taken-for-granted part
of home, that she hardly thought of it 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 sh?_has been bef?re
the public but a few years, Miss Kirsten has asserted herself as one of the most promising young art:sfs
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
aftracted a wide following 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 Etupe of the parficular kind of
codperation that must exist between teacher and pupil as the basis for profitable study.—Epitor's Norte.

ambitious young singer must work, but a great

deal of confusion can arise as to how that work
shall be carried 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 codperative 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.

THERE IS NOTHING NEW in the idea that the

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 free 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 fone 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
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+ what these sensations are.

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,r and mouth
made me feel like g 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

Again, although my early
study developed my voice,
it did not perfect the
evenness of my scale; I
was conscious of a certain
lack of smoothness be-
tween the registers of

range. My present teach- DOROTHY KIRSTEN

er, Maestro Ludwig Fabri,
has helpeq me solve that problem—again by directing
my attention to the feel of it. When T experience per-

fect ease and freedom in my scale work, it “comes
out” even! :

Note Sensations While Singing

The point is, then, for the young singer to watch
himself! Does your jaw feel tight? Do you make faces
or mouthings that cause your facial muscles to feel
tlred?. Does a long period of singing fatigue you? Mat-
ters like these are what you must study. Bring your
teacher a clear report of the sensations you feel. Then
he can correct your work. On the other hand ’
feel particularly easy and comfortable while ’s
one tone, one register, one vowel, report that,

if you
inging
too. In

“FORWARD MARCH WITH MUSIC”

this way, your teacher can help you discoyer the‘s
points of your work and extend them to everything°?

=
=Z =5

do. Even now I cannot hear my own toneg as gf
hear them, but I know my projection is in 800q g
b

because I never feel tired after singing, When ,
stage performance is over, I feel that I coyyg i r‘m
on and sing it through a second time. I feq s 1@135
in my back—and that comes from standing gy q ca[;?}
ing about a heavy costume. In Manon, my COStun

jewels weigh seventy-five pounds!

I hesitate to recommend specific studies o EXer,
because no two throats function in the say, wafx
what is helpful to me might be quite usele f, a{
other voice. However, I am quite willing to o thzl
any voice is improved by careful and continye .
on pure vowels—all vowels. Every day, I eXerci.sem;

voice by singing through my full range on voygy | PIANO

changing vowels. Every vowel must be sung on gy,
tone. To my mind, it is a great mistake to pragy,
ah (or on any other one vowel). One often fingg i
ers practicing on ah (or o or ou), and taking Wi
other vowels only when the first warming-up is doe
They tell you that the particular vowel they py,
“sits” best on their voices; that they Droject
tone by using it. To me, this is simply a tacit admig,
that their production is not in sound order! The wel.
projected tone “sits” well on all vowels, Then, to,
must prepare for the demands of future singing g
pose you are given an aria in which the high-Fislsy
the final ¢ (ee) of an Ttalian word! How are yo
prepare for that if your practicing is done on ah gy
of the best ways of developing both tonal prodyy
and projection is to sing through the full bel wy
“grand scale” changing the vowel thus, ah—gy—p-
—ou on every tone. Do this very carefully.
Because of the g
importance of vowel]
believe that Italian
mains the best languy
% in which to leam
practice singing. Certait

P TSCHAIKOWSKY, Op. 37, No. 6
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ly, a finished reperi
must include songs a
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The Importance d
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Do your studyingont
pure vowels of It
Then, as a separatesiif]
master your other b
guages. And I mean I

singer is not ready 0¥
tempt interpretation I
til he is able to speak
language in which ie¥

heard .of young S
who think they hi"
found a short-cut 0%
‘ertory building by k¥
ing phonetically & -
out series of wores ‘
significance of Whit’
entirely strange to &
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is merely an obstd ;(L
complete understanw;
and therefore to complete projection. How ¢l

possibly interpret words that you do 10t
stand?
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Another thing that is vitally important 0 i
ing and in which the young singer can act
guide, is the development of a single method Oe j
production. By this T mean that one should 7
ordinary conversation, exactly as one Si&%
should be no difference between speaking anfact L
as far as projection is concerned. The VeIy ° n i
you need to change your method of Pmducno‘giﬁ
cates that there is something wrong with your qi
technique. If it were perfectly free, relased, i i
ral, why would you change it to another twhmgﬂiﬁ‘
speech? (Continued 0"
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A WINDING ROAD

Words and Mys;
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The Teacher's Hound
Tahle

| (continued from Page 312)

2
1is advisable to think of playing both
grace note and the principal note
uactly together; that is, to regard the
qce MOt 85 having no time value. Such
. approach 10¢ only facilitates the exe-
ation bub clears up the old dispute of

yhether & short grace note comes be-
or on the beat. If short

| 2of =

jue the beab e

grice notes are played in this way, no
qe will know which method has been
S The “On-Beaters” will hear
jpeir pet way, and the “Before-Beaters”

il be sure that their method has been

TT o e

sxed, Everyone will be happy, and the
player Wil be complimented for execut-

poco

Bl

g embellishments correctly and taste-

fully!
g, Mozart's left hand frequently moves
Jong in simple broken. chord accompani-

ment:

g

Yad
nd

g

5 In rapid movements such figures should

b practiced and played semi-staccato,

dyly and very lightly with close fingers

md gentle but invisible forearm rotation.
Never hold the lowest tone beyond its
exact value. A disturbing un-Mozartean

‘ efiect results when pianists neglect this
point, and play thus:

N

Pl

g

Ex.10

Und

§.Be sure to play all accompanying

[]

lar to the above, or chordal or melodic—

\

With rich, warm quality. This is necessary
in order to avoid spindly and teetering
structure,

Vnd

10. Avoid exaggerated or long ritards,

[VOR

N

crescendos, diminuendos or accellerandos,

except where expressly indicated (such
& the long ritard on the second last
bage of the Fantasia in C Minor).

1L T do not agree with the purists who
Scorn brief ritards at the ends of Mozart’s
3 sw movements, because none are indi-

cate.d_‘ Again it seems to me that Mozart,
Tealizing the inevitability of such natural

I

Q@ ||
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Sy |
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tXpirations, relied on the sensitivity of

e performer to produce these tastefully

g;t;lout the necessity for special indica-

12.Do not play Mozart rigidly, but

Miantly. ., , Confine all freedom in rapid

fggvements within the limits of a single

mof beat‘. Slow movements may move

- flexibly, but the rubato should be

Paced within the metronomic limits of

haz mteasure. .. . For such license we

. . oe he precedent of Mozart himself,

A according to critics played his own

Mpositions very freely. . . . Some of

°feglmizin accused him of playing “out

a;:'ihgne of the worst editorial offenses

o o Mozart is the arbitrary changing

s ) eirng and short phrase-endings from

I exact values to staccato indications.

" Tt IS especially flagrant in slurred two-
1

oza::fiences or chords written thus by

520
) TUNE, 1945

shapes in slow movements—whether simi- -

altered by editors to

Ex.12

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 playing of
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 necessary, even slow up slight-
ly in your effort 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 phrase.shape. :

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, arabesques to
be molded with expert pianistic “pel
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?

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 automadtic. . . .
Here was music sent from Heaven, itself.
. . . Mozart was no brooding romantic;
his own sharp sufferings were not con-
sciously 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, I{Ope
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 him the ideal union
of form and content. . . - Many of them
recard Mozart as the greatest composer
of all time.

If you aspire to become a true “Mozart-

(Continued on Page 360)

“FORW ARD MARCH WITH MUSIC”

To the Woman

who wants a

New Piano -

piano 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.

ﬂe new Jesse French Piano will offer you superb tonal
eloquenbe in a case of original design. It

will become the focal point of any room it occupies.

French technicians are working with
distinguished 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.

DIVISION OF SELMER ¢ NEW CASTLE, INDIANA
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at 15¢ a copy. An edition of Chopin you
would 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 than
low cost to make it desirable.

1403 Berceuse, Op. 57, Db-6 >
2445 Etude (Black Key) Op. 10, No. 5, Gb-5
2543 Etude (Revolutionary) Op. 10, No. 12, Cm-6
2544 Etude (Butterfly) Op. 25, No. 9, Gb-6
1180 Fantasie Impromptu, Op. 66, C#m-6
587 Funeral March, Sonata No. 2, Bbm-5
254 Impromptu, Op. 29, Ab-5
3251 Mazurka in Bb, Op. 7, No. 1, -3
3256 Mazurka in G#m, Op. 33, No. 1, -4
164 Mazurka in Gm, Op. 67, No. 2, -3
1176 Nocturne in Eb, 0p. 9, No. 2, -4
3343 Nocturne in F#, Op. 15, No. 2, -7
2354 Nocturne in Gm, Op. 15, No. 3, -4
3424 Nocturne in Db, Op. 27, No. 2, -6
337 Nocturne in B, 0p. 32, No. 1, -5
338 Nocturne in Gm, Op. 37, No. 1, -4
339 Nocturne in G, Op. 37, No. 2, -5
340 Nocturne in Fm, Op. 55, No. 1, -5
1725 Polonaise in C#m, Op. 26, No. 1, -6
3483 Polonaise in Ebm, 0p. 26, No. 2, -5
1121  Polonaise Militaire, Op. 40, No. 1, A-4
853 Preludes, Op. 28, Nos. 3, 4
854 Preludes, Op. 28, Nos. 6, 7, 9, 20
855 Prelude, (Raindrop) Op. 28, No. 15, Db-5
3346 Scherzo in Bbm, Op. 32, -7
2444 Waltz in Eb, Op. 18, -4 -5
1768 Waltz in Ab, 0p. 34, No. 1, -5
3352 Waltz in Am, Op. 34, No. 2, -3
3484 Waltz in F, Op. 34, No. 3, -4
3425 Waltz in Ab, 0p. 42, -6
1175 Waltz in Db (Minute), Op. 64, No. 1, -8
1174 Waltz in C#m, Op. 64, No. 2, -4
3255 Waltz in Ab, Op. 64, No. 3, -5
3351 Wazltz in Ab, Op. 69, No. 1, -3
2446 Waltz in Bm, 0p. 69, No. 2, -4 -5
3353 Waltz in Gb, Op. 70, No. 1, -3
3485 Waltz in Fm, Op. 70, No. 2, -4
3426 Waltz in Db, Op. 70, No. 3, -4
1717 Waltz in Em, No. 1}, -4

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

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

FRANKIE CARLE-Znescecei Onett

MISSOURI WALTZ (Swing Arangement)
HINDUSTAN

DOWN BY THE OLD MILL STREAM
ON THE ALAMO

THE ONE I LOVE (Belong: to Somebody Else)
WITH NO MAN OF MY OWN

Published separately in sheet
I music form. Each number . . 40c
Buy them at any music store or direct from

Forster Music Publisher, Ine.

216 South Wabash Avenue, Chicago 4, lllinois

BUY WAR BONDS AND
STAMPS FOR VICTORY

Pianists—Send for free booklet ghowe

ing how you may greatly improve your

teclér_uc. accl(liracyl, memorizing, sight-

 reading and playing thru mental

E?Sf,‘;li“z’edc°'{’}d§'a%‘°"'f Quick results. Practice effort
. Use y famous piani

students. No obligation. PeRt Micher wd

Broadwell Studios, Dept. 65-F

Relax! Then What?

(Continued from Page 309)

Naturally, in passage work and rapid
playing relaxation is impossible after
each tone, but this does not 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
Vivace o
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(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 25 No. 4 Chopin

Ex.2
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(3) the application of dynamic .and
touch variations where adjustments
must be instantaneous and unobstructed.
Beethoven makes large use of sudden
dynamic changes: sforzando; 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. 5

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) -

The best vocal technique, though, 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,
sound. Thus, the singer needs to build
his body as carefully as an athlete does.
‘Swimming is, perhaps, the finest exercise
for singers because it develops lung ca-
pacity. I have often done breathing ex-
ercises by taking long walks! I hit on an
excellent device for this. I 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
.the black lines are for, as far as the road
1s concerned, but they have a valuable
purpose for me! I use them as musical
bars for breathing. I walk the distance
between two lines inhaling, and the next
Space exhaling. Then I inhale through

zwo spaces, and exhale through the next
WO.

|
|

Covina, California
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No matter what the singer’s ultimate

4 goal may be, it is wise to build a sound

rgpertory of both songs and operatic
r_oles. My own great love is opera, espe-
cially French and Italian operas which
are RQmance in language and romantic
in sp1r}t, and I try to perfect at least one
n?w role every year. How to learn a new
 role? I believe that every singer must de-

s
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velop his own method of learni
ng—no
matter how much good advice is given
(Continued on Page 348) :

Every piece listed here is one you yi
want for your own music librury_ Thl
are works that everyone knows qng les

I

|

to play. Each is tastefully arrangey
And, best of all the Century price o |5¢'
a copy makes it inexpensive for You fp
own all of them. o

3490 Romanze, Kleine Nachtmusik, (-4 b1
3562 Intermezzo, L’Arlesienne, Eb-3.. e

2452 Valse Triste, G-4-5.. ... .. s;i},B}-'“
129 Allegretto, 7th Symphony, Am-4._'_']3'e,u:,,m
3561 1812 Overture, Condensed, Epsq -

Tschai
3566 Roumanian Rhapsody No. I, A-4 -

3723 Hallelujah Chorus, Messiah, D-4.
3330 Danse Macabre, Gm-3..... .. Saint Sy
3422 Pavane pour une Infante Defunte, G-g Rerg
2334 Minuet, Symphony in Bb, 3. Ny
2198 Largo, New World Symphony, Db-. s
8605  Espann, B-A.iun ciipiniesds vt
2003 Rosamond, Ballet Music, G-3.
361 Poet and Peasant Overture, D-4
3721 L’Apres-midi d’un Faune, E-4 ....Deb
3643 Allegretto Scherzando, 8th Symphony,

Bb-4.. ... . e eetli
3642 Good Friday Spell, Parsifal, C-3.... Wiy
3720 Danse Russe, Petrushka, C-4..... Straving
1529 William Tell Overture, Em-5.. Rossini
3722 Festival at Bagdad, Scheherezade,

Gl o R Rimsky-K
3236 Finlandia, Ab-6............... . —
3380 Trumpet Piece & Air in D, -3.
3340 Marche Slave, Am-4 ]
3644 Polka, L’Age d’Or, C-4..
1531 March, Athalia, F-4.. ...
3719 Polka, Bartered Bride, C
3182 Cortege du Sardar, E-5..

3559 Waltz, Serenade jor String

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

CENTURY MUSIC PUBLISHING (0.
254 West 40th Street New York 18, N1,
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The Tall Young Man With a Very Deep
Bass y";: sizteen years old, six feet eleven

ﬂg'm.mlf inches tall and I have a “span
g fourteen notes. For about three years a
"f teacher_has come to my house about
P three weeks and given me piano lessons.
”"gm to ¢ well known conservatory and
I(;,'; o test for a scholarship in piano and I
v ome with a voice scholarship, even
fhough  the required age . is seventeen. My
nnge s from A betow middle C to G, three
notes from the bottom of the keyboard. I
tove two_ things to ask you— 1. What has
peen the lowest note ever sung by a bass? 2.
What pieces should I play? ;

On my own account I studied and memo-
rzed Malagiena by Lecuona. The boys from
the ‘school play it with certain effects that I
qnnot accomplish. The rest of my pieces are
spirited but my touch is very hard. How can
[ remedy this? What technic and what pieces
qust I have at this stage? My teacher and I
do not know what material to select, I am
not advancing.—J. G.

A It is quite impossible for anyone to say
with any certainty what was the lowest tone
ever sung by a bass. Certain Russian singers
are carefully trained to produce the extreme

Jow notes and the tone is
not unusual among these %
passes. This is five semi-

tones above the note you =

claim to be able to pro- s

duce. We have not been able to find a record
of any other bass who could sing this tone
with good quality, sufficient volume and com-
fortable ease. If you are able to do so you
certainly have a wvoice which in its lower
range is very remarkable. Your upper range
is very limited and needs to be developed.
Perhaps your great height is associated with
a large larynx and long, thick vocal cords
which might account for the depth of your
voice. Do not mistake a growl for a good
fone. They are quite different in their effect
upon an audience.

came

Aswered by DR. NICHOLAS DOUTY

2. No one, however talented he may be,
can learn to play with a sure technical mas-
te_ry and a finished style at such an early age
with so few irregular lessons. That you have
dopg so well is a tribute to your teacher’s
ability 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 best 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 wunderstands 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 soprano in a volunteer choir. I
seldom have any sort of throat trouble, but
immediately upon starting any practice, I feel
I must cough and clear my throat. There is
a decided tickling and I have to cough before
ever starting to sing. Sometimes it lasts
through the whole practice, after which I have
no desire whatever to cough or clear my
throat. My doctor has told me that my tonsils
are bad and should be remowved. If this is
true why does mot my throat bother 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. Would you consider that this had
anything to do with it? I have a fairly strong

voice and I love to sing, but I am afraid that
my voice will break. I shall be grateful for
a reply.—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,
throat and a desire to cough. There may be
even a slight redness of the vocal cords and
the laryngeal muscles, causing an :occasional
“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 determine just what the trouble is.
Then have him cure it. It is unlikely that
your age has anything to do with your hoarse-
ness. d

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 Cathedral choir since I was
ten. My parents are poor and so I have mever
been able to afford singing lessoms. I studied
Italian and French at home at mnight and I
learned a number of arias from recordings
such as My Home in Fair Provence from La
Traviata, singing it in the Italian style and
in Italian over and over until I know it per-
fectly. Also Rossini’s Largo al Factotum in

a tickling in your -

Italian and Bizet’s Chanson du Toreador wn
French. I love to sing Negro Spirituals and
0Old Man River in which I-imitate the Negro
style. 1 have difficulty with my high tones.
Why is it that sometimes my wvoice sounds
pleasant and my high motes 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 for a long 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 all singers are very finely
built physically. Is it very important for me
to build up my body in strength and weight
so as to become a great singer? I always lower
my chin when singing and mever open my
mouth very wide. Is this right or wrong? I
know mnothing of breath control. Will you
please help me for I am going to do every
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 life 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
formation 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 wish you all the good
luck in the world.

For the first time symphonic, concert and re-
cital organizations are able to obtain, throu<.;h
a single blanket contract, the entire repertoire
of the American Society of Composers, Authors
and Publishers.

By this step the Society provides not -on-ly
the major symphony orchestras—the majority
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 SOCIETY or COMPOSERS,
AUTHORS AND PUBLISHERS

BUY WAR BONDS

ASCAP STANDARD MUSIC AVAILABLE...

ary occupations because

be changed.

for them to use it!
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works of our native standard composers.

By increasing the opportunity fot their music
to be performed, ASCAP encourages the work
of our serious composers. Too often these gifted

men and women have been driven into second-

hood was impossible for them in their profes-
sion. ASCAP believes that this situation must

Our serious composers have a universal lan-
guage at their fingertips. Let's make it possible

. 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 GRADE BOOK”. In this
book, -as in all of his instruction,
John Thompson ‘‘makes haste slow-

, thus insuring the pup

il a sound

foundation for future development.

Pri

ce, $1.00.

“THE SECOND GRADE BOOK”. This
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 GRADE BOOK”’. Carefully planned to continue the pianistic and
musical development of the pupil from the precise point attained at the

end of the SEEOND GRABE BOOK, o ot e ...,

Price, $1.00.

“FOURTH GRADE BOOK”. Like all others in JOHN THOMPSON’S
“MODERN COURSE FOR THE PIANO” is designed to carry forward, both

musically and pianistically ....

Price,

$1.00.

“FIFTH GRADE BOOK”. Pianism and Musicianship march on, apace in
this book and the student becomes increasingly familiar with works from
e sVlasterct o Bo Bl e e Price, $1.00.

JOHN THOMPSON

SUPPLEMENTARY BOOKS

FOR THE PIA

“TEACHING LITTLE FINGERS TO PLAY
ENSEMBLE"

“THE FIFTY SECOND GRADE STUDIES"
“THIRD GRADE VELOCITY STUDIES”. .

NO

«ee...Price, 50
«eev...Price, 75
«es...Price, 60
Creali Price, 75
s« sa..Price, 75
ie%. . Price, 75

"“KEYBOARD ATTACKS” .......... S Price, 75
“FOURTH GRADE ETUDES”....... EeT e Price, 75
“FIFTH GRADE TECHNIQUE”.............. Price, 75

Cents
Cents
Cents
Cents
Cents
Cents
Cents
Cents
Cents
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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. The stu-
dent should be informed that in com-
pound time (a time signature in which
the upper figure is divisible by three)
the grouping of the notes tends to be in
threes; therefore if he will count fwo
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 musical
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 the new Kkey 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—mnot
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 around! So, in order to rid oneself
of this bad habit, it will be a good plan
t0 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.
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If- the hymn is taken slowly enough
the student can count: “chord, pedal:”
“chord, pedal” and so on, for every choxzd
pe plays. The teacher should str:ess the
importance of pressing the pedal just
as'I:‘]fedal” is said.
€ reason for the pedal bein

after the chord is sounded is thgag I;xtlo?;
resonance results since the strings have
had a better chance  to vibrate than
otherwise. The two most important prin-

ciples of the damper pedal— th
Iple — that of -
riching each chord and of connect(izr?g
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one chord to the next in a leggs,
ner—can be learned as efficiently g,
study of hymns as in any other ygy

The writer has found that a fayj
curate criterion for judging the mus :
accomplishments of a pupil can :
formed by hearing him play one ar ty
hymns by sight. A pupil who observ0
key, time, and accidentals, plays Withes
firm touch, and uses a sane ﬁngeﬁna
will doubtless show Hat he has "
thorough training and therefore will :
on a good working basis for the Serioyg
study of piano literature. If, on the othey
hand, few if any of these details gy ob
served by the pupil, it will probablybé
well for the teacher to realize that myy
work on tone and technique gy a
scales, arpeggios, and sonatinag will b
necessary, and also that much wil] doubt.
less need to be unlearned hecause of lip.
shod work of the past.

Since many piano students eventualy
study organ, they will find that familiy.
ity with hymn tunes will be of inestim.
ble value to them and that their proge
will be more marked because of tj
preparation. The piano student will ney
have occasion to regret the time he hy
spent in the sight reading of hymns,

Be Your Own Guide

(Continued from Page 346)

you still have to find your own way. }jy
way is to begin with the music; not in-
terpretatively, of course, but musicaly.
After T have mastered every least noteof
my part, I turn to the text. First I study
the work as a whole, concentrating a
the character values of the person Ian
to represent. In works like Traviata ani
Manon, I turn to the original work o
which the libretto is based, and find o
all I can of the actual human persu-
ality of the character. Next I copy ik
words of my own part into a notebook
every word. Then I study a certain nun-
ber of lines every night, before I g
sleep. Often, my mind is a complete jur-
ble of words and quantities—but in t
morning, the confusion has cleared i
self up, and I really know those line!
Only after the words are perfected &
blended with the already familiar mus
do I attempt complete interpretation.

I am often asked whether studji®
from records is a help to self-guidant
As far as interpretation is concerned, 1!
Nothing is more harmful than leani
on the interpretations of another. Ouf
in one regard are records helpful, &
that is to acquaint the young singer ‘?mh
the orchestration. Often a singer is 8
a role which he has never heard in ¢
formance, and the orchestral valles d
which do not come out at the usual pi&¥
rehearsal. In such a case, records are
helpful in revealing orchestral effects I
this as in all points of vocal mastelh
the singer must be alert to guide b
self intelligently.

__—/
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Teacher’s Training Classes
in the Popular Dunning _GW'Q”’” -
and the Carrick Creative Musicianship :
For Students from Pre-school to senIi;)J:ngi;g'
Conducted by Specialists from the Jy g
Normal Faculty in all sections of m,;mbev
and Canada from June have

Teachers from our -training classesed

waiting lists. More teachers are neece=

For dates and locations write

MRS. JEAN WARREN CARRICKN
940 5. E. 68th Ave. Portland, 09
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No questions will be answered in THE ETUDE unless accompanied
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lished. Naturally, in fairness to all friends and advertisers, we can express no opinions
as to the relative qualities of various organs.

IMPORTANT!

Owing fo extreme wartime paper restrictions, all

inquiries addressed to this department must not

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

exceed one hundred words in length. specification we think a “well balanced full
o'rgan“ 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. In the Organ Section of a recent num-

ter of the Tre Exupe I noticed a request for
information on an organ manufacturer in the
State of Michigan. I am familiar with in-
formation that such a firm exists and is listed
1s Michigan Owgan Company, Jackson, Mich-
igin—Corporal J. P. S.

A We will publish your communication,
hoping that it will reach the inquirer to whom
you refer.

Q. I occasionally practice on a small reed
organ, belonging to a friend—stop list en-
closed, This friend always has all the stops
drawn, but I have been trying to get some
variation, and will appreciate any suggestions
you can make along this line. Is it possible
to secure solo effects on an organ of this size?
I notice that ome key is silent, so that I
have to use the octave coupler, which is out
of place when I wish to play softly. I will
appreciate any suggestions which will enable
me to remedy this defect as I do mot feel
in o position to have an organ man look at
it-D. C. K.

A Since you apparently know how to
secure a soft effect, we will confine our sug-
gestions in registration to the inquiry you
make about solo effects. You might try the
Vox Jubilante as a solo stop, assuming that
itis on the right hand side of the organ, and
if soft enough accompaniment may be had
from the left hand stops. To remedy the ap-
parent “dead” note, you might take the front
or back out of the instrument, pull the reed
out, with reed hook, which may be fastened
to the organ, clean reed and put it back in
same place,

Q. Can you recommend suitable music for
use in church—not too difficult—for an or-
dinary reed organ, electrically pumped? We

?;;gl']l\dmé for offertory, prelude and post-

A We suggest the examination or investi-

gatmn‘ of the following books: “Reed Organ
tlections for Church Use,” “Classic and Mod-
¢ Gems for Organ,” *Murray’s One Hun-
dred Voluntaries.”

a"%“m puzzled at times to know the right
ww’c‘"f of stops to use for anthem or solo
i on our organ. It is a two manual in-
nud'ytnm with stops named on list. The church
abot tOTmm is circular with dome, and holds
5 ut four hundred people. The choir works
4 e;hcondztwns mentioned in enclosed let-
0 oo eY are mot independent readers, relying
mﬂ;ﬂlt deal on the organ. In fact, we use
causg for much of the rehearsal work, be=
fiey they get the tones better. I feel that
f coneed gooq support, but do mot want
mmvﬁr the voices. The Oboe is very "}uc_h
siop like @ string than a reed, and the violin
helpfwla little heavy. Can you give me any
em“ﬂ tdvice on what stops to use for an-
o “nd solo work? What stops would gen-
tlly be used?>—B. M. C.

onA'thThe registration to be used will depend
Vt)icese amount of support needed for the
Dassy you have available, character of the
able ?e and so forth. Some of the stops avail-
Digpa . 07820 solo effects are Swell Stopped
Vio]mson' with or without 4’ Flute, Oboe, or
or yige?, {he Great organ—Melodia, with

thout Flute 4’ and any other combina-
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Q. I have in my possession an old “Choral-
Buch” dated 1826—all 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 wused therefor.
Can you g¢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 wvalue of the book. We cannot give any
worthwhile opinion as to the wvalue.

Q. We are planning a recognition service
for our Choir Director, Organist, and the
members of the Chorus Choir. Some have
served twenty years, some ten, and some five.
Would appreciate suggestions as to suitable
awards. Has any system been devised such as
the army wuse of chevrons which could be
sewed on choir robes? We want to do more
than present flowers and amnounce the nmame
in the Church Bulletin with the terms of
faithful service—J. T. V.

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,
with additional bands or decorations for more
lengthy service. Another idea would be to
present each member of the choir with a boolf,
basing the selection of the book on the basis
of length of choir service.

Q. A few weeks ago we lost our church
by fire, consequently our pipe organ was
destroyed. We are expecting to rebuild shprtly
and install a mew organ. Will you kindly
send me some specifications for a two mam{,al
pipe organ for a church with seating capacity
of about five hundred people. Of course, our
older men here think we should have another
pipe organ, while some of those here would
like the pipeless electric instrument. So fgxr,
I am not familiar with the last nam{ad in-
strument as I have mnever had occasion to
play one. Do you think that shoulfl such an
instrument be instulled after thirty years
playing the organ I should h_(we to adjust
myself? Also will you be so kmd as to.state
the proper seating Of the choir, 'that 18, qt
which end should the sopranos sit. We did
not have any two foot stops on t.he old organ,
and very few 4 foot stops. Neither did we
have the chimes Vox Celeste mor Flute
d’Amour which I like very much.—L. M. K.

A. You do not state what amount.you ex-
pect to spend on the instrument, wlpch, with
your seating capacity, would' be 1mp9rt?nt,
as you can use a large  organ In tk}e b\;.uldmgf.
Our suggestion, would be, that in v1ewhot
priorities you advise all the builders t ad
you except to consider, of your needs, an
ask them what there is available. Base your
decision on Yyour needs, and the nece§sar};
adjustment of your ability: TI_le conventiona
manner of seating a choir is to have thfa
sopranos placed on the left of the Conduc}tlm,
when facing them, but we suggest that they
“pe seated according to the I?PSICZieeI;fES;r:EIeZ

ntion e,
e yoqu\‘;cate Chimes until
have been provided.

That's righi—you can be so good that the music you play will thrill
you—bring you deeper satisfaciion than you have ever felt before.
There’s no calch 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 play a
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 pleasure.
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 creative 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. Western Ave., Chicago 18, lll.

Gentlemen: Please send me full information on the Hammond Organ.

Name.. . . 5.5

Sfreef-...............'.; ............
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Orchestral Bowings for
High School Students

(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.

Ex.8 8-a
" m

n ——
n; Ty r—r— =)
i == 7

For an exception to this, 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
g o © n 2
. — i
: A=
<4

t
t
& A

10. The final diminuendo to pp. Always
down bow. If the bowing should inad-

of the greatest benefit.

ble to give up an interesting class or
go away for instruction.

be used which ordinarily go to waste.

: Look Back Over the Last
What progress have you made? Perh

(Address Dept. A-497) 15

N 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

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-

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

wanted to send for our catalog and sample lessons be-
fore—just to look into them. That is your privilege.

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.10
[n} :
~5 = < - i
I pp

11. The final crescendo to ff or fff.
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 with a flourish.

Ex.11
n v

— ﬁ
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.

‘Ex.12
—_— p)
= r—f 1 e o
s s g el
e o s e e i
= = I S ——Jf

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

ExA13 nv
H

S

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-

of Music.

position and g are ready for them.

Do you hdd the Key

Year

own decision will
aps you have

larger fees. You can do it!

The Increased Requirement for DEGREES ;
Larger Demands for the ADVANCED COURh;IS':SRg;TueI::Z I:;

ke UNIVERSITY EXTENSION CONSERVATORY

25 E. 53rd ST., CHICAGO, ILL.

We offer them without obligation to you.

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

Openings in the music field are
growing very rapidly. There are
big paying positions for those

_ to the best teaching
position—a Diploma?

It is up to YOU. On your

: : rest your
uture success. Fit yourself for

a bigger position—demand

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

Ex.14
S en
—f—f—e———r
& — : + 1 1 =]

15. In playing this type of figure in
fast tempo

Bx15
Molto allegro
R e e e

=rf Y= T i |

Tie——-

the school orchestra will get it cleaner,
and better together if, instead of making’
the tie sound audibly, the half-note is
given its full value and a rest is substi-
tuted for the tied eighth note. Play as in

15.a
A m

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.

3
e T T » i |
1
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The lack of this stop is what ails the Bee-
thoven Seventh Symphony, first move-
ment, when played by the less-than-
professional orchestra.

16-a

&

N MUS

17. In this type of ending

Bx. 17
Moderato

S—

before a rest, work with the stude,

I0LIN DUESTIONS

get them to use only about a hgjf tlsnctﬁ ‘ /4n3wet:ec[ éy HAHULD BEBELEY

of bow for the second note, even tp,

a good half bow has been used forugh

the

second note gives the effect of “Kickiy
a friend goodbye.” :

18. Get the student to start the upp,
in this figure not more than an inch
two from the .frog’ Do not lift the boy artime r restrictions
between the sixteenth and the quyy | vl edreme W : oo ;

e ed to this department must
note. d ':2:':5,:: ::e:siudnd words in length.

IMPORTANT!

‘Ex. 18 jn Unknown Maker

Jiss B. McB., Virginia—I have been l{nable
p otain information anywhere regarding a
paker named Lewis E. Pyle. The inscription
jnyour violin leads me to believe that he was
diher an amateur maker or elsel an amateur
ioinist who put his name and his sentiments
psde his violin. You would be surprised at
e number of people who do this. Under the

19. When the orchestra drops from fy]
orchestra to one section such as tp

Ex.19 19-a iumstances, you can understand that I am
Written Played wible to give you any idea of the value of
{he violin.

Jore on Left-Hand Playing

L A B, Rhode Island—Your letter is a
yelome_addition to the correspondence I
Lave received from violinists who have taught
fiemselves to play left-handed after having
lamt the normal way. You say that “with
pfience and concentration, it can be done,
because I do it.” I am sure your experience
vill be a real encouragement to Mr. J. G.,
of North Carolina.

1t is interesting that you can play left-
handed while using a wviolin strung in the
wial way. You do this, I imagine, so that
youcan change backwards and forwards be-
teen the two ways of playing. Nevertheless,
I think that a violinist who must play left-
handed all the time would be well advised
tnlhave the strings changed around. For one
{ling, a player who has learnt in the normal
lishion would find it much more natural to
uie his bowarm when crossing to the G
sting, There are also some fingering problems
w}uchldo not have space to discuss, My cor-
del thanks for your letter.

violas (Ex. 19), disregard the p markiny
and instead play the passage as a forie-
diminuendo as marked in 19-a.

20. In the playing of chords and double-
stops, intonation and simultaneous ex-
cution of the notes are the importan
factors. Teach the students to divide and
play in tune rather than to attempt the
double notes and play out of tune. (Ouf:
side player on the upper note). In thre
and four note chords, do not let the sfu

(Continued on Page 360)

Advice to a Young Violinist

Vis M, B, Texas—You are certainly well
avanced for a girl of fifteen; but whether
g“ have sufficient musical talent and per-
fe;;”"g ability to justify ambitions of a_ pro-
carm%?alt career—that is something a letter
S ell me. Your teacher is in a better
m“’nwa@vnse you. Or, if you are anxious
dve an independent opinion, you should

I:V‘)g;";ed by his advice. If the opinion is
e, and if you are quite sure that

. ’ ;‘iczgﬂﬂqppomtmem to play for an experi-
me at Home B e

music by
teaching

trated lessons and information about the lessons which
will be of untold value.

This Is YOUR Opportunity—DMail the Coupon TODAY'!

A

1525 E. 53rd Street, Chicago,

Iiinois.
Please send me catalog

[] Piano, Teacher's Normal
Pian_o: Student’s Coursz o ﬂ
Public School Mus.—Beginner’s 1

=
H Publ
_| .Public School Mus.—Ad

E é—\adv_?_nc_ec_l Cognpsosiﬁon Snone H
ar Training ight Singi

] History of Musi«:lg LS H

DN N N DA B

This great musical organization now in its 39th suc-

T -

UNIVERSITY EXTENSION CONSERVATORY, Dept. A-497 .

BavE Tharkadowith an X bélgaz\ple lessons and full information regarding course |’

W, :
ould you like to earn the Degree of Bachelor of Music?.

usi 3
Jsic means more to you than anything else

D lfe, then I would advise you to go to a

o conservatory an
i &
istal eduent d get a well-rounded

cessful year—has developed and trained man icians S Reqmme tme, . you
as y musict should contin v <

and many successful teachers. To you we offer the same ution py ta‘lli?ntgo 23;:\% ugoix?urs gg: e?r!. Tijs‘}lm-

advantages which have been given to them, Don't wat T history, or civies. By all snexearlxs con%inué

any longer! The coupon will bring you our catalog, illus 1 sudy of the piano—to be able to play

Dang faj 2
linisg faitly well is a great asset to a vio-

Violn by Niceolo Amati (2)

I

rs‘inJ' S. C, Tennessee—Translated, the
afi inyo(l:" violin means ‘“Made by Niccolo
Saint Thereremona, under the patronage of

e thefsa. 1720.‘" It is an odd label, be-

tre wa amous Niccolo Amati died in 1684.

Harmony [] Violin Hogna, Aporcr Niccolo; but he worked in
Cornet—Trumpet [ Guitar _ gy OADan from this there is nothing I
Advanced Cornet ] Mandolin been inag U about your violin—it might have
Voice f 1 SaxopM"e" ey, thate,an_yWhere.' The chances are, how-
grogal Conducting B Reed Orga 5 it is a German instrument of the
Darmer £ Banjo Ommercial quality. If you wish to

ance Band Arranging OW g ; Y

s § e%nitew what it is worth, you should

Who aqye, tf‘l Violin dealer; there are several

Y opg ;flst; in TRE Erupe. For a small fee,
em wo =

® eX0ert opinion, uld be glad to give you

<« .Adult or Juvenile....cosassseese?

Fry
............. State. .. isesaivhasnst mBach“’Ellgineering

" 5, Towa—TUnt;
.......... If so, how many pupils have you?. .. .....-D0 ¥ i gy o Until the war has been over

iéi dimculmi“enwthﬂ_ev you will probably find
.Have you studi litiong ot impossible to get foreign
you studied Harmony?... li, op of the Bach Solo Sonatas and - Par-
e auret’s Gradus as Parnassum. Per-
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’ﬁhlemehepl;bliShers of TE Etupe would be

E you. ' (2) I have been able to
THE ET0 | oy,
4 ‘L, 1945

4 ill be answered in THE ETUDE less : :
first note. So often too much how on this zﬁq:ﬁ:l!‘;?o';’tbt eiﬂquirer. Only initials, Raccssaccompanied by

] the full
or pseudonym given, will be [{ubli?ge":ib.’

get but little information about

namgd Raffaele Trapani. It has not e?zerinlilg:rl;
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 1}_19 few instruments that have been seen
bearing a Trapani label—each instrument 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
study 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

Pfe. F. D. J., India—It was indeed heart-
warming to get your letter, to hear from
someone so far away who still, in the midst
of strenuous and exacting 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. Unfortunately,
the book is at present out of print, and is
likely to remain so until the war is over.
But you may just possibly be able to get a
copy from England. In the “Strad’” magazine
for 1943 and 1944 was a series of very in-
formative articles that I am sure you would
find helpful. However, the best-way to learn
would be to apprentice yourself to a high-
class firm of violin makers. If you care to get
in touch with me when you return to this
country, I shall be glad to advise you further.
I have answered your letter by V-mail, feel-
ing sure that you will receive it ‘sooner than
this copy of THE ETUDE.

Women Musicians in Orchestras

Miss J. M., New York—Your question is an
interesting one, and I am glad you have asked
it. Before the war, very few orchestras wou}d
admit’ women violinists to their ranks, but in
the last two or three years many have‘done so,
and there is no doubt that the 1ad_1gs have
proved worthy of their new opportunities. The
general opinion seems to be that the tabu h.aS
been broken, and that after the war there will
be many opportunities for women lnstn}—
mentalists in various orchestras. But they will
have to be at least as well-equipped as the
men. It is difficult to say just what the_;e—
quirements will be, but certainly the ability
to sight-read well will come ﬁx:st.. ’I"o hold a
place in a major orchestra, a violinist should
be able to play with ease and ﬂue_ncy the
first book of De Beriot’s Concgrt Studies. That
I judge to be a minimum requirement. (2) The
violins of Albert Knorr are worth between
ceventy-five and one hundred S{Idv ﬁftly c_lo]lars.
They are well-made Saxon ° trade” instru-
ments.

raisal Necessary

AanAIIT H., Indiana.—The only way you can
find out the value of your violin, and the begt
means of disposing of it, is to take or send 1&
to a reputable dealer. For a small fee, hedvsp
give you a complete appraisal and any at.v.l:l:e
you may wish to ask for. Ix:l the advertising
columns of THE ETUDE you will ﬁqd .the nalmes
of several well-known firms of violin de&ers,
and you can rely completely on any o]f) em.
There are many thousands of' violins .ean’ng
a label which reads ‘‘Antonius Stradlfvaflu:
Cremonensis Faciebatl’; 1’s,é iﬁgnmfz‘l‘?gr oC1011 aerss
i ents are wor e, s
$st1;fgr%thers may be worth 'seyeral hundx;leac_}
dollars. Without giving a violin a perso:
examination, there is no way O
it is, or what it may be worth.
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£ telling what"

MusiciansHuip BuiLDErs

Harmony Book For Beginners
By Dr. Preston- Ware Orem

A Text-Book that Lays a Most Substantial Foundation for Real Musicianship
by Making the First Steps in Harmony Easy to Grasp. It is brief, simple,
vital, practical, and distinctive. Excellent for class or private instructton,
as well as an admirable book for self-help. It gives the main essentials of the
subject in a simple, understandable and interesting manner. It is a harmony
book ‘‘without rules,’”” presenting, in colloquial language, all of the funda-
mentals up to and inclu(fing the Dominant Seventh Chord. Price, $1.25

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

An admirable book for those seekin% a practical knowledge of Harmony as
applied to constructive and analytical work, for those seeking an insight into
Form and Composition, and for those wishing a knowledge of modulation
and other Theoretical details. It aims to continue, in the same plain and
practical manner, the studies begun in the Author’s ‘“Harmony Book for
Beginners.”” It also develops, side by side, a knowledge of Melody Writing,
Composition, and Musical Form. Price, $1.25

The Art of Interweaving Melodies
By Dr. Preston Ware Orem

This is a first study in counterpoint for students of all ages. The author treats
the study of counterpoint as a method of making enjoyable music, not as the
assignment of a group of mathematical problems that must be solved. Of
course, a thorough knowledge of harmony is presupposed before taking
up this book: < Price, $1.25

Manual of Fugue
By Dr. Preston Ware Orem

The student of this book soon sees from the authot’s explanations and original
illustrations that anyone.with average intelligence may learn something of
the Resources of Fugue Construction, going into Imitation in Two Parts;
Imitation in-Three Parts; Double Counterpoint in the Octave, in the Tenth,
and in the Twelfth ; Countrapuntal Sequence; The Fugue Form; The ‘Tonal
Fugue ; and How to Analyze a Fugue. Price, 75 cents

MUSIC PUBLISHERS

THeoDORE PRESSER Co. M55 oeisns

1712 CHESTNUT ST., PHILADELPHIA 1, PA.

Announcing the new home of
OUR COLLECTION OF

RARE VIOLINS

FRANCIS DRAKE BALLARD
(formerly of 320 E. 42nd St., New York City)
‘Now Located At

TROY, PENNSYLVANIA
Send for new list of fine old violins, $195 to $2000.

Dependability
- Since 1874 Serbing a Clientele
“of Migcriminating Siving Plapers
One of America's

IMPORTANT COLLECTIONS
i f

of :
OLD VIOLINS, VIOLAS, 'CELLOS
EXPERT APPRAISING—CERTIFICATION
Write for Information

i @
207 South Wabash Ave—Chicago 4, Ill.

PUBLISHERS OF “VIOLINS and VIOLINISTS"
America's only journal devoted to the violin

Specimen Copy 25¢—I2 issves for $2.50 T T D D D D P

CAPRICE

by Lester L. Sargent
For Violin and Piano
It’s new—it’s different—it’s melodious. Price, 75¢
Apple Blossom Time (with violin obl.) 50c

“FESTIVAL MUSIC CO.

1115 K Street, N. W. Washington, D. C.

PRESSER'S PICTURES OF MUSICAL
INSTRUMENTS—(with descriptions) Pr. 10¢

THEODORE PRESSER CO., Philadelphial,.Pa.

A Winning Biography

FRANK
DAMROSCH

Pl A“o TE AcH ERS! e e

sSWI NG PIANO Axel Christensen’s Complete Richurd P. Sfebbins

Swing Piano Instruction

PLAYING . . added to Bootk.d l(m_%l n_atiglnally ac-
: cepted, will enable you to ;

Your Teaching Program {SP%Ed, Wl Siis to quickly Foreword

Increases Vour Income! ig{l}amourize popular melodies by

really modern style with .
WALTER DAMROSCH

perfect time, touch and rhythm. Very liberal wholesale
price to teachers and musical colleges. Send for de-

Illustrated. $3.00
Write for catalogue

tails if your local telephone book does not list a
DUKE UNIVERSITY PRESS

Christensen School.
Durham, N. C.

1
v Be a hit! Our Break Bulletins
PI contain fascinating arrange-
® ments for building extra

ruses of popular hit-songs and standards by means
(c)}fmnovel breaks, bass figures, riding-the melody, etc.
Send 20 cents for sample copy.

CHRISTENSEN SCHOOLS OF POPULAR MUSIC
752 KIMBALL HALL BLDG.  CHICAGO 4, ILL,
SRS ESTABLISHED 1903 fss st IS
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ot The Spectacular e e | (S 7D o
N | Vvery. nervous, very misanthropi an)
Meyerbeer E e S e s el | [ RTANT PIANO STuDY BOOKS

JOHN M. WILLIAMS

PIANO COURSE

THE FAMOUS

“BLUE"” BOOKS

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

SECOND GRADE

SECOND GRADE PIANO BOOK — Preparatory exercises of each
study thoroughly worked out to demonstrate to the pupil the
proper mannerof study ... o S o o e arE

GRADED SIGHT READING BOOK I

MAIJOR SCALES BOOK'N. . .. = - = = . &

THIRD GRADE

THIRD GRADE PIANO BOOK — Designed to follow the second
grade book. Numerous preparation exercises explain in detail

h(?w to practice each piece of study so that it will be mastered
with ease

Above books gladly sent for your examination

[} e e s m—_—NO CHARGE v

SEND FOR CATALOG W-545

Helpful suggestions for teachers and

i THE BOSTON
i

(Continued from Page 304)

-

fils from the same work.
«“Phat there should be room nowadays

composers, including the very best, have
succeeded in producing finer orchestral

sonally, I consider Meyerbeer to be not
only one of the greatest composers of
opera, but also the inventor of orchestral
effects which place him in the very front
rank of orchestral pioneers.”

Keen Dramatic Sense

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

Me-yerbe_er writes a long melody for
string basses and bassoons doubled sev-
eral octaves above by the piccolo.

A Compqser of the Theater
“Naturally a composer so adventurous

the dissimilarity of their chgp,

Berger relates the following incide;;tc.m‘
“One day when Rossini wag takir{

walk in Paris accompanied by 5 '

he met Meyerbeér. Both compoSerfnend

) stoo&

friend. I am a great sufferer, I haye p
appetite, and what I eat I cannot djges:
My nights are terribly wakeful, my ypy,

are numbered.” Meyerbeer expresseq hin
self extremely sorry for his friengs con.
dition, and hoping to find him i mucl;
better health when next he haq g,
pleasure of meeting him, wisheq by
good morning, and went. When he g
out of hearing, Rossini’s companj,
asked him why he had told such a

leading theaters.

America's Musical
Yesterday

(Continued from Page 323)

concerts—quantity not quality drew i

ductors had been placed at my dis!
to control these gigantic masses. .-
just conceive of my position face to &
with a public of four hundred thous”
Americans. There I stood at the 18¥
desk, high above all the others. o

it
would the business start, how Wo"ld]t

THE PIANIST'S DIGEST

Compiled by MAURICE ARONSON
An Achievement in Piano Study

Strongly recommended by every distinguish
orfist and eritic . . . Essential

Price $2.00

to every

EXERCICES DE TENUES

ed

EXERCICES DE TENUES

Piano Studies For The Balance Of

This volume by the famous French piano
master includes all the fechnique of the

. ; hat in hand, each inquiring co : Finger Strength

for anything approaching a defence of : nCerneg)y A Collection of 250 Excerpts from the g eng

2 cH Meyerbeer, is a disgrace to the age in ;‘igezr%:zromg Ores he?lth-‘ln Teply Great Classic and Contemporary by ISIDOR PHILIPP by DOHNANYI
which we live. Not any of the modern y > . TLossinl Sosald, - Alay i Masterworks

overtures than he, while many resort to ; > They. .t ., Develops not only the fingers and modern American approach to the piano < B g :
2 s matism ; piant s S 2 s £ o :
GRADE-BY-GRADE eccentric combinations in order to hide P g%:::sf;?fh:m pea&ce, my sight gy yrists but taste cpd imagination . As in addition fo ‘many hew features 'and oreign e.dlflon .and difficult to procure, is
the poverty of their native melos. Per- g, and I feel my gy, practical as the piano at which you work. improvements. now obtainable in the U. S. A.

Price $.75

This

formerly obtainable cnly in the expensive

ESSENTIAL FINGER
EXERCISES

volume of superb piano exercises,

Price $1.50

| s

(DWARD B. MARKS MUSIC CORPORATION e

Available at your music dealer or direct from

R.C.A. Building @

Radio City

® New York 20, N. Y.

Attraction in Number

Obviously this was a rather musically
ingenuous public. The anecdotes told
ahout it were innumerable. When Theo-
dore Thomas brought his orchestra to
$t. Louis, one of the men in the audience
hegged him to play a light number next
time, “say something by Palestrina,” a
wmposer of some of the most compli-
cated choral music in history. The Knei-
sl Quartet was invited by a Mid west-
¢m music lover to feature an all-Wag-

:;;’Jmﬁlly_ came late and missed it. Sen-

objeet_mlahtes were so vocal in their
b t;lon to dark and depressing scenes

ageme Metropolitan stage that the man-

sombent was compelled to present many
Der scenes in full light.

The Secret of Leschetizky

(Continued from Page 307)

grew that Leschetizky had a method. But
Leschetizky was himself the method.

«T 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

rally this method of study required ex-
treme concentration and three h(?urs
practice a day he considered sufficient

for general purposes.

An Adventuresaﬁie Challenge
Leschetizky was born in Lancut, Aus-

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 akout Leschetizky was his abiding
youthfulness. Joachim, the great violinist,
had always contended that Leschetizky
was older than he, whereas Leschetizky

Questions and Answers

(Continued from Page 322)

notation chart ........... ....... SresMEWTo TEe T0 R L Y .75 The famous critic, Julius Kapp, in of lies, seeing that he was in /as i i ; i i
i : : : o ’ 280D, ) ] perfes | geaven, I managed even that. It was all of lusty Tyrolean Baurs were forsaking chetizky teaching continued to remain a
HAPszlyHa?sggrtB:i)n?eKeaclP::;rgned for boys and girls who practice e i\]/is blography. of M‘eyerbee'r ”( Glacom(; health. Rossini laughingly replied tj; | that was humanly possible.” ‘ the primitive Schuhplatter dance for the challenge, an adventure, and his interest C L A s S I F ’ E D A D S
Lo s s e see . .eyerbeer. Eine Biographie”), says o thf: dear old man seemed so thoroughly |  Recitals by @ single artist, Howevér “Bunny Hug and the Charleston. Like in it eventually triumphed so that he be-
FIRST GRADE his orqhest'ra?‘lon {transla.tlc‘m :)f.Haver— mlsgrable and dlscopsolate, that he fgf § geat, had no appeal whatsoever. Even the officers on the Unter den Linden, who came identified with the Petrograd Con-
; : gal Brian in “Musical Opinion ) it his duty to tell him something whi | atists of the stature of Jenny Lind, An- scoffed at the English but at the same servatory. There were some great names
FIRST GRADE PIANO BOOK — The most celebrated piano method “Meyerbeer’s superb - dramatic sense might comfort him.” o Rubinstein, or Henri Vieuxtemps had time affected the swagger stick and the at this institution at the time, among , SINGING MADE EASY—Book one dol-
:)i?)?zfn t};;e lE)ubhc today. Written throughout in five-finger posi- stir(;mlated hils i}r:stigxct fo: exploration, There may indeed come a time wie | 1o appear on programs featuring other monocle of the Bond Street gallants, they them the two Rubinsteins. Il health, . taeaTE L PR S T
all keys .............. STEE e s e R e e I R 1.00 and very early he began to extend the musical historians will assay the g atists and attractions. Vieuxtemps, as a laughed at the circus music methods of however, compelled Leschetizky to leave - AN T ’
GRADED SIGHT READING, BOOK | — A supplementary book to boundaries of his orchestra. Even in Italy amount of music which Meyerbeer ‘;gvrmaé matter of fact, was collaborator on a America and thronged to see an endur- Russia and he settled in Vienna. It was a floce Ton gi\e‘c‘eé%\fg]gh?l&?;l?tf ol s
First Grade = = " 7= o waile GSR AGiass i 1.00 he demanded unusual ‘extras’ and in and find much that will bring him i | pogam that also enlisted the talent of ance performance of a piano player who fortunate circumstance that he taught fitoeod Sbeclaliessneppa: Rejon, (ldichy
MAJOR SCALES, BQQK I — Contains all the major scales with Paris he fOund_ Sax busy with his many praise for some of his innovations | m accordion player who delighted his claimed to be wearing out the ivories Paderewski early in his teaching career, .
directions for writing, building and playing .............. . e .60 improvements in brass and reed instru- operas, while not a regular part of i | adience by crushing his instrument on day and night for over three weeks. for with the fame of Paderewski began  goR SALE: Wurlitzer Vacuum pump.
ADVANCED FIRST GRADE — Designed especi ally to bridge the ments. Though Meyex:begr in his scores repertoire of the great opera houses¢ f his nose or forehead. the fame of his mentor. Leschetizky left Suitabledfor_ pﬁal.x;eg rﬁari)o (ﬁ reedPorg{jan.
2ad helwiscn the Fivde ind Sevond Crade Broks. . 1.00 never forsook the ophicleide for the bass the world, have a persistent way of 1 the concert stage at the height of his bondncon. Bill G s e
SRs or contra bass tuba, he certainly met turning to the stages of many of tk powers to devote himself to teaching. He

MUSIC TEACHER WANTED: 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 full 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 I.
Stubbs, 154 Chapel Street, Saylesville, R. 1.

FOR SALE: STEINWAY CONCERT
GRAND as new, nine feet long, fully guar-
anteed, good discount. Joseph Holstad, 337

........................ e e s e L the leit moti i ; them? One pupil needs this, another that 5 Oak Grove, Minneapolis, Minn.
GRADED SIGHT READING BOOK Ml . . .. ... . . - 1.00 ner got his ?&::ag? lsglgfizf’tls ;h:é;uzgaif crowds. It was nothing unusual to ¥ § Jriah program—wlio, however, neglected __the hand %fpeach differs. There can be g‘iséaﬁgieﬂatsci(g;?lgnng srlf;r?inogldfl;
; - ; ‘Robert le Diable.” This may be so: b concerts by orchestras numbering - § © elain how a quartet could play pg ryle. I am a doctor to whom my pupils 4 "orand staircase of the Dresden Opera e lt‘YS)E]?B s o (xact.
FOURTH GRADE i i y be so: but  era) hundred, and choruses aggregaiit | Wagher's music. Anton Rubinstein, play- ‘ b d of their mu- - . e L o e E,
it has been said that Wagner took the e : s B iein Memphi ; » come as patients to be cure House and Joachim, who was trudging Iecords e Ry (Dept. 1), 3151
FOURTH GRADE PIANO BOOK. Designed to follow the Third idea from Mendelssohn. Meyerbeer’s thousands of VoI S e agem emphis, was advised by the man-  gjca] ajlments, and the remedy must Vary  qoy1y along, said to him, “Leschetizky, eea T :
Grade Book. Bach, Chopin, Mendelssohn, Schumann and methods were unlike those of Wagner. Falr advertised the fact that Theu? msfem G hall to blacken y, each case. There is but one part of .. vy run up the steps that way at  wanTED: Virgil Practice Piano, sta-
Schubert are among the composers drawn upon for the studies His individual genius lay in suggesting a Thomas Would CRUNEENEE N bin - manaving mistaken RU-  p,y teaching that can be called a method, yqyppger” tionary or portable with adjustable action.
in this beautifully laid out and carefully edited volume.. ... ... 1.00 complete scene by a few bold strokes in CcSu® €ver to assemble on the stagt lat:t:mlfor a minstrel performer! AS gng that is how I teach my pupils hoW  * ymereupon Leschetizky instantly re- H. Awad, 827 5th Avenue, New York City.
GRADED SIGHT READING BOOK IV.......... : ‘the ritornello, and then buildin At the Boston jubilee of 1869, and & 5 1904 we have similar evidences t, jearn a piece of music. plied, “Why certainly. Couldn’t you when —rmi -
e e e 1.00 tr ot % ] € UD 2 1 1872 the orchest bered a tho- | f naivété. Walter Damrosch was per- : e it bar by bar £ LEARN PIANO TUNING AT HOME.
structure upon it. In this way, he was 18 T ot BIMrosc S Der This was by going over it al,  you were my age? Course by Dr, Wm, Braid White, Write Kari
FIFTH GRADE at a distance, only a follower of Bach. iand rrlnusmians, while the singers tofad fal”lﬁlg g{':ltg}rller's music-drama, ‘f‘Ple;rsx- phrase by phrase, with ir;iﬁmue' attintlcorrl) Possibly he renewed his youth con- Bartenbach, 1001 Wells St Lafayette, Ind.
THE FIFTH GRADE PIA = — Meyerbeer’s penchant for sumptuous or- o0 thousand. ik klahoma. Immediately follow- t, getail, deciding on the fingering, ouch, . ontly through his pupils. I have a rose
Sreleh T ThiE sixr:}g :&%Enthgeim;gr:;et:s ex:lia:;%xieagftgﬁ chéstral coloring is reflected Izlse\:vlileore. Al-the 1372 UM SR Straus:&,tgi Egrtt;:i scléuulxguil prelude, and befox;e gle pedaling, phrasing. When m‘:sie ts ;?egci that fell from the lapel of his coat on INCREASE YOUR
scales and arpeggios will be found in this book .. 1.00 For instance, in ‘L’Etoile du Nord,’ he great waltz king, was guest condue wt | 1ocel mang ise on the first act, the ;.6 gdetermined, the passag_f (1:1 - P racp, e occasion of his seventy-second birth- INCOME!
......................... 3 marks the intervals in a song sung by his own The Blue Danube Waltz. .He Nl ger fprang to the stage to an- yntil perfect, also memorized. n fact, gay There is an eternal quality to it that Easily—Substantially—Pleasantly
ADULT STUDENTS —BOY BEGINNERS Catherine, trainez le son, whilst the US DS somewhat dazed impressio ' f se that “Stewart’s Oyster Saloon ne automatically memorizes a plece I yeminds me of its wearer. _ Take Subscriptions for —
GROWN-UP BEGINNERS "cellos which double the vocal li;xe are that event: “On the musician_s' trlb.uﬂi; ey Tagpervxvr aftter the con.cert." One s0- his way. His idea was to studsi a é)(;e(f:f;g THE ETUDI;-‘. MUSI(} MAGAZINE
marked glissez. In the same opera the there were. Swenty SHUSKEE S0 - | Metrg ol‘yt - g dxrectoys . tagpoueniy theb It gold Dl d in SR e
FIRST BOOK FOR THE ADULT BEGINNER........_... . . 100 ] isble 1a is uséd cxtensively in the Lromt of fhem GHeSEESMRENESNRE B 8 SR HOwe TeEing (00 any polnt from hm Mesma T TR
FAVORITE MELODIES FOR THE ADULT................... 1.00 chorus. In the second act of this opera CocSU® . - . A hundred assistant @ § ﬁrsst e:ctﬂ::g f}fleste A:idli) < fro}xln every detall sway ffom the DT R !
.............. o - € Secon ecause she
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Ernst Bacon, Dean, Spartansburg, 8. C.

: appealed to Berli ) £t i » : : ; i
pupils. under his inﬂfl?rlx?zze’ YVI&? e ToEly, Tendh SR cannon-sh0§ raniy‘;‘ig Youlg s:;IESﬁﬂll&merlcans, i Europefa - trian Poland, June 22, 1830, and first of information you are segkmg. : KNox Déglaeréﬂerxg (ﬁﬁ\fn‘fféc
USIC COMP ANY Hrom Bt 1o s may be seen a gentle hint for us to begin PACE g0 o WY Were never ciner el e {th his father, later with Czerny. If, however, you are primarily inter- | c@) LEGE ™ous, W, Wilisns, Chsirman
S ; ) S ‘i etrs and alsp from ref-' The Blue Danube. I gave the signal View ofutslllc. Tpxs [ ey the Studl?df?flt th year he began teaching ested in writing compositions in these L S0 O L
""""""""""""""""""""""""""""""" 116 Bovl beer, for his il S aanentation. Meyer- hundred assistant eonductors fouould ay, ey L e e tt efililn the University as a stu- forms, I think your best source of help
s | oy ston Street and’attend dpaxl‘ » Was devoted to Berlioz me as quickly and as well as they ¢ A étinuCh less so in France and Italy, while a el{l g L2 and at once became would be some standard text on musical SHEN ANDO AH CONSERVATORY
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eA Fine Album for

Young Piano Pupz'ls

OUR NATIVE

AMERICAN AIRS
FOR PIANO SOLO
Compiled by RUTH BAMPTON

Arranged by WILLIAM SCHER

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 carefree—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
11% and 2. There are illustrations and texts are given in
score.

A

&

A Collection
Every Pianist
Ought to Possess—

THE DITSON
ALBUM OF
PIANO SOLOS

Every pianist delights in
playing Engelmann’s
*'Russian Dance,”” “‘The
Pines’’ (Matthews),
*‘Jeunesse’’ (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 in this. al-
bum. All of the composi-
tions are within the cap-
ability of the average pian-
ist. Ideal for students ‘in
grades 3 and 4.

Price, 50 cents

Price, $1.00

R
£683 353

THE NATIONAL OR-
CHESTRAL ASSOCIA-
TION, directed by Leon
Barzin, has concluded
its first season of broad-
cast reading rehearsals
of new scores. Designed
to give young composers
the opportunity to hear
their works, the project

LEON BARZIN

has been most success-

& 8
A Little Collection

To Delight Very Young
Piano Pupils—

FLOWERETTES

By ASTRID RAMSEY
With Verses by MABEL E. OKERLUND

This book 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 book, 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

An Album of Easy-
To-Play Piano Pieces
With An Especial Appeal

WHEN WE GO
TO CHURCH

(15 HYMNS MADE EASY TO PLAY)
By EVELYN TOWNSEND ELLISON

Since the general rule is that parents
who wish to give their children the truly
good 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 please
their parents young students also afford
themselves real enjoyment with the
playing of hymns they have learned to
love. ese arrangements run in the
grade 1% to grade 2 range.

Price, 75 cents

ful. A total of twenty-six different com-
posers had their compositions presented;
these ranging from such large works as
Quincy Porter’'s Music for 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
Hon. Paul A. Porter, Chairman of the
Federal 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

EXCELLENT Title Grade Key Composer Price
At the Barn Dance (2) (G) ... . .. . = Wagness .30
PIANO TEACH- At the Derby (2) (Adminor). o ... . Noft/mp 35
Bequtiful Dreamer (2) (D). ............... Wagness .30
ING PIECES Castillian Dance (2) (F):. ... 7. .. .., Novarro .40
Cello, The (14) (D) =6 - il Wagness .30
SELECTED AND Davey Jones and the Pirates (2) (G minor) . .Franklin .30
Elfin Erolic’(2) (B)uis vt o i o Wagness .30
HIGHLY RECOM- Flying on the Clipper Ship (2%) (C)...... Hastings .35
Hail King and the Snow Queen, The
MENDED FOR : @G ioh . eE s Adler 35
obgoblin, The (1) (A minor) . .......... .. w
THEIR TUNE- Home on the Rande. . .. .. ... B g e gg
Hymn to the Sun (2) (F). .. .. ... ... Pl
FUL AND In a Starlit Garden (3) (E-flat). .. ... ... S
In"Old Vienna (2) (F). = - o .= = Wagness .30
APPEALING In the Sultan’s Palace (2)5) (A minor)........ Nason .40
Indian Rain Dance (1) (A minor)........ Stockbrid, :
QUALITIES Little Brook A-Murmuring (2) (C)......... ?ék.l;’ilagii. 2(5)
MagliciForest (3) (Eflat) ... ... . Wagness .30
_— Narch ofiViestory (1) (B 0 e = Wagness .30
open Ping Pana (1) (F)u 0 G0 R G P :
Each an individual Plantation Serenade (2) (C)............. .. W;;Z:ﬁ gg
sheet music Sandman’s Song, The (2) (F)............. ... Bruce .30
bli i Sea Chantey, A (2) (Aflat)............. .. Wagness .30
publication. Shadows in the Water (1) (C)........... .. Fleming .40
Shadows of the Night (3) (C)............ .. Podeska .35

Diiver D

itson Co.

Theodore Presser Co., Distributolrs, 712 Chestnut St., Phila., Pa.
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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 the
ﬁ.rs.t step in a nation-wide march of tele-
vision from coast to coast, which will
bring the American home new thrills
undreamt in the past. ;

THE THIRD ANNUAL Young Composers
Cont-est 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
Virgin.ia Seay Ploeser, of New York City
a pupll of Ernst Krenek, for her com-,
pgsﬂ;ion titled San Clemente, Low Tide.
First prize of fifty dollars in Class Two
was won by Sergeant William Thornton,
tIr., USAAAC. First prize of fifty dollars,
in Class Three went to Gerald R. Kech-
ley, Musician Third Class. Second prizes
o.f ﬁft;{ 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
Qlass, of the United States Naval Train-
Ing College at Great Lakes. A third prize
of t.wenty—ﬁve dollars went to Ursula
Lewis of New York City. The winning

work in Class One was gi i
i given its
bremiere during Music W Y i

eek, in a broad-
cast concert of the National rati
of Music Clubs. 5 e
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The World of Musi

“Music News from Everywhere”

THE FIFTY-SECOND ANNUAL May Fy;.
tival of the University of Michigs, Wi
held May 3-6 in Ann Arbor, Michjy,
The Philadelphia Orchestra, conducm
by Eugene Ormandy and Saul Castoy
had a prominent part in all the con.'
certs. Hardin Van Duersen directeq f
Choral Society and Marguerite Hooq W
director of the Youth Chorus. S
included Bidu Sayao, Eleanor Steher
Blanche Thebom, Rosalind Nadell, Preg
erick Jagel, Ezip Pinza, Nicola Moscon
Rudolf Serkin, Oscar Levant, Zino Fran-‘
cescatti, and Paul Leyssac, narrator,

NORMAN DELLO JOIO’S new chy
work, “Western Star,” based on Stephe
Vincent Benet’s epic poem, received i
first performance on April 28, when i
was on the program presented by fi
Fred Waring Musical organization, I
was sung by the Collegiate Chorale i
two hundred voices, with full orchest
under the direction of Robert Shaw.

THE FIRST CONCERT PERFORMANG
in America of a new Trio in E minorlj

Dmitri Shostakovich was the feature |

the concert on April 27 of Vivian Rivki
young American pianist. In the perfom-
ance of the Trio, Miss Rivkin was &
sisted by Joseph Fuchs, violinist, ani
Nikolai Graudan, violoncellist.

WINNERS in the 1945 auditions of i
Metropolitan Opera Company, known &
the “Metropolitan Opera Presents,” Wt
announced on April 2 at the final cor
cert in this series, sponsored by th?
Sherwin-Williams Company. Awards ¢
one thousand dollars, a silver plaque, a
a contract with the Metropolitan Opet
Association were won by Robert Meri
baritone, of Brooklyn, and Thomas T
bett Hayward, tenor, of Kansas City. T
other finalists in the auditions, Jos&
Victor Laderoute, tenor, of Sault 5
Marie, Ontario, and Miss Pierrette Al
of Montreal, received five-hundred-dil
scholarships.

THE TWENTIETH AN-
NIVERSARY celebration
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
six new works by Amer- -
ican composers. These were Le0 sqwe;‘
by’s Sonata in A for violin and P&
Otto Luening’s String Quartet, X
Herbert Inch’s “Three (.':onversattlofls,H.E
String Quartet”; William Grant Stlw
Suite from the ballet, “Sahdji,” 077,
and orchestra; Paul White's ‘“Id! ’?wr
Bernard Rogers’ “Three Drawings 4
Hans Christian Anderson.”

PAUL WHITE

pp, HAMILTON  C.
MACDOUGALL, ; noted
\yprican. organist and
quposer, One of the
jonders of the An_xe;—
yan Guld of Organists,
i fyenty-seven years
of music at

ellesley College, and
dnce 1927, professor em-
s, died on March 16, @
o Wellesley, Massachusetts.. Dr. ac-
ugall was porn in Warwwk,. thde
gand, October 15, 1858. He studied with
ise leading teachers of his day and then
yent 0 London, where he'l.)ecame a
qupl of E. H. Turpin. In addition to his

“DR. HAMILTON
C. MACDOUGALL

—_—

= Compeh'h'ond

THE TWENTY-FIRST ANNUAL
Award of the Eurydice Chorus of Phila-
dphiz, of one hundred dollars, for a
composition for wolt_len’s voices, is an-
woumeed by The Philadelphia Art Alli-
ace, The closing date is October 1, 1945,
ad all details may be secured by writing
to Miss Katherine Wolff, chairman qf the
wonnittee, The Philadelphia Art Alliance,
551 South Eighteenth Street, Philadelphia.

A FIRST PRIZE of $25,000 is the
award in 2 composition contest sponsored
by Henry H. Reichhold, industrialist and
president of the Detroit Symphony Or-

" chestra. Composers of the twenty-one
Pan American republics are invited to
stbmit manuscripts. A second and third
prize of $5,000 and $2,500 respectively,
ae included in the awards. The winning
compositions will be played by the Detroit
Symphony in the Pan American Arts
Building in Washington. The closing date
of the contest is September 1, 1945, and
ful details may be secured by writing 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
51!181118 Teachers Guild for the W. W.
Kimball Company Prize of One Hundred
Dollars, is announced for 1945-1946. The
contest is open to any citizen and resident
of the United States, Canada, or of any
Central American Republic. Manuscripts
must be mailed not earlier than October
L nor later than October 15, 1945; and
dll information may be secured from E.
Clifford Toren, North Park College, 3225
Foster Avenue, Chicago 25, Illinois.

THE EDGAR M. LEVENTRITT
FOUNDATION, INC., has announced the
sith annual competition for young musi-
dans, This year’s contest is open to pian-
55 and violinists between the ages of
Seventeen and twenty-five who are resi-
dents of the United States, and the Award
5 an appearance with the New York
H‘lh*}ffﬂomc-Symphony Orchestra. Ap-
En?tfms.must be submitted by June 15,
i Ul.l information may be secured by
tress1ng the Foundation at 30 Broad

eet, New VYork City.

“tl?eN AWARD OF $1,000 to encourage
wl o ng of American operas in gen-
. and of short operas in particular,” is
o C‘;ilced by the Alice M. Ditson Fund
il umbia University and the Metro-
2 ?Opera Association. The opera must
o d% over seventy-five minutes in length
citizmy % natwe.or naturalized American
1945 aldhe closing date is September 1,
e ncfull details may be secured from
dﬂﬁon. larke, Metropolitan Opera Asso-

 Inc, New York, 18, New York.
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~work at Wellesley, he was active as or-

ganist of wvarious prominent churches
and as a teacher of organ. Dr. 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. Ifor 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 TUnited 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 Metropolitan
Opera Company baritone, died on April 5,
in Brooklyn, New York. Born in Nurem-
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
“Publishers for an orchestral work by an
American composer, has been awarded
to Elliott Carter for his Holiday Ove.rt?ue.
Honorable mention was given to lehgm
Bergsma for his «“Music on a Quiet

Theme.”

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
of the Verdi “Requiem,”
sung by the Philade}-
phia Bach Festival Chorus with promi-
nent soloists. The famous two-plar}o
team of Vitya Vronsky and Victor Ba:bm
have been added to the list of‘solmsts.
A total of twenty-eight concerts is sched-
uled. Dimitri Mitropoulos, conductor qf
the Minneapolis Symphony Orchestra, 1s
the musical director of the Dell summer
concert series and will conduct twenty-
three of the programs. -

DIMITRI
MITROPOULOS

UBERLIN
COLLEGE

CONSERVATORY OF MUSIC

A professional music school in an attractive
college town. (Member of the National
Association of Schools of Music.)

Thorough instruction for carefully selected
students in all branches of music under artist teachers.

Special training in band and choir direction.

Write for catalogue describing Oberlin’s conservatory
courses and its superior equipment (200 practice
rooms, 23 modern organs, etc.). Degrees: Bachelor of
Music, Bachelor of School Music; Master of

Music, Master of Music Education.

Frank H. Shaw, Director, Box 565, Oberlin, Ohio.

De- =

i
UNIVERSITY ENe RVATEE
CHICAGO ,
2 :
THE SCHOOL OF S o

A complete school of music, dramatic
art and dancing. Courses lead to degrees.
Special students may enter at any time.

" REGISTRATION—September 7 and 8
Write for catalog
2650 Highland Ave. Cincinnati 19, Ohio *

OPOLITAN
OSM SEE

scHooL o MU

SHIRLEY GANDELL, M.A., Oxford
University, England, President.
41st year. Accredited. Offers courses
in all branches of Music. Certificates,
diplomas and degrees. Desirable board-
ing accommodations. Located in down-

town musical center,
Box E, 306 S. Wabash Ave., Chicago.

Naint Mary-of—the-Woods

COLLEGE

Conservatory of Music for girls, Applied Music,
Theory, Public School Music, leading to B.A. and
B.S. with a major in Music Education. Piano, voice,
organ, harp, violin, other instruments; composition,
harmony. Beautiful, well-equipped buildings, spa-
cious campus. All sports. Early registration advised.
Catalogue. Box 15, Saint Mary-of-the-Woods, Indiana.

Music
Offers accredited courses in Piano,
Voice, Violin, Organ, Public School

Music, Theory, and Crchestral In-
struments.

Confers degrees of BM., A.B.,
and M.M.
Distinguished Faculty

Address Registrar for Bulletin
DePAUL UNIVERSITY
SCHOOL OF MUSIC
Room 401, 64 East Lake Street
Chicago, Illinois

D B R B T

CHICAGO MUSICAL COLLEGE

Founded 1867 by Dr. F. Ziegfeld RUDOLPH GANZ, President

CONFERS DEGREES OF B.MUS., B.MUS.ED., M.MUS., M.MUS.ED.
Member of North Central Association and National Association of Schools of Music

ALL BRANCHES OF MUSIC. SPECIAL INSTRUCTION FOR CHILDREN AND NON-PROFESSIONALS
Address Registrar, 60 E. Van Buren St., Chicago 5, lllinois
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Edited by

ELIZABETH A.GEST

Résul’[s of Junior Etude (Juestionnaire
(in January)

HE 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
wide field—violoncello, viola, double
bass in strings; trumpet, French horn,
trombone, Sousaphone and saxo-
phone in brass; flute and clarinet in
woodwind; also drums and voice.
The majority replied they practice
pne hour a day and read the Junior
tude regularly. As for first choice
Junior Etude reading matter, many
preferred stories, others playlets;
others gave first choice to outlines,
quizzes, games, contests, Letter Box,
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
they would do so henceforth. Also
very few had ever written to the Let-
ter Box. The majority do not belong
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 divided. 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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Junior Etude 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-Language
by Ruth & French

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

PREPARATIONS for the pupil’s

Junitlr Club Outline, No. 40
Brahms

a. Johannes Brahms is considered by
many critics to be one of the great-
est composers. When and where
was he born?

b. How many symphonies did he
write?

¢. How many of them have you heard
at concerts or through recordings?

Terms
d. What is meant by “enharmonic
change?”
e. What is the term used to signify
that six people are performing
together?

Key l)oard Haljmony

f. 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.

Xey o & 71 [Regofe™ —~~

2,252 5
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Program

Many of you no doubt play Brahms’
Waitz in A-flat, 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, Op. 39. Most of his com-
positions are of great difficulty. Try
to hear his symphonies at concerts
through recordings or radio. ’
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you will keep your head Somewhy
up. The audience is more Interesting
to look at than the floor, you kngy:

“There,” said Dorothy. “1 think |
understand now. Just take a few e
backwards and bow over each fo»

“Exactly,” said Miss Wright, “p
do not make too many bows! op
before and one after you play is really
enough. Now, Tom, let’s see Jou
do it.” :

Tom tried it, reluctantly, remar.
ing, “I don’t see why we have to hoy”

“You do not have to, Tom, unle
you want to be polite, and I'm gy
I will not stand up on the platfom
and try to make you!” she remarke]
laughing. Tom laughed too.

“Well,” she continued, “why do y
bow? What do you think, Dot?”

“I’'m not sure why,” she answered
“Just to look fancy,” chirped Tom
“Tom,” said Miss Wright, “suppos
you go to the house of a friend, Jon
Pendar, for instance, and you ask hin
to play for you. He plays very wel,
and after he finishes, you tell him s,
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 said noth-
ing 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 that he
was mad, or at least very rude”

“And you would not ask him again
to play for you, would you?”

“Not much!” replied Tom.

“He should say ‘thank you’ at least,’
added Dorothy.

“Of course,” said Miss Wright. “You
would expect him to make some
acknowledgment of your prais
wouldn’t you?”

“Sure,” said Tom, “but what ha
that to do with bowing at a recital?”

“Just this,” began Miss Wright
“When you go to a friend’s house k¢
greets you with some version of 1o
do you do,’ or ‘hello,” or ‘T'm glad ©
see you’ And when people come {
hear you play you should greet the?
with some similar expression from
the stage. Of course you can't Te?Hy
say such things to them at a t”
like that, so you make some sigh—*
bow—which says the same thi
much better and more easily
gracefully.”

“I never thought of it that ¥/
before,” said Dorothy.

“Neither did I,” said Tom.

“Then when you have finishe*
playing,” Miss Wright continueé
“your audience cannot call ou an
tell you they enjoyed it so they w?r
use sign language and clap 4
hands; then you reply politely ™

(Continued on Next Page)
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fuital Sign Language
(continued from Preceding Page)
I oy, which means ‘thank you, I'm

. joyed it.””
l?r%nylosu ?:iey cleared. “Whm you
ink of it that way, bowing is not
hag{:%ds.aid Dorothy, “it really is just
comm;m sense politeness.” S
W0f course,” concluded Miss Wright;
and ab this recital we wa.nt ,g’;o()d
janners as well as good playing.

e . SR

Ruth S. Neal (Age 10)

Margaret F. Neal
(Age 11)
Columbia, Mo.

(See letter below)

Letter Box

D Juntor ETupe:

I am writing to tell you about our rhythm
ochestra which our teacher has organized.
We have nine members, three boys and six
girls, age eight to eleven. We have four
iriangles, two tambourines, a pair of cymbals
ad two drums, We have elected our officers
ad will elect new officers next term. I hope
you are interested in our band because we
are inferested in the Juntor ETuDE.

From your friend,
ELEANOR NICHOLSON

(Yes, Eleanor, the Juntor ETupE is interested
to hear about your rhythm band, but we are
sy you forgot to give your address. Usually
Wwe do not use letters without addresses, but
& the thythm band is a popular activity in
the early grades of music we are printing your
letter, a5 it may be of interest to other rhythm
and members.)

Desr Juxtor Etupe:
Would you like to hear what my sister and
Ldo in music? My mother taught piano and
and 50 we started on those instruments
Vhen we were four years old. We have en-
tered the district and State competitions. For
Sveral years we have kept note books in
Vhich We write words to some well known
Sories, like Cinderella. Then we compose
Tusic for the story and on the left side we
Tt pictures o illustrate the story.

\'iol(o?e time ago we also took up violin and
- cello and now we play them in our
i ?01 orchestra, My sister Ruth also took up
T and bass viol. (She is ten years old.)

- 51 how our day goes in music: getting
éarly we each practice a half hour; then
¢ school we practice forty-five minutes

0l after dinner we play trio of harp, violin

&d violoneello for fun.

Ve like {0 read the letters in the Junior
usic and hope everybody enjoys

tude about,

usic as mych as we do.

From your friend,
Marcarer F. Nean (Age 11),
Missouri

]unior Etude Red Cross A f ghans

ajknalf;ed Or woolen goods squares for the
Congtan, have recently been received from

e Saunders; Rachel Howard; Fay Kil-
scilla Field; Ann Fitten; Margaret
) _(all members of the Bridgeton,
ior Music Club who sent a box of
T ed and fifty knitted squares); Doris
Joan Yy Nannette Hill; Bettina Voorhees;
Nedy: ung; Bobbie Joan Bacon; Joyce Ken-
0 Hoar; Calire Heidenrich; Estelle
' Gwen Murtrie; ‘Charlotte Newson;

bom; py
enscott.
2ine, Jun

One By
Yayh dr

Riisexian
4 Costello; Jennifer Costello.
TUNE, 1945

Junior Ftude Contest

THE JUNIOR ETUDE will award three at-
tractive prizes each month for the neatest
and best stories or essays and for answers
to puzzles. Contest is open to all boys and
girls under eighteen years of age.

Class A, fifteen to eighteen years of age;
Class B, twelve to fifteen; Class C, under
twelve years.

Names of prize winners will appear on
this page in a future issue of TuE 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 your paper.

Write on one side of paper only. Do not
use typewriters and do not have anyone-
copy your work for you.

Essay must contain not over one hun-
dred and fifty words and must be re-
ceived at the Junior Etude Office, 1712
Chestnut Street, Philadelphia (1), Pa.,
by the 22nd of 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 months; we won
superior grade at a music festival; we won a
book on the musician, Bach, and many 0th<_sr
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 frien.d’s,
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

Other 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:

E. Baer; Harriet Pearlman; Zona
G(l:gg;le Leona Krebeck; Ruth Reid; _L.z;ura
Peck; Frances Clarke; Margar.et F. Nea}, oan
Atwell; Mary Cochran; Gail M.elo.tt, th;)aSn
Fancy; Frances Stanley; Betty Maier; Ru ¢
Neal; Mary Ellen Peterson.

Jeanne and Richard Harrison
Medford, Oregon

TUDE : . o
DEIAIIX:;I\II? Igt}:.\gied music two years anéi ilfﬂgcg el;
much. I would try for the bakrlx .
vegy om but they do not need anot ter'pe nist
?gst l;?ow. I have sung on the radio twic
in soon. .
gt a%‘z;g;n your, friend, 13)
Esther Smith (Ag% 2 ,
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For a permanent post-war position with a
steady income and good working con-
ditions, a six months course in

PIANO
TECHNOLOGY

combining tuning, repairing and servicing
pianos, is now being offered by

CINCINNATI CONSERVATORY OF MUSIC

2650 Highland Ave. Ci ti 19, Ohio

SHENANDOAH CONSERVATORY
0F MUSIC

Member National Association Schools of
Music ® Thorough instruction in all
branches of music ® Degrees: B. M. and
B. M. Ed. e Certificate in Church Music
Summer Session:
June 18-August 31.

For full information address,

E. T. ANDERSON, Dean

Dayton Virginia

®he (lebieland Tnatitute of (usic

Bachelor of Music Degree, Master of Music Degree, Artist Diploma

BERYL RUBINSTEIN, Mus. D., Director

3411 Euclid Ave., Cleveland, O.

Charter Member of the National Association of Schools of Music

AMERICAN CONSERVATORY
OF MUSIC—CHICAGO

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 catalogz—Address: John R. Hattstaedt, President, 578 Kimball Building, Chicago

120 Claremont Avenue

JUILLIARD SCHOOL OF MUSIC

Room 1228

ERNEST HUTCHESON, President

JUILLIARD SUMMER SCHOOL
GEORGE A. WEDGE, Director
July 2 to August 10, 1945
Instruction in all branches of music and music education

Professional Courses
Music in Industry. Opera School. Church Music. Radio Technique.
Opetetta Production. Stock Arranging.

Catalogue on request

New York 27, N. Y.




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 ETupe readers by some of his
previous art creations which have ap-
peared as ETUDE covers, 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-
deur 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
buying demands months ahead of time,
articularly since War Production Board

Joaper 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, THEODORE PRESSER Co. 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
satisfactory service to even a small per-
centage of those needing music publica-
tions were every individual to wait untii
the last minute before ordering supplies
for the start of next season.

Each year we hope this warning will
eliminate the trying conditions brought
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 hope 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 THEODORE PRESSER
Co., 1712 Chestnut Street, Philadelphia 1,
Pa., for details of the “Early Order Plan”
which requires no immediate cash outlay.
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PUBLISHER'S NOTES

nterest to all Music Lovers
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ADVANCE OF PUBLICATION
OFFERS

All of the books in this list are in
preparation for publication. The
low Advance Offer Cash Prices ap-
ply only to orders placed NOW.
Delivery (postpaid) will be made
when the books are published.
Paragraphs describing each pub-
lication appear on these pages.

The Child Beethoven—Childhood Days of
Famous Composers—by
Lottie Ellsworth Coit and Ruth Bampton .20
Choral Preludes for the Organ.Bach-Kraft .50
Classic and Folk Meiodies in the First

Position for Cello and Piano..... Krane .60
Lawrence Keating's Second Junior Choir
Booki o T R 25

Mother Nature Wins—Operetta in Two
Acts for Children....Shokunbi-Wallace .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 Studies—For Pianu
Lindquist .25
Themes from the Orchestral Repertoire—

bor Bigng 2 . oiiae ag Levine .40
Twelve Famous Songs—Arr. for Piano.... .60
Twenty Piano Duet Transcriptions of

Favorite Hymns ............. Kohimann .80
The World's Great Waltzes ......... King .40

CHORAL PRELUDES FOR THE ORGAN by
Johann Sebastian Bach, Compiled, Revised
and Edited 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
pbresent-day instruments, and will prove
an ideal collection around which to build
a library of the Bach organ works.

Those wishing a, first-ofi-the-press copy
of these CHORAL PRELUDES FOR THE ORGAN
may biace an order now while single
coples only are available at the special
Advance of Publication cash price, 50
cents, postpaid.

THEMES FROM THE ORCHESTRAL REP-
ERTOIRE, For Piano, Compiled by Henry
Levine—Three years ago the Theodore
Presser Company published g, book by a
musician then new to our ranks, Mr.
Henry Levine of New York City. The
bock, THEMES FROM THE GREAT PIANO CON-
CERTOS, has proved to be an important
contribution to the literature of piano
music. First announced in these columns
it attracted a wide following and has’
been greatly enjoyed by pianists every-
where. This was followed in rapid suc-
cession by THEMES FROM THE GREAT Sym-

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 Mr. Levine espe-
cially for the book: Air, from Suite No. 3
in Dby Bach; Themes from the Sorcer-
er’s Apprentice by Dukas; Debussy’s
Prelude to the Afternoon of a Faun;
Themes from Roumanian Rhapsody No. 1
by Enesco; Nocturne, from “Midsummer
Night’s Dream’” by Mendelssohn; Theme
from Les Preludes by Liszt; and Saint-
Saéns’ Danse Macabre. Some of the other
selections included are Grieg’s In the
Hall of the Mountain King, Two Themes
from “Scheherazade” by Rimsky-Kor-
sakow; Song of the Moldau by Smetana;
and Tschaikowsky’s popular Waltz, from
“Serenade for 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 price, 40 cents, postpaid. Sale of
this book is confined to the U. S. and its
possessions.

CLASSIC AND FOLK MELODIES in the
First Position for 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 Crassic anp FoLk MEL-
onies. The contents include melodies by
Bach, Brahms, Mozart, and folk tunes
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.

TWENTY PIANO DUET TRANSCRIPTIONS
OF FAVORITE HYMNS by Clarence Kohl-
mann—This collection is an outgrowth
of Mr. Kohlmann’s successful CONCERT
TRANSCRIPTIONS OF FAVORITE HYMNS and
MORE CONCERT TRANSCRIPTIONS OF FAVOR-
ITE HYMNS. The arrangements are suit-
able for players of medium grade of
advgncement, they will be useful in rec-
reational playing, instrumental music in
church, and as accompaniments for con-
grgg_ational singing, since many of the
original keys have been retained.

ADVERTISEMENT

The contents of the new hogg in
way -duplicate Mr. Kohlmanp’g earﬁlo
volumes: It includes: Rock of ge:r-
When Morning Gilds the Skies; g b
fect Love; Nearer, My God, T, Thee-
Work, for the Night is Coming; 1, th;
Cross of Christ I Glory, and Tourtey
other arrangements. !

A single copy may be reserveq
the special Advance of Publicati
price of 60 cents, postpaid.

oy g
0N cash

THE CHILD BEETHOVEN—Childhoog Day
of Famous Composers—by Lottie Ellgyy,
Coit and Ruth Bampten—The fortheop;
publication of THE CHilp BEETHOVRY {4
the fifth in the series of the Childhgey
Days of Famous Composers. ey,
and pupils alike will welcome this similay
volume to THE CHILD BACH, Tag
HAYDN, THE CHILD MOZART and Trg Camy
HANDEL.

This fascinating book will present the

highlights in the life of Beethoyen fj,

also will include pictures, excerpts
“well-known Beethoven compositions, 3
list of available recordings, and Slg-
gestions on the construction of a mi.
iature stage. The following compositioys
appear in easy piano solo arrangements
Minuet in G; A Country Dance; Theng
from the Andante con Moto of the “Fifty
Symphony”; The Metronome Them
from the “Eighth Symphony”; and th
Chorale from the “Ninth Symphony'
The Allegretto from the “Seventh Syn-
phony” has been arranged as a duet,

This book may be ordered now at i
special Advance of Publication cash prie
of 20 cents, postpaid.

ORGAN TRANSCRIPTIONS OF FAVORIE
HYMNS, by Clarence Kohlmann—This ol
lection will serve ideally for many occ
sions and purposes. Twenty well-lovei
hymns are to be found between its cor-
ers, and, in the majority of cases, it
original keys have been retained so tha
these transcriptions can be used fo a-
company congregational singing whe
desired. Registrations for the standa
organ and the Hammond Organ are i
cluded, features which will make fft
book doubly useful. The favorites amo
the contents will include: All Hail it
Power of Jesus’ Name; I Need Th
Every Hour; I Love to Tell the Sty
Just as I Am; Onward, Christian S
diers; and Sun of My Soul.
Clarence Kohlmann was widely know
for his fine musical contributions to
services at Ocean Grove's famed Au
torium, and this book comes in respoi
to a persistent demand for his organ &
rangements of popular hymns. A singk
copy of ORGAN TRANSCRIPTIONS OF F}Vok'
ITE HYMNS may be reserved now, prior 0
publication, at the special Advanc _“f
Publication cash price, 50 cents, postpait

LAWRENCE KEATING'S SECOND JUNIOR
CHOIR BOOK—The nation-wide I
of LAWRENCE KEATING'S JUNIOR CHO
Boox has brought a demand for a?ec‘md
book of the same pattern. Both skill Zne
careful preparation have gone inf0 :
formati® of this new book, Which .coﬂl
tains over thirty well-chosen devotit™
texts set to original compositions ““i_
arrangements of familiar melodies: 7
rectors will find that the two-part®
rangements for young voices M i
used effectively by girls alone, Y L
voice choirs including boys Wit i
changed voices, or by a womens chﬂi
The Advance of Publication cash w
for a single copy of the book is 29 el
postpaid.
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gﬁ'pmymg with both hands together.

4 single copy of SIX MEeLODIOUS OCTAVE
s may be ordered now at the spe-
¢ Advance Of Publication cash price

¢ cents, postpaid.

SIN

} OCTAVE STUDIES, For
MF‘wquS i . Lindquist—These

: 11 be one of the outstanding
sk ovamt.he collection. Each study

£0esSeS fa-
z:llvluded has been created from a fa

of octave work as found in
tzg:l piano literature. The study

repeated octaves is called The Xylo-

¢ Player. The chromatic octave
" ;

dy for both hands is entitled Mirth,
) inner is @ piece in tremolo oc-

The Chase deals with interlocking
o the study in melodic octave
¢s for right hand is named Soli-
yictory demonstrates “forte” oc-

JEIR GYNT, bY Edvard Grieg, A Story with
Yisie for Piano, Arranged b!/ Adn. Rirhlcr'——
r the newest of her Stories with Music,
s, Richter has chosen PEER GynT, and
e music composed for it by Edvarq
(ieg. The story of Ibsen’s play is clearly
pesented for juvenile readers, un.d the
umous Grieg melodies are given in ex-
¢lent third grade arrangements for
pano, This engaging book will be illus-
mied with attractive pictures, and phe
nusical contents will include: Morning
Yood; In the Hall of the Mountain King;

ri¢s Plaint; Solveig’s Song; Ase’s

Death: Arab Dance; Peer Gynt's Return
Home; and Anitra’s Dance.

While Peer GYNT is in preparation, a
single copy may be ordered at the spe-
il Advance of Publication cash price
of 30 cents, postpaid.

CIN¢ CHILDREN OF THE CHURCH,

Sured Choruses for Jumior Choir, DY Rob
Ty Peery—As the author’s Younc PEO-
#I5CHOR BOOK FOR INTERMEDIATE CHOIRS
iraready a great favorite so, too, the
pulishers  believe, this book will be
tgerly sought by junior choir directors.
I will contain twenty unison and two-
dart choral transeriptions based on fa-
Torite hymns and Gospel songs. These

not arrangements, but original set-

lingsin a free style. The accompaniments
1y be played on piano or organ.

Since the war has taken from many
toirs their male voices, many choir-
lesters are turning to the younger gen-
tiion, The literature for junior choirs
Slimited, and we believe directors will
glad to avail themselves of the op-
Nrtinity to obtain for their libraries the
ngle copy of this book that now may be
dered at the special Advance of Publi-
"tion cash price, 25 cents, postpaid.

EHE WORLD'S GREAT WALTZES, Ar-
"ged for Piano by Stamford King—Here

book with an ‘appeal for musicians

ﬁnd lon-musicians alike. A few of the
Ubers in this truly representative col-

iclz‘:n l?f fifteen waltzes are Gold and
:

Estugig

Y. Lehar, The Kiss by Arditi,
nting and The Skaters by Emil

Uteufel, 4 Waltz Dream by Oskar

WS, and The Beautiful Blue Danube

Tdes from the Vienna Woods by

L Zﬂn Strauss. The average player of
. 8ade ability will find much pleas-

I playing these well-edited dance

encLZES, Which have lost none of their

In the
Slong

anting melody in the transcribing.
United States and its posses-
& single copy may be reserved in

Dost;:gg. of P'ubllcation for 40 cents,

e B

MOTHER NATURE WINS, ‘ 4n Operetta in
Two Acts for Children. Libretto by Mae
Gleaton Shokunbi, Music by Annabel S. Wal-
lu(~(‘——Qne of the delights of juvenile
experiences 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 least
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, with 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 cash price
of 30 cents, postpaid, delivery to be made
when published.

MY PIANO BOOK, Part Three, A Method
by Ada Richter for Class or Individual In-
struction—This book comes in response
to countless requests for an extension of
Mrs. Richter’s exceedingly successful My
P1ano BOOK, the first two parts of which
cover the work of grade one.

My Piano Booxk, Part Three, will in-
troduce second grade work. It-reflects 1.;he
same painstaking care in preparation
which characterizes its predecessors, and
will sustain the foundations for goc?d
musicianship laid in those books. It will
include attractive pieces, helpful study
works, easy versions of classic themes,
and entertaining illustrations.

A single copy of My PIANO BOOK, Pa}rt
Three, may be ordered now at the s.pemal
Advance of Publication cash price of
35 cents, postpaid. :

TWELVE FAMOUS SONGS ARRANGED
FOR PIANO—From the celebrated John
Church Co. catalog of songs a dozen of
the most popular have been selected for
this book of pianistic arrangements. The
transcriptions, which pbring these famous
melodies “under the hands” of the playgr
of moderate attainments,. and provide
attractive recreation mate.m'a\l, have I]Teexr;
made by competent musicians suc :d
Henry Levine, william M. Felton a
P arleton. :
Bl:lf:iecis the complete lisi_s of c?ntent’i.
Mighty Lak’ a Rose (Nevin) ; I'll Iéane_:
you Home Again, Kathleen (Wels)aenis
dorf) ; Recessional (DeKoven) ’l i
Angelicus (CesarTf‘ran(c}l;)e;e ncmct'zafhedral
cFadyen) ; e ;
EII\—I/I:hn) ;yI Love Life (Mana—Zucc;)(,sélrf
oy o)L e G
i . My Heart Is ;
gZuir;;ést 1y='lower That Blows (Hawley) ;
and Will-o’-the-Wisp (Spross) - pnd
This book ‘is indeed a bgrgam ; e
special Advance of Publication cast peach’
60 cents, postpaid. One copy only t (?e
customer at this introductory price.

REGISTER NOW TO SECURE A PLACE IN THE

GUY MAIER MASTER CLASSES

® ATLANTA . . . . JUNE 28JULY 6
Manager: Helen Knox Spain, Hotel Atlantan
® MINNEAPOLIS . . . July 913
MacPhail School of Music, La Salle at. Twelfth Street
® CHICAGO . . . . . ' July 16-20
Sherwood Music School, 410 S. Michigan Avenue
® ROCHESTER . . . . July 2327

Eastman School of Music
July 30-August 10
Juilliard School of Music, 130 Claremont Avenue

@® NEW YORK CITY . .

Teacher's Course in Technic and Materials............ $20.00
Pianist's Course in Repertoire and Analysis. ............ 20.00
Private and Group Lessons; Associate Teachers, etc.

+ {AHlanta, Chicago, Minneapolis) by MARGARET DIEFENTHAELER,
Bt i FLORENCE BINKLEY and MARTHA BAKER

COLLEGE OF FINE ARTS

RICHARD McCLANAHAN

Matthay Representative
Steinway Bldg., N.Y.C.

SUMMER COURSE FOR PIANISTS
June 18—July 20

SYRACUSE UNIVERSITY

Nine Major Courses leading to Degrees
of Bachelor of Music and Master of Music

Piano Harp 2 iy

Orgun Music E‘E‘?cqhon 1) 10 Lectures Tuesday and Friday 10
Voice Composition to 12: Applying the Matthay principles
Violin Piano Teacher of tone-production to Piano Fundamen-
Cello Trainikng tals; sources of musical meaning; the

teaching of expression; materials; reper-
tory; etc.
Summer Session—July 2—August 11

REGULAR FALL TERM

Starts September 3

Send for Bulletin E

HAROLD L. BUTLER, Dean
College of Fine Arts

SYRACUSE UNIVERSITY
Syracuse 10, N. Y.

2) Private lessons by appoiniment

Particulars from
113 W. 57th St., New York 19, N.Y.

MILLIKIN CONSERVATORY OF MUSIC
DECATUR, ILLINOIS

i i Pieces?
i Attractive Piano >
Los‘:s,:\'dngforol';REE thematic catalogs showing
excerpts of popular teaching nunété,ers.
THEODORE PRESSER 5

1712 Chestnut S5t Philadelpbia 1, Pa.

eI
THE MANNES$
MUSIC SCHOOL

Study with Artist Teachers. complete courses lead-

ing to Artist’s Diploma or Teache_r's'c_e. ificate < 1

courses for children. Class and individual instr ion.

Violin, 'viola, cello, harp, piano, voice, wind instru-

ments. Opera, Conducting, Chamber Music Depts. Write:
DAVID & CLARA MANNES, Directors

157 EAST 74th STREET NEW YORK 21, N. Y.

Alviene

Offers thoro training in music. Courses leading to

Bachelor of Music Degree. :Diploma and Certifi-

cate in piano, Voice, Violin, Organ, Public School

Music Methods and Music Kindergarten Methods
Bulletin sent free upon request

W ST. CLARE, MINTURN, Director

BALDWIN-WALLACE
CONSERVATORY OF MusiC

BEREA, OHIO (suburb of Cleveland)

Affiliated with a first class Liberal Arts College.
Four and five year courses leading to degrees. Faculty
of Artist Teachers. Send for catalogue or informa-
tion to: 4

ALBERT RIEMENSCHNEIDER, Dean, Berea, Ohio

SCHOOL S0TH
r YEAR
VoK (.} oF
Star making. Students ional 1

< ta

0 d by Stage, Screen, Radio and presented in pro-

ducticl;):;x}?)r sgowingg to B’way-Hollywood Talent Scouts and

public. B’way also Summer Stock. Spring course opening.
SEC'Y SHUBERT, 1780 BROADWAY, N. Y.

WESLEYAN CONSERVATORY OF MUSIC—A DIVISION OF WESLEYAN COLLEGE

Institutional member of National Association of Schools of Music
Degrees: B. M. and A. B. with major in music

For Catalogue and Information address:

THE DEAN WESLEYAN CONSERVATORY

Macon, GA.

BOSTON UNIVERSITY
Cottege of Mewie

i lete courses in Piano, Voice, Organ,
gg)?irrlxr,l%eﬁ?)x?grass, Woodwinds, and Percussion instru-
ments, Public School Music, Composition, Church
Music, Musicology. Chorus, Glee Club, Orchestra, Band,‘
Faculty includes members of Bostoq Sympl}ony. Bache-
fors and Masters-Degrees in all musical subjects. Dorms.
Catalog. COLLEGE OF MUSIC, 73 Blagden St., Boston.

~ A Revealing New Book in Two Parts
PARAGON OF RHYTHMIC COUNTING
FOR ALL RHYTHMS
PARAGON OF HARMONIZING

applied to
FOUR KINDS OF HARMONIZATIONS
Send for explanatory circular

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

Piano Teachers & Serious Students

investigate a condensed residence course in the piano technique by weight
control. For full particulars, address, P
CECILIE KRQEIBI:; “
Colog d Berlin Concert Degree
. 4738 Burnside A(;I:.g,"e Pl et Los Angeles 36, Calif.

ADVERTISEMENT
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Round Table

(Continued from Page 345)

ist” you must give straight answers to
simple questions like these: Do I labor
lovingly to reaffirm the miracle of Mozart,
of am I content to skim pleasantly over
. Do I play tinkling
tunes, pearly scales, jingling accompani-
ments, soft surface sonorities, and let it
. In short, do I play

the key tops?

go at that?
MOZART, or only NOTESART?

HELP YOUR COUNTRY NOW AND ASSURE YOURSELF OF FUNDS
LATER FOR A NEW MUSICAL INSTRUMENT THRU WAR BOND PURCHASES

WHERE SHALL | GO TO STUDY?

of Mozart’s Sonata in C Major (K.545)

as an example of his style. . . . Why not

memorize this now, study it thoroughly,
then compare your results with next
month’s “lesson”?

PRIVATE TEACHERS (Western)

PRIVATE TEACHERS (New York City)

H. FREDERICK DAVIS

Teacher of Many Successful Singers
All Branches of Singing Taught. Beginners Accepted
Studio: 606 Templeton Bldg...... Salt Lake City, Utah
Phone 3-0316 (or 4-5746) for appointment

rite for Free Circular

HAROLD HURLBUT

Paris—New York—Hollywood
Member Natl. Assoc. of Teachers of Singing
Developer of singers of Metropolitan Opera, Chicago
Opera. So, California Opera, Radio, etc. "VOICE
FUNDAMENTALS" (J. Fischer & Bro., N. Y. Pub.)
endorsed by W. J. Henderson, Bispham, and Amato.
2150 Beachwood Drive Hollywood 28, Calif.

DR. ELDON-ROI
.. NOTED TEACHER OF VOICE
Pupils include Stars of Stage, Screen, Radio and
Metropolitan. Capable Assistants.
3 Phone Walnut 6487

Write—Philadelphia Guild of Music

and Allied Arts—Teachers

908 Walnut, Phila., Penna.

CHARLES LAGOURGUE STUDIOS

VOICE PRODUCTION—SINGING—
COMPLETE MUSICAL EDUCATION

35 West 57th St., New York City

Mr. Lagourgue will resume his Summer Classes in
CANNES, famous resort of the FRENCH RIVIERA
For information and registration apply to N. Y. Studios

LUCIA O'BRIEN LIVERETTE
VOICE

Graduate of Samoiloff's Tedcher's Course
Reasonable terms.

Phone NO 2-1030 EX 1141
616 N. Normandie Ave. Los Angeles, Calif.

EDNA GUNNAR PETERSON

Concert Pianist—Artist Teacher
229 So. Harvard Blvd. Los Angeles, Calif.

FE. 2597
THE SAMOILOFF

BEL CANTO STUDIOS & OPERA ACADEMY
The only -place where you can learn the original
Scmm!of‘f Bel Canto Method which developed sich
outstanding voices. as NELSON EDDY, BIANCA

under the direction of Zepha Scmoiloff.
Write for Catalog, 4015 Wilshire Bivd., Los Angeles 5
Phone FE 8294 No charge for Audition

ELIZABETH SIMPSON
Author of "Basic Pianoforie Technique"

Teacher of Teachers. Coach of Young Artists.
Pupils Prepared for Concert Work. Class Courses
in lechnique, Pianistic Interpretation, Normal
Methods for Piano Teachers.
609 Sutter St., San Francisco;

2833 Webster St., Berkeley, Cal.

SAROYA, DIMITRI ONOFRI and many others. Now||-

EDITH SYRENE LISTER
AUTHENTIC VOICE PRODUCTION
405 Carnegie Hall, New York City
Collaborator and Associate Teacher with the late W.
Warren Shaw and Endorsed by Dr. Floyd S. Muckey
Wednesday: Troup Music Studio, Lancaster, Pa.
Thursday: 309 Presser Bldg., Philadelphia, Pa.

(FRANK) (ERNESTO)
LA FORGE-BERUMEN STUDIOS

Yoice—Piano

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

1100 Park Ave., Corner 89th St., New York
Tel. Atwater 9-7470

RICHARD McCLANAHAN

. Representative TOBIAS MATTHAY
Private lessons, class lessons in Fundamentals
Lecture-demonstrations for teachers

- 801 Steinway Bldg., New York City

ANTHONY SINIGALLIANO
: INSTRUCTOR
ART OF VIOLIN PLAYING
Chamber Music Training
Preparation for -Concerts and Recitals
182 North I9th St., East Orange
New York and vicinity by appo

New Jersey
intment.

DR. FRANCIS L. YORK

Advance Piano Interpretation and the Theory work
required for the degrees of Mus. Bach., and Mus.
Mas. Special Chopin interpretation.
DETROIT CUNSERYATORY GF MUSIC
Detroit, Mich.

PrivATE TEACHERS (New York City)

HELEN ANDERSON

: Concert Pianist

Interesting course—piano, harmony
Many Successful Pupils

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

MARIA CARRERAS
Renowned Pianist
"INTERPRETATIVE AUTHORITY""
—N. Y. Herald-Tribune
Teacher of successful concertising pianists.

EDWARD E. TREUMANN

Concert Pianist—Artist-Teacher

Recommended by Emil Von S i i
o Hofmoynn. 1l Von Saver, Moritz Moszkowski

Studio, Carnegie Hall, Suite 837, 57th
Tel. Columbus 5-4357 ! Sh:;v?fYZ)fl!..k é‘;f.
Summer Master Class—June to Sept.—Apply now)j

GIOVANNA VIOLA
Teacher of Singing—'"Bel Canto"

European training and experience abroad |

¢ erien in O
Concert and Radio. Specializing ' in correct Ss{é’e‘
placement. Write for audition.

Phone: Trafalgar 7-8230
8 West 86th Street New York City

CRYSTAL WATERS
Teacher of Voice
Radio, Screen, Concert

Opera, Pedagogy

Accepts talented students.
169 E. 78th St., New York City Tel. Bu 8-0311

405 E. 54th St.

N .
Tel. Vo. 5.1362 e ol

You're Not Too Old
to Play the Piano

(Continued from Page 316)

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 pezariy.
Nowadays we can get our scales right,
even in our first slow attempts, if we look
out for the thumb. To play a scale you
must pass your thumb under the fingers,
and if the thumb isn’t passed under, well
in advance of the moment youll need it,
there’lll '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 youw’il need it on next.
With this precaution your scale is prac-
tically foolproof.

The same principle applies to arpeggios
—get the thumb under, well in advance.
Octave playing ought to be easy, and
for some peoplz it is—for the same type
of. people who naturally relax when they
wield a golf club or a tennis racquet. But
some of us tighten up the arm and the
wrist, and relaxation has to be acquired.
To play octaves, set your thumb and
your little finger the right distance apart
guide by the thumb and be sure the littlé
finger comes down too. That’s all the
fingers have to do. But unfortunately
the wrist and the arm are involved anci
you may be inclined to punch out‘; the
octaves stiffly. :
Just turn your hand slightly, so that
you can draw the arm along, in the di-
rection the octaves are going. Then in-
stead of pushing or punching, shake out
the_octaves at the end of a loose arm.

. Piano-playing is bhysical exercise, and
it calls for the same relaxation ané the
same use of weight as any other physical
sport. Some teachers used to make us lift
our knuckles very hign wnen we did our
five-finger exercises or our scales. There’s
no great o_bjection to this g0o0se-stepping
!out the piano key is blayed not by lift—,
ing t.he finger but by bringing it down
and it’s brought down less by a stroxe of’
the finger than by the weight of the ~arm
Don’t press the keys—Iet, the weight fali

360 i,

mummm  One benefit of high-stepp

on them through the ends of your fingers
ing finger-

“FORW ARD M ARCL 10 TTLT Afrror

Next month the Round Table page will
offer a study-analysis for the first six-
teen measures of the second movement

work is said to be a limbering ,
finger muscles. Nowadays this jg gy
plished usually by a few gooq ;.
ing exercises. :

T've told you here what hy
me to enjoy playing again, afte
neglected it for many years, |
tend to be a piano teache
you rather as a fellow-consy
you can get the aid of a 'gsg,d-m
get it! But don’t let him fij

put your finger on it.
And so far as that note goes, 3
tuoso could do little more. >

Orchestral Bowings fir |

High School Students

(Continued from Page 350)

dents bow across the four strings bres.
ing the chord into two segments, g1
spealz. Rather, divide, with the one plae
responsiole for the two upper notes, a
the other player taking the two loya
notes. Thus, all notes of the chord som
simultaneously, as they do in the wo
winds and brasses, where each ply
has just one note and that note isn
the beat. Otherwise, the strings somi
“ragged” in relation to the winds.

Ex.20

divide

Lastly, a few general words.

Teach the students to make a definit
tone, to enter solidly, and in rhythm o
any note after a rest.

If the note happens to be the firstnot
of a melody or solo passage, see thail
is clean, clear, rhythmic, and that it i
immediately heard. This applies to it
winds, as well as to the strings. The aud
ence is not interested in a melody th
starts on its second or third note!

The fine legato is often spoiled in &
chestra by the cutting of corners. Teach
the students to give full value to thels
note of a slur, and to give it a to
quality equivalent to the notes that I
gone before. .

When a principal player in a St
section has a solo passage, teach him
play with a tone that will cut thr0_“3h
the orchestra, both by its powerful Ith'
ness and by its beauty and individualtf

For remember, as it was once 0 b
tifully explained to me:

“The soloist who stands in front of
orchestra and does a concerto has thiff
minutes in which to win his audie®
The orchestra principal may have a s
of only a few measures in the course ?
the evening's concert, and in thost i
measures he must give his aud®®
something so beautiful that Il‘éif"her"me
£olo nor the player is ever forgotten

e L i

“Music will respond to any mood 0”{
no definite mood is present, it U -
spond to a whim, and if even that et
of emotional life be absent it still S8
ready to serve. On the other ha”‘,i' i opa
erly used it can aid greatly in unifyi
group.”

PREMIERE of the
op. 99, by Prokofieff,
rge Koussevitzky in
¢ Garden on May 31. It
Infantry Combat
salute t0 the GI's of the

ns,” sponsored by
¢l of American-Soviet

D of thy
Sty

helpyg
: hﬂVina
S T don'g pr;
T T Spesg
irator, |
FIRST LIEUT. WILLIAM
A. BUHRENN of Pitts-
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-
of Handel’s

urch in Norwich. For over a
peen guest conductor of the
Orchestra and
tenant Buhrenn was for-
and choirmaster of St.
Church in Grove City,

WME. MARGARET MATZENAUER, for
renty years a leading contralto of the
Jetropolitan Opera Association, is con-
fiefing & master class at the New Eng-
1ud Conservatory of Music, in the art of
iging, style, and interpretation. The
diss opened on June 27 and will close

THE MUSIC FESTIVAL, given in Phila-
{ephia on June 1, at the huge Municipal
Stadium seating 120,000 people, was &
ponounced success as a massed public
eent, The Festival was promoted by The
Piiladelphia Inquirer. Among the organi-
ufios participating were the Philadel-
Jia Orchestra, the All-High School
Chorus of Philadelphia, the Philadelphia
Ia Scela Opera Ballet, the Westminster
Char, the Philadelphia Catholic High
Shool Girls' Chorus, the Philadelphia
Stbwban  Chorus,
Bands, the United States Marine Band,
ad Clarence Fuhrman’s KYW Orches-
ra. James Cagney, popular moving pic-
fune star, was brought from Hollywood to
ut as master of ceremonies. Prominent
sloists included Oscar Levant and James

VILLIAM CHARLES
UACRARLANE, widely

wmposer, more gener=
iy called Will ©, Mac-
farlane, dieq May 12 in

Bunpshire, at the age
. Mr. Macfarlane
%5 the composer of
a0y anthems and other
¢, and formerly was organist
' lal leading churches in New York
my' He was born in London and was
JEIt to New York at the age of four.
Wusical training was received in
York City. From 1898 %o 1912 he
t at Temple Emanu-El, and
1900.t0 1912 he was organist and
alal director at St. Thomas’ Epis-

Church, From 1912 to 1919 he was
A organist in Portland, Maine.
: MacFarlane was a founder of the
of Organists. Among his
of th eral of which won prizes,
tatg, € most widely used is the can-
¢ Message of the Cross.”

—PETER W. prs¥

Sl

A SECOND WARTIME Berkshire Music
Festival will be given this summer at
Tanglewood, Massachusetts, under the
direction of Serge Koussevitzky, 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

one Saturday evening and one Sunday
afternoon concert and many distin-
guished soleists 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,

—_— Comloeh'h'ona sz

A PRIZE of one hundregl dollars plus
royalty is offered by J. Fischer & Bro.,
New York City, under the auspices of
the American Guild of Organists, to the
composer of the best composition for
organ submitted by any musician resid-
ing in the United States or Canada. The
contest closes January 1, 1946; and full
details may be procured from the office
of the American Guild of Organists, 630
Fifth Avenue, New York 20, New York.

THE SCHOOL OF MUSIC of De
Paul University, Chicago, announces an
Inter-American  Chopin Contest, the
finals of which will be held in Chicago
in May, 1946. The contest 1s to seleﬁt
the outstanding Chopin pianist offt e
hemisphere and entries are '1nv1ted roni
the United States, Mexico, Cené;at
America, and South America. The ?
prize is one thousand .dollars. Detali
may be secured by writing to De 'Pau
University, 64 East Lake Street, Chicago
1, Illionis.

THE SECOND ANNUAL C‘OMPE(?iTI‘-
TION for the Ernest Blo‘ch Awai'l 1:
announced by the United Temple C }(l)rE_
of Long Island. The axjvard of one uSi_
dred and fifty dollarfs is f?}fe aOlf;m’;‘E;)ta-
i ased on a text irom

;Z?mtl,nsacnd suitable for a chorus .of

omen’s voices. Publica
‘r:i(:; chorus is 'guar?ililtgedingﬁdegaiﬂ
ischer, Inc.; and it wi e
f}izc rfext spring concert by bthe 1c¥10;1}1)s.
i i er %
The closing date 1S Decem
further details may be secured frogmtélsi
United Temple Chorus, The i
Bloch Award, Box 736, Woodmere,

Island, New York.

THE TWENTXQ-.FIRCiTrusA(}\fH\II)E{?aI:
Award of the Eurydice 3 S Vet
hia, of one hundre(,:l ollars; :
Sggl)pgition for women s vq1ce§i tlSAﬁﬁ—
nounced by The Phllg,delphla li o
ance. The closing date is October 1, 2

and all details may be secured by writing
to Miss Katherine Wolff, chairman of the
committee, The Philadelphia Art Alliance,
251 South Eighteenth Street, Philadelphia.

A FIRST PRIZE of $25,000 is the
award in a composition contest qunsored
by Henry H. Reichhold, industrialist and
president of the Detroit Symphony Or-
chestra. Composers of the twenty-one
Pan American republics are invited to
submit manuscripts. A second and .thlrd
prize of $5,000 and $2,500 respec_tlve;ly,
are included in the awards. The winning
compositions will be played by the Detroit
Symphony in the Pan American Arts
Building in Washington. The closing date
of the contest is September 1, 1945, and
full details may be secured by wrltn}g to
the Reichhold Music Award Committee,
Room 4315, 30 Rockefeller Plaza, New
York 20, New York.

THE NINTH ANNUAL Prize -Song
Competition, sponsorg:d by the Chicago
Singing Teachers Guild for the W. W.
‘ Kimball Company Prize of One Hundred
Dollars, is announced for 1945-1946. The
contest is open to any citizen and resident
of the United States, Canada, or of any
Central American Republic. Manuscripts
must be mailed not earlier than October
1, nor later than October 15, 1945; and
all information may be secured from E.
Clifford Toren, North Park College, 5225
Foster Avenue, Chicago 25, Illinois.

AN AWARD OF $1,000 to encourage
“the writing of American operas n gen-
eral, and of short operas in paytu:ular,” is
announced by the Alice M. Ditson Fund
of Columbia University and the Metro-
politan Opera Association. ’.I‘he opera must
be not over seventy-five minutes in ler}gth
and by a native or naturghzed American
citizen. The closing date is September 1,
1045 and full details may be secured from
Eric T. Clarke, Metropolitan Opera Asso-
ciation, Inc, New York, 18, New York.

“FORW ARD MARCH WITH MUSIC”

'HERE, THERE, AND EVERYWHERE
IN THE 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 “Orchesis,” 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 Detroit
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 birthday lunch-
eon with wit, common sense, and force.

(Continued on Page 406)

Dr. FRANCES
E. CLARK
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