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CHOPIN FOR THE YOUNG —

Eleven widely used Chopin masterpieces
arranged by Leopold W. Rovenger, 3/4,
4/4 and 6/8 rhythnls—simplg keys. An
excellent °crosscut of Chopin’s works
suitable for students (children and
adults) working in the: e_arly grades.
Splendid annotations.  Price, 75 cents.

D CLASSICAL MINTATURES

by Leopold W. Rovenger

AW Rovenge®

Excellent easy grade arrangements of
popular light-classical favorites.
Price, 50 cents.

Leop

LITTLE CLASSICS
by Leopold W. Rovenger

A splendid collection of easy arrangements of famous standard classics.

Price, 50 cents,
NUTCRACKER SUITE, Tschaikowsky
Arranged by Leopold W. Rovenger

This charming and ever-popular work is here intelligently brought to the level
of young players. The pianistic difficulties which have confined this number
to advanced performers are cleverly circumvented. Edited, fingered and
phrased so well that the student.can move easily through the entire group of

pieces. Price, 50 cents.
SACRED REFLECTIONS for PIANO SOLO
by Leopold W. Rovenger

A choice collection of forty-one of the world’
Carefully edited and fingered for players wi

]R;%@UQ BAN K. INC

s most beloved religious selections.
th limited technic. Price, 75 cents.

738 So. Camphell Ave.
Chieagoe 12, Illinois

—FAVORITE PIANO FOLIOS=

LEARN "SWING" MUSIC

Quick course to players of all instruments—make your

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

embellishments. figurations, blue notes, whole tones, etc.
DERN DANCE ARRANGING

Duets, trios, quartettes and ensembles—special choruses

—modulating to other keysﬁsuspensinns—anticipatiens

—organ points—color effects—swingy backgrounds—

Write today.
ELMER B. FUCHS
335 East (9th St. Brooklyn 26, N. Y.

Pianists—Send for free booklet show-
ing how you may greatly improve your
technie, accuracy, memorizing, sight-
. reading and playing thru mental
muscular co-ordination. Quick results. Practice effort

minimized. Used by famous pianists, teachers and
students. No obligation.

Broadwell Studios, Dept. 65-E

Covina, California
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our piano? Do you apologize when

Ashamed of the tone and touch of y
iends play it? S
{nenls oy sy to forget to call the tuner; so why not have+:|m ca n:lber
: ea : ol -
Ask ;5 :Oyear‘l’y maintenance arrangement, then let h|r|r; |do e re
or . :
insg The economy will please you—and so will the results

Insist on an A.S.P.T.T. Master Craftsman:>

R-TECHNICIANS, Inc.

Addrgss correspondence to 6747 N. Sioux Avenue. Chicago, III.
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Editorial
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Ray Lee Jackson, NBC Studios

DR. MALCOLM SARGENT

Conductor of the London Philharmonic Orchestra

understanding. The peoples of all lands, worn, exhaus.,ted, shocll<.ezc(i3
and disgusted with the wickedness of war, are beginning to reaix i .
that the real, final battlefields which lead to peace are not on alf(li :
or in the skies; not on the seas or under the seas, but in the min 1
and hearts of right thinking men and women who stop long enough
to realize that this peace is to be found only in understandmg,t sym-
pathy, and brotherly love among the peoples .of the earjch. Incarll‘;
not be manufactured in political factories or in acaden_uc halls. :
can come only through enlightenment, through music, tlr}rougl
good literature, through religion, through the great Serv'lce 0;'-
ganizations, through honest industry and commerce employ.n.lg t ?
fruits of science, and most of all, through spiritual 1'ec0gn1t1on 0
the principle of the Golden Rule. ' .

Dlt))wn through the ages, from the philosophy of 'the great ml{ld.s
of the nations has come this indomitable truth. Listen to the Chi-
nese sage, Confucius: -

“What you do not want done to yourself, do not do to others.

Hear the logical Greek, Aristotle: . .

“We should behave toward friends as we would wish friends to
behave toward us.” -

Mark the wise Roman, Seneca: . :

“Treat your inferiors as you would be treated by your betters:

Give thought to Hillel, the great Jewish Biblical scholar, who in
30 B. C., wrote:

“Whatsoever thou would’st that men should not do jco thee, do
rot do that to them. This is the whole law. The rest is only ex-

lanation.” : ' -
: You young men and young women who have amb1t10n§ ’Fo be-
come lawyers, please note Hillel’s concluding words: ‘“This is the
(Continued on Page 294)
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Mexico's Famous Folk Orche

A Conference with

'Waedfro /Oaé/o mam'n

Well-Enown Composer
Conductor of the Orguesta Tipicy

SECURED EXPRESSLY FOR THE ETUDE BY JAMES FRANCIS COOKE

The holy festival of Christmas begins in Mexico on December fitteenth and continues for fen d
ceaseless series of imposing ceremonies and joyous events. The City of Philadelphia, Pennsyly .ays’,c
Qecember had a wonderful Christmas present from the City of Mexico, which, as o'ge:luroyolan':' x
f:onal. courtesy, sent its famous Orquesta Tipica to the Quaker City in the A'dvenf Season TI,I P'h','ll”-
delphia appearance came about in this way. Early in 1944 a delegation representing Phi/a&dp?.' e?
headed by Edgar S. McKaig, President of the Philadelphia Commercial Museum visited M prig
guests of honor of the nation in an extensive four which comprised the capital cify’ of the ¢ "‘"0 o
many of the large and small towns in the states of Puebla, Vera Cruz, Querétaro Guana'uafwnzd
ca/lel":fes, San Lu!s.Pofosf, Jalisco, and Michoacdn. They were thrilled with the v;sl businle o'nd i
mercial opportunities of the city, the opulent beauty of the land, and the charm of the ”7 g
;45 a f"onsequencelin October, the City of Philadelphia extended invitati i i
© send a personal representative fo attend the tercentenary of the birth illi
3,,:‘5:42“50 'ley, LIC;‘.J(;YIEI.RO[.O Gémez, was thus appoinfedyby President Moc:mz/llzz’i’l’apé’:;ozll: A:m'
nd sincere activities in connection with education, art, and the social welfare of hi .
k[r::;igfﬂf,’g: Icv;;ieoianhe&yzilcé was an afmos;)here {Ol friendship established beiwee: Phhlx/m;ﬁoh;;
o omez, as a gesture of appreciation for attenti h hi
for a week-long visit of the Or vesta Tipica in Phi i o O‘Vﬂ.fo ol Orb.cmmnqed
behter known to American peoqp/e. Thepvisifingpl;,rlgg;/iilnaslissl‘;d’h:; v oot
Social /}cfivifies in the cabinet of the Mayor of the City of Mexi
Readed it as representative of the government of Mexico. 5
The orchestra, which visited Philadelphia for the first time
played to many thousands of people in the city and the Consul

who has lived in Philadelphia for si ; . :
bers on the program, P six years, explained in Engli

MANUEL AVILA CAMACHO
President of Mexico

L HEN HERNANDO CORTEZ arrived at the
great empire of Moctezumna, (Montezuma)

: : in 1519, he was received by the Mexicans
with mixed fteelings of fear and admiration, but never-
2 true guest. They thought that th -
turers were the legendary white gods. ThEe coenggzsig-
dores, however, proved anything but angels. They
overcamg a courageous and hospitable people by force
of superior arms, However, those Spaniards who re-
turned home amazed the population by incredible
tales of the extraordinary civilization of the people

is wholly unlike any other orchestra, If
of Mexico, Seior Gusatvo Ortizx Hernan,
sh fo the audiences the nature of num-

Chavez. The Etube ha i
S s secured from Maestro Mar

ows, —Eoiror's Nore.

of“%;llixg:gs, a land of charm, power, romance, and endless
i To;e;zndants of‘ these remarkable races of the Aztecs, the
et ecs, hgve m@ermarricd with the Spaniards, but there ar
masitrs rac};go};};atlllnnléatlg é}nzerica who are definitely descendantsof
ik 3 : admixture of blood, just as there are son
raczsotfhlé);lgehSpaéllsh ancestry. All live peacefully together, but
o S _eveloped an artistic life and culture which is
e, but extremely beautiful, romantic and colorful.

o % An Inborn Love of Music
s tl;:lznlamng?,lmans take a keen pride in knowing that ninety-
el ing of thg austere Pilgrims at Plymouth Rock, &
MR AR but(;: gas estaphshed in Mexico City. The Pilgrims ]o;)keﬂ 08
Forht e mu]'e Spaniards and the Indians loved it. The Mexic
o sensitivesw has bgen beculiarly close to the Mexican peo
natu;'al possess,. Tomantic nature Places a value on the tone &
Lt trib:egnl’l arélth_ertthan Something grafted upon them. ]
: € Instinctive musi i
as“;he Sun in the heaveng above them o rpuises
was i i 3
et L)scl;?s in the state of Chiapas, which in many ways is 0
In the world. It has 27,200 square miles and & P

quite tropical. T £ he most southerly state of Mexico and iS
and went to I:Iagesa;t- there is a story that when one of the nilll
beople have a wong 18 first request was ‘Please give me a blanket.
furnish it. Everyone, a%es ‘time off’ to build them a new home

ev i 3 3
and the whole town taros Looe children, brings something for the

i tul‘n . N :
The men of Chiapas S the occasion into a festival,

tremely sensitive to

PICT 2 :
URESQUE COSTUMES OF THE ORQUESTA Tipica GROUP e s

, “The men, and p
er
FORW ARD MARCH WITH MUSIC”

n are vigorous and famed for their courage. They

velous grey-green eyes and skin of copper
color. The inhabitants of _Chiapas are mostly Indians
! ot only cling to their own ancient customs but
;'ave jittle contact, with other people. The climate of
| Chiapas is damp and the soil is very rich. The flowers,
eruits, and vegetables are extraordinary. The forests
e filled with beautiful bn‘fis and ‘butterﬁles of every
imaginable color, making, it a glimpse of Paradise.
The people are joyous ar}d klr}dly. Once a year they
Lave a festival of giving, in which neighbors exchange
gifts of all descriptions with each other Wlth a free-
dom and good will that are hard to describe.

A Marimba Legend

«The state is a great producer of rubber, cocoa,
chicle, and coffee. It is also famed for its forests of
tropical trees, which have pr.oduced many of the
yorld’s finest woods. These precious yvoods are respon-
sble for the marimba, which originated }}ere. The
Jegend runs jhat a native went,. n'{to the jungle at
‘qawn and heard all the trees singing. Overcome by
‘t,he rare aroma of the flowers, he sat awhile dreaming,
then ‘took his axe and cut down a tree. With every
Jlow there was a musical note. He col-
Jected the chips and arranged them in
2 scale. The woods have a sonorous
quality unlike anything else in the
world and when played upon, produce
effects which give the Orquesta Tipica
a wholly distinctive character. The ma-
rimba has spread to parts of Central
and South America and is beloved by
all the people. It is especially popular
in Guatemala. While it is in all proba-
hility the evolution of some primitive
instrument of the xylophone type, the
marimba, as we know it, is adapted to
the modern musical scale and a highly
trained technic is required to secure
the best results.

“The Mexican marimba is composed
of many rare woods. It is often inlaid
with lace-like designs. It is not unusual
to find an orchestra of from six to
fourteen marimbas, each instrument
played by three performers. Some
marimbas are made of as many as one
thousand pieces of wood.

‘My father was a professional mu-
sician and teacher and took a scholar’s

-
hiave mar

articularly the women, are noted for their beauts: **

THE ETUP

THE ORQUESTA TIPICA ON THE STAGE OF THE ACADEMY OF MUSIC, PHILADELPHIA
mentioned in the Bible.

“FORW ARD MARCH WITH MUSIC” o

The instrumenis on the front row are Psalters,

| MAY, 1945

interest in the folk music of all Mexico. He could play Music and Culture
all the instruments of the modern orchestra and all
the native instruments as well. He also was my first
teacher. Later I was graduated from the National
Conservatory in Mexico City. Most of the professors
were trained in European conservatories. All members
of the Orquesta Tipica are professional musicians and
graduates of the National Conservatory.

“The Orquesta Tipica was formed by Miguel Lerdo
de Tejada more than twenty-five years ago, with the
definite purpose of preserving the marvelous and
greatly varied folk music of Mexico and of doing so
by a highly trained group of native musicians. I have
been with the orchestra for many years and have been
its conductor for twelve of them. I have traversed the
entire country of Mexico, collecting melodies and ar-
ranging them for the orchestra. It is a delightful
calling. One pounces upon a new theme with the same
enthusiasm that the naturalist captures a new gor-
geous butterfly or a precious orchid.

. “Tourists and moving picture lovers have become
acquainted ‘with what is known as the Mariachi or-
chestras. These are composed of. players who came
originally from the state of Jalisco in the western part

PABLO MARIN

Conductor of the Orquesta Tipica with the popular
. American comedian, Danny Kaye.

of Mexico. There is nothing in all the world quite
like the picturesque and colorful Mariachis in modern
times, unless it be the now more conventional gypsy
orchestras of Hungary, Russia, and Spain. Many of
them are illiterate peasants. One may also say that
none of them can read music. Many of the groups are
like the improvisitori of olden-time Italy. That is, the
group makes up a song (words and music) as it sings.
- Often, many new and surprisingly beautiful rhythms
and harmonies come into spontaneous existence. The
Mariachis have quick ears and remember these themes,
so that they are soon woven into the folk song
literature of the country. :

Iiinerant Orchestras

“The Mariachis may be hired for fiestas or banquets, or they may
be engaged by some patron who wishes to regale himself with music.
They have a chameleon-like way of entering into the spirit of the
occasion, and they enjoy the event as much as their patrons and
guests. Their instrumentation is extraordinary. It must be remem-
bered that the instruments are primarily designed for accompany-
ing, as the groups are composed of singers. The instruments are
invented by the players, who make them for their own use.

“One instrument is a great guitar which sounds something like a
bass viol. To this is added several smaller instruments of the guitar
type, some of which have three and some four strings. They also
have a special kind of harp. Some play violins. The group depends
in number upon what players can be assembled. It may run from
four to fourteen. :

“The Mariachis are concerned only with melody and harmony and
do not attempt counterpoint. Many of the rhythms, however, are
complicated to an extreme degree. In fact, their effects are so in-
tricate that they have puzzled famous musicians of all nations, who
have heard them. It is probably the most interesting folk music
to be heard in the world today, as the players improvise most of
their music as they go along. Those who cannot go to Mexico can
procure excellent records of this type of music, played by the
Orquesta Tipica. The now famous song, Las Negras is a typical num-
ber. The Orquesta Tipica has made a great many records and Las
Negras is one of the most popular.

“It was to capture and preserve the music of such groups that the
Orquesta Tipica was formed. To encompass this, it is obvious that a
very flexible orchestra had to be formed which would represent the
wide variety of musical instruments which were employed. The in-

4 Violoncellos, 3 Basses, 1 Flute, 1 Oboe, 1 Bassoon, 2 Trumpets,
2 Trombones, 4 Bajo Sextas (this distinctive plectoral instrumeng
has two sets of six strings, after the (Continued on Page 293)

strumentation of the Orquesta Tipica is as follows: 12 First Violins, -
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What is Musical Interpretation?
AN

as laymen that the interpretations of our solo

artists are so similar that, except for a trick of
tone color now and then, the playing of one artist
cannot be distinguished from that of another artist.
Especially is this true of the radio performances of
our violinists. Recordings also show this to be true.
This stresses two facts: first, that there are definite
principles on which all musicians base their readings;
second, that a true artist will not allow his personality
to dominate the music he has set himself to interpret.
Rather, he brings his personality to conform to the
music.

The rules for a correct reading are few and simple.
They are based primarily on the metrical division of
the music, the pulse, and the strong and weak beats
of the measure. There are rules relating to the value
of notes as well as the place these notes may occupy
in the measure. The greater the value of a note the
greater will be its accent; the less the value of a note
the less its accent. However, the strong and the weak
beats in the metrical structure of the composition
carry the life-giving quality of the music. Though
these beats may not always be heard, they should
always be felt. These beats are ably explained in
Christiani’'s “Principles of Expression in Pianoforte
Playing,” which every student should read. ‘

The rhythmical flow of music found in melodies is
an important factor. While complying with rules for
meter and note-value accents, it may move with or
against the pulse. Here, too, the source of the tones
or their tonality, will assert an influence according to
the importance of their position in the scale. It is
then left to the phrasing to make this rhythmical flow
of tones give out intelligent and coherent musical
thought and feeling. Phrasing will add beauty through
breath-like divisions of the musical thought.

Music, like classic Greek, is so highly and definitely
inflected that it does not call for “reading between
the lines.” If the interpretation of g master-work by
one artist soloist or conductor is more outstanding
than that by other artists, it is probably because he
has given the composition more carefil study. With
such study there will be that keener insight which is
akin to genius. The true artist will attribute any
superiority in interpretation to study and musicianship.

In performance no work can be beautiful without
adequate technic. Mere fluency of technic and finger
agility are not enough. Adequate technic includes that
control of touch that will give tone-color and accent
in any degree wherever it may be needed. It requires,
too, total independence of the hands. The study of the
polyphonic forms of Bach, Scarlatti and Handel will
80 a long way toward building up a technic adequate
for the interpretation of music of any period. Since
this music has a direct appeal to the intellect, there
will ;be no intervention of emotional content, There
are many little pieces and quaint dances by Bach and
Handel for the young children and there are the two-
and three-voice Inventions by Bach for the more ad-
vanced students. The two-voice Invention in F-major
is especially good for the independence of the hands.
The C-minor, also two voices, will teach independence
of the fingers. All this music is enjoyable if Practiced
accurately in detail and with the proper accent.

IT HAS BEEN REMARKED by music critics as well

tura. An example of this is found in this excerpt from
Mozart’s Rondo in D-major

Ex.1
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As played oy e s
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Such writing stresses the fact that the strong note
is dissonant to the harmony of the accompanying part,.
This distinguishing notation is used by all the earlier
composers, particularly Mozart and Haydn, and should
be meticulously observed. Beethoven used it noticeably
in his compositions for the strings. Each of the many
inflections had its origin in exigencies or a desire to
beautify plain forms. Among them are the mordent,
the inverted mordent, the long trill and trill with or
without a turn. Study shows the brecision necessary
in the playing of these forms. It also lays the founda-
tion for the Preciseness of execution and phrasing
with the subtlety of nuance and the impact of accent.

Training in finer discernment will help to catch the
correct phrasing of a melody like the opening one of
Beethoven’s Sonata, in F major for violin and piano.
This composition is known as the “Spring” Sonata, so
light and ethereal is the flow of the melody. The in-
terpretation requires only the application of the first
simple rules for bhrasing. But accents here are felt not

heard. Where form bPredominates the accents are
stronger.

The effect of accents in the playing of rapid pas-
sages is well understood by musicians. Accents can,
however, fool the most seasoned Music critics. They
hav'e been known to throw these gentlemen entirely
off in their judgment of tempi. This was demonstrated

Ex.4

individually, there would be much
the interpretation. It is an art o
bass correctly with the right toych g
and color. To find real beauty in simt
and melodic outline in basses, one g
compositions of Schubert. His bass mel
notated. They will be as clearly audik
they are written. The Imprompty in
Op. 142, No, 2, is an example which ghg
has the effect of the lower voices of a
All the Schubert basses are independent‘
parts that must fit in with other melog 0
The Berceuse by Chopin shows at a
bass is a subordinate part with a heavy p
With two exceptions the harmony of the s
ures is limited to two chords, namely &
seventh and its tonic. The rhythmical ig
Great Octave D-flat for its bass note §
throughout the composition. ‘This simp]
fitting background for the most fanciful g
ever embellished a cradle song. Tt reqtis
execution to give this bass dignity and m
measure should be held strictly to the beal
mic accent. The hands should be 50 indel
the evenness of the sing-song of the
ment is never disturbed by the pianistict
right hand. 3
The bass of the Aragonaise by Masseng
characteristic background to a colorful dance rh
To execute this bass there must be strict adhe-)
to the accents for sextuple measure; namely, ;|
accent on one and a secondary accent on for |
should be no blurred chords. The count must besf
Any hurrying from the third to the fourth be;§
intercept the grace of the dance movement,
these points are observed the part will proyi
interest. The hands must be independent sin:
rhythmic motion of the right hand is differen;
that of the left hand.

Ex.5 i

L4

The bass of the Waltz in A-flat major by B
is an unusual one for a waltz. The upper notes(f
two chords of each measure carry an inner voie:]
is clearly indicated by the notation. Where the!s
mony for the two chords is the same, Brahm
changed the position of the chord on the third#
The slight roll given these chords brings ou i
Per notes clearly as an inner voice with a light s
movement. This interpretation, if correctly Nﬂd—I
turns a plain little waltz into a composition of &
value worthy its famous composer. E

3

Ex.6 ‘

4

Parts with melodic outline which move in
among other parts, may well be called
Here again Schubert with his wealth
makes lavish use of them as inner voic
clearly set forth and they should be mad
all their beauty. Examples may be fol
Minuetto in B-minor and his little S
major. Both Schumann and Brahms com
melodies with their principal themes.
S0 closely interwoven many of his inner
they are not easy to trace. This makes in
more difficult. His Arabesque is a fine exa
we find at the beginning two inner voices movill
and against the bass and the upper melody. *
Position is all that its name implies, that i,
of a pattern. Rachmaninoff like many mod
Dbosers, often throws out a strong singing I
the midst of a swiftly moving bass whichs

Panying a soulful upper voice. Such a theme

sing confidently, even defiantly, The second
Prelu.de in G minor is an example. e
It is not unusual to find in a running passat

note singled out for an accent wherever it 8%}

i
S}ICh 2 note bears a special import wlﬂch';wmon:;
Wwith the composition. Ex. 7 in the con o]
taken from the Polonaise in A-flat magor by )

THE ROCKETTES IN THE MARCH OF THE
WOODEN SOLDIERS AS SEEN FROM ALOFT

Music and Culture

THE RADIO CITY MUSIC HALL CORPS DE BALLET

A Tell-How Tour of the Radio City Music Hall

recurring problems in music pedag.ogy- is th::e1

matter of infusing new interest, vitality an
charm into studio and school performances thatthc:;i\sr(-e
to be given in any event and thgt ’(’:an tur;l oxtlo .
appointing if they are not “special.” In or elr ool
out how the “special” element may be. supplie ’Ha,ll
Eruse proposes to take you to Radio City Music : n"s’
in New York City, where you may see the }?at 1;1)01d
greatest showmen building the performances t at i
entranced 25,000 people a day, every day. Cer ?)t ge,
the spectacular facilities of the Music Hal} _ignnalone
duplicated in schools and studios; but facilities e
have never yet built a moving pel'.fox:m&_xnce. iy
Hall shows grow out of ideas, and it is 1de3s &
can inspire even the smallest scale presgnta io &ﬁcer

Leon Leonidoff, the Music Hall senior pr,o reat;

states that from the first opening of the theater’s g

ONE OF THE GREATEST and most frequently

doors, the Music Hall staff has found inspiration f;l)r
its production ideas in music. In fact3 music én xfna;hz
respects is the foundation upon which mog,ft O'ma, _
theater’s famed spectacles are built. These_e swi d 1nci r%g
inative stage extravaganzas mcl_ude precision da, =

by the Music Hall Rockettes, .mt.erpretatlv‘e hanc lg
by the Corps de Ballet (which, 1n01dentall§{, is the only
pzrmanent, resident ballet group in the United States),

FLORENCE ROGGE"
Director of the Music Hall Corps de Ballet

LEON LEONIDOFF

Here the note ¢ the dominant of F minor,
note of this transitory (Continued on PWe

K

Stage production genius of Radio City Music Hall
MAY, 1945

“FORW ARD MARCH WITH MUSIC”

szowed

CONDUCTED ESPECIALLY FOR READ’ERS OF THE ETUDE

ral numbers by the Music Hall Symphony Or-
?:flcekslgx?;, and choral selections by the Glee Club and
mixed Choral Ensemble. Each of these groups oifers
divergent features; each numb.er—dance, cholra do(x;
orchestral—depends on music, w1tp all scenes blen ;
into one integral whole that prgwdes the. great au ];-
ences with both variety and unity. In' this, the pro t—
lems of the various Music Hall production departments

RUSSELL MARKERT
Director of the Rockettes
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are not dissimilar to those confronting any imaginative
teacher organizing a studio show.

The first question is how to decide upon the kind of
music to be used in the production for maximum effec-
tiveness. According to Erno Rapee, the music director,
“never play down to your audience.”

The Kind of Music

“Make it your business to examine all the music you
can get hold of,” Mr. Rapee explains, “and then choose
the most attractive, most refreshing representatives of
all types. We give our audiences ‘hit’ music and popular
tunes; we also give them Chopin, Debussy, Tchaikov-
sky, Ravel, Shostakovich, Rimsky-Korsakoff, folk mu-
sic, opera music, and Johann Strauss. We have devoted
eight revues to the music of Gershwin, Kern, Victor
Herbert, Rodgers and Hart, and Irving Berlin. The
secret of a good show, however, at least from a musical
point of view, is never to throw your musical numbers
together haphazardly. There must be selection in com-
bining music of varying types according to some kind
of plan for the production.”

Music Hall shows may be roughly divided into two

kinds: shows that grow out of music, and shows that
grow out of ideas which suggest the music to be used.
The former involves the selection of music that can,
so to speak, stand on its own feet in conveying mean-
ing to an audience. Here appear the revues built
around one composer; productions built on Romantic,
Classic, French, Oriental or American music; spectacles
like the “Scheherazade” production at the Music Hall,
which visually interpreted the Rimsky-Korsakoff music
on the great stage. The unity of the complete produc-
tion is fostered by the music itself; the variety and
contrasts, by the way individual selections are adapted
to the various stage ensembles and soloists. The shows
that grow out of ideas are built the other way around.
Russell Markert, Music Hall producer and director of
the Rockettes, or Florence Rogge, associate producer
and director of the Music Hall Corps de Ballet, may
plan an idea that will serve as the “plot” or unifying
thread of the entire performance. The Music Hall has
presented old and modern New York shows, an all-
Western revue, a Chinese show, seasonal shows empha-
sizing spring, summer, autumn and winter. In such
cases music is sought that will reinforce the central
idea, regardless of whether the numbers selected have
“school” or “period” unity amongst themselves. Part
of Miss Rogge’s office equipment is a portable phono-
graph, on which she spends much time listening to
new or unusual music, new arrangements of old num-
bers, symphonies, suites, tone poems, in her quest for
ideas for Music Hall Ballets, And Mr. Rapee’s astound-
ingly wide knowledge of all sorts and varieties of
music is ever on tap for the producers. :

All of the Music Hall department heads state that
the methods they employ in entertaining 25,000 people
a day might well be applied on a miniature scale in
music schools.

Music the Inspiration

“Shows have greater zest and greater variety,”
Maestro Rapee explains, “if you look to music as the
inspiration of attractive theater rather than ag mere
accompaniment. Perhaps music school teachers do not,
wish to pay the music royalties involved, say, in an all-
Gershwin or an all-Kern show. But how about butting
on an all-Stephen Foster revue? Foster affords enough
rhythmic and melodic variety for an interesting little
student revue. Possibly even g sketchy little thréad of
plot might be invented to weave the numbers together
—Yyou know, a boy bids Susannah goodbye, goes to the
Camptown Races, dreams of his Old Kentucky Home,
returns by way of the Swanee River, and arrives only
tg find Massa in the Cold Ground, at which point he
bids the Ladies to Weep No More. You may smile, but
at least it illustrates the point.” i

A program of spirituals also has Dossibilities. L.eoni-
doff, who produced his first shows as a child in the
ga_rden of his Russian home, using a sheet for a cur-
tain and charging pins for admission, says, “Instead of
rnerely standing up ang singing the spirituals, drama-
jclze them into g little scene. Dress up your pParticipants
In the kind of old things that can be found in any

48

ly a bit of burnt cork to fat_ces and hands,
:r?gl?etalzﬁesrfn represent old time darkies at a r.e‘ylvai
meeting; arrange an interesting medley of.spnl‘tuaf
chorals and link them by solo n.umbers_. This §01t 0
thing requires ingenuity, but it is precisely this that
will make the program come to life.” :
Florence Rogge suggests that new program-interest
might be obtained by having music students and dance
students combine their talents in a single, well-planned
recital. Miss Rogge knows whereof she sneaks. Sne
started out herself in a small dancing class in ]?etrmt,
and made her first appearance, at the age of six, as a
Whirling Snowball. And since we have just mentioned
ingenuity, this might be the moment to show whgre
the cultivation of that virtue can lead. For Miss
Rogge’s Snowball debut, her sister Hattie dévised a
costume on which she lavished much thought and an
amazing quantity of eiderdown. Indeed, the eiderdown
overbalanced the dress and threw the tiny dancer.
After that, Hattie Rogge studied the physics of stage
costume—weights of materials, angles of applying
trimmings, and so on. The results of her self-imposed
discipline in costume research are, first, that she made
all the costumes her distinguished sister ever wore as
a solo ballerina; and, secondly, that Hattie Rogge
today heads the department where all the costumes
used in the Music Hall are executed.

More Studio Cogperation

“Studios of ballet and interpretative dancing exist
in nearly all our major towns,” observes Florence
Rogge, “and the thing that surprises me is that there
isn’t more program-coéperation between them and the
music studios. Why not try it out? An alert selection
of numbers should yield many works that can be
danced without special musical adaptations, just as
the pieces were written. Strauss waltzes, Sousa marches,
ballet excerpts from the operas, individual numbers
like the Chinese Dance, the Reed Flutes Dance and
the Valse des Fleurs from the ‘Nutcracker Suite,” lend
themselves ready-made to dance-plus-music programs.
Such a combined entertainment would provide added
interest for the audience, and, also, it would give the
participants valuable experience in ensemble stage
work. The introduction of bageants into Christmas
and Easter programs would do much to give zest and
believability to the singing of carols and hymns. You
may have no elaborate costumes, lighting or settings,
but the animating idea of g performance, carried
thrpugh with an eye to both unity of appeal and
yanety in projecting that appeal, will over-ride lacks
in handsome Properties.”

Of course, studio and school recitals cannot always
be approached in terms of “shows.” What about
straight piano brograms; the programs of solo instru-

special type, or “school,” or ¢

3 : om
al}-Beethoven pbrogram, for
Wwith the studio’s littlest asp

mposer. An interesting
}nstance, might begin
irant interpreting Fir
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Elise, and work its way through minyeg .
and the earlier sonatas to the “Ma..
“Pathetique.” ummght
Those inimitable dance precjsjomsts' the
Rockettes, might have only the leas UOnnM-
the average music studio program, et gy |
director, Russell Markert, follows <.
gestion of combining music with the dap i
instance with tap or march Precision, WhemH
facilities permit of such combination L

Let the Rockettes Inspire

“Don’t be scared away by the idea that .
dancing requires the kind of music thyt '
always fit into a ‘serious’ musie 8¢hool prog,
tions Mr. Markert. “Of course, we do use elgpy,]
tings of jazz and swing—but not exclusively|
are a good basis for dance routines, AttheM'
I remember, we once ran into an interest;
The Corps de Ballet was assigned to Straug
for its ballet scene in an all-Strauss prog ™
in discussing the waltzes, Mr. Rapee suggested
ber of Strauss polkas that were splendidly sy,
out any rhythmic changes, to tap and Precisipy ;)
ing for the Rockettes. We have also used sy
as the Tchaikovsky Danse des Mirlitons m
Parade of the Wooden Soldiers for the troupe,
look far enough, you will find dozens of pig
standard music that can be used, without chang
aspirants to precision dancing. And, of course, ing
ity will open up all sorts of channels for o
music and precision dancing for students Wey
had a very attractive song, especially writter
troduce a Rockette number; the words gaye
why first one and then another of the thif,
dancers wanted to leave the show—one had |
one got lazy, one wanted to study, one fell in oy
so forth. Then, when the stage was empty, su
all the absentee troubles were solved, and onely
the dancers returned. It was something like H.
“Surprise” Symphony in reverse. I offer that exit]
only as a ‘means of showing how simple, divertingj
can be used as the basis for a pleasing little d
‘plot’.”

So, then, in breparing your next studio pom
turn to the nation’s greatest showplace for your
spiration. Look to music as the basis of the prg
pPlan either a group of selections that hold togefte!
their origin or their mood; or think out an idal
can be bulwarked by music. Then tie your threa]
gether with unity of plan, projected through
of individual selection—and use your ingenif
making the whole come to life, Then, accori
Miss Rogge and Messrs. Rapee, Leonidoff and M
of the Radio City Music Hall, you will have the b
nings of a program of musical integrity and i
audience appeal. You may feel that you're u
your wagon to a star, but it will do no harm b
a "tip” from these famous Music Hall showme

i
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New Feys to Practice

éy Ju/;'e maiaon
IV

If you cannot do all your piano work in quiet®
roundings, at least you must be alone when Jo!*
Planning your interpretations. There must be 1’
trusion upon your emotional thought, for the M)
ness of your audience as you play with great fe%lm
must be prepared for by equal intentness in S
Practice;

It is encouraging to know, however, that often”
best tone-playing follows that early siege of W:
technical practice after those months away 0% |
Instrument,. First, because you have recovered o 4
of your fingers through the sort of mechani i
that develops accuracy; second, because gmdwn‘:
mgre Smoothly produced after continuous finge!
third, because tone-thinking is freshened mretﬂf‘;l%
to it after Practicing rapid technical passages "
demand less intent listening,
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::gflio‘:v sw‘;iele she was soon ‘'spotted” for national programs,
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is a native of California, where her ancestors
ioneer seftlers before fhe Gold Rr:lsh.' Her great-

¥ H::I'S grave is still a shrine of wo_rshlp in f'he court-
i moh old San Juan Mission. Both of Miss Conner’s parents
g the stage, and their six children all were naturally
d it o'l'lSl.C Miss Conner cannot recall a single day in her
fed de ,-f/";,,f singing and playing, somewhere in the house.
h ryadine was a healthy child, she sh?wed two symptoms
od her mother; she was too thin, and she had «
mach. Accordingly, when an older .brofher b.egan
essons, the girl followed his studies, spending a
oth confrol and the development of abdominal
Not dreaming that she had a great voice, she regarded
dies purely as physical exercise. At the end of the

however, she was amazed fo find, not only that he'ar symp-
sl od entirely disappeared, but that she could sing. She
d of the University of Southern California, w_here h'er
ding work won her the Euterpe Opera Scholarship. While
dent, Miss Conner was engaged by a local radio

ncludi ing Crosby hour, and the Nelson Eddy, the
g;{ﬁgg’:h:nj H?e Cresfz Blanca shows. In 1939, she mar_n'ed
;I:,- disiing'uished surgeon, Dr. Lawrence Heacock, and (eflfed
from her career in order fo devote herself fo home-making. It
was her hushand who suggested fhaf she try her powers in

era, just for the fun of it, and Miss anner ./?:.ned a local
2pera' company in California. Then, while visiting Eleanor
Rgmick Warren, the composer, she met two member_s of the
Metropolitan Opera; Florence Easton, and Earl Lewis of the
managerial staff. Both advised her fo make herself heard by
Metropolitan executives, and arranged an audition with Bruno
Walter. The following autumn, Miss Conl_)er. sang another audi-
tion from the Metropolitan stage, and within twenty-four hours
ves given a contract for leading réles. She made her debut as
Pamina in "The Magic Flute,” and has”gone on tfo sfead:ly
greater acclaim as Micaela ("Carmeﬂ ). Sophia ( Rosgn-
favalier"), Zerlina ("Don  Giovanni"), qnd Marguerite
(“Faust”). Miss Conner's performances are hailed, not only for
their vocal purity, but for the wonderful expressiveness with
which they convey the essence of characfe'nmhon. In the _h_)l-
lowing conference, Miss Conner gives her views on the gual:hes
that make for excellence of performance. —Epbitor's Note.

sets to work with a somewhat distorted sense of

values. He is inclined to believe that mere vocal
technique is the wedge that opens the door of success.
Now, no one can deny that vocal mastery is an essen-
tial of a vocal career! But it is not the only essential
The best way to prove my point is to ask you 130 pest
out your own reactions. Listen to Lily Pons singing
some flerid coloratura cadenza. Certainly, she fioeg
“hit the high notes,” and she does execute the fiorituri
—but is that what you think of when you hear her?
Are you not conscious, rather, of being moued by
something that reaches you through the sing1ng_‘? Now
listen to some inexperienced young student singing the
same music. She, too, will encompass the notes and
get through the technical passages without too much
difficulty. But the effect is hardly the same. You are
conscious of hearing pleasing sounds—you are not
transported. That difference of effect is the basis for
my own approach to singing. I believe that voca}l
Security is necessary as the starting point of one’s
Work, never as the final goal. That goal must always
be the transporting of the hearer into the. atmospherg,
the very truth, of the song or aria one smg‘s..That. is
Why the young singer does herself an actual disservice

IT SEEMS TO ME that the average young singer

When she says, “I can sing the same notes that Lily -

Pons does!” By all means, sing the “same notes”—but
ask yourself how you sing them!

Profitable Experiences '

I wish that our splendid opportunities for instru(?tlon
Included more emphasis on the development of ;ndz-
Vidual expressiveness. The help that the young singer
8ains from watching and imitating others is llm{teq,
3t best. A performance is moving only when it prln%s
tolight well-planned, well-constructed personal inter-
Dretation, Copying the externals of another’s personal
mterpretation, and grafting them on your own wprk,
3 a sort of finishing touch, defeats true expressive-
less. Interpretative training should bring out the con-
%ptions of the individual singer, regardless of what
Someone else does. I remember two incidents of my
OWn training that mean more and more to me, as my
Work advances. One was a bit of advice given me by
i experienced Russian actress. She said that-each
Performer holds in his hand a thread of interest, the
Moment he appears on a stage. It is his t?.sk to carr_\;
hat thread, unbroken and unsnarled, till the fina
“Urtain falls. If the thread snaps, the audience looks

MAY, 1945
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Mental Projection in Singing

A Conference with

%Cll!l:l’lé

COI’ll’lél"

Brilliant American Soprano

A Leading Artist of the Metropolitan Opera Association

SECURED EXPRESSLY FOR THE ETUDE BY ROSE HEYLBUT

to someone else for the “lift” that a good performance
must give! The other bit of help came from an arduous
but stimulating course of study I had. My teacher and
I went into a room that had nothing in it but one
chair. Then, for two hours, I was told to express vari-
ous situations and emotions. I was not e_mllowed to use
my voice either for speaking or ff)r singing; I had no
properties to help me out. Anything I conveyed, any-
thing I could make my teachgr f.eel, had to'co.me out
of me! Now, the important thing is—where did it come
9
fr?l‘r)‘ﬁé answer—which, I believe, ‘openg the way to thp
solution of singing and interpretative problems—is
that my “effects” during this stu@y resulted fro_m ?he
mental projection of an idea. This menta} proJec'.mo?
involves two immensely important prereqmsltes. First,
the singer must be absolutely certain of the effect.she
wishes to convey. Secondly, she must delve deeply into
her own emotional re-
sources to find the means
of lifting her conception
out of her own mind 'and
infusing it into the minds
of her audience. If either
element in that important
combination is WeakZ the
effect is correspondmgl_y
weak. In other words, if
vou don’t know exactly
;vhat you want to t?xpress,
you can’t express it! And
if vou don’t know what
o do to make others feel
what you de, you lea}ve
them cold! To accomplish
both these ends, you must
think: you must do a
great deal more than
merely to produce correct
tones. ;

Try - the experiment of
making another perspn
feel what you want him
to feel, without using your
voice. At first, of conrse,
you will be self-conscious.
voull resort to gestures-.—-
possibly too overemphaplc
facial expression. You will
search the face of your
«gudience” for a sign of
that responsiveness that
will show you whether you
have conveyed something.
And then, suddenly, you
will find yourself forget-
ting your hands ,an.d your
eye-brows; you will feel
only a tremendous, urg:ent

- desire to put your feeling
into that other person’s
mind. When once you €x-

“FORW ARD MARCH WITH MUSIC”

perience that urge, you have taken the first step along
the road of mental projection. And then that ﬁnst step
must be followed by months—years—a wholg 1}fe—of
trying, of working, of self-questioning, of striving for
a perfection which does not exist but the quest of
which gives strength. 7

So Much to Learn

Perhaps the chief quality needed is a sincere sense
of humility! I shall never forget a last-of-the-season
performance I sang with the great Bruno Walter.
Vacation was just ahead, and everybody had plans.
Some were going to rest, some were going to have fun,
some were going on to glamorous engagemen.ts. One of
the group asked Dr. Walter what he was going tp dtz;
“I always study and research, when I hgve the time,
he replied. “By going back and studying the great
works over and over again, I (Continued on Page 286)

NADINE CONNER AS VIOLETTA
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Music in the Home

well to investigate this Tecor:
poems have an expressive feiicit§ boy £
of their own, although of no ;

Beethoven: Quartet in

INTERRELATED ARTS
tHE ARTS.” By Albert E. Wier. Pages,

Music in the Home

C mi \ «PgESAURUS OF 3 3
ERIN EETHOVEN: Symphony No. 7 in A - No. 4; played by the Budap "?'»0;,_,‘- Tg;glsprice, $5.00. Publishers, G. P. Putnam’s Sons. i
N ] major, Opus 92; The Philadelphia Or- : Columbia set 556, & : s oo
) . ainters, sculptors,
chestra, direction of Eugene Ormandy. i I I'E aS Sll a Most writers are in Ve A dictionary Ofd_?mg:?fpg:'l;ir: blzlllet dasmce(:rsp nciu- E E
Columbia set 557. minor Quartet is the best of Opust?a actors, writers, radio b ) , | I

Tchaikovsky: Symphony No. 6 in B minor,
Opus 74 (Pathétique); The Philharmonic-
Symphony Orchestra of New York, direction
of Artur Rodzinski. Columbia set 558.
These are the first symphony sets to be
made by Columbia since the lifting of the
recording ban. There is a noticeable improve-
ment in orchestral recording in both sets. In
the case of the Philharmonic, the tonal natu-
ralness is especially praiseworthy. In both we
find a wider dynamic range than previously
employed and a better balance of the instru-
mental sections. An unfamiliar stridency in
the string tone of the Philadelphia Orchestra
on records, however, mars an otherwise clear
and tonally veracious reproduction.
It might be observed by some that we were
hardly in need of new performances of these
symphonies. But it is our belief that all lead-
ing conductors of -each generation should be
permitted .to perpetuate their performances
of the standard repertoire. Examination of Columbia’s
catalog shows that it needed up-to-date recordings of
both these works. The Weingartner performance of
Beethoven’s Seventh dates back seven years, and it
was never fully satisfactory as a recording owing to
its over-resonance which is almost an echo at times.
The Gaubert performance of the Pathétique, on the

YEHUDI MENUHIN AND HIS SISTER, HEPZIBAH

other hand, is over 3 decade in age and has little of
the tonal realism of this modern recording.

g Ormapdy’s berformance of the Seventh is far more
impressive than Weingartner’s, but it lacks the im-

Interpretations

Un Hecords
é% /Oefel' ﬂugA %QQJ

cause of the natural sound of the orchestra in the
recording. Rodzinski is not given to the excesses of
Stokowski in this music, nor, for that matter, to the
reserve of Gaubert. If he fails to make the second and
third movements as impressionable experiences as
Furtwéingler did, he does not make the mistake of
dragg?ng out the first and last movements in the
manner of the noted German conductor.
For this reason his playing of the opening
movement seems to us far more persuasive.
But Furtwingler proves to be the more sen-
sitive and imaginative of the two men, and
it is understandable why his performance
of this work has been so widely endorsed.
The most compelling performance of this
symphony heard by the writer was one given
by Toscanini, and it is to be hoped that he
will record it at some time in the early fu-
ture. Those who like a straightforward, un-
pretentious reading of Tchaikovsky, one in
which there is no undue exploitation of sen-
timentality but rather an honest unswerving
unfoldment of the music, will do well to
investigate this set. Its tonal naturalness is
one definite asset in its favor.

Liadoff: Kikimora, Opus 63; The Halle
Orchestra, direction of Sir Adrian Boult.
Victor disc 11-8729.

Here is a smooth example of modern
English recording. Made in 1942, this realis-
tic but not exaggerated reproduction of g
symphony orchestra shows what the British
engineers—and the British musicians—could
accomplish under trying circumstances.
‘Liadoﬁ Was a master of the mi iature as
hl:S .tone boems The Enchanted “ILake and
Kikimora prove. The influence of Rimsky-
Korsakoff is apparent, since Liadoff studied
upder him. But influences in Russian mu-
SIc, as a colleague pointg out, are less imita-
tive than evidence of “keen brotherliness”
among the Russians, Particularly is this true
of the period of Rimsky-Korsakoff and his
coptemporaries. Kikimora is g miniature
being, who grew up in the care of g ici

C ; days are
spent in chattering and muttering, her nights in spin-

n.ing hemp and bondering evil thoughts of a1l man-

iy
strong work, written in a key Ia'k'
Beethoven had a particular fong |
which has brought about g ndm"*
sion among his biographersasgm-
tions for him. Mozart hag his
Beethoven his C minor, and
seemed to have chosen these km:?g ]
implications of their thoughts implieg
Jective motivation and €XDressiye N
There are those who feel that g ﬁ
exists between this work and theeeﬁ
Pathétique Sonata. (in € minar), opyy
piano. The interested reader cap

own comparisons. One writer, J, VAT
van, states that “the Beethoyen ofu;
minor (Fifth) Symphony finds the p.
of life in achievement in spite of sfi;

are not as imposing or as strong, for s
minor Symphony came in a later maturity, The,
ing movement is the big one, the principal fies
calls the initial one of the Pathétique Sonats, by
mood is less melancholic, more assured. The:if
dramatic strength here which inevitably thri §
listener particularly when it is played with the .
which the present foursome brings to it Noif

group on records has brought out the poignan; ¢

Beethoven’s utterance with such searching m
insight. The Scherzo which follows is deceivin i
cause it is filled with lively good humor; somew:
feel that Beethoven was deftly hiding his sormor
mood of deceptive brightness. The Minuet hasss

merged emotion, the characteristic sforzando ¢4

composer changes the aspects of this 18th-u
dance; the Trio curiously suggests Schubert |
finale is filled with a Haydnesque joviality, as i
the composer desired to send his listeners awey
an impression of complete elation. But the me
retains the impression of the beginning of thi

and one feels that the message the composer pitit

was one of deeper implications than the finale o

The Budapest String Quartet gives us the m
preciable performance of this work to date on reer!
it is a performance which is enduring because i

power; delicacy and true virtuosity. Moreover.iti
r

been splendidly recorded with a more sensitii

terialization of dynamics than heretofore in the Gl

bia productions of this noted ensemble.

Brahms:
Menuhin (violin) and Hepzibah Menuhin (i
Victor set 987.

This sonata is sometimes called the “Rain”

because it was not self-fashioned by the compest {
had its birth apparently in a song. The main #*F

of his Regenlied (Opus 59) is found almost intact”
the reiterated section of the final rondo mover

and the main subject of the first movement seent B

have been derived from it. The G major lack "
Sbontaneity of the A major Sonata (Opus 100).
are those who feel that it is too intimate for e
good. Brahms felt this way about it himsell”

Sonata in G major, Opus 78; Y&

Ao

phonograph provides an intimacy which the wm

hall does not own, and for this reason your "

has always felt this Sonata was best heard by Wl _

a recording (barring of course a performancé b.yv;
accomplished team in the privacy of one's own i

room). The melodic structure of the first movemeu:; i
long drawn out, and the music is best served o |
tempo somewhat faster than the Menuhins estahlf_

here. Adolph Busch ang Rudolf Serkin, in & e

movie stars, and terms related to all of these

gears, hardly be comprehended in 690 pages

ings can
j oollinss us omissions. The author, whose exten-

without serio

S work has largely been concerned with music, has
z‘;‘:i:] an ambitious essay to cover as much ground

ple, but with a range from Kate Smith to

3 ;See;t;ﬁ‘s)?en' from A. L. Erlanger to John Erskine, from

lapis lazuli to Mother Goose, from Charlie Chaplin to
pderewski, and from John Field to W. C. Fields,‘ there
s no knowing where to stop. Even then, it was
rll:csessary to leave out many very important. figures.
There are many who will find this col}ectwn very
useful in securing information about_ curious person-
alities and facts which are nof: ordinarily found. in
the usual encyclopediae. These include Lady Godiva,

. Glyndebourne Opera, Igrouchka, idée fixe, the Los

Angeles County Museum, McIntyre and Heath, Nib}o’s
Gardens, Newstead Abbey, Petrarch, apd perspective.
1t will thus supplement the volumes in the average
wprary, especially in the cases of more recent per-

sonalities.

A RemarkasrLe Encrisu MusicaL
DEVELOPMENT

“Music IN THE Five Towns 1840-1914.” By R. 'Nett.el.
Pages, 120. Price, $2.50. Publishers, Oxford University

Press.

In these days of flying infernal machines it is pe-
culiarly English to witness the appearance qf a ngw
book from the Oxford University Press dealing W}th
the music that has evolved from the district now in-
cluded in what is known as the County Borough of
Stoke-on-Trent. There, are located the Five Towns
which Arnold Bennett has immortalized in his novels

. of that district (“Clayhanger,” “Old Wives’ Tales”).

There, workers in the far spread collieries were l.egl to
develop an interest in choral singing under condltlo_ns
5o native that music became cemented with the social
organization of the people to an extent rarely found
elsewhere in the world. This led to a musicali growth
on a basis more productive of high artistic aim than
anything in English musical history since the days
of Gibbon and Purcell.

Just how the work of Miss Ann Glover and John
Curwen, through the tonic Sol-fa system, as well as
the efforts of Marie Holst Reymond, enabled an ur}dfer-
privileged and often illiterate people to get a training
in choral music that led to great festivals and_the
production of masterly music, is a notable qontrlbu-
tion to the musical history of the time. This biography
of a people struggling to express itself in song should
commend itself to all lovers of choral music.

A Musicar PrRoLOGUE

“WHar 1s Music?” By John Erskine. Pages, 212. Price,
$2.75. Publishers, J. B. Lippincott Company.

As the speaker of the prologue in Elizabethan drama
used to pull aside the curtains after he had given the
audience an intimation of what they were about fco
behold, so Dr. John Erskine has made a book that will
serve as a prologue for the thousands of people who
are interested in music but who have only a vague
idea of what it is all about. There have been many
books aimed at the same target, of which W. J. Hen-
derson’s “What is Good Music?” (1898‘) was on.e‘of
the most used prototypes. Gradually, in recognition

Music Lover's Bookshell

Any book here
Leviewed ?%‘/

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

éy /.? mereo/ifA Cac[man

kissing a pretty girl and watching someone else kiss
er.”
B Dr. Erskine, who has spent the better part of his life
in education, apart from the time he has devoted to
writing novels and to music, has put down the answers
to the hundreds of questions which those who have
not been trained in music are continually asking about
this, the most intriguing of arts. Doubtless many who
read the book will be inspired to take up the study o'f,
the art, particularly as Dr. Erskine is an “amateur.
musician himself, having taken up pi?,no st:,udy seri-
ously when past forty and later playing with manr
symphony orchestras. The chapter on thfe teacher is
especially valuable to musical educatoys, 1na}smu_ch as
Dr. Erskine, after his years at Columbia Umverm.ty as
a teacher of English, served for ten years as President
of the Juilliard School of Music in New York.

A Personarizep MozART

b d Ein-
“MozarT, His CHARACTER, HIS Woruj:. By Alfre 1
stein. Pages, 492. Price, $5.00. Publishers, Oxford Uni-

versity Press.

This is by no means a rewarming of old material
about the most gracious of composers, but rather a
keen and fervid appreciation of Mozart as a very regl
human being and as an inspirgd craft_sman. In his
scant thirty-six years, the amaz1ng genius of Mozart
worked with such force and in?ensrcy that he t1_1r.ned
out in this miraculously short time more compositions
of importance than almost any ?the}' ma§ter. Only
Wagner can be compared vs{mh him in this respect,
and Wagner lived almost twice as mang year.s. .

Mozart’s life was beset with madder.ung, difficulties
and jealous intrigue, yet despite a.ll t'hl.s, he was gen-
erally a most genial and jquus mdlv'ldual. Dr. Ein-
stein, who is Professor of M1}51'c at Smith Coll‘e‘ge, de-
votes one of his most entertaxnxpg'chapters to “Mozart
and the Eternal Feminine,” pomtl‘ng out that l\l'I,ozart
was “small, delicate, unprepossessing, and poor, a.nd
that “his relations with women formed a cl'la.ln of in-
adequacies, and in them we _have further e{V}dence i_',ha’t,
he was not fitted to deal with the actualities of life.
Dr. Einstein quotes an odd :cxnd affectionate letter
which Mozart wrote to his wife (Constanza Weber)

- 1"7‘?Dzar little wife, I have a number of requests

to make. I beg you
(1) not to be melancholy,

(3) not to go out walking alone—and preferably
not to go out walking at all,

(4) to feel absolutely assured of my love. Up to
the present I have not written a siqgle letter to
you without placing your dear portrait before me.

(5) I beg you in your conduct not only to be
careful of your honor and mine, but a@so to con-
sider appearances. Do not be angry with me for
asking this. You ought to love me even more for
thus valuing your honor, ;

(6) and lastly I beg you to send me more details
in your letters. I should very much like to know
whether our brother-in-law Hofer came to see us
the day after my departure? Whether he comes
very often, as he promised me he would? Whether
the Langes come sometimes? Whether progress
is being made with the portrait? What sort of life

A RARE MOZART PORTRAIT
This porirait was drawn from a “silver crayon” picture
made by Doris Stock in Dresden in 1789, two years after
Mozart’s death.

of the need, there grew courses of study in what 1?
now called “musical appreciation,” with a library 2

books designed to lead the music lover through must::,
Without learning to play an instrument. $uch fb00 S
have unquestionably expanded the circulation of mu-
sical information, although the nimble'wn;ted, fpl-
grammatic James G. Huneker once said that _th?
difference between musical participation and musica
appreciation is the same as the difference between

(2) to take care of your health and to beware

issued by Vic i bstanti’
y Victor made in 1932 (set 121), su | of the spring breezes,

better the flow of the music in a quicker pact
Menuhin makes us too conscious of the loug ¥}
Which at the pace maintained here he does 10F”
together as smoothly as we would like. There *§
turgidity and a rhythmic jerkiness in the openiné”
of the slow movement which make this patt i
Dersuasive than the latter half. The finale 5 &
fyingly songful. (Continued on Putt®

THE HU

you are leading? All these things are naturally of

great interest to me.” :

The author’s account of Mozart’s Catholicism and
Freemasonry makes a curiously interesting picture,
Part IT of the book is given over to an illuminating
discussion of the principal works of the composer,

the Toscanini recording was far adv i i
: i anced for its time,
‘quzmslus performance .of the Pathétique 1?s
stxalghtforward, well-disciplined, and enjoyable pe-

=
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Log of a Coast Guard Reservist

Patrol boat . . . early morning . . .
standing radio watch . . . at first, like
hearing Esquimaux, Choctaw and Ha-
waiian all at once ... can only make
out something like “Nannanokeoke, nan-
nanokeoke” . . . completely befuddled . . .
soon begin to make sense out of signals
. . . tough on the brain . . .

Brass polishing, dish washing and gen-
eral clean-up next (more in my line)
. . . later, detailed to scrape and sand-
paper side of patrol boat . . . hard job
. . . brecariously perched on seat of dory,
must scrape with one hand while other
clings to patrol boat for dear life . . . all
forces of nature conspire—tide currents,
sudden swells, teetering dory, contrary
dip and roll of patrol boat . . . Whoosh!
. . . big wave forces release of grip ...
let go just in time to avoid ducking . . .
ugh . .. cold water . . . close call . . .
(Holding on with one arm and sand-
papering with other, bad for finger tech-
nic but good for arm and shoulder) ...
Later, “chow” and more galley duty.

Afternoon detail . . . standing guard
on long ocean pier . . . feel important
with “38” revolver strapped to side . ..
assigned first to “tide-water watch,” later
to “sea-watch” (lovely names to set to

music) . .. not much to report . . . sun,
sky, sea . .. mountainous surf thundering
ashore . . . sleek seals slip by . . . “Black

Widows” (planes, not spiders) darting
across sky . . . silent “Blimp” slipping
along . . . glowing sunset, swiftly ex-
tinguished by blue cloak of darkness . . .
end of watch . .. ashore through soft
starlight . . .

Another duty day done Coast
Guard excellent antidote for artist, busi-
ness man or professional . . . sweeps away
cobwebs . . . clears perspective . . . renews
zest . . . does heck of lot of good . . . fine
bunch of Regulars and Reserves, these
Coast Guarders . . .

More On-Duty Thoughts

During the long pier-pacing hours,
Round Table thoughts, serious and light,
run along with the rhythmic roll of the
sea. . . . First, there is the problem of the
adolescent—which we have with us al-
ways—more insistent and more insoluble
during these times than ever before.
Many teachers have asked the question,
“What are we to do with the young hoy
or girl, twelve to sixteen, who has intelli-
gence and talent, but who just goes ‘blah’
on us?”

Yes, I know many such, and have re-
cently taught several of the “breed,” who
resist all treatment. Show them how to
practice, how to study, week in and out
—and the net result is nil. There is no
actual active opposition, just a sort of sit-
down strike of sheer inertia. . . . All ordi-
nary remedies are ineffective. . . . Teacher
is at wit’s end to know what to try next.
- . . Let’s examine the patient, and try
to diagnose the pesky case . .

"Negativism" in Adolescents

Negativism in ’teen agers is caused (1)
by the physical and mental state of un-
balance prevalent in this age group. (2)
By unstable world conditions; in boys
especially the fatalistic attitude of
“what’s the use? In a year or two I'll be
cannon fodder, so why learn anything,

why be serious, why concentrate?” 3)

the unwise public school programs

The Teacher's Hound Table

IMPORTANT!

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

forced on the young people, the compli-
cated curriculum; the extra-curricular
activities, and also the part time jobs.
(4) By school and music teachers’ lack
of sympathy, understanding and stimu-
lation.

The treatment I prescribe is: Make the

young people’s music more social. Have
an interesting general class lesson once
a week or once in two weeks. Plan an
informal musical evening once a month
for young high school groups with games,
“sings,” ensemble music, refreshments
and even dancing! . . . Assign duets and
two piano pieces “teaming” the students
carefully. . . . Teach Popular radio “hits”
and Boogie. . . . Play to the student. . . .
Assign much material to be read and not
thoroughly studied. . . . At lessons, occa-
sionally force concentration for a few
minutes, then lighten up on the disci-
pline.
- Explain to the boy or girl frankly how
much harder it is to concentrate on
piano study than on any school subject—
because of the many complicated mental
and physical processes required. Give
praise wherever DPossible. Be humorous,
forbearing, imaginative.

The Parents

Establish sympathetic relations with
the parents. Youll probably find that
they, too, are deeply concerned. Their
daughter or son used to be on the honor
roll, but now hag slumped badly in school.
They are worried sick about it. . . . If you
tell them that you occasionally “crack
down hard” on their beloved offspring
they’ll stand back of you stronger than
€Ver. . . . They themselves have cracked
down for g long while Wwithout result
Often they feel hopeless about the schools'
for b.emg lax with the students, careless
and impractical in broducing results and
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in compelling discipline. Explain to the
parents that piano study requires intense
concentration, whole-hearted and whole-
minded application. . . . In other words,
it is one of the most complexly disci-
plined activities we know.... And there-
fore, it has a salubrious influence on the
youth or girl.

Also, assure the parents that the length
of the youngster’s daily practice is of far
less consequence than the kind of prac-
tice he does. If he will practice as you
have shown him, excellent results can be
achieved with as little as thirty minutes
study a day. . . . But for this you your-
self must be sure to be explicit and
scientific in your “concentrated practice”
directions to the student. Make certain
that each assignment is so clearly ex-
plained and written down in his notebook
that the usual excuses for not practicing
it will be of no avail. For, as we all know
to our sorrow, no one is more skilled in
“alibis” and in crawling out of assign-
ments than a high school boy or girl.

More Thoughts on Adolescents

Advise the parents not to worry much
over even the suddenest, strangest “craze”
manifested by their ‘teen aged progeny,
because nine out of ten times it is just
another passing phase. . . . Better let it
wear itself and not them, out! If some
of them despair because their adored
fifteen-year-old Dick or Jane prefers to
pound out Boogie-Woogie rather than
tl}e Moonlight Sonata, they must put up
with it gracefully. Dick will “find” him-
self all the sooner and all the surer if
they let the B.W. run its course. . . . After
all, who is living Dick or Jane’s life any-
way? ... Certainly not the parents. . . .
So they must be humorously patient
about such sorely trying phases. And
golly! We all know how trying they can

[

Do not demand too much finish and
perfection from adolescents, unless they
themselves Wwant it . . . which sometimes
h:emppens! - - . Most of them want to play
p}aho only for the exhilaration ang emo-
t10r.1al “kick” they get from it. vou may
easily ruin their bleasure in music-mak-

ing for life if you are t i
demanding_. 00 finicky or

Many happy, even thrilling moments

for the teacher are scattereq throyg
ups and downs of adolescengs Ot
them comes when Jane, having fops|
pianistic passage difficult to N
denly asks yvou, “How shallIgW
practicing this passage?” When 4,
happens you give an inner Whoop
for Jane is now well on the way to i
ing about music. . .. You must ﬁsz
out how she has been Practiciy
passage, then produce your owy ek
and props. But be sure to presentt‘;;
as intelligently and stimulatingy |
possible, ¢

) 5

On Curiosity

Speaking of young people I a ¢
stantly shocked by their lack of curi i
What most of them don’t know aboy
piece they are learning is appalling,
We, teachers, are to blame for this
Here’s an example which I sham
confess. An intelligent lad of sixteen b
been studying the first Nocturne @4t
minor) of Chopin for three weeks i
which time I didn’t tell him migh:
the piece, except how to play itk
finally I questioned him, I found t:
did not know (1) the key of fhel:
turne; (2) the key of the middlesei
(3) the meaning of sotfo voee it
stretto, smorzando, and so on; (4 o
thing about the beautiful moduli:}
(5) the tempo sign at the beginnin

It is just like trying for weeksfos
a mathematical problem withoutini:
standing some of the importanbs:
necessary to the solution; or likepre
ing a speech by memory wi i
the meaning of many of the woms(
trying to put a machine togethers:}
you do not know the funection ofr:
parts. =

Always insist—not once, W“
times—on questioning each pupil®'
the key, composer, opus nlll* “
tempo mark of his pieces; undw”k
obscure musical direction or me®
with red crayon, and catechise freqie"
concerning such items; make hif 1&;
ever aware of the chief rhyﬂlﬁl‘,m-1 1
harmonic bases of the piece, thﬁmd“L
tions, the form, and the emotional®
tent,. v

Let us not forget during thisﬁﬁﬂ:
period that it is our duty fo ked*
adolescent on as even a keel as ps¥
Just now it is as important a“defeﬂ*%
job to guard the characters, balant
development of these youngStefswt'.
to make planes or munitions t0 &
Germans or Japs.

i

On Playing for High Schoo {

Students

Someone wrote recently asking hor!

introduce a group of piano solos V;n; "

High School Assembly. . . . For ¥
years I gave concerts for young P W

ool B

OU ARE 2 busy teacher these days, and have

’ Y more pupils than you want—you are working

teaching hours; you have more pupils than
. ever had before; you, who had a terrific
ting out the depressicn, are making, more
than you have ever made before, teaching
e ! put, have you given any thought to what might
cox to ‘you, your teaching, and your pupils after
happe:r is over, and money stops flowing in a silver
t?rzgn into your bank account? :
. ing these hectic times there are people who will
i thing they can find for sale. People who never

ou have
struiggle 1as

b“’llaii of music lessons five years ago are studying:
Eﬁg %rice for lessons is no object if they find the

rant, sometimes even when they do not.
teacheri:h:;’s; ?o get, therefore it slips easily through
lt\ﬁzngsr]xgers. But—what about‘ the days'to come,. ’when
war workers are no longer m' “t‘he big money” and
pupils drop out because there isn't the money to pay
for lessons, as in the golden days of 1942, 1943, and

10449 What will you do then? Drop the music teaching

id in 1932, 1933,
iness, as so many good teachers di :
211131[11934? Or are you willing to take stock of yourself
now, your training, your equipment,.and your value
as a‘music teacher to your future pupils?

Stock Taking Begins

The teachers who do take stock of themselves ax?d
pull up the weak links, will be the teachers who will
pe most likely to succeed in the end. iI‘hose who do not,
will mourn just as before, that “pupils do not seem to
have as much talent as they formerly had,” “Parents
are not as interested in their childl_*en's cultural edu-
cation as they were.” “Boys and girls are laz:v th.ese
days” and so forth. You have doubtless been “getting
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The Post-War Period

é% /Qu‘f/l jeep/é /eeial

i i ifices and material destruc-

iganti f the past four years, with their unspeu{(ab/e human sacrifices. erial y
Iilz.»en g;:ic:nh::dpézzsuo’:h:r effirg which few realize. In the chemical I;bo;ar;c‘;r:es a:d in fh; great lr;d:.cr'sl:‘;e;

; i i i hat in this field we have made a jum,
the pressure has speeded up invention and discovery so # ! e ! <ad
i i i thods, devices, and inventions whic
f bably fitty years over normal times. This has created new methods, i y

2replr:5;<ely {o beyo); indescribable advantage to modern living. All c?f _fh:s means fh;:lr vast ;ufms \w’{I ul;;

spent for these materials, which will require the employment of millions- of men. The condition sho

insure long prosperity in filling the needs of the post-war world.

your studio with the eyes of a stranger. Sit down, a.nd
ihen and there go over the general appearance with
yourself. . !
Is it clean? Has it been dusted? Why do some artists
refuse to see the dust and the litter of music and
papers with which most music studio furnishings are

These little mites are foster child
being led into a new life through beauty by m

Come.

not?

of all ages. The “toughest” and &"
Same time the most appreciative
were always the High School all

(Continued on Page 285

dient® §

THE EV}

MAY, 1945

: i i large group of re
onsored England and America by a ; :
IS:GY l:,e obll:ined through Miss Edna Blue, Executive Chairman,
by” these affiuent days, but the day of reckoning will
‘What about your studio?—Does it attract or does it
9

“You do not know? Well then, stop this minute, £0
outside; walk around the hblock and come back in

Foster Parents Plan for War Children, Inc.

THE WAR
INTO A NEW WORLD AFTER 7
efugees far from the roar of eexplosives,
e, W(e:!a'n:hoefylhueri';ster Parents Plan for War Children, Inc.,

resentative people. Further information
v 55 West 42nd Street, New York, N. Y.

v to make an
overed? It does not take much money ;
;Lcractive work room but it does take personal inter-
est and now and then a can of paint, or a broom and
mi\%e the stra}és of the venetian blinds torn? They
can be mended easily. Are they soiled? They can be
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washed with seap, water and a brush. If you have
window: shades, are ‘they adjusted to the same level?
Are the windows clean? They are the eyes of your
studio! E S c :
Do the chairs-and sofas show excessive wear? New
upholstering is hard to get these days, but you can
buy chintz by -the yard. Stitch two lengths .tog_ether
and. throw it over the sofa, or the chair. Bright gay
madterial ‘does not eost any more than the gloomy st}xi’f
seen so-often in middle class hotels, and it will give
your studio a real face lifting; or perhaps you hjavei an
Indian Print in a trunk in the store-room? It will give
your studio a nice artistic touch. ; :
Do you have a good light at each piano? Are you
pianos always in tune? - : o
Do you keep current magazines, music magazines,
and a good book or two on a table in the pupil’s W?.lt-
ing room or do you have just the funny magazines
and “Little Lulu”?
Do you provide ash trays and matches for -the
smokers? i
Is your studio a pleasant work shop? Is it light?
Airy? Cheerful? Are those pictures on the walls real
works of art, copies or prints though they may be?
For a modest sum you can buy plaster plaque;, wood
block prints, and copies of famous oil paintings of
composers which will be a real addition to the walls
of any studio.

Personality in the Studio

Is the atmosphere of your studio that of a studio,
or is it your living room first, and your studio at odd
times? Does it reflect you? Is the approach to it from
the outside attractive so that your pupils can point
to it with pride, or is the yard strewn with papers,
cigar wrappers, dirt, and general litter? Does th(_e front
entrance have an “inviting” look about it or is it bare
and unfriendly with dust in the corners? A grass rug
on the floor of the entrance, be it small or a full sized
porch; a weather-proofed chair, and a gay flower pot
or two will give it cheer which carries with it success.
Do not ever feel that your love for music and a college -
or conservatory degree make up for the natural com-
forts of life. To the average parent or pupil in search *
of a teacher, the outside appearance of the studio
makes a lasting impression. It is up to you to make it
a good one. Only when you reach the place where

your price has risen to ten dollars per lesson, or more,

can you afford to be independent about this. On't.he
other hand, do not think that lack of teaching ability
can be glossed over by rugs, flower pots, and qtper
gadgets; but do be modern! Show your artistic ability!
Be twentieth century!

How about the Studio itself? Is it attractive?

“But flowers cost so much unless you raise them
yourself,” you say. True enough; but you don’t have

to have cut flowers; nor is it necessary to resort to

paper flowers. No! Not even during the winter in the

frozen north-and east. A fern, a bowl of water ‘plants -
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charge per record, will cover the expense and you will
soon be famous for your generosity. It does not harm
the machine to use it, but the manufacturers warn
BRI purchasers against moving it around. It is a very deli-
SO or a pot of ivy is possible and easy to find. Did you (c::fles;n;gnu;ngzl.lt, St Usadlos S
a1 & Sone ois The sy e o e o« e e e A comminty Lo o
o fragran{; e S e leaves g recording ma_chme and earn a reputation for modern,
ey addition to any  yp-to-date equipment as well as teaching methods. If
: N?W., as never before, radio and television are mak- iguwﬁi{iacfgg g;rt;hsz&S;XV a:hpltanmp%i o e
mg‘lt Increasingly necessary that music teachers mod- e
ernize their teaching equipment. It might have been
a}l right f.or a good teacher to use a battered upright
blano during the “good old days” twenty-five or thirty
years ago, but that era is gone and nearly forgotten.
At least- one grand piano .is absolutely necessary in
the studios of the competent, progressive music teacher

Music and Study |
7 Music and Study o

Une Hour of Praggj
ly J’[y"'“" goadm

FROM TIME TO TIME fiddlers p
daily practice chores. A re;

Many months must be spent in practicing
breath control, before the voice responds to
the will of the singer. There must be abso-
lute control in order to produce shadings of
: . g ey . . tone, and evenly sustained notes. All too few
tractic?x::l };;,:;tgr:vzgf npl:-(;l;ié:bf mlﬁ * . ' are the singers who spend enough time in

or da ! ‘ the development of their voices, most singers

months. Th i na i i
e following program of practj g il being much too anxious to tackle a song,
¢ long before their voices are ready.

to unlimber stiff bow arms, loosen fing hﬁ
Strong Muscles Needed

a basically sound technique.
It may seem a large order to dense g |
cony nio - F
mﬂ! A singer needs a good physique. He should
eat well, for in order to achieve a climax to

the fruit of many hours of contin
T uous
ever, it is advanced here with no r Practie,
: a song, there must be plently of strength
behind the voice. Even to control the voice

this program may serve to revitalize the
tice period of which it seems sometimes

in soft singing, there should be strong
muscles to hold the breath. The muscles of

until you are developed to the point where they mean
something to you. Above all the music must come from ok ]
the heart. Until you have lived, you cannot really put o
over the feelings of the more dramatic songs, but by
assiduously practicing them, the emotions will be
developed to the point where you can understand
them. ]
Possibly one of the reasons for the popularity of the !
crooners and blues singers, is that their words are
always clearly enunciated. It might be well to study
the style of these singers, not with the idea of imitat-
ing them, but with the thought of incorporating in the
better type music whatever is best of their method.
While it is better to sing a simple song well, rather

" A Tragic Memorial

itor, and contributor to THE ETUDE, now seventy- clghty per cent is pure waste i

Y&{ho expects to make music teaching a business. Look-
g successful is the other half of being successful.
There are, of course, exceptions to this axiom, but you
had better let the other person be the except’ion.

The Job of Holding Pupils

Mousic teaching is a fickle and uncertai i
and holding pupils is not easy. The first a;ar:gtsi?rf Siss,
not.enough. Good teaching is not enough for most
pupils. lf’upils must be able to point to their teacher
the studio and the equipment with pride; else they aré
not lopg hunting up a teacher who merits their pride
éxobusmess man knows this, but so few music teachers.

A recording machine is to g music teacher what an
X-Ray Ipachine is to a doctor or surgeon. Do you have
a recordmg machine as part of your equipment?

Recording machines are not expensive. They .be in
as low as twenty dollars, when you can get one a%ld
a very fine one c9sts about one-hundred fifty dé)llars
?;1%/ Ilil'p.hYour r_adlq man can give you good advice as
t ich one w111.g1ve you the best service and results
in your 'communlty. Altitudes, mountaing or lack of
them, climatic conditions, humidity and so forth all

C LARENCE LUCAS, Canadian-born composer, ed-

eight and long a resident of London and the
continent, reports that on one of his recent rambles
through the devastated English capital he came across
an ancient building, evidently a former farmhouse
swallowed up in the advance of the city. It was merely
one of the 300,000 houses damaged or destroyed by
bombs. The windows were blown out and the walls
were cracked, but on the walls was an uninjured tablet
with the inscription:

Wolfgang Amadeus Mozart
1756-1791
composed here his first symphony
1764

Leopold Mozart took his amazing family to London

in 1764 and remained in England for fifteen months.

The first requirement is concent;
Practice, supplemented by mental y :
game around the corner, or the new pas
girl next door, is ineffective. Daydreams p
outside of the music room. Critical
pendent on continuous attention. No p
'has any merit unless it is exclusively fg
Important element: the work to be dona’
; The bow arm is naturally clumsy "
idleness. A slow eight or sixteen-beat A'
up-bow, using the tones of the G major
to loosen a few essential muscles. Som
pra_ctigc can be obtained even on these
variation is concerned with volume contrg
are played very softly: four are played
volume. Then, alternately, one tone in a

the chest and abdomen must be firm, so
that the tone may be well supported. The
writer has found that gardening, with its
constant stooping and bending, is one of
the best exercises to strengthen the muscles
that support the voice. Not only the chest
and abdominal muscles are thus strength-
ened, but those of the back, shoulders and
legs as well. :

A singer should not be tired before a per-
formance. He should get -proper rest and
sleep, and plenty of fresh air. He cannot
have control of his voice, if his mind and
bedy are tired.

The voice must be capable of many colors,
if he is to do a song really well. This is

His little eight-year-old virtuoso son, the composer
displayed his phenomenal gifts and received wonder-'
.ful attention everywhere. King George III, who was
interested in music, took it upon himself th> examine
Mozar_t’s faculty for sight reading. He tried the boy
out with pieces by Handel, Bach, and Abel and waé
dumbfounded by the child’s brecocity. While in Lon-

especially so in modern music, where so
often the singer must paint a picture in
sound. :

In choosing songs, one should be most
careful to select those that are suitable for
the voice, and that will display its best
qualities to advantage. If one is beginning
a career, it is perhaps wisest to stick to the

71issimo, the next in a strong fortissimo,
In volume on one tone: beginning sottiy
forte, fading to pianissimo, ,
These exercises may be va
: s 3 ried to other keys D
A maJor: and so on. It is well to avoid mI;’;keysaﬂ
any additional complications. The important elens:

in this series of bow exercis
_ S xercis ‘
e il es include transition, i,

A DIVA REHEARSES

Gladys Swarthout, noted operatic and screen singer, in a char-

than a difficult song badly, at the same time, some of
the old favorites, such as the Stephen Foster songs,
the old Scottish and Irish songs, and folk songs of
many other countries, need a fine singer to interpret
them. There is no possibility of hiding mistakes or
bad voice production.

‘One thing necessary to putting over a song, especially
one displaying a feeling of sadness or love, is genuine
tenderness on the part of the singer. A singer should
learn to know and like people. Too many singers look
on people in general as their enemies, and never
acquire that genuine affection and sympathy so neces-.
sary in putting over their songs.

In singing foreign songs, it is well to study the lan-
guages carefully. You should become the nationality
of your song, so that you almost think in the language
in which you sing. To aid in developing the voice, it is
well to practice a good deal in foreign languages. For
instance, Italian helps to make the voice flexible, Ger-
man helps to develop volume and power, while French
gives it feeling and dramatic style. All these languages
are a great help to singing in English, which is a diffi-
cult art in itself.

The voice should be smooth and well under control,
as well as evenly developed. It is best in the earlier

;:lon quart yvrote several sonatas for harpsichord, and
or v1ohr§. His first Symphony was performed over' and
ov;r again as one of the marvels of the age
0 more tragic memorial of the col .
. gic I ossal dow:
;)kaermamc civilization could exist than this Iglrfﬁﬁ
rgc:xr)lti?)i t;:}e r?zy;rlllent of the cordial and hospitable
¢ corde is flower of German artisti
. s c C i
tion by a neighboring country, only to be rewa:(gsd

later with the murder a i
s nd ruin of thousands of its

have to be taken into consid i

eration. B .
i e fzflgfetg;?g;ncy acteristic pose, rehearsing with her accompanist, Lester Hodges.
Then, make a record of i 2
. : your own playing, or sine-
ing, first, and check yourself ; : S
: ; your accurac T in-
tonation, touch Pedalin e

' t 3 , g and so on. Radio techni
in sdor}lole Instances requires g different touch than ;ggi
used by the average_ pilano student. Sound technicians

stages of study to practice softly, increasing the tone
as the breath is more easily held and the lip muscles
hecome firm and strong. Climaxes should never be
forced, but always come easy with a full, round tone.

While it is desirable to produce as lovely a tone as
possible, there are times when a song calls for a
decidedly ugly tone, almost nasal in quality, and a good
cinger will not hesitate to sacrifice beautiful tones in
order to achieve this effect. There are many examples

A continuous legato bow i
tx'a11§itloxl between the u;{]gofvhoauxlm?i p;g;l:fbggom;
Tasping sound or a break of tone at the frog or‘tin‘
to bg Smoothed out by lengthening the bow-swé‘i
broviding even thirty-two lento beats to the bow':-
knowledge of positions and the use of smooth bo
change techniques are assumed. Bowing too near i

bridge or on the
checked. fingerboard should be carei

Putting Over a oong

Home Recordings Invaluable

Preparation for makin i
; ; g a record is g
without equal in the annals of music ot

selsf{-check on your teaching.

Ou can study the technical fg
bupils wher_l you are alone, with
several pupils play the same compo

pare tOuCheS pedahng, phl asin. and Inter pret
i
g atlon.

ults of your various

ance and an unblemished recordin:

Local musiciang and i i i
themselves of the opportlg(resgfl etrs hes
others hear them.” Several pare
of blanks which when used will b,
of their children’s musical educati
the best uses of all for a recordi
many parents will buy phonogra
ular at the bhonograph shop.

Your music teaching colleagues might like to mak
2 ake

hool music teach
€rs, ..
f your church. A smaq] Service

g to avail
hear themselves ag

Ng machine, althoy
ne, gh
phs—maklng you pop-

records too, as well as the i
and the choir director o i

is the second he has endured wi

in his home, wrecked by German bombs

Mr. Lucas reports that the bleak winter just passed

th cheesecloth windows

t.
t

Musical Progress in Sap Salvador s noweess

This interesting picture
torla. Duran de Arango

qf the pupils of Sefiora Vic-

FORIVARD MARCH WiTH MUSIC”

zllc;ises, neighboring strings, glissando and bad posi:
ne:crl1 ées. Intonation must be perfect. Such intonstiz
howeweot be cold. Vibrato is not forbidden. It shil :

ever, be effortless. Attention should be focused ® HERE ARE MANY PEOPLE who have beautiful
Smooth, firm bowing,

E}tlipged ub so that four sixteenth notes are played?
favori?;::' Yarxatif"ns on this are numerous. One of & |
i S Is a swift single sixteenth note series a f
?:;;flseb With a quick bow exercise. It may be do¢

0, but is more effective in staccato or in onet

the assorted f
5 ey orms of detached bowing. Rapidly bovel

can range

i
2 mox; key§. A few arpeggios in sevenths may be uselé |
s well as Interesting material.

interest will
Darticular p

Diece. Thig
> enforced co
aspects of violin lavi
We still e
a i 4 z
in;nzgoglg verification of the effectiveness of our b¥
For legat, nbg: Ting work, we use the following mater®
© bowing: Bach, £ir on G String (Wilheln))

éy C/ara

voices; there are many who sing with correct

The next step is the use of the left hand for s SeolSE RS Wi, bub there aTe 1T who

thing other than raw material for lento legato bovis| 30 really put over a song. That is, there are few who
éxercises. Arpeggios through a three-octave rangl

can sing a song so that it leaves absolutely no doubt
in the minds of the listeners, as to its meaning and
the feeling it is supposed to express.

If people say your voice is good, that is a great com-
pliment; if they say you sing well, that is better still;
but if they say, “That was a lovely song; it did things
0 us; it really made us feel,” that is the best of all, for
you have truly put over your song and made it live.

Like anyone else in business, a singer is a salesman.
It is his duty to make people like songs, and especially
50 when they are those written by living cOmposers,
Whose songs can become known only through fine
interpretation by capable artists. If you can make. an
unfamiliar song pleasing to an audience that only l}kes
Wwhat it knows, then indeed you have done a fine plece
of work. Without great singers, fine new songs Would
never hecome known, and old favorites would die. So
You can readily see what a responsibility rests on the
Derformer.

getﬁarious major keys should be played with one i
e bow. Once the key is set, the tempo can t

and another at the tip. This combines il

swift finger changes, this it
; arpeggio exer
through at least four major keys and fof

This is exercise material with the skeleton of mis f
thing especially exciting about it. The i f
that the very lack of musical and melo
lead to more intense concentration on it
roblems of smooth bowing and eﬁ‘de”t

however,

San Szyilvad fingeri i i mner one

work of thi alvador, reflects the gering ‘which are of : e | I a violinist wishes to play a fine compo :
is gifted musietny e t excellent  yltation of following antiell’i V{:zzc;rigg ;nmzl;sdl ?:il: :ster' first of all procures a good violin. In like manner ogz

e sure

Who would perform a song well, must mak
has a fine voice. Now, there are not many who have
really beautiful veices to begin with. There may be a.‘
few good notes in a voice, or a light pleasing quality;
but most singers have to spend many hours in culti-
vating their voices, to bring them to that stage of
Perfection, where they can play on their voices, mak-
ing them do as they will, just as violinists, or players
of other instruments, make them respond to their wills.

' MAY, 1945

is no cruelty to fiddlers; it is merely ®
ncentration of attention on the techn

have some ten minutes of our hour left.-F

(Continued on Page 288)
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better known classics, as these are beautiful in them-
selves, and depend for the most part on melodic line
and musical excellence, rather than on tone shading,
or individual interpretation. Also, these songs aid in
developing the beauty of the voice, and they are so fine
that even bad singing cannot entirely ruin them.
Study the songs well; learn as much as possible
about the composer, and the circumstances under
which the songs were written. Analyse the songs, pay-

ing especial attention to words, time, rhythm, notes,

expression signs, phrasing, and anything else that will
help in good interpretation. Learn the sound of the

accompaniment and practice with your accompanist, -

so that the piece will be more of a duet for piano
and voice.

Let the Song “Ripen”

It is a good plan to keep a song a few months before
presenting it to the public, learning it so thoroughly
that it actually becomes part of you. No one can really
put over a song he does not know well. Proper tone
values should be given for each word, and the voice 5o
well supported on the breath and so correctly placed
that every note, and every word from the loude;t
fortissimo to the softest pianissimo can be heard in
every part of the auditorium. ; ;

Choose songs to suit your emotional capac1ty. Never
sing songs you do not feel or understand; keep them

“FORW ARD MARCH WITH MUSIC”

~

of this type of singing in opera and in character songs.
The ugly tones, instead of being annoying, in reality
show up the beauty of the voice when singing the
more refined tones.

There is always the question of how to overcome
nervousness. The writer has been asked many times,
if one ever really overcomes it. Some may, but few
ever do. In fact, without a certain amount of tempera-
ment and nervousness, you would not be sensitive
enough to be a good singer. This condition, however,
should be controlled until it becomes an asset, rather
than a hindrance. It is well to try your songs first on a
few familiar friends, if possible in your own home.
Then increase the audience until you are ready to face
a large crowd. Try to belong to a music club, or a
rehearsal society; the experience gained in these
groups is of enormous benefit. !

As you face your audience relax; take time to get
the feel of it, and look it squarely in the face as if you
meant business. Never let those in the audience think
you are afraid. Do not sing down to them; if you are
singing a common song, make it sound like a fine one.

Be humble and approach your music with reverence.
You are not on the platform to display your voice, nor
your personality—too often personality is allowed to

take the place of sound musicianship and training—

you are not there to receive applause or congratula-
tions, nor yet to astound a gathering with your amaz-
ing technique or vocal ability. Your chief purpose is to
put over your songs, to make people like them, to help
people forget their troubles, to take the tiredness out
of the minds of those who toil, to relieve the monotony
of everyday existence, and to do your own little bit in
helping make this old world a finer and more beautiful
place to live in, at the same time trying to give a
glimpse of a better world beyond. If you do this even
in a small way, you will have more than justified your
claim to being a fine singer. :
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Music and Study

How to Spell in Writing Music
’ Zy .#rféur g ﬂeacox

Mr. Heacox has provided us with the following autobiographi-

cal notes which we print in lieu of our customary 'infroduch_on.
"“As a pioneer boy on a western lowa farm | received my first
music lessons on a reed organ from our country school teacher,
Mr. A. A. Beane, an A.B. from Bowdoin College. | was hungr.y
for a wider horizon in music. Getting hold of o list of music
publications | sent o subscription for Te Etupe, wh/ch'l had
never seen. It came fo our country post office. | was delighted,
and devoured its confents. Among its advertisements was a
small picture of Warner Hall, the beautiful (then new) b‘wld-
ing of Oberlin Conservatory of Music. From that day, with a
boy's keen hunger for a music education, | nursed the hqpe
that | might study in Oberlin. In due time, after teaching
counfry school, teaching singing schools then popular, a{wd
keeping an eye constantly on my goal, I reached Oberlin with
a small trunk, my piano, and my ‘high wheel' bicycle in 1887,
a bashful boy, a total stranger. | have always said THe Etupe
gave me the 'lucky strike.' | studied in Oberlin Conservatory
and College six years, and taught there forty-two years, except
the years of leave for study in Europe.

"The second book | wrote, one on Ear Training, was accepted
in a personal letter from Theodore Presser, that friend fo thou-
sands of struggling students. | met him later of M.T.N.A.
meetings and came to admire him personally, as did ‘all who
knew him. | have been led to write these intimate lines as o
tribute to Theodore Presser and THe Etupe, whose help when o
fellow needed a friend has neyer been forgotten.—Epitor's Nore.

O YOU KNOW when a chord makes sense and
D when it does not? Have you sometimes won-

dered why g composer writes g chord, say,
G-sharp BD F in one place and in another writes the
Same sound A-flat B D F? If you already know the
way of such spellings, this little article is not for you.
Don’t read it. . .

But to many a music student in his early theory les-
sons, and to many g

spelling is not only puzzling but annoying. There is a

; its place in the key is de-
termined by its spelling. To make sense to the mu-
sician, both itg sound and its spelling are important.
It must make sense in the musical sentence,

writes for you, “I gave the man ced
You correct him, “No, you should write seed, s e e d.”
“But why,” he replies, “it sounds the same, why can’
I spell it c e d ep” You must admit that it sounds the
same, but you explain that as he wrote it i
tence it does not make sense. For the same
writing music the use of an A-flat in place of a G-
sharp, though the sound is the same on the biano, may
be bad spelling, may not make sense.

The theorist who explaing the

e for his garden.”

reason in

demand intelligent attention.

The simplest approach to the subject of spelling is

ARTHUR E. HEACOX

to study it under two heads: 1. spelling chord tones, 2.
spelling non-chorg tones.

Spelling Chord Tones

In simple music requiring no sharps or flats except
those in the signature

.Ex.

To the musician it is clear th
have written the correct spellin

E-flat is what should be used. The B-
1o sense in this place. If in doubt or sk

' : eptical on this
boint, try the musician’s test: If the ro

ot of a triad is

although the sound is the same,

Our next problem is less simple bec
the diminished sevent
ways yet sound the s
ample the chorq G-s

ause the chord—
h—may pe spelled in go many
ame on the piano. Take for ex-
harp B p F; see Ex. 2 (a).

“FORW ARD MARCH WITH MUSIC”

In this four-tone chord notice that tpe
are equally spaced, each a minor third (!

steps) from i

ten on successive lines. When so wri

sure that the
sharp. Stick

arranged at will in any order desir:

at the bottom
its notes are
is the seventh

a half-step, or minor second, below the

the diminishe
Before we 1
to spell it corr

ts neighbor and that the Nofeg ,
root is the bottom note, in tp;
to this spelling and the mmw'

- The identity of the chorq Temyg
found in the scale of A- or, 1y
degree of the scale (calleg lﬁd}ng

d seventh chord of the key

of Ay
eave this chord notice partj

ectly and identify its key, Youmu:ty rom which he

its root and reckon its three minor thirgs frn

root.

Now let us next examine Ex. 2 (b). Play it
striking the same notes as before, It certainly g,

the same but
“at home”—in
you identify t
“at home” in

(d) by finding

this you are ready for the next problem; see gy

[ ——p—

Ex. 3 shows

foy wasp

1o reason
tten you Y interesting

Music and Study
AM COWPER in “The Task” s -
S l;‘;g;"l'g sermon to organists when he

’f%’;ﬂety,s the very spice of life.” There is .
wrote, an playing should not be the most ~
Whydogﬁtertaining thing in the world, but
a;bout it in a sort of sacrosanct and stereo-

L]
ths o fpganists €0 it is dull both to them and to \/ aI'IEJ[ : IS the SDICE
Y yped fashlozlars"t;zl:ﬁ Organ playing becomes a duty,

oseWhO h

emptynll":ch as some workmen report to a machine.
very

ual, and the organist reports at the con-

i ible

epertory of new pieces as possible,

Ty l%rgﬁk?al; tI:) have a heap of dog-earec_i pieces
. hurriedly pulls out some composition at

o hav

3 .
i i i i fact
mings in organ playing is the . Df U ]:I aﬂ PlaYlI—lg
- One gglzh:hzhs:x:nt of the piano normally expects
that W
I .

he 018

d congrega- O
from t to play through for a bore ﬂ . $ g / . ./40 g s
i 1 b contanty o 1 y Irving D. fSartley, J

wokout for new and effective compositions—composi-
Jookou

' ; Head of the Music Department
g tigns which are.a joy to play and to play well. If you |
3

ition, how can ; rth Carolina
its meaning is cha i il ke o vital interest in 8 composition e _ - Elon College, No
As i o Plg ce th Anged. o By ‘gu espect others to be interested in 1; t his instru- : =0
he' 1ok 248 B. The cﬁ?&? o1 How often is the organist who presides a

the key of C-minor, The Acfy L ment
makes sense where a G-sharp would be in g share

is play-
COrTect g S04 ; ! The very regularity of his p
ing. Test the other two forms of the chord at (o ot fuly appreciated

the root and the keynote, If you gy

us that there are but three difin

sounding diminished seventh chords on the Pianok
board. When you reach the fourth chord (a)1 jj

the same as (a
you ascend the
(D) -(b)1, (e)-(
may be enharm
(a) in Ex. 2,

), and similarly every fourth cherd
chromatic scale is but a repetition,
¢) 1, Furthermore each of these cho
onically written as is shown with chy

he col-
see above, without using any gmfvear) Does he make it a practice to peruse t
sharps or double flats. Th

hat his
Sunday inclined to'feel t
?nunt%?c?lfltregh»sm'vice and his faithfulness are

) relude, the offertory, ) ‘ : L
g for- the S?ﬂée r;sf;l::s:;etr;;eporganist to feel that tity of material is the eﬂ&;ﬂ ,ﬁgﬁyhi k?::; I-:,-((),]umaries_
and the postlude, g hum- convey the impression > voluntaries . |
is work has become an almost mechanical, even are preferable to fewer gqod ones. The dl:cr;lrix;n;:tt;rﬁ_ Eaanba L ST MR a}f : ‘;01;2;2127
=" mouonos.nt oot L tikf; abp(é;re}: J’cc(;)fpc: r(l)(;esgﬁrﬁzaries (this with the organist’s nalir:e suffixed to that o :
| . g ' ondm Lt L i t Mendelssohn, or Franck! ;
Keep of Musical t ting, an  can include slow movements of Mendels_sohn, (‘iiml{;:;:e st sl M o q?h&?e
In order to keep his playing vitakl‘ afndliiz?g: r:;th a set  and Merkel sonatas, as well as fro]ron '}Yildforro;n : 1\12 i SELIHIL A, b Coeocien i p15ymg.f__§1§:p;r2hes
s e e i : : b i trings are the foundation o -
jorganist will need to war k himself symphonies) and, 1 ‘ e v s
. . kiR ich he will need offer no apolog ' S YR O s S
of compensating circ tance iment standard for which he ) e e T . i
the alert to exper : x ical sense or to any of his hearers. : B i i, prasn, (ool ors
if he has constantly been on ist other = either to his musical s ; ; i o s I . . o
§ e if there might exist o i ill require practice, but how m ST TR P
with his instrument and see in New voluntaries wi gl : : ; Bolbr  the prohesivn A the, o ‘ ckground of
: ' : B isfying {; eriod will be if the be [ ra 0 B Pas, e RN
i e ow i wr} e cal training to his credit. :
?,l:;it of -usi%g. How many times a yea i (I)lfa Ssel;:e 211:3 of orgyan music is the order oi ,t.het.daz!for s g;g::estra e ST R e
A : i v ts-aside a certain tim - : :
performed the same voluntary? £ g of rman Lol V oo e
- e ot i s well as-the congre
B :ltzoul‘::\»l}igz t;g ft(;:: course of the ticing each week does himself, as
same voluntary more than

gation, a real favor. Although the mattert h(;fifz(i'ier;gl : B Comtailis for Chiuplthents
i tice in the winter mon ;
opportunity for prac

completed it is well to have/ it corroborated by hea;ing
a recording of it by some reputable symphony orches-
tra. What a glow of satisfaction one feels when he can

¢ e . . he
i hat so few parishioners take t
s i Sunday . It is unfortunate t!
us EX. 3 (b) can be seid umns of organist journals to see what other organ S o Tonfprase e

i anist that the music was en-
i n  trouble to inform the organis
' g W ell the difference between a
S0 as to be at home in four different keys, and (yif are playing? Does he visit ot e e e

3 rgan music?
four others. By using a double sharp or flat each ciuf he has an opportunity of h:::rlzg{)r?esgelf of being flex-
can be located in one more minor key, fifteen ndf One of the best ways to a

: ill
mbinations is K Abreast of the Times oversight. If he wishes to ‘progress, at least he wi
The chord is used also in major keys but thatiszfible in the matter of selecting stop co eep

other story best

As stated in the be

tion (meaning)

does. For exampl

and behavior sh

But in modulation from one key to another a dr
is often used in a dual relationship, reached Qi
naturally in the first key but left as a member of 2
h a case, if spelled correctly fnf
considered necessary to respel it}
ther words, for ‘the sake of simpli

second key. In suc
first key it is not

the second. In o

omitted here.

ould identify it as such.

in the notation one correct spelling is enough.

Two examples
the diminished s
the diminished

raised fourth degr
G-sharp B D) an

the latter key. T

ptended to indicate its relation to the two keys ™
black note E-sharp is not necessary. We give it m 4
as a hint of what the note F has become in ifs®

of this kind are given in Ex. 4 At(l

eventh chord in A-minor behavesi'§
seventh chord on the chromatialif
ee of the key of B-minor (E-sif
d leads beautifully into a cadenct’

he bracket below the chord at (@

Ineaning. The chord numerals are those used in mil

inni A iati peatedly. e
Inning of this article, the fi : d the preced- 3 ’ practicing Bach may lead ciation re le if a secretly appointe
of a gchord gis determined by whstifrecall just which ?Tt‘:migtz‘;wszzsﬁfl; a still more be thatt %’?ﬁv?igztkiggse 12 little beyond the middle It would be commendable
e, if it is to be understood as a me{jing time. So much- the ‘will result upon sub- them to be
S : : i binations will re:
ber of the chord-family of @ minor, both its splif efective set of combina

i i he organist need not
joyable—if such is the case—but t :
Mt oeps sl %EZIathat he is not appreciated merely because of this
g iscrimi i bers of the
: i : i himself and the discriminating mem! 2

2 taries. The : > in general is that they - satisfy . ! i

o e th same rle ttmu?sn;lr;y:g‘lm: o el o fiutlt ?{i:;g:lxo};:;ssé ofg the times. It may congregation, even if they do not exp

next time the same voluntary dGeaaieh r g

eone from
iti ittee would see that each Sunday someone 1
shtestt B e i P recognltloél_- Eﬁ?ggxggregation told the organist that the music W?;
diti Similarly the writer believes that eighte organist of the serious type will yvant ItotSItlhe L ol e an st i Warrante} :
?:qui)ntttz(sr}o;tlfl?: ‘organ student not to write the 5;1 g; Ez:‘;irbi to an organist’s journal and txﬁo!ncee;xirt; B ot s conpiinen Wmtﬂd ];egpfr'[;,);g
¥ . . : : s P : i i d prove a stimulus
sy her to the minu > f today are including ! o cam e o
gested combinations of his teac i sl . » thelr rectal pro- The re ‘ . Tk
‘ ‘ . applied to s e e k. But since there is usually n
detail, as that set of combinations is a . n grams; he wi wi e red L | ' 2o uch “com:
| e oo s le- G i 7 ist must derive his sati act
less and thoroughly hnpra%%cilyh‘i;‘gk’x he takes his les- re_ce.nt (gﬁs nh:giltlal !Z)f reading, such accounts is lilelpfllltl: x;;:tt}e{er:l,o V;ngzgiﬁat et el
organ other than ther;gznting on a different organ crlt:}clz' progressive organist, but in the 1.ast ar‘xia f::icl- = ee L e i mﬁ-
i%%s.e;}:‘lmxé :;{?etermine éombinations Whtilc}} :1;8 :: Se s hoatn <;rgi;11em11:15(:§é a;n}/)int?iﬂg sician cannot afford to slip; if he does not advance he
: : e 1 luntaries, that is ! c B0
most effective on that organ without oal ularly the vo R s t you as organist will retrogress. : % s ol
fegarding the printed registration can ‘.‘;elslhgil?ztg all method for de;lt%rn}g;u;i ui‘uigpzﬁgireyand st o e LR e s
of any organist. The venturesome spiri s ol v

i i te in his “Sententiae”:
: ishi i birth of Christ when he wrote in ¢ nti
g ' a . e g e there is variety to it. :
times be developed by the aspiring t& o“l?og \(;)vl;)gua{g delib-  your churclz. serv;gﬁitl\/;gi% irr)x T e
e ns occa-  accommodating jcularly valuable to the young or- -
erately change one of his set-up Cortnbmr?c::otoo rad-  This service ls'sfliguf: gui};d a library of good organ - Eaﬂy Hablj[s
sionally, either by adding apq;l;ir cf) ;I;ination s gan{st it e .
el ically different from the origi . : ‘ depetsdion = | '
omitting one. Such a scheme telr;dis to fkelfig t;:eg_an s il pub]és?sie:és gggrworks. mil-baganiamen o Ay & g i
ist open-minded to the possibilities o ooy el :b

. “ is playing : s pride in keeping up his
10 one will bring the accusation that “all his play and professional man takes p

: : hole
: to teach a young student to play a w

e rarely add more UST HOW : ; : roblem.
textbooks; simply omit them if you understa-ﬂdﬂl: | sounds the same.” j equipment. Many organists, hzwe'l‘"frla‘:, E’I‘U’Di:, of course l piece through without a Snéig 5 fgégn;ilghpand he
€xample. In this compressed form these little e::dmxl:lu- ' Practice 3 than a few new work§ aesyzas.well as transcriptions Some might say, just practice
Show you simply the “bare bones” of what & & ‘ Necessity for Regular Pr organ piec
R 5 : jstic.
Siclan might easily expand into something artis

In Ex. 4 (b) we

have a dominant seventh chord”

the key of C-major, with its seventh, F, the 10

note. Instead of
(expected) resolut,

progressing downward, its no’%
ion, the F (Continued on Page

riE ETUD

s 5607~ RIQUIes OTnd carefully peruse these for
Although the organist often approaches the new and the organist should

ing volun- : jes and recital numbers.
| S0 with the intent of not unduly repeating suggestions for voluntari

i 1 i t always the case.
lay it perfectly; but such is not 2 .
(':I?I?e pchi)id might be able to play it with perfect ease

; ies to play it before an audi-
A : iew his at home, yet when he tries ] et Rk
; sult In ; ist. who, 15 eaeer .10 Feview his i her, some little hesitation or “hi
s, his good resolution will ‘pro:;o:‘ t}){lgeprg record Finally, tlfleorzggea;?;;iion can benefit himself greatly ence ’c’)raf(;:e ;;ls teac
nfal l;im b :inak(.et;f :hzgndtates of perform- lgnot‘;’;‘;dsgciiging a slow movement of a symphony from  overs” ap, :
Of the numbers played, wi oluntaries vy

i i start the measure, line, or whol.e
e e ie?crée ol;feé? egfielxi ? mistake is made; but this habit
p . . Y an
. : : e it 1 might grow on one. For instance, in playing the org.
e odale B N e or seldom-repeated it 1 for a church servize one cannot stop and play over a
the enthusiasm for learning new : tha : | . ‘ o
i ; ot istin 1 when a mistake is made.
ol vt e Wteerlgzy ver meking mesisrglf‘:iimes fear or self-consciousness 'cauges“stm‘lp
s ' e ot 1119 i bling. A little praise helps. The old saying is “praise
;lumberS,  changes, e tt:he I:glan e g to a '.child is as water to a thirsty plant.”
ast-minute changes, systematic o ;
but resylt, v

: . . e quan-.
The writer does not mean to imply that me

: i v
| ace, Being systematic in cataloguing s to whet  full score. Althoug

fascinating to the real student. After the work is
S
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‘Eyes to See”
éy g/izaéefA _/4- ﬂ g)reen

whether it be language or music, is a problem
which should be approached with real under-
standing and intelligence on the part of the teacher.

In the modern school this phase of academic in-
struction has been given almost an infinite amount
of study by up-to-date educators and much of the
recent outstanding research in the field of education
has. dealt with the teaching of this basic skill.

The modern educator-teacher approaches reading
by making it functional for the child. Instead of an
isolated alphabet which must first be mastered, fol-
lowed by the grouping of these letters into small two-
and three-letter words or syllables and finally into
short phrases and sentences, the modern trend is to
start with the little sentences oft-repeated. Instead
of the old-fashioned reader, the child uses the modern
work-book wherein he finds fascinating pictures. The
little sentences underneath tell him to “mark an X”
on the chair, or the bird, or the tree in the picture, or
mayhap to color some item red or blue. His reading
lesson becomes functional because he must make
some definite reaction to what he reads,
and reading is necessary to find out
what to do. He responds with some ac-
tual act on his part to what he has
read in his little book.

Since this functionalization of read-
ing is of paramount importance in the
modern classroom it is interesting to
realize that music reading has always
been of a so-called functional charac-
ter. Perhaps this is one reason why the
pre-school child has learned, in many
cases, to read music readily long before
learning language reading. Each note
of the music requires that the child do
something about it! So, in teaching
music reading, we are in definite ac-
cord with the underlying principle of
the modern classroom teaching of
reading. "

THE PROBLEM of teaching any child to read,

Benefit From Research
However, there is much that we, as
music teachers, can learn from the
research which has been done aca-
demically, and there is a definite trend
(and a definite need for that trend)
away from the old, formalized teaching
of music reading. This business of
counting 1-2-3-4 for every four-beat
measure is an antiquated tool (for the
beginner in music) that music educators are gradually
yeplacing with the newer beat-by-beat method. There
1s much to be said for this in the string music field
where the many reading problems are also accom-
panied by all the dual-controls the student must set up
when he has a violin in one hand and a bow in the
other, each to be manipulated after its own fashion.
In the first grade, the academic teacher has to find
out if a child is ready to learn to read. The teacher
gives little “reading readiness” tests which show
whether the child’s powers of observation are devel-
oped to the necessary degree, whether his €yes ‘and
npnd can take in intelligently the details of a given
bicture, and whether the child can follow directions. -
In music, what is our key to reading readiness? (We
spe?.k of stringed instrument music from here on.)
Since most school music classes do not accept chil-
dren who have not already had a year or two in
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school (and have therefore begun to learn to read the
language) we need not concern ourselves with the
same type of reading readiness that the first-grade
teacher may seek. Therefore, it would seem that our
reading readiness cue, for stringed instruments, would
be an affirmative answer to this question: “Can the
student handle the instrument correctly, with some
fluency as regards bowing, finger-placing, tone and
intonation?” In other words, can he play correctly and
accurately some little tunes which he has learned by
ear or by rote, keeping his hands in acceptable
position on the instrument; his tone and intonation
being such that his audience does not squirm during
his rendition? If the answer is in the affirmative,
then it is probably quite safe for the teacher to
begin the teaching of note-reading.

The Correct Beginning
If, on the other hand, the teacher begins to teach
music reading before this point of progress has been
reached, musically, and mechanically, then the in-
structor will be struggling with the student’s poor

L MUSIC CAMP

Position most of the year, and generall:
students than he can afford to lose in t
year’s work,

Let us Suppose now that our class i
to read. How do We begin? Wi
not?1 “D” on the staff?

Ah, no! There is yet a sim

' pler step. We have fi
Itrc:eiit t]I)lS.r ci:IIluldhto use his eyes away from the ireistrI:E
2 € his first lessong his eyes w i
: atch
bow and his fingers. Later, as hig skills begin to grélv}vs

y will lose more
he course of the

S 1S ready to start
th this note “A» or this

“FORW ARD MARCH wWITH MUSIC”

we as teachers, have to persuade him tg . .
elsewhere. With many children, jf g, b@
introduce the staff and notes, they w,
put their eyes on the music becays %"Q
familiar with the notes and they
struggle with all these unfamiliar 5y
we“first get the eyes to working away fry
ment, by the use of some such device g

Suppose we wish to teach the little
Twinkle, Little Star. We write on the
a staff but these simple letters and p
the child already knows the signifie:

332211

He interprets these by playing on h
as follows: open D, open D, open A,
on A, one finger on A, open A By
underneath the last A in the first
teach the child to hold that note
others. In the second row of letters
above the fingering 3 to show that th
on the D string. If the D were on the!
level as the fingering, the child would
an open D to be played.

A goodly number of tunes may be fay
The children will love to “read” in thisy
they are learning the first reading step; {
use of the instrument while the €yes are ng
it but are looking at symbols to be interp,
children are thus taught to “read” withoy
superimposition of a lot of unfamiliar symbes
is, the lines, spaces and notes).

When facility is gained in this manner of 1w
then we may proceed to the staff and its mf
message. By “facility” we mean that the by
fingers work well on the instrument while 4
are definitely occupied with fhe
bers and letters on the board

The teaching of the notes o
is a fairly standardized proceduss
ing with the open strings and pu
ing through the fingerings firt
string. Therefore it is not ns
to take space here to discuss fhis
of teaching with the exceptiond
following observation.

The Notes on the Std

When teaching very young i
to read, we have actually to tead!
to see the five lines of the sif
the spaces between, for the v}
child will not see the difference i
a note written in a space and ¢
a line running through it. Uiz
with wider spaces between lin
standard procedure for these ¥
children. Have the child pick oit’
with the line running through i
as distinguished from those ¥
between two lines, He will soi4
to make the distinction, and "
thus taught to use his eyes vil?}
reading readiness test acad¥
with less trouble than the chili®
powers of observation have 10
carefully aided to grow. |

Now, we come to the other phase of reading?
that is, the counting of time, the “when" to pif¥
notes. !

Most beginning books start out with the &
of the whole note, for which we count “one, it i
four.” Next the half note, “one, two,” and the®
Note, “one.” So far so good. But at this poil}
usual method of counting one, two, three, four
four-beat measure, ang one, two, three for ¥
beat measure, becomes obsolete. There is 5]
trend among many music educators to let ea¥]
beat be sufficient unto itself.

Let us suppose we have a measure like this:

Ex.1

§ 4 sudorund

We do not require under the newer method ““'
Student count “one, two, (Continued on Pu¥
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EDWIN FRANKO GOLDMAN

The Challenge of the High School and College Band

To the American Lomposer

A Panel Discussion

éy II/Ui//iam :Z) /eeue//i '

Members of the Panel IIlﬂlld{E Dr. Edwin Franko Goldman,
William Schuman, Morton Gould, and Wiliam D. Bevelli (Chairman)

he following transcription is from a panel discussion presented
a session of the Seventh Annual Band and Orchestra Clinic,
eld recently of the University of Michigan. .

his particulor panel is very direct and fo the point. Mr.
enneth Bovee, President of the Michigan School Band_and
Drchestra Association, immediately had appointed a committee
hich was fo study the recommendations. Within a few day;
fter ifs appointment, the committee had initiated action an

procedures for the commissioning of compositions for Michigan
chool Bands by two prominent American composers. :
ndoubtedly many other states will seek the commissioning of
band works by professional American composers.

his movement, with proper organization and encouragement,
o well be the most important step that has ever been taken
o the frue development of our bands. —Epitor's NoTE.

| ADIES AND GENTLEMEN: In order to have. our
discussion function effectively, I have submitted
I several questions to the jurors. I wish to ad-
ress the first to Dr. Goldman:

Is the symphonic band an important musical geyeln
PPment? Is it an artistic medium of expression in it-
lf or is it merely an offshoot from the symphony
chestra attempting to equal the tonal interest of

at group?

Dr. Goldman: The band is a very important medium
1 the expression of music; the great fault I find with
bis that it is not taken seriously enough. I see no
\son why it should be called “symphonic” band,
°Wever, any more than we should call an orchestra
" ‘ymphony” orchestra. They do not play only sym-
Phonies, o why give them such a name? We have

llitary bands and the concert band. When the con-
Tt band was organized in Germany many years 289
" was distinctly a concert band, in spite of the mili-
"y uniform. The Gilmore Band was a concert band
st a5 was the Sousa Band. .

€re are those who would like to make an orchestr?
%Ut of the band, but T don’t agree with them. We don’t
Vant the band to sound like an orchestra; we don't
Vant to imitate the orchestra, we want the band to be

Merent from the orchestra. I will not admit that the
Concert, band is inferior to the orchestra. I believe it 1s
% important & medium of music as the orchestra, and

do feel, too, that we do not take our band ser_lously

Ough. Practically every professional orchestra is un-
% the direction of a moted musician. The band has
ten resorting to circus tricks instead of to music.

May, 1945

reason why the band has become so degen-
er:treleo;csh i!;acause of the poor arrangements. We do m_)t
want stereotyped arrangements where the symphonic
movement, the overture, and tk}e march all sound
alike. We should have a r‘eperton'e of our own and
until we get composers wrim.n'g for band§ we will Eez;eg
be given the artistic recognition we desire. Wehs oh A
have transcriptions but they should be worth while
and well-made and adaptable for f,he band.

Much of Bach’s music was written for_the oz;gain
originally and not for an orchest.ra.' If this x_nu:stc. s
appropriate for orchestral transcription, wpy is if :E-
appropriate for band? The band approximates e;
organ more nearly than does'the orchestra. Man}}: o
Handel’s compositions and Liszt’s Hungarian Rhap-

sodies were written for the piano and were better.

bands than to orchestl.'as. :
adflszggai? we must have a repertoire of our own, writ-

ten primar:

i t

i much in the past few years: We mus
comtrlbute&i tst(iem. Their compositions are interesting
the very worst of them have been worth

get behin
and even
while.

*FORW ARD MARCH WIrH MUSIC”

ily by our American COmMpOsers who have

Mr. Revelli: To summarize Dr. Goldman’s comments,

the band, in order to become an imp.ortant musical
development, must first have leadership and next, a
repertory.

Member of the audience: It appears to me that the

people who have to do with the band feel tha.t they are
interlopers, that they have no tradition behind them.

Dr. Goldman: We have some tradition behind us.

Beethoven, Wagner, Grieg, Mendelssohn, Berlipz,
Bruckner, and many of the French composers did write
a few compositions for the band. Wagner and Verdi
approved having their music played l?y bands. I had
an arrangement of Ravel’s Bolero which he approved
having our band play and broadcast. 'I_‘here are many
other composers who have written music for the band.

Mr. Revelli: Can you give me examples of such com-

posers? How many in the audience can name such
composers.

(The names of apbroximately twenty composers were

mentioned.)

Mr. Revelli: Is it not a fact that we have more com-

posers writing for the school band than for orchestra?

Mr. Schuman: I would like to say something about

the whole position of the American composer in his
relation to the band field. The composer’s prgblem is
purely an economic one. I was only commissioned .to
write one piece for the band and I could not wr}te
more because I had to choose a more remunerative

field.
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I agree with what Dr. Goldman said, that the band
is an important medium of musical expression. There
are certain ideas that require certain media for their
expression. Pageantry, for example, which is the essen-
tial appeal of a band, is calculated to move mass
audience emotion as a string quartet would not.

Instrumentation presents another problem which is -

determined economically. I should like very much in
my next work to have forty or sixty brass and wood-
wind instruments in with one hundred string instru-
ments so that I could get certain effects into my
composition. But I must be able to afford it.

The composer should do more than meet the school
band situation half way. I am going to write more
band works. On the other hand, I feel that the school

i LEGENDS have gathered
“around the glamorous figure of

Putting the Words [ il e "
X - least credible. For

éy gnu/ C 3,4“, *gastic, ptr;tgrswa‘;ria?g tlel?j; he was nevgr

‘instance, practice; therefore, his contem-

You Cannot Expect to “Put the Thuume Jaimed, he must have had a

y 'rariES c 5 .
T r “ ilent practice which enabled
Unless You “Put the Words Oy

musician is not very well versed in what is happening
in music since the turn of the twentieth century. I
think he does not even know the modern music that
has been recorded. I do not believe he is a progressive
musician.

Our problem is to interest' the composers who are
our best composers (because they are the only ones
we have) and have them to work with us. Mr. Gould
has written many works for the band but he is an
exception.

Mr. Revelli: The point that I hoped would be em-
phasized when I asked members of the audience to
name composers writing for the band has been well
taken by Mr. Schuman.

] ‘: stem of S 2 s
oo to retain his phenomex}al technique
it putting bow to string. Whether

or 0ot paganini had such a system is,
0

DISTINCT ENUNCIATION of yqy
musical quality of tone must exigs wgec;? inis late date, rather immaterial; what

ato‘f interest to the modern violinist is
that certain types of mute prac-
fully applied, have really immense

the act of good singing Singe;
s : : £ rs J
to do justice to words and music at tl::mbmf fac
This can be accomplished only after th --:e cam
uee,

Dr. Goldman: We want and deserve the recognition & ht th %
of the leading composers of the world. faug the correct sound (_)f each vowe] g m&r calue, in that they enable mm‘t,o Sit down
The report of this important clinic will be continued erent positions and shaping which take lwﬁﬁy ab least one-hlalff htﬁedtdllillﬂ: ulll:}lally

3 tering left-han cultlies.

the proper degree of tension or relaxatj § :
ation pe.. spent in mas

to form the vowels. g Iﬂthe early years of this century, Goby
I have found that teaching vowels and eopg Eberhardt,awell-known German pedagog,
" Mshed a book entitled, with true Teu-

in the nert issue of THE ETUDE.

A Memaorable Anniversary

Louise ‘Homer, former contralto star of the
Metror_)ohtan Opera -Company, celebrated their
Golden Wedding Anniversary in Winter Park, Florida,
on Tuesday evening, January 9, when they received
gt\l/erhthree Itl_undred and fifty guests at a reception at
€ home of Dr. Hamilton Holt, i i
s [ ] president of Rollins
Highlights of the evening includéd the singi
] nging, by a
chorus of Rf)lllns students, of -original songs writi’en
for the occamqn by composers Samuel Barber and Gian
Carlo Menotti, and the reading of many. messages of

DR‘ SIDNEY HOMER, the composer, .and Mme.

Dr. Sidney Homer
At the Fiftieth Wedg

onR‘c;é{elgxsléCgllege pai_d tribute to the famous musici
ey i is :gl evening, January 10, with an E‘SIICIE'LDS
N the college’s Annie Russel] Theater 3;11121%

_Mme. Louise Homer,
ing Anniversary of S;

as.a thing apart from words has been of great s
pupils just beginning to study. The method of ‘toﬁic'bre"ity’ B SRR o8- STacticing

vowels as 4, E, I, O, U, and not analyzing them e Violin and Piano, based on Psycho-
way, is going the long way towards attaining 1 physiological Principles.” In it he described
tion. Changing the vowels about and ysip g&)ﬂ& 3 éystem of mute practice which he
E, A, 1, O, U, beginning with the E which is%heglmﬂhimw would produce remarkable re-

of the vowels, and going even farther by teachin s, and which, he said, was based on
as vowel tones, E, 4, Ah, O, Ooh, leaving thelg 4 study of Paganini’s life and writings.
until later, gives the student a better menty m'ppening on this book a few years ago,
of the positions which take place in the fg m, ‘the present writer found it to contain
the vowel tones. The tongue, lips, and jaw arert:fﬂ sme interesting and provocative ideas,
active agents in articulating and vocalizing, -‘hough, to him, the system seemed to in-
a vowel or vowel tone should put the lﬂryxix e lud
and palate in the right relation to each othe'rI;
tongue has been first rendered pliable enoughl to_‘ughly B e NG S Sgneryed. How-

“Fever, he was convinced that mute practice

spond instantly to the thought, this will be possis: g
distinct enunciation depends entirely on the 4 ad something worthy of the attention
actions of the tongue, lips, and jaw especianv‘f serious violinists and resolved to see
tongue. There should be no stiffness or'rigidityiﬁpg where experimentation would lead. The
following paragraphs present an outline

forming the exercises given here. B inciples evolved
of the princi evolved.
VOWELS | The essentials of mute practice can be

E. Tongue flat in m ..kmost easily learned in the Fundamental
pressed against lower fr::tthieettil? j(:xfst tgt?li::thhe@*"‘ b cve e HieRd, nDL the
4 Tplayer has mastered them he should not

a number of Dr. Homer’s compositions were performed
. by dfaculty z;rti;tsh of the Rollins Conservatory of Music
and several o is songs '
el gS were sung by a chorus of
Dr. Homer’s Sonata in G minor for piano and violin
and .the premier performance of an unpublished man-,
u.scr'Ip.t Andante, were presented by Alphonse Carlo
violinist, and Katherine Carlo, pianist. Helen Moore‘
cpncert pianist, performed a group of piano composi-'
‘t‘lons which included Ajternoon Glow from the suite
pake George,” three short pieces from “Early Impres-
sions,” Impromptu, and Original theme and variations.

A: Tip of tongue is dropped slightly downward-t
against lower front teeth. E
. AI_L. Teeth well separated—evenly depressed tonge++ gy
tip just below lower front teeth. Py B ¢
O. Tongue should be well depressed backwari
teel;h still well separated. Roundness of mouth shf
bg Internal, not external, with tip of tongue drop
still lower than for Ah. The sound should come fil
Fhe back of the throat. A bad habit and common f
In forming this vowel is to project the lips exter

‘Phs all five exercises should be practiced in the same

Ooh. Lips evenly a o " 4 "a, Example 1A may be used as a pattern. The
Y epproximated with the be% i iy, i g follows: Place the fingers on the four

tﬁgggf, g? pt;ees Sfo(il slightly more than for 0, and“Z‘ notes of the exercise, using the bow to ensure exact
mouth below the gl:)fltc (;Ie];?}]]umg et tonation; after which, relax the fingers so that
Thus singi : | ey rest on the string only by their own weight.
three-note gmgl el Q’ Oak Go wee o % Then grip the E strongly and instantaneously with
SIS stc}z: e.1 the' adjustments are contmuo@:’ the first finger, the other fingers remaining relaxed
B s loywe ef owering of the tip of the tonglll(;m o the string, While holding the note, the player must
depression of 1;1 rotnt teeth and the gradual bacdl | " dearly aware, in his inner ear, of its exact sound;
ments the me tl T e T sz hat is, he must be conscious of its exact pitch, even
dent. Singis ntz;ll bicture is made clearer to thef v though he i not playing it with the bow. Hold the
tongue vt ga _e A first, bringing the tip 0 ‘ Note silently for about a second, then relax the finger
ing the £ adjuiz:::xgttg? lo‘ivsfr frt?: ; tﬁeetl}' Etlxleentoﬁw ‘omletely and instantaneously—but without lifting
v raising the tip o 6 from the strin : relaxed for a
igggl‘i/:dagy the separating of the teeth, and anolha‘ - moment or go, thegr'x I;;:;? tﬁg Sf:zlfggs finger grip the
tusliil Justment for Ah, makes for mental Fsharp strongly, “hear” it, hold it for a second, and
: . then relay. Contin i h’ me way with the third
aré\f‘;zll‘ltélr?u\xlloc\;/:tle;ongilcan tl)e said or sun? :leafz i’;: finger, anq then t;z lﬁnfni saThen uze various other
: with a clear mental picture 0“8 nngeryngs ~ ¢ 14 53 142 4
ggcsszgrs; zlz,dJustmen.ts, then the I and U vowels shcgm 5 342 4 ang b %;.lﬁ‘t?ész’ f?v,e lgas{c exercises should
binatioxi 5 flSEaé coc)g;Lt)xnatloxl of Ah-Ee, and Uisa bedpracticéd on all four strings, in different positions,
1 Ee- : and with ; inati f intervals.

: In acquiring the perfect sounds of the yoRi ans many different combinations 0

d;iﬁlstlng' the speech organs in the correct W/} Mental Hearing
necessaryargcu_lgfslpn, you are thereby acquirlé yf Considerable will-power and concentration of mind
every other le Lng X enunciating beautlfunzame 35 Decessary to obtain an instantaneously intense
student in the Rollins Gonservatory o 1o 22984 10 8 unity of vowel fecy ol S in English TeERMee of the inger withous allowing it to drop on
i servatory of Music. French, Tt Vowel form and tone applies equill ffdhe string, and even more concentration is required
Dronunzzia?igin'fang German. Variations in acces; iﬂf : Achieve an equally instantaneous relaxation without
: of all languages can be acquired iftin, i is very
with'thé ability to-listen and hear® & & o ocholane B Ten
M4y, 1945

and Dr. Hamilton Holt
dney and Louise Homer

). (Conti
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Mute Practice

HAROLD BERKLEY

é% ﬂaro/c[ KQI"L/B%

largely a combination of will-power and mental agility,
the development of these qualities cannot but benefit
every department of the player’s technique. ;
Se}/eral days practice may be necessary before in-
stant relaxation can .be achieved in the third and
fourth fingers. When, however, it can be done, the
player should omit the moment of total relaxation
bet‘ween the notes, and allow the grip to pass from
one finger to the next as if he were playing leggto.
In doing this, he must make very sure he is noil: losing
the quick relaxation of each finger as he grips the
llowing note. :
fOIt. is issemial that the player hear mentally the
true pitch of the note he is stqpping at the moment.
By doing so, he associates the action and shapg of
the finger with the sound of the note, he subcon-
sciously employs a more vital finger pressure, and

lays a necessary foundation for a further developmgnt

of the principles of mute practice. o :

At the first sign of fatigue or tension—and it ‘may
appear very soon during thg ﬁrst’ few c_iays—the player
should relax completely. Dropping his left hand t_°
his side, he should shake it gently and loosely until

it feels rested.

The benefit of -these exercises may mnot be

“FORWARD MARCH WIT{{ MUSIC”
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immediately apparent, but the violinist
who perseveres with them will soon find
that five to ten minutes devoted to them
each day will develop the strength and
suppleness of his fingers more quickly
than twenty minutes of ordinary practice.
So far we have been discussing the
Fundamental Exercises, whose chief pur-
pose is the development of a strong and
elastic finger grip. The application of the
principle to the mastering of technical
difficulties is easy, for the method of prac-
tice is the same. Take, for example, the
following passage from the 7th Study of
Dont, Op. 35:
Ex.2 % T

The four bracketed notes should be tested
for intonation and then practiced as if
they were one of the fundamental exer-
cises. In this case it would also be well to
practice them as double-stops—the second
and third fingers together, then the first
and fourth. When this is being done, each
pair of notes should be held for about
four seconds, as it requires much more
concentration of mind to keep two fingers
relaxed while the other two are gripping
than it does when only one is in action.
After a very few minutes of this kind of
practice, the-player is likely to find that
he can play the passage with complete
ease and accuracy.

Space is available for but one more
“example in this category, so we will
examine a passage that many violinists
find extremely difficult to master—the
opening of the 6th Caprice of Paganini.

Ex.3 . ?r__
%ﬁ‘: e e

: it
The fingers should be placed on the notes
-~ in the following manner,

Ex.4

3
1 2 4

tested carefully for intonation, and held for a few
moments to accustom the ‘hand to its extended posi-
tion. Each finger should then be gripped firmly while
the others merely rest on the strings, the player
hearing mentally the pitch of each note as he grips it.
Care must be taken that the fourth finger does not
touch the A string. This is an exacting passage, and
frequent periods of relaxation will probably be neces-
sary; but if it is practiced in this way a few minutes
daily for three days, it will almost certainly be mas-
tered—and will remain mastered for a long time.
Awkward chords can be quickly learned by the same
method of practice: it is simply a question of training
the hand and fingers to take instantaneously the
correct shape and position. In chord practice, how-
ever, the fingers should grip not only each separate
note, but also in pairs and with all three or four
simultaneously. The following passage, from the
cadenza of the 4th Concerto of Vieuxtemps, is fre-
quently found to be troublesome, but it can be easily
mastered by mute practice. :

Before the shift is practiced at all, the hand must
be so trained that the three fingers can drop on the
right notes simultaneously (Continued on Page 290)
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How Finger I?

Q. Will you please tell me how to finger
the repeated notes in the right hand in
the following excerpt from George Gersh-
win’s An American in Paris? I have tried
alternating the fingers 5454, etc., also strik-
ing each note with the fifth finger, but
neither seems to work satisfactorily. Re-
leasing the right hand lower quarter notes

(Juestions and Answers

PR

the piano after the Orchesty,

andAare shown here 5t A ugy] 715 1S A TRUE ACCOUNT of incidents in the

4 : griter’s ten years’ experience in playing for the
B TP , sick and disturbed in almost all of the institu-
G eg-gza:%a o the city of St. Louis. The largest among them

~fion tlge city Hospital, the Sanitarium, the Infirmary,

B . eO d Folks’ Home, the Training School for Feeble-
5, s =3 ~ e sed Children, the Jail, and the House of Detention.

.3:'.:=:=§='=._-5;-\ x was done under the auspices of the Board
== ne Wor oo d in each instituti
SR ciligious Organizations, and in e R

The development section . [ rorent, technique Was employed. We had to be very
Il

while striking the repeated notes would
simplify the execution somewhat, but this
seems to spoil the effect. What do you sug-

gest? The tempo is quite rapid.—E. F.

Conducted by

Karl W,

A. Either fingering you have suggested

is possible, but I believe that you can get
a cleaner and faster articulation by using

About Conducting

just the fifth finger for each note. Or for Q--1. What 15 die getietit S B

giving a cue beat in conducting? One

added strength and brilliance, you might woman tells us that every cue beat should
even use the fourth and fifth fingers begin from the left side, below the heart.

simultaneously.

There is scarcely ever any one finger-

This would not always follow the direc-
tion of the beat preceding the beginning
of the music and therefore doesn’t seem

ing which is right for everybody. Each right to me.

performer must choose the one which fits ._2. In congregational singing, if the group
his hand the best. Tf you feel that you is so large that it is impossible for all the
must alternate fingers, use the 5454 that beople to see the conductor’s baton unless

it is held quite high, is it permissible to

you suggested. Or try 5434, 5434. In any raise it high enough for all to see?
case, I agree with you that the lower 3. Will choppy baton movements hinder
quarter notes should not be released even the How of the music? Should the baton

if the damper pedal is used.

What Is Its Title?

Q. Enclosed are the opening measures
of an etude from Selected Czerny Studies
(book three) published by Theodore Pres-
ser Co. I would like to know the title and
opus number of this beautiful study.

—R.W.

Moderato

A. This is from Czerny’s famous School
of T{elocity, Op. 299. This collection of
stufiles contains forty different etudes, of
yvhlch yours is No. 34. So far as i kn,ow
it has no other special title. :

A[)out Accented Grace Notes

Q. An argument has come up i :
in school
about grace notes. Our teacherpstated thgt

me that such notes are not acc

C ented un-
less marked with an accent. Will ycr)lu
please straighten us out?—I.. D.

: A. A grace note with a str

it is called acciacatura and i%kfs tl}llgt? 1:5:}}
cented; but a similar small note without
the stroke is called appoggiatura and it
does re.ceive the accent as well as taking
a poqmderable bart of the time of the
pr1nc1pa.1 note. You will find this and
plained in my
d Terminology”
from the pub-
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come to a stop at any point in the beat
pattern?—Mrs. A. M.

A. 1. There is no general rule. Often
the cue beat is simply a slight movement
from the wrist, and it is as likely to be

an up-and-down movement as a side-to-
side one. It depends on where the baton
is going from there: if it is to move
downward for a strong beat the cue beat,
is usually upward; but if it is to travel
toward the left for indicating an attack
on an unaccented beat, then the cue beat
is likely to be toward the right. ¢

2. Yes, the baton movement must be
seen, else the conducting is ineffective.
Most conductors hold the baton too low.
Try raising your arm high enough so that
thg elbow is about level with the shoulder.
tI'hlS may seem awkward at first, and it
is likely to tire you until you get used to
it. However, a high arm usually makes
for freedom of movement, and in the
case of large groups it certainly makes
for better visibility too.

3. Ir} general the type of baton move-
ment is determined by the character of
the .music. If the music is broad and
flowing, as, for €xample, Handel’s Largo
then the type of baton movement must‘:
expr'ess the flowing character of the
‘I‘nusw. But if the music is quick ang
dancy,” then the baton must dance too
d~elts'e th(:) “conducting” {
ucting but merely time beati
really fine conductor allows t?laétlliglisig‘{clg

Fhrough—and then ext
Ings so that others ma
and be stirred to simi

may say that anything g conductor does
g]l?t riflilects the music is right; but any.

n ‘ : :
i ngg at does not reflect the music is

In general the baton d
: 0es not com
standstill unless there is g hold, or uif:s:

therg is some necessity of bProducing g
s};ecml eﬁect'—such as the Pronunciation
O an explosive consonant, for example

ernalizes his feel-
Y see his reactions
lar feelings. so we

eéréend

Professor Emeritus
Oberlin College

Music Editor, Webster's New
International Dictionary

Nc[z question will be

answered in THE ETUDE

dress of the in

uirer. Only initic
or  pseudonym given, & T ATl

You will find all these m

atters fully dis-
cussed in my hook i

y “Essentials in Con-
and I suggest that you get a
copy from your library and study it.

The Analysis of

. Q. 1. T have bou
. C Minor and h

Musical Forms
ght Mozart’s Concerto
have trouble analyz-

1d be obliged if you
an of the first move-

ing its form. I wou
would explain the pl
ment of this concer

o suggest
with musical form?3 . ks

A. 1. The first movement of almost

pata-allegro form,

“FORW ARD MARCH wiTH MUSI

a statement by the pian, of t
~ in the key of E-flat majo m‘
lation begins with the o,'c
ment of the chief s
which here displaces the exm
of the A theme,
2. For a general study
I would recommend *
Form” by Percy Goetschiys, gy
ough study of the concert '
nothing finer than “Essyy
Analysis,” Volume IIT (Conges
Donald F. Tovey. Both vol
obtained through the
ETUDE. o publlshm
3. I am sorry that I do 1ot by
particular edition of the Byys
tions” at hand, but I believe I ez
your question nevertheless, T4
tions” are usually regarded as g
partite or tri-partite (that is, inj
three main divisions), but there
disagreement among authoriti
Jjust how these compositions realsy
be analyzed. So if T were you, 1
cease to worry about the matfeg
had a real understanding of u
form and could come to some con
of my own. In any case, the fom
sions would make no differenc
playing. You are quite right ing
that they should be played conin
It would be altogether wrong fo
a stop at the end of any section
Possibly you are confusing i
of the two series of Inventionss
forms of the Inventions. The fif
to the fact that in the first sers
“Two-Part Inventions”) there &
voices or “parts,” while in the®
series (the “Three-Part Inve
there are three voices or “parts'
ever, if I am wrong in this, then§
ing now of form or design, I ané
you are not right in consideringdl

of mugy

sic to be mainly in two parts. Bil!f

not answer such a question categ
An adequate reply would demand
an entire book!

4. Whether or not repeat sig
the form depends upon where i
cur. Usually, however, they do 1ot
conventional, for example, to e
exposition of the sonata-allegn’
but this in no way alters the forn¢
movement as a whole.

Is It an Appoggtaturﬂ?

Q. Please tell me how this doubt’
poggiatura taken from “The Leg

Sleepy Hollow™ by Ira B. Wilson ¥

be played. I was told to play it 8%

the two grace notes were each fi

principal note. Is that the correct ¥
—Mrs.B

e ===

A. T cannot put my hands 01 ¢]
of the work from which your ilis]
is taken, but I believe I am right”
ing you that, in the first place "
an appoggiatura; and that, in the*
place, your teacher is right in @*
you to play the grace notes and
cipal notes so as to produce &
rolled chord—an arpeggio.

THE F

£

oful, 50 as t0 convince the hea(.is of the§e institu-
ns timt this could become a highly desirable and
‘. " nely workable theory. We were instructed also
smﬂe and to be cheerful and friendly with the
atients. L =3 s
only experienced and tra_med musicians and singers
e permitted to engage in the work, and as there
re no funds available for suc_h' activities, it was all
) a volunteer basis. The musicians 'had to be .good
ayers, because we could not risk tiring thg patients.
| perience proved that at the hospitals no violoncellos
d be used, because the low tones of th_e instrument
emed to have a depressing effect. The sick could not
dure the heavy vibrations. For this reason, violins
ere used more often. :
only those singers who had soft, sympathetic, mellow
ices were acceptable for this work. No hafsh tones
bud be inflicted upon the ears of 'Qhe patients. An
right piano, equipped with rubber-tired wheels, was
ed from one ward to another. The musicians were
essed in bright, cheerful-colored clothes, avoiding
ything gaudy. Doleful blacks also were shunned.
we usually had a
oup of three musi-
ans: & violinist, a pi-
ist, and a singer, with
leader who had a sort
supervisory status, to
ure the proper type
music and entertain-
ent. Hymns were never
owed, as they were
0 depressing for the
ck, and especially for
ie mentally disturbed.
othing was pitched too
igh or too low and no
volved classical music
as used. It required
eat care to select the
ght kind of music for
e day. Sometimes we
ad to be able to switch
e type of music at a
loment’s notice, if we
bind that it was hav-
16 an undesirable effect
bon the patients. The
fograms  were always
Hort, 50 as not to tire
¢ patients; it was bet-
I t0 leave them with
desire for more. These
"0grams  were  given
Vice a week, by al-
“Mating musicians in
Ch Institution. It was
€ aim to have as much
iiety as possible.
And now let us visit
€ City Hospital. I was
€ violinist and could

8¢t around” faster than some of the others, who had
l- Wait for the piano to be moved. Immediately upon
(‘ arrival in a ward, T would start playing something
V and bright as T walked through the aisles between
¢ long rows of beds. Then the singer would give 2
0 Or two with piano accompaniment. She tried to
%0se something with a cute little story to it, and for
% reason, she had to be able to enunciate well so
hy the patients might follow her and understand
2t she was singing. The pianist then would give 2
o 2" Which sometimes was a pianolog. We would
b with another violin solo, then pass on to the
¢, Vard, where the patients by this time had re-
1 u;leq news of our arrival and were eagerly awaiting
i

h

ext
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SYLVIA WALDEN

The greatest proof of the effectiveness of our work

Music for the
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Mentally Disturbed

éy Sy/uia

was found in the fracture ward, where pain-wracked
bodies ceased their tossing, and where often the pa-
tients were left sleeping with a smile upon their faces,
after we left. One day a dear little old Italian lady
with a withered, crinkled, smiling face called me over
to her bedside and, telling me with her “Gracia,
gracia,” how grateful she was for the music, presented
me with a nickel, which was all she had. The nurse in
attendance told me to accept it rather than hurt her
feelings. So I took it and purchased some ice cream
which I ordered sent back to her when we had left

her ward. Of course we
had many requests for
My Old Kentucky Home,
and other familiar songs.
We always complied
with these requests if
they were suitable and
not too sad. We en-
deavored to leave the
patients with smiles
upon their faces, and
asking for more music,
or better still, asking if
we would come again.
One woman called me
to her bed and asked me
to play there, as she was
somewhat deaf. I played
louder for her. When we
asked the woman next
to her if it disturbed
her, she said, “Oh, no.
I've a little headache
today, but it’s all so
lovely I don’t mind.” By
the time we were ready
to leave she was fast
asleep. These programs
pleased not only the pa-
tients, but also the at-
tendants, for we were
often met at the door of
a ward by a nurse or
an attendant who whis-
pered in our ears that
her burdens had been
lightened by our music.

When we went to the
Infirmary or Old Folks’
Home we could take a

larger number of musicians—trios, quartets, or small
orchestras—and play a different type of music, such
as gay little dances, popular songs, and so fOl't‘I.l. The
old folks sometimes would get up and dapce jigs, do
the cakewalk, or some of the other old-time dances.
Once, one of the old men, whg looked to be at le'flst
eighty, asked for my violin, which I handed over with
fear and trembling, for he _looked scarcely _strong
enough to hold it. He took the mstrgment, and mstea.d
of pui:ting it. under his chin, put it dowp below his
‘shoulder and sawed away on it as they do in those old-
time fiddler contests, playing Turlfey in the Straw,
and all the old favorites. It made him so happy to be

laying aga. e z
g fiwgdays later, to amuse him in his many spare

‘moments. - - .

in, that we had an old violin sent to him,

“FORW ARD MARCH WITH MUSIC”
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We next went up to the “optimists’ ” ward. The occu-
pants of this were old ladies, and no one was allowed
there but those who could always smile. If they were
not always cheerful, the rest of the women put them
out. There were ruffled curtains, with a cheerful yellow
figure in them at the windows, which the ladies them-
selves had made. The room was bright and sunshiny.
How they did welcome us with our music! Their re-
quests were varied and numerous. One of them sur-
prised me very much by asking for the Ave Maria.

A BReal Test '

‘The Sanitarium was the greatest test of all. What
is “physical culture” if it does not mean a healthy
mind as well as a healthy body? One cannot have a
healthy body if one has not a healthy mind. These
visits were a lesson in psychology. We not only had
to be trained to meet any emergency which might
arise, but also had to be natural-born psychologists
as well. We could not register surprise, no matter what
might happen. We had to deal with the situation as
if it were an ordinary, every-day occurrence.

This institution houses three thousand, four hun-
dred patients, some of whom have been found to be so
greatly improved after our visit there that they are
allowed to go to their homes. The buildings and
grounds cover about five long city blocks. The windows
and doors, naturally, are barred to prevent escape.
But the patients get plenty of fresh air and sunshine,
for they are taken out-of-doors daily for a walk and
recreational exercise.

If we happened to arrive while they were engaged
in this activity, the piano was rolled out on the lawn
and we held a little “community sing” for them, in
which they all joined heartily. But if the weather was
inclement,. we stayed indoors and went from ward to
ward. For the sanitarium programs, we used a trio:
violin, violoncello, and piano, and also a singer. The
violoncello could be used here, for the exercise of the
emotions caused by the low tones was good for these
patients. In fact, we were greatly pleased at any sort
of reaction, for some of them would sit for hours, as
if in a stupor. If we could get their minds off them-
selves, we felt amply repaid.

The Audience Participates

Most of these inmates had been average American
citizens, just ordinary folks, such as you and I, before
something happened to send them there. We found
business men, professors, singers, musicians, actors,
and people from all walks of life. In one of the wards
there was an assembly room which they would pre-
pare for our arrival, arranging the chairs in rows
facing the piano. The trio, which was composed of
Katherine Johnson, pianist, Arthur Lieser, violoncel-
list, and myself, violinist, entered the room and tuned
our instruments. This had to be done very quickly, so
as not to annoy the patients. One day, before we had
played even a note, one of the patients said, “I wish
you all would go home; you bore me to death.”

During the playing of one of our numbers, a woman
arose from her chair and came toward me. She started
picking imaginary objects from the edge of my music
stand. The attendant satisfied my curiosity by telling
me they were imaginary butterflies. Perhaps the shape
of the stand itself had reminded her of them. Always
when we went there, everyone (Continued on Page 292)
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°  Howard Barlow is, perhaps, the country's best equipped expert on American musical trends. His dis- . l
tinguished work carries him into fields of performance values and audience-reacf:on”val'ues fhaf_ are bu'f’ - = I ‘ s
seldom investigated by the same man at the same time. As Conductor of NBC's "Voice of Firesfone E > = - — : h {
program, Mr. Barlow devotes himself to music that is popular in the best sense of the word. As : 2 5 ; | . i g @ > 1 =
Guest Conductor of the New York Philharmonic (Barlow and Bruno Walter are its only guest conductors 2\/‘%#& =

for the current season), he devotes himself to the best traditions of classic repertory. In an effort to
discover who is responsible for America’s music and how its standards may be improved, Tl—!E Etuoe
has asked Mr. Barlow to comment upon if. —Epitor's Norte.

HOWARD BARLOW

it.” Beyond that he cannot really be expected 5 4 e i/.___\
I remember an interesting experience of my g % o fLe

Baltimore. Then as now, I believed in Americanm ~®

ing music is to remember that, in any age, its

existence does not depend on professional
musicians alone. To be sure, the artistic professional
composes and performs our music, and the commercial
professional organizes its presentation—but its final
acceptance lies in the hands of the average citizen,
sometimes trained, sometimes not, who makes up the
audience. This average citizen, then, is as important to
the music of his time as the composer or the inter-
preter. Our most austere classics were written, not as
exercises in the mechanics of composition, but as enter-
tainment for a public. Mozart wrote commissioned
operas. Haydn wrote for Count Esterhazy and his
friends. These works of genius had to be enjoyed by
the people before they ceuld become vital and telling
influences in the long continuity of musical life. Now,
that is true in any age, any land. When we speak of
America’s music today, we must think of the average
citizen as well as of the composer and the interpreter,
so that we may arrive at a just perspective of the
bridge that links them to each other.

Each to His Own Taste

“We know perfectly well that not everyone is musical.
Part of our people will begin and end their musical life
with jazz. There is neither harm nor danger in that,
so long as we accept it and spare ourselves the effort
of trying to force them to enjoy symphonies (or to
influence symphonic composition by jazz standards!).
The far greater part of our people, fortunately, do
enjoy good music. Which leads us to the definition of
good music. What is it, really? Certainly, it must be
something more than music that was written a couple
of centuries ago! To me, good music means simply
music that is correctly written and that has the uni-
versality of appeal that gives it vitality and endurance.
In this sense, an eighteenth-century dance in the form
of a Mozart Minuet is no ‘better’ or ‘higher’ than a
twentieth-century dance in the form of g melodic
waltz by Gershwin or Kern. The aura of tradition does
not make the music ‘great.” The process works just
the other way around! It is the charm and vitality of
the music that allows it to live long enough to take
on the aura of tradition!

“Believing as I do, then, I see three separate groups
involved in the building of America’s musical tradi-
tions, and each one has its own responsibilities. First,
there is the composer. To many of us, this question of
the American composer and native American music is
a sore one. So far, America’s popular music is more
convincing than anything she has produced along
classic lines. There are two reasons for this. The first
is that American music has been so long influenced

£ T HE FIRST STEP we must take in understand-

by European forms that it has only recently begun to
evolve forms of its own—forms which, by their very
recency, have not yet penetrated to the majority of
the people. It is not a question of whether these native
forms are ‘good’ or ‘bad’ or ‘better’ or ‘worse’—it is
simply that they have not yet had time to become
fully understood. Maybe our modern native forms will
revolutionize music; maybe they will be forgotten fifty
years from now. No one will decide that but the people.
The second reason why American music is no more
convincing than it is, grows directly out of the first.
Conditioned by the fact that they are not completely
understood by their own people (in the sense that
Schubert was understood by those .good Viennese
burghers who got the chance to hear him at all), our
composers are self-conscious.

The "Problem” of the American Composer

“Our American conservatories are turning out musical
craftsman of a technical command and fluency that
is nothing short of startling. Yet when they turn these
resources to expressing their own musical thoughts,
the result is often not at all startling. I think I know
why. Our young composers have not yet learned to let
go and be utterly, completely sincere. If a young com-
poser feels the desire to express himself melodically ia
the key of C-major, he curbs this desire and makes
himself speak in dissonance, in atonality, in any form
that happens to be the fad of the moment. He would
feel covered with shame if his natural expression were
to come out freely—and be branded as ‘old-fashioned’!
Now, the public does not care a rap for fads. Our
American people will welcome anything that pleases
them, in terms of beauty, vitality, and universal appeal.
And there you have the deadlock that makes our
native composer a ‘problem’. He is writing for g group
or a fad or an effect, but not for the people. And the
people do not understand him and do not need him.
- “The interpreter can be only partly helpful in bring-
Ing composer and public closer together. He cannot

writing—he cannot make

» and offer it to
‘Here—I believe in
you hear it in the
ay see if you want

thg people'in a way that shall say,
this work; hence T am going to let
best style I can, so that you, too, m
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But then I thought that all I had to do wasf .

enough of it and the people would come to belis
it too. Accordingly, I piled it on! Week after yat
performed several American works—and week i
week, the audiences grew smaller! After a few
I took out some of the new native works and
Tchaikovsky, Brahms, Mozart, Beethoven—ani
audiences expanded to the point of Standing
Only! In that way, I learned my lesson. WasI%
and the audience ‘wrong’? I haven’t any idea!T
I believed in the native works I played. But as o
the people did not, those works did not expres i
people and could be no vital, enjoyable inspiratin
them. What I do now is to give my audiences ik
of what they want; and always, to introduce one ,
that I am not sure that they want, but about
I want them to decide for themselves.

The First Symphony on the Air
“And so we come to the people themselves. M
talent is inborn but musical taste is not. If ms
formed. It is our business, today, to form th”’,.
tastes of tomorrow ... and an inspiring job ii*
comes, when we look back to what radio alone >
accomplished in the past two decades. EV"’T;v a{_
today can remember the status of radio music
broadcasting first began. I well recall the ominousF
nouncement that the radio public would not stand’
a full symphony! That was enough for me. The {0
ing week, I put a complete Haydn Symphony o
air. It was the first time an entire symphonic woi*
ever been broadcast—and there is no need of Wm\:
to what followed. Nor is listening to music tbe®
result. Today, there are something over eightyﬁ;‘.
sand orchestras and bands making music in oUf
Certainly, not all of them are of significant s
tions. But the point is not their professional §%4
cance. It is the fact that there are enoughﬂ
interested in making music themselves 10 W
the existence of these organizations. i
This means that our people are steadﬂy.w.u&;
more and more independent in their m“ﬂmv]'
ments. It means that they are gradually {0
definite pattern of taste. This taste will be TEEC
In commercial surveys of public preference and %
office returns—but it will be formed only by {8 pf;
themselves. Ang, to me, that is just about t.hee
thing that coulq happen to our national muslf:’f':
not of the slightest importance if the Surves
years hence show that we prefer Mozart &0
or Brahms to Tchaikovsky, or Gershwin t0 €/
else. It is of the greatest importance to find A% i
shaping a definite pattern of musical taste. TH.,
haps, is the only way in (Continued on P
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The Teacher's
flound Table

(Continued from Page 252)

My short preliminary talk to the
. went something like this:

. . 7
LA LI’I’L/OOI’tmd tf‘,}ie?;isnzeyou will agree with me that

éui/c/ing or a Z/é
¢ is one of the best sports in the

the A
: ond, bub that unlike many sports, you
t . m, i jst for fun—there’s 1o competi-
on 10 b What everyone does in music
e w5
YOUNG PEOPLE, WHILE RECEIVING | ... ru suing to nave & sooc
A MODERN EDUCATION, ARE ESTAB

ime playing for you. I'll probably enjoy
LISHED UPON THE WORD OF GOD—

myself a lot more than you will, but I
ope you'll like the music, too. I shall

A FOUNDATION WHICH ABIDETH

FOREVER.

L done for the joy of it; aqd of course
ke best Way to enjoy mg§ic is to play or
; gyourself. ... A musical instrument
i o mighty good friend . . . even better
pan & human friend, for it’ll do any-
jing you ask. . . . A piano- will turn
inter into summer, it will dance for you,
i will mirror every mood, it will laugh or
1y With you, it will share your inmost

blay several different kinds of music for
Loi—some of it music of one hundred
ears ago, and some of it just hot off the
bress. Many of you will prefer the older,
bolassic” music, others will like the
nodern, more jazzy kind. ...I don’t
are which you like better, for I think
hat the best way to enjoy life is to find
lleasure in everything—the serious as
” ell as the light side of things, tragedy
s well as comedy. It isn’t necessary to
be either a high-brow or a low-brow. . . .
Why not be a “Both-Brow”? ... Why
an't you have just as good a time at a
bymphony concert as at a basket-ball
bame, or at a serious beautiful play as
ht a movie?
“The first number I shall play is . . .”

Letters From Round Tablers

During guard relief I look over a grist
Of letters from Round Table friends
terywhere, . . . They are all so fascinat-

g that T have difficulty in choosing
txcerpts to share with you. ... . Here are
oome brief high-lights:

.
Ame ol

—which has had o 75% increase in enroll:

ment in the last three yearé—-—oifers voice,

“Iam so grateful to you for the talk you
had with my daughter. . . . You told her to
be polite and ingratiating to everybody,
and to get an “A™ average in her school
Marks, You did exactly the right thing. You
$e¢, she wouldn’t listen to me, and refused
dﬂ work for me, but now mother isn't so
aumb, after all! . . . And you told her ex-
ctly the same things I had harped on. . . .”

—Mrs. R. C. B., Minnesota

plano, pipe organ, violin, speech, and ar

e‘ies, it's always like that! Children
arer listen to the exhortations of their
n6nts, but let some outsider—almost
ruﬁ stranger or a dumb kluck like yours
amy“C(_)me along and repeat the very
i thing; and the youngsters hearken
1t a5 to the word of truth!

(th- R. C. B. writes enthusiastically:
OUnen I started teaching this year, I
; l((i that. my students and I played off
eys‘eys—ln the air—more than on the
% 80 We are practicing key contact,
:?‘Ed" and “plucked” staccato from
e €y~tops, “flash-bounce” with active
388} consequently everything sounds
! udl‘hecause of surer control. All of the
‘ a_en_t,g do “up-fling” and “up-swing,”
Oug‘t,bf\ISh” touch, “squashed” 'scale
VNS, swift  “flipping” preparation,
%L:n” are learning to play without

ny Liberal Arts College
2ate School of Religion

luate School of Fine Arls

For detailed information write-

JONES JR. BOB JONES COLLEGE

Cleveland, Tennessee

FORW ARD MARCH WiITH MUSIC”

HE HV
£ 4Y, 1945

do‘g;‘r’l‘ft"ié‘fﬁgs one dizzy Just to read it
to complain fc ance here for the pupils
; of having to practice “dry”
technic. . . . Bravo for R. C. B . . .
playing for thelbaratmgly: > haye Hacp
when I play for Otylj b e
iy 0. y em at the e.nd of a
y of bracticing, teaching and
household duties, I am exhausted, but
}Vheq I leave there I feel revitalized, as
If T just had a good rest. It is amazing
to me that nine out of ten of them re-
spond be.tter to Brahms, Bach, Chopin,
and the like, than to the Boogie rhythms.
Yet, a great majority of them have had
little or no musical background.”

D. M.’s letter corroborates the experi-
ences of many another serious. artist
who plays for our “armed forces.” How
can we reconcile the statement that most
of the men have had little training in
listening to good music, with all the so-
called public school music appreciation
courses so long and so universally given
throughout our land? . . Something
wrong somewhere!

D. M. continues: “Recently. a violinist
and I went to the psychopathic’'ward of
a military hospital to play to about twenty
boys—all seemingly in fine spirits. One
curly-haired, chubby blond chap, about
twenty, was in a particularly good mood.
After we had played for sometime he
requested Schubert’s Ave Maria. =
the middle of it he broke down, sobbing.
A doctor was called in who took the boy
from the ward and worked with him. ...
We have just been informed that because
we were able to bring him to a normal
emotional state, that boy is back today
in daily army routine.”

Just another instance of the contribu-
tion music therapy is making in the re-
habilitation of such cases. Hospitals
everywhere are enlisting volunteer part-
time aid of musicians, willing to make
this their “defense” job. Round
Tablers, why not inquire if you can help?

Even voice teachers rejoice greatly
when they are taught te “sing” on the
piano. . M. E—Brooklyn tells her
experience: “I have been teaching a sing-
ing teacher who is so thrilled at the
lovely tones, SO satisfying to her ear,
which, for the first time in her life, she
can now produce on the piano. She had
never been taught to play fup? .. . Even
the end of a beautiful song would be
played with a heavy, downward plunk.
. .. Her tone quality jrritated her, and
the weakness and stickiness of her
fingers, in spite of a great deal of prac-
ticing made her frantic. . . . The first
time she was actually able to play three
notes in one impulse and produce a rich,
vital quality she was SO excited, she
kissed her fingers and said, “Fingers, you

are wonderful!”

She should have said, “Teacher, YOU
are wonderful!”

And finally, Mrs. A. T. Van D. (Minne-

sota) sends in a prayer for teachers of

music: “Give me a desirable personality,
plenty of vitality, a deep kpowledge of
our art, genuine love of teaching, an awe-
some respect for the profession I repre-
sent and deep gratitude for the privi}ege
of serving in this humble but glorlous
capacity of minister of music.”

To which we add a fervent “Amen” .. .

* * »

«My heart, which is full to owverflow-
ing, has often been solaced and refreshed

by music when sick and weary.”
—MARTIN LUTHER

TWO VALUABLE

Free Booky

YOU SHOULD HAVE!

Whether you are teacher, bandmaster, par-
ent or student, you'll want one or both of
these valuable new books. Parents will be
especially interested in “‘Music, the Emo-
tional Outlet for Youth.” The other book,
“Fun and Popularity Through Music,” is
written expressly for youth. Just fill in the
coupon and mail it today. We'll send the
books postpaid, free and without obligation.

C. G. CONN LTD., ELKHART, INDIANA

For PARENTS

A 2-color book of
pictures and text
showing the advan-
tages instrumental

music training can

give your child now
and in later life.

=

TEACHERS, NOTE!

These books - are
important to you.
They're certain to
help increase yout
student entollment,
Send for your free
copies today.

O Music— The Emotional Outlet for Yaz/th
O Fun and Popularity Through Music

Name

P —————— R PR R et R R o B

C. G. CONN-LID:;; 513 CONN BUILDING, ELKHART, INDIANA
Pléase send postpaid, free and without obligation, the book checked below:

- Address
Gy

State.

Iam a [ Teacher [J Bandmaster

“FORW ARD MARCH WITH MUSIC”

[] Parent

[ Student
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One
of the
busiest
and most
versatile
singers
in Radio

to-day is

HARRISON
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Mr. Knox sings

BLUE ARE HER EYES. ... .. .Winiter Watts
(Pub. by Oliver Ditson Co.)
THE LAST HOUR. . ... . . . A. Walter Kramer

(Pub. by The John Church Co.)
A BAG OF WHISTLES. . . . . . Bainbridge Crist
(Pub. by Oliver Ditson Co.)

BY THE WATERS OF MINNETONKA

: Thurlow Lieurance
(Pub. by Theodore Presser Co.)

KNOX

Mental Projection
in Singing

(Continued from Page 249)

of spirit.
Mental projection

sing; their technical facilities are in goo
order—then what happens to the tone

For one thing, the singer always works

under the disadvantage of not being abl
to hear his own tones as others hea

them. Another explanation is that the
singer does not build his tone mentally
before vocalizing it. Unless there is some-
thing seriously wrong with your produc-

tion (and let us assume there is not!)

you can bring out that tone that you
have prepared and determined in your

C (such as
“Whlte” tone, constricted tone, uncertain
pitch) can be eliminated by thinking the
tone. correctly before singing it. In like
fashion, the entire matter of coloring
tone (which is by no means the same as

mind. Many minor errors

THEODORE PRESSER CO.

MUSIC PUBLISHERS AND DISTRIBUT
1712 Chestnut St. PHILADELPHIA 1. PA. a0

OLIVER DITSON CO. & THE JOHN CHURCH Co.

pushing or forcing it!) begins in
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sing. For that reason, it seems to me a
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STANDARD HISTORY
OF MUSIC

Latest Revised and Enlarged Edition
By JAMES FRANCIS COOKE

The author, who is
.author, wh esteemed here and abroad
t‘};mixg} and a gitted writer on music subjects h‘;ss adnrai:'l:;
?ng niemh lrfscrvous of experience gathered from teach-
;A'Bfld-nsgtaerg h“g?cvelf,ouim(ti persl((mal acquaintance with
‘orld-noted m o0 make possible the i
f]?ir:rek:"g,klulcixcxous scope and practlijcal arrangeeml:r:?e;%
!h‘i§ b(;gk‘ n a style rivalling a graphic, well-told tale
s knowlégézes;ffurlnly _ful}f:)ls its ;nission to impart a use-
I kno usic history from the earli v
f]a‘flt;, xcyz)igmments, and composers to the epc;g;t—r;(:l(()i“nn
c—duvgn’on Posets, and the present eminence of the art iﬁ
nelddin L In our social life, in the band and orchestra
aed tex?pir(?ol‘:ng in rladlo andbmotion pictures. It is an
deal or class use because the logi
E;]zctrxnciall(egr{fngem.ent simplifies the work of ?hgé(xtic}acé}anecrl
- clas‘; menlg subject clear, interesting, and entertainin
Sl crs. Each chapter is just long enough f .
story lesson assignment and is folllowed by a tgf ot
i/}l:;tngns].: Its historical charts inde i tored Mo
urope are ¢ teachi i i
e i]lup ire also great teaching aids. It includes

ciation of hundreds of names and

Chapter Headings of a
Jew of the many subjects
covered in this volume

How Music Began

What Polyghonic Music Was and

How It Came to Be
What Early England Gave to Music
The Wonderful Bach Family and
Some Musicians Who Lived at
the Same Time
How the Organ, the Violin, and
the Piano Influenced the Art of
usic !

Johann Sebastian Bach, the

of the Polyphonists _ g

Franz Joseph Haydn and the De:

velopment of the Sonata and the

Symph S word. 2
Chgil“gﬁﬁnywmibald Ritter von ﬁ;i]{gg9(;]%;13:1&311;2?13“'511 o¥ek 190 SUEj%iffg?c-g?nggfégl
tick Sand g ! S . permanently val %
Opera ? SelEn of e volume on important composers and vital r;?xts’ig i

e
Rt fony
G;};:t Fl}l?trg;ih Composers oufsmt':f
Thel?\;g?er;-;hlxcr?stgrg and Its Com(i
Relzgrsxirz;reat Virtuosos of the Pian
. it T -
fee y Twentieth
Newer American Musical Lights

Cloth Bound—~Price, $1.50

THEODORE PRESSER Co.
, Everything in Music Publications
1712 CHESTNUT ST., PHILA. (1), PA.
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mistaken practice to begin work with
rather heedless, burely phy:zical, vocaliz-
Ings and then expect to “put in the color”
(?,nd the other “effects!”) at some later
time. The point is that the effective tone
—whether it is part of a phrase, or
whether it is simply a step in a sca‘le—
mqst be planned as a single whole, before
it is sung. If you consider it as a single
thle, you will quickly abandon the
habit of vocalizing first and then laying
on the “expression” in second placé as
a sort of veneer. ’

The Essence of Vocal Eminence

The singer who develops his :

mgntally finds a number cE)f interes‘?i)xlllg{
th{ngs happening to him. He looses super-
ficiality. He deepens his thought powers
ﬁe learns to make friends with himself
In terms of an endless series of “Why’s”
.—W.h,u shall I do this? Why will my pro-
chtlol_ be more vivid? Why did Margue-
rite (or Elisabeth, or Micaela, or anybody
glse) behave in one fashion rather thaﬁ
m'another? He reaches into the deepest
pemg. of the bersonage, or the song, h

is to §nterpret. Also, he will find all éelff
consciousness gradually disappearin

Finally, he will learn to discover his o s
resources and his limitations, e
: The essence of vocal em
In production techniques
cgr?ect broduction used as
guing-out of person
has yet stirred the

inence lies, not
alone, but in
a basis for the
al qualities. No one
world with a high-g

see them in new perspective and fresh
light, and that is how I learn. And there
is so much to learn!” It seems to me that
one can never reach into the hearts of
others without something of this humility

should be begun
with the first tones the young singer
sends out. I am sometimes asked why it
is that experienced singers sometimes
produce “bad tones.” They know how to

. > the
mind—in the mental picture the singer MOTe to the outside of the lip. Vibraiin

makes of the tone-quality he wishes to

found mn the casual commeng

tossed out about singers: «5 200d ty

Seen

but no brains”—“the voice hag
best days, but what a thrill j; giy
The least-schooled hearer s c? %
that something else must cq
the mere notes of singing, p ;

something else that, to me, js thlst
element of singing. It can pe de:
through mental projection. 5

hi'
dh

101}5'_

(Continued from Page 260)

CONSONANTS

Articulation of consonants takes
at the mouth. Usually they are bmk:f
up into silent contacts B, D, G; breaL:
percussion P, T, K; or singing Consonz
M, N, L. A simple division of consongy;
into lip-teeth contacts and tongue-pgy,
contacts follows:

Lip-Teeth
P-B-M-F-V-R-W
Tongue-Palate
L-T-D-N-K-G-Y-H-8-2

C takes the sound of K or S,

P, B, M. Bring the lips close togtl
then separate. P is made with a puﬂlf
air; B with vibrated breath; and ¥ i
the singing tone in a shut position,

F, V. Formed by placing the up:
teeth in the center of the lower lip, Wi
the air comes you hear the F. The yi
made by approximating the upper tegfh
and the lower lip at a point slightly

d

?

e
r

»

is substituted for air and we have f
V sound.

_R. Back of the tongue flat in the mout:
with a slight vibration at the forepart i
the tongue.

W. Contract the lips as in pronouncis ]

Ooh; hreath passing through the openi:
produces the W sound.

L, T, D, N. Made by pressing the f
of the tongue against the front of it
roof of the mouth or hard palate.

J. Raise the middle of the tonguell
the hard palate; vibrate sound.

K, G. Y. Raise the outside edges of i
tongue and press against the hard palat

and back teeth. Retract the tongue aui §

vibrate sound.

H. Chest is kept still; tongue flat
mouth; a slight movement at the i
palate produces the H.

S, Z. Teeth together, tip of tongue
panded and raised to a position in
middle of the mouth between the hat
palate and the bottom of the moufl
Just behind the upper teeth; air forct
through makes the § sound and vibraitt
air makes the Z.

X. A compound of EH-KS. Made Wi
the same shut position as K, followed i
the S sound.

By combining one group of consoniif
Wwith one vowel tone at a time, and sit¥
ing or saying them, we cover all of ¥
sounds required in any language.

EXAMPLE
Le, Te, De, Ne, Ke, Ge, Ye He w!
Pe, Be, Me, Fe, Ve, Re, We. Then use t°
other vowel tones. 4, 4h, O, 0ok, i
later, 7 and U with each consonant P
fixed to the vowels. :

0y
e thl‘()ugi

“Putting the Words yy |

—
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_Answered by DR NICHOLAS DOUTY

AS HE PLAYS THEM

quate words will encourage you to lend your
talent to this very fine and necessary work.

IMPORTANT!

MISSOURI WALTZ (Swing Armrangement) Owing to extreme wartime paper restrictions, all

INDUSTAN inquiries addressed to this department must not Ty i i

:OWN BY THE OLD MILL STREAM . exceed onc hundred words in length. The Aspiring Young Singer of I:lmlted Mea‘ns
THE ALAMO Q. I am twenty, I have a fair tenor voice

L with the ambition of becoming a singer of

THE ONE | LOVE (8clonss to Somebody Else)
JITH NO MAN OF MY OWN

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

forster Music Publisher, Inc.

216 South Wabash Avenue, Chicago 4, lllinois

popular songs: I .am entirely ignorant of
music, but I have much love for it. I started
piano lessons for I believed it would teach
me more about music and enable me to play
the pieces I wished to sing. I can-take only .
one voice lesson a week, because I have to
work. How many lessons per week should
a beginner take? :

2. Am I too old to start musical training?

3. Does it do any harm to smoke occasion=
ally? Please describe the effect upon the vocal
mechanism and explain?—W. Y. Z.

A. It was wise of you to start piano les-
A. We have answered this question many sons in conjunction with your singing. Learn-
{| times in former issues of THE ETupE, some- ing to play the songs you want to sing is the
|| times in great detail. Will you please read quickest and best way to master them and we
|

Again the Young Baritone

Q. I will be grateful if you will answer in
THeE ETupE the following question. I am eight-
een and have just become a baritone. I have
been advised to wait a year or two before
attempting to sing seriously or taking wocal
lessons. Others think it is permissible to sing
at eighteen. I feel only the slightest discom-
fort when singing, and this is gradually dis-
appearing. Please give me your view.—M. A. S.

-

—

these answers? There are so many individual wish every singer would adopt it. If you can
differences between young men of eighteen find a good singing teacher you can scarcely
that no general rule can be quoted. At eight- take too many lessons per week. The usual
een some young fellows are mature men both procedure is to take too few. Take them, as
physically and mentally, while others are still many as you can afford and as your f}‘ee
boys. To which general class do you belong? time allows you and work hard and faith-
The decision as to when you should commence fully at your music. If you do so you are
the study of voice is a serious one. Do not not too old; but if you dawdle away your
take the advice of those friends of yours who time you can never hope to .succegd. {
are uneducated in music and therefore are 2. Excessive smoking, e§pec1ally if you in-
not qualified to advise. Have your physician hale (a.nd who does not )is apt to be bafd f}(:r
look at your throat; then if he thinks your the voice, Abecause the temperature o 138
cords are normal and strong, have an audition smoke is high, somgwhere about 120 to 0
with a well-known singing teacher. If both degrees: The alternation of the rox()imt l;cerrsxpe‘;‘lie
these men think your voice has matured, you ’::KI: gxfa?t?x?:ti’sm ;gtszodeig:rei?:t:nthe ermrlr;ous
R R LR LR menI:branes of the nose and throat. In some
extreme cases nicotine is deposited upon the
cords and the muscles that move them inter-
fering with their resilience. However, an
occasional smoke will do little or no harm
unless your throat is unduly sensitive.

A new invention for pianists

The use of this exerciser a few minutes daily
is guaranteed to improve the touch of any
pianist. It has been stated by many that it
will revolutionize pianoforte technic.
1t develops the muscles of the fingers, hands ‘
and arms in & new and wonderful way, and so
quickly that users are astonished. The ap- |
pliance consists of an ingenious arrangement of |
rings and fine silk covered elastics, which |
creates resistance on the ‘‘downward’”’ and |
assistance on the “‘upward’” movement of the |
fingers. The effect of this is noticed immedi-
ately, greater speed and brilliancy being at- l
|

. FINGER DEVELOPER \
|
|
\

Music as a Therapeutic Agency
Q. I have studied voice for four years, one
year with a well-known teacher in New York.
| Lately I have heard a great deal abO‘l:Lt the
Mle. Sad-meld, by value of music in therapy. I would like to
know if there is any college or school where

ppi - R i ‘ is 1 ht ith relationship to
5 4 NCOUV c. || therapeutics is taught wi : D
el v Vs b ,B | music. T would like to know  if the training

I have had on my voice will be of use in this

study. This seems to be a new field with great
in Christian Songs

chances for the future and I would be gla.d
of any information you ca‘n_gipe me on .thIS
subject. My knowledge of this is very lzmwte.d
but it interests me greatly to think thq,t music
can be used as an did in curing the sick both
bodily and mentally—B. J. w.
® Heard on Gospel Broadcasts
* Youth for Christ Rallies
* Singspirations
Easy to learn, hard to forget! you may have these
soul-thrilling songs—words and music—at your
own piano, in church, school or home. Order one

A. Here is a list of names of individual per-
or more of these popular collections.

sons and of institutions to whqm you can
apply for more detailed information concern-
INSPIRING GOSPEL SOLOS AND DUETS ____50¢
NEW SACRED SOLOS AND DUETS .50¢c

ing musical therapy: The National Foundation
FAVORITE RADIO SONGS AND. POEMS_

tained,

Send for valuable free literature. Order to-
day. It costs less to have one than to be
withoub dti-ewsvmsammsemmvasvivive PRICE $10.

Concerning the Art of Whistling

Judging from the number of questions sent
to us about the art of whistling, the interest
in it must be very widespread. While we have
whistled all our lives, the sound we make
could not by any stretch of imagination be
called artistic. Therefore, we print in its en-
tirety a very interesting letter from an ex-
perienced and skillful whistler, since it an-
swers all the questions submitted much better
than we can hope to do. Here is the letter:

I saw your answer to the whistling ques-
tions in the November, 1941 Erupe, and I
am wondering if my experience may not
answer at least one of the questions, the one
about whistling being harmful to the whistler.
I began whistling in public when, at the
tender age of fourteen, I whistled backstage
for an old-fashioned elocutionist. My visible
debut came one year later when I whistled
Lange’s Flower Song on a high school pro-
gram, accompanying myself. My only com-
petition in town was a woman warbler, also
an amateur who seldom consented to perform.
T was soon in demand in local affairs, where
I took much teasing about “whistling girls
and crowing hens,” but later my tormentors
were glad to have my services.

There are two methods of whistling: 1. The
pursed lips of the schoolboy with outblowing
breath. 2. The indrawn breath, easier, longer
lasting, and certainly pleasanter to see. I
use the second and find that it gives me

; ¢ t
of Music Therapy, Steinway Hall, 113 Wes
57th Street, New York City; Mrs. O. G. Cart-

wright, Hotel Regent, 2720 Broadvyay, New.

York City; Miss Martha Kalms, erector .of

Music, Pennsylvania Hospital, ];h;}lladiphm;

Mrs. Walter F. Franklin, care O e Amer-

ggslV?ERéNgF%EE%Q:EGCHORUSES"' ican Red Cross, Philadelphia; The Walter Reed

SACRED TRIOS FOR WOMEN ___ Hospital, Washington, D. C. : e

LILLENAS” SONGS FOR MEN ___ T 2. Certainly your _vocal studies wi e ~

(Entire set only $3.00, postpaid) great value to you if you have been trlamei

Let us locate YOUR favorite sacred songs. to make a beautiful tone, to. enunciate clearly

Write for Fres ihnisiortatilo, and easily, and to sing quietly and without

L“-LENAS PUBLISHING COMPANY undue phfysical eﬂ;‘oylts, ];‘lgf,emgzznthsginag yt;alg

1 of our pupl

2‘923'0 b B L i?::;ain hospitals with excellent results,.espe-

cially among soldiers who have been inval-

PLAY B Y S I G “ T ided home for a great variety of causes (no-
b i i - tably “combat_fatigue™). The vocalist who  jo5ato, staccato, tongue trill, and coloratura
oué”c‘éffzim’fpiﬁ‘c‘cfc“e““y%ipﬁé‘édasc%'?&‘{sif,‘é’c‘}dﬁé??ﬂ undertakes such a mission must regard her- yith an gradations from pp to ff. The range
10 eliminate this handicap. The 8est Pianists and 1f not as an entertainer, but rather as an  j5 somewhat less than a soprano, usually from
gf’cﬁmpanist_s are Sight Readers, The secret of SZsistant o e it And e e e e s
S‘IgGI}ITREagXl‘)gINg"revealed s B ?he words and the music of the songs must js difficult to find suitable selections. Some
Improve your playing and advance more rapidly. | pe submitted to the musical director before fayorites are Spring Song, Wedding of the
ol RN Wi esk 3,00 they can be performed. Speaking g,eneral}gﬁ Winds, Missouri Waltz, and Shepherd’s Sere-

DANFORD HALL, 1358-AC Greenleaf, Chicago %6, Ill. | exciting music such as operatic arias with - nade.

Results GUARANTEED! o

i tudying sing-
high .. At seventeen years I bggan s/
ls‘z::r;gll}(l)r;icu;fent rhythms and exciting words ing and I have sung publicly for over twenty
Tie bula, seronanen the vl o7ERn, sel

tones, or jazzy tunes with

ing pi : = i i {inued to whistla

i  Calm, soothing pieces, lying com- years. During that time I coniinue histl

}E?)rtt:g;); il’(l: atl?cle best part of the voice; with on programs ranging from W. C. T. U. insti-

beautiful, poetic words and simple, lovely

melodies have been found to be the best. T.he . h - e

accompaniments must be played softly, with whistling has injure e other.

never a sharp and strident acctexﬁt, upon ':EZ

i , or, better still, upon

Eear Tos et B SR PUOD rp, whose sweet,an e

8 e AR e Sl SIS SO0 abpeating to mervous peient.
PERFECT VOiCE INGTITOTE. Shais 5595 Kimbal Hall B Chicago 4 Wee hope most sincerely tha

i ARD MARCH WITH MUSIC”
MAY, 1945 FORW

would enjoy it—Mrs. J. G. W.,. New York.

GULBRANSEN

|
|
|
|
|
|
1

{Learn more about these pianos
Ithat appeal o children — about
their ‘compact size, aftractive case
design, beauty and volume of
tone, and responsive touch. New
pianos are now available to musi-
cians, music teachers, and music

WRITE FOR FREE
Booklets show-
ing Gulbransen
new charming
\ traditionally-
| styled Grands
and Consoles.

COMPANY

816 N. Kedzie, Dept. E-12, Chicago 51

e s
B T e S S S e

tutes to American Legion dinner dances. I
can honestly say that neither singing nor
In fact, I
have gained in legato and breath control and
I've enjoyed both. I leameﬁl the h(';lr(% wgy;l,

nes seem without lessons from a college an wis]
dATder more people would try it, for I am sure they

A FRANK
STATEMENT OF FACTS ABOUT
" AN IMPORTANT SUBJECT

?84«; there is some
delay in filling orders for Deagan
Marimbas. But it's the kind of delay
that isworth while from two standpoints.

First, it's a patriotic delay, caused
by the fact that highly important war
orders have first call on our facilities.
Second, it's a relatively insignificant
delay when compared fo the lifetime
satisfaction of atruly fine instrument. For
more than half a century the DEAGAN
name has been a symbol of supremacy
in marimbas. lt'stheinstrument amateurs
prefer and professionals insist upon.

J. C. DEAGAN, INC.
1770 Berteau Avenue, Chicago 13, Ill".}

~the wodds . . . .

Finest Mavimbas”
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(Continued from Page 258)

three, four,” for this compels him to
perform constantly a mental problem
of arithmetic addition and subtrac-
tion all the while he is trying to play.
The better and newer method is to
have the student get the feel of the pulse
of the beat, an even, regular “beat, beat,
beat, beat,” then simply allot to each
note its correct number of pulses or
beats. Instead of counting ‘“one, two.
three, four,” the student would count the
measure above as “one, one-two (the half
note), one,” each word being spoken
rhythmically as the beat falls. Thus no
complicated problem in addition results.
Let us now analyze our mental process
if we count the four beats in sequence,
“‘one, two, three, four.” “One” equals a
quarter note; two plus three makes the
half note. This is confusing in itself,
because we have now suddenly associated
the word “three” with a half-note; and
“three” has nothing whatever to do with
a half-note, fundamentally. It gets two
beats, not three. If the child counts “one,
two, three, four,” in the measure, by
the time he says three his mind has to
subtract quickly the first beat of the
measure from the “three,” so that he
thinks only two of those counts belong
to the half-notes. And then we get over
to that last little quarter note, and we
call it “four.” The quarter gets only one
beat, but we have had to add one plus
two already and now add one more to
make four. Does it sound complicated on
paper this way? I hope it does! For that
is “just how it feels to the young child
struggling with bow, fingers, intonation,
note-symbols and now this!

o

How much simpler for the beginner-
reader to count the measure simply “one”
for the quarter-note, “one-two” for the
half-note, and “one” for the last quarter,
thus assigning to each note just what it
gets! : e

For eighth notes, teach the student to

Ex.2

o4

“partners” coming together ‘on-one beat.
Ex.3

e o
- Ex.4 . :
This measure J ) J-—j J : J is

counted one, one, one, one; with the
child playing the “partners” quickly with
short bows so as to get them both played
on the one beat. The same later for:

Ex.5 : ;

Teach the child to see the four six-
teenths as a group on one beat. Grad-
ually we build up in this way the ability
to see the “beat-points.” This is similar
to a child’s developing ability in language
reading to see the relationship of wozrds
in meaningful phrases. ; ki

When this sort of thing is firmly fixed
in a child’s mind, then and only then,
should he begin to superimpose the prob-
lem of addition required by the whole-
measure rhythmic pulse of the one, two,
three, four, type of counting. :

And if you do not believe that this is
good psychology, try it with some senior
high student who cannot -sight-read a
given measure correctly. Have him - allot:
to each note, or group of notes, the ‘one’

group them in pairs. are

is long, short-short.

beat or more which concerns it, and stop
counting one, two, three, four, and see
what result you get. Often the student
will render a perfect performance of the
measure on the very first trial with this
type of counting.

If you are still unconvinced, try this
next one yourself and observe your own
mental processes as you do it.

Count this measure out:

Ex.6
B Agpr pIPINLLS

Did you notice how you concentrated
on putting two beats on the quarter; how
you grouped your sixteenth rest and your
sixteenth note to form a beat; how you
made “partners” out of them?

True, you were counting “one, two.
three, four,. five, six,” and so forth, be-
cause you are used to counting time that
way; you have done it for years, but you
were also working very conscientiously
beat-by-beat as you proceeded through
the measure.

.- The Fundamental Approach

If you are suddenly asked what beat
of the measure the third written six-
teenth note falls on, you have to start
back at the beginning of the measure
and group your notes together beat-by-
beat until you arrive at the correct beat-
number for that note. But in rapid read-
ing;- who cares what number beat the
note falls on? Just so it and its partner
rest form an entity on “the” beat when
“the” beat -comes along in its place in
the steady flow of beat, beat, beat. . . .

We can easily see by this means that
it is more fundamental to recognize the
individual beat as such than the cumula-
tive grouping. of the beats by measures.

And it is therefore the morg
~mental and simpler way for the gy,
approach this business of counﬁuachﬂ‘.l'E

By the time the child is adv'm{
enough in the handling of hmm
ment to enter the orchestra, p, . |
amply ready to group his nNotes byﬂ,?
ures, and this is When it is ey, ;ﬂfb‘
sary to do so. For now pe W}shﬁ*"
recognize the director’s very y, &
down beat, signifying the begjnmnn‘:
the measure. And it is dollars 0 gy
nuts that the child will develgy ;'
better sight-reader sooner i W
proach to the problem of time-cm.f'
is made in this more practical and e,
ingful way. ‘e“

&

(ne Huur' of
Practice

(Continued from Page 254)

Raff, Cavatine; Tchaikovsky, i
Concerto—second Movement”; gy
Tartini, Vivaldi—in part, and so g
general finger check-up: Sarase J|

geunerweisen;  Paganini, “Cong
“Caprices,” and so on; Brahms; ;|
garian Dances, Numbers One and i
These are on every violinist’s shelf
One hour of intelligent practie
loosen stiff fingers, loosen the boy x|
and provide the physical revitalini|
essential to efficient violin playing 4
this hour of serious work, playing i
can be really fun—in spite of 2l
period of inactivity. d ’
This method of practice can be adi
to any particular situation -tha o
arise. It can fit into the teaching i
ule. And it can bring better mus
these troubled times. '

soon as you are ready for them.

Study

high-grade musical institutiens.
left over from your regular dutie
anteed means to the

T_hcy are remarkable in
rudiments of Music by easy,
The lessons are profusely ill
planations of every important point, so tl
1s insured.

~ You can have this invaluable trainin
ference with your regular

out the world owe their success wholly
Extension Conservatory, -

If you can afford the time and the lar
If, how

attamment of your highest musieal ambitions.

All instruction is individual and under the personal
ers who keep clgsely in touch with the student’s
system of examination papers throughout the ¢

< 1 g right in your
; work, and at.but a fraction of the. cos
otherwise necessary. Thousands of professional bt
to the authoritativ
and gladly testify to that fact.

Ideal Courses for Beginners and Advanced Students
Studcnlsgnt} those wishing to take up the Study dnder: e 3 ‘
and authoritative methods will find our Students’ Co

ourse.

gher -and rore advanced training in music
Yyou have exhausted the possibilities
e ‘endless 11_1gh¢r_ positions in: music—greater

of M}_-xsic under the mest approved
urses ideally adapted to their needs,
their simplicity and thoroughness.: :
progressive sieps to real proficienc
ustrated with photographs from life
1at a thorough understandi

leading from' the first
y and accomplishment.
and with detailed ex-
1g Of proper technique

direction of highly qualiﬁed-teacli—
progress by means of a very wonderful

own home, without any . inter-

tio St in time and money
: musicians, teachers and artists through-

e methods of the University

u Can Realize
Your Musical Ambitions

: Thousands of musicians and teachers feel the need of hi
mcreased income. Perhaps you, too, have felt this need. If
give the future your careful consideration. There ar

a Resident Conservatory.
women, :

hos =
~ UNIVERSITY EXTENSION
1525 E. 53rd Street, Chicago, Illinois.
Please send .me catalog, illustr

% 'l;fano, ;‘eacher‘s
H 1ano, Student’s C
1 Public School Msus.i‘aseeginner‘s

0
1 Advanced Composition
: History of Music f

-

Would you like to earn the

as a means of greater accomplishinent ail
of your present musical training, then you shoul
opportunities—ready and waiting for you just®

in Your Own ‘HOme:.-:_Unfder Master Teachers

ge amount of money uecessar};_ to attend

ever, like thousands of ambitious men -and.

s—and at a nominal expense——then the University Extension

then you have a wide choice o
you must pursue your musical training in the tin¢
Conservatory offers vou the sure, proven and giar }

This Is YOUR Opportunity—Mail the Coupon TODAY!

- |
2 ---------------------------------------ﬁil"' M

CONSERVATORY, Dept. A-488

i - wo b alh
have marked with sn X Belo ated lessons and_full information régarding couse

Normal Course |

]
Public School Mus.—Advanced %
-] Ear Training & Sight Singing 8

0, how many pupils have YOU?, . ovunect

I
I
|

|
]
|

garmony e 1 "i?"
ornet—Trumpet uiter
Advanced Cor:ee' Mandoli
Voice

Choral Conducting Reed
Clarinet Banjo

Dance Band Arranging

....... Adult or Juvenile. ...eeeeeet”

- -Have you' studiéd Harmony?....-:*'"
Degree of Bachelor of Music?. ", | Soa SN

"FORWARD MARCH WITH MUSIC

,/4n5werea/ éy HENHY 5 FBY, MUS Doc.

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

name and address of the inquirer. Only initials, or pseudonym given, will be pub-

lished. Naturally, in fairness to all jrtend.r and 4dz'ertz;er_r, 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
exceed one hundred words in length.

Q. I have a group of Junior Chofr children
aged seven to eleven. I would like to try
their voices for two-part singing. On_ly the
oldest can carry a lower part, but will you
please tell me the range of each part? Also
cn you tell me the mnames of the scale
gyllables when sung chromatically? I know
going up chromatically is do, di, re, ri, fa,
fe, so—? ti, do, but cannot descend chro-
matically. Can you suggest a good text book
for me?—0. D. P.

A. We suggest your examination of the
following works to give the range you will
need.

“Cecilian Choir,” by Warhurst; “Sacred
Two-Part Choruses,” by Bliss; ‘“‘Ditson’s
Sacred Two-Part Choruses.” The chromatic
scale ascending is as follows. Do, di, re, ri,
miyfa, fi, sol, si, la, 1i, si, do. Descending the
syllables are Do, si, se, la, le, sol, se, fa,
mi, me, re, ra, do. Pronounce “e” in se, le,
me, like “a” in fate, a in ra, like “a” in
father. For text books for your own use, we
suggest examination of ‘‘Methodical Sight-
singing,” by Root; “Popular Method of Sight-
singing,” By Frank Damrosch.

Q. Please suggest some method of getting
rid of a church organist, who thinks she can
play, but in reality camnmot at all. I, a boy
of fifteen, have been told that I can be the
organist (without pay) if this lady can be
removed from the position, thus the solution
is of extreme importance to me.—J. W. C.

A. The matter is entirely dependent on
the action of the church authorities, and we
can make no suggestion for the organist’s
removal.

Q. Can you tell me where the book, “The
Reed Organ” by Milne, may be purchased?
Also the names of any other books or pam-
phlets which will give information in attach-
ing a motor to a reed organ. We have recently
purchased a Story and Clark reed organ, and
o Mason and Hamlin reed organ. Are these
firms still manufacturing instruments (pianos,
I suppose) —J. M. B.

A. The book you mention is out of print—
an English publication, business bombed. For
this reason price and delivery are not guar-
anteed. We suggest that you communicate
with various reed organ motor manufacturers
advising them of your needs or desires. Pianos
are manufactured in the names of both the
firms you mention, although we do not think
they manufacture organs at this time.

RICHARD McCLANAHAN

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

SUMMER COURSE FOR PIANISTS
June 18—July 20

* %

1) 10 Lectures Tuesday and Friday 10
to 12: Applying the Matthay principles
of tone-production to Piano Fundamen-
tals; sources of musical meaning; the
teaching of expression; materials; reper-
tory; etc.

2) Private lessons by appointment

Particulars from

Q. The pipe organ in our church is in
urgent need of repairs. Materials such as rub-
berized and leatherized tape are the essential
needs. Where can I obtain these materials?
Some other parts of the organ meed replace-
ment also. Are they obtainable?—NM. J.

A. We suggest that you make known your
needs to various organ builders, organ me-
chanics and organ parts manufacturers asking
them for information as to what is available.

Q. I am interested in learning to play an
organ. I have had only two years of piano,
but I am anxious to learn. Please send infor-
mation on used reed organs for sale (in Cali-
fornia, if possible). Can you tell me where
I may find an organ available for practice in
Pasadena?—B. B.

A. We are sending you information as to
the availability of used two manual and pedal
reed organs, though we have none in Califor-
nia included in the list at hand. We cannot
suggest an organ available for practice in
Pasadena. Perhaps the party with whom you
study can suggest an instrument.

Q. I own an old Mason and Hamlin organ,
and wish to know how the Tremulant works.
Also, how does the tremulant work in a pipe
organ? To what family does the Melodia stop
belong, and to what family does the Gems-
horn belong? Is the Mason and Hamlin organ
still manufactured, and if so, where is the
Company located?>—D. W. H.

A. The tremulant in a reed organ works
as a wind mill due to suction when valve
cover is lifted. There are different forms of
tremulants used in pipe organs, namely, valve,
beater and fan, all of which may be operated
by wind—the latter however, may bg oper-
ated by a small motor. The Melodia stop
comes from the unimitative flute family. The
Gemshorn is a hybrid stop, and in confirma-
tion of our opinion, we quote from ‘Organ
Stops” by Audsley. “The name .given to an
open labial stop, the pipes of which are coni-
cal in form when of metal, and pyramidal
when made of wood. The tone of the t'rue
Gemshorn is rich, clear, and penetrating,
having a beautiful timbre which may be
classed as between a normal reed-tone and
a string-tone.” So far as we know the Mason
and Hamlin organ is not now manufactured.

Q. Will you please send infor:mation regard-
ing pedals attached to the piano fo.'r pedal
practice for organists? Please state price.

A. We suggest that, in addition to communi-
cating with the party whose name and addte§s
we are sending you by mail, you communi-
cate your needs and desires to various organ
builders, asking for price of pedals, attached
to the piano.

. I have been taking organ lessons for
ab%ut four months, and find it difficult to get
to the church often enough for .pedal practice
for each lesson. Therefore, will you please
send me information about.peduls attached
to the piano for pedal practice?>—F. Q.

A. We suggest that you advi_se various
organ buildergsg and organ mechanics of your
needs and have the pedals attached to the
piano, by some one selected from these per-
sons. Have the pedals attachgd to the piano
key one octave lower to give the 16 foot
effect and to avoid interference from the
pedals pulling down the same note that you
may be playing with the hand.

New -- PIPE ORGANS -- Used

Builders of pipe organs for church and studio. Ef-

i -to-date use d
finhpried vy selensbly, e Sk st g
i cker and tubu 5
ﬁggg,mclgﬁ}ffeﬁs and chimes installed. Yearly care

of organs. We solicit inquiries.

Declosh Brothers == cC)rgan Experts

3508-105th Street orona, L. 1., N. Y. City

113 W. 57th St., New York 19, N.Y.
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is a book in which Dr.
“Play a Tune’ ot the
.Price, 60 cents.

INGERS TO PLAY ENSEMBLE”. Simply a
ts be played by teacher or parent while
¢ i the .beginner's book,
veeeeonn.Price, 50 cents.

. In this book, as in all of his instruc-
suring the pupil
....Price, $1.00
tended to lay a foun-
the FIRST RADE piano student.
R .+v....Price, 60 cents.

OK’’. This book is designed to advance the
anistically, without interruption. Beginning

: .Price, $1.00.

- SECOND GRADE STUDIES”. Alf examples are edited
ingéred by John Thompson and are designed to hold the

pil's interest as well as to develop the various points of pianism

o in the Second Grade. ........... _ ....Price, 75 cents.

OOK‘’. Carefully planned to continue the pianistic

elopment of the pupil from the precise point attained

the SECOND GRADE BOOK. ......... Price, $1.00.

etudes from

. This book is

of Berens, Bertini, Duvernoy,
Kohler, LeCouppey, Lemoine, Streabbog.
............... ..Price, 75 cents.

’FOURTH GRADE BOOK®. Like all others in JOHN>
’MODERN COURSE FOR THE PIANO is designed ‘to carry forward,
both musically and pianistically. ..o LA an .Price, $1.00.
~_“FOURTH GRADE ETUDES". Twenty-four progressive studies in all
major and minor keys from the works of Be Bertini, Cramer,
% Czerny, Gurlitt, Heller, Leybach, Loschhorn. Price, 75 cents.
FIFTH GRADE BOOK’’. Pianism and Musicianship march on apace
in this book and the student becomes increasingly fa r with works
from the Masters. .........ccocoevvvenniiiinnns s vedauiiber & ice, $1.00.
“FIFTH GRADE TECHNIQUE". Artistry being watchword in
the Fifth Grade and beyond, the technical ises are based
exclusively on fragments taken from standard pigno literature to
meet a definite technical need. .. ..Price, 75 cents.
““THE ADULT PREPARATORY PIANO BOOK’'. As the title suggests,
this book is a preparatory book in PIANO PLAYING. It is designed
especially for the ADULT. .........cccccovieeieinninnnnnnns ice, $1.00.

“THE HANON STUDIES”. A First Grade

THOMPSON'S

mental touches in piano playing. .......cceeevnnenn.
’STUDIES IN STYLE’. Twenty-five Tuneful Etudes, in

the teaching of touch and expression. Only favored few
who have studied with artist-teachers have leatned the tricks.
Price, 75 cents.

-Due to wortime paper limitations, we cannot supply all the books you
might waont, but.like other national favorite items . . p on trying.

i

SEND FOR THIS

Please send me complimentary and without obli-
gation, THE JOHN THOMPSON MANUALS No. 1
and No. 2 embracing a catalog of “THE MOD-
ERN COURSE FOR PIANO"—'"SUPPLEMENTARY
TECHNICAL BOOKS’ and “THE STUDENT SERIES.”’

NAME
STREET
CITY

“FORW.ARD MARCH WITH MUSIC”
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PIANO COURSE

THE FAMOUS
GRADE-BY-GRADE
“BLUE"” BOOKS

PREPARATORY GRADE

VERY FIR§T PIANO BOOK — Original Blue Book with the staff
notation chart.

SChATGS = stenty. b 2 L VIOl e BT 75
HAPPY HOUR BOOK — Designed for boys and girls who practice
onlyashorttime each'day, ™ = 70 =N el 1.00
FIRST GRADE
FIRST GRADE PIANQ BOOK — The most celebrated piano method
b.efor'e the public today. Written throughout in five-finger posi-
; tion in all keys .............. sl et s e e 1.00
GRAD.ED SIGHT READING, BOOK | — A supplementary book to
EnstiGrade v aal 0 0 e Da e i 1.00
MAJO__R SFAlES, BOOK [— Contains all the major scales with
difections for writing, building and playing ... SRl .60
ADVANCED FIRST GRADE — Designed especially to bridge the
gap between the First and Second Grade Books.............. . 1.00
SECOND GRADE
SECOND GRADE PIANO BOOK — Preparator i
y exercises of h
study thoroughly worked out to demonstrate to the p\?pileiﬁe
propermanner of study - &. .. - - oo B gl 1.00
GRADED SIGHT READING BOOK M ... .. ... = 'I-OO
MAJOR SCALES BOOK Ii y R .60

THIRD GRADE

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

how to practice each piece of stud: = 5
with ease oo Y so that it will be mastered

GRADED SIGHT READING BOOK lii

FOURTH GRADE
FOURTH GRADE PIANO BOOK. Designed to follow the Third

Grade Book. Bach Chopin, Mendelssohn, S
y y , Schumann
Schu_bert are among .the composers drawn upon for the stu:ixtle:
in this beautifully laid out and carefully edited volume. 1.00
GRADED SIGHT READING BOOK WSSl e 'I.OO
FIFTH GRADE
THE FIFTH _GRAPE PlANO BOOK — Technic is to master all the
_scales in thirds, §1xths and tenths. A condensed table of all
scales and arpeggios will be found in this book. . ... .. . 1.00

ADULT STUDENTS —BOY BEGINNERS

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

Above books gladly sent for your examination

F——_+_ﬁ NO CHARGE _T__-.

[]
SEND FOR CATALOG W-545 l
Helpful suggestions for teachers and :

THE BOSTON
MUSIC COMPANY

116 Boylston Street
Boston 16, Mass.

pupils.

NAME.

and without hesitation. The fingers
must be accurately placed and, at
first, gripped separately a number of
times; then the second and third fingers
should grip together, alternating with the
first; then the third and first, alternating
with the second; then the second and
first, alternating with the third; finally,
all three should grip and relax together.
Two or three minutes practice is quite
| enough at any one time—what happens
in the first minute is what counts most.
As soon as the player can take the notes
of the chord simultaneously and without
adjustment, the shift will give him no
difficulty.

Single- and double-note shifts can
very profitably be practiced mutely. Take,
for instance, the following shift on the
A string:

Ex.6
A string

/,_‘Q

The distance of the shift is, obviously,
the distance the first finger moves in
going from B-flat to G. Therefore the
G and the C should be gripped alter-
nately and together. While he is doing
this, the player must try to be aware,
not only of the sound of the notes, but
also of the shape and position of his
hand and arm. To do this successfully
calls for more concentration than has
been needed heretofore, and some little
time may elapse before it can be clearly
visualized. When the player feels that he
has it clear in his mind he should place
his finger on the B-flat, hear in his
inner ear the G and the C to which he
must shift, and imagine as vividly as
possible what it felt like to hold those
notes. Then he should shift, mutely.
When the shift has been made, the notes
should be tested with the bow, to find
out how successful the effort has been.
Shifting is the most difficult form of
mute practice, because of the mental
effort required; but when a shift has
once been mastered in this way, it will

remain in the fingers for years.

With the exception of shifting, we

have k?een dealing up to now with pas-
sages in which the hand remained still
and the question is bound to be asked"
“What about a_difficult ;
sage? Can this, too, be practi =
fertainly it can—andpvgic st &
actory results. The proce i

lows: Play the passage a o
the bow, at a very mode
that the ear may lear
Then, at an even slower
tprough mutely several
vital and intense finger p
pote, and testing a note
m.order to check on the
this form of mute Practice
mgntally listen, not to th
being stopped, but to the

running pas-
th most satis-

few times with
rate tempo, so
n the tonality.
tempo, finger it
times, using a
ressure on each
here and there
intonation. In
the ear should
€ note that is
note that im-

* *

“Without the ;
thEtE Dor definiteness

Y reason far
and im UORe s

pulse is furnished, a

“FORWARD MARCH WITH MuUsic

Mute Practice

(Continued from Page 261)

he can devote to cultivating his imaﬂ:

mediately follows. The
that this sort of practice s as
for training his ear as it is for
his fingers, He will alsg fing
develops a strong and elastic
notes of a difficult passage
quickly than he would if it
entirely on audible Practice,

Va]w

much
€ de

Not only isolated passages Iy
movements may be practiceg
way—if the player has the
to do so!—and, because of the glog

ciation between the ear and the mof
of the fingers, memorizing i invari
more rapid. A violinist who can, yj,}
stumbling, play mutely through g pf

ment of a concerto can be g

that his finger-memory will not f

It must not be inferred tha
practice can supplant audible pry;
It cannot. For one thing, there my;
a perfect coordination between fi},

and the left hand if a technical

mute practice can do is to reduce;
considerably the time required for
tering purely left-hand difficulties, i

makes quite unnecessary many o

Innumerable repetitions usually ne
to conquer these problems, Because

ciated, through the mind, with the

of the note, the habit-grooves nees
for an accurate performance ar’
more deeply and more quickly tha

generally the case with audible p

to bowing technique—too often s
neglected—or the study of tone pri
tion, and to the study of the ms

and artistic aspects of performanc.

the busy violinist this should be & mi

of great interest.
Another value of mute practice is

it enables a violinist to do const
work late at night, or in a hotel 1

The violinist who takes up mute ™}
tice must not expect amazing 1t
in the first few days. Some little
possibly a few weeks, must pass
the mind can adapt itself to so rad®
different an approach to praci

Therefore he should allow
least a month of consistent work

he makes up his mind whether 0"
this new way of practicing is he¥
him. But the player who is patienh?

brings the full force of his intell®

to bear on what he is doing, who 0’
and elaborates on the principles 01"
above, will surely find that his e |
control is increasing much faster ¥/
he had believed possible. And, furl?

tion, his musical understanding, &

technique of expression.

*

of sculpture and painting, music is for
uggestive, like Milton’s Eve, an outliné,
nd the imagination does the rest.”

THE EVV

Player gy

[t
ETip

G |
o
endury,

Iy

i

§

iy

o

o

#

or under other -circumstances ¥
violin playing might not be feasible

that he is gaining valuable time ¥

-

World Famous Century Edition presents
in these new issues, music you will want
o p[ay-—rnusic you will want to teach . ..
of Century's money-saving price of 15¢
a copy-

375 The Firefly, Am-1............c.....0 Hopkins

Going Swimming, Bb-1......... . .Hopkins
gg;g Grlnfipl’s T e s BRSO Hopkins
3578 The Military Band, Bb-1........ ..Hopkins
3679 Summer Days, I e . o c0ss Hopkins
30 Tommy's March, C-1.... .. Hopkins
3681 Marie Antoinette’s Music Box, C-1. Giovanni

Porter

3382 Down by Merry Matanzie, C-1....

3583 Poor Fido, C-1................. .. Porter
3684 HereWe Go, C-1................. ..Porter
3685 Sehool Drill, C-1........ Porter
386 Which Way to London Town, C-1 Porter
3717 Sicilienne, Am-2 .. Schumann
3718 Sweet Dreams, C-2 : schaikowsky
3719 Polka, Bartered Bride, C- ..Smetana
3720 Danse Russe, Petrushka, C-4..... Stravinsky

Afternoon of a Faun, E-4.......... . Debussy
Festival at Bagdad,

Scheherezade, G-4 Rimsky-Korsakoff

3723 Hallelujah Chorus, Messiah, D-4 Handel
3726 Arpeggios, Triads & 7th Chords..... Abrams
TRANSCRIPTIONS BY ROLFE
3663 Allegretto, 7th Symph., Am-2 Beethoven
3664 Ase’s Death, Peer Gynt, Am-2.. Grieg
3665 Consolation, F-2 ............. Mendelssohn
3666 Estudlantina, C-2 .. ... e Waldteufel
3667 Barcarolle, June, Am-2 . ... Tschaikowsky
3668 Light Cavalry Overture, G-2 Von Suppe
3669 Spring Showers, C-2. ... .. .. ... .. Fink
3670 Tarantelle, C-2 ... ... Heller
3671 Valse Lente, Coppelia, Delibes
3672 Voices of Spring, C-2. . : Strauss
3673 Trepak, Nuteracker, G-2 . .Tschaikowsky
3674 Roses from the South, ¥F-2....... ..Strauss

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.

Dependability
Since 1874 Serving a Clientele
of RDiscriminating String Plapers
One of America's

IMPORTANT COLLECTIONS

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

Willam B G

207 South Wabash Ave.—Chicago 4, III.
PUBLISHERS OF "VIOLINS and VIOLINISTS'
America's only journal devoted to the violin
Specimen Copy 25¢—12 issues for $2.50
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PIINO TEACHERS!

Add Swing Piano Playing
to your teaching program
and increase your income

Aﬁf;l (3}.‘-{115?'9“59“‘5 Complete Swing Piano Instruction
ize Do”l enable you to teach your pupils to glamour-
feef t‘EIl: ar melodies in really modern style with per-
Price t e, touch and rhythm. Very liberal wholesale

2 and musical colleges. Send for de-

p teachers

-altls if vyour local telephone book does not already
8 Christensen School. :

PIANISTS!

Ients for

Our Break Bulletins con-
builds tain fascinating arrange-
and stang, uilding extra choruses of popular hit-songs
Tiding h, ards by means of novel breaks, bass figures,

e melody, ete. Send 20 cents for sample copy-

?!'z""“"szu SCHOOLS OF POPULAR MUSIC
KIMBALL HALL BLDG. CHICAGO 4. ILL.

My, 1945

Answered by HARDLD BERKLEY

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

Concerning the Maker Rocca

Miss G. W., Oklahoma.—Joseph Rocca (born
1800, died after 1865) was a pupil of Pres-
senda, and his instruments are highly regarded.
Generally, they range in price from eight
hundred to fifteen hundred dollars, though
more has been paid for an exceptional speci-
men. However, I cannot assure you that your
violin is a genuine Rocca. There are many
inferior instruments around, bearing an exact
facsimile of his label, instruments with which
he had nothing whatsoever to do. Only a per-
sonal examination can decide whether a violin
is genuine or not. If you wish to be sure, you
should send the violin for appraisal to one
of the dealers who advertise in THE ETUDE.
(2) No maker by the name of Kerbren is
mentioned in the books at my disposal, and
the chances are that he was, or is, a local
maker—perhaps an amateur—who copied
Stradivarius.

A Question of Appraisal

Mrs. C. H. E., California—A genuine Maggini
is, of course, a very fine violin, worth today
as much as thirty-five hundred or four thou-
sand dollars, but there are not many of them
to be seen. There are, however, many imita-
tion Magginis on the market. Some of them
are good instruments; others are not worth
fifty dollars. Only a personal examination by
an expert can determine the origin and value
of your-violin. Why don’t you take it to a
good repair man in your home city; or, if you
are sufficiently interested, send it to one of
the firms that advertise in THE ETupe? For a
small fee, you would then get an expert
opinion.

I am exceedingly happy that my contribu-
tions to THE ETupE have inspired you to take
up your violin again. Twenty-five years is a
long time to be away from it, and it is easy
to believe that the first few weeks were very
uphill work. But I am sure you are glad now
that you have resumed playing. If one can
play the violin, and has music in one’s sopl,
there is no hobby that is so completely satis-

fying.

Student Concertos

Miss M. McF., California—You will find the
first part of your letter answgred on the
“Forum’ page of the February issue of THE
Erupe—which, however, has not appeared as
I write this. Regarding student concertos, the
following are all useful: Fr. Seitz, Concerto
No. 5, in D major; Hans Sitt, Concertq, op-
104; Adolf Huber, Concertino no. 4, in G
major; L. Mendelssohn, Concerto in D major,
op. 213; Fr. Seitz, Concerto no. 2, op- 13. Fhe
foregoing are all in the first pos1t;o_n. Easy
concertos in the first and third positions ar(.e
the Joseph Bloch Concertino no. 6: op: 74;
and the Charlotte Ruegger Concertino in G
major. More advanced are the Huber Concer—
tino no. 2, in G major, op- 6; Hans Sitt Con-
certino in A minor, 0p. 108; the Concexjto l?y
Frank Woelber; the Carl Bohm .Concertmo. in
G major, op. 377; and the Hans Sitt Concertino
in E minor, op. 31. o
lnYes, I havep}ﬁublished two l?ooks on V}ol%n
playing—‘‘The Modern Te.chn.lque of Violin
Bowing’ and “Twelve Studies in Modern Bow;
ing.” I have also edited the ‘24 Capr{ce’s’ o
Rode,” the “First Thirty Cpncert _Stuqyles of
De Beriot, and the Papanini “Caprices. 'Ihese
books may be procured through the publishers

of THE ETUDE.

A Question on the Vibrato i
J. L., El Salvador, C. A.—The per.fect vi-
brato is a combination of arm, wxgsf;l p?;g

bt this ensures
finger movement, for Bt fde s 0
i i ther difficult

is of a good vibrato. It is ra

’lc)oa s;ay where the impulse starts—-ex_cept that
it must come from the heart. It certainly does
not start in the finger. There should be no
independent movement of the finger, but there

must be flexibility in the joints. Try to obtain
a copy of Tue Erupe for July, 1944. In that
issue there is an article of mine on the vibrato
which answers your question quite completely.

A Good Offer

D. B., Pennsylvania—Neither I nor anyone
else can give a valuation of a violin without
seeing the instrument. A transcription of the
label is of no help, for labels can be copied
even more easily than violins. This is par-
ticularly true of J. B. Schweitzer. He himself
was a very good Austro-Hungarian maker, and
he produced some fine copies of the Italian
masters. But his violins are quite scarce. How-
ever, the violin market was flooded a few
years ago with violins bearing his label. These
instruments are the cheapest kind of factory
product and were designed for the pawn shop
trade. You say you have been offered $500.00
for your violin. My advice to you is to accept
the offer and be very happy—for a genuine
Schweitzer -is worth no more.

A Tartini Bowing

O. E. J., Arkansas—The first seven measures,
excepting the fourth, of the Mazas study no.
50, op. 36, should be played near the frog.
This is an unusually good study for bowing
and for intonation, and it deserves concen-
trated practice. (2) In the forty-fifth varia-
tion of Tartini’s ‘“Art of Bowing” the first
nine notes are best played spiccato, the re-
maining three being taken in one bow. The
printed bowing is impractical and not very
musical. There is much good material in these
variations—and also a good deal that may
well be dispensed with.

She Needs a Better Violin

Miss C. T., Connecticut—Anyone as ad-
vanced as you are, ahd as talented as you
seem to be, should certainly be playing on a
violin worth a good deal more than fifty dol-
lars. Your age has nothing to do with the
matter—most students of sixteen are playing
on better instruments than yours. I advise
you to have a long and serious talk with your
parents on the subject. It is an unfortunate
fact that many parents who are not violinists
themselves do not realize how immensely im-
portant it is for an ambitious student to have
a fairly good violin. Here’s hoping you get
one soon! :

An Enthusiastic Amateur

S. M. N., Nova Scotia.—My cordial thanks
for your letter and for the complimentary
things you said about my articles. It is always
very pleasant to know that one’s efforts are
appreciated! Apart from this, your letter made
very interesting reading, for it was obviously
written by a man who has a genuine love for
the violin and for music generally. If a man
has music in his soul, there is no hobby that
can give him greater relaxation and recreation
after a hard day’s work. You mention playing
in an orchestra—why do you not try to join
a string quartet? I think that would give you
even greater satisfaction. The studies and
pieces you are working on are all excellent,
and I am sure you are making steady and
consistent progress.

The price of World Famous Century Edi-
tion is incidental. You have been willing
to pay much more for material not up to
these in quality, character and excellence

of production.

3709 Minuet No. I, Anna Magdalena, G-2....Bach
3710 Minuet No. 2, Anna Magdalena, G-2....Bach
3711 - Ecossaise, Eb-2.: . caovih oot Beethoven
3712 Oxen Minuet, C-2.... ...Haydn
3713 Menuetto and Air, F- Mozart
3714 Tarantella, Dm-2 ........ Prokofieff

3715 Little Waltzes from Op. 9A Schubert
3716 First Loss, Em-2 Ay Schumann
3687 Brownie’s Courtship, C-2. . .Heaps
3688 Jumping Jack, C-2........... Hopkins
3689 My Banjo, F-2........... Hopkins
3690 Dancing School, C-2... . .Rolfe
3691 Going to Market, C-2.. . .Rolfe
3692 Lots of:Fun, G-2...<... ..Rolfe
3693 Sea Spray, C-2 .......... .. Rolfe !
3694 -At the Playground, C-2... Schwab
3695 Party Clothes, G-2..... Schwab
3696 The Puppet Show, G-2 .Steiner
3697 Topsy Turvy, F-2...... . Steiner
3698 Song of the Mariner, A .Steiner
PIANO OR VOCAL SELECTIONS

3699 God Be With You Till We Meet Again,

(B il o, .Tomer
3700 Funiculi Funicula, Eb-3.. .Denza
3701 O Sole Mio, F-3......... Di Capua
3702 Ross of Tralee, Bb-2...... ... . ..Glover
3703 Tales from Vienna Woods, G-3.. .Strauss
3704 Evening Star, Tannhauser, G-3...... ‘Wagner
3705 My Heart at Thy Sweet Voice, C-3..St.-Saens
3706 Tit-Willow, Mikado, G-3........... Sullivan
3707 Ave Maria, Eb-3 ..Bach-Gounod
3708 I’ll Take You Home Again,

Kathleen, B-2-2..0 - oo ota Westendorf?
3727 The Caisson Song, C-3............ arr. Royal

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.

WM. S. HAYNES COMPANY

FLures or DistiNcTION I

STERLING SILVER—GOLD—PLATINUM
Catalog on request

108 Massachusetts Avenue, Boston, Mass. |

Send For Free Catalogue Of

RARE VIOLINS

$50 to $25,000
FRANCIS DRAKE BALLARD

Licensed & Bonded Decaler-Collector
320 East 42nd St. New York 17, N. Y.

SCHOOLS—COLLEGES
CONVERSE COLLEGE w52

OF
Ernst Bacon, Desn, Spartansburg, 8. C.

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

Music
KNOX
COLLEGE

S H E N AN D OAH Courses leading to

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

CONSERVATORY
OF MUSIC

Valley, Dayton, Virginia.

«FORWARD MARCH WITH MUSIC”

AUGUST GEMUNDER & SONS
53 W. 56TH ST., NEW YORK

VIOLINS OLD & NEW 3

Expert Repairing, Send for Catalog E

Teachers!...Students!

Be a PIANO STYLIST

e 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- -

lations—Transposing—Orchestra and Radio Playing
—Introductions—Endings, etc. 1001 sparkling new
ideas all contained in one book. Not an ear or co¥res-
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,
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UMMER
TUDY

TANDBYS”

Special Summer Study Courses are
easy to conduct with the proper
books selected for the students.

Here are obvious choices.

@ OUTLINES OF MUSIC HISTORY
By Clarence G. Hamilton $2.25
A clear and concise work for class use or general
reading. Includes, in addition to eighteen pages of
illustrative music listed at the front of the book,
reference groups of outside reading material, pic-
tures, maps and chronological tables.

® PIANO MUSIC: Its Composers
and Characteristics

By Clarence G. Hamilton $2.00
In this compact history of piano music, with the
technical and aesthetic features of the styles of its
composers discussed, the author also describes the

early claviers and the evolution of the piano from
the time of Queen Elizabeth to the present day.

® TOUCH AND EXPRESSION IN
PIANO PLAYING

By Clarence G. Hamilton 60¢
Subject headings from this pocket guide to piano
playing include: THE FINGER TOUCH, THE
HAND TOUCH, THE ARM WEIGHT TOUCH,
THE FULL ARM TOUCH, PEDALS, EXPRES-
SION VALUES, PULSATION, PHRASES, IR-
REGULAR ACCENTS, DYNAMIC CONTRASTS
AND SHADINGS, TEMPO, COLOR AND
STYLE. Liberally illustrated with pictures.

® EARS, BRAIN AND FINGERS
By Howard Wells $1.25

The exercises given in this book are necessary for
the establishment of the principles of relaxation,
the development of the hand pianistically and for
cultivating musical hearing.

® NATURAL LAWS IN PIANO
TECHNIC

By Mary Wood Chase $1.50
Written principally to give pupils, in a lpermanent
form, a definite guide which will recall to them
the beginnings of their study, that they might
more surely take their own first steps in the de-
velopment of those whom they in turn are to teach.

® MUSICAL INSTRUMENTS

By Edgar Stillman Kelley $1.50

Treats of primitive and Oriental instruments, of
their successors in Mediaeval Europe, and then of
the instruments in use in the modern symphony os-

chestra. Includes chapters on the piano and organ.

RINTRODUCTION TO MUSIC
PRECIATION AND HISTORY
Dorothy Tremble Moyer $1.50

ves an understanding of the form, traits and his-
ory of music, in a concise series of chapters, free

from all technical language, and traverses the °

story of music from its primitive origins to the
present dpy. Each chapter includes review ques-
tions. 14 illustrations, 75 music cuts, 141 pages.

® MUSIC APPRECIATION
By Clarence G. Hamilton $2.50

Based on methods of literary criticism, this unique

book is for those who wish to listen to music with
quickened hearing and real understanding. There
are numerous. suggestions for supplementary read-
ing and a bountiful supply of portraits, diagrams
and music cuts.

By Louise Robyn and Howard Hanks

® THE FUNDAMENTALS OF MUSIC

By Karl Gehrkens

reading.

CLASSROOM WORKBOOK By M. F.

Goldman—A practical new study guide for
use with “The Fundamentals of Music.” Pro-

vides exercises based on the text with am-
ple space for writing. 94 pages. Price, 60c.

® ELEMENTARY MUSIC THEORY
By Ralph Fisher Smith $1.50
This book is written in such a remarkably clear
yet attractive style that it can be used successfully
in either class or individual work with children or
adults. Primarily designed as a class text book, it
is so readable that it makes an ideal self-instruc-
tion book in theory. Prepares for the study of
advanced ear training, melodywriting and harmony.
STUDENT’S WORKBOOK to “Elementary
Music Theory”” By Ralph Fisher Smith—
A book for the individual class member,
in which he sets down the written work
prescribed in the original text. It follows
the parent book chapter by chapter, and
has spaces for written answers to the ques-
tions involved. Price, 50c. /

® PRACTICAL MUSIC THEORY
By F. M. Dickey and Eileen French

Serves as a preparation or introduction to the study
of harmony stressing the importance of developing
a sensitiveness to all rhythmic and tonal possibil-
ities of music. These elements are ‘‘discovered’’

through the observation and analyses of musical
illustrations.

® NEW HARMONIC DEVIGES
By Horace Alden Miller

A book intended as an aid for advanced students
who may wish to acquire facility in writing in a
modern ‘style. A treatise gn modern harmonic

$1.50

$2.00

problems.
® THE ROBYN-HANKS HARMONY
Book One Book Two Book Three

75¢ Each

A Junior Course, for students of any age, in writ-
.ten harmony, keyboard harmony, and ear training,
suitable for private or . class instruction, with a
MASTER KEY for the teacher included in books
One and Two. BOOK TWO continues the de.
velopment of the material contained in BOOK
ONE, and BOOK THREE carries on the work of
BOOKS ONE and TWO.

AT YOUR DEALER OR FROM THE PUBLISHERS

Olzver Ditson Co.

Theodore Presser Co.,

Distributors

1712 Chestrnut St., Phila. 1, Pa.

CLASSIFIED ADS

learning and teaching,
guess work, easy to p
State size of violin. Burghardt Systems

. FOR SALE: Zither in first class condi-
tion. Kxcellent tone quality. Reasonable.
Leodonia Kullman, Decatur, Ala.

2720 N. Albany Avenue, Ch

VIOLIN FINGER GUIDE

lar. Kastern Studios,

Q

n

(%)

piano, violin, ete.) CI

knew to what ext

37 Oak Grove, Minneapolis, Minn.

SLIGHTLY USED CLASSICS

VIOLIN RETONING: If all violin owners
) ent my retoning system
improves violin tone, I would be swamped
with work were I to have
sistants. New and retoned violins for sale.

talph Coss, Harvard, Illinois.

FOR SALE: STEINWAY CONCERT
RAND ABSOLUTELY LIKE NEW. SUB-
STANTIAL DISCOUNT. Joseph Holstad,

State size, make, number and
N. Frank, Box 789, Sapulpa, Okla.

Burpee’s Specialty
(Vocal, igan.
assical records. Lists
10¢. Fore's (Dept. E), 3151 High, Denver 5,
Colorado.

twenty-five as-

WANTED: Marimba or Xylo

. YOUR UNWANTED MUSIC ex h
DPiece for piece. 5¢ each; quality rﬁa%ghg:aedd,
Shoppe, Delton, Mich-

S e e S SR Sl R I

FOR SALE: Latest model d ir-

%140%161\;(%5. A-1 condition, i A
00, $35.00 fob my home. B. C. K1

164 Halleck Street, Youngstown, Oh?o?lm’

‘' SWING PIANO IDEAS: Wri

tails on Bulletins containin i
Special Basses for N
PHIL SALTMAN STU
Wwealth Avenue, Boston, Massachusetts,

$1.50

A non-technical presentation of those essential
aspects of music that may well be callpd funda-
mental. The chapters are fully illustrated and give
ample lists of reference books for - collateral

) simplifies
true intonation, no
Ut On- Friee 3T ho-
icago 47,11linois.

SINGING MADE EASY—Book one dol-
Cham‘bersburg, £

phone, used.
Price. John

original cost

g Breaks and
ew Popular Hits,
DIOS; 284 Common-
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Music for the Mentally
Disturbed

(Continued from Page 263)

had to sing Sweet Adeline, The Glow-
Worm, and several other songs. In this
ward we found some who had been pro-
fessional singers. They sometimes would
take part in our programs, singing a solo
or reciting something. They appeared to
be perfectly normal and were disturbed
only at times.

A great number of the patients felt
that they were unjustly incarcerated, and
when the attendant was not looking, a
note would be slipped into our hands,
asking us to ’phone their folks to come
and get them out; or we would be asked
to mail a letter for them. One man
among them always seemed happy and
more normal than the rest. Though we
had not asked him any questions, he vol-
unteered the information, one day, that
he was happier than he had ever been at
home with his wife, and hoped that he
would never be released to return to her
again. These patients talked about our
program from one week to the next, and
somehow always knew when Thursday
rolled around. They would start early in
the morning to move chairs into the as-
sembly room.

There was a large auditorium, also,
which held about two thousand people,
with a good-sized stage. Evening enter-
tainments and moving picture shows
were given here; and also operas of their
own were presented, with their chorus
taking part. The chorus was trained by
a professional director, who accomplished
wonders with the patients. An orchestra
was organized from among them, and
furnished the background music and ac-
companiment for the operas.

When we went to what they called the
“Criminal Ward,” we usually took a cow-
boy singer along. They had a men’s single
and double quartet which sang four-part
songs beautifully. Perhaps it was the
“gang” spirit in them which made them
S0 good at this. There were all sorts
here—the greater number of whom were
victims of dementia praecor. When their
minds were directed into the proper

channels, they could accomplish won-
ders.

Juvenile Appreciation

Our work in the jail was similar to
that of the City Hospital, except that we
cou.ld have longer programs and more
serious music, with a little jazz to fill in.
’I:he House of Detention was a pitiful
sight. The young boys and girls, who
probably had been reared in terrible sur-
.rounglings, were hardly to blame for their
imprisonment. When we played for
it was difficult to believe that they
understand the music, and yet the
would stream down their little faces and
they would say that they never knew
there was such g thing as music. Oof
course many of them
petty crimes they had committe
the gravity of their offenses \Sétswré(:j
plained by the judges.

'Ijhe Training School for Feeble-Minded
Children is g wonderful institution. 1t is
doctors and psy-
0 with these chil-
performers there,
d great Sympathy

them
could
tears

dren. We took juvenile
and also adults who ha

and understanding for childrey
told them lovely little construmvE'st 4
and taught them to sing childrep, g
My friends used to ask me if 1 s""e‘l
find all of this work very depressmnﬁ
told them emphatically “Ng» Angll
think that all of those who aidedint}
work will corroborate my statemen; m
there would be many more haDDypw*
in the homes, fewer neurotics, ang f[::lf
inmates in the asylums, if they busw
themselves with some such actiyy, o
the good of mankind. e

America and Good Musi[v

(Continued from Page 264)

which we should ‘imitate
Through years of rich musical herit,
Europeans have learned, not to p,
one composer or style to another, iy
shape an independent and spontan,
awareness of judgment that alloys gy,
professors to enjoy Viennese Walt
little apprentices to whistle Schyp
and everyone to follow new developmer;
with unfaddish intelligence. We wil
to that point, too!

Developing the Musician of
Tomorrow

“It would be a good thing to trainu
youngsters for such a goal of sponta
eous musical independence. Those v
will ultimately become the musicians¢
tomorrow deserve the greatest posik
care from the supervisors of their edu
tion. It is not enough to look for ‘tal’
Specific aptitudes should be consiers
and the child’s entire mental maken
should be analyzed to see whether hei
‘mooney’ and serious because it is ki

nature to be so, or because he may e f
. . Once the child’s specii f

eye-glasses. .
bent has been discovered, however, I
should be allowed to follow it indeper
ently, and be grave or gay according
the spiritual pattern inside his soul lfnﬁ
he should become a professional musici:
only if he cannot help it! The demaé
and problems are nearly insurmountit:
to any but the born musician. :
“The others should be just as serio/
trained to become music lovers, who, [
their interest and discrimination, ©
ultimately determine the fate of
music that our professional creates
youngsters should be taught to master?
least one instrument. They shouldt'f
taught to listen appreciatively to ¥
they hear, and to recognize the valie:*
a fine performance. They should be &
some familiarity with musical fom-
the difference between a sonata an’
symphony, for instance; the differe’®
between a canon and a fugue. Somevi
in their educational progress they wﬂla
taught to distinguish an epic poem i
a sonnet, even if they never write ah:
of verse themselves; the same P
should be done for them musically:”
dint of such training, they will bt
couraged to form independent MS®
opinions of their own. They will hkeg
dislike honestly; they will build ﬂ];
preferences reasonably and not by
They will scorn to copy the traditio®®
other lands—and the moment that h‘:fl
pens, we shall have established ”'lrhf
valid musical tradition of our °Wn'hem
composer and the performer cal o
with the work—but only the people
achieve it.” =5

rHE ETUP

Available at your music dealer, or direct fro

EDWARD'B. MARKS MUSIC CORPORATION °* R.C.A.Bldg. °* Radio City

%ew L dqudf loué/i.f»/tea”
Hampron MINIATURE ARROW SCORES

Volume 11—Works of Volume '12—Works of Contents of !
MENDELSSOHN SCHUBERT, WEBER, First Ten Volumes ‘
*MIDSUMMER NIGHT’S DREAM” Music SCHUMANN L Rimiby-Kogakgwiy .- L : ‘-
Overture—Scherzo—Nocturne ROSAMUNDE—Overture 25 lg'loztzll‘rtvzx; Gluck . . i ‘
Wedding March, Clown Dance —Entr’actes—Ballet Music i Meiiceflaneoﬁg o o 1.25 | | |
CALM SEA AND PROSPEROUS VOYAGE EURYANTHE—Overture 5. Stravinsky Ballets .. .......... i § d
Overtiice FREISCHUTZ—Owverture 6. Modelilngvei;tures ............ a2 i
RUY BLAS—Owverture OBERON—Ouwerture ;: f{‘fs’;;n_Bgf‘efni'@' Woiks i b {55
ATHALIE—Owerture " MANFRED—Owerture 0. Rossini OVErtures . .. ...i..... %%g
Price $1.25 Price $1.25 18, Opera Ovepuares o oo foo: - - - - i f

m

* New York 20, N.Y.

ing his music is somewhat dated today,
but when it is as capably performed as
it is here, this music warrants our ap-
plause. Miss Morini is one of the finest
violinists now before the public, and stu-
dents of these works will do well to
emulate her avoidance of emotional stress
i omance. . ]
mstzlfgfand Spirituals; sung by Marian manner of the old yzol damore),.ﬂ‘fL
Anderson (contralto) with Franz Rupp Bandelops (plectoral mstr.umen;;1 : Wé
at the piano. Victor set 986. nine strings), and 7 Salterios (this de-
Miss Anderson has chosen a program rives its name _from the same spurcegf
here which will have a wide appeal. Her that of the ancient pgaltery. Ig is ea;I; i
selections are Elégie (Massenet); When strument plucked with the : n% G;'eek
Night Descends (Rachmaninoff); D)z'e wi.tl} a slicttxilu;n.h’lggemr:lzfte iltsse(;f e
i n Perle (Brahms); origin bul ;1 >
.‘S;ZZnu(:‘, ngee TI;;Z; a(Spross); My Soul’s evolution of thg pre-Chx;stlanbrAjvagcj
Been Anchored in the Lord; Hard Times; Kamnn, the Persmp, and it ];a_ge aes o
Dere’s mo Hidin’ Place Down Dere; strument .known in the tl ecient o
Comin’ Through the Rye; and The mnebal. It is one ofl the mos gn b
koo (Lehmann). strumgnts_ heard in any mo ern g thl()a
ngutting musical values aside, one finds and it 1is rarely seen, save In

i isti ipi It has a metallic but
ingi with equal artistic ' Orquesta Tipica.
which is the intention of the sonata form the contralto singing A o Lt
i i - viction in each song. Her choice 0 : 1 i
madfuo-lpstrume.zntal Flrork. ;Eﬁee;ec%righ :;):terial permits her to show a sty11§tlc very expexit pil;fogmﬁ:ﬂlrr;\‘r::'slal()gee ton;
:)l:lglyoongmsoiiett (:? ;’:or Er:)(a)l.xllance i,n the versatility whi(;lh és lfspiggggs &re}ﬁl:g; geﬁfe alﬁgr?l?li ) ,makes e
janist is al- worthy. After the dark Tl et
il)(;xdrrégvgrn;ent ::::e;leu\]'?oll;xlﬁ?g SEXI]SBaach employed in the Massenet and Rachman- b30k$:;éd;§r£g;1ir%ﬁg tone mass) .
encore, the g:'}leludium from tfxe unac- inoff songs, her lyrical lightness in Spross’ any

: in style. c
companied Partita No. 3, for solo violin, song 1s an uncagrrilgin:ﬁllznigr?tended b A Plectoral Quality
which forms the odd side of this set, is This latter song, “In the percussion section we have the

% . 3 '

Mr uhi i i oprano, is sung with telling e c

vngep;ﬁigreby ide .ofM;r;ch I1ls fu:)og?ll; ?ecr:}il;r ISVIgs Anderson. This same lyrical ysual drums and the bass drum, the tam
S

ili i t of the tambourine
i i i ught to an unfamiliar por (an instrumen the

ghosen ﬁller-in’ for t}‘1e warm romantic- lslfr?gm;fsB;:hgg Iier native tonal dark- type), the Guzr.o, a plp;ﬁlgﬁ E,}g:dzg
ism of. Brahms’s music. X Liebes- mness does not permit the singer to con- instrument lookmg. very 3 egle ]
fK"e'SleP - Rachmanln?ff):. sle e:_ vey fully the humor of The Cuckoo or elongated gourd. It is Serrt; ees oy
reud; and Schubert (arr. Liszt) : e.reoff the archness of Comin’ Through the Ryf%, and the .player rasps g
adg; playgd by_ Sergei Rachmanin nd her use of a cadenza in the latter is rhythm with a hard piec o .casta-
(p;\?t}g})l. Victor disc 11-8728. e Ialot, in keeping with a folk song. But ong are alsodtgfh ;eﬁ;;?gzgn:s :
e 1 R b ft’ dmires her singing throughout, and nets, an he tonal mass has a
Justice to the originals. Rachmaninoff’s a e A GhEtous Elégie, e kAL -

transcription of Kreisler's charming only in one ¢ isely sings in Eng- plectoral quality, but the number of non-

1 i er unwisely sing D 4 3

X;%I;ne:e dvgzltz is tbéoati;ed ar_ldapéfstg;‘ g:ﬁ.cfdglgs er?eg feel she is unsuccessful. plectoral instruments balances this and
- And the Liszt business is »

ight : i the expression
5qi Night Descends, is peculiarly adapted to i
- 1 the Elégie and When | = i ich has grown during
tion of g lovely song. We prefer to recr?-il- gfliss Anderson has a viola accompani- of the m?sm W(?risthlrie :singMexico e
Rla’cmmmlmﬁys g o on @ ment, expertly played by William . R To,u? ci supported by the Gov-
;' }els-suc;x as his own Rhapsodfytg;lk ke ’It has always been our feeling that oOrquesta Tipica is supp
eme of Paganini. To our way O = .

sgie 1 > d travels to many parts of
i uring mem i in the Elégie is out of place; ernment an .
g memento of %s?rlr;gntsio lglil;;tic and robs the singer the country as an educational measure.
a great artist. it is i

i intended' It has toured South American countries
feni icci which the composer 1n . :
Wieniawski (arr. Auer): Capriccio— Ofer}:)?c?fe for singer alone. The record- ?.nd, extensively, tlkfle tg;uteci) Sﬁ?;jsiﬁhfﬁz
Z;Itse'.o%“s . am:)Rom;zn cfE f'r:.mMg:i:;i glg is good, providing an equitable bal- it has made itself very pop
0 in D minor, Opus 22; Eric

inger and her accom- South and South West. ;
(violin) and Max Manner (piano) . Victor ance Eetﬁn g,lgp?ni e oot e i S
disc 11-8731, panists. ;

. f m formers
i etic partner tour the country and many per
o i tanding and sympat
ieniawski was a noted virtuoso of the unders h

from the States have made friends be-
; e i i iction
lV)lolm—a greater performer than ;i; 0‘;’;; atg\l,lo;:;?e (arr. Kreisler): Songs My low the Rio Grande. It is the convic
0Ser. But knowing the violin he

- ical
- Yak (arr. of the Mexican Government that music

i i i EqugkeiMe: Se it ] i blics will
able to write some virtuoso pieces which m :::::r) :a;egro Spiritual Melody (from bondsucbrvlst\tn;eefr;rsik;; :ﬁ%e;ré‘gi%?xs o=l
iﬁ::, s playegs tecrﬁlflque}iézngi Ednde) of oo b, S),'Tlrhs':;x)\;z gﬁi;n between the right thinking progres-

¢ Dpieces have become favo rg : (viola) Wi . ' i
iolini WHuaaT S i -8730. sive people of both lands.

Igfitgaggﬁglsl;s fornttti;: };,asstt;ﬁoaﬁgtﬁﬁ? Rupp at the piano. Victor disc 11-8730. slve Deop.
. Roma: i
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Mexico's Famous
Folk Orchestra

(Continued from Page 245)

Rare Classical Interpreta-
tions on Records

(Continued from Page 250)

Mr, Menuhin is heard to best advan-
tage in the slow movement and the
finale; he is to be commended, however,
for his avoidance of sentimental stress
throughout his performance. His sister,
Hephzibah, who has nhot appeared in pub-
lic for several years, proves throughout
this recording that hers was an unusual
gift for ensemble playing. For us, it is her
playing which remains the most persua-
sive. However, it should be noted that this
brother and sister were a finely codrdi-
nated team, one which took into consid-
eration the full meaning of co-partnery

Yl
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. . = tracted national attention. the German composer,
What IS MUSICHI IIltBI’pI'Etﬂtl[l]]? which ha$ a'i?nr;ideenominational effort Beethoven!”

(Continued from Page 246)

passage, rings out again and again like
a bell jangling on and off the beat
through nine measures. This note heralds
the preparation for the return to the
principal theme.

Ex.7

There seems to be among certain
groups of students, erroneous concep-
tions of the means used to interpret.
One young woman, when playing a part

Music and

e

wn as the Annual Three Choir Fes-
kno

al given at the Reformed Jewish
e oue of Temple Emannu-el on
S-ynagAvenue, in which the compositions
m(l;hristian composers of synagogue
eared on the same program
of Jewish composers writ-
Christian Church. One pro-

marked agitato, had to be remingy §
her teacher that she did not hanff’f 0

. f music apP
agitated. He explained that if gpe Dhb' St WOrkS
the music just as it was writte, "

give the impression of agitatiy,

renowned as a singer of Wagneriy,,,

lt WUQ‘
Caggf

sang the Briinnhilde Ariq frop th;gl: :
foly

molation Scene with the same

force, while standing motionleg by

a vast audience in a concert

when. preparing for her sacrificig] del

in the opera.
A distinctive interpretatio

It springs from an -awareness
owned and self-controlled mys

and experience. Interpretation js
rect reading of that which we have 1|

taught to find.

World Unity

(Continued jfrom Page 243)

whole law. The rest is only explanation.

Finally, consider the inspiring, positive
words of Christ:

“Whatsoever ye would that men should
do unto you, do ye even so unto them.”

The present job of the world is to win
this war and to plan the way for human
unity. All honor to the brave men and
women at the front who have given their
utmost that justice and righteousness
may be restored to Man! We are now
upon a hunting expedition to rid the
world of human beasts of prey, murder-
ers, and international gangsters, so that
by the grace of God we can start to build
our lives anew upon constructive and uni-
fied lines, with a sense of real brother-
hood based upon the Golden Rule.

It is because music, the “universal
language,” as Longfellow called it, is per-
haps one of the greatest forces leading
to international, intersocial, interracial,
and interdenominational understanding,
that I am here today to give you a
glimpse of a subject of universal di-
mensions.

The very word, harmony, connotes
agreement. Discord is the mystical syn-
onym for war. Harmony means getting
together, concord. Discord means split-
Fing apart. The world has been explod-
ing for three decades. Nothing can make
this volcanic disturbance subside but g
new world harmony, What could we
want more at this time than this har-
mony of interests, of thought, and of
effort, directed toward doing away with
selfishness, greed, and combativeness
Over twenty-five centuries ago Confu-
Clus wrote: “When music ang courtesy
are better understood, there will be no
war.” .Those responsible for war will
according to our present United Nations

agreement, be broperly rooted out 1j
the cancers that they are, -

for which a solitary murderer payif
the electric chair, to be compared vi
the crimes of the Nazi madmen
have diabolically caused the death¢
millions of innocent people? We

more warm-hearted kindliness

all of the peoples of the earth. We ms

seek to see the best in all peop

the worst. Shakespeare, in “King B
V,” states this thought magniﬁcently:‘
“There is some soul of goodnes

things evil

Would men observingly distil if o
During World War I the late Thuu}
Edison said to me: “If we could &

away the guns and the bombs

the soldiers and sailors on both i
and put fiddles and trombones into i
hands, the fighting would stop instanﬂfl
and such a Utopian idea would put
a far, far better way of bringing S:F
to the world than that of wasting
lions of lives and thousands of mili

of dollars.” ¢
The Honorable J. J. Goldstein,

of the Court of General Sessions of ¥
York City, in a recent radio add
compared unity with a great sympi

orchestra, He said:

termed the United States a melting Pﬂln*
and this label, unfortunately, caught®
ard stuck. The Interfaith Mover®
recommends substituting the sympi’

“Years ago, the late Israel ZWEI

orchestra in place of the melting
the symbol of America. The more

the instruments, the better the wwﬁ:
tra. No player finds fault with the

strument used by another, and
makes his individual contribution

perfection of the melody. Just as ™

symphony orchestra there is TW:;M

the melodious expression of all

i
ments, so in the symphony of peoplﬁa_

America there is room for the
bression of all peoples.”

If we can look forward to & symﬁ"fﬁ
of peoples inour country, WhY 25,
symphony of the nations of meww

During the past few years ther®

been a movement in New Yo

0 ey
comes from a parrot-like Derformam;.
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le;
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yarid

oath
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r the
;;;niowas given over to Lowell Mason,

igther of American hymnology” and
composer of many of the ﬁnest Protes-

¢ hymns. What but music would have
:,igught about such a splen.did demon-
sration of tolerance? Here in Phxlaf:lel-
phia there was held last Thursday night
(February 22, 1945) at Irvine Audltox:-
jun of the University of Pennsylvania
o Festival of Music of all creeqs as a
part of this great revival of f?uth and
protherhood, which we hope will sweep

rld.

m;c ?sotrue that there has been conflict
in the world ever since the cave man,
over 3 million years ago, started to slay
1is neighbors with a club or a stone axe.
What we have today is merely a 1945
Frankenstein model of the brutality .of
the cave man. Germany, with her.armles
of people working underground in mu-
nition factories, has become the modern
land of the cave man. She has con-

| verted her magnificent civilization of
| yestesday into a-nightmare of horror

and has turned the world back over a
million years to the Stone Age. But to-
morrow, war, with its increasing un-
thinkable murderous machinery points
to the end of human life on this planet.
That is the reason why we are spenfl-
ing priceless lives and thousands of mil-
lions of dollars to put an end to war.
How are we to approach a newer and
finer way of living in the world of to-
morrow? The best in civilization of all
lands must be salvaged from the present
unthinkable conflagration to form a
foundation upon which to build. In
America we must remember whence
came our ideals, our courage, our forti-
tude, our faith. These, then, are the
plinths upon which rests the future of
our country, as these are the ideals that
have given us power for righteous de-
velopment. Pope Leo XIII said in his
famous letter on “The Conditions of
Labor” in 1891: “When a society is
Derishing, the true advice to give those
Who would restore it is to recall the
principles from which it sprang.”

At the present time the demand for
music is greater than at any time in
the history of the world. It is one of the
most inspiring and fortifying things
coming out of this monstrous holocaust.

Dr. Malcolm Sargent, conductor of the
London Philharmonic, said at a luncheon
tendered to him by the National Broad-
casting Company recently in New York:
“Our Orchestra, was giving a concert in
Manchester. A robot bomb dropped upon
3 neighboring building and smashed it.
I said to the audience, ‘We cannot go
0uf to the street. We had better stay
here and have a bit of music.’ What
Composition do you suppose they
Wanted? The ‘Seventh Symphony’ of

—

Ludwig van

Now, my friends, civilization is not
dead when music can bring to the

human heart such an example of toler-

ance from an audience not know-
ing whether the next second might
bring it annihilation from another Nazi
bomb. :

This is the hour of music’s greatest
opportunity. The moment that the con-
ductor’s baton descends, all those who
join in music, regardless of social posi-
tion, nationality, race, or religion, find
themselves vibrating and bound together
by the miraculous power of this art.
Poets are seers whose vision penetrates
the nebulous future. They see through
divine inspiration the course of things
to come. Arthur O‘Shaughnessy, the
English poet it was, who wrote:

“One man with a dream, at pleasure,

Shall go forth and conquer a crown;
And three with a new song’s measure

Can trample a kingdom down.”

Let us all have new hope for g brighter
day of opportunity, and in that hope
rests our future. Have you ever heard
those words which Thomas Jefferson
wrote in his Bible:

“Hope sings sweet songs of future years,

And dries the tears of present sorrow,
Bids doubting mortals cease their fears,

And tells them of a bright tomorrow.”
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?cﬁo”ol.?p?u USIC
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- The Madrigal
b Loi SV UL,

and without them she was not
allowed to read.

“What do you know about the mad-
rigal?” she asked her brother, Don-
ald. “You see, I have to tell about it
and some of the madrigal composers
at our next class meeting. And really,

{ I don’t know a thing to tell. I only
know it is some kind of a song, or
something. I certainly wish my
glasses were fixed.” i

“Well, Sue, you’ve got me there. I
don’t know about madrigals, either,
but I'll be glad to look it up for you
and tell you what I find,” answered
Don.

So that very evening he told Sue
what he found out about madrigals.
Don always was a good looker-upper,

_and in this way he came to know
Slots of interesting things.
‘You were right, sis,” he began,
gFrcause a madrigal is something to
ye sung; but that’s not all. It is a
sort of chorus and it has no accom-
paniment of any kind. It can have
three, four, five or six parts and
sometimes—”’

“Wait a minute,” interrupted Sue.
“Do you mean it can have that many
sections, and each part is a section,
or do you mean it can have that
many voice parts—all singing at
once?”

“Oh, it means separate voice parts,
singing at the same time, like in a
Bach fugue, more or less. It says, too,
that sometimes one voice part imi-
tates another, and some critic called
it & musical conversation with differ-
ent people talking at once.”

“Go, on,” coaxed Sue.

“Well, the story about the first
madrigals is very interesting. It says
here that in the fifteenth and six-
teenth centuries there was a group
of great musicians living in the Neth-
erlands, who not only studied all
about music which had been devel-
oped before their time, but they
studied new ways of writing it them-
selves. And they traveled all around
Europe, establishing music schools
where they taught people to read,

296

SUE had broken her spectacles,

write and compose music and take
part in its performance. Of course
this was all vocal music in those days.
And they became quite famous and
to this day, their organization is
known as the School of the Nether-
lands.”

“I remember reading something
about that in my music history,” said
Sue; “but what has all that got to do
with the madrigal?”’

“Just coming to that,” answered
Don. “One of this group of musicians
wrote the first madrigal and devel-
oped’its form himself. His name was
Adrian Willaert and he is considered
a great early composer. He was born
in Flanders in 1480. Besides being a
composer he was a teacher, and or-
ganist, and he gave the name madri-
gal to his composition for chorus to
distinguish it from church music.”

“I wonder why he called it that.
I wonder what the word means,”
mused Sue.

“The book says it comes from
‘mandra’ which means flock; and
that it is happy, contented music,”
Don told her.

“Maybe he thought of shepherds

and their flocks and their chatt'er
and laughter, and blue sky and white

clouds.”

“Maybe,” agreed Don.

“And thanks ever so much for 1o0k-
ing it up for me, Don. Now I can tell
the class all about the madrigal.”

“T pelieve I'd like to come to that

class myself,” said Donalq
“Oh, but you can’t becayge Yous,
not in the class. But mayy, a=
Brown would let you come, Il as%
her. We are going to have 5 recﬂrdi
ing of a madrigal, t00,” she addeg :
Donald went in to the next g
do his algebra.”

Quiz

1. If a major signature has four
flats, what are the letter names
of the tones forming the domi-
nant seventh chord in that key?

2. When did Schumann die?

3. What term means as loud as pos-
sible?

4. Who wrote To a Wild Rose?

5. What was the nationality of
Tchaikovsky? -

6. What is the lowest string on the

No. B

viola?
7. What melody is this?

8. In what opera does a song
test take place?
9. How many half-steps are therejy
an augmented fourth?
(Answers on next page)

=~C00.

Circus Day in Music Land
éy 3ranced garlnan p“d:’?l‘

My musical circus is very gay,

And there’s a performance every day;
Chords are the elephants, sturdy and

slow,

So rhythmically marching, to and fro:
Arpeggios, nimble and light and fleet,
Are horses with gaily prancing feet,
Grace notes and trills are the acro-

bats fair :
Who caper and twist, high in thes
Mistakes are clowns,-who come i
bling out,
Never quite knowing what it’s 0
My hands are ring masters who e
know e
Just how to run this musical shol

Music and Sports
by & LA

Do you like sports? Nearly every
American does. What sports do you
take part in, either in school or out-
side of school?

No matter what the sport, you
must practice some technic S0 you
will be as good as you can. If you play
tennis you will be willing to practice
your swing and your back hand
against a high wall all by yourself.
In golf, you will stand on a small
spot and practice your drive, or bend

TWO-PIANO RECITALS

Give
Give
Give
Give me
Give me
Give me
But the

me
me
ne

music,

music

more and more,
concerts by the Score;
solos and
trios and quartettes;
organs, ).mrps and lutes,
horns, violins and flutes;
of my dreams 4
Is played by two-piano teams .

duets,

over and putt by the hour to perfe
your stroke, all by yourself. In ski
ing you will practice a curve o
figure, so your skating will be gl
enough to be admired. If you swin
you will be willing to practice you
crawl and time your breathing
baseball you will practice pitchix
and hitting whenever you can fin
some one to do it with, for this a
football are the two sports that it
better practiced with a companio
hockey you .will practice alone, ¥
and down a small space, with yoI
hockey stick; in basketball you ¢

spend hours alone in the gym or ol §

doors aiming for the basket.

So, in all sports, you are willing
practice by yourself on the lit
technicalities that make one pla/®
better than another—acquiring i
technic of the game, And in Jo
music, your finger exercises and y0"
scales and arpeggios are the lit”
technicalities that you are willing"
practice all ‘by yourself to make "
a better player than some one el".i
who neglects this practice. There®
satisfaction in a job well done. g

And the better and more earne.t
you are in your practice, whethe’
be sports or music, the better the ;e;
sults will be. Music is a particult
hard sport because it always Smys,a,
little ahead of us and it is not &
to catch up with it and make 28
score.

| about it.

-0 |

Junior Etude Contest

o1or ETUDE will award three at- you enter on upper left corner of your

TE_EJ rizes each month for the neatest paper, and put your address on upper
tractlvetpsmries or essays and for answers right corner of your paper.

and:;sles Contest is open to all boys and ‘Write on one side of Paper only. Do not
top der eighteen years of age. use typewriters and do not have anyone
gmsunA fifteen to eighteen years of copy your work for you.

Uglaéslas; B, twelve to fifteen; Class C, Essay must contain not over one hun-
8

dred and fifty words and must be re-
ceived at the Junior Etude Office, 1712
Chestnut Street, Philadelphia, (1) , Pa., by
the 22nd of May. Results of contest will
appear in August. Subject for essay con-
test “My favorite composition.”

ge;
er twelve years. :
]mgames of prize winners will appear on

.« naee in & future issue of THE ETUDE.
¥1hxse ?ﬁiu next best contributors will re-

s honorable mention. ' .
ceg:t your name, age and class in which

Answers to Stone Wall Puzzle

Trumpet; drum; tuba; horn; oboe;
violin; viola. Some of the answers
sent in had many additional instru-
ments, but in such cases the rule was
not observed which said that the
moves were to be made from one
letter to the next in any direction;
it did not say to skip around here
and there.

Prize Winners for Stone Wall

Puzzle:
Class A, Doris Roetter (Age 15),
Wisconsin. :
Class B, Mary. Leach (Age 14),
Maryland.
Class C, Robert Rogers (Age 11),
Tennessee.

unier Ftude Questionnaire
Greetings to all who have answered
fhe Questionnaire in the. Janugry
isue. As the answers are still coming
in when this goes to print, we will
it until next month to tell you

]uml)led Composers Puzzle

Somebody scrambled the letters in
these names. Can you straighten
them out? Each line makes the name
of a composer.

BTG
Bl

" Vo

Mozart Junior Music Club
West Point, Pennsylvania

Honorable Mention for Stone
Wall Puzzle:

Marianne Reider; Doris Louise
Roberts; Laura Peck; Nancy Green;
Barbara Sue May; Virginia Matson;
Stella Nelson; Kathleen Bell; Irene
Johnson; Patricia Daly; Joan Treu-
ber; Carol Jean MeBroom; Donald
Ross Hunsberger; Norma Stollman;
Mary Helen Tate; Florence Leitzke;
Wilma Jean Wyatt; Mary Louise !
Gioia; Yoko Kawasaki; Hilda Hoyer; RYYAMIS

Grayson H. Gowan; Betty Maier;
OMOW 7]

Wiliam J. Lafleur; Kirby Gowen;
Z rYIM % \o 2

DY)y

N G JA

A 4R E

A K¢

Frances Moncrief; Zona Gogel; Cal-
vin Seerveld; Elaine Theim; Barbara
Castle; Betty Smoot; Gail Thomp-
Son; Barbara Imbierowska; Mary
Schnell; Mary Agnes Clark; Roberta
Key; Barbara Ann Curtis; David Ray
Puryear; Doris Smerkar; Margaret
Kelly; June Mason; Jo Ann Olson;
Joan Barbara Gorin; Kermit Kimble,
Jr; Frances Clarke, D. Jaszka.

Answers to Quiz

1. E-flat, G, B-flat, D-flat (dominant
seventh chord in key of A-ﬂat),.
2, 1856; 3, Fortissimo; 4, MacDowell;
5, Russian; 6, C, one octave below

t of
iddle C; 7, Second movemen
Letter Box mi “ o e
. Schubert’s “Unfinishe mphe
e t]% 1'3'3"5 Eape of s urior 8,In Tannhauser, by Wagner; 9, Eight.
tude

Dear JUNToR ETUDE:

igeave just been reading TeE Etupe and de-
tded I would write to you. I miss a lot of fun
tcause 1 live in the State of Washington and
1y Etude does not arrive in time for me tg
enter the contests very often. I love music an
?ay the piano, flute, violin and twirl baton.
R:;gléld like to hear from some Junior Etude

IS,

Dear JUNIOR ETUDE:

I began my music study in Puerto Rico,

ago the
T was born. Then two years )
ggfr?nterrupted my lessons, as my}'l fiatl'txgr bl:
a Naval Officer and our family ha itk
evacuated from the ti;land.né ?nslsr;ozvake une
s from my mother a
éf)srf: I:m the flute but we do not have a band
leader in our Junior High. -
From your friend,

From your friend,
Joy Mare JARey (Age 13),
Washington

EASTMAN SCHOOL OF MUSIC

| of
The University of Rochester

Howard Hanson, Director
Raymond Wilson, Assistant Director

Undergraduate and Graduate Departments

SUMMER SESSION
June 25—August 3, 1945

- FALL SESSION
September 11, 1945—May 25, 1945

For further information address
ARTHUR H. LARSON, Secretary-Registrar
Eastman School of Music
Rochester, New York

®te (lletreland 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

Announcing the Ninth Season

STEPHEN COLLINS FOSTER MUSIC CAMP

EASTERN KENTUCKY STATE TEACHERS COLLEGE, RICHMOND, KY,

5 WEEKS — JUNE 17 TO JULY 21

Band e Orchestra ® Ensembles o Instrumental Classes

Only *60.00

For Instruction, Board, Room, and Recreation
COMPETENT STAFF EXCELLENT FACILITIES
COMPLETE EQUIPMENT
Private Lessons at 75¢ to $1.00 Each Extra
For Details write James E. VAN PEURSEM, Director

IN THE BEAUTIFUL BLUE Grass REcION oF KENTUCKY

JUILLIARD SCHOOL OF MUSIC

ERNEST HUTCHESON, President

JUILLTARD 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.
Operetta Production. Stock Arranging.

Catalogue on request

Room 122S New York 27, N. Y.

120 Claremont Avenue

MarsorRiE WALTSE (Age 13),

(N. B. Write again, Joy, and tell something o By

about yoy irli twirl batoning,
Which Js itx‘?)l:»aton twirling, or twi
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THE COVER FOR THIS MONTH—In north-
ern Indiana on 1,000 acres along Lake
Maxinkuckee is the Culver Military
Academy which was founded in 1894 by
Henry Harrison Culver. This Academy
since 1933 has been under the admin-
istration of the Culver Educational Foun-
dation. Features of military training are
utilized at Culver in developing character
and teaching the value of discipline and
cooperation.

Captain Payson of the Culver faculty
took the photograph of the group of boys
with their musical instruments which
has been incorporated in the make-up of
the front cover of this issue of THE
ETUubE Music MacaziNe. This picture,
which so graphically tells of happy mu-
sical moments at Culver, Captain Payson
has entitled “In Lighter Vein.” -

PIANO TEACHERS’ WAR-TIME PROBLEM—
Despite publishers reduced paper quotas
under War Production Board limitation
orders, there are just as many copies and
often more copies being made available
now of the highly favored first instruc-
tion books in the catalogs of THEODORE
PrESSER Co., the OLIVER DITSON - COMPANY,
and THE JoHN CHURCH Co. as were avail-
able in pre-war years. This is made pos-
sible by the discontinuing of printing
new editions of numerous paper consum-
ing publications for advanced piano,
voice, and violin students and other pub-
lications such as cantatas, operas, gen-
eral musical literature, etc., for which
there is not enough of a demand to use
within one musical season the minimum
printing quantity. By placing such books
on the out-of-print-for-duration list,
paper is made available for such popular
first music instruction books as Ma-
THEWS GRADED COURSE, WILLIAMS' FIRST
YEAR AT THE PIANO, PRESSER’S BEGINNER’S
Boox, Music PLaY For EVErRY Day, WaG-
NESS BOOK ONE, ROBYN’S TECHNIC TALES,
and other elementary piano books by
Richter, Mason, Kerr, Ketterer, Perry,
and others.

The great difficulty, however, is that
the demand all along the line is greater

| than in any recent year, and despite

efforts to make the fairest possible dis-
tribution by giving dealers at least as
many copies of each of these popular
works as were supplied to them last year,
neither dealers nor the publisher have
enough copies to supply present day re-
quests when all that can be printed
within a certain period have been sold.
This condition is one of the inconven-
iences that must be faced in war-time,
but where one best seller may be sold out
another may be available, so it would be
well for every teacher to have a refer-
ence list of best selling piano methods
and studies, and for such lists just send
a postal request to the THEODORE PRESSER
Co., Philadelphia 1, Pa., for a copy of
K-40 and K-4B.

PEER GYNT, by Edvard Grieg, 4 Story with
Music for Piano, Arranged by Ada Richter—
Everyone is familiar with the delightful
music of Grieg’s Peer G¥NT, and it will
be a special inspiration for young
pianists to find it in this new simplified
arrangement by Ada Richter. All of the
original melodies are included: Morning
Mood, Ingrid’s Lament, In the Hall of
the Mountain King, Solveig’s Song,
Ase’s  Death, Arabian Dance, Anitra’s
Dance, and Peer Gynt’s Return Home.
The story of the play, attractively retold
by Mrs. Richter, not only benefits the
child in study, but also aids the teacher
in adapting the book for recital use.
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Easy piano solos in the book v £
the Minuet in G; 4 Countn,wm

,may 1945

ADVANCE OF PUBLICATION
OFFERS

All of the books in this list are in
breparation 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 Melodies in the First

Position for Cello and Piano..... Krane = .60
Lawrence Keating's Second Junior Choir
Boalkr o e s e T ey 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
oruses for Junior Choir......... Peery .25

Six Melodious Octave Studies—For Pianu
7 Lindquist .25

Twelve Famous Songs—Arr. for Bignoi 7. 60
Twenty . Piano Duet Transcriptions of
Favorite Hymns ............. Kohlmann .40

The World's Great Waltzes ......... King .40

A single copy of this new- book, which
is being published in the popular STOrRY
WITH Music series, may be ordered now
at the special Advance of Publication
cash price of 30 cents, postpaid.

THE WORLD’S GREAT WALTZES, Ar-
ranged for Piano by Stanford King—In
preparing this album, the arranger has
included the créme de Ig créme of waltz
melodies in new arrangements for pi-
anists of average ability. The result is a
colllection of those gay, infectious tunes
which have kept the world a-waltzing
through times of stress and days of peace
and plenty.

The contents of Tug WORLD’S GREAT
WaLTzEs reflect the thoughtful attention
of the compiler to editorial detail. for
these arrangements, though only a,bout
grade three in difficulty, fully retain the
lilt, rhythmic urge, and melodic charm
of the originals. Among the fifteen world
favc?rite waltzes to be found in this col-
lection are: 4 wWaits Dream, by Oskar
Straus; My Treasure, by Becucci; Golg
and Silver, by Lehar; The Skaters, by
Waldteufel; Danube Waves, by Ivanow’/ici'
gnd several by Johann Strauss, includ-’
ing The Beautiful Blue Danube, Artist’s
Life; and Tales from the Vienng Woods

A single copy of this album may be.
resel:ved now at the special Advance of
Pu}ollcation cash price of 40 cents post-
palfi. The sale, however, is limited ,to the
United States and its possessions.

ADVERTISEMENT

price of 20 cents, postpaid,

TWELVE FAMOUS SONGS ARRANGED FOR (L ASSIC AND FOLK MELODIs .

PIANO—This collection brings to DIanists Firs Position for Cells and Piasp-yy.
of average ability the opportunity of Edited, and Arranged by Chade .

playing and hearing twelve famous songs with the increasing number of sty
in complete musical form. The arrange- of the cello in private studiog Md?ti
ments have been well edited, and much pyplic schools, there also comes g
care has been given to the melodic and creasing need for easy teachingmmi,
harmonic content. These numbers make well designed to bring out the
good study and recreation pieces for peauties of the instrument. ety
piano pupils who are capable of playing g collection, selected, compiled, and g
third and fourth grade material. ited by an authority who has yy,

Mighty Lak’ a Rose by Ethelbert enviable name for himself as insm
Nevin; Westendorf’s I'll Take You Home gt Teachers College, Columbia [y,
Again, Kathleen; Reginald De Koven's sity, and the Institute of Musical i
Recessional; Panis Angelicus by Cesar the Juilliard School of Music, |
Franck; MacFadyen’s Cradle Song; The Crassic aNp FoLk MeLobms, v
Green Cathedral by Carl Hahn; and contents of twelve delightful numbe
Mana-Zucca’s I Love Life form a repre- early grade cello students, will o
sentative list of the contents. Among the tute an excellent contribution t if
1:é{rraizr;lglfrs ared Bruce Cﬁrl?ton, William  easier cello literature. Among s corial

. Felton, and Henry Levine. will be a Bach Air; a Melod i 1

A single copy of this collection may be the lovely Lullaby by Byahl;sb,y
ordered now at the special Advance of folksongs, Au Clair de la Lune (Frai}
Publication cash price of 60 cents, Post- Nopember (Bohemian) ; and The Bt}
paid. fily (Dutch).

Orders for single copies of this b
CHORAL PRELUDES FOR THE ORGAN by at the special Advance of Publiil
Johann Sebastian Bach, Compiled, Revised, cash price of 60 cents, postpaid, are b
and Edited by Edwin Arthur Kraft—The received now. 2 ’
goal of most organists is to become a
proficient performer of the works of ORGAN TRANSCRIPTIONS OF FAVORE
Bach. To reach this objective they must HYMNS, by Clarence Kohlmann—Whenlf
collect and study the works of this mas- Kohlmann's volume, CONCErt TN
ter who still is considered the greatest TIONS OF FFAVORITE HYMNS FOR P1ano (i
of all contrapuntal writers. This forth- first was issued it was accorded a
coming publication will make a useful enthusiastic reception. The idea of
addition to any organist’s collection. It senting these inspired melodies it #
consists of eighteen Choral Preludes,
among which are Alle Menschen mussen
sterben, In dulci jubilo, In dir ist Freude
and Herzlich thut mich verlangen.

A second reason for organists adding
this volume to their libraries is the fact
that its editor for many years has been
recognized as an authority on the Bach
Organ Works. A devotee of the works of
the Cantor of St. Thomas’, Leipzig, Mr.
Kraft’s editions are always done in a
true Bach tradition..

A single copy may be ordered now at
the special Advance of Publication cash
price of 50 cents, bostpaid.

board was a novelty, and the fac'tih
most of the arrangements were Il
same keys as the original hymn

singing in the home, The same pla¥
followed in Mr. Kohlmann’s nest v

has been employed in this new b
twenty ORGAN TRANSCRIPTIONS OF Fi'
ITE HYMNS.

This book was made in response
insistent demand from organists ™“f
response to the announcement of ¥
THE CHILD BEETHOVEN—Childhood Days book has been most enthusiastis
of Famous Composers—by Lottie Ellsworth dreds sending in their orders for Slﬂ%
Coit and Ruth Bampton—This informative copies at the special Advance of **F
little book will be the fifth in the excel- cation cash price, 50 cents, pos-tpa]t-‘
lent CHILD'HOOD Days oF Famous Com- This may be the last time it v{lﬂ“
FOSERS series, which already embraces oOffered before publication, so
THE CHILD BacH: Tug CHILD Hanper; diate order is suggested.

THE CHILD HavDN; and Tug CHILI; i
MozarT (each 35 cents). It will have the MOTHER NATURE WINS, An Opert*’
San;e delightful features, including sev- Two Acts for Children, Libretlo ] Mf
er% . €asy arrangements of bieces by its Gleaton Shokunbi, Music by Am? 1
subject-hero, and attractive illustrations Wallace—eTeachers of youngsters 1,

;:;‘giiga}':?rlllgt. fTalll'z Sftory element will make to 13 years of age should becom;sﬁ
: or you i
S i e eya Ng readers, or, quainted with this operetta. It te m,

connecting link interesting story, is quite unique, %"
layed as a recital characters afford exceptional oP) sl
& and alac iy ties for young performers. Five "fl it
will be i i » 410 also there leading parts require singing, and
ture b:t;g:trxi?é(é?sffgnm; King a minia-  singing voices are required for 1O}
composer’s life. L 0D gfe ;r:‘l"s Igancing groups of any
1lized. X

T

. Mrs. Richter is working painstakingly on

¢ is tuneful and not too dif-  This book will not duplicate the con-

Theme from the Andante con Mlml Thefn;u?hﬂdren of these ages. Part of tents of either of the solo collections re-
the “Fifth Symphony:» The ™ { ﬁcplt Oange d for unison singing, some is ferred to above, but will contain hymns
Theme from the Eighth symphnn.; if ds a1t arts, and the piano accompani- of equal popularity in duet arrangements
a Choral from the “Ninth g, 4 i 10 Ii)’fer sufficient support for youth- of medium difficulty, expertly devised for
The Allegretto from the “Sevmﬁhml ments olists. church and home uses. Suitable keys for
phony” will be included ag anmysn ful vocader to afford teachers an oppor- congregational singing have been used,
duet. Yy I{”’rto know this book, orders for with the practical result that they can

Prior to publication, a Singlemp | t{lﬂlfy first-off -the-press copies may be be pla.yed as accompaniments for con-
THE CHILD BEETHOVEN maybeordm?‘ smél‘i1 now at the special Advance .of gregational singing, if desired. Among
the special Advance of Publicatjoﬂwé' Pluasgcation cash price, 30 cents, postpaid. the contents will be: The King of Love

My Shepherd Is; Nearer, My God, to
¢ CHILDREN OF THE CHURCH, Thee; In the Cross of Christ I Glory;
Choruses for Junior Choir, ??y Rob O Per/fect Love; When Morning Gilds
_This practical new pubhca.txon the Skies; Rock of Ages; Abide with Me;

its of twenty numbers in unison Work, for the Night is Coming, and
ooy _oart arrangements for Junior twelve others.
and'meI;w writer’s highly successful While TWENTY PIANO DUET TRANSCRIP-
Lo opLE'S CHOIR BOOK FOR INTER- TIONS OF FAVORITE HyMNs is in prepara-
i Pgﬂoms (S.A.B.) is familiar to tion, a single copy may be reserved at
M-EDIATE of junior choral groups. the special Advance of Publication cash
dlrecm(ri?stinctive choral transcriptions in price of 60 cents, postpaid. The sale, how-
"rh;ook are based on favorite hymns ever, will be limited to the United States
21:(? Gospel Songs. They are not. arrange- and its possessions.
ments but highly original settmgs' ina

style of songs such as Sankey’s For SIX MELOI.)IOUS‘ OCTAVE STUDIES by
- I am Praying; My Jesus, I Love Orville A. Lindquist—A recent addition to
me by Gordon; Sz’oeet Hour of Prayer the Music MASTERY‘SERIES is Orville A.
by Bradbury; Softly and Tenderly by Lindquist’s useful little book, SIX Mp-
Thompson; and We're Marching to Zion 1LODIOUS OCTAVE STUD'IES. Mr. Llr_ldqulst
Iy Lowry. Perhaps the outstanding ar- has_ done a la_udable piece of w9rk in sup-
rangement is the two part setting of the plying “musical” oc.tave stud1e§ to add
Twelfth Century hymn, Beautiful Sav- to the octave material now avaﬂablg.
iour, based on the harmonization by F. The bqok offers an unusual analysis of
Melfus Christiansen. The * accompani- th.e various .types of octaves togetl}er
ments are equally effective for piano or with suggestlo.ns for.the correct practice
organ. of each _exerc1se. Mirth offers work for
Advance of Publication orders may be chromatic octaves for both hands. Inter-

SINGIN
Sacred
Roy Peery

'\ placed now at the special price of 25 locking octave passages figure in The

Chase; tremolo octaves, in The Spinner.

aid. : !
e The Xylophone Player contains practice

| MY PIANO BOOK, Part Three—A Method for both hands in repeated octaves in

by Ada Richter for Class or Individual In- sixtgenth not.es, while Solztli,d(e1 glvesasz;
struction—A great number of teachers of tention tq right hand me ody tﬁc e
young piano pupils have found My with the right hand also playu?g 01310 -
PuNo Book. Parts One and Two, by Ada tomary syncopated accompangungt;:1 bI;) tﬁ
Richter, so satisfying that they have Forte octave passages playeh ‘;Vslin il
requested a third book for continuing the hands together receive emphas

i i 1t, -tory. . ;
same plan of instruction. As a Tesu (gne oo At enioti o

the mastery of octave playing may be

ing i i that :
et o reserved prior to publication for 25 cents

covers procedures, original pieces, and

. arrangements utilized by her in her own cash, postage prepaid.
- suceessful work with pupils in the stages

LAWRENCE KEATING’S SECON.D JUNIOR
CHOIR BOOK—Few publications Lhawe
My Puno Book, Part Three will take enjoyed such ’great sucge;(s) n?SB g(z;s{ ( é\g’g’
care of about the second full year of RENCE KEATING'S JUNtI‘OtR' R
study, the first two books already hav- in the brief spa}cg oll uirrll e
ing covered the first full year of study. - the .market. Orlgfmla ri’umbers e
We are sure that every practical teacher lect_lon gf pung utwo it
who has utilized Parts One and Two will choirs, smgm'g, in Yoo aémirably W
be delighted with the contents of this found that its ct())n (?hoirs e
Book Three when it appears on the mar- ~adapted for usedeyrived Apsiang.
ket. Work is being pushed to have it just war days are g A
3 s00n as possible, but in these difficult basses. This secolil1 ; Cmd,e e
Var-time days, when engraving, paper, Same p.afc.terfl, W;n érslitions et
- R . ot e fﬁlge lglll;g:;:o sckoillgul settings of beautiful
Vith the publishers, we must ask pa- » bt el
tience whiﬁa the work is in preparation. melodies from B;chéﬁzgthtl){ Satage.
| R aunieustom; any ki Gounot, nd Sclr’lubert. The texts
teacher may subscribe in advance for a delssohn, Mozalr ?ed e
%Dy at a special low price, delivery to have‘ been selec e
B¢ made when published. The Advance provide appropria ;

icati i i ices.
gistl;l;li)clilcatxon cash price is 35 cents, segy ordering now a single copy may be

i k is issued at the
btained when the boo. . ¢
Special Advance of Publication cash price,

25 cents, postpaid.

just following the work covered in My
Pino Book, Part Two.

TVENTY PIANO DUET TRANSCRIPTIONS
OF FAVORITE HYMNS, by Clarence Kohl-

A Degree of Genuine Wenth

HE Division of Music of HOUGH-

TON COLLEGE is fully accredited
by the Reg<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>