
YOUR BRAIN is an ocean of
tunes.They have been thrust
upon you since your baby-

hoodfrom countless sources. In
recent years barrages of. tunes
, avepoured out of the radio. You
n . f"haY not be conscious 0 Lese
~yriads of melodies, which you
~aveabsorbedia your subconscious
mind,but nevertheless they are there. They remind us of the lines
in "Amos 'n Andy" when Andy admonishes his torpid friend,
Lightnin'."Now, Lightnin', don't let this run out of your other
eartheminute I put it in this ear. Let it stick in your haid."
Just why do musical "things" stick in our "haids"? As we are

wriliug,we can hear the brassy blare of military bugles in the
barracksoutside Carcassonne, France, as, over fifteen years ago,
thebrave soldats were drilling frantically for an inevitable war.
Manyof those who sounded those bugles are now the sullen vic-
timsof Nazi slavery or are lying in lonely graves. But the music
ofthosebugles is stored away in some cell in our brain and we
havewakened up 'at night, time and again, hearing them. How
muchof the music we have
heard in the past is now
gravenupon the eight bil-
lioncellsbetween our ears?
It has all gone in, whether
wehave or have 'not been
listeningattentively. Some
day some of it may come
backto us, but when, no
oneknows.We once talked
witha sailor who recently
hadcomeout of a coma fol-
lowing a spell of what
he called the "rams" or
llsnakes" (delirium tre-
tnens) . He told us that
whilehe was "out" he kept
hearing the most beautiful
music.Very probably this
was a subconscious repro-
duction of a vast number
of band concerts he had
heard.
It always has seemed to

usthat one of the best evi-
dencesof the operation of
tbe subconscious mind is
What is known as a con-
tagious tune. Such a tune,
hearda few times, seems to
recorditself in an amazing manner on our consciousness. It keeps
On repeating, over and over, like a record on a!1 automatic phono-
graph. It dominates our days, and the more we try to banish it,
the more persistent it becomes. We have it running through our
"haids" when we go to sleep; and, when' we waken, there it is
revolvingagain. Seemingly it has not stopped during our slumber.
Gradually, as we record other impressions, it vanishes, until, at
somelater date we may even have difficulty in recalling it. A
themeby Balakirev once did that to us.
We often have thought that many people make a mistaJse in

trying to picture the subconscious mind as different from the con-
sciousmind. There is no sharp dividing line. There is only one
ltlind,and while we are sane, we fortunately are masteF of much
Of that. There is, however, in this mind a vast area of cerebral
tissue that has been collecting millions of impressions, which are
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stored away in a kind of mental
reservoir that contains all of our
images of beauty or ugliness, gen-
erosity ox greed', pleasure or pain,
love or hate, tolerance or narrow-
ness, modesty or conceit, courage
,or fear.

In fact, what we have in that marvelous thing called the mind 13
far more us than the bodies we tenant. If we have a multitude of
negative thoughts hoarded up through the years, the psychologist.,
say that we have a fear complex, a greed complex, a hate complex,
a juvenile complex, a superiority complex, an inferiority complex,
or anyone of the scores of mental ogres, witches, or hobgoblins
that plague our existence.
One of the nightmares we cannot obliterate is that of the effect

that the monstrous conditions of the present war must have on the
brain reservoirs of the millions of young people of all lands who
have been thrust in their golden years into the most horrible
imaginable orgy of hate and revenge and fire and steel and death

, Man can imagine. The
great task of tearing out
the roots of the causes of
this war is a monumental
maneuver to which we al-
ready have given the great-
est sacrifices. But when the
boys and girls come back
from this visit to hell! What
then? Horace wrote, "Rule
your mind or it will rule
you." Helping these young
people to forget the years
of hell through which they
have passed becomes one of
the greatest problems of
tomorrow. What can- we
do to redeem their minds
through instilling beauty
and faith and stability and
love? That is a colossal
undertaking as vast and as
important as any war effort,
if we are to live in a Chris-
tian civilization worthy of
the name. In this great
work musicians and oceans
of beautiful tunes will have
no small part.
The brain men tell us to

try to forget these horrible obsessions and to put in their places
thoughts to turn us into positive, optirq,istic, hopeful, and beneficial
human beings. If you need this advice and, by repeating positive
affirmations or by any other method, can add to your peace of mind,
improve your condition of health, secure domestic tranquillity, or
even attain economic prosperity, you unquestionably will be bene-
'fited. The task is not an easy one, as the individual given to nega-
tive thoughts often holds onto this vice as a drunkard holds onto
his rum bottle. Thousands, in many cults, to say nothing of the
"old-fashioned religion," rejoicingly'proclaim their success in rec
constructing their lives through their minds.
Recently a teacher came to us and said, "My playing seems to

have gone backward. I no longer play with the effect that I had
when I was twenty. What is the matter?" We told her that she was
blessed if she could remember that state of youthful exuberance,

• ' (Continued on Page 186)
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Prescription for a Music Supervisor

1r: borne fa the Q.uesfions ,!:d ~nswers Department from an ETUDE .subscriber asking "What must
,0 ecome a ,musIc supervisor? Dr. Gebrkens, after having fought a whole generation of music

supe'Y/~o,S af Ober!m (m'!ny of the g~aduafes are now fo'!'ous), sat down and wrote the following concise;%f alf ,;omf,ehhen/d,ve arfl~/e In quasl~humo,ou$ tone. If IS supposed fa answer the question for all time
e asp"an s au read If mony times and do a lof of pondering. -EOITOR'S Non:

WELL, in the first place you must choose your
parents, your home, and your school teachers
before you ar.e born, so as to make certain

that you will arrive in this world endowed with, the ..."
~roper amounts of -sensitivity, emotionality, and intel-
l~g~nc~ to become a musician and that you will be
llvlllg III a s~itable environment for their development.
Then you WIllwant a mother who sings lullabies to
you, encourages you to react rhythmically when you
hear ~U~iC, and desires for you that you shall have
the privIlege of stUdying music-which she herself
probably w~nted, but which she could not have when
she was a gIrl.
After you begin school you will need to have musical

teachers---t~a~hers who themselves love music and who
g~t a real thnll out of teaching it. In high school you
~Illof course belon~ to the glee club or chorus, and
,If you have been taking lessons on a wind or stringed
mstrument you will play in the
band or the orchestra or both, 'If
you have been stUdying piano for
several, years you will be asked to
p~ay accompaniments often. If spe-
CIal courses in music theory are
offered, you will elect these and
you will naturally enjoy h:al'ing
fine music as it comes over the
radio. Probably you will attend an
occasional concert.
During all these years you will

?e stUdying piano or some other
Instrument-or both; and during
your last two years in high School
~ou will-if you are luckY-be tak-
mg two lessons a w~ek under some
fine teacher and practicing' at least
two hours a day. If you are not so
lucky ~ou will at least be tak.ing
some kmd of lessons and practicing

at least an hour a day. Perhaps your high school
allows credit for music lessons taken under outside
teachers, so for at least a year or two you are taking
v,:aJ.y.·th.ree. o.the:r:SUbjects, thus ,prOViding additional
time for musIC. But you must not fail to look well into
the ~atter of ':entrance reqUirements" too, making
certalD: that whIle. you are spending a large part of
your ~lme on musIC because you like it better than
anything. else, you are also widening your horizons
by s~udym? other SUbjects, particularly subjects like
English, history, science, and ~athematics certain
amo~mts of which are set up by colleges as ':entrance
reqmrements" and Without having had wh,' h
I b . c you can-

no e admitted to an institution of highe 1 .E . I' earnmg
ven .musIC schools do this, and since you are no~
spendl~g a great deal of time on music. you will have
~o ~Ol k very long hours during your last two ears
In hIgh school. But if you are a real music love; you

DR. KARL w. GIJiRKENS

I
I I

kinds ot college CUrricula that~
pare one for teaching musir
Ihe SChools. In the fir>t trpe
emphasis is on academicco
(English, history, scienceand
forth), tcgether "'Ith work
has to do w1th preparation
teaching. Music is oftenrather:
cldental, and the real music
has a. hard time gettingall
music he wants and still
the courses that are required
graduation. The usual
"major" is ordinarily limite:!
about a third of the totalrequi:
men ts. In other words,you
about two-thirds of all your'
during the four years yougo
college in studying othersubj~
and only about a third oftheti:!
in working in your specialful;
Who t usually happens is that
musJc student puts In manyer;l
hours of practice on piano,\ioY
voice, or some other "app!ir.
music" subject and for thatrtlo
son either neglects his acadeC'
courses or else works so war

time Is left for recreation. EitheralW'

A KINDERGARTEN CLASS
IN MUSIC

CLASS KEYBOARD WORY

will not mind this WI
one does is Work th t

len the ~ork
il b a one enJoysecomes almost l'k '
the realization that \e. play. And
tion for life Work l 1 IS prepara_

, means mUch
. . Durmg YOur last e . '.
school""'you h Y ar III highave probabl b
~;~ldYing catalogs, decidini wr:1~~
ege you want to attend .

out about the e I ' findmgn ranee re .ments of this . qUlre-
checking them ~~~t1Cular college,
and studving th h ~our credits
is r€'quir~d f e CUrrIculum that
education or a degree in music
, Broadly' speaking Ih

, ere are two
"FORWARD MARCH WITH MUSIC"

THE ETCDi

hours that no
native is bad.
But there is a second type of college andinfi)'

a SCho~l the stUdent who plans to be' a teacherC

bmusic IS told that the most important thingi5'
eCOffiea fin' , "1'mu . . e ,?uSJcian, but because musiCteaQ'~
st lIVe III communities composed of all sortJi'

?eOple, therefore the prospective musician musticJ
~~;~eo:her fieJ?~ also, thus preparing himself W ,~
Ih good CItIzen in a democracy at the santeW
at he is bec . , ~:. '. omUlg a fine mUSIcian and a strong

mSPIl"lllg t h •at 1 eae ~r. In such a school the studentspe ,:

Ih east half hiS entire time during the foursears~
e stUdy of n . . ~\1f<En l' .1USIC,about one quarter of it lDstu<>;;

theg ~~h, ~o~eIgn language, history, and the like;~'
fiamIng quarter--or (Continued on page ~l

h Dr Arlllf Rodzinski wascoiled fa direct the New York
~/barm~nic,one of the leading ~rchestra.s of the world, he
bro~ghtwithhi"! ? rare dual capr:1CIty.He IS, first, a thorough,

IrafingmUSICIanupon whom aud,ences can depend for sen-
p,~~einterprelationsand stimulating condudorship. Among musi-
ll,lYe Dr Rodzinskihas the reputation for "doing things" to an
(10M,' h" h' h d fh d fhneslra.Thent ere IS In IS approac an me a s at whichr s the men alert, interested, disciplined, and eager to do
Ih:r, best.Thisr~putation fo! orchestral .deve/opment has grown
'tnDr,Rodzinskl.He won h,s first American laurels some twenty
;~arsggo,when he orga?ized ~he student o?er~tic a~d orches-
/ I dasses at the CurtIS Instdute of MUSIC, In Phtladelphia.
,;0 was his.firm belief that master c/a~ses .and solo work must
be complementedby a sound groundmg In ensemble routine,
rily lor the sake of the musicianship thus acquired by the

~denfsl andpartly for the soh of giving these students a prac-
licalmeansof making their way in the musical world. Dr. Rod·
linski knewthat the mere desire to be "the second Heifetz" or
"tnenewCasals" is not sufficient to re!,lize such glowing ambi-
lions:be had seen many instances of the kind of futility that
{esultswhenthe failure of a great dream leads to nothing but
lurine!dreaming. And so Dr. Rodzinski insisted on providing
ne luturesoloists with an alternate possibility in fhe form of
orches/raldev..elopmenJ, To-day, the wisdom of Dr. Rodzinski's
Ihennoye!approach has come to be accepted as seJf~evident.
Orches/raldrill for potential future soloists not only has opened
areersto young musicians (who might otherwise be equipped
i/n nothingbut the Poqonini Concerto and a heartache), but
alsohas contributed enormously to the various orchestras all
oYerthe land, who can count on replenishing their personnel
'(i/h/rainedand experienced young' players. Because of his dis-
/inguishedserrice in building ond guiding orchestras, THE ETUDE
lras askedDr. RocJzinski to discuss the essentials of orchestral
deyelopmenf. -EDITOR'S NOTE.

"THE FIRST TIDNG to remember in orchestral
workis that it is not, and never can be, be-
ginner's work. The solo instrument is brought

as a kind of first acquaintance to the young student
hohas absolutely no conception of technic and mu-
!cianship.In orchestral work, there is nothing that
correspondsto this particular kind of training. No
atterhowelementary an orchestra may be, no mat-
leI'howyoungits members may be, there is a requisite
foundationwithout which an ensemble group cannot
xist.Orchestral players must come to their task al-
readyequippedwith enough technic to enable them
to producethe notes of the music, and enough mu-
sicianshipto enable them to understand the notes
theyhave to produce.

The Beginriers' Orchestra
"Whenwe speak of a beginners' orchestra, we mean

a groupwho are just beginning to learn ensemble
adjustment;wemust never mean a group of beginners
ontheirindividual instruments. Thus, despite the un-
poubtedadvantages to be 'gained from ensemble play-
mg, they must be reserved for those students who
faye a fair mastery of their instruments, and who
are familiar with' note values, signatures, key se-
quences,rhythmic indications, musical terminology.
andall other skills which serve to translate a page
ofmusical'hieroglyphics into understandable musical
continuity.Fluent.reading is also important, but that
canbeacquired.The best way to train young musicians
in readingskill is to give them plenty to read! Or-
chestraland chamber music playing is best for this.
e mosteffective way to develop an orchestra, then,

'5to assemblea group of equipped players-and play!
"Orchestraldevelopment requires discipline, but ex-,
actlywhat form that discipline is to take cannot be
stated as a single categorical precept. The goal of
disciplineis to stimulate the men to do their best; to
leadthem into the selj-discipline that makes them
demandtheir best of themselves. !:Tow,no two con-
ductorswill go about winning this goal in the same
way.Somewill base their approach on comradeship
andencouragement; 'a few may still cling to the old-
style·'heavywhip' system; some will depend on sheer
animalmagnetism to inspire their men. Guiding the
menof an orchestra is as much a matter of psychology
as it is of musi~. and each director will find the basis
for his own psychological approach in his own mind.
Thus, there is. no one system for conducting. And I
~ay add that, if the result is good, very few will ques-
bon the method! One thing, however, can be deduced
asa basis for enforcing discipline, The conductor must
be expert in disciplining himself! He must be abso-
lutelysincere, entirely concentrated, fully capable of
analyzing,explaining, securing the results he wants.
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correction of two, is confusing and conducive to blurred
outlines. Let the men playas best they can-while
the conductor makes careful notation of tl).e minute
discrepancies. The work of correction comes in sec-
ond place-and it must be based on those discrepancies
which the conductor noted during the first, over-all
playing. .
"I find it helpful to rehearse the various orchestral

. sections separately. Strings should always be rehearsed
alone. Then, while the strings rest, I take the same
passl!g,ethat they have just played, with the brasses, or

the· woodwinds. There
is 8: doUble advantage
to such a system. First,
..weak spots are clearly
and quickly shown up,
without searching the
complete tonal result
to find them, In sec-
ond place, each sec~
tion profits enormously
from hearing the music
played (and corrected)
by the others. Some-
how, the desired effect
stands forth much
more clearly.
"Another valuable re-

hearsal ''trick' is to
keep the pace of the
work intensely alert.
There must be n,o
haste, of course - but
there must also be no
lagging. The wise con-
ductor early accustoms
hiS men to a q~ick
pace. For example, let
him l,tnnounce, 'We'll'
now take bars twenty.
to twenty - five,' and,
come in immediately.
with the down'- beat.
The first time he does
this, he will find half
a dozen of his play,ers
unprepared and still.
searching for the place.

But the second time he does it, he will find them
ready! Letting the men feel the need of immediate co-
operation works no hardship upon them-on the con-
trary, it is the best possible means of getting them to
share responsibility, and for keeping them alert.

Rehearsal Hints
"In the conduct of

the. rehearsal, how-
ever, there are a
number of points to
be considered. All of
them, perhaps, may
be summed up in the philosophy of wasting no time,
Certainly, this does not in any sense imply haste or
speed! Wasting no time means penetrating to the es-
sentials of the music; working at what needs clarifica-
tion; diagnosing weak spots and cleaning them up;
keeping the men 'on their toes' during every minute
of the rehearsal time. Again, the first step is for the
conductor to come prepared with an absolutely accu-
rate mental blueprint of the interpretation he intends
to work out. I have found it expedient to play t};1rough
the work as a: whole before pausing to polish up any
individual sections of it.' In this way, the men have a
chance to find out the general effect demanded of
them. To play twenty bars and then to stop for the

ARTUR RODZINSKI
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Secrel of Pure Orchestral Tone
"Purity and beauty of orchestral tone is one of the

first goals of ensemble development. Tile conductor
must remember that orchestral tone, as SUCh,·is com-
posed of three separate kinds of tone--stringed .tone,
woodwind tone, brass tone. The intonation of each
must be perfect, and must be perfectly blended with
the others. The first task of the conductor is to assure
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Certainly, an amount of sheer 'showmanship' is not
barred out-but showmanship alone means very little.
You cannot fool an orchestra! Even more than an
aUdience, perhaps, a group of players can sense the
strength and the weakness of the conductor the very
first moment he make~ his first down-beat at his first
rehearsal. If he does not build up confidence in that
moment, th~ chances are that he will have difficulty
in doing so later. This particular confidence must be
the result of his inner qualities-his sincerity, his
musical integrity, his sureness of himself and the irr~
terpretation he seeks
to develop. The man-
nerisms or methods
or gestm:es he uses to
convey his sincerity
. are always of second-
ary importance. Some
conductors use up an
enormous amount of
physical energy-and
get splendid results.
Artur Nikisch faced
his men with almost
unbelievable. statu~
esque calm; gener-
ally, he merely.
glanced at the men
from whom he want-
ed effects; his ges~
tures emanated from
his wrists - and he,
too, got splendid re-
sults! ThUS, there is
no rule for disciplin-
ing an orchestra-
beyond allowing the
men to feel complete,
unshakabLe confi-
dence in their le.ader.
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himself that each instrument has been correctly tuned.
Then he must guard against a (very natural!) ten-
dency amongst all players to adjust to slight devia-
tions from pitch on the part of their colleagues in
order to keep the unified tone complete. If one string
player goes slightly off pitch, his neighbor' may fol-
low him; several more may follow him; then the
woodwinds, suddenly conscious of the deviation may
adjust to it. The conductor must never, for ;, split
second of time, tolerate the least deviation from pitch
on anyone's part! He should stop at once trace his
way to the center of the vicious circle of defective
intonation and clear it up. Any compromise the con-
ductor makes will come back upon him in the form
of continued defects!
"The conductor improves tone by insisting on clean

playing-the strings must be clear and transparent;
the brasses must be dignified and never too loud. He
must also construct his tone, architecturally, in terms
of good balance. That is to say, the men must be made
~ware that the lower instruments are accompanying
~nstruments only; the melody lies with the upper
I~struments. The first oboe, for instance, might be
likened to the 'melody' fifth finger on the piano, While
the second bassoon does the service of the fifth finger
of the left hand, in the bass. The conductor who insists
on perfect intonation,. clean playing, and balanced
tone need not anticipate too many worries from the
purely tonal point of view.
"Perhaps the secret of good conducting is never to

overlook a slip, and never to take anything for granted
Certainly, the conductor changes, grows, alters hts
vle~s, ac~uires new views-but never in matters of
musical right and wrong! Those are positive. r.Ghere
can be no compromise with intonation cleanness
musical si~cerity, spiritual honesty. Nev~r fear that
~he.:men will be hurt or discouraged by too great an
mSIstence. on perfection. If the conductor's basic
psychological a~pr~ach is sound, perfectionism serves
only as ~n msptration to his men. And the sound ap-
p:oach IS one of democratic team-work, never of
hlgh.-handed. domination. You can scare a man into
playm~ a bIg tone-you can never scare him into
pro~UClI~ga beautiful. tone .. He may 'go through the
~o~lOns: ~~t somethmg Wlll be missing-and that
somet~mg IS t~e es.sence of good playing. The leader
who ~tlIUulates m hIS men the desire to do their best
for, hun, has the best chance of developing a fine
orCHestra."

OCE!ans of Tums
(Continued from Page 183)

because with its memory still fresh I"Uh "ld b . er mmd it
wou. e possIble to rebuild all of the attributes f
earlIer and more virile or spirited form of PIa' an
Betsey Barton, in her precious book "A d N

aymg
.

Live A . "h ' n ow to. gam, as told how. she and many others have
regamed lost physical powers by recollecting how th .
nerves and muscles reacted at an earlier . elr
you feel that you are slipping in your own :::~Od. If
back your memory to the thrills of delight ' tu~n
enced when you first heard the Chopin No~~~nexp~~-
BeE;thoven Sonatas, the Brahms Inter . es, e
Debuss?, Arabesques. The tunes never ~~~I,O~ th~
they. wIll make you young through a process of re an
eratlOn Which is one of the mysteries of life gen-
Franz von Schober, SchUbert's friend . .

?ave pointed to an especially beautiful h~~;:~~~rteg to
In one of SchUbert's manuscripts sa in "mc e e?t
you find that beautiful harmon~?" y"~' d~~;,~e d~d
SchUbert. "I just listened and I he'ard it ~ 1. saId
have had a conViction that all great ... We always
of melodies heard in the gloriou .mus~cIS.the result
master's musical sUbconscious m~ I:agmatlon. of the
degree of skill with Which h hIll. Then, wIth the
he develops these precious tre: as possessed himself,
piece is born! sures, and so, a master-
The performance of music b ,. :

to have an· unusual' effe t . Y the Illdlvldual seems
c III so concentrating the
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active mind that the subconscious mind can and does
operate in refreshing the memory and in effortlessly
working out solutions which come "like a flash," after
the manner of inspiration, when the mind has been
relaxed by the process of concentrating upon 'the-per-
formance of a piece.
In the vast oceans of tunes there are many seeking

expression, and the one who can play an instrument
can liberate these tunes indirectly as he plays many
different compositions. Do not ask us how this is. We
are merely reiterating the convictions of sensible, prac-
tical people who have tested this plan. To us this
seems today one ,of the greatest blessings of music
study. Perhaps it is time for a popular beatitude:
"Blessed is he who can make music, because he can
liberate hidden powers in his subconscious mind."

Duality Pays

THE CONCERT MASTER of the. second violin
section of the st. Louis Symphony agreed to go
out on the street, incognito, dressed as a beggar,

to test whether or not people would note exceptional
music when they had no warning that they might
expect to hear it. Contrary to the customary view 'of

the ta~t~s of the "mob," there was almost immediate
~~~O~;It:O~of the superior quality of the playing For
. at thewr:~n~ie~5;~e violin~st played he earned m'oney
he himself said it :;'i~ete b~on a forty hour basis. As
the S h' more profitable to leave
he h ymP

t
any and pla~ on the street. Question. Dicf

ave 0 show a Umon card fro th - .
Musicians Local No 23 or did . m e Mendlcan t
license? The St. LO~is Star-Ti he Just use a. pe~dler's
of. an interesting incident. mes sent us thIs pIcture

NE!WKE!Ys tn PractiCE!
t'J Julie rl1aijon

III.
. 'After an absence· from the . ~
find your tone poor. ;For beatit~~~o, you will probably
absolute control..And control is the 'firree ton.e requires
When we cease practicing':- rst quahty we lose
To conquer a pa~sage th t·· , >

transfer the same '"'not t a IS dIfficult in one hand
sUitable fingering This es. a the opposite hand, with
it, and simplifies its orig~~=~a c~:-armental picture of

POSIIon on the keYboard.
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ChOOSE! the Right Music
t'J g:orge S s.u.

"THESEEDof my work was planted within me
by a physics teacher in the Tiflis Gymnasium.
In explaining sympathetic Vibrations, he told

usthat a regiment must b!eak step ~hile crossing a
bridge,becausethe rhythmic force of m step' march:'
mgmightcause the bridge to collapse. This set me
tbinking.If the sheer force of rhythm can destroy a
greatstructureof concrete and steel, there must be a
powerin rhythm that can be used constructively.
Fromthat time on, I determined to find out how to
buildrhythmically.My opportunity came when I was
inchargeof directing at the Eastman Theatre. We
producedoperasand operettas-all with a purely musi-
calandrhythmic basis. In planning the acting pat-
terns for such works. it grew clear to me that some
integralconnection must exist between the rhythm
ofthemusicand the rhythm of the acting. For ex-
ample!Youmay rise from a chair and walk across
a room in a perfectly natural way. But suppose a
slowwaltzis being played in that room; by walking
in a perfectly natural walking or marching tempo,
youcutacrossthe rhythm of the music, disturbing it.
If youare sensitive to music, the cross-cut of tempi
will disturbyou as well as the music. Almost uncon-
sciously, youwill find yourself-not waltzing, but ad-
justing your steps to the rhythm of the music. Let
melaborthe point that the thing that happens is an
adjustmentof rhythm and not a dance accompani-
ment;for that particular kind of rhythmic adjust-
mentis the starting point, not only of my own work,
butof the kind of multi-art expression which, I be-
lieve,holds the future of America's contribution to
thetheater.

Complete Integration
"In Rochester, I developed a kind of action and

motionwhich fitted the music
In the same way that the
harmoniesof a chord 'fit' and
completethe tonal effect. And
thenit seemed that not only
actionsbut emotions could be
rhythmically expressed
throughgestures that would
integratethe music with the
feelingsit symbolizes in the
dramaticcharacters. And, fi-
nally,the delight of rhythm
grewso strong that I at-
temptedto extend this inte-
grationsothat it could include
everythingthat goes on, on a
stage.What I wanted was not
conventionalopera, in which
the characters act to music
(or, if you like, sing to act-
ing), but a performance in
whichacting, dialog, dancing,
andmusic should be so com-
pletelyinterdependent that no
oneelement could reach the
aUdienceemotionally without
all oI the others. You can
reachan audience emotionally
withthe music of 'Carmen' in
concertform; you can reach
an aUdience with a purely
dramaticperformance of the
'Merimee'story-precisely this
possibilityof division is what
I wishedto avoid. I wanted to
tell the story through a fusion of arts, no one of
:whichwouldbe expressive without the others. Accord-
Ingly,Lmounted a performance of Maeterlinck's '81s-
~er.Beatrice,' a lovely thirteenth century legend, and
InvItedthe gifted composer, otto Luening, to watch
the rehearsals and to provide a score that would
complementthe rhythms of action and dialog, as a
sortof climax.Tfiis, of course, was exactly the reverse
?f the USualoperatic performance, for which action
ISadapted to already existing music. The result was a
stro~glyintegrated organic whole, and the best test
of Its power was the strong emotional reaction it
arOUsedin our aUdiences-despite the" fact that we
workedwith young, untried performers, and with
absolutelynone of the usual trappings of 'star' shows.
"That Rochester performance was an e-xperiment.

but it gaveme the solution for ~y own working prob ..
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Rhythm, Music, and the Theater
An Interview with

m.:»:
Distinguished Director. Producer of "Porgy and Bess:'
"Ilklahnmal" "Sadie Thompson," and Other Successes

SECURED EXPRESSLY FOR THE ETUDE BY MYLES FELLOWS

R?u.ben Mam~ulian ;s a nalive of Tiflis: ~ussi? and a graduate of the Lyeee Mo"ntaigne; in Paris; of the
TdlJS GymnasIum; "ana of the Moscow Umversdy. Although he studied law, his native interest in the stage
turned him away from briefs and legal proceaure. After 'staging his first; productions in London, Mr.
Mamoulian was brought to the United States by George "Eastman, as Director of the Eastman Theatre. in
Rochester, where he remained for two years, presenting, grand opera, Gilbert and Su/fivan, and Viennese
operettas. and beginning his highly individual experiments in rhythmic-oily integ/ated theater. Since 1927
"Mamoulian productions" have been presented by the Theatre Guilc/, the Metropolitan Opera; in Holly-
wood. and on Broadway" THE ETUDE Music Magazine has asked Mr. Mamoulian tOI analyze the peculiar
essence of the "Mamoulian production" and to indicate how the methods he advocates may be useful to
the theater of the future and to those who will shape it. ; -EDITOR'S NOTE.

ROUBEN MAMOULIAN. JUNE HAVOC, AND MARY PICKFOBD
Discussing the script of the new Broadway musicol success. "Sadie Thompson,"

founded on "Rain:' by W. Somerset Maugham.

lerns. Since then, my hobby has been the complete
integration of music, rhythm, dramatic action and
dance into a whole that is emotionally greater than
the swn of its individual .parts! That policy is the
motive force of 'Porgy and Bess,' of 'Oklahoma,' and
of 'Sadie Thompson,' also of the motion pictures 'Love
Me Tonight, .. and the 'Gay Desperado.' You ask how
this is different from opera? The difference lies in the
indivisibility of the contributing elements. My aim is
to work out a performance in which the acting alone
would look a little queer, the music alone might sound
a little queer, but in which the blending of music,
acting, dialog, and rhythm (or'dancing) produces a
complete expressive whole.
"So far, alas, no 'catchy' name has been found for

my rhythmically integrated theater. It is not drama,
it is not opera, it is not ballet, it is not pure music;

"FORWARD MARCH WITH MUSIC"-

'music-drama' suggests Wagnerian opera, 'dramatic-
music' suggests incidental scores. The thing I have
in mind is none of these. Certainly, it is not the
gorgeous-girl-hit-tune-dance-routine pattern of musi-
cal comedy. It is. simply enough, the exprelJEiionof
character, action, and emotion through an integrated
union of words, gestures, rhythms, and music, all of
equal importance. And for that, as I just said, there
is no one-word name! The name will come, though-
just a,s the form itself will develop into the complete
theater I envisag.t}.for the future.

A New Art Develops
"It seems to me that -opera is a bit dated. Its chief

value lies in its perfect ~xpression of the tradition of
the age that brought it forth. We follow the emotional
problems of the 'Ring,' of 'Cavalleria Rusticana,' of
'Faust' with the loving interest we feel for our old
fairy tales-but we hardly seek in them our own· ex-
pression of our own selves. Their tradition is not ours.
Our task lies, not in devising modern performances
of this older tradition, but in developing a tradition of
our" own. There are two ways of following tradition:
one is to do what Verdi and the' others did-and that
results in new mountings of Verdi; the other way is
to do as Verdi and the others did-and that must
result in developing a form that will express us, to-
day, as thoroughly as Verdi's works expressed him.
Our way, ·the American way, will lie, it seems to me,
in the rhythmically integrated theater. Quite objec-
tively, I point to 'Porgy and Bess,' 'Oklahoma!' and
'Sadie Thompson' on the stage; and 'Love Me Tonight'
on the screen, as examples of what can be done-the
future can do more of it, and do it better.
"Certainly, the task is not an easy one. A complete

union of elements presupposes elements of equal qual-
ity, and I dare say that a producer who wished to
mount 'Hamlet' in the way I· have described, might
have difficulty in securing music of Shakespearean
quality. With full admiration and respect for the
many splendid composers we have, I feel sure r shall
not be misunderstood when' I venture to suggest that,
since the passing of Bach and Beethoven, we have per-
haps no one of what might be called Shakespearean
proportions in music. The answer is, that we must
make the best use of the best material we do have.
You ask why we do not 'set' productions to already
existing masterworks of Bach and Beethoven? That
has been tried, but with- not the happiest results. I
am the first to have- used (Continued on Page 232)
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ONE ~F ~E MOST colorful parts ofa';,
service IS that of the ministry of ~
what a contribution it makes in theD!1!~

of hearts for th~ preaching of the Wordof~:~
In these wartime days, when male voices .

a~ly absent, the lai.ty must recogniza that~e:
director, the organist, or choir leading he
working under the handicap of a lackof~
terial. Since this situation is obviouslypre:en~
churches, regardless of the ~revious caliberant
nence, why do those responsible for the musi
the rendition of Grade-A music (the in~,a
involved, the classic), knowing their ChOir:~
made up of Grade-E or Grade-F singers?
The facts of the preceding paragraph eretb!

swers for so many poor renditions of themost
ful of .church choir music. Mr. Choir Director,
Orgamst, why not choose music Whichis
within the range and grade of ab1Utyofyourd'
membership? Is it because you have imbeddl::
deeply into your thinking, "Art for Art'ssake"
you sacrifice good judgment and taste to I

that lofty standard, at any cost? If youaresuchl
you may be surprised when hearing the renwt
your congregation relative to the singingofyour
and of yourself. Some unknowing onesmaypaSlt
by attributing the poor singing to the war-i,~
seems to carryall the blame. The fact is thatItt
has nothing to do with it at all! The fault is with

It seems to be a. tradition in many Churches!Jl'
the great Hallelujah Chorus during the Ohristes
son. Yes, everybody enjoys the hearing of thiI
inspiring number-c-Chrtstmas does not seem
Christmas without it. No one will take issuewith'
They all take issue with you when youserveitto·
half prepared and inadequately sung bysingers~
tle or no ability. Are you attempting to say~
congregation that you are not afraid to attemm
impossible? Or are you showing your superim
sicianship despite the handicap occasionedbythe
On the con.trary, musicianship is brought toligm
a selection is chosen within the scope andabt
the depleted choir. Simple music by unknO'llll
posers .written without intricate voicingandinr
forms IS very acceptable when sung withexp
The daintiness of the common lily of the~"a!lr

surpasses that of the orchid-lovely as the orO:
The lily of the valley, found in obscure corners~
garde~ and in waste places, grows with noneedC
experIenced horticulturist, and takes first place
thousands of flowers for its rareness and riclint!'
fragrance. The orchid, whose seed takes ,se~en.
to germinate under the constant care of a staff~
perienced horticulturists (and which seedisbut
a thousand seeds which failed to germinate)isll
bottom of the list of flowers known for its fra,
Yes, th~ o~chid makes great display, but thelily;
valley, In ·ItS humble and quiet way winsmany
Why, ~hen, con tin ue to serve the 'peopleof tile
gregatlOn with musical orchids when there is 5U:~

abundance of lily-of-the-valley music one5PI!
which diffuses its attendant loveliness? 'Whynot,
substitute songs of the style and type of Char~
Gabriel's His Eye 1S on the Sparrow eventho~
stanza must be sung in unison?
What has been said relative to the choirdii~

may truly ~be said of those who sing sacredsolt\).·
not n.ecessary to sing taxing numbers-taxlng,jn'
the hIghest and lowest notes of the vocalregister
be employed in order to please the listeners.'
t?e vowels of words on such exb'eme notestoo~
tIme~ must be sacrificed, thus destroying thet
and If. the words are to mean anything whythen
them meffective? If your congregation'is listeniD:l,
the sale .thoug,ht of musical satisfaction, it is)~
well to smg the entire selection with the vOl'iel~
on the other hand, your congregation wantst~·
~he words, then read the poem over an inlpfl1'
Instrumental accompaniment. The most accBr
sacred or gospel song is one which allowsthe 'li'otte u~derstood while the music is of sufficient$.
veness to make a pleasing setting for the 'li'orQi.
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In 1934 THE ETUDE ~resenfed an article by hI Allison dealing with a plan for au.difions for piano stud~nts.
Mr. Allison haa come to us for advice based upon experier:ce. H:'e c0!1nseled him that 0,5 Ir;)ng as he Iceft
his pro;ed upon (1 strictly open ana high ethical, non-proM basl~, unmfluenced by publlshmg or prop;/e-
tory interests or any attempt to influence the adiu.dicaf?r~,.we belIeved thai he would succeed. Mr; All/son
herewith presents in his own words a record of hiS octiv dies, -EDITOR S NOTE.

by a student of a partial program of seven memorized
selections, or the equivalent thereof. The National
Winner's Certificate is the reward for the playing by
a pupil of a complete program of. as many as ten
memorized selections, or the equivalent thereof. By
equivalent is meant that the pupil who has four mem-
orized pieces may place scales (as outlined in the
Guild syllabus) as a fifth piece on the program; chords
as a sixth piece; arpeggfos as a seventh: intervals as
an eighth; ear-test as a ninth; and sight-reading as a
tenth. The technique phases are optional.

PATRICIA STAFFEL
One of the winners of the Paderewski Memorial Gold Medal

Pupils making 70% are passed; those receiving 80%
get "With Honor"; 90% "High Honor"; 95% "Very
High Honor." These ratings apply to each certificate
type.
The certificates are llrtistically printed and each

bears the embossed seal of the Guild in colors as fol-
lows: Local Winner, red; District Winner, blu~; State
':'inner, silver; National Winner, gold. Space is pro-
~Ided on each award for the sig,nature of the teacher,
m order to bestow. credit Where credit is due. Most
members go to Dime Stores and· obtain inexpensive
fra~es so as to present the certificates framed to the
~U?lls at their recitals. Each certificate thus pub~
llclzes the teacher in each neighborhood. '
Pupils enter the A'uditions according to classification

as follows: Elementary, A and B; Intermediate A B
C; Preparatory for Collegiate, A and B; Coll~gi~te'
A ~nd B; and Young Artists. These classification re:
qUlr~ments, which are in accord with 'the curricula of
leadmg conservatories and schools of music, are out-

FIFTEEN YEARS have witnessed the growth of
the groups of piano teachers in the United States
which form the National Guild, from only one

unit in a small Texas city in 1929to one hundred thirty
UBitS in 1944. The first large chapter having been
established in New York City eleven years ago, these
Guild Centers now extend from Portland, Maine, to
San Diego, California; from Miami to Seattle; from
Canada. to Mexico. The National Guild of Piano
Teachers is, therefore, now truly nationwide in scope.

Guild Piano Playing Auditions
Each of these fifteen years, the Guild has

sponsored the National Piano Playing Audi-
tions (formerly call:d The National Piano
Playing Tournament) , in which pupils of its
members have been privileged to participate.
This annual Audition (Tournament) move-
ment has increased from forty-eight pupils
in 1929to 15,000in 1944.Since its inception,
mor~ than 100,000students of the ,piano
have been entered.
The purpose of the National AUditions

has been to set definite annual goals, with
definite rewards, for pupils of all ages,
stages of advancement, and ability, from
the slowest little pupil to the most gifted
budding Paderewski. Striving to achieve
these annual goals has ·stimulated the stu~
dents' ambition and motivated their prac-
tice beyond all expectations.
Annually in Mayor June since 1929,the

Guild has sent an examiner of note to each
organized center, for whom pupils of mem-
bers have played privately, have been
rated, have received a constructive criti-
cism, and have been honored on the basis of
indiVidual accomplishment and merit. There
has been no competition of pupil against
pupil. Each stUdent who has made the required grade
has achieved his goal, this grade being set low enough,.
for the average, and not merely for the exceptional
pupil. The idea from the start has been to plan so
that each pupil entered (who has not played very
badly) has won some recognition by way of encourage_
ment. The greater the accomplishment shown, the
higher the honor that has been accorded.

Goals and Awards
The Guild has set two low goals for the slow pupil

and two high ones for the gifted. The low goals are:
(1) To merit a Local Winner's Award by receiving
from the examiner a grade of 70% or bver, for playing
only two memorized selections; (2) or to win the Dis_
trict Winner's Certificate for a grade of 70% or over
on the playing of four memorized pieces.
The two high goals are; 0) To achieve State or (2)

National Honors, the State Winner's Certificate being
awarded for a grade of 70%or over, Upon presentation
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IS Expected of an Accompanist?

. his well defined ..rig'hts to study the compositi~n as a
\'hole and scheme to find one or two passages, lf there
\. uch where he may duly shine. It may be that the
are s , . fl d pportunityintroduction or an interlude WIlla or an 0
for producing a dazzling effect. One should also look
for the climax (it is generally toward the end ~f t~e
composition) and be truly assertive if the VOIceIS
equal to it. .
It would be well to rememb~r that introductIOns,

interludes and short cod,as are for a purpose, and the
nist would do well to study the intent of suchaccompa . t f th charassages. The introduction 1Sof en.o .. e .same .-

~cter as the first line of. the song; Inmdentally If
such is the case, think of the proper tempo or the
composition and endeavor earnestly to follow ~J:1at

Then too unless marked to the contrary, It is
~empo.. taste td insert a sentimental retard at the
In pOOl I 11 'f th . t ductiond f the introduction, especia Y'I e In ro
en 0 . t the solo part without a break. Such amerges m 0 _..
change in tempo tends to b~ disturbmg to, the sIng~r

. who cares about preserving th~ ~orrect :tempo of hIS
A Safe Principle. song. The instrumental coda, If .there IS one, oftel).

Publicity for Members Althoughthe practice of keeping the accompa?i- intensifies the last line of the song and the, accom-
In each AUdition center the Guild committee mentin the background is fundamentally a safe pnn- panist should regard that short ?assage as dIStmctly

to have printed in local n'ewspapers the entirel~j cipleto follow that is merely half of the story. It. H must not spoil or belIttle the mood of the,
. ., niment must hIS own. e If f ' tanc thewmners, While individual teachers 'may publiclU., goes'Withoutsaying that the accompa .. t song which has just, been sung. , ?r IllS e,

own groups in their neighborhood papers. In addi. notovershadowthe solo, but even so the accompams song ends peacefully, the accompamst should. pre-
the Guild prints all rolls of Winners in the Guild~ shouldnot be timid. He should dare to. dev~lop a serve the tranquil mood just imparted to the audIence
Book, whiCh has national circulation. Diploma' crescendo with the soloist and build up 1?ISclImaxes and either keep his' playing ,OIJ.the same plane or pos-
are represented in the Year Book by their pictures wP,erethey are called for. Generally speakmg, the a~- .bly tend toward a diminuendo if there is any such
in college annuals) and the names of their teaC companistshould play f to the singer's tI, mf to t ,e ~~dication' on the printed page. He must not SUddenly
Each stUdent, When he hM achieved Nation,l EO: ,inger'sI and so on, "come to life." " " th
three years in succession, is placed upon the .R(JJI" Thesu~cessfulaccompanist must be of such a make- h are ways of becoming assertive prov'Jded e

. If· he must T ere . . t h' HeDistinguished StUdents, While, upon achieving up that he is willing to subordinate hunse. '. .th' .. t has had sufficient groundmg m ec mc.
~onor five years in succession, his picture alsoapl¢: not wish 'to "steal the show." However, It IS WI m plams .
In the GUild Year Book. (Continued on page1 "FORWARD MARCH WITH MUSIC'
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What

lRL ALLISON

HE WORK of an accompanist is g0o.dT bad depending upon the recogm-or , . h
bon,by both the SOIOlS~~nd t. e. ac-
nist of one great artistic prtnctple.eompa , It fThisprincipleis that the composer, WIh ew

exceptions,has created his work with the
ideaof writinga solo, and not a duet. Of
coursethere are art works, such a~ ~he fa-
mousCesarFranck Sonata for YlOlI.n and
Pi no andother sonatas for various Instru-
ants'which are distinctly duets between

:: m'struments.In fact, many songs, notably
theseof Schumann, Franz, and Brahms, are
duetsbetweenthe voice and the piano. In
thegreatermajority of cases, h~wever, the
artisticpurposeis accomplished If both ac-
companistand soloist realiZ~ at the. start
thattheirparts in the artistic r~creatlOn of
a masterpieceare of collateral unportance.
As in a great painting by a famous master
wherethe leading figures' or subjects st~nd
outin high relief against an appropriate
background,so with a singer and an accom-
panist,there must be a soloist and the.re
mustbe a background. If the accompanist
exaggeratesthe musical background in any
way,the results may be highly u~satisf~c-
tory,for to "hold his own" the SOlOIstbegms
a conflictwith the accompanist and the re-
sultsare disastrous. Again, if the accom-
panimentis timid, faltering, or inadeq~a~e,
the singer does not have the reqUISIte
support.
Everysong has its own background. Tt:e

backgroundfor Schubert·s Die Forelle IS
notablydifferent from that of Brahms' Sap-
phic Ode, just as the background of Franz'
Edvarct bears little resemblance to that of
Mozart'sVoi che Sapate. It requires very
adroitfingersand a nimble imagination for
the artist accompanist to jump from the
spirit of Beethoven's Fidelio to Debussy's
"Pelleasand Melisande." A reading knowledge ~;
languagessuch as Italian, French, and German Wl~
alsobe a decided asset to an accompanist. In fact It
isindispensablefor anyone who aspires to accompany
a concertartist to understand the foreign text and
bean authority'upon the pronunciation. .
Onething is very certain, however, and that 1Sthat

thereare rarely enough rehearsals. The soloist w~o,
justbeforegoing on the stage, hands his a~co~~an::
themusicand expects him to follow the smger s
tistictricks and emotions like a squirrel in a cherry
tree,is lookingfor a miracle. th
Thereforethere are certain qualities that cause e

workof one accompanist to stand ,definitely. ~bO~
that of other accompanists. Is it not that abIlity
contributeto the effect of the whole and thus form a
unit in which the relationship betw.een the solo p~rt
and the accompaniment is always in due proportIOn
oneto the other?

Annual Auditions for
American' Pinnn Pupils

lined fully in the Guild Syllabus, which any
of piano may obtain by writing Guild headquar.
Box 655, Austin, Texas. In each of the foregoingr'
fications, from the lowest to the highest, thepup1
he progresses, may win anyone of the fourcerti!.
awards. Thus he is able to win even the National
first year of study by playing a. complete littlep
of ten pieces, provided the examiner has givenhlr.
grade of 70% or over, yet the winning of theI
award, the Local Winner's Certificate, is an enroll!!.
ment not only to the pupil but to the parent8.1
Therefore, the plan provides a definite goal
definite rewards for each year of study.

For Advanced Students
For the advanced student, in additi(ll

the certificate awards, the Guildhas
vided a system of dIploma awardsas~
-lows: (1) High School Diploma-a..-or
to a High School Senior or Graduau
plays from memory for the examine
recital that inclUdes the minimumreo.~
ments for conservatory entrance; (2)
legia te Diploma-a warded to High \
Graduates who creditably present a
plete Collegiate program; (3) Young!:.
Diploma-a\varded to a young artist,ill:
a High School Graduate, for presentatioc
a repertoire of two complete Collegiate
grams. These diplomas are provingval·
incentives to the more mature studenu
Guild members. A number of leading
leges now award scholarships to G
Diploma Winners each year.

Choice of Pieces
The choice of pieces is left to theI

except for these restrictions: In Element::
each piece must be at least sixteenm
in length. In Intermediate, or above,P
entering two pieces may choose anytwo.

those entering foul' are required to play oneIA:
Classic (a little Bach number), one late Cla.ssJ!
Sonatina movement), one Romantic, and oneM
The specific titles are not designated by the Guild
are left to the choice of the teacher.

IRVING D. BARTLEY

t'j!Jrvinf} ::D..Bartle'j
:l.A. g O. '

Music and Culture

can for instance, bring out what may be the
mel~dY in the accompaniment (but n~t
necessarily the soloist's melody),. subordi-
nating the other less important v01~es.??e
of the marks of a good pianist is hIS abl1~ty
t "hammer out" (if called upon) one VOIce
while the others are sounding softly. Later
that hammer-like stroke can be subdued
somewhat, the result being a touch that ha~
breadth and substance to it. It may be that
certain bass notes; probably those of a lon.ger
duration or those falling on the m<?st im-
portant beats should be brought out to good
advantage. Bringing out such, bass notes for
climactic passages is a good idea when the
strength of the singer'S voice would not
permit all parts to be played loudly.

A Knowledge of Voice Necessary
The accompanist should be conscious. of

the limitations of .the voice and should .stnve
to determine -the weaker registers of the
vocalist, exercising great ~are. to be _s~b-
servient, during notes occurring III that regis-
ter. Furthermore, 'by careful watching of t~e
expression marks and by his innate mUSI-
cianship, an accompanist can often_ conv~y
to the singer the signtflcance of a c~rtam
passage which the singer had previously
failed to grasp. The accompanist. sI:0ul~ at
all times anticipate when breaths WIlllikely
be taken: he should try to listen to any
near-gas~ingS and accordingly allow enough
time for those breaths. He must not be
oblivious to what is happening. Similar.ly,
with wind instruments he ~ust try to realIze
the places where breaths would, be most
logical. Some singers, when under nervous
strain are not consistent and take breaths
more' frequently than usual. One way· to
assure success from this standpoint ~sfor t~e

. accompanist to playas fast as the smger WIll
let him. Be sure that the accompanime~t does no,~dra~;
for it is almost impossible for the smger, to . lead.
Suppose some such long note appeare~ m. the

soloist's part (as at a in the accompanymg Illus-
tration) ,

Handel

" Po, =--

101 Love y' the'_. Lord

"
~'~.~

I ........ I··'OJ ' ~~i
P ~

, , I

the accompanist should be able to recall the tempo
, , h' t· the onlythat was rehearsed, and, sInce IS par IS
moving part, make a real effort not ~o.drag so that
the singer can complete his phrase WIthout an extr.a
b eath Furthermore if the singer feels that he IS
n~t going to be able to complete his word or phrase
without breaking, he should a~cel.erate the tempo
1" htly Anything is legitimate If It saves the day,
~~~, si~ce a singer feels tha~_it is the height of dis-
grace to f.j.ndit necessary to t~ke a breath between
the syllables of a word,_.he WIll be gra.teful to ,the
accompanist for ·his alertness apd fOreSIght..
By this tim~ the inexperienced acco~panlst may

h ve feelings of inadequacy, Qut the w.rIter wants to
saay as encouragement (Continued on Page 228)
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Great Conductors
Iluthe Airways

WE WERE REMINDED of the old saying-
good things come in small packages-a-when
we read a post card announcement, sent to us

recently, that E. Power Biggs would play during 1945
the Organ Music of Johann Sebastian Bach in its en-
tirety. Mr. Biggs comes to us on Sunday mornings by
way of the Columbia network, for the space of only
half an hour, hence the thought of small packages.
This unique program in which there is such a fine
blend of musical integrity and tradition deserves to
be lengthened. Thirty minutes does not seem long
enough for a program of such worth; many listeners
have told us that they would.like that recital to be
extended to an hour. Moreover, this program does not
go uninterrupted from coast to coast, for at least in
one spot-around Kentucky and neighboring States-
the time allotted the organ recital is taken up with a
hill-billy broadcast, In all justice to the broadcasters
however, we do not see how it would be feasible fo~
Mr. Biggs' organ recital to be extended. The traffic on
radio is multiple as well as varied. Prior to Mr. Biggs
comes the CBS News of the World, a program which
at these times has considerable interest. N~t all folks
get up early on Sunday mornings, and for many on
the Eastern coast this news broadcast serves an im-
portant function. Following Mr. Biggs' program comes
New Voices in Song, a program featuring young sing-
ers. Not,many would wish to dispense with this fifteen-
minute period. And following the latter broadcast
comes the Church of the Ail'. After that comes Wings
Over Jordan. Follow the calendar farther if you wish
and you will find that the CBS Sunday morning, sched-
ule is a fUll, rich and varied one.
To return to Mr. Biggs: most radio listeners know

we feel certain, that the organist plays on an instru~
ment which was built along the lines of Bach's own
organ. This Baroque. organ, housed in the Germanic
Museum at Harvard University, lends itself well to
broadcasting and recording. And Mr. Biggs' perform-
ances on this organ have been widely praised for his
sound mus!cianship. Those who have held a miscon-
ceived idea that the org,an in broadcast is not served
t? be~t advantage, owe themselves the experience of
lIstemng to Mr. Biggs and his Baroque organ.
New Voices in Song, heard 9:45 to 10:00 A.M" EWT

(CBS network), has a follow-up called Encore Ap-
pearance, heard Wednesdays from 6:30 to 6:45 PM
EWT. N.ewVoic~s in Song, begun in November, 1943:
was deVIsed to gIve gifted young singers a chance to
p~rform on the air. Enc".re Appearance was devised to
~Ive t,hose who have g,iven outstanding> performances
In. the Sunday program an opportunity to be heard
WIth full concert orchestra. Not many radio programs
have a .graduate procedure to match this new and
worthy Idea sponsored by the Columbia Broadcastin
System. . !if
April 1st brings us the last performance of the win-

ter season of t.h: NBC Symphony Orchestra, Maestro
Arturo Toscallllll conducting. The noted Italian con_
ductor returned for his last three concerts th·M' IS seasonon arch 18. PrIOr to his return we had foud th . . . • r concertsun er e dIrectIOn of Malcolm Sargenf'th E Ii"
conductor. Sargent, known as "Ambas~do~ ~fh sh
Baton" and the "Human Dynamo," gave four w:Uem~
orable prog,rams, featuring music by English com~

posers, thus reminding us at this time of our staunch
ally in a most appreciable way. In obtaining the serv-
ices of Sargent, NBC and General Motors brought to
the American radio audience for the first time one of
the most colorful and resourceful personalities of the
English music scene. As his "ambassador" sobriquet
implies, this conductor has done much to further in-
ternational good feeling through his frequent visits
to distant lands. In 1943,
sponsored by the British
Consul, he flew to neutral,
Nazi-encircled Sweden to
conduct a series of con-
certs featuring the works
of British composers. In
recent seasons, he also
visited other British lo-
cales such as Palestine
and Australia. Sargent's
adoption of the baton was
an accident ..At Stanford,
the failure of a conductor
to appear for a rehearsal
of the Gilbert and Sul-
livan opera, "The Gon-
doliers," prompted those
in charg.e to urge Sargent
to take over as conductor.
His success caused the late
Sir Henry Wood to launch
Sargent in Leicester and
later in London. The son
of a church organist, Sar-
gent's love for music was
early evidenced. He sang
in the church choir at six
and by ten was a church
organist to be reckoned
with.
Looking back over Sar-

gent's pl'ograms, one re-
calls with pleasure those
concerts featuring such NICOLAIBEREZOWSK
works as Elgar's Violin Y
Conc:er~o,William Walton's Viola Concerto and John
Ireland s Londo~ Overture. The romantic English ele-
ment was hap~Ily set forth in the Elgar work played
b~ ,Mr. Menuhm, Who originally had the ine~timable
a van~age of preparing the music for concert and
recordmg perfo:mance with the help' and advice of
Edward Elgar hImself. And Walton's Concerto hap i1
set forththe:~odern spirit in English music. The la~te~
work was brIlliantly played by William Primrose who
r~nks as one of the greatest string performers df our
tlI~:. Ireland's London Overture, written in 1930
?flgmaUy scored ~or band. More in the popular 'v:~s
It was representatIVe of a lighter side of Engl" h . '
and was not a . . , ,IS mUSIC
f n mapproprlate finale to Mr Sargent's'our concerts. .
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THE SONG OF THE GRASS ROOTS

URY OF AMERICANFOLKLORE."Edited by B. A.
"A 'fREAS bli

k· Pages 932 Price, $3.00. Pu tshers, CrownBotm, , .
publishers,
b hly the most American compilation ever

Proed betweentwo covers is, with due respect to
j~orld Almanac, "A Treasury of American Folk-
the"byB A Botkin "Ben" Botkin, Boston-born and
lore,ted ;t Harvard: Columbia, and the University
~~:braska.From 1921to 1940he was associated .with
tl:lefacultyof the English Department of- the Umver-
sityofOklahoma.In 1937he became Rosenwald Fel-

d wentto Washington. In 1938 and 1939 he was
JO~k~nreEditor of the Federal Writers' Project of the
FOp/ In 1941we find him Fellow of the Library of
We 'essin Folklore, while in 1942 he became Assist-
ongr tca or Amert lkW1tin Chargeof the Archive 0 Amertcan Fo song
in theLibrary of Congress. In 1944 h~ was elected

.dentof the American Folklore Society. No man
~reSlwrestledlonger or more vigorously with the vast
a~jectof our native folklore. While he has included
: theninehundred and thirty-~wo pag~s of this huge
bookan incredible amount of mst~uctIve ~nd ent~r-
tainingmaterial, it nevertheless grves an impression
of a greatbale of matter pressed with giant force into
one volume,and bursting with its W€~lth of conte~ts.
Hehas garnered from the vast terrftory of America

the romance,the sage and penetrating wisdom, the
picturesqueeccentricities. and the swaggering. brag-
geringexaggerations of a pioneer people/Who have
madea fetish of characters ranging all the way from
theperipateticDavy Crockett down to the legendary
PaulBunyan,There are countless yarns with fanciful
andexcitingtitles, "How to Make Rattle Snake soup,"
"ASnipeHunt," "The Sky Foogle," "The Laughing
President,""Razorbacks," and so on, and then some.
Onemaybegin anywhere in this compendium of leg-
ends tall tales traditions, ballads, and songs of the
Ame~icanpeo~le and get a glimpse of our ~ucolic
background,all the way from the first backwoo~s
boastersdown through Bret Harte and Mark Twam
to the recent past. Botkin has done some mighty
shovelworkto dig out this material.
In the book is a great number of folk songs with

theirtunes set down, but without piano or other in-
strumentalaccompaniment. Botkin would probably
tellus that most of these tunes were sung without
accompaniment.If you ever have been in the hill
countryor on the plains and have noted how the
makersofmany of these folksongs, with nary a' piano,
a "gittar,"or a melodeon within miles are not at ~ll
disturbedby the lack of accompaniment, you WIll
knowwhat this means. They will sing for hours from
memory,usually in excellent intonation, unaffected
diction,great sincerity, but alas, with a monotony
whichamounts to something very near to a drone.
Yetthe preservation of these tunes is most importa?t,
andthey add much to the value of the book, the SIg-
nificanceof which is emphasized by the fact that Carl
Sandburghas written a two pag,e foreword to it.

MUSIC FOR THE MILLIONS

,''MuSICFORTHEMILLIONS,"By David Ewen. Pages,
678,Price, $5.00. PUblishers, Arco publishing Com-
pany.
The Concertprogram annotations which have be~n

a part of the enjoyment of all patrons of symphOnIC,
concert,and operatic performances of the b~t~er cl~ss
haveled to the preparation of many books gIvmg bIO-
graphical,musicological, and dramatic backgn;lUnds ~f
masterpieces.One of the most voluminous of these IS
"Musicfor the Millions" with comments upon the
compositionsof some two hundred and sixty com-
posers,from Albeniz'to Wolf-Ferrari. The ~orks have
beenselectedwith care, and each composer IS prefa~ed
by a short biography. Most helpful of all is the lIst-
ingof "Recommended Recordings," giving names and
numbersof the best attainable recordings issued by
Vl,U'iouscompanies. This should make the work e~pe-
ciallyvaluable as a buying guide for record coll~ctors.
The book is very comprehensive, but of course It has
not been possible to include everything; the famous
Arthur Bliss piano concerto, for instance. The work
is especially useful, as it includes comrn~nts upon
operas,symphonies, chamber music workS, pIano com-
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The Etude
Music Lover's Bookshelf

Any book here
reviewed moy
be secu red from
THE ETUDE MUSIC
MAGAZI NE at the
price given plus
postage,

positions (Chopin, Debussy, Arensky, MacDowell,
'Brahms), and violin music (Bruch, Kreisle:, Mozart,
and others). The works of some dozen Amerrcan com-
posers are described. . . .
The author is now in the U. S. Military Service.

CHOPIN THROUGH POLISH EYES'

"CHOPIN." By Antoni Gronow~cz. Pages, 202. Price,
$2,50. publishers, Thomas Nelson and Sons.
The last notable life of Chopin in Polish, that your

reviewer read in German translation, was in the es~
timable volume, "Frederick Chopin, Sein Leben und
Worke und Briefe," by M, Karasawski. This work has
been widely quoted since its appearance in !-877and
has served as a background for much of the mfo~~a-
tion "about the incomparable Polish-French mUSICIan
whose gifts remain an unforgettable marvel t? under-
standing musicians. A new "Chopin," by AntOnI ~rono~
icz translated by Jessie McEwen, presents hIS ro~

~ar:tic life not so much as a documen.ted biography,
but rather as a charming story. a q~asI-~ovel, at one
of the most colorful periods in mU~lC~1hIstory.
We are sure that it will have an mtlmate appeal to

large numbers of readers.

CHOPIN'S BIRTHPLACE
From an old enqravinq .which appeared in Szopen. edited

by Mateusz Glinski (Warsaw. 1932).
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FAMOUS A~IERICAN COMPOSERS

"FAMOUSAMERICANCOMPOSERS,"By Grace Overmyer.
Pages, 210.price, $2.00.publisher, Thomas Y. Crowell
Company.
One hundred years ago American composers could

have been counted on the fingers of one hand, with
the thumb left over. William Billings, whose bungling
tune~ were curious, is forgotten by all save in name.
Francis Hopkinson, however, did add a dignity to our
national music structure and deserves the palm as OUl,'

first composer of note. He came from distiJJguished
forbears as his English father was the first president
of the A~erican Philosophical Society and many of his
descendants have occupied prominent positions in the
financial and legal activities of Philadelphia. Hopkin-
son, however, was first a statesman, a lawyer, a finan-
cier: and a jurist. He was a member of the. First
Continental Congress, a signer of the DeclaratIOn of
Independence, and an inti:n:tate of George Washington.
It is a matter of pride to realize that in the notable
group of men who founded this Republic there was a
disting,uished amateur who, like Thomas JefIer~On, n?t
only was devoted to music, but who also was gIfted III
musical performance.
The second figure of significance was Lowell Mason,

who was also progenitor of a number of distinguished
men in the music field. His work in education and hIs
hymns endeared -him to all. .
Stephen Collins Foster, a natural font of melodIes

that are still current in all parts of the world, was our
next musical asset.
With the New Orleans-born Louis Moreau Gott-

schalk (1829-1869), however. we encounter the first
composer with a technic approaching that of Eurol?ean
composers. He was exceedingly original and melodIOUS,
Your reviewer (who, by the way, inherited GottscI:alk's
piano, since Gottschalk was an intimate of t~e wrIter's
father). predicts that many of his worKSWIll be re~
vived in the ever turning cycle of musical history.
Miss Grace Overmyer, in her "Famous A.merican

Composers" has written a series of 'one 'chapter biog-
raphies of theSe composers and has carried the idea ~p
to date. Of course in a book of its size many really dIS-
tinguished composers such as Howard Hanson,' Edg~r
Stillman~Kelley, Henry Hadley, and many. others 'm
the front rank of American musical composition, have
been omitted. On the other hand, we find the name o()f~
the very worthy Theodore Thomas, who was n?t_ co~-
spicuous as a composer and was not born In thiS
country. Louise Homer, one of our g,reatest singers, is
induded because she inspired her husband':s works.
Nevertheless,. the book will be found useful·by many
~eeking interesting information of this kind.

With the close of the program of April1t
Toscamni will have completed a fine ands, "
season. Now in his seventy-eighth year th rnetll~

, e ClJ~still remains one of the most potent forces~ I

orchestra. It is amazing each time wehearhiln~CI!
the youthful energy and buoyancy of his u ,~
ing. His Beethoven Cycle this past winter:'
the memory of all serious radio listeners as ~.
great highlights of the airways. one«
In paying tributes to great conductorsof

ways. we cannot let this appartlUlity passWj1h ~
Ing some words about Eugene Ormandyand :
certs with The Philadelphia Orchestra, Which'
been heard through the winter season onSa
from 5: 00 to 6: 00 ,P.M., EWT (CBs network),It'
Mr. Ormandy's sound musicianship to which,,~.
to pay tribute, but rather to his appreciable~"
a program maker. He has presented many ~"
compositions, works like the BerezowskyCon~
Harp and Orchestra (heard January 27) an'
Richard Strauss tone poem, Don Quixore G

February 24), works in which eminent SOloists
featured. One can be assured of hearingman,
hackneyed works in Mr. Ormandy's programs.
Then there are the programs by the Boston,

phony Orchestra, conducted by the venerable&
Koussevitzky, heard Saturdays from 8:30 t(l9:001
EWT (Blue network). Koussevitzky's alle~
modern conductors has long been a subjectfor ;
sion and appraisal. Not many noted conducrors
step down from the podlum, as he did onFebl1lall

to allow a composer to'
duct his own wor4
this Is Just whatK
vitzky did whenthe
zilian Hector VilIa,L
was invited to givea
gram of his osn~
with the Bostonor
Listeners lamentthe
that the BostonSym
broadcast Is notlonger
can well Wlcerstand
they would, for it ~
of the fil1estorchestral
grams on the airways.!
as for the music-maiir:
Dr. Koussevitzky,nil
is of an order that
mands our highest
The NBC Univer~~

the Air's musicalp .
known this year as ~
in American Citie~'
Th ursdays from 11:1
midnight, EWT,has '
to present historical
lights from the ffimic&l
nals of various citiesiII
Western Hemisphere.
phasJzing the urban'.
ence in the developmell'
musical art, it hasf
a logical sequelto the ~
vious programs (01
year), FolkwaysinN~
In stressing the '

viewpoint, the broadcasters tell us this hasnot
done because they regard the pa'st more impot
than the present, but because they considerthe.
necessary to an Wlderstanding of the present.In
unique programs, the listener is offered a broads
of significant factors that have shaped the gt(
of music in the Americas from early coloniald8f.
our own time. It is a mistake to pass up these,;'
grams with the idea that they are simplyeduca~
broadcasts. The various broadcasts have beenl'iell
vised and are -so fUll of human interest that one
well forget While listening that one is gettingaD'b:
education at the same time that one is beingeo
tained. It is rather unfortunate for Eastern ]istl=,'
that the time of these bro~casts is so late (we~t
quite a few comments on this) but at the same
there is much to be said for o~e retardmg one'S
time in favor. of listening to these worthy Th
-events.
.puring April, there will be four broadcasts.Tbe~
gram of April 5 turns to the (Continued on page. 191
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Concerto Playing
I have been trying to secure an article

which, I am told, you wrote several years
ago in THE ETUDE on "Concerto Playing."
A thorough search of my complete ETUDE
files of the last ten years fails to disclose
any such article.
I am sure that there are many other
teachers like myself who want to know
how to teach advanced students to play
effectively as soloist with an orchestra.
Could you give us some practical points
on concerto playing?-L. C., New York.

Yes, such an article did appear, .but
not in THE ETUDE. • • • The magazme,
"Keyboard" which has now suspended
publication printed it in 1941. It was
called "Style in Concerto Playing."
Here are the "pointers," substantially

the same as in that article, but amplified
and revised in the light of added experi-
ence:
In order to play a concerto with 'Or-

chestra in a distdngulshed manner, the
pianist must throw overboard his solo
style and treat his instrument in' a radi-
cally different manner,
This is on account of the greater re-

sources, wider scope, and enlarged canvas
which the orchestral collaboration makes
necessary. All concertos-including the
tonally smaller masterpieces of Mozart-
must be done in the grand manner, with
tremendous authority, sweep and power,
often with imperious domination, sharp
percussion, and arresting dramatic accent.
... What solos make such terrific de-
mands as the opening pages of the
Tchaikovsky Bcflatminor, the Beethoven
"Emperor," the Liszt E-Flat, the Mac-
Dowell D minor Concerto-to mention
only a few-c-or require the concentrated
musical essence of the beginning of the
-other 'Beethoven con_certos, and all the
Mozart concertos? ...
And that is only a beginning. This

power and authority, this sustained al-
fresco style,' this constant amplification
or denial of the orchestra must be kept
up for three long movements.
Incredible power, dynamism and drive

are exacted when a pianist plays a con-
certo in-top form. Teachers are too easily
satisfied with the amount of tone students
give in the studio, where they often play
the concerto on a brilliant piano in a
small room. There should be almost no
limit to the amount of legitimate sonority
a pianist can bring to his instrument.
And by l~gitimate I mean tone, however
loud, produced with the fingers already
in contact with the keytops, and not
whacked, hit, or yanked down from above
the keys. The artists able to give the
piano the most tremendous sonorities are
-invariably those who pla-y from the key-
tops.
Nothing is more futile, more pathetic

in an orchestral performance than to see
a pianist's arms thrashing Wildlyover the
keyboard, Without the audience hearing
a single tone-a circumstance quite usual
in concerto playing.
So, Whenever a student asks, "Won't

my playing be· too loud if I get the
amotlnt of tone you demand?", the an-
swer is obvious: "Your orchestral fortis-
f..imoscan never be too lOUd!"Conductors
are often notoriously insensitive in their
dealings with soloists. The word accom-
paniment has long been stricken from
the vocabulary of many of them, or is
used only .in the ironic sense. So the per-
formance often becomes a pitched battle
with odds greatly in favor of conducto;
and orchestra! The pianist who can turn

The Teacher's Round Table

Correspondents with this Depart-
ment are requested to Hmit Letters
to One Hundred and Fifty Words,

on unlimited "steam" wins an ovation
from the- audience as well as added re-
spect-and re-engagement-from the con-
ductor, ,. So away with impotently
:flailing arms! Let dazzling. flashing bril-
liance, torrents of sound, overwhelming
tonal masses be unleashed. '. But re-
member, this is possible only with the
proper combination of weight and force.

TECHNIC OF PLAYING WITH
ORCHESTRA

Conducted by

maier
Mus" Doc

Noted Pianist
and Music Educator

"FORWARD MARCH WITH MUSIC"

run or cadenza before or afterthe ~
chestra.
(6) The opening solo P!lruoo ~

concerto must be played With del,
tensity, moving authority, or treIueIi
bravura (as the case may be>'ReIIi\
you can. often make or break the
effect of your concerto by the ~
play these beginning phrases.
(17) Don't speed up last motI!III

excesstvety until the very end-theDi:
on the nozzle, and blow off the Itl
Always delay crescendos, accelerand:.;
dIminuendos and retards until the
posstble moment, then play them
utmost conviction.

(18) Always be prepared U> giw
conductor the exact tempo of eachmoo
ment when he requests it.

(19) Know the orchestral score
ougWy; especially the Instruments
when a small group of Instrumens
playing with you, when you are eee
panying a solo instrument, and soon.
(20) Know your "entrances" perfect'

. . . Have the coordinating letters.
numbers in your solo copy clearlyrinrc
with red crayon; and be sure before
that these agree with the conducL((
score and orchestral letterings. .. ,I

(21) Accept every suggestion, ctirecl'q'
and correction of the conductor with go,

grace, and carry these out to thebesl
your ability. Whatever happens,If
calm and pleasant, for it is practili
impossible to give a good perrorrsr
after a disagreeable, see-saw rehe
(22) One exception to the above st

guard against being "shush-shushed"
the conductor at the actual perfo1'JIl8D,'!
If he objects to your playing certainJI';-'
sages, (especiaUy in the thin, hig:::
register of the piano) as loudly as Iii
feel necessary, "pipe down" to,pleaselC
at the rehearsal, but at the concertl1LC
on the steam and play these evenloud'
than you intended at first! In theexct
ment of the performance the condUct::·
won't notice this, and yoU wiIInot t
overWhelmed. Your tone will ca::
through, its golden texture riding trat:.
parently over the orchestral timbre,
(23) Play rapid movements in e

strictest time. Let all freedom or 11/1'11'
in slow movemen ts take place within~
half measure, or better stlll withintli
single beat, for the orchestra wont~
with you if you permit yourself milll
license than this. ,
(24) Let your final chords or ton€s~

all phrases and movements last exaetli
as long as the orchestral tone. ThenI~
move YOUrhands and feet from thepiaJli
simultaneously with the conductor's"shul
off" beat.
(25) If there is a choice of pianosffi

the performance, always select the 1lI~
brilliant instrwnent even if its qualilY~
slightly harsh or strident. The U~J*;
third of the piano shOUld be esP€C1aJl
penetrating .... If this is not theCII-~
insist (if you can!) upon havingn

(Continued on. Page 225)
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IGOR STRAVINSKY
The physical labor of writing ~own a
Stravinskyscore. as compared wtth a
Beethoven score. is gigantic.

APRIL, 1945

Music: anel Stuely

Farlim; Fires
Why ]JfH~S Musical Genius

And Continue
Expire m Snme
in Ilthersi'

Cases

patterJon
\'/cll-finown Theorist and Critic

.. . If' feres/ing reflection fo many. Mr. Patferson's opinions areThis fine, critical article wd/ gIve matefla o~/In. 1/' fances fhose of The Etude.-EoITOR'S NOTE.expressed as his own, and are not necessco y. In a .ns ,

We may g,uess, and wonder, at all this,
and there have been many conjectures.
Some have blamed the loss on simple fa-
tdgue, not only fatigued nerves, but act~lal
physical fatigue following the tremendous
effort involved in working out these complex
sound effects, and in writing the~ down;
for a Strauss or a Stravinsky score 1Sa very
different thing from even the biggest of the
Beethoven scores, and gigantic. compared to
Mozart or Haydn. And yet Wagner wrote
his scores, and he did not wear himself oU~!
It has been said that Strauss used up hIS

thematic material, his dramatic inspiration,
that is, not the musical side of i,t,.but the
literary urge, the tales and traditions, the
"Dons" and the "Tills" the "Heroes" and
the philosophies. Maybe so; one wonders
what Wagner would have chosen for a sue-
cesser to "Parsifal"? .
And it has been said that Stravinsky got

no more orders for ballets; as a res~lt. I:e
lost the guiding hand that gave him hIS

,

DMITRI SHOSTA~KOVICH
Was his first symphony his best?

. fiuence bears duwn upon them that they, appa~ently,
~~nnot continue to maintain their power? Is It the
fatigue of emotionalism'? ' _ . h d
D " g a f'ew years-:my, about twenty-J;tlc arunn . h' ems', turned out his magnificent symp O~l.lCpo ..

~tl~~~t1'a lleldenleben, Tod und verklaru:ng, Tzll
ar " Z' Don Juan Don Quixote, and hIS opera,Eulensp1.ege " h h <:
"Sal me"" and then he just stopped. True, e a_

a , "AI . e" Symt" d to compose He wrote an pm -con 111ue . b f peras"Domestic" Symphony, anum er 0 0 ,
phony, a 11 but the Muse that inspired the earherlarge and sma , t
works is not visible in these later attemp s.
And Debussy? His greatest output was betwee~
2-The Afternoon of a Faun-and 1905-La Mel.

189 th se came "PeIleas" and the Nocturnes, andBetween e t "I"hat? And to take a more s n nng case,
after them, wwhat'similar to that of Mascagni: what
a case some , f h" 1 n

ed to stravinsky after the creatlOn a ISsp e ,-
~~:P;~let scores during the first ten years of th1S
t ? We knoW them well, for they are concert

cen u.rt
y
"" L'O'seau de Feu Sacre du printemps, Pe-

favon es. 0 "h" 1 t f r-hk fter which a queer phI1osop lca rans 0
trOUt"' at'ooakplace within the mind of the composel'.ma·lOn . brdall' to have voluntanly thrown over oa
He ~ppel~sideas to have tried hard to be untrue to
o~ h1S 0 the fullness of emotion of his earlyhImself, From , 1 t" s

h " ow turned to emotlona emp mes .stage, he as n
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PIETRO MASCAGNI
Known almost exclusively for one opera

atedly big rich tone, especially in the
upper reaches of the keyboard.

(8) When you are accompanying the
orchestra, don't' play too palely, even if
your passages or chords are written
thickly. Give good, full support, Sharp
percussive touch (from the key top) is
often used for both piano and forte
accompanying passages.

(9) In playing with orchestras you can
sometimes use much more (longer) pedal
than in solo playing. Watch carefully for
such places, for they will greatly assist
your sonort ty.

(10) When YOUr-bass tones descend or
ascend scale-wise, change pedal quicker
and more carefully than you think neces-
sary, even if the bass is marked legato.
Otherwise bad blurring will result ....
Your bass may often he played markedly
non-legato.
(1) Watch carefully Where your bass

is duplicated by the orchestra: play such
places lightly. Even good artists often fail

(1) Watch the conductor!-he won't to do this with the l'esult that the bass
watch you. Be sure to sit where you can texture, thumped out, unpleasantly over-
see him easily, Give h'm an UP-down balances the whole structure.
"head beat" in tricky entrances. (12) Guard against "holes"-that is
(2) StUdy his beat carefully beforehand. Whenever the orchestra rests or thin;

The conducting idiosyncrasies of famous down, immediately play more richly or
and infamous maestros are beyond belief freely. Don't let the bones show!
-and also prediction! (3) Whenever you pby alone, don·t let
(3) Bow to the orchestra or conductor your tempo flag or sag. " It is un-

upon entrance as well as to aUdience. Be pardonable to expect the orchestra to pull
gracious, '. Go on and off the stage up the tempo after you have amateur_
quickly. Shake hands with condQ-ctor at ishly let it down. It is also exasperating
conclusion-no matter what has hap- to the conductor.
pened during. the performance .... And (14) Unfortunately, it is often necessary
come back.qUlCklyfor your "encore" bows. to accent first b€ats strenuously when
(4) AVOld-pauses between movements playing with a POor conductor or orches_

of the concerto, if possible. Be sure to" tra; it is sometimes the only way to get
have this understood with the conductor and stay together. This of course ruins
at the rehearsal. the musical effect; the aUdiences, alas
(5) Always p~ay last measuf<:s or last invariably like it, and the conductor ofter:

chords of classlC concerto rapId rnove- prefers it.
ments, even if written only for orchestra. '(15) Watch the conductor at ends'of
(6) Whenev:r you play alone after an runs, cadenzas Or tricky passao-es Pla

?rchestral tuttI, make all pianos, fortes_ all complicated passages in exact time I~
If only. for a measure or two. All YOUr necessary, plan entire pages or secti~ns
dynamlCs should be ~tepped up on ac- at a slightly slower tempo so that tIl
co~nt of t~e great dIfference in quality conductor will not be expect~d to wait fO~
an quantIty between the sustained 01'- you at diff.cult measures N th'
~~~=~raltexture and the percussive Piano revealctsyarn' incompetence' as ~o ~~~p~~
(7) Wh th . a con uctor to delay a measure While he '

. eln e orchestra IS accompany_ waits for you to catch up or to play th
mg you, p ay all melod1es with exaggeI_ first tones of a measure ~r the end of :

THE DECADEbetween 1880 and 1890
was one of the most eventful, mu-
sically speaking, within Irving mem-

ory,It began with the passing o~ Wagner
andwith it the ending of an era that ..had
lastedduring all of the hundred years froI?
theadolescenceof Beethoven to the culmi-
nationof the mighty growth that followed
uponthe inspiration of his genius. It was the
beginning,of new things in music resulting,
perhaps,from the realization by c~mposers
thattheremust be escape from the influence
of the great music-dramatist, that past-
masterof every form of musical thought.
It was during those years that Debussy
andRichardStrauss first began to be heard;
thatthe larger works of Tchafkcvsky gained
publicattention and acclaim; that .the
Brahmssymphonies came to be recognized
astrue successors to the classic school. But
ofall the sensations of the day the greatest
was the first performance of Mascagni's
"CavalleriaRusticana."
Herewas a first--which was to become

a last work-that took the whole western
worldby storm, And even those who could
nothonor it were unable to deny the ob-. I dy
viousgenius of its composer, the clarity of Its ;:e ~ .t~
itsdramaticforce and above all, the originali Y a I

" bl' d to the ac-harmony,Even today, one cannot be m talent
complishmentof this Italian master whose d the
blossomedso early. For, however rough and rea Y .
workmay be, it has a continuity .of style and a um-
formityof beauty, that are undemable. k .t
But,as already said, if it was a great first w~~ io~
wasalsoan outstanding example of a last wor '. e'

" "d trl"ously ever Slnc ,. thoughMascagni has wntten ill us d d
' h 'ever succee ethroughall these long years, he as n'

tll
't Indeed

in turning out anything to compare WI. 1 'le thei;
onemust say that the later, wo:kS, theIr stYslightest
teChnique,their lack oi inSpll'atlOn, bear no
resemblanceto the first.

Not an Isolated Example
Evenif this were an isolated, single, e~a1?PleotO~o~
dyingmuse it would be remarkable; b.ut ~a~s~ppen~
it doesnot stand alone, and ~o ,:"e ask. wto fade out?
to a gifted composer when hls gIfts seem h ast up
It is certain that the great masters ~\~e~~re~tive
to, and including, Wagner, lost none a these men
Powers.Bach, Handel, Ha~~n, BeethoV~~ther to build
Wholivedlong lives of actIVity, seemed
upthan to deteriorate. day? What
WhY? What happens to men of our own .
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BRW~,n" marching orders, and he could not march without
~he~. I~ is s~re that a "commission" is always a great
m~p~ratlOn, Just as a friend is an inspiration for the
wrttdng of a letter. Every creator knows that a sure
and certai~ audience, a positive guarantee of per-
formance, IS a wonderful stimulant. still, this is no
real. answer to the question. Especially, these sug-
gestdons fall to the ground in the case of Mascagni
for he had every possible guarantee and assurance:

The Operatic Twins
Leonca;vall~, whose name is associated with that of

Mascagm, chiefly because his "Pagliacci" was written
at about the same time as "Cavalleria," and the two
~ogether make a satisfactory double-bill at the opera
IS ano~her case in point; for he, too, is known almost
exclu~Ively through this one work, But he, too, like
Stravinsky, and perhaps also Mascagm, lacked judg-
~ent and stability-or had "queer" ideas. He wrot
hIS "L B he '" ea 0 eme In competition with Puccini which
of course, doomed it to failure, and he, like Mascagni,
was attracted by Germany and German thou ht
Mascagni's "~reund Fritz" and "Rantzau" were gi~e~
a good deal, In Germany in the nineties, and Leon-
ca,,:allo d'!nng the same decade was befriended by
Kals~r Wllhel!ll and wrote, or proposed to write, a
~eat Germamc trilogy after the manner of Wagner's
Nfbelungen Trilogy. Imagine it!
. Yet a pairing of "Pagliacci" with "Cavalleria" doe
nO,tconf~rm s~rictly to the trend of thought that ill'~
sPl:ed thIS article. For uCavalleria" is evidently ins i-
ratlOnal, an .outpouring of youthful g.enius, dashed ~ff,
~ppa~entl.~, .m the manner of an improvisation, while
PaglI~cci IS a P~tchwork that shows all too clearly
the P~l~S of travaIl, the midnight oil, the hand of th
techmc~a~, that "art" which, in great art-works i~
never VISIble. '
. There is a vast difference between this and the occa-
~lOnals~ccesses scored by industrious composers lack-
mg. cemus. There are many such who are known b
a s:ngle work, generally of small calibre but th y
agam, belong to a different category The~ e['
be the result of persistent effort' Th' appear 0
dwing' . e composer pro-
a ::tun~a~~~Ieces ~f do.ubtful v~"1ue,finally hits' Upon
P , M mee s WIth publIc acclaim Thus 0
To"!'zse e, of. De Koven; a That WeT '

May!ng, the ~ovely duet by Alice Mary smi~~ Mwuerre
munng ZephlTs by J ' -
elyn" by Godard' th ~se~; t~e B~rceuse from "Joc.

~~~:' ~::~oot~~s t~::;~{~~:t~ ~~~f~~ds~~~;n;o~~~
songs of the ,e SIXhundred or more
are widely k;~~~t ~:ub~rt, ~nly a comparative few
much that is dull.' But ~eo'li~~t t~pon sPle~dor amid
great composers continued e generalIty of -the
create works wo;thy of h' th~oug.hout his lifetime toISgenIUS.
In the case of Brahms and f

are many music lovers wh 0 Shostakovich, there'
phonies are their best Oli 0 feel that their first sym-
say about this with r'egar~ i°,;nes has something to
his first symphony if not a a r~hms; "Brahms, in
yet 'romantic' in WSattit d n outrIght romanticist, is
to Brahms's progression ~ ekLater on we are witnessthe romantic to the I a~ ward-or forward-from
symphony is a pure CI~~~~ICpe;sua:sion. The fourth
has long since parted com mas er!Hece.... Brahms
stress of the first h pany WIth the storm and
fourth are charge~y~t;ny ... ~he a?cents of the
passage of the years had br~heh:~~gnatIon that the
ticist has been purged of h .ug ~m ... the roman_
strife are gone. With them IS paSSIOn.The fury and
action and drama which . h~s gone ~he quality of
in the fourth symphony Insi~~ed earlIer pages. But
"things, something even ;:~~e In~ has replaced these

e precIOUS,and wiser."

Composers May Overreach .
More precious and wiser? W 11 .

of a very learned critic . . e .' that IS the opinion
public? Will it be the ,?~t IS It the opinion of the
However that may b °MPInlOn•of our grandchildren?
, e, r. Downes' kee b 'POInts to a fact that has to ' n 0 servatIOn

hand; for we note over an do WIth the problem at
stress," the "fury and st ,~ ?,ver that the "storm and
most impressive outPouri~~' fOf ea;rly works are the
bert wrote the first-actua~l °thgemus. In 1815Schu-

Y every first!-musical
94

work fully expressing the meaning of an idea, a text;
and in 1815 he was only eighteen years old! And
Shostakovich composed his first symphony when he
WJ.h nineteen years old! Did_ Schubert ever surpass
his earliest inspiration, and has Shostakovich yet pro-
duced anything better than, or even equal to, his first
symphony?
One wonders sometimes whether self-consciousness

thought, imitative ambition, desires towards emulation:
and so on, influence composers? I have felt that Mas-
cagrii's . failure was due to his endeavor to be greater
t~an himself, that Schubert wanted to write sympho-
nies in the prevailing mode and mood, that Shostakc-
vich attempted to feel communistically, that Strauss
perhaps wro~e his operas as pot-boilers, opera being-
~h~ best paying form of musical art in Germany; and
I~ IS a generally recognized fact that the composer
l~ke the poet, writes his best songs under the Impaa-
stoned inspiration of youth.
Problems, and disappointments! One waits year after

year for the greater work from the pen of a favorite
composer; for a 'ret~rn to the early days of storm and
stress, fury 'and strtfe, and often waits in vain' and
on: wonders, too, whether in these times of fur~ and
s~r~f,ethe old type of professional composer is a pos-
sfbtlity, composers like Bach, and Beethoven and Wag-
ner, whose works never disappointed? One wonders
whether our modern demand for impassioned music
where even the symphony must be dramatic does not
tend to destroy the power of gradual gro th'? Itbe so. w. may

Octogenarians, Take Notice
The First Congregational Church

Bristol, Rhode Island
October 15, 1944

4:30 P,M,

Presenting Dr, Minor T. Baldwl'n, Concert Organist
PROGRAMME

Scherzo ., .... , ..... , .... ,
Larghetto (2nd Symphony) Bossi
Toccata ' .. Beethoven
Russ~an B~~~~'H~W~~'Ch~~t',........ ..Bach
La Cmquantaine . , ... , ....
God So Loved the'w~~id .. , ....•........ Marie
Abend, Old English. , . . . ' , , Bach
Allegretto , .. ". ' '.' . . . . . . . . . . ,Oakley
Das.BUbie (Black Forest Id;l) , . , .. Bachmann
Tunsa (Porto Rican) , .Wiemann
War Couplet . . . ' . . . . . . . . . . .Beseire
Hallelujah <?h~r~ .('f~~~' th~'M~~~i~h)
D~. Baldwlll ISin his 89th year. . ... , ... Handel

Elusive Pedaling
THE ETUDE has received a v t

from its friends relating t a~ ~umber of questions
questions carinot be adeq at Pt a lUg. Many of these
limited space or by letter ua e y answered within our
that an embarrassing n s. ~heY/0 sugg,est, howeyer,
and pianists know relati=y ~~tt~ S~udents, teachers,
principles of advanced pedalin e a out ~he. essential
be competently and successfuIIg, These prInCIples may
a succession of "tips" 0" "h' r ~astered not through
self-stUdy of a standard ~Uid~~s, but by the careful
No one can be called .

full knowledge of the ped~lquahfied pianist Without a
Hans Schmitt's "The PedalS, S~Chas ~ay be found in
book is self-explanatory s ~ the P!anOforte." This
examples from we]]-know~ ~n c0!l~alllS extracts or
another book like it d t~mpOSItIons.There is not
strongly suggests that ;:~ders ~f editor o~ T~E ETUDE
the third grade secur our PUblIcatIOn above
"stint" of mastering t~e a eCoPYat. once and make a
~way with mUch confuse:t~~ls thIs season, It will do
lUg and will notably improve ::;:,t and .amateur pedal-
correspondence sYstem th t s playmg. In the vast
THE ~TUDE in its Ion car a has grown up around
a reply by lette.r is gWhOI~;r'in:~:reqUentlY find that
reader may receIve f ]] .- f . quate, Whereas the

u III ormatIOn from a bOOk.
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FDR's Favorite Song

"!I0~e on the Range," with its WistfUl 'if
plamtlve melody, is said to be Presid t Old!,
R It' f ' en Pr,,,,,,
ooseve s avortte song, and one that b ,,,,,,,
fh' E h e never ,o earmg. ac year the citizens of S '
K " nuth~ansas revive In colorful pageantry th vtU'

when Brewster Higley, the saddlebag ~s:nesoflr
wrote the words and Dan Kelley composed~e d(f~
Here, near the geographical center of th me Un;

Home of Dr. Brewster Hiqley Dear Smith Center. _
where Home on the Range was wrlnell.

s~a:tes, is truthfUlly portrayed the environmentlIt::
w Ich came the' song beloved by many and Sllllg ~
cowboys and Hollywood stars alike
Still ~tanding n7ar the headwa~rs of West Bear<

Creek, the ?ld sWImmin' hole," is the little log slwr
:.here the PIoneer doctor, liVing alone with hJs cat a:.:
f I.Sfiddle, wrote th7 words. He showed the verse to t
;!end, Billy Jenkins, editor of the Smith. COIi!i:,
~on;er: ~here it was first published Wlder the title~
y ralne Home. This early newspaper was printell

h
an old "ar~y" press with a capacity of about (II:

undred copIes an hour.
th A reward of twentY-five dollars has been offeredt
coe Kansas Ind~trial Development Commissionfor,
?y of the Smlth County Pioneer of 1873 whIchcrt·

t~med the original published words of the songwri~
t e ,preceding year. After the words had beenset
:USIC by Dan Kelley, the song was popular:li:
roughout Smith County by Cal Harlan whose~'

c~stra Pla!ed for country dances back in the 1:
in ;~t~eCIal Home-Coming on the Range ce1ebrslire
her Own t~~u~ty .~ach ~epte~ber, Kansas reclaims~
f hi

amI ar aIr WhIch is played on an ol~
as oned organ wh'1 ting the grandst' dIe wo thousand people, cro'ri
J'ol'n' " an and parked in surroWlding onIn smgmg,

"Home, home on the range

W
Wherethe deer and the a~~elope play'
here seldom is heard '

A discouraging word
And the skies ~ren 't ~IOUdYall day"

The t . .
sChooi b:~ l:nrepeated again and again by the hil~
old-time costur:: by local contestants, who, dressedl1
cofnpetin for es, p~esent the song in cOWltlesswa~
terization~ Thet~r~:Ize to ,?e awarded the best cl1ara~
long black rid' ~ea~ I~ went to a young ladYID
steed whil ~g habIt: SIttIng sidesaddle on a spirit~
that ~choe~ fS e sa~g m a clear voice the old refl'llm
gram winds ~~ ou\~nto the nig,ht. Sometimes thepro-
Ste . WI an old-fashioned square dane!.

of co:;::c~e:~g taken by the. Smith Center Charn~
'th . preserve the HIgley cabin nowtarn]lf'iWI roughhew k ' ,
(According t:: :.r.~cs, as a. historic shrine.

leader 't yer DaVIS,well known danceband,1 was a BroadWhich brought b way press agent's publicitystunl
on the Range .a ~~t the ~oPular notion that Horrd
press agent ne I~, e Presld~nt's favorite song,Th~
pUblicity reieas: ~nf .~o~ething on which to bang I
F.D.R.'s favorite 'b:11 Id e ~own that this songw5o!

a .-EdItor's Note.)

THE ETUDE

T IS GENERALLYBELIEVED that the possession

Iofa natural, beautiful voice forms the major partof the assets needed for a successful career as a
vocalist.This, however, is true only to a certain extent,
andthemanner in which aspiring singers develop this
naturalgift accounts for at least an equal part in the
measureof accomplishments which they eventually
reach.One great mistake often met among students,
isa desireto make public appearances too soon. Some-
timesthey are encouraged to do so by well-meaning
friendswhonevertheless are unaware of what it takes
to becomea "complete" artist; other times, by the
sensational-and improbable---stories concerning, the
miraculoUSrise of certain opera tic or concert stars.
Whileit is a fact that there have been, and still may
be casesin which a truly great voice is accompanied
byotherinborn gifts of musicianship which make pos-
siblean an-around development in minimum time it
can be pointed out that there never is a "miracle."
FabuloUSlegends of teen-aged girls who, after six
months'study, leap into fame as full-fledged artists,
existonly in the fertile imagination of clever press
agents.Many a disappointment, many an ultimate
failurehas been caused by unwarranted impatience.
Is it not wiser to realize that the road to high artistry
is a longand arduous one, and to work with serious-
ness and stamina in order to acquire an equipment
that will stand all tests and carry the aspirant to the
realizationof his goal? In no other instance can it be
recalledmore adequately, that "Rome was not built
in oneday." The over-ambitious career-seeking young
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voice of astonishingly fresh and youthful quality. HoW
was this accomplished? Because throughout their
careers they had been most careful never to force the
voice, and also because of their consummate mastery
of breath control.

Breath Control
The principles of J. B. Faure were once published

in a short booklet wr-itten by his colleague and friend
Paul Marcel, of the Paris
Opera, At the time, these
few pages of advice drew
unreserved praise from
the late James Huneker.
They remain as valuable
today as they were then .
In breathing correctly,

the body should be com-
pletely relaxed, with a
slight tenseness only in
the abdominal muscles.
As a rule, the breath
should be drawn in calm-
ly and without haste,
as one inhales fragrant
flowers; this will expand
the diaphragm and the
ribs, and the chest will
rise, but not the shoul-
ders; the deep effect of
such expansion will be
felt even across the back.
But the singer must also
learn to inhale quickly
a sufficient quantity of air
for a long and sustained
period, when the musical
text allows but a short
breathing space, as some-
times happens if the com-
poser is not particularly

"vocally minded." This is a most important point.
In exhaling, one should retain a slig,ht tension of
the chest, but without any stiffening of the body and
lower jaw. At all times one must breathe naturally.
This should be brought about by early and correct
training. One must exercise control over the air sup-
ply so as never to run short of the "reserve power"
which allows the proper accents and shadings to be
carried through until the end of the phrase. In other
words, one must learn to "budget" one's breath. Ar-
tistic singing requires a complete mastery of breath
contro1.

EVANGELINE LEHMAN
(Mrs,.Maurice Dumesnil) with Maurice Ravel at the master's home in France

sing,er,should ponder this very carefully.
Howlong. then, does it take to build a voice, to make
the throat ready for any requirements which may be
placedupon it? This may vary according to individ-
ual cases, but one can safely contend that it will be
at least two or three years. The throat and the voe!),!
cords are very delicate organs, and they must be
treated with a great deal of care: without a normal
and gradual development it would be dangerous t'o
attempt to sing a certain type of exacting song. Here
and regarding this technical development, let us draw
_a comparison between singers and instrumentalists: ~
a pianist can actually see his instrument; he can see
the manner in which strings, hammers and dampers
producethe tone. In the case of the violin this opera-
tion is still more direct and less complicated. A singer,
on the other hand, must learn the anatomical con-
struction of the throat which is his instrument; then
he will be able to cont~ol it more wisely, and to place
upon it only such demands that will not exceed its
possibilities or lead to eventual deterioration. In this
respect, three cases remain famous in the world. of
singing: Battistini in Italy, J. B. Faure and LU£len
Fugere in France. In their seventies, they preserved a
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Tone Production
Inborn timbre, quality, and accurate pitch can be
developed and made more brilliant and secure through
a well grounded technical and musical education.
Whatever its range or character, every voice must have
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flexibility. A goad, resonant tone is arched into the
chambers located behind the nose and above the
palate; it must never be nasal; the only way to acquire
this is the daily practice of exercises, sustained and
staccato scales, arpeggios where the sensation in back
of the palate is one of "suppressed yawn." Practicing
scales is of utmost importance because it shows up
every bit of vocal insecurity, as does the holding of
long notes emitted with alternating crescendo -and
diminuendo.
A wise method of tone prcduction, especially during
the first year, consists of drilling the voice in its me-
dium register, startiRg from middle C and working
through the octave, tone by tone, upwards and down-
wards. Each tone should be sung on all vowels, then
on vowels preceded by consonants, and finally on
vowels followed by consonants. Through this process
the elements of enunciation and clarity of diction are
gradually acquired. After a few weeks of such prepa-
ration, one can add a simple song in which those
elements are carried farther and the practice of mere
syllables becomes applied to a musical purpose. Then
the song can be polished, the tone bettered here and
there, the diction improved. Better singing depends
for a great part upon this ,.carefulpreliminary work.

Artistry and Interpretation
Turning, away from the technical aspect of voice
placement and looking toward other phases which con-
tribute to the making of a complete singer-interpreter,
we find that the artists who attain universal fame
usually possess a firm and sound musical background.
Many of them are excellent pianists, and they have
been thoroughly trained in solfeggio, sig,ht reading,
and choral music. This enables them to take an op-
eratic score and read it from beginning to end, sizing
up not only the part which has been assigned to them
but all the other roles, as well as the ensembles and
the orchestral structure. At once, they gather an all-
embracing vision of the work. They understand its
architecture. Assimilation is immensely simplified, and
at the same time a sense of self-assurance is acquired,
which will prove most valuable during the perform-
ances when apart from the musical angle much atten-
tion must be devoted to the acting,.
On a smaller and different scale, the preceding is
also true concerning the singing of lieder. It is a wise
singer who first studies the text of a song before the
music itself, and approaches it as the composer has:
first, the poem, its cadenced rhythms, its color; then
its spirit, its drama, and the meaning which music
and interpreter are to express. .
When appearing in concert, keeping calm is an ele-

ment of paramount importance. Accurate and ex-
pressive phrasing is one of the most beautiful things
in the art of sing,ing, but it requires a self-control
which can only be secured through an early study of
breathing and a thorough disciplining of one's nervous
system; thus the muscles of the throat will be relaxed,
a necessity for good tone production. Should any stiff-
ness be present, it can be soon removed through a few
minutes of daily exercises and stretching, involving
neck, shoulders, arms, and waist; these light pym-
nastics should be carried out in loose, flexible malUler.
Moreover, it will help students (Continued on Page 226)
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- - BRASS TBIO .
L.eft to right.are: Sr. Francis Loretto, O.P.•-Deflcncs, Ohio. Baritone: Sr. M. Euphra.
810. C.s.r.• Pl1tsburg. Kan•• Trombone; and Sr. Bertrand Marie. a.p .• Elgin. Ill•• Trom-
hone. The brass section in many progressive parochial school organizations is
known to be notably excellent. T?e impo~lance of a fine brass section is obvious.

PERCUSSION SECTION
One wouldn't ordinarily associate gentle nuns with the boominq of d b

bd h· . . ruma.ulevery an .must ave Its percuasron section. Left to right are: Sr. M. M. Callisto
I.B.V.M.• ChIcago. Bass Drum; Sr. Mary Kenneth. a.p.• Aurora. Ill.• Snare Drum:

and Sr. Mary Seraphim. a.p•• Chicago. Tympani. .

-DR. T. M. JU~TU~, head of the Instrumental Department of
D.e Paul UmV,erslty, Chicago, for years has taught Catholic
.Slster~, ~ho.m t~~ have been teachers of music in the

educational lllStItutl?nS U1 which they have been engaged. These
teachers have kept close -step with the trend of the times Which
hfas made the development of instrumental music groups' a part
o all modern school work . .
_In 1941 J?r. Justus org.al~ized the NlUlS' Band at the University

~'" a: P3;rt of the Summer Music Clinic. The band was a re
insptratfon and success from the start. g at FRENCH HORN SECTION

In the French Horn Section are (fromfroll\l
Sr. Catherine Genevieve. D.P.. SI. Charles.
Ill.; Sr. M. Euphebia. S.S.T.. Chicaqo; and &,

Genevieve Marie, O.P. Chicaqo.

A Unique
Organization

Nuns' Band at DB Paul University
Probably the First of Its Kind

TUBA TUNES
All wrappe~ up in the tuba is Sr. Grace Esther.
?P .• of ChIcago. Ill.• who is obViously enicy,
Ing her study of the instrument. The tuba is

the ponderous bass of the brass' section.

WOODWINDS SECTION
In the WoodWinds section are left to ri ht. (F .
Muncie. Ind.; Sr. Francis X'avier 0 ~ . C~.OD'tRow): Sr. M. Milburgo, C.S.A.
Chicago; Sr. Mary Sabina 0 P 's : "f" lcago; Sr. Mary Adalbert. O.P:
Wichita. Kan. (Second Ro~l: ·S;: J~:~ii~eldMIll:; and Sr. M. Salome, P.P.S.:
Rose Marie, P.B.V.M.• Dubuque Iowa. S e M a~e, O.P., Owosso, Mich.; Sr.
Sr, Clare The.rese. O,P" Auror~. Ill. (Ba:k R' W)~ement. C.S.C.• Chicago; aDd

Chicago; and Sr. Anne Loyola C So) ·GSr. Margaret Loretta, a.p..
, ..., reen Bay. Wisc.

D SISTERS OF HARMONY
r. T. M. Tustus, Director of Instrumental M _

~r twelve years, lifts his baton to be i USIC~t De Paul University. Chicago.
and. Most of the nuns who c f 9 n a mUSIcal presentation by the Nuns'

~t~ctors in parochial s~hools rOhmerOm al~ Over 'the country. are musical in.
mdlcated by the adoption of 'the e pr~qreS;IVe trends in parochial schools are
work. Dr. Tustus has had unu.uaf mo, limo ern methods in school instrumental

.. resu s with' t
a"itracted much attention. dIns rumental groups which have
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The Accompanimental Voices of the Organ
THE ACCOMPANIMENTALVIRTUES are trans-

parency,support, and reticence.
AnY instrwnent which is to be used. for accom-

, g singersmust have these propertaes. It must
panym . th· '11 b
havetransparency, otherw:. teb s~ng~rs .WI e
cOI'eredup.It must have su cien 0 y 0 gave sup-
t otherwisethe singers will lose confidence. It must

~~~~a certainreticence, otherwise it will draw atten-
tionawayfrom the singers and therefore cease to be
accompanimental.
Manyof the voices one finds in present day organs

areunsuitablefor accompanimental ':lse: H~nce the
rganist'sproblem is often one of elimination. One
Ousteliminatestops which are not transparent-e-stops
whosetonemight be described as thick, muddy, heavy,
onderousor "loud." Likewise 16 foot manual stops or

~ouplersdestroy transparency. stops which may be
describedas thin, keen, cutting, edgy, or "too soft" will
notgiveadequate support. Most of the favorite solo
topsof the organ are lacking in reticence. Examples
aretheVoxHumana, Harp, Chimes, Orchestral Oboe,
andTremulant. These are "star performers" and
shouldbe used only for solo playing.
Whatvoices,then, are best suited for- the acccmpa-

nimentof singers? My conclusions have been reached
~ytheexperimentalmethod. It is simplicity itself-~o
simplethat it is often overlooked. All one has to do IS
toputa fewsingers in the choir lcrt; and an assistant
organistat the console, then go back into the church
andlistento the results. In any organ there is bound
tobea voiceor combination of voices which blends
estwiththe singers. In a large organ there may be

severalin which case the organist is fortunate. Once
ihebestvoiceshave been found it is well to stay ~trict1y
ithinthe limits of these voices. Under no CIrcum-

stancesshouldthe experimenting be done in public.
Manytimes I have been called upon to accompany

choralperformanceswith little time to acquaint my-
selfwith the organ. In these ca~es I have set the
manualswitha forte combination on the Great, mezzo-
Jorteon the Swell, and piano on the Choir, and used
theseexclusively.Monotonous? perhaps, if you are
hinkingin terms of an organ solo, but not from the
accompgnimentalstandpoint. On the other hand I
haveoftenheard organists "steal the show" by over-
elaborateregistration. The piano has but one tone
color,and no one calls it monotonous. It is a rather
idealaccompanying instrument.

An Interesting Experiment
LetUSconduct a sample experiment. Place a small

g,roupofsingers-six to ten-in the choir loft. Have an
assistantorganist at the console. If possible have tv:o
orthreepeopleof musical discrimination with you I?
thenave.Movearound to get the effect o! the ch.01r
fromall parts of the church. Let the smgers smg
meZzoforte,unison or parts, it doesn't matter. The first
sixmeasuresof America will do. Omit the pedals until
youfind the best manual voices. you will find that
mostFlutes and Diapasons are too thick-they co~el'
thesingers.Strings alone are usually too thin, and gIve
nosupport.I have found that the best voice at mez~o-
jorte is a Geigen Principal (also called Violin DIa-
pason)and the variety that is best is one that has a
hard,"horny" tone, not at all "pretty." The. current
varietyof Swell Diapasons is usually too thICk. The
traditionalcombination of Stopped Diapason and
Salicionalwill vary from fair to poor, dependi~g upon
the scaling of the individual voices. sometlm~s an
Oboemay be added with good effect. If there ~s a 4
footOctavein the Swell it may add support Wlt~O~t
losing,transparency. Finally try the pedal. A very llg t
16foot tone will be sufficient. Many Bourdons and
similarstopsare much too heavy. If you have a 16 foot
DUlcianaGemshorn or Quintaton, you are fortunate,
forthes~voices are' excellent. A Violone will be fine
forforte effects.
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Dr. Joseph W. Clokey, wel/·known American composer and
organist, was born in New Albany, Indiana. He was graduated
from Miami University, Oxford, Ohio, ond the Cincinnati Con-
servatory of Music. He served a number of years on the faculty
of Miami University and then faught af Pomona College. Clare-
mont, California. Since 1939 he has been Dean of the Schoof
of Fine Arts, Miami University, Oxford, Ohio.-EoITOR'SNOTE.

To find the best voices for accompanying a solo
singer the experiment is the same. The Geigen wiII do
for forte to double forte effects-depending on the
singer. As the voice soars you will do better to build
by adding 4 foot tone rather than 8 foot. For softer
effects stops of the Gemshorn family are ideal. These
include Gemshorn, Erzahler, Cone Flute and Spitz
Flute. They have both body and transparency. Stops
such as the Dulciana, AeoIine, Dolce are usually too
soff for anything but an extreme pianissimo. The un-
dulating stops, such as the Vox Celeste and Unda
Maris are useful only for very soft effects, and then
only when the beat-rate of the stop is quite slow. I
have frequently found such stops tuned so fast that
they sound out of tune. This is ruinous to a good
accompaniment. If your Vox Celeste is so tuned, you
should instruct the tuner to slow it up. A Celeste should
not beat faster than 140 per minute at middle C; 90
is not too slow.

For a large chorus singing. forte and for congrega-
tional singing you will build your accompaniment by
adding 4 foot tone and higher pitches rather than. by
increasing the 8 foot tone. Remember that the VOIces
furnish the bulk. of the 8 foot tone. A good fortissimo
needs an astonishingly large amount of 4 foot tone.
consequently your regular organ fortissimo will have
too much 8 foot tone in it. The Great Diapason can
often be omitted. Heavy Flutes such as the Gross
Flute, Tibia, Doppel Floete, had better be omitted. If
the organ is deficient in 4 foot stops and Mixtures, the
4 foot couplers may be used. Never mind if this com-
bination sounds weird without the singers; it is not
intended for solo playing. It will be well to reserve one
of your general pistons for this combination as you
will be using it constantly in service playing. It cannot
be repeated too often-keep 16 foot manual. tone ~ut
of all accompanying. A few organs are prOVIdedWith
true 16 foot chorus stops, but the general run of 16
foot stops adds nothing but mud to the ensemble. And
16 foot manual couplers are ruinous to clarity.

Concerning Pistons
Remember that 'your best accompanying, combina-

tions may be quite useless in solo playing. You should
make a sharp distinction in your mind between accom-
panying and solo performance.

I would suggest that part of your pistons be reserved
trictly for accompanirnental voices. One of these

:hOUld be "for your best fortissimo. You will generally
find that the Crescendo Pedal and Sforzando Piston.
are much too thick. On the average organ these acces-
sories are usually set abominably-co~tainin~. 16 foot
manual tone with 16 foot couplers 111addItIOn. On
many organs I have found them useless even for solo

o .'GA,N
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playing, and a recitalist is certainly placed at a dis-
advantage to have to play an entire program without
the aid of these devices. organ -maintenance men
generally need a whole lot of education about how to
set up a good ensemble.

A word about the use of the Swell Pedal. This should
be used primarily to maintain a nice balance between
singers and organ. Voices in their low register are
easily covered up. In their highest register they are
difficult to drown out. Try to arrange your registration
so that it balances the low reg,ister of the singers with
the box closed. Then as the voices ascend, open the
shutters proportionately.

Let us consider an accompanimental layout for a
small to medium sized organ. A Geigen or a small,
light-voiced Diapason is indispensible. It may be on
either the Choir or Swell. This will take care of mezzo-
forte effects. A 4 foot Octave to go wit~ it will be a
great help in building toward a good forte. A proper
4 foot Octave on the Great is essential for both accom-
panying and solo playing. Without it there can be no
good organ ensemble. Most Great Octaves are too
timid. If you can afford a Twelfth and Fifteenth, they
sho~d be included for their great usefulness in con-
gregational singing. And a Great Mixture will add a
blaze of glory unobtainable in any other way.

For your soft effects the Gemshorn is the most
versatile, and it is a pity that it is riot included in even
the smallest scheme. It is usually found on the Great
or Choir.

In the Pedal division a Gemshorn or Dulciana is
excellent for accompanying, .but these stops are a bit
costly. A Quintaton is equally good, and it is not so
expensive. For forte effects a Violone or metal Dia-
pason is better than the large-scaled wood Diapasons
so often rounp. in this country.

Chorus reeds will be needed if your scheme is to be
fairly large. They are useful for forte to fortissimo
effects. They add a decisive- (Continued on Page 228)
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Tots and Strings
green

We are pleased to present this stimulating and refreshing discussion by Miss Green, whose remarkable
success with string classes is so well k.nown to music educators throughout the country. In the next issue
of THE ETUDE, Miss Green will discuss the "Technique of Teaching Youngsters the Ad of Reading."

-EDITOR'S NOTE.

WHEN ONE REALIZES how very easy it is to
teach the stringed instruments, and when one
has seen little children of preschool age take

to the violin as naturally as breathing, it makes one
pause to question deeply the oft-repeated statement.
"We don't have an orchestra. The strings are too diffi-
cult to teach and nobody is interested in studying
them anyway."
The longer I teach strings, the more it -seems that

any such statement, if correctly phrased, should read
"I don't know how to teach strtngs-c-j let the orchestra
play so badly out of tune at all times-even the brasses
and woodwinds-that no one with halr an ear for
music could listen to it, and consequently interest in
orchestra in my community has dwindled to nothing."
I am be~.inning ~o believe that inefficiency on the part
of the director himself, relative to strings, has been the
only. real cause for the dwindling interest in violin
playing.
This is; perhaps, rather strong language. But when

one has seen little "tots" of second and third grade
age take violin in class lessons and actually learn to
play well on the instrument-and love doing it-it
seems ridiculous that anyone of adult mentality should
say the s.trings are too difficult for the average, normal
boyar g,Irl of fourth grade age and older.
The~e is one gr.eat factor that will accomplish almost

a~ythmg . for anybody, and that factor is interest.
GIven thIS, plus a setting of correct and attainable
goals, plus knowled.ge on the part of the teacher as to
how to s:t about to teach the children so that they
may attam the goals striven for, there seems to be no
reason why the strings shOUld be classed with the
untouchables.

The Goals Set Forlh
It is .not ~ur purpose to set forth herein a dogmati-

cally dIdactIc formula, than which there is no better
for ~he teaching of strings. Rather let us set forth a~
attamable set ?f goals and discuss what is to be
eXl?~c,tedof cI:Ildren at various age levels in their
abIlIties to achieve th~se aims.

Interest .is ,our point of .departure. Perhaps the fun-
~ament~llU m~erest, from the standpoint of the pupil
IS a, fe~lmg of JOyOUS accomplishment at the successful
achle~lllg of some goal. The wise teacher therefore
orgamzes his objectives, lesson by lesso~ so that
Johnny and M~ry can find a bit of challen~e in each
goal toget~er WIth the certainty that they can achieve
that ~oal If they really try. The remote objective of
.beau~I:uI artis~ry. is too futuristic for our grade school
~oun,gs~er..He ISmterested in the "now" and th
lmmlllent ".when." So, as teachers, we must at~e:~~
to choo~eWIselyo~r simple goals and then to motivate
th~ deslre to achIeve them in the proper order Fa
stnng.s, what is that order? . r
From the ~eacher's standpoint the goals might be
ednumerated, In the order of presentation and reSUltant
evelopment, as follows:
1. To get Johnny and M!lry to hear pitch accuratel
2. Correct h~nd positions on the instrument y
3. The drawmg of a straight bow a d4 Th dIn a good tone. . e eve o~ment ?f a real sense of pitch irria
WIthout WhIChstnng music ceases to be suc~ery

5. Muscular relaxation in both hands
6. The training of muscles for strength and accu-
racy without loss of relaxation

7, Good in tona tion
8. Good rhythm
9, Good sight-reading habits
10. Sincere love of fine music
The above ten points should' perhaps be clarified

with the thought that number ten is in the process of
development from the first moment that the pupil-
teacher relationship is begun.
From Jo~ny's and Mary's standpoint, the goals

are much stmpler :
1. To get the violin to work without squeaking!
2, To play tunes we like
3. To have a chance to show our accomplishments
to others; or, restated, some practical use for
what we learn

Now, ~ind y?U, I am not endorsing this latter set of
goal,Sas Ideal 'in any s~nse of the word. I am simply
stating them as they exist in every child's heart, willy-
ntlly: and the gods help the teacher who fails to
achzeve them JOT Johnny and Mary!
In seventeen years of teaching which has totaled

~o~e-:Vhere in the neighborhood of 17,000 private or
~n~vlduallessons given, and some 800 to 1,000 children
Illltmted into the string field by way of the class
apP,r.oach, I have co.me to certain conclusions, based
entI~ely upon the weIght of evidence as it has piled u
S~, If the reader will peruse the following paragrap~~
WIth the ever-present remark in mind "it h d
to m " h 11 as seemee.. we s.a perhaps be in common accord with
the SPIrIt motIvating this writing.
~t has seemed to me, in dealing with the very young

child-four years o~ ag,~ to seven years-that he is
muc~ more relaxed In hIS phYlSicalapproach to violin
playmg than the older child. The young child's
m'!scles are not yet strong and he does not clutch at
thmgs as rapidly as does the older Ch,'ld Thi b .'t' t b . s emg so
1 .IS ~ e questioned Whether we are doing the riO'ht
thmg In establishing what is slowly becomin b

tom' that itt . g a cus-, s, 0 s art mstrumental music in· the fourth
gra~e. True, from the standpoint of learning to read
~USICacc~rately and quickly, the fourth grade start-
~~;~:~~~:~IY~o:et en~rsed, both Psychologically and
. . ,u, Wynot start the youngster
vIOlm at an ear~ier age if it means that he will n~~
ha~e to fight thIS clutching and tightness of
which is apparent with the older beginner' if ~1U;Clels
more natural and relaxed with th ' t" e ee s
m th t e ms rument· if it
,e:ns a he will acquire naturally an ease With th
ms rument that the older beginner has to st Ie

~~~~g~~h~o;i~~in h~~ ag_~;m:c~~~~t~~ :Vith ther~~n:
easy for him to do so? Why not train hiIS natural and
let him approach music r d' s ear, and then

ea mg s01J1ewhat later, or
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somewhat ~ore gradually, after he has
natural facllfty with the instrwnent andtaltair
of pitch? he he
In this connection I might add that .

work with classes of third graders (ten ~~P€ ,
class) has shown that such a proCedur~e]~
feasible. However, to date, we have faun: t15t<
graders have to do much of their recitingin~t.·
Except for certain rhythmic bowing stUdidint
strings or single fingers, these childrend~on
together as well as the older children. This ~
that the teacher will spend more of th t
calling for individual performance from~hc1a&
and less time with concerted performanceec
Most violin classes now stress singingthe' ,

ing the learning process as an aid to gettinm:
to hear accurately, and to increase musi~ .e
Therefore, in this discussion we skip this ~.
obvious. • Pot:
The young child usually responds more ',l

"descriptive" or "imaginative" language :'~
speak of this finger or that finger we sh~uld~
~nger "he" or "him" instead of ''It.'' Thelitt~
Hkes to teach "him" to do it correctly. TheChili'
visualize "him" living in this house (correct'
po~ition for good intonation) on this street(or
stnng.>, It Is wep to discard the word "paraDe;
s~eakmg of the relationship of bow to bridge.'
little fellow does not know what you are talking!)'

A Clarifying Statement
As regards rhythm, fundamentally goodrhytt

a phase of bowing technIc, secondarily,off.:
placing, By this, we do not mean that the
rhythm is less important. We mean that a yo
in developing rhythm, will respond morequitt~
rhythmic development of the bow, using theOOT
an open string with reiterated rhythmic pattern,.:
he will to rhythmic use of the fingers. Thisis ~
Iogtcatly sound, for the use of the larger muscl~
bow-arm muscles) precedes in growth the use(:
smaller, more delicate muscles (finger muscles.
And now, this statement clarifies what wasn

several paragraphs back; it is the fundamental
why bowed rhythms on open strings can be donI
by the whole class of third graders, Whilemusic.
ing many finger changes will not sound wellin
certed playing with children of this age. They
not yet established enough control over the
fing,er-muscles to §ynchronize their individua:
thereof with the group-and, for the time be~
beat!
So ,for the young child, his first goals are (I)

the simpl: handling Qf the instrument, (2) indi~
progress ~ t?e playing of tunes, allowingfor
vIdual heSItatIOns which will cut into the beatIII
has established control oj his fingers; (3) rho
development of the bow which will not cut i!llll
beat, but will be rhythmically accurate' (4) the
tual. fusion of t1ie~e latter two, finge~ accurac,!
bowmg rhythm, until the two work together fori
rhyt~mical~y accurate playing and tim~-feeling,
It, IS en tlrely practicable to teach these tolll ~

mUSICalABC's. They grasp quickly the namesQf
notes on the staff, provided a large-sized staff~.
(?referably blackboard) corresponding to the~
SIzed printing found normally in the regular('
room language readers,

Encourage the Child to Play for Others
Between steps tmee and four.of the above-mene,

goals for. ~hese younger children, is a goodplaCl
the acqUIrIng of knowledge of lines and spaces.:
names,. an,d fingerings. But accuracy of readinglJII
beat WIll develop more slowly with the third~
than with his older friend, because in most C35/l
~oes not have established as Yet the advanced(
lU actual language-reading ,
All children love to play for each other lovet()~.

how well they can do. A teacher who eu'courage>'
=:nd h:lps the child feel' that he is doing a present,
Job WIll find his class Working harder and hard8
play better and b~tter. Children love praise!
NQ.wlet USmake a brief comparison with theuf,

grade child, fourth grade and above In the first~·
-and this is of fundamental diffe;ence in theI:
?rocedure-the upper grade child will be happier~
IS kept working constantly, (Continued on page U
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RADUATIONand commencement days will soonG be with us once again. The advent of each
spring finds t~ousands .of ~eniors throughout

Americawriting a finis to their high school careers.
Formanyit means the end of their school days, and
f r thosemore fortunate~ it means the beginning of
~eir formaleducation WIth new responsibilities and
obligations.
Forthe first time in the lives of these young men
andwomen,they are faced with the task of select-
inga curriculumwhich they believe will provide a
programthat will prepare them for a particular .pro-
fessionor field.
Whereas,their secondary education program was
moreor less patterned for them, they are now con-
frontedwith the responsibility of deciding upon a
coursewhichwill pattern their life's work. This is in-
deeda momentous decision for these youngsters to
make;one which is certain ultimately to determine
theirsuccessor failure in life.
It is true that in recent years our high schools have
providedstudents with advice and guidance by as-
signingfacultymembers as advisors and counselors in
helpingstudents select courses whi.ch are correlated
withand lead to a college program befitting their
particularchoice and talents.
However,for the most part such advice and counsel
hasnot been well organized or directed. Frequently
littleor no study has been given to the student's real
potentialitiesor deficiencies. In altogether too many
instancesstudents have found it necessary to decide
forthemselvesmany problems which should have been
decidedby matured teachers who are informed on the
subject,
As a result of this lack of guidance, we find many
studentsattending universities and colleges, enrolled
incoursesand programs for which they possess little
or no latent talent. A more careful and thorough
studyof such problems would be certain to improve
the quality of students entering the universities, as
wellas greatly reduce the large number of failures
nowfound among those electing the various profes-
sionalprograms.
In the past our high school curricula were designed
soas to place emphasis upon the teaching of subjects
vitalto our every day needs. Consequently, the teach-
mgofmathematics, English, history, and science has
rightfullyserved as the major objective of our sec-
ondaryschool program. Education has attempted to
assumea dual responsibility of educating the masses
in the problemsof how to live and how to earn a 1iv~
mg,To say that this program has failed would be quite
unfairand to state that it has succeeded would be
difficultto prove.

Musical Advice Needed
Formany years ,the counsel and advice given high
schoolstudents expecting to enter college has been
devotedalmost exclusively to the professional fields
ofEngineering,Law, Medicine, Dentistry, and Science.
StUdentsof music and the other arts as well, received
littleor no guidance so far as their chosen fields were
concerned.This was due, perhaps, to the fact that
mosthigh school advisors were trained in the non-
musicfields. This situation is being gradually cor-
rectedand improved. However, a great deal still re-
mainsto be done for those students who would desire
musicas a career.
If we are to elevate the standards of our music
stUdentswe must be more concerned with their selec-
tivityand preparation. We must see to it that they
receivethe necessary musical background in high
school,so as to prepare them for the concentrated
programsthey will encounter upon their admittance
to a professional school of music.
Highschool musicians, who are expectin~ to fo~low
musicas a career deserve and should have the same
expert advice as' students preparing for other pro-
,fessionalfields. In fact, this advice for music stu~
dents should be given at an ~ar1ier stage of. the
stUdent'straining, since the skills and techmques
llecessaryfor this progress cover a period of several
yearsand must begin as early as possible.
To the high school musician who intends to enter
a professionalschool of music, following his gra~ua-
tionfromhigh school, we offer the following questlOns
andsuggestions for his consideration:
1. (a) Do you possess sufficient musical talent to
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become a successful performer or teacher of
of music?

(b.> To what extent are you proficient upon your
major instrument?

(c) Are you studying with a competent teacher?
2. Are you Willing to work patiently with perseverence

for several years until you have reached the
goal?

3. (a) Do you wish to become a performer or a
teacher?

(b) In which field are you best qualified to
succeed?

4. (a) Do you play the piano proficiently?
(b) If not, are you studying piano at present?

5. What is your background in theory, harmony,
sight singing, and ear training?

6. (a) Have you consulted with your music instructors
regarding your potentialities in your chosen
field?

(b) Have you discussed entrance requirements of
an accredited School of Music with your in-
structors?

These are but a few of the questions to which every
high school musician should give considerable thought
and attention before deciding his future musical
program.
Often students will select music as their profession

on the basis of their having won a medal or a first
division rating while' participating at a state or
regional music festival. Others base their decision on
the fact that they .have played first chair in their
respective bands and orchestras, or perhaps were
stUdent conductors of such organizations, While these
are important and worth-while experiences and to a
certain extent represent definite accomplishments and
musical ability, they are by no means sufficient evi-
dence for determining future careers of students.
Today the field of professional music is so highly

competitive that the student's training must be so
broad and complete that he will have no diffiCUltyin
measuring up to such competition. To accomplish
this end much ambition, patience, persistence, enthu~
siasm, drive, and endurance are required. More stu-
dents would do well to ask themselves to what degree
they possess the above qualifications before embark-
ing upon a professional music career.
One of the most perplexing of all questions con-

fronting students who are anticipating a music career
is the ever present question, "Shall I follow the per-
forming or teaching field?" Although we cannot
possibly forecast the success or failure which a s~udent
might have in either field, we can call attention to
some of the requisites necessary for success in them.
Whether the student expects to be a performer or

teacher need not be decided too early in his training,
since the foundation for thorough musicianship
should be established in either case. However, there
is considerable difference when the student is near
the close of his high school career. Unless he shows
definite signs of possessing adequate technique and
musicianship to succeed, he should give consideration
to his learning capacities before furthering his train~
ing as a performer. The writer has known many
young men and women w~o after years of stUd~ were
'disappointed performers snnply because they dId not
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have adequate talent or preparation for such a career.
On the other hand, there are many disappointed con-
cert artists who have entered the teaching field
simply because -It provided an income which was
not forthcoming in their experiences as performers.
I have known many musicians who are exceedingly
fine performers, but quite unsuccessful as teachers.
I have ,known musicians who were not brilliant per-
formers, yet very successful as teachers. I have never
known a successful teacher who was not a good mu-
sician. If the student expects to follow a teaching
career he would do well to analyze his abilities as early
as possible. While certain teaching skills are attained
through experience, it is possible to improve one's
qualifications and abilities. The old adage, "Teachers
are born not made," has considerable merit.
It the student expects to prepare himself for teach-
ing then his next problem is that of determining just
what branch of teaching he expects to follow. He
must decide whether he intends to become a specialist,
such as a studio teacher of violin, piano, voice, or
other instruments, or whether he intends to prepare
for a career as a teacher of music in the public schools
or colleges. If he should happen to be a student of
wind instruments, he may decide to prepare himself
as a teacher of woodwinds or brasses. It is very im-
portant that the decision be made before the student
is too far along in college, since each of these fields
requires different curricula, programs and preparation.

Teaching and Musicianship
If the student expects to follow a career in Public

School Music, he should prepare for such a program
not later than his senior year in high school. Here
again, he must decide just what Public School Music
program he intends to follow. There are three choices:
(a) Vocal Supervision, (b) Instrumental Supervision,
(c) General Supervision. Naturally his musical back-
ground would have much to do with the final decision.
The field of Public School Music offers excellent
opportunities for those who are qualified, Unfor-
tunately students are often found in this curricula
with only a minority of the qualifications necessary
for success. To be successful in School Music Educa-
tion one must possess numerous qualifications other
than musicianship.
The candidate must enjoy teaching, he must like

children and understand them. He must be con-
genial and "get along" with his colleagues and the
people of his community. Organization and adminis-
trative ability is of extreme importance, as are idealS,
standards and vision for progress.
For many years the Public School Music instructor

was not respected by the performing Professional
musician. In most instances this lack of respect was
justified, since many public school teachers were in-
competent and not interested in improving their status
as teachers or musicians. Conditions in the past few
years have been &Teatly improved. Universities and
colleges are to a large extent responsible for the
raising of standards and the development of a cur-
riculum which challenges the talented student. They
are no longer a "dumping ground" for those stUdents
who have failed as performers and who have no
interest in teaching other than the insurance it offers.
With the improvement of the Music Educational pro-
gram being realized, more and more talented musi~
cians are selecting this field for a career. This is
indeed a healthy sign and one which will do mUch
to help guide the destiny of America's musical future.
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Annual Auditions for American
Piano Pupils

(Continued from Page 188)

Aim: To Encourage Piano Study
.Thus th~ whole plan has been devised to honor the
~Iano pupils of this country for their accomplishmentsor leading t?em ~ver upward through the pathways
the best pIa,no literature, classic, romantic and mod-

ern, to the ~tImate goal of playing the piano with full
understanding.

Guild Dues and Student Fees
Jt;is project has depended for financial support
c ~ y u?on those participating-the teachers and
theIr pupIls who have entered the Auditions If it were
no.t a hig,hly successful plan the movement' could t

~x~~and you wouldnot be reading this article 'beca~~~
f 0 m~mberShipdues for teachers and audition fees
or pupIls have always been nominal.

Benefits Received
dU~~c~~5a~~er receives from the Guild for his annual
his studio· an;n fe~bo~sed Membership Certificate for
of Awards upo~ °h?~lllg the AUditions, a Certificate
entered and thei; ~~no~~P:~~~~~ naad~~~OC:~iS pupils
n.Ually presented with a copy of the Guild ;e~:b~~~

~:~:~:;£a~:O:~~~:~f E~~~~~~::~~:l~e~:e::n~~~e~/~
Who Section. In this book als mc space m a Who's
entrants in the Aud"t" 0 are shown all Student
dent Section-a unt Ions of the .year before in a Stu-
not in all the worldq~~oVt~~rmem?ee~, since there is
elusively to the pian t h PUbl1cat.lOlldevoted ex-
nation. 0 eac ers and plano pupils of a

A:d~~~:~~~u~~c~~ve: :~:so~~ sm~ll entry fee 51) An
note. (2) A·t un er an Exammer of
Exa~iner. (3~~ ten, constructive criticism from the'
(4) A' report card the day of the Auditi .

n embossed Winner's Ce t.fi on,
he has been a Diploma cand!d I t c~te or Diploma (if
(5) his name upon his te h ,a e from the Guild;
(6) his name m the list of a? er s ?ertificate Awards;
and (7) his name (or i wm~ers 111:local newspapers,
in the next Guild Ye~b~~~e, ~. a ~Ipl~ma. candidate)
coast to coast to all GU'ld ,w Ich IS distrIbuted fromI members.

Where the Money Goes
Incorporated as a non-profit '

tion, the gross Guild' i . membership organiza_
tional Headquarters w~~~:~ IS used to maintain Na-
the year around' to s ve persons are employed
enlarge the me~bersh~n~ tout ~eld representatives to
amounts of Guild n ~' 0 prmt and distribute vast
to seventY-five jU~:~: ~~hann~allY; and to pay sixty
tances) each year to h ooten travel long dis-
hundred-thirty cities p~:r the d15,OOO stUdents in one
expenses, too numerous y, an to defray incidental
ing the AUditions. to note, connected with hold-

Guild's OUicial Staff
The Official Staff of the G ild '

Mr. and Mrs. Irl Allison asU ll:cludes the fOtUlders,
an Executive Committee' to pr~sldent and secretary'assist them· th '
agement, composed of Carl MIne man-
of Public Relations, Hans Barth Roeder ~s Chairman
Board of Judges, and John MOkre~s Chal~man of the
of Rules and Reg,ulations; and jS, ,WhoISChairman
Committee which inclUdes. Ab~ NatIOnal Membership
geles), LeRoy B. Campb~l1 (.;:, DeAvirett (Los An-
Cramer (Indianapolis) J harren, Pa,) , Bomar
W ,0nCarre(R'a~ren Carrick (Portland 0 acme), Jean
(P~'llladelphia), Elizabeth Gest .), !lelene Diedrichs
Gnggs (New York) Edwin H h(Philadelphia), Hazel
ard McClanahan (New Yor~g es (New York), Rich_
York), William O'Toole (N ), Helen Norfleet (New
New York), E. Hobert S ~w 'york), Effa Ellis Perfield

c mltz (Oakland), Elizabeth

Simpson (Berkeley), Franklin Stead (Chicago), John
Thompson (Kansas City), Carl Wiesemann (Hagers-
town, MdJ, and John M. Williams (New York). The
board of judges is comprised of all of the above and
between fifty and sixty other leading piano teachers
of the nation. The Guild membership is made up of
over 2,000ambitious and energetic piano teachers from
coast to coast. .

The Gusle Whispers Liberty
tv t:l.ie JUlnper

R~DIO STATIONS over the world had just fin-
Ishe~ announcing that Belgrade, the capital of
Serbia before World War I, was in ruins-the

result of an air attack by the Nazis after the place
had been declared an open city when they fir t .
vaded peace-loving Yugoslavia. s m-
In a little rock-walled mountain home far fr th

sound of machine guns and the drone of airPla~: rna e
tors, an old .battle-scarred, blind Serbian, holdin hi-
beloved gusle and gondalo in one hand felt h' g ,
through the t d ,IS way, ou er oor of his house and seated him, If
near by. _ e
The gusl€, an .ancie~t stringed instrument still in

use among the SlaVOllIC people is of an

~~~p~~rie~~U~d~~~~~e:~ n::r~~if ;~:~~~:~~~:~~~
h . s :: ng, WhICh IS woven from dozens of horse
. aIrs and IS attached to a peg for tuni . .
Illserted in oriental fashion in the backng'fTthhlspeg IS
head. 0 e neck's

gO~~=lo~u~~i~~p~~~e~a:it~ut :::~~~;ebow called a
dozens of horse hairs. ng Woven from
The old guslar's chest was .

silver medals attached t . covered WI.th bronze and
o pIeces of fadmg ribbons of

BUndSerbian Veteran PIayinq the Gusle

~any hues, Which he had r '
In former wars. ecelved for valor in action
. The Serbian's blind e es· .
lIfted toward the gla' y WIth theIr wrinkled lids
d.. ' rIng sun His falsett .an reechoed across th Ii 0 VOiceechoed

of the high rugged rno e tV~ ey and against the sides
pIa d K un ams beyond as hye osovskom boju (K ,e sang and
dates back to the year 138~s;vO battle~, an air that
the Serbians fought to regain or ?ve centuries, While
Turks, the courage of th their freedom from the

e people was kept alive through
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the gusle. The Serbians need courage '
beloved land is overrun by their . agalJla.Th. enemIese old soldier con tin ued to pl .
were mournful notes and rhythmi ay and sing,
his trembling, voice rose in the 'OCn,sa, d cadences" ndI findthat in the year I haveh g ofm ' ' ·st~dyingyourtwo books there has
as e drew the gondalo across the tr· artial been greatchangefor the better, not
He sang Ide Serbin U Vo,·inke (W'll~ mg ofthe ~een,athebowingitself,but in the quai-
l

I mg Serb· 'onlylfi t H In Army), quickly followed by U Bo,', U ,lI!l!3\1j 'ty andcotume of my one. owever,
In B ttl t) S b ' B01/ (I otherproblems... I seem to be

a e. , er ska Mi Truba Tr b ,nBD': ha~eredbyleft-~anddi!ficulties,because
Bugling to Me). This last is the mUos~(Serbian..\: I feelingof tnsecurttv. and by not
war song and is sung by the people tOdP.OPular SEl ~. agableto find out just where theTh I Y i:o~blelies. ' . My first questions,then,

e gus ar then sang Marsirala Eral' .p ertaintothelefthand.
(Marching Song 01 King Peter's Guard/a ettaGc P 1 Can yOUsuggestsomeexercisewhich
Ustanak Na Dahija the revel t" ' thenfo lllenablemeto keepmy fingersin line
Comitasi (battalion df death) Thu.lonarysongUI W~th andover,the strings?And shouldd . IS song was fir ~ef~urth fingerremainstraightor curved?
urtng the revolt of the Serbians for f st 2. My passage-workis retarded. by a
Turkey. under their leader KarajOrgeVichre~dom.oo.highraisingof the fingers.Is It ad-
1804. ...,1ll the visable,therefore,to practiceslowly,rats-
Th hi t f ing thefingershighto render them more
e . IS ory 0 the gusle is as varied flexible;andin scales,arpeggios,and so

a Persian carpet and the gusl as theCOlors n, todolikewiseto improvethe grip on
singers) roam from place to place Hke guslan(, thestriJlgSandto developelasticity?
S. .. e a band01 3. I havebeentold that every double-
. Ies, smgmg and playing the history of th' fI; stophasitsaccompanyin,govertonewhich
III the la~d through which flows a art 0 ell'ro~.oneshOUld,beableto .hear:providingthe
Danube rIver. P f thebea intonationIS perfect.SmceIt seemsa good
Yugoslavia i ideatoworktowardthat end, I should

s a country bounded on the north liketo knowif thereis a determinedtone
east by Germany, Hungary, Rumania a d B ~orwhichI shouldlisten in relation to
on the south by Greece and Alba 1 .' n ulgari! fixedintervals,
the Adriatic sea It 1 a n a, on thewest" 4. I haveyoureditionof the Rode Ca-
ple as Picture· s country full of citiesandp!:rices,andlik~i~S? much that I should

.sque as an ArabIan Night's tale ,like toknowif It IS the extent of your
~eople who lIsten to the blind bards b r ',a.nd workin that line. I enjoy working on
Just as the people who have 11 t e leVem t etudes,andif youhave edited any other
'their national b ttl s ened to them f the"classic"studieswill you kindly Jet
It. th . a e songs down through thecenlurteknowwhattheyare?-Miss 1. D" Ohio.
IS e gU~le that .drums the Slavonic racesinto

helps them III fightmg and helps get them outof~ Mysincerestthanks for your cordial
Oz:e hear.s much these days of the Medievals~.tter-which modesty forbids me to

EmpIre, of Its glories and the days of Serbian andt~oteinfull!It pleases me very much to
In th~ year 1389, on the field of Kossovo~fie- owthat my books have helped you.
blackb.ll'dS) after the heavy bloodshed i hi hid c dnowto answeryour questions. which
sovereigns of Serbia and Turkey were bot~ :ill~t ingupsomeinteresting points. .
the conquere~ Serbians were enslaved by th Tur~a:: 1, In all technical passage-work and
was the gusle which did much to keep up t~ ~ sometypes of melodic playing it is
o~ the Serbian people. So it has been thr ehc~t senUa!that the left hand assume a
hIstory of the Yugoslavs. oug 0 traight-line"position in relation to the
One .of the best gusle songs is based 0 th to' 'ngs;that is, the knuckles must be as

o~e Milos Obiulich, a Serb who WIth~' e s Ij',~earlyparallel to the strings as the
kIlled the ruler of Turkey Murad I 0 t~S~\\~tl~ ysicalbuild of the hand will permit,
of Kossovo in the year 1389. Before'thn T e k~h e to. theneck of the violin is supported
mander .expired, the field was won andeWI~ ,I;S 1l:J~ Y thefirst joint of the thumb and the
Wal1achla, and nearly all Bulgaria. In fact IM~] ~ckle0: the first finger, this position
was the first and only Turkish I ' lmpossIble,Therefore an adjustment
by an enemy. ru er ever to be ldIl:, nst bemade.The thumb must lie back
Today, one can still see the arm . eneath the neck-opposite the finger-·

mausoleum in the city of B or of MuradIml ard-with the first finger knuckle
made by the knife of Milo:esa,. T?Tkey. The mart ightlyaway from l;he neck and the
leader's armor are still visible OblU!Ich on the rulf:' ,bowwellunder the violin. This posi-
During the first World Wa~' on of the hand and arm brings the

brought about freedom fr TAustna and Hungal) ucklesnearlyparallel with the strings
only the Serbs but the c °n:

t
. urkey in 1914of!l:id allowsthe fingers to be always over

created What i~ 1m roa lans and Slovenes.Tb e stringson which they must play
own as Yugoslavia Yuoo ani:.' h· 'south and Slav, nationality Yu '. "'" me , u,srendenng good intonation much

the mUsIcal gus}' th I . gosIavla, the landKaSlerof attainment. For purposes of
drous natural:' te and ~f colorful folklore,ofWI)!.' ference,we may call this the "open'"
history and landSeCauy, UOf mexhaustible contrasts00or "technical"position and the other
with the loveliest ape, 1e land where east meetswe:: apingofthe hand the '''Closed'' position

sea coast in the wo ld d tho~F· .sand enchanted islands. r an a ?r passagesIII thirds or octaves, for
T~e hope of YugoslaVia is k. ~a~ldpass~ge-work involving frequent

anCIent instrument The u . ept alIve th.roughttl ~tnngcrossmgs,for any type of passage
slav household and·· t .~ sM IS a part of everyyU!~thatshiftsto the fifth position or higher,
It is the musical vo.Ill 0 fl the people pour theirsoull and for chords in which the third and

lee 0 the life of th I ourth fi. Guslars are again, on eve' . e p.eope. 'I " n~ers ~~e o~ the l~wer strings,
lIke nomads from '11 Iy .OPPOI tUlllty, roa~ the open pOSItionIS infimtely prefer-
mountains and thro~1 hage to vII~age, over hills:ll!1 able.,Indeed,it is generally essential to
and ballads Which t ~ t~alleys, smginR the warsoDfgoodmtonationand clarity of technique.
The gusle whispeI~ tl e folklore of centuries, . If yoUhave been accustomed to play-

raises hope for., two i~ea~e c~eed of every villageraDo lng. ,everythingwith the closed hand
says, "Don't gi s-hberty and Christianity,IiOSItIon,a fewweeks of special practice
God will help ~e uf" Be courageous. Great ChrisU~aybe necessary before you feel com-
good, the gre~t :h: rong,. be patient, be patriotic!Tbl~rtableand secure in the open position.
gets His childr~n I" ",mercIful Christian God neverfor' ut I~hetime devoted to it will be well
Thus the gUSla·rs h' peno,for as soon as you are at home

Serbians of Yugo 1 ~p .old tJ:e faIth and hopeoftbll~ the open position you will be aware
s aVIRIII theIr darkest hours. an easeand facility of technique far
* eyondanything you have known here-

.. .. .. ofore,
MUSic is architecture tr z Thefollowingexercise will help you to

space into time' f' a~~sated or transposea fro~ comeaccustomed to the new position.
ing, there reig~s o:zm rnusz?, besides the deepestfe.el. ou do not need to sound the note
telligence. so a ngoToUS, mathematical In' ~~llpedby the first finger-just hold

_HEGEL e fingerfirmly on the string. Be sure,
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Left-Hand Difficulties

The Violinist's Forum
Conducted by

No question will be answered in THE ETUDE
unless accomtanied h;: the full. name
and addre.rs 0 the inqUire/". Only milials,
or pseudonym given. will be publiJhed,

before you start. that your hand is in
the shape described above: thumb under
the neck and the first finger knuckle
half an inch or so away from it,

~
' 'II

Carry the exercise up to the fifth posi-
tion and back again. Later practice it
with the first finger on the A string,
and on the E, the other fingers continu-
ing to play on the G string. Stop playing
as soon as your hand begins to feel
tired and resume only when· it has
com~letelY relaxed.
After a week's work on this exercise

you can take the 34th study of Kreutzer
-but practice it slowly!-and then the
F major study in thirds, No: 33. Practice
also the 2nd and 8th Caprices of Rode,
for the open position is most helpful
in this sort of passage-work. After you
have spent some time on the Kreutzer
studies yoU should work on the 8th and
the 21st of the EtUdes-Caprices of Dont,
Op. 35. By the time yO\! can play these
with ease and security yoUwill be having
no further difficulty with the open posi-
tion of the hand.
On the "Forum" page of the April,

1944, issue of THEETUDEthere were some
remarks dealing with certain aspects of
this problem, and I would suggest that
you refer to it.
Whether the fourth finger shoUld be

straight or curved depends very largely
on the type of passage one is playing.
In technical work. especially in double-
stops, the finger should be rather curved,
lest it inadvertently touch the next
string. In melodic playing it should be
straighter for· a good quality of ton~ is

Prominent Teacher
and Conductor

. more .easily produced when the fleshy
part of the finger is in contact with
the string.
2, In a certain type of fiction one reads

of violin virtuosi whose fingers "fly"
over the strings. This, of course, is
romantic nonsense; a. good violinist's
fingers never fly when he is playing
rapidly-rather, they seem to crawl.
Nevertheless, there are many people who
think that "high-stepping" fingers are
a sign of advanced technique. Not, be-
lieve me, that I think you are one of
them!
In order to develop and maintain a

reserve qf strength and flexibility, one
must lift the fingers high-but only in
exercises specifically directed towards
that end. Even though you may be rais-
ing your fingers too high in everything
you play, you should still practice this
type of exercise daily. But you should
also practice similar exercises, and scales,
lifting your fingers only about half an
inch. The 9th study of Kreutzer, the
13th and 19th of Mazas, and the 30th
of Kayser are all excellent to start with.
Play them, at first'- at a tempo slow
enough to allow you complete conscious
control' of your fingers, and make sure
that the grip on each note is instan-
taneously strong. Be sure, too, that each
finger is raised with "snap," even though
it is raised very little. After a week or
two of slow practice, the speed should be
gradually increased-and then you will
find, I think, a noticeable advance in,
your technical facility.
In a forthcoming issue of THE ETuDE

I expect to have something to say about
a system of mute practice which should
be of interest to you in this connection.
3. The third note· you can hear when

you play a double-stop is not an Over-
tone, but a Resultant, or Differential
tone. Overtones are the Upper Partials
of a fundamental note, and are repre-
sented on the violin by the natural har-
monics of the open strings. According
to Grove's Dictionary, the Differential
tone is so called "because its number of
vibrations is equal to the difference be-
tween those of the generating sounds."
The Differential tone for a perfect fifth
is one octave below the lower note of
the fifth; for a major sixth, a fifth
below the lower note; for a minor sixth,
a major sixth below the lower note; for
a major third, two octaves below the
lower note; and for a-minor third, two
octave§. and a major third below the
lower note,
As you will readily understand, an

interval does not have to be in tlUle to
produce a Resultant tone, but the tone
i3 much more ~asily heard when the
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interval is true because it is then part
of the chord to which the sounded notes
. belong.
To judge intonation on the viclin by
listening to the Differential tones Is
rather a roundabout and unsatisfactory
proceeding, For one thing, the tones are
not distinctly audible unless the notca
played are in the nigher regtsters; for
another, if you play much with the piano
you will find that to obtain the exact
resultant your sounded notes must often
be slightly out of tune with the tempered
scale of the piano. You would save time
by listening to the notes of your double-
stops in relation to each other, and in
relation to notes which have gone before .
Also by testing notes, whenever pOSSible,
with the open strings.
4. In addition to the Rode Caprices, I

have edited the "First Thirty Concert
Studies" of De Beriot, and the 24Caprices
of Paganini. I have further plans of this
nature, but they will have to wait for
the end of the war and the easing of the
paper shortage.

Again the Vibrato
I have been studying the violin very
hard for about four years.... About a
month ago I became interested in the
vibrato.In the first twoweeksI madecon-
siderableprogress. Since then, my speed
is decreasingand I find it difficultto roll
my fingersbackwards and forwards at a
rapid speedfor any length of time. I am
veryworried,for I realize that the vibrato
plays an important role in violin playing.
... What are the possibilitiesfor me as a
violinist and for the developmentof the
vibrato?And is there any deviceI might
order whichwould help me developit?

-Miss E. Q. S" Alabama.
It is likely that you began to study

the vibrato with great enthusiasm but
not enough patience. Probably you tried
too soon to vibrate rapidly-with the
result that you aUowed your arm to
stiffen. When this occurs, one of two
things is bound to follow: either a tense,
over-rapid vibrato will develop, or else
it will become slow, labored and uneven.
In your case, the latter seems to have
happened.
Try to realize that complete relaxa~

tion of the left hand and arm is essential

~~br~~:, :;~d~~~~non °ih~a~ro~~:;:~~~:~
this thought in your mind. Above all,
you must not be in a hurry-in violin
playing, the prcc2ss of learning can never
be hurried. Start your vibrato study
again, from the very beginning, making
no attempt to vibrate rapidly until you
can do it, slowly. with relaxed evenness.
Then you can gradually increase the
speed. For the July, 1944, issue of THE
ETUDEI wrote an article on the vibrato
which will tell you in detail the path
you should follow. I am sure this will
help you if you read it carefully.
To my knowledge, there is no mechan~
ical device for developing the vibrato,
and I cannot imagine even the existence
of one. The vibrato is so intensely per-
sonal, so much the result of an urge for
expression which lies deep in the indi~
viduality of the player, that the intro-
duction of a mechanical aid would be
directly contrary to its very nature. Many
violinists have a vibrato which is to all
outward appearances entirely satisfac-
tory, but which lacks all musical quality
simply because they lack this expressive
urge.
Much as 1 should like to do 'so, I can

(Continued on Page 230)
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How Analyze Chords
Modulations?

Q. I am an amateur pianist and wonder
if you will teU me the quickest way to
detennine the name of a chord when it
is written in a key other than that of the
piece in which is appears.-K. M. W.

A. Many compositions, even short ones
contain passages in keys other than that
of the piece itself. When analyzing chords
in these modulatory passages, you must
ascertain your new key center and then
reckon your chord numerals from that
new tonic. The following passage from
the second movement of Haydn's "Sur-
prise Symphony" should make this clear.
Although this movement is written in the
key of' C, this portion modulates to the
dominant, the key of G, and would be
analyzed as shown below.

I~
C I I VI

Gn v

Is It the Most Difficult Piece?
Q. In the March 1944 issue of TEE ETUDE

you ga,:,e: a list of the most difficult piano
comp~sltLOns ever written. Should you not
have Included Balakirev's Islamey? I h d
thought that some regard this as -fue A~l
of technical difficulty-c-P, C. S.

A. ~es, Balakirev's Islamey should hav~
been ~ncluded in the list. It was purely an
overSl~ht and I thank you for calling our
at.tentlOll to. it. It is quite possible that
still ?ther pIeces were omitted, but I did
~ot ll-:tend the list to be considered all-
InClUsIVe.You may recall that my answer
read "The following are considered among
the most difficult ever written."
Probably some people regard [slamey

a~ the A-l of technical difficulty, but
51.neet~e problems that make for tech-
mcal dIfficulty vary so much from one
~e:fo.rmer to another, I doubt very much
I~ It IS l?oss~ble to find anyone composi-
tIon WhIChIS indisputably the most dim.
cult for all pianists. -

Advice to a Musical Grade
Teacher

th~eI;~r: ~f~~~r;r~~~~;e~cher, tWkenty~
much But I h th Y wor very
and i need YO~~ed':: future. to consider
any 'I a vICe. I dId not have
at ei~~~~n e~~~n~~ti1 I went to college

~~~~~ho~h:i~~~Ia~~v~a~~~:::~Y:~~U::1.ail~
I am now st d' b 0 plano, and
much as I can~ ymg .oth .instruments _as
Literature and ~ :~J~~Sm college were
music courses too ~ . ook a good many
lege felt th t . y Instructors at col-
education bU~I7~1~l~ '_should ?e mus!c
will hold me b k admy applIed mUSIC
have our . ac an I should like to
like t; stay~~:Ice. I~ many ways I should
~~~t~ablYbe fafr:~~f ~rdr~~ra~~d;~t";?~~
. mg older and if I am to be a
slanal musician I th· k I _profes-
~~ ~ti~~?~~ b~uT~~nm:hf~~~~I~e;~~t
A. My advice is that you stayother y . on an~

th tear m YOUrpresent Position but
t a yoU ,work as intensively as Possible
~ your PIano during this time Vi l' .
Important too of . a In IS
will give you a ba c;urse, but the piano
ship and by stud .c ground of musician_

ymg har.d for a year and
02

During

Ouestions
Conducted by

Answers

t~~;s!1!U;mers you would make a great
deal of progress. Perhaps you could take
vio~~n during the summer in addition to
the work in piano, but since your work
as music teacher or supervisor win be
concerned mostly with singing I am won-
dering whether you ought not to take
voice lessons rather than violin. This will
depend of course on how well grounded
you are in 'singing and you will have to
de~ide for yourself between violin and
VOIce.
At the end of next year plan to go to

some fine music school or music depart-
ment for two years of study. During these
tw~_ years you will be able to do two
things: (1) Meet the requirements for
a Master's degree in Music Education'
(2) .~ake yourself a reasonably good
mus~cIan through the study of piano,
~U~lC theory and history, and possibly
vtolin and vo~ce. If you follow this pro-
gram Y?U WIll be twenty-six upon its
c0U:PletlOn and you should be excellently
eqwPP~d to do fine work as a teacher or
superVIsor of school music.

How to Write Music That Y~u
Hear

Q. I am a middle-aged:Uan who h~s
~ever had any chance to stUdy music but
Just recently I have joined a mixed ch~
I love music and should like to makrus.
real c?ntribution. to this .group, theref~r:
! am mterested III sight-reading and also
In .t?e reverse of sight-reading that .

\ wrItmg ~usic that I hear. Is there so~~
book whIch I could studY-a book that
wo~ld teach me, to recognize the time of
a pIece and also to write down its m I
ody?-T. H. e -

A. I do not happen to know of any
book that would "do just what you want
~one, but I believe I can help you to work
It out 1;'y yourself, without book or
teacher. I suggest that you make II list of
a dozen or more hymn tunes or folk songs
that ~ou know well enough so that you
can .smg the melody without having the
mUSICbef.ore, you. Better test yourself on
each one, and if you can't sing the
melody, cross that one off your list--N
c~oo~e a song that you know 'very' W~l~
smg It alOUd,and beat time' th t· 'the p·ul ' a IS,markse, as you sing. Beat a little ha d
at the accented points and you will :oo~
find that the melody diVides itself into
measures. Sing tht. e same song several
.Imes and when it begins to go well tho k
on,e at each accented beat. Now 'det~~
mu;te Whether it seems to go one t -
one-two one two et - - wo,
one-two:th - , c., or one-twa-three,

ree, one-twa-three etc If ·t
ft°es in ~wo's it is probably 2i4 althoug~
pOi~ay trye :;~[o determine the latter

, mg one-two-three_four,

Mus. Doc,
Professor Emeritus
Oberlin College

Music Editor, Webster's New'
International Dictionary

one-two-three-four, etc., with a stron
accent on one and a slighte g
th' r one on

ree. If thIs seems better than tht I . . e one-
;:0 p an, then It IS probably 4/4. (Duple
easure may of course be notated in 2/8

or 2/2, and quadruple measure may b
4/8 or 4(2.) e
If you find that your beats ro

themselves in three's thu g, upth ' s, one-two_
three, one-twa-three, one-twa-three etc
en the song is in triple measure, ~rob:

~IY 3/4 alt!I0ugh it may be 3/8 or 3/2. It
or ght POSS!bly.b~ in slow sextuple (6/S
6/2) , WhIChIS l1ke pairs of triple me

ures grouped together as-
I' The plan of practic~ that I have out
i~nSe:a:l~e~i~ot cover all. th~ ground but
t' e you some Ideas and by the
Ime yOU have ' I ' "
rhythm of a dana ysed the measure
folk son s oze~ or so hymn tunes and
t' g . you WIll yourself know wh t
o do next. . a

ofT:e~~~~yes~ of writing do,;.,n the notes
IS more comple b t

working principle is the same~' u the
same songs, and if you ha Use your
the SO-fa syllables, sing th:~~~t tOfknowsongs with the syllables If 0 your
chosen America f . you have
sing dO-do-re I t', dar eXram?le, you will

<- O-re mz-m' fl'
re-do I re-do-ti J dO-et . z- a mz-
melody several times c. Smg the entire
sure of the syllabI ' until you ,are quite

es. NoW wrIte th
ttPORW em
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down as I have done abo
the measures with bar linI'e, len
previously found at course es, !y_,
is in triple measure and that!.
ably guess that it is 1J.otate~t~ft
Now get some staff p 1!I1{

some five-line staffs onaPerm:
you don't know in what~
try various pitches at the ~ythe!
find a range that seems PIanG

. "'illfyour VOIce.As a matter ofI
ably know that America is ~et)t.
will make a G-c1ef at the1Il~,
the staff, write a sharp onth
insert a 3/4--and you ar e~
fir e read"st measure. The syllabI .
d

. esare,
an since do in the keyofG'
second line your first meas 1:1,
llk~ this: lire f,

(Note-heads below the third·
up-turned stems and those lbf
third line take down-turned a~
this point on it is Just a mat:esl

tree, but it you don't know~
syllables your task will be harder'
will probably have to fumblem·
the pJano untU you find therijl
for your melody and then try tot
places on the staff that corr~
these keys. But even at thatl'U:.
have tun.

A Soldier Wanls 10 Know
About Music

Q. I am a member of the Armedf
and I have plenty of leisuretimeI
to educate myself muslcallyand·I'
your advice. I have played the piaM
a bit but know nothing about keys,
chords. construction. or form,II1ia
you think of correspondenceCOUJ!l!
theory-do they exJst? Yousee,Ii"':
~,o able to pick up a compositionatIl
Now, do you see thJs? Well, that'S!

and-so, and It's written in such.and-
a key. and this is a whatcharna
r w~nt. to know all about music,froa
begl~nmg up to now. and I shallbe
~l if you will favor me with a
tion or recornmendation._E. N,M.

A. What you evidently needanm
first of all is a good course in bar::
but whether or not it is practiOi
carryon such work While you!:'
active service I do not know, H
stU?y should mean the study of
therr construction and effective
nation. It inclUdes not only thetb
cal stUdy of scales, intervals, chord!.
the elements of desJgn, but
actually acquainted with the 9
effects of all the details that are
on paper, so, that one may be all
analyse and therefore appreciat/
harmony of compositions that one
as well as to construct beautifulmE'
and to harmonize them correctly~
paper and at the keyboard. Hat
stUdy .is therefore a long, complex
involvmg the g,uidance of afinem"
and Whether SUch work can be(1i
on amid the turmoll of army lifeI
much doubt.
. However, since receiving your lelti
have made inquiries concerning
spondence courses, and I have hadl~
from two well known universitiess~
that they offer such work. So if yo~
to be stationed at your present loca"
for some time, I suggest that yoU
for information to 0) CorrespDil&:
Instruction Division University of~\
Ca~olina, Chapel Hill, N. c.; and
Umversity Extension Division, uniI '

(Continued on Page 2JO)

T
HE LANGUAGEOF ART IS much
the same, no matter what the me-
diumof expressioh. In music, paint-

ing,sculpture,architecture, literature, and
cing we find the same need for color,

~:trast, beaut~, unity in variety, form,
balance,and clima~. In mUSICthese ele-
entsmust be twice created. The com-

moser first writes them into the score.
ihen the interpreter brings them to life.
Thereforeit is just as important for the
personwhoplays ~r sings to. und~rst~nd
organiZation,shading, and high Ifghtdng
as it ll, for the composer. Since both mu-
siciansand painters use the same prin-
ciplesof technique, a comparative analysis
of the devicesby which effects are pro-
ducedin both arts will prove helpful to
themusicstudent.

BringingOut the Subject
Oneof the first considerations of the
creatoror the interpreter is, "How shall
I bringout my subject?" In portraiture,
thegreatestpainters have proved that the
bestway to direct the attention of ob-
serversto the countenance is to keep the
dressand the background simple. In the
earlyperiods of painting it was custom-
aryto use an ornate setting. But the elaborate back-
groundonlydiverted the gaze of viewers from the face
of the subject to the clutter of surrounding details.
Raphaelwas the first artist to realize that finer effects
couldbe obtained by omitting accessories. Rembrandt,
whowasborn almost a hundred years after Raphael's
death,either omitted the background or kept it dark,
andas simple as possible. He .alsc chose inconspicuous
colorsfor clothing---colors that blended with the back-
ground,For these reasons the eye turns almost imme-
diatelyto the countenance when viewing the master-
piecesofRembrandt.
It is well for the musician to reflect upon these
idealsof Raphael and Rembrandt, because just as a
clutter of objects in the background of a portrait
divertsthe attention of the observer from the counte-

Applying Principles
Of Painting
To Music

nance, so a clutter of tonal designs or shadings de-
tracts from the melody.
In The Tiny Elf by Antoine GiIis, we have a musical

portrait of the fairy creature which, in the simplicity
of its accompaniment, is like a painting, by Rembrandt.
Here the left hand part has no individuality of its own
other than the waltz figure, which continues to the
end without any break except at the cadence measures.
In this piece the composer has made it easy for the
player to focus interest on the melody. sometimes the
task is far more difficult. When the accompaniment
is complex, thought and practice will be needed to
subdue and simplify properly the shadings, the dy-
namics and the coloring until the melody stands out
with strength and beauty.
But just as an artist cannot always dispense with a

Music: and Studyl

background, or make it as simple as those
of Rembrandt, so it is not always de-
sirable to rob an accompaniment of all
personality.

Center the Subject
The most obvious method by which a

painter calls attention to his chief subject
is to place it conspicuously in the center
or in the foreground. In that great mas-
terpiece, The Last Supper, Leonardo Da
Vinci painted thirteen men, but the eye
goes first to Christ because He is isolated
in the center.
Similarly, the most obvious process by

which a composer calls attention to his
chief melody is to write it for soprano, or
for the highest part. A melody that is on
top is like an object placed in the center
front of a canvas. It automatically be-
comes noticeable even though considerable
importance be attached to the accompani-
ment. Therefore the interpreter must be
careful not to over-emphasize such a mel-
ody. He should ask himself over and over
again as he practices: "Am I giving too

much prominence to this already prominent melody,
thus making it inartistically manifest?"
If, on the other hand, a painter places his chief ob-

ject in the back or side part of the canvas, he knows
that he must- use some means of directing the vision
of observers to it. This can be-done by giving the chief
object deeper or more vivid colors. Likewise, when
playing a theme that is hidden in an inner part, the
interpreter knows that unless he uses some of the
tricks of the painter to bring out that melody, it will
be lost to the hearer.
Let us consider, for example, the composition 0 Holy

Night by Adolphe Adam, transcribed for piano solo by
Rob Roy Peery. (Published in THE ETUDE, Decem-
ber 1943.) In the first part of this piece the melody
is found in the inner voice, (Continued on Page 233)

LEONARDO DA VINCI'S "THE LAST SUPPER"

"Cenaco/o:' as the Italians call Leonardo's masterpiece. is o"?,eof 1h: most discusse~ p~r:'tinqs ?f history. I~ was commenced in 1494 and finished so~~
10 I t It a ainted in tempera. not in oils. That 15. the plgments were IDlXedm a kind of gelahnous substance. probably yolk 01 egg Wltl~
a "'Utt1yea~sa er. dW pSp~eddirectly to the plaster in the Convent Church of ,Stu. Maria delle Grazie in Milan. The colors did not hold and despite manY'

e vmegar. an a h . On T h d d h L d I k' k hattempts to restore it. the painting today is little more than a g ost plct~re. e crl lC . ~ conten e t at eonar 0 spent twe ve y~ars rna mg .s etc. es
lor this picture. Do Vinci was one ot the most verscrti1e men 01 history U1sculpture. archItecture. meteorology. anatomy. mathemahcs. and engmeenng.
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HILDE SOMER

ment of the passage involved. I found
that I acquired greater oenerat fluency
by working at scales, arpeggios, octaves,
double notes, and general finger-exer-
cises that cleared up, not one passage,
but the piece as a whole. I was t~eref?re
delighted when I began my studies with
Mr. Serkin, to find that he held pre-
cisely the same view! Since then, I have
not ceased to work at difficult passages
individually, but, in addition, I devote
a part of each day's practice period to
scales and 'exercises. I find that they
make me more akin to the keyboard;
give me greater surety; provide me with
the smoothness that may be compared
to . the oiling of machinery. And this
security carries over to any and every
other problem I may encounter in indi-
vidual works.

The Question of Fingering
There is another purely technical

problem which, I believe. is not suffl.-
ciently stressed. That is the question of
fingerings-which finger do you use on
which note, and why? Students are
properly careful about studying the
right notes; but once they have mastered
them they incline either to accept the
prfnted flngertngj, in the editions, or to
leave the entire matter to chance. I
believe that fingerings are quite as im-
portant as the notes themselves! Cer-
tainly, I do not suggest that printed
fingerings are without value; but no
two pairs of hands are alike in their
structure and use, and it can often
happen that the fingerings of a most
reliable editor present difficulties to the
individual pianist. What then? The an-

Independence at the lieyboard
b'J JJiIJe Smner-

Hilde Somer. whom the great Morh Rosenthal has characterized as "a rising young dar among pianists,"
was born (less than twenty-two years ago) in Vienna. At three, she showed her pianistic gift by listening
to her mother's playing and then imitating if. At seven, she began her own studies and at ten, she per-
form~d in public, attaining immediate distinction both as recitalist and as orchestral soloist. On coming
to thiS country, she studied at the Curtis Institute, under Rudolf Serkin, and is continuing her work with
Wanda Landowska whom she considers "the greatest of women musicians." Miss Somer's performances
are steadily. winning acclaim for their splendid musicianship and magnificent command of style as well
as of technIcal resources. She recently appeared with great Success with The Philadelphia Orchestra.
. THE EruoE has asked Miss Somer to prepare a list of "musts" for serious young pianists.-EolTOR's NOTE.

THE NEXT TIME yOUsit down at the piano to
~r~9tice, ask yourself exactly Why you are prac-
tICIng. The" question is not as obvious as it may

seem. The purpose of practice goes deeper than learn_
ing a piece, preparing an assignment, or pleasing a
teacher! To my mind, practice serves as our only
means of acquiring complete independence at the key_
board-the kind of independence that enables us to
master, not pieces, but pianistic problems of any kind
a~ .any time. Approaching the matter Wit'hthis lonKe;
VISIon,let us consider certain helpful ways of attaining
keyboard security.
The average stUdent thinks of pianistic security in

terms of technic. How to improve it? I have had an
interesting experience in technical approach. When I
stUdied as a child, I Was adVised not to "waste time"
in practicing scales and exercises; it Was thought more
helpfUl to select difficult or trOUblesome passages from
the, works I was learning and to' use them as exercises.
I dId this--but presently I discovered that such indi_
vidual passage work was chiefly useful for the develop_

swer is to develop one's own fingerings. This may be
advantag,eously done by analyzing one's Own hand, The
first consideration is complete naturalness and ease of
position. Then, When the -hand feels entirely free on
the keys, the strongest fingers should be Used on the
strongest, or most important notes of the phrase. If
you stUdy the phrasing of a work as a basis for finger_
ing, and develop the phrases by using the strong
fingers on the important notes (and the weaker fingers
on the less important ones), you will have taken a long
step toward clearing, up problems of fingering.
By experience I have learned that the surest way to

n:aster a work is not to attempt to master it the first
.tune you stUdy it. This fil'St working through a piece
may take from six to eight weeks of intensive stUdy.
At the end of that time, one naturally feels that he
has concentrated on the work so intensively that it
has actually becozpe part o~ himself. This, however, is
not the case! The very mtensity of concentration
?eem~, so~ehow, to blur outlines of meaning. When
m. thIS onginal stUdy of a new work, yoU feel that YO~

"FORWARD MARCH WITH MUSIC"

can do nothing more to perfect it, Put It awa
it completely, consign it to your sUbconscta"f.
and work at something else. Then, altera:
two, come back to it-and you Willbe ama:
new and fresh it seems to )'OU; what si
stands out in colors and phrases that y~
noticed before, At this point, begin Workatit
again. Now you can make it-not perfect, alas
your own.

,1 V V .,
>,r-. ~ >" 2

~ 2It , I 2 >----. > " - 2 I I> >~l . ... .~ . .
"~ pocoif

~I
.

~.---5'' I -
ard

!
r it - a tempo::0,- J I I I.I .. .

• "I I :..ltJ- ITTI I I j..-I .. t.\
" ;.1 I

ara "-J 1 oco ten.

,.
1~;~ ..I ..I

~ to J J . ~ . (2.I,

!~.J t j .J I ~ L J J It ..I .J .~. . . . . ..
I

!II; , I r ~ ,

Piu lento

v v v a tempo

To Develop Evenness of Ton.
One of the technical problems that every

encounters concerns perfect evenness of tone
final movement of the Sonata in A-flat,Op.Zl
of Beethoven (and I cite it merely as one0
examples) , the development of the entire fugal
depends upon perfect, pearl-like evenness of
Thete are a number of hints for perfecting
sired evenness, Practice slowly. Practice each ~
separately. Regardless 01 the textual indicam" • V V V ~

-~"""~"·'"'--_·~tm9'~'f~J=y~CELVq'·? ~staccato, legato. hall-staccato-half,/egat<l-apPil< _. ~= ~ . ::::= ~
them with every possible kind 01 finger altacll '.. . •
out the passages in varied rhythmic pal"'",,- U ' P poco rall ~_ ;---......normal accent occurs on the first beat, shUtit
you stress beat two, then bea t three, andso
such means, the fingers develop the complete
pendence that atone can assure the perfect
required for evenness. The Shifting of accen
attacks as such will not improve the passage-
will provide the independence necessary for
provement! Again, where the passages in
develop fugally (as in the example cited).
different voices apart, work them out separate
the top voice, subordinating the others in a
piano; then stress the second voice, and so on
way, one helps to develop a good piano,

phrasing, and tone coloring In addItion to ev~eD;'~~~t=~~F;~~~~3=~~~g~~~g~~~~~~~~~~~~~i~~~!~~~!g~~~~~3~Em~~~~~~t:!~:1':t=E=t~~:f=~:~
ing. Also, one wins greater independence!
The Wise pianist never leaves rhythmic deve

to chance. Counting Is helpful-personally. I '- f:PP >. >
it to be necessary. But counting isn't enough!
excellent practice to develop rhythmic drills.lk'!\
one that we used at the Curtis Institute. The~
set the metronome going in steady beats that in
rimply the bars of the measures. Between the~
"inside" the bars), she would tap with B. pencil
the stUdents' task to catch those tappings an
up the bars with their patterns. Of course. it
too difIicult to catch even tappings of one-tw
But it became excitingly complicated when th
pings were subdivided into triplets; dotted six ~ 3

no~;c~~atioos~eVffi~~USS~~II~~~~~~;~~~I~~ii~ii~~~I~~~~~~~~~~~~1~~~~~~~~~~~~~~~~~>~~~11>!~~~>!~~!~;>!~~~Other helpfUl drills consist in working out howzm: ~~
triplets fit into a half-note; how to fit septuple~iI: :>
a half-note. and so forth.

The Meaning of Interpretation li;;i~~j~!~~~~:::;~~~~:::I~:::~~~:C~~~~~~::C~1!~~~f~1~:::~~f:::;~~~~~~T~::~:JBut technical drills represent only a small pari'
pianistic independence! The important thing ist
meaning of the music, and that must be everyWI
sure as the means of expressing it. Here of COurS£,f

~~lliema~~in~~ti~~"l;;;~~~~;~;~~;~i~f~d~~~j~f~~~~f~~~~f~~~~~if~~~~;~!~~;~~~~~5~~~~~tF~~~~~j

young pianist to assure himself that he is sayingif I
the composer wishes him to say? To my mind,in~
pretation must be based on a thorough study of~,
Actually, one does not interpret anyone workBsa.<a'
of isolated phenomenon in a vacuum! One int"" . V IJ S.
a composer, a period of World thought. Obviously
ne.c~ssary to know who the composers were, wha
SPIrIt of their time reflected. The study of Dl
history is vitally important-but even that is
enough! The stUdent Who desires a secure unders
ing of style will take every opportwlity to ae<!
himself with the works of the composers he studi
aU the works, as many as he can find, To prepar
sonata of Beethoven means but little. The stutb
that one work will be greatly clarified by stu
Beethoven himself_his life, his times, the sort of
he was, the particular influences he was under
he wrote that sonata, the general trend of meallm
expresses in all his sonatas, in his other works,In
connection, it is of great help to play in ense1J1
groups, either chamber music or orchestral work
both. In this way, elem~nts of style become clear
a foundation is laid for sound interpretations,
Again, the earnest stUdent will wish to famill

himself With all the various (Continued on page
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ExercisesAway from Piano

El(.2

tJ!JJJ
Shake mar· ble~, shake

11
mar· bles, shake

ell).
Ex.3

t J J I J JJIJJIJJJI
Bigdog~, shake }'our paw.s! Big dogs,shakeyour paw,;1

etc.

v
:;>

After "playing" No. 1 once or twice,

the rhythm play it on the piano cover.
... Alternate playing with ~rms at sides
and on the cover several times before
; going to Numbers 2 and 3.
Then play Number one again (with
the same alternation of "sides" and
"cover") this time feeling one of the
fingertips "scratching" gently, as though
softlyscratching the back of a dog's or
kitten'sears. , , , The teacher says, "Now
le~'sthink of finger Number One," then
with this first finger "feel" the pupil
"scratches"and says:

Ex.1i

tJ J J I J J ~
etc.

Ex.il

tJ J J J J J J ~
Goodold Bus. ter, Scratch )'our backl ete~

APRIL, -1945

For this, the full arm movement will
be reduced, but the addition of the deli-
~ate .finger "scratch" should cause no
~mpallment of the rotary freedom, This
IS, of course, the first step toward co-
ordinating arm and finger "action."
The teacher then suggests another

finger and so.on and the drill is repeated .
. .", This also makes an excellent finger-
number drill for beginners. .
Finally, open the piano cover and in a

relaxed five-finger position play Num-
ber one thus:

Now lt s vone," now itsvtwoj" now itsvthree,"
etc.

It may be necessary at first to play
single handed before putting hands to-
gether. Do not forget that the only
finger "action" is just a -ulight surface
scratch helped along by the rotating
arm .... No finger lift should be used.
. . . And it is hardly necessary to add
that all playing must be very soft and
very musical.
These are useful exercises .because they

(1) are very simple and natural (2) "Im-
mediately transfer the away-from-the-
. piano feel to the keyboard (3) make a
perfect beginning for the coordination
of large (arm) leverages w-ith .small
(finger) artfculatlons.

Keep It Up

I

I am over'sixty, but come from a family
that uves- to .nmety.c years.v.T am an old
member of THE ETUDE; in fact. it has-been .
my music teacher. For a -long while there
was not much time for practice: but about
ten years ago 1 had three months with a
real teacher. At first I was self-conscious~
and it was hard for me "to plaY simple
pteces for anyone, especIally my husband.
But 1 don't mind even him now!
1 can play most all third grade pieces. I

like to play at Tchaikovsky's Concerto No.
1 in five flats better than ih C Major. Last
year I made- up my mind to memorize. so
I studied Allegro. Con .Brio from Beetho-
ven's, Symphony No" 5 and also,. Czerny
Opus 335; also many other pieces, such as
Last' Rose~ of Summer .••. Now 1 just
look at the name of a piece and the key,
and find I can. play thirty-five pieces with-
out the· notes.
What do yOll- think best for me to do

now? Just to keep on my two hours prac~
.tice as I--find time, or take a few lessons if
"I can find~.a teacher?-H. J".S., New Jersey.

D~ not- try tq practice -"by yourself"
without expert guidance, for if you do
you will make very little progress, and
having no set objectives such as prepar-
ing etudes, pieces, scales and so forth, up
to tempo for "next week's" lesson, you
will not be zealous or conscientious about
practicing well.
An instructor is a standard setter. Reg-

ular leesons are the best incentive to
accomplishment, Don't take a few lessons,
but keep them up year after year. Be sure
to find a first rate teacher who will
understand your aims and needs: And
why not noW begin :to study some serious
piano solos? I am sure that the pieces
you are playing do not challenge your
capabilities enough. Try more difficult
compositions by the great masters, a
Sonata of Beethoven, some short pieces
of Bach, and a few Chopin Preludes. You
will of course get into "hot water" with
some of them ... , But what's a teacher
for if not to pull you out of the water
when you yell for help? ... Continued
happiness to you in your music study!

,4 , 21 HoWmuch value is there. in giving ~e-
L.---..I 3 'nnersexercisesfor relaxation to practice

:~ay from the piano? Do yo~ use a,r;Yof
5..-----........ 2 3 these?If so, will you please give us sam-

~~~~~~~E~~~~~~~~~~~~~~~~~~I~~~~~~Iples"?-F. O. D., Elorlda.
Theaim of away-from-the-piano ex-
ercisesis of course to coordinate body,

decresc. Fille anusand hands for relaxed and conn-

1?~~;i~~~~~~~~~~~~~~=~~~~~~~t~~~~~~~l~Ji"ff~.a~t.e_J;JP~O~~~~~~~~~~~~~~~~~~~~~dentapproachto the instrument. The

troublewith almost all the exercises
whichI have seen recommended is that
in themthe employment of arms and

121!5 "3 A.\ '!.-:..~ 2 handsaway from the instrument is in
5 ~ 1 no wayrelated to proper keyboard post-

S 3 3 3 2 tion or playingactivity.

:
f~~~~~~2~~rl!§~~~f~1~=~!5;jffjff~'~~~~g~~::,~~~~~jl~~~~.5~~~~~~~~~~~:~~~~~~i~~~~~~~~~ThereforeIavoid all exercises which2 1 simplyflop or drop arms and wrists

fromthe shoulders in dead weight rash-
'-". ion, Playing the piano is a buoyant,

energeticprocess. . , . When you place
your arms and hands on the keyboard

!~~:~~~~~~!~~~~~~~~~~~~~~~~~~¥=~~~~~~~~~~~g~~~~~~i~~~~~~~i~~~;~~~~~~~JtDplay,what ,,,ill you accomplish with

allthat unless flapping and futile de-
vitalizing?

3 • l2.....-...j The onlyrelaxation exercise I use (for

Copyright 194-4 by Theodore Pr'esser Co. 3 1 beginnersand advanced students alike)2 4 L---l 3 is a rotary freedom drill. ... First, close
l\ iT"I N thepianocover over the keyboard, then
1.VJ. KA'S LULLABY seat the student before the instrumentI withhis arms hanging loosely along the

Andante M.M .• = 48 sidesof the body; then let him gently
4- ~ 3 ~ V L rctete arms and hands in rhythm to-

1
~~~~~~~~~~~'1~~~~~~~r~~~~~~f~~~~~~~~i4~~~~A~D;I~l\i1i11R~iSiC~H~E~R"OiF~r;~OIPj'liO'~:1ward the thumbs-like an animal sbak-

~ --.... ~ -----. ingwaterfrom his paws, or like shakmg.s,
~ '.f marblesout of a sleeve, thus:

Ed
tJJJIJJJ
Shake your paws! Shake .you, paws1 etc.

_COMING

..

Y~a'!»'JlOfM' i~·.t~MW ·f!8rd

~~ Alfons Bach
••• PresideiJ,( of the American Designers'
Institutel\ ;UI.~n?Ur' of nu.1itt1'au~~~e~ig.n
awards.r,.exh~b. uar at Uu,)f!fcti6f;iohlS¥!!:
Museurh4i 'the MUSCUiHI.: oj M()de:c~-.
Art, . .famed fOr'hi$. li,nt;furn#ure styling, 1::.
andhisex:U",,,;;Nnt(~~.

- -- ~~ :--":~-:"f-=~~
. l{ry shortiy, we'll pictur~ in these

pages a new piano backed by three

. generations of musical craftsmanship.
Offered in a series of brilliant designs created

by.Alfons Bach, the new Jesse French

Piano will appealrto'buy~rs, of discriminating
taste. This moderate_ly.priced instrument

will incorporate superb musica~ qualities.
It will pay you to wait and investigate

the Jesse French ·Piano. Ask yonr

piano dealer, or write for booklet._
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PREPARE NOW FOR TOMORROW!

a m.: ConJervatorg

your Own .u.:tn

•
Uncle Sam makes it possible for you to take prac.tical music
lessons by correspondence, even though you are thousands of
miles away from your teacher.

Definite, concise, comprehensive lessons (prepared by able,
recogmzed teachers) illustrated and clearly explained-always
before you to study and refer to over and over again.

Nothing is left to guess work.

A~ examinati;n pa~er accompanies every lesson. If there is any-
thmg you don I understand it is explained to you in detail b our
expenenced teachers. Y

PADEREWSKIsaid of our Piano course_
"li is one of the most important additions to the p d. II' e agog-
lea ,ferafute on pianoforte playi,g published f"A or years.
s ~n excellent guide for students and solid and reliable

adVice for feachers, if is bound fa become very popular,
and the '!'ore so as if bears the stamp of a real pianist
accomplished musician and experienced pedagogue::

DEGREE Of BACHELOR Of MUSIC
Yo:uare awarded a diploma when you have com 1
~. Ihe salisfaction of the Instruclion Departmenl a~de::: ;O:':S~

f
IrMecto~s..We are also authorized to issue the Degree of Bach 1

0

o liSle Upon those who 1 . e or
are H . camp y wIth OUT requirements. These

armony, HISlory of Music, Advanced Com T
advanced practice Course. The latter rna b PO~lIon a.nd an
mental. Each subject carries 30 semester hou e VOIce or ,l,nstru-

rs.

~:;;:m;ee,~ t:ere a;e splendid opportunities in the
Let us Show0 ma : avery. comfortable income.
. you ow. Mall the coupon foday.

UNIVERSITY
Dept. A.487 EXTENSION CONSERVATORY

1525 East 53rd Sf f .-__________________ ree. ChlC:ogo, Illinois

UNIVERSITYEXTENSIONCONS~R-V~:~----"" ------ -----------------_ .....
lSlS E. S3rd Sheet, Chicago, Illinois. RV, Dept. A-487
Please send me catalog s I I

with an X below. ' amp e essons and full information regard"
. mg COurse I have marked

o P!ano, Teacher's Normal Course § .o Plano, Student's COllrse Harmony

B PUb'!c School, Mus.-Beginner's COrnet-Trumpet 0 Violin
Public School Mus.-Advanced Ad.vanced Cornet 0 Cuitar

B Advanced Composition B VOice ~ Mandolin
E~r Training (; Sight Singing Cho~al Conducting Saxophoneo History of Music 8 Clarinet Reed Organ

Dance Band Arranging Banjo
Name .••••...•••••••••••

••••••••••••••• Adult or Juvenile
Street No .••••••••• " •• '" •••••

City ..•. : .

Are yoU teaching now? •••••••••••••••••••••••••••• State •••••••
hold a Teacher's Certr;i~~;e;' •..•.• If so, how many pupils have you? ••••••••••••
Would yOUlike to earn the ~'e'g' .. "f·B· •.•... Have you studied Harn~~~;; •..•••••• Do you

ree a ache lor of Music? ....••......•. , •. .. . . . . . . . . . . . . . . .........

on the Art.Reflections
of Singing

(Continued from Page 195)

to conquer another important item in a
singer's equipment: the moods. A happy
mood, with eye-brows relaxed, cheek
muscles upward, and eyes animated,
makes an audience receptive and friend-
ly from the very start. Thoughts and
feelings expressed sincerely, spontane-
ously, effortlessly, are bound to reach
the. listeners in the same way. One must
not forget that the charm and the mean-
ing of a song lie in a vibrant, radiant and
captivating tone quality coupled with an
adequate exteriorization of the drama
the humor, or the poetry contained ~
the verses. It is in this manner that the
imagination of those listeners is aroused
and a few moments of beauty are ere:
ated.

Vocal Teaching

at the American stude
bounded enthUSIasm 'lI".
that what others na:v~~
can they. The ou!stan ''''''
lty of American voices~ ~>:
mired on the cantin ""
aside from this 1n~nt .01 ,
den ts can learn to be gut Yo--

premature lmpu!ses toPaIio(
cepted pa th of logi; ton.,
Is no limit to what the~ ""'-
what helps to create .cando,
confidence. U!tem,~

Band Questions An~1
1,11 Wiltam 21, R..
Advice to Q Tr01llbon.
Q. I play ute trombone am

high school and practice two a Jlt:
I find It very dlnieUIt to pia :.
Iy. My tone seems to stop '1 e;
effect when slumn,. Can ~ ~l
as to how I can Improve ~~ :-
sustetned p.tIS5ages?_P. G., ~

A. When playing slurs upen~
bone we may use the syllabl/'jD!.'
or san: The tone is started With.
ticuJation at one of these SYUa~
RaIL Is very gOOd for stUdents 7

tongue Is Inclined to be too hot
sttft'. At first, practice the RrJJi b;',
ing the same tone Over andOi~
YOu have acqUired a smooth evenr
lation. Proceed to a dla.toni~scalI,'
ing each tone at the scale [mlT

a slow tempo. When control ia
With thls pattern, then play",
tones on each pitch. It will take
able practice to achieve coiirdim
the sUde and the tongue. MO\'em
very quJckJy and accurately, siLO!
has great effect on the srnOOtlmffil
flow of the 51ur. As soon as poosiOi
the aid of a fine teacher of tromoc:

nute Solos
Q. Would you please suggest some£

f:l.ute solos? I have played for the ~
three years and have first chair in
school band of sixty pieces. I amG!"-
of playing music of grades 2 and1

N. A.,ClJklr:-

A. The following 5011are excellecl
should provide fine training materL
you: Air, by Aubert; Scene,from
pheus" by Gluck; Menuett, by Kt-
Andantino Grazioso, by Sacchini.

For Making Oboe Reeds
Q. In reading your band column ill

current issue of THE ETUDE, I was (;
much interested in your remarks in ~
to making bassoon reeds. I haverd"
been learning to play tlle oboe and~
purchased my reeds at a commercialtf:
store. I find a wide variation in !he~:
most of them are practically usel!$-
would appreciate any infonnation you':
give me in regard to securing eqw~
for making oboe reeds Ibelievewit/lfll.-
infonnation I can lea~ to makegood¢:
reeds. Can you tell me it plastic oboeit'
have proved satisfactory?-W. E. p., ()h..

A. The following texts will h,l:
solve your reed problem: I. "HOI'
Make DoUble Reeds" by Joe Artie)'
"Oboe Reed-Making 'and Problemsf
Oboist," by Myron Russell; 3. "The St·
of the Oboe," by William Fitch.
Plastic oboe or bassoon reedsha1'e,~

as yet won the approval of c<l1l1~
players of those instruments.

THE Ell

VOICE QUESTIONS

AnJwered by DR. NICHOLAS DOUTY

IMPORTANT!
• t extreme wartime paper restrk;tions, all

~WI~~0C1ddressedto this department must not
I"qulrl~~eeedone hundred words in length •

If piano playing, is a great advantage
to the singer, it is just as much of an
asset to the voice instructor. If the latter
can ·play his student's accompaniments
he ~denti.fies himself better with then:
musical significance. If he knows .har-
mo~y and counterpoint, he finds out
which notes in the accompaniment must
be emphasized in order to bring to the
voc~l part a more impressive utterance.
BeSIdes, much loss of time during the
lesson~ is avoided, since the teacher's in-
structlOns and corrections go exclusively
t~ the stUdent instead of having to be
dIrected to the accompanist as well
AlthoUg~ it is Possible to be a' good

~eacher WIthout being one's self a .
It go ·tl smger,es WI lout sayinO' that sett-dstr t·· t:>, eroon-
a ~on IS the most effective way of

S~OWlDga pupil exactly What one has in
mlI~d and What he ought to do. It is also
deSIrable that the teacher should have
at least a fair knowledge of foreign Ian
~~ages and their correct pronunciation-
~re are, in the repertoire, many son ;

~hlCh cannot be translated without IO~
mg ~U~h of their beauty, and a pro -
contaInIng I gram. '. severa g.roups presented .
~helr o~lgmal texts will always be In
mterestmg and more colorful. more
. There was a time When it w
sldered .necessary and fashionabl~s t con_:~~~i~=~~~r~~eto ~l1d ~xcellent cons~r~~
the latter h VOIce e~chers. Most of

ave now mIgrated t _
country. However When Euro ? our
stored to normal' lif 't . pe IS re-
sam del WIll stilI offel'
enni:la vant~ges, for instance, the per-
. operatIc traditions of "bel t "
m Italy and th' can a
in Which the e par~1Cular "atmosphere"
G great lIeder of France d
ermany were creat d B an

such travel will no l~' ~t the object of
drilling; American nger e a.ctual Vocal
already well eqUiPpeSJUden.tsWIll go there
nically ready to m~Slcally and tech_
touche~ Which a tCqUlJ.~ certain final
particular life an~ ose contact With the
of those countries '';i~le nat~ral beauties
in rich measure. prOVIde for them
Last, but not Ie t

will be one Who as,' your best teacher
has an ardent deapart from experience,
impart his knoWl:::e .and the ability to
patient, analytical gce~na.ne Who will be
ing.,explanatory a~d ins ~~d:rate, observ_
all, one Who will d PIrmg; and above
I believe in th un erstand you.

rrFORWARD ' e extraordinary aptitudes
MARCH WITH NUSIC"

'phe Voice of a Child of Nine
Q. Recentlya mother asked me to give her

daughter,almost ten years ~/d, si~ging Les-
sons. Is she too young to begm? She has had
a few piano lessons but she wouLd rather
sing than play. PLease send me some sugges-
tions.-Mrs. E. B.
A. While a boy of nine may sing with his

head voice without danger, the voice of the
girl of the same age is usually extremel?
weak and immature. It wouJd be better If
she should continue with her piano lessons
for a year or two until her voice and her
bodygrow stronger. However, i.f she loves to
stng she will probably do so In secret, an?
may do herself more harm that way than
if she sings under your competent direction.
Seethat her piano lessons are continued and,
if you must, give her one very careful sing-
ing lesson per week. She must learn to use
her head voice and she should not sing too
longat a time nor too loudly. If there is a
goodBoy Choir in your neighborhood take
her to hear it, so that she may know what
the head voice sounds like. You have a
problemon your hands, but care and com~
monsense will solve it.

How10 Oblain Work as Soloist at
Dinners, Churches, or Ove:- the Ail"
Q. I woutd appre<.'iate it greatly if you
couldgive me any information as to how I
can learn.when, where, and how to contact
variouspeople who might be auditioning so-
pranosat any time. I have been doing solo
work for a number of years at dinners, wed-
dings,churches, and radio. I am at present
in the chorus of one of the largeT New York
chu.rches,and I wouLd like to get more wOTk
it possible.-R. E. S.

A. In every great city in the land (and
specially in New York) there are managers
who specialize in finding work for aspiring
singers of your type---of course, for a con-
sideration.Any of the great music stores will
have a list of these men and will be glad to
give you their names. Many of them adver-
tise, also, in the musical journals. Seek some
of them out, have an audition with them, and
you may be mutually helpful to each other.

A Very Dissatisfied Singer
Q. I have been studying singing for three

yea:rsand in that time I have had fOUT teach-
ers, Mr. G., Mme. C., MT. G., and Signor F.
Tohearme you would not believe I had ever
taken vocal tTaining. Nothing has come of it
and all my hard-eamed salary paid fOT les-
sons worth nothing. I have yet to meet a
teacherwho would tell me how and when to
practice and who, when asked to explain
something, would not give evasive answers.
They aIL said that I have a beautifUl voice
and that my hopes for a career are justified.
Iameighteen, with a. voluminous 'lyTic COloTa-
turl! Voice, yet the high and lower Tegisters
arenot as strong as the middle register. Would
YOll.please tell me of a teacher who is realty
a teacher, that can teach voice? I am so un-
happy.As big as this great city is, there does
n~t seem to be any fine teachers in it. Your
k;nd consideTation of my letteT and your most
kmd reply wouLd be appreciated very much.

-So S. S.

A. The teachers whom you mention in your
letter are all knoWn to us personally. Each
one of them has produced a number of ex-
cel.lent pupils, well-trained singers whose
YOiceswere comfortably emitted, who sang'
III tune and whose enunciation was clear and
"good.It amazes us that 'you have not learned
anything from anyone of them and that your
voice is so badly used that, in the words of
~'our letter, "You would not believe that I
~ad had vocal training." Yet they all unite
~nsaying that you have a beautiful voice. Is
It not possible that you are impatient, that

A.PRIL, 1945

you are unv:.illing to give the;;; time enough
to successtuuy accomplish the very difficult
task of posing your voice? The fact that you
have had four teachers in three years seems
to suggest this. Or, are you by any chance
a poor musician and, therefore hampered by
an insufficient understanding of the structure
of the music you are attempting to sing.
Without hearing you and getting to know you,
we could scarcely answer these quest.ons in-
telligently.
2. All the practical problems confronting

the singer, pose of voice, breathing, .musiclan-
ship, style, and so forth, can be solved by
careful, intensive training through a long
period of years. The voice itself is the gift
of Nature, though this, too. can be immense'v
improved by sensible training. If you really
have the fine, natural voice that you and your
teachers agree that you have, your problem
is simplified. Find the teacher who can an-
swer intelligently and clearly all the ques-
tions that you ask him. Give him all the time
that he needs, and your whole-hearted co-
operation and you should eventually succeed.
But do not change Y9ur teacher too often.
Stick to him until he has nothing more to
give you. Squeeze, him dry before you throw'
him away.

The Soprano Whose Natural Speaking Voice
Is as Deep as a j\'[ezzo's
Q. My teacher teLls me that I have a lYTic

soprdno voice with dramatic tendencies. I
have been told by another teacher that I am
a mez~o-soprano, but after listening to some
mezzos I agree with my present teacher. Sev-
eral gdod singers who know my voice have
faUed to recognize it over the tetephone,. be-
cause it sounded like a mezzo or even a con-
tralto. Even my present teacher said the same
thing. My voice has a deeper quality over the
telephone and it puzzles me very much. Is
this good or is it ·bad?-O. E. Z.
A. A great many singers speak habitually

upon too high a pitch, and this is one of. tile
reasons why their voices so often sound tlght,
thin and nasaL Another reason is faulty
bre~thing. The usual complaint of the foreign-
trained singer is that the American speaking
voice is harsh and unpleasant, produced with
a stiff tongue and throat and a resulting sense
of difficulty. You must be aware of the be<lu-
tiful, deep-sounding voices of most of the
great singers, the well-known actors and ac-
tresses and some of the most famous "movie
stars:,' It is one of their most attractive attri-
butes. The speaking voices of the President
of the United' States and the Prime Minister
of England are so finn, strong. and fine that
their speeches take on an expressiveness and
an intensi ty impossible to the possessors of
less magnificent tone qualities. If you are so
fortunate as to be. endowed by nature with
one of these deep, 10yely speaking voices you
should say a prayer of thanksgiving eve~y
day. Singing within yO,ur proper range ",:"IJI
not tire you, and the warm color of yo~r VOIce
will attract people to you, where a thm, cold
quality would repel them. Keep the natural
depth of your voice without exaggeratlll.J

Develop the
Influential Quality

in your
VOICE

feuchtinger Voice Method
GUARANTEED

Your eue<''''lS. your chann,
our ~iae ••.• in. fac~ your

. e !i'ersonahty '" re_
ed In yonr voice. De_
p a resonant. full_
ed, f\e:l:,bleQuality in

your voice so that your
knoZitf.~a't~:\I'&I'J~cT~

Feuchtinger Method tens yO\]
how •.• mskes It I)OSSblefor l'Oll

homo~o~i~ ~g~rtti~iWeJ'c1it~~·Voi~
Book "<>ntFREE Majlod to no one under

17 yeal"S ot age unleaa signed by parent.

PERFECr VOICE INSTITUr.E·
Studfo 55-84,- Kimber" Hall Bldg., Chicago 4. III.

Whether you are teacher, bandmaster, par-
ent or student; you'U'want ODeor b9th of
these valuable new books. Parents will be
especially interested in "Music, the Emo-
tional Guder for Youth." The other book,
"Fun and Popularity Through M.usic;' 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

TEACHERS, NOTE!
These books are
important to you.
They're certain to
help increase your
student enrollment.
Send for your free
copies today.

----------------------------C. G. CONN LTD., 413· CONN BUILDING, ELKHART, INDIANA
Please send postpaid, free and without obligation, the book checked below:

D MlJSic - The Emotional Outlet for Youth
o Fun and Popularity Through Music

Name _

Addms, C- _

City, ---,_-:-::-'Srate'------- -
I ama 0 Teacher 0 Bandmast~r 0 Parent 0 Student
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World Famous Century Edition presents
in these new issues, music you will want

to play-music you willwont to teach.,.
at Century's money-saving price of 15¢
a copy.

3675 The Firefly, Am.I .
3676 Going Swimming. fib-1.
3677 Grandpa's Clock, C-l
3678, The Military Band, Bo-l
3679 Summer Days, ~"-l
3680 Tommy's March, C-l.., ,_ ..
3681 Marie Antoinette's Musio Box, C-l
3682 OO\lln by Merry metenare. C.l.
3683 PGOr Fido. Col
3684 Here We Go, Col
3685 Sehool Drill, Col ... , ... ,.
3686 Which Way to London Town, C-I
3717 Sicilienne, Am-2 _.
3718 Sweet Dreams, C-Z, .....
3719 Polka, Bartered Bride, C-4
3720 Danse Russo, Petrushka, C-4
3721 Afternoon of a Faun, E-4.
3722 Festival at Bagdad,

Seheherezade. G-4. ., Rimsky-KorsHl<f>J!nn Hallelujah Chorus, Messiah. D-4 ]landel
3726 Ar~eggios, Triads & 7th Chords.. ,.AlJrams

.... Honktns
Hopkins

.... Hopkins
.napkins
Hopkin~
Hopkins
Gio\"JMi
Porter
Porter
Porter
Po,'ter
Porter

fkhllmalln
'Tschailwll'sky
... Srnelana
Stravinsky
Deuussy

TRANSCRiPTIONS BY ROLFE
3663 Allegretto. 7th Symph., Arn-2. ".Bcetlw~cn
3664 Ase's [)o;;;th, Poor Gynt,Am-2. Cl'ieg
3665 C,msolation, 11-2 Mendcls$ohn
3666 Estudiantina, C-2 ",.. . Waldteufel
3667 Barcarolle, J\mo, Am-2 T$Ohaikrnvsky
3668 Light Cavalry Overture, G"2 \on Srlppe-
3669 Spring Showers, C-2 Fink
,167(1 T~rantelJe. C-2 ,. Heller
3671 Valse l.ente. Coppelia, F-2. '" ,Dclihe~
3672 Voices of Spring, C-2".,.. StraliSSI
3673 Trellak, Nlitcracker, G-2 Ts~halkowsky
3674 Roses froQJ the South, F-2 •..••. , .•• Str~us9

Ask your dealer for Century music. If he can_
not supply you, send your order direct to us.
Our complete cab log listing over 3700 nu",-
bers is FREE on request.

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

."A In CIt,lsll.II Songs
• Heard on Gospel Broadcasts
• Youth for Christ Rallies
• Singspirations

·Easy to.le.arn. hard to forget! yoU may have theee
Eoul-t~rIllma: 8ongs-wo:ds and music-at your
own plano, m church. school or home. Order ous
or more of these popular collections.

INSPIRING GOSPEL SOLOS AND DUETS 50c
NEW SACRED SOLOS ANI) DUETS ---- SOc
FAVORITE RADIO SONGS AND POEMs---~--50c
PRAISE AND WORSHIP CHORUSES -----·35.
SHOWERS OF BLESSING --~------
SACREDTRJQSFORWOMEff----~--------- 25c
lILlENAS' S9NGS FOR MEN ========-=====:~~~

(EntIre set only $3.00. postpaid)
Let us loc.ate YOUR favorite sacred song!>.

Wnte for Free music ~atalog. .

LlLLENAS PUBLISHING COMPANY
2923-C Troost Ave. Kansa.sCity 10. Mo.

fianists-Send for free booklet show-
Ing 11?1I'YOlImar gl'eatly impl'uve your
t~?lmIC, accuracy, ".lernorizitlg, sight-

mus~ular ~o ord' rcad)lI!: and p)aYltlg thru mental
minimizcd -Use'rra~on'fQuick rC$u]ts. Practice effort
students. No ouug-atron.amous plUmS(s. teachers and

BrOJdwe!JSludios, Deill. 65-D
Co.ina, California

DON'T READ THIS
. ~~I~St2 yOll are inlere-ded in ~EAt JAZZ PIANO

8R~AK 5~~~E~omF'6~ c~~rN6~'"R~6ERT WHITFORD
potterns ever publish d ' T e gre-otest jaz:>:

e- or your money back.

ROBERT WHITFORD PUBLICATI-O'NS
D.~pt. 5.E, 18 N. Perry SQUarll._Erie, Penna_ USA

PublIshers of exclusive modern piono m'ate~iai ...

The Accompanimental Voices of the Organ
(Continued from Page 197)

ness and authority that are most desirable
in congregational singing. A stop of the
Trumpet variety is best, light in weight
but of great brilliance. Thick toned reeds,
such as the TUba, French Horn, Oboe-
Horn, are solo vcfces and need not be
considered here.

A Question Answered
Someone may ask; "Will all this make

an organ that is uninteresting for solo
playing?" On the contrary these voices
all take their proper place in the stand-
ard organ ensemble. The solo voices of
the organ need proper accompaniment
the same as singers. I have often played
on organs where nothing was provided
to accompany the Swell Oboe, or the
Choir Clarinet. None of the voices I have
mentioned is unusual, and any competent
org,an builder knows how to make them.
They will be found in many modern
organs and in most of the very old organs.
They will not be found in the type of
organ formerly associated with the silent
cinema. Happily this type is now obsolete,
but unfortunately many such instrwnents
have found their way into our churches.
I have suggested a list of accompani_

mental stops. Add to this a Gedeckt, Vox
Celeste, Melodia, Dulciana, Oboe, and if
you must have it, Vox Humana, Chimes
and Harp, and you will have a very com-
plete little organ on which you can play
almost anything in the entire organ
literature.
In any type of playing-solo or accom-

panimental-use as few stops as Possible
to get your effects. When playing fortis-
simo, omit all the softer stops Which do
not actually contribute to the ensemble
You will be surprised how it will clean u~

your playing .. A soft note that is badly
out of tune can "sour" the full organ.
In conclusion I want to take another

shot at those maintenance men. Use all
of your powers of persuasion to get your
Crescendo Pedal set properly and your
celestes tuned correctly. You never use
the Crescendo Pedal for soft effects, so
why Include soft stops in it? They will
only muddy up your ensemble. Your Cre-
scendo should begin at meeeotorte, and
build up to the most useful fortissimo
that you can find. Nothing should be in-
cluded unless it contributes. Omit all
stops used only for solo effects. Omit all
beating stops, such as the Vox Celeste.
Omit Harp, Chimes, Vox Humana. (One
of the largest organs in the country orig-
inally had the Harp and Chimes on the
Crescendo Pedal!) Omit all Tremulants.
If the organ is large, don't go beyond a
comfortable /ortissimo--one that you can
slam on at random without fear of slap-
ping, yom listeners' ears. You will have
the Sforzando Pedal for your loudest
climaxes.
And last but not least, omit all sixteen

foot manual couplers, and 16 foot manual
stops as well unless they are true chorus
itops. Ninety-nine times out of a hun-
dred you will not want your playing
muddied up by them_ On the rare O:CR-
sions when the 16 foot is wanted (whe!l
the man uals are played high up in the
treble) the 16 foot voices can be added
b~ hand. I know of nothing that COn-
trIbutes more to gross ugliness in music
than the cOllstant use of 16 foot manual
couplers.
The accompanimental virtues are

transparency, support, and reticence. And
the greatest of these is transparency.

What Is Expected of An Accompanist?
(Continued from Page 189)

th&t nothing is quite so valuable as
constant practice, preferably with a com-
petent soloist. The aspiring accompanist
.should lose n? ehances to accompany
a~y and all sIngers or instrumentalists
vlnenever solicited. In that way his
repertory is enlarged and his knowledge
of ano~her mus.icar field broadened. One
~ea.rns.In the School of hard knocks, be
It In hfe or accompanying.
~e pianist shOUldpractice the accom-

paDlment~ to SUch an extent that all
the techl1lcal details are carefully Worked
out and the dynamics obEerved. Only
then can he contribute hi.:>share to the
proper rendition of the selection. He
must be sure that the rhythm moves
alon~ smoothly Without pauses While
hun~mg for notes; since, unlike Solo
playmg, ~wo people are involved. The
accompal1lst must be sure to keep h·
rhyt~ intact during interlUdes, nev~~
stoppmg to retrace his steps or to extri-
?ate a wrong note or chord. Such a habit
IS unpardonable, even in practice· 't
never accomplishes anything and' 1

'dil ,IS~xcee n.gY annoying to the soloist who
IS countmg rests and may have n
to aid 11im. 0 Cues
. The successful accompanist will at aU
tImes be rea:ding t~ree staves, always

be on the lookout for tempo "'Tubatos
az:d, although not always being in accord
WIt?- the soloist's interpretations and
whlll1s, ';'ill be gentlemanly enough to be
deferentIal to the soloist's Wishes Th
accomp . l. • e8...'tllSl"may as well realize th t
only enmity will result if he should b:-
com~ .so annoyed by a soloist's lack of
m~tlCIansh.ip that he feels impelled to
ca attentlOn to notes misread and to
er~~rs in rt:ythm. To b~on the safe side
ca attentIOn tactfUlly only to Such
errors ?f the singer as cause undue in-
convel1lence on the pianist's part
~n accompanist shOUld take ~ental

11~ e of evel'y change in tempo; he shOUld
~el~e;::dOWherethe poco ritards and ac-

s lilCCur, and ke h' .
closely on What he 's d . ep IS nllnd
oping of SUch 1 Olng. The devel_
Decessit of 1 a memory can obViate the
a SOIOis;If o~g I:0u::s of practice With

. a PlaUlst IS informed that hemoves his lip b .
the Words of t~ BU consCIously forming
vocalist h e song a.s he plays for the
along the :oar;;alo conSIder. himself well

. success 111 the accom
p~nYlUgfield. Such alertness 0 h' -
WIll cause him to b. n 18 part
and any "'olois .e In great demand,
fortunate "'to h t WIll conSIder hImself

ave SUch a .
and able accompan' t sympathetIc
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The price of World Famous Centv •
,. "'d' ,~Ion IS InCI ento. You have be!~0:

1
"

{c pay much more for moterilll t '
h MI~~
t ese in quality, character and ,,'eXt!;~.~
of production.

3709 M!nuet H •. I. Ann. l(',lblfl11, G.'~::?~:.::~:.•;:..~AMlI~daJ_G.: ~
37'2 Onn MI~uot. c:- ot 1ltr
iJ713 MenulII. 'lid AI;. P.Bb-! !h,
3714 r.r.nlell •• D=.! ~.
371$ little Walll" Ire- 0".IA.3" p.,- ~
371S: Flr,t L.u, £al.!
$687 e,owIII,', Cturultl •• e.!
3688 JUIII.I~, Jack, (; ~.. •
3G89 My ea"j •• F ,
3690 Dantin, Sth.. t, !
S59' Gtln, t. Mart". .f.
Slin loU 01 FUll. G-!
8693 St. 811~. (".:! .
3694 AI the Planrtulld. C.,
3695 Pin)' Cltth"- •.!
3896 Th. PUlllff Sh .. , 0:: ..
3697 T'D')' TlInoy, p.!
3G98 Stn,.f II" MAtlllff", .-\•• 1

PIANo OR VOCAL SELECflOhS
3li99 (~~f8. With v.u TJIl W. "Nt Api,
3100 Funiculi Funlcul., J-,lI·J 1:;
310' 0 Stle MI•• f' :I 11f
3102 R,"., TrIIH. IIb.1 . l
31l» Ta'", fr •• VilMa WM4J G 3
3104 Eyenln, SIIr. TlalllIltM. i;.i·
310-5 My Heart It TIIy Wtel Vtlu C.)
3106 Tlt·Wllt,., MIW., G.3 '
3101 A.... "aria. £j)·3. .. "Bact,
3108 I'll Tek, V.u H••• A.a.le,

Kalhllfll. F,~ ., ..
3727 Th. CaIIQOlls.." c-,
Ask YOUr deol.r for C,l1tury m~lic. II hi (~
not ,upply you. send your order dirK' 111II
Our (.omplet, cotolog lisllng oYer 31(lJI,",
b.u is FREE on requ.st.

CENTURY MUSIC PUILISHING CO.
254 W.,t 40th Strut N... YIrk 11, H.I

CLASSIFIED ADS

FIH~E :\,,'$1(' ~O,(; Jilin ~or.l!r
MembershCP 50t. CLUB, Deepgap, :'I.e.

FOil: !'l \I. ': i'.lther In nrsl rla<,
tlou, '''xcfOllenl tone Quallt\- Hea~
Leodonla KUllman, Decatur, Ill.

,,-..-\ '\'1'E U: Old clafls!c111 ("otall ree
n lO'Cords IIlso l'<old and f>xchangt>d.H. r ~
"erman, 216 Denham Bldg., Den\'er~,(\

l'-'On !iO\I'''~l ~TF.T~T"~.\Y rn:icr,·
CRr~l) ABSOLUTELY LIKF.XE\UI
~T,\NTIA Ii nlSCOUNT. JO!leph Hrl~'
337 Oak GrOve. MIllnea.polls, )Jlnn.--------~
l~XCnA~GN Z t1'W\.'TF:Dpn:C~~

$h et mU:-<lc rOJ' 011~ \\·llllteO. (tire i.
.second flnd thIrd chaiN' Hurl'~es ~
clalty ShOPl>e, DeltOn, MlCh.-------~
SL1GII'I'''Y IT~I;;O C'LASSICfi: (ro~

Plano, violin, etc.) Cl3flS.lcsl record5,1:';
10('. Fore's (Dept, E), 3151 JIIgh. Penl'
COlorado.

-------------'
FOil S.\ I.E Ill' O,,';,\'F.;H-G('nnine .li

tonio ~trac11vari violin I7<)~ in 5plen
condition. Hart certificate j'rlce $lt~I'
c<tF.h.. Hef("'enc(' furlli'!<h~,l to ~u~)'.1
sons lnterested. Address CPD clo ETI

---------~.-"
Vl«!LTN FD-GI!:ll GrJOE ~inwW;

learl1lng !lnd teaching, lrut> jlltOnRtiQr;'~
guess work, ~asy to- put. on. Price $1
State size of Violin Burghardt :,n~I'
2720 N. _\ibany Avenue, Chicago 4'i,llhJ--------_.----'
l ST1\"GTNG :.\1ADE EA l;OY_Book one r:'
ar. l!.:ast.ern StUdios Chambersburg,, ./

OallAN AND [UolB."

.JJn:JwereJ b'f HENRY S. FRY, Mus. Doc.
No queilif)ns IId[ be ansu/ered in THE ETUDE nnless accompanied hl. the lull
name and address of the inquirer. qnl)' init ial s, or .pseudonym given. Will he. p,ub-
liJhed. Nall/rall)". in [sirness 10 all.frlends and adoertirers, we can express no optrnons

ai 10 the relatrrr qual nies of vartous organs.

IMPORTANT!
Owingto extreme wartime paper restrictions, all
inqgiriesaddressed'fo this deportment must not

ex~eed one hundred words in length_

Q. The ChUTChof which I am at present
organist,has a two-manua~ oTgan. wtth the
specificationson enclosed hst. Recently some
of the notes of most of the stops have been
1ailing to sound, and each week a few mOTe
drop out. The mel:hanic we have consutted
saysthemembTanesof the chest an: weaTing
out, 'and it is only a matte-r of' ttme (not
mliTethan six months) when the organ can-
not beused. What I would Wee to know is,
can you tett by what I have written whether
this diagnosisand price is correct? Is there
any way of checking the ability of this
mec/lanic?-N.W.

A. Your letter to us indicates that the
pneumatics of the organ need renewing.
which may be the membranes to which your
mechanic refers. We are not acquainted with
the mechanic you ;name in your letter. and
consequently cannot advise you. except to
suggest that you write to the builder of your
organ asking the firm to name the repre-
sentative or mechanic nearest to your city.
price and so forth. We know of no way to
check the ability of tha mechanic except for
you to ask the builders of the organ, or your
experience with him indicates that you can
depend on .what he says.

Q. Wilt you infonn R. L. J. wlw ma,de
inquity. as to how he might electTify an old
teed organ, that he can secure, a veTy de-
tailed set of instructi-ons in one of the 1940·
issuesof ElectTonics magazine? I expect his
librcrr.y wiLL stit! have this.-G. F.

A. 'We are indicating the contents of your
letter, hop~ng that the inquirer may see it.

Q. In an issue of THE ETUDE iI.ere appeaTs
onarticle on getting Tesults fTom small organs;
and the writer has some TemaTks on the sub~
ject 01 tuning, suggesting that the organ be
tuned two aT three aT 10UT times a yeaT. Un-
der present conditions of wind pressure, is
this practicable? When as a small boy I
played a two m-anuat oTgan, we had to have
it tuned every two weeks. Of COUTseit was
very low pressuTe, with thin tongues. LateT,
I'played fOT years anotheT two manual or-
gan, which was tuned only about once a
quarter, but 1. used to go insHe and t01l.ch
it up myself, wl.en it got a bit SOUT.in the
interval. At wesent I have a fine three man-
~a! instrument, about fifteen yeaTSold, :wh:ich
IS tuned every month. It might be posstbIe
sometimesto worry along with it faT a longeT
time, but this cannot be counted on. My usual
experience has been tlwt once a month, is
'about as mUe as the reeds can take. I wish
you would take up this matter, faT if the
times mentioned is not according to tlte
average,folks sltou~d know it.-W. L.

A. The times per year an organ is tuned
and ,co forth depfiod upon the number of
reed 5tops included in the instrument. the
stability of the pipes. and unfortunately, the
financial condition -of the church. The church
was fortunate in your being able to attend
to the tuning in the interval between the
tunmg visits. which is not always possible.
As yoU probably know some small organs are
l'ui t without .stops that require so much at-
tentlOn.

Q. Wi!! you give me inforrnation on how to
PUt cn e!ectric blower on a playeT-piano? I
have been told that this is possible. 1 would
like fo secure a foot pump reed oTgan and
have on el,ectric blower in;talfed in it. Can
YOUfurnish, mateTial on these subjects?

A. We think both your propositions 'are
feasitl:::, and suggest that the motor for the
player-piano be about 1/20 Horse Power-
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suction type blower-but would suggest that
you communicate with the builders of the
player-piano and secure their approval, with
any suggestions for -tnstanatton. We are send-
ing you by matlnnformation about reed organ
blowers, and you can address the same firms
also in reference to blower for player-piano.

Q. Wilt you please send' any information
avail-aMe concerning two-manua~ and pedal
'reed organs'. 1 'Would also like to know the
approximate price for this type organ.-B,C.

A .. We are sending you by mail informa-
tion about two manual reed organs. Prices
will depend on siz~, age and so forth of the
instrument, and we suggest that you request
price in addressing the parties whose names
we are sending you. You might also notify
various firms of .,Your needs, as they may have
t'lken the type instrument you wish, in trade.

Q. Please give some information on the
BaToque Orgr:m in 'the Germanic Museum of
HarvaTd University. I 'should also like to
know the location of the taTgest church or-
gan in the United' States, 1-sDr. C.haT~esCour-
bain in the United States at thts ttme, and
if so, where? _ "-

A. The· Baroque Organ at Harvard Uni-
versity was installed in the Germanic Museum
in April 1937 by The Aeolian Skinner <:om-
pany· with design b~ 'G. Donald HarrIson.
The pipes are voiced on light wi~d. The in-
strument is of two manuals wlthout any
Swell boxes and with the following specifi-
cations:

Hauptwerk

16 ft. 61 Pipes
8 ft. 61 Pipes
8 ft. 61 Pipes
4 ft. '61 Pipes
4' ft. 61 Pipes

2-73 ft. 61 Pipes
2 ft. 61 Pipes

1-% ft. 244 Pi~S

Quintade
Principal
Spitzf10te
Principal
Rohrftote
Quinte
Super o::.tave .
Fourniture 4 ranks

Positiv

Koppel Flote
Nachthorn
Nasat
Blockftote
Terz
Sifflote
Cymbel. 3 ranks
Krummhorn

8 ft. 61 Pipes
4 ft. 61 Pipes

2-% ft. 61 Pipes
2 ft. 61 Pip~s

1-~5ft. 61 Pipes
. 1 ft. 61 Pipes
1-2 ft. 183 Pipes

8 ft. 61 Pipes

Pedal,
Bourdon
Gedeckt Pommer
Principal
Nachthorn
Blockftote
Fourniture, 3 ranks
Posaune
Trompete
Krummhom (Positiv)

16 ft. 32 Pipes
8 ft. 32 Pipes
8 ft. 32 Pipes'
'4 ft. 32 Pipes
2 ft. 32 Pipes
4 ft. 96 Pipes
16 ft. 32 Pipes
8 ft. 12 Pipes
4 ft.

Four couplers. The German m:mes of sto~s
are included in the copying of the .or~an m
Bach's time. A more extended descnptlOn of
the organ may be found in The Diapason of
May 1937. Among the large church organs of
the United States, we mention the following:
West Point Chapel, West Point, New Yo~k:
Lutheran Church, Hanover. Pennsylv3lua,
First Presbyterian Church, Germanto~n,
Philadelphia; Tabernacle, Salt L~ke CI~Y,
Utah; Chapel of Girard <?ollege. PhIladelphIa:
Chapel of University, Prmc:eton, New Jerst;Y,
Crescent Avenue PresbyterIan Chprch, Plam-
field, New Jersey; Church of The Biessed
Sacrament. New York City; <:athedr~l of St.
John the Divine, New York City; ThIrd Bap-
tist Church, St. Louis, Missouri.
We suggest tha( you address D::-. C.harTes

M. Courboin, at the address appe~rmg m the
A. G. O. Directory, 481 Fort Washmgton Ave-
nue, New York City.

Tom was the musician of the family. It was his hobby that brought
that beloved Hammond Organ into their living. room. But Mary
couldn't resist its invitation to make lovely music. She could scarcely
read a note 'when she started, but'look at her now ... enjoying a

pleasure that might have passed her by!

• • '.
Mary is" good"! And it's the desire
to play good-sounding music that
, has led so many people to discover
the Hammond Organ. This grand
instrument is easy to play, yet it
makes your music doubly beautiful
with its gorgeous, sustained tones.
I t makes the most simple music rich
and satisfying-it makes all music
more expressive and interesting.

Thousands of families now enjoy
this greater pleasure in home music-
making. Why not you?
Hammond Organs will be avail-

able again soon. Meantime, most
dealers have reserved one for you
to hear and try. Visit your local
Hammond dealer and see how easy
it is to play the Hammond Organ
-or write for further information.

HAMMOND,.ORGAN

F'REE-V,rrite for your subscription to HAMMOND TIMES, monthly magazine about organ music for the home,

Hammond Instrument Company. 2929 N. Western Ave., Chicago 18, Illinois.
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"TEACHING LITTLE FINGERS TO PLAY" .Thompson tv th b . ~ . Here IS a book in which Dr
VERY FIRSt tSESSON egrnner on opportunity to "Ploy a Tune" at th~
II . • Price, 60 cents.
THE FIRST GRADE BOOK" In thO b k .

John Thompson "makes hast~ 51 I~, 00 I ~s In. all of his instruction,
foundation for future developmentOwJy , thus Insunng the pup!' a sound

.................................... PrIce $1 00
"FIRST GRADE ETUDES" Th· b .. ......., . .
technique for the FIRST GRA~Epfaon~ ':t~~~~nded to lay a .foundation in
,. t···· Prrc:e, 60 cents.
THE SECOND GRADE BOOK" Th· b . .

pupil "musically and pionisticolJ' . IS- oo.k IS de~rgned to advance the
ot the end of the "First Grade B~ k';,1thout interruptIOn. Beginni!"l9 exactly

o ·············· Prlce $1 00
':THE FIFTY SECOND GRADE STUDIE " ' . .
fingered by John Thompson and d S.. All examples are edited and
as well as to develop the varioU~repo.e:lgn~d !o ~old the pupil's interest
Second Grode.............. In s ° planlsm encountered in the

......................................................... Price .7 5 cents
uTHIRD GRADE BOOKu• Carefull lanned . ' .
musical development of the pupil Yf~m th to C~:lntlnu~ the pianistic and
end of the SECOND GRADE BOOK e precIse pOmt attained ot the
" ···,····.. ·..············· Price $1 00
THIRD GRADE VELOCITY STUDIES" F· ' . .
Berens, Bertini, Burgmuller Czern D' Ifty etudes from the works of
Lemoine, Loeschhorn, Stre~bbogY, uvernoy, Heller, Kohler, LeCouppey
"FOURTH GRADE BOOK" ··.. ······.. ···· Price, 75 cents:
"MODERN COURSE FOR T1iE lp~AN~1. o~he~s In JOHN THOMPSON'S
musically and pianistically.............. IS eSlgned to corry forward, both
"FOURTH GRADE ETUDES" T ,..... /............................ ... P,;ce, $1.00.

d . k • wen y- our progress· t dan minor eys from the works of B B" Ive s u ies in all major
Heller, Leybach, LOschhorn ~~~.~.~:~~:.I.~I,Cramer, C~erny, Gurlitt,
"FIFTH GRADE BOOK" p' . ······ Prlce, 75 cents.
thO b k . lanlsm and Musiciansh'
h ISMOO and the student becomes increasingly f Ip·l.march On apace in
t e asters ,. amI lor with works from
"FIFTH GRADE TECHNIQUE" A ,:·;·····~··.· P';ce, $1.00.

Grade a~ beyond, the techni~al_ :;~:~sesel~;e t~e ~atchwar~ in the Fifth
ments ta en from standard piano literatu t ase eXClusIvely on frag_

...... n.e.e.d. re 0 meet a definite technical
.. ···· Price, 75 cents.

.1~_tl!stF~"ith.$'tr
i SEND FOR THis~-BcOOK
I Please send me com Ii
: gation, THE JOHN T)"OM;~ac~aMndwithout obli_
land No 2 b . ANUALS No 1
;1 ERN COURS~mFO~c'~f a c~tal~g of "THE 'Mo'D_
~ TECHN ICAl BOOKS" ~~'?,THE SSTUUPPLEMENTARYI DENT SERIES "
,NAME . .
i
1 ST.REET ..:... _

i C1TY----- __ STATE _

- - - :""-.",. -- -- -- -:---c;;~"'."T"",::::t:~'l:,

The Violinist's Forum
(Continued from Page 201)

give you no idea of your violinistic possi-
bilities without knowing a great deal
more about your musical talent and your
playing ability than you tell me in your
letter. Your teacher and the Director of
your School are in a much better posi-
tion to advise you than I am. But I do
wish you the best of luck, for it is obvious
that you are both earnest and ambitious.

A Question on Bowing
Will you please tell me at what part of

the bow the first theme of the ScheTzo
from Mendelssohn's D minor Trio should
be played? Should it be spiccato or stac-
cato as it recurs throughout the move-
~ent? Also the same question for the
Ftnale.-Miss N. G., Illinois.

I

This passage is best taken in or near
the middle of the bow, which should
leave the string after every note that
c~rries. a staccato dot. The bowing I have
grven m the example is, r..have found,
th~ one most likely to give clear ar-tfcu-,
Iatdon to the figure, for the light staccato
notes are more easily can trolled on the
Up bow and the legato notes more se-
curely played on the Down bow. On the
one or two occasions when the passage is
marked forte, it should be played some-
what nearer the frog. The same remarks
apply to. the opening of the Finale, al-
though Its rather more marcato char.
acter may require it to be played slightly
~~arer ~he. frog than is appropriate for
e beg~nmg of the Scherzo. This is a

subtle pom~ that can be determined only
by the bowmg technique of each player
In both movements you will find it help:
ful to have your bow a little tighter than
usual.
~ .think you will find your other in-

qum~s answered in the Questions column
of thIs issue; if not, look for them next
month.

Prescription for a Music
Supervisor

(C?ontinued from Page 184)

a t least a year of "PratU
"student teaching." In ~ leac~
wnt learn a great deal both ""'"
self and other people; and yo~~
to understand childreD-their .tilI~
tudes, and feelings. You WilI'dea;,
to the point Where YOU like btJ"~
will be able to act naluraJ

C .m"
to smile at them. to draw "~"J
respect their Viewpoints. theIo'l
.In the "general culture"

will probably be reqUired to :'"
of English composition and a~
Ush Ilterature, pe'haPs 0Ile~~
"speech," one of science or ~
requirements vary greatly in dtl!' l
schools and there 15 considerabf ~
dency to make most of the WOJt (
so that each student may c.boQre 8h
In fields about Which he bao ...
curiosrty. The scbooi mUSic.:'"
often expected to leach some ~
ject than music, aDQ it is a gOOd .-
to anticipate this and to llITang, ro,
academic subjects In SUch a way ~
upon graduation one has a "min
Englfsh or some other subject&11':
outside the field oC music. entr-..

And so at twenty-one or t'lienlY'r,.
you have a college degree, and, tit
retlcaJly at least. you are pre~.
take a posttlcn as school mUSic ie4df:
or supervisor. Two hurdles remain. 1':
first Is to persuade some school ~
that you are a strong and attrac&
teacher, ready to cope with all the prj.
lems of the particular schoolfor JIlt
you are applying, 'willing to work Il!
and hard for the probably rather ~
salary that is offered, and ableto ~
yourself to tile probably rather narn;
and convenUonal attitUde of the l'I't:.

munity toward public school teachell.
The final hurdle is that of "Staltrr

quirements for certificatlon.~ In otb:
words, each State Department or &lz
tion sets up certain requirements.a::
anyone Who wants to teach in any ~
school in that State must meetits~,
ticular set of rules. This means tha!)1Il
must have studied so much English,s
much history and mathematics, so mu:!:
"education," and so much of this, l1li
and the other. If you cannot meetalltlil
reqUirements of the State in whiehrc;
have secured a job, you may have to~
to summer school. Or take a correspJL-
dence course. Ho, hum! It's not so 'wd
though; and when you finally arTirein
the school room and see those roll-~~
eager eyes and shining faces; and II"Ml
you begin to lead them forth into t!Jl
lovely land of song, you will be so t.hrill~
that you will forget aU the hard IiOIL
~I the obstacles. Preparation for teach'
mg music is long and hard but it~
thrilling too; and the teach~g jtseU~
one of the most satisfying activities~
the Whole realm of hwnan e.xperience

Ouestions and An5wer~
(Continued jrcpn page 202)

of Wisconsin, Madison, Wis. This advi~
assumes that you wtll in some wayfi/lo
access to a piano. But if this is out of tN
question, then I believe it will be belts
to give up the idea wltil after the war
In this case about. the only thing 1 h8Vt

to suggest is that you read all the /)OlJ~

on mUsic history and music appreciati~
that you can lay your hands on, and thai
yoU search out and listen intentlY W
some rec?rdings of fine music, esPf!:iallJ
symphorues and string quartets.

THE ETUUE

JUST PUBLISHED!
A tender, stirring song our
boys will love to sing.

(Dedicated to the motheTS of boys
in the Armed Forces)

Obtainablein all Music Stores or at
the Publisher.

ASTA VASKA
141East71$t Street New York. City

MISSOURIWALTZ (S"'n! A",n!C'Mnl)
HINDUSTAN
DOWNBY THE OLD MILL STREAM
ONTHE ALAMO
THEONE I LOVE (Bolon!. 10SOlO,bodyEh.)

WITH NO MAN OF MY OWN

ForsterMusic Publisher, Inc.
216Soul~W.b"h A•• ou., Chi<090", III;ooi.

lDepenbabilitp
ilince 1874 :Jl>erbinll a i/tlienlele
of iljgcriminatlnll :Jl>trinll lliaperll

One of Americo's
IMPORTANT COLLECTIONS

of
DLD VIOLINS. VIOLAS, 'CELLOS
EXPERTAPPRAISING-CERTIFICATION

Write for Informotion

fl)iI!iam. ~ and.JOn
207 South Wabash Ave.-Cbjcago 4, Ill.
PUBLISHERS OF "VIOLINS and VIOLlNISTS"
America's only journal devoted to the violin
Specimen Copy 25¢~12 issues for $2.50

AUliUST GEMUNDER Ill' SONS
53 W. 56TH ST .. NEW YORK
VIOLms OLD & NEW

Exuert Repairing. Send for Catalog E

BUY WAR BONDS AND·
STAMPS FOR VICTORY

PLAY BY SIGUT
PIANISTS. If you cannot playa compositionwith~
~tefl~t~~_r; r~ia;:~~';.;dlg~pn~gesg:~~a~l~~f:~c~g~
A~compalliSts are. Sight Readers. The secret of
Sight Reading is revealed in "THE ART OFSIGHTREADlliO".
Improve your playing and advance more. rapidly.

5 Lessons complete with Music $3.00 .
. DANFORD HALL. 1358-AC Greenleal, Chicago 26, III.

APRIL, 1945

»..:» t':} HAROLD BERIiLEY
No questions u;ill be answered in THE ETUDE unless accompanied by the iulf name
and address of the inquirer, Only initials, or pseudonym given, will be published.

IMPORTANT! tone. They are worth from about fifty dollars
to one hundred and fifty dollars, at most.

Owing to extreme wartime paper restrictions,
all inquiries Clddressed to this department must

not exceed one hundred words in length.

Corr-eet String Length
Miss N. G., Illinois.-The correct string length
on a violin, measuring from bridge to saddle,
is 13 inches. It should not be less than
12 and 15/16 inches, or more than 13 'and 1/16.
The length of the neck varies according to
the length of the body of the instrument-a
violin that is shorter than average will, or
should have a longer n-eck than a violin
which measures 14 inches or over. Without
knowing how long your violin is. I cannot say
what length the neck should be.

Perhaps a Bergonzi
J. D. M., New York.-If your violin is genu-

ine, you have a valuable instrument, for
Carlo Be rgonz.i (1685-1747) was the finest
pupil of Stradivarius and his violins are highly
prized. And, naturally, they have been exten-
sively imitated. As it is impossible to deter-
mine anything about a violin from a written
description, I suggest that you send it for ap-
praisal to The Rudolph Wurlitzer Co.• 120
West 42nd Street, New York City, or to Shrop-
shire & Frey, 119 West 57th Street, New York
City.

All Adult Beginner
M. M. H., New York.-There is no reason

at all why a man of your age should not begin
to study the violin seriously-provided that
you cherish no ambitions of a concert career.
If you have a good ear for intonation, a natu-
rally relaxed physique, and plenty of time for
practicing, yOU should be able to derive a
lot of pleasure from your study, and in a
couple of years or so be playing quite ac-
ceptably. But you cannot expect to make
rapid progress if you try to teach yourself-
violin study needs the constant and conscien-
tious supervision of an experienced teacher,
for there are so many important little details
that the player cannot pOSSibly check on for
himself. If you decide to study. find the best
teacher in your vicinity and follow his in-
structions as closely as you can. If you. do
this you will make steady progress. and you
will find always more pleasure in your studies.

Stradivarius Labels
D. J. A., Ontario, Canada.-I have not been

able to find any mention in the reference
books of a maker by the name of Simon
Leroux, so cannot give you' any information
about him. Perhaps some reader of these col-
umns is acquainted with him and his work.
(2) The genuine labels 'of Stradivarius were
printed from wood blocks, and the rOWlded
"V" that looks like a "U" is not at all, un-
common.

Bazzini'l> Ronde des Lutins
M. H. Ro, Washington.-Antonio Bazzini-

born in Brescia in 1818; died in Milan in 189?
_was an eminent violinist and composer. He
is best remembered nowadays for his bravura
solo Ronde d~s Lutins, but he composed also
in many other forms-string quartets, sacred
cantatas, symphonic overtures, and so on.
His "Military Concerto" is still used as a
teaching piece for advanced stUdents; The
Ronde des Lutins is perhaps more dIfficult
than the "Devil's Trill" sonata of Tartini, in
that it requires an intimate acquaintance with
the higher positions, but there are many vio-
linists who can give a satisfactory perform-
ance of it more easily than they can of the
Tartini-the reason being that the latter calls
for com,iderably more musicianship.

a little less-in t k'
pare him for tea:hil~:. COurses that pre-
The Work in music that .

SUcha school will inclUde "ap~~ie~aken .i~
-the stUdy of' '. mUSICplano smgmg . U
and so forth' "th '. ' VIa n
stUdy of h' earebcal music"-the
. armony, counterpoint f
SIght-reading and f ' arm,h' t ,so orth' and "mus'

IS ory and appreciation." There will ~c
many chances to hear fin . e
the course of four y e mUSIC,and in
is well prepared i~ars th~ stUdent Who
comes to college bee mUSIC before he
in the structure andomtes so well versed
a d exture of mu .n so well acquainted' 'th SIC
works of the great WI the master-
he graduates h composers that When
to as "a mus' e.may actually be referred. Icmn." To .. ...
most important thin . me thIS IS the
of the school musi g ~n the preparation
visor. c eacher or super_
The preparation f

elUde at least a or teaching WIll in-
year of "gener I year of psychology a

. a methods" '
more of "music teaching a year or

IIF methOds," and
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Also Concerning Glass
Mrs. J. -A. B., Kentucky.-Frederick August

Glass worked in. KlingeI:Ithal, Germany. be-
tween 1840 and 1855. His yiolins are not highly
considered' he used very inferior varnish.
and conse~riJ.ei1tly they have a, hard, brittle

A Vacation with Music!

HAROLD BERKLEY
VIOLINIST - CON,DUCTOR - TEACHER

Violin Editor of THE ETUDE.
author of

."The .Modern Technique of Violin Bowing"
~'12Studies in Modern Bowing"

announces

Master Classes in Violin and Chamber Music
at

HARRISON, MAINE
on Long Lake

July 23 to August 25
For further information apply

Harold Berkley, 315 W. 93th St., NewYork 25, N. Y.

Violin Appraisal
Miss A. H. F., Indiana.-There is little I

can tell you about your violin. You say the
last part of the surname looks like "hopf."
There was a large family of makers in Ger-
many named Hopf, and many others whose
names end with that syllable. The best way
for you to find out about your violin is to
send it to a reputable firm of dealers for
appraisal. Even the most experienced expert
needs to examine a violin personally before
he can give anything more than a very gen-
eral opinion.

A Violoncello with a "Wolf" Note
A. R., Ontario.-Without seeing your cello,

r cannot tell you what should be done to it.
You ought to take it to a good repairer, _get
his opinion, and follow his advice. Most cellos
have a "wolf" note, and very careful adjust-
ment is needed to modify or eliminate it.

A Paris Factor,.
F. Q. E., Washington.-Couesnon et Cie. is
the name of a firm which has a factory for
making brass instruments at Chateau-Thierry,
2nd one at Mirecourt which produces violins
of the ordinary commercial type. The latter
2re worth between $25.00 and $100.00. As the
headquarters of the firm are in Paris, their
violins are labeled "Paris."

Practical Questions
Mrs. C. S.• Mississippi.-Your difficulty with
the grace note in the Csardas of Monti comes
from a lack of strength and independence in
your third finger. You should practice plenty
of trill exercises. But not in the way a vio-
lin trill is performed; that is, holding the
lower finger down. Practice them as a pianist
plays a trill-lifting each finger as the fol-
lowing note is stopped. This is the quickest
way of obtaining strength and rapidity in
trills. But you must be careful to see that
you lift each finger with a snap and that it
falls with equal celerity. After a week or
two' of this kind of practice you will, r think,
have no more trouble with the grace note.
2-"Restez" written over a passage means

that there should be no change of position
until the fingering indicates a shift. 3-How
you should practice Measures 5, 6, and 7 of
Kreisler's "Schon Rosmarin" depends upon
what bowing you intend to use. Some violin-
ists play these measures with a flying staccato,
other~ use the spiccato. If you expect tal' use
the fonner, take·a staccato study from Keyser,
Kreutzer, or Fiorillo, and practice it in the
middle third of the bow. Use very little bow
pressure, so -that the bow flies along the string
rather than bites'into it. There must, of course,
be a certain amount of "bite" in order to give
clear articulation to each note.

Send for
, FREE BOOKLETS
showing Gulbransen! new, charming Period·

\, :~~~ .. nd' and ~n- :

City 8( State 1,:~-~-_.. --_._------_._----~-_._----_._---------_.-~_.!

Send -For Free Catalogue Of

RARE VIOLINS
$50 t. S25.0DO

FRANCIS DRAKE BALLARD
Licensed .e Bonaed Dfuler-Collector

320 East 42nd St. New York 17, N. Y.

Special Henning Violin
DEEP ~ MELLOW - SOULFUL

FrIT a limited time ~'ou can pur-
chase this hll:h·grade ,-iolin. with
the Qualities of the finest, at a price
far lower than erer asked for sneh an
jn,trllment; made possible by Ol1r
lllany years of experience in violin

Writ maklnl:. Satisfaction guaranteed.
f~r e GUSTAV V. HENNING

Information 8907-5thAve .. N.EO'Seattle Wa~h.
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FAMOUS

EDUCATIONAL
AND

RECREATIONAL
PIANO
BOOKS

j

Almost 5,000,000 copies of these books have
been used by Music Teachers of this Country

VERY PRE PAR A TOR 'Y G R A D E

noFtlRt,STPh'ANO BOOK-Original Blue Book with the staff
a Ion cart

HAPPY HOUR BOOK':':'::D~~;~~~df~;b~;s~~d .
only a short time each day... girls who practice, . .•...•.......•..•.........•..

.75

1.00

FIRST GRADE PIANO B~~~ ~ ~he G R A DE.
before the public today. Written ~h~~tc~lebr~ted-piano method
tion and in all keys, ughout 10 five-finger posi-

GRADED SIGHT READING BOOKi···A
First Grade.... ' - supplementary book to

MAJOR SCALES, BOOK 1--':' Contal~s all th .
dIrections for wnting b ld .e major scales with

ADVANCED FIRST GRADE~~:~ ~:d plaYl~g
gap between the First and S gd Cdespectalty to bridge the

econ rade Books

SECOND GRADE
SECOND GRADE PIANO BOOK-Pre .

study thoroughly worked out t d para tory exerCIses of each
proper manner of studY ..... ,..,....~....~monstrate to the pupil the

GRADED SIGHT READING BOOK II .
MAJOR SCALES BOOK II .

1.00

1.00

.60

1.00

1.00
1.00
.60...........................

THIRD GR - .
THIRD GRADE PIANO BOOK-Desi AD E

grade book. Numerous preparaf gned ~o follow the second
h~w to practice each piece of st~~n exe~cIse:s e~plain in detail
With ease .." ..,., y so t at· It will be mastered

GRADED SIGHT READING BOOK III .
............................. : . 1.00

1.00

FOURTH GRADE P!:N~ ~O~ T H G R A D E
Grade Book. Bach Chop~· ~eslgned to follow the Third
Schubert are among the con:n, enddelssohn, Schumann and
. thO posers rawn"u' f'
In IS beautifUlly laid out a d f pon or the studies

GRADED SIGHT READING BOO~ l~areUlIY edited volume., .....

THE FIFTH GRADE PIA~~ FB~~K~T~cA ~.~...... ....-

scales In thIrds, sIxths and tenth Ahmc IS to master all the
scales and arpeggios will be f dS' c.0ndensed tables of all

oun In this book

ADULT STUDENTS - BOY BEGIN~~
. GROWN-UP BEGI . RS

FIRST BOOK FOR THE ADULT BEGIN NNERS
FAVORITE MELODIES FOR THE ADUL~ER 1.00

Above book I dl ~..~ ,..... 1.00

Helpful suggestions f:: t
a

Y
h
sent for your examination

catalog W.445. S::cd fersand pupils are contained i
. or your copY"'--lio charge. n OUr

BOSTON MUSIC COM .
116 Boylston Street .. PANY

Boston 16, Mass.

1.00.
1.00

1.00

Tots and Strings
(Continued from Page 198)

the composer intended It
the composer's great genius:
its due-then the teacherOf to
pride in th~ con tribuUonhe
toward keeping alive much •
est art produced in this old c(

Independence
Keyboard

styles and "schools" of music.
has Its own dlslinnJsblng
tstacs, of course, and Only a
study can bring them to llclt
firm baste foundation for an
must be a good understan~
classic school, chlefty 01 Ba<t /
believe tha t a thorough
Bach will provide a secure a
all problems of playing. Bach
feeling ot polyphonic structure.the-
of rhythmJc patterns: the complete
pendence of the two hands Inp
the facUity for the most intricate'
nical passages. It is a regrettab~
that many young students dislike '
They think he is boring in the
mattca! precision of h1s contl'aPIlD!al
signs, and that he lacks feeling. Act •
nothing could be further fromthe
and once the young detracklrsof
get to know enough of him they
their mJstake! Oertafnly, Bachisalili
ematlcal wizard-but he is a grea;
more in addition. And as for f
Much of the emotion he expresse sr
sublime And Jofty Character:bui
speaks passionately, too. For
the second movement of the ItaliaJl
certo, many preludes from the'1\'·
Tempered Clavichord ,. and the e
choral works contain ~ers human.~
ly tenderness, These are bynomeaL:!
of his works that do, but I cile\
simply as instances, Bach, then,is'
very Cornerstone of the pianisdcb;;
pendence that every youngpianistt!·
to arquiJ'e.

Rhythm, Music. anDI~I
Theater

(Continued from Page 187)

esta'bl1shed classics in Hollyl'l"ooi'
'City Streets' I succeeded In usiJlg
,Overture to 'Uie Meistersinger,'&Dd
Dr. Jekyll and Mr. Hyde' I usedaBi-
Chorale, both to good eJIect. But to ('i;
ture tile exa.ct mood of each m
on the stage 01" the screen, it wouki·
necessary to take out 'bits' from v&l'
masterworks; and such continuOUSt
glomeration is impractical in _
the desired unity. Also, musicis"
natw'e so abstract an expression,t!Jt::
two people react alike to the great ,.
with which they are already f~
and for which they have emlnen~Jf
Sonal associations. Thus, the maS pi
tiCal and emotionally effectiveproctd>
is to depend on music that is 1FI'!1:'
especially for the production. In It:
sen~e, then, the young composer~
a VItal and necessary contributorto It
theater of the future.

A Special Kind nf Music
"Now, the first thing for thisyai

composer to keep in mind is thatf
cannot take pure music into the ~
ater! In the concert hall, music.¢Ii

MASTERPIECE PIANO ALBUMS
12 ALBUMS CONTAINING SELECTIONS OF THE COMpOSE&'S MOST iM-
PORTANT COMPOSITIONS. OUTSTANDING SELECTIONS FOR PIANO SOLO,
MANY OF WHICH APPEAR IN AMERICAN EDITIONS FOR THE FIRST TIME.

A MUST FOR EVERY MUSICIAN ONLY $1.00 EACH

1. C. DEBUSSY
2. I. ALBENIZ
3. E. V. DOHNANYI
4. E. GRANAD05--12 Spanish Dances
5. S. RACHMANINOFF-13 Preludes (Op. 32)
6. S. RACHMANINOFF-IO Preludes (Op. 23)

7. M. RAVEL
8. A. SCRIABINE
9. I. STRAWINSKY
10. S. PROKOFIEFF
11. A. SCRIABINE-12 Etudes (Op, 8)
12. A. SCRIABINE-24 Preludes (Op. 11)

Available at your Music Dealer or direct trom

EDWARD B. MARKS MUSIC CORPORATION • R. C. A. Bldg., Radiv CUy, New YOlk 20,N. Y.

itsownpurpose.In the theater. it serves
thepurposeof drama; like all the ele-
mentsin the theater-stage-sets. make-.
up,everything-it is good only insofar as
it servesdrama. The purpose of drama
is to show character in action. ThUS,
musicfor the rhythmically integrated
theatermust be of a special kind. It
must be purposely and consciously
adaptedto acting, dialog, rhythm, song,
anddance-not as 'accompaniment' or
'incidentalscoring,' but as a harmonious
elementin a completely proportioned
whole;as one of the means of telling
the story of the characters in action,
andof creating emotional response. I do
notfora moment suggest that ambitious
youngcomposersabandon their sympho-
nies!I do suggest, however, that they
investigatethe endless possibilities of the
integratedtheater,
"Fortunately,they can begin their in-
vestigationsimmediately. anywhere at
alLSchool,studio, and amateur prodUC-
tions offer the finest possible experi-
mentalgrounds. Nearly every city has
its experimental theater, or dramatic
group,that mounts plays. Let our young
'composerswork with these groups. Let
themtry their hands at integrated the-
ater.Certainly, there is as much musi-
cal talel).tin our towns and cities as
thereis dramatic talent. Any community
that can put on even an amateur dra-
maticperformance, can experiment with
integratedtheater, and with added er-
fectiveness.It would be an interesting

WM. s. HAYNES COMPANY
FLUTES Of DISTINCTION

STERLINGSILVER-GOLD-PLATINUM

Catalog on request
lOBMassachusetts 'Avenue; Baston. Mass:

or nearly so, throughout the class period.
These older children play better together,
and they like to be kept actively partici-
pating in the class period. The older chil-
dren will pray together with a better
tone, much sooner than the third graders.
For one uhtng, in general, their violins
are larger in size and their fingers are
stronger, two factors which make for a
clearer, more tangible individual tone.
The older child thus hears his own in-
etrument much better in relation to the
group. He is not soblotted out!
Although the older child will generally

learn to read more quickly, the period
of playing by rote and by ear until cor-
rect habits ha ve been formed is definitely
not to be done away with when students
are of this older age group.
YO~ third grader will love to perform

for hts room at school. Your older child
gets more motivation from the prospect
of playing in orchestra than does the
younger child. Most of the children will
look forward to giving a little program
f~r .the school assembly Where the Whole
violin class will play some little tune to-
gether, and the individual members of
the class will have their "spots" on the
program too. A very good type is one
whe.re the teacher shows the assembly
audience just what the class has learned
so f~r. For example, "Mary, will you play
a mce long bow on your open A string
so the audience can hear the first note
we le~rned to play in class?" Then the
D stnng. Then someone demonstrates
how the fing,ering goes on one string.
Next the whole scale is built up. Finally
one or two of the children play littl~
tunes as solos. This way every member
of the class can be given a spot on the
program.
. In dealing with the older children it
IS much better to SUbstitute simile' in
your l~nguage for the personification
used WIth 1fu.eyounger tots.
Lastly, in dealing with children of

a~~;dWhen the going gets toug.h, and ~~
~t ~ cannot play What he is attempting
1 IS we~l to .break up the passage intelli~
gently mto ItS component parts b in
the patt < - ow g
b ern on the open string until the
o~\:o~eO:ktSh'fitng~ring th~ combinations

a at e throwmg th hil'forward progress 0 ,e Cds
these notes While Pl~~i~~ :el~~g~~;e~ng
f:CI:ach not~, gradually letting the tem~~

.ease as It gets easy for him An .
telhgent breakl·ng d . 111-own of the bl
by t~e teacher Shows the child p~o etm
practtce and makes his . ow 0
more interesting to h' mUSIC lesson
chaBen i . 1m as well as more

g ng. He can actually see hlprogress as h sown
tion of the pr~b~~~quers each little sec-
the Whole. ' and finally masters
The teaching of strin .

thing for the elite f gs .IS not Some-
if the. teacher undere7' It IS not difficult
set up the string s ~nds that he must
norms of acCOmpjghoaS and the stringIS ment Th .are a definite ent.t . e strmgs
of endeavor Whic~ Ys~ndl a definite field
vated with some i ou d not be Culti_
their nature Th mplement foreign to

.. ey can beafa ..experience in the Isc1l1atmg
of strings can be ~se ves. T~e teaChing
ence for the instruc~h~nenglllg experi_
stUdents. And When ~~ as well as the
estly realizes that th e teacher hon_
date must h . e greatest music to

, . ave strmgs for itance If the World itS perform_
'.FORW • s 0 hear the music as
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th,ing to try. A moment ago, I counseled
the young composers not to abandon
their symphonies, and now I counsel the
dramatic groups not to drop straight
theater. But in addition-once or twice
a season, perhaps-why not select a dra-
matic work to be mounted with music?
Not only could dramatic expression be
enriched by the trial, but .the composer
could be given the best possible experi-
ence in working in the living theater.
That, of course, is the composer's most
serious problem. So often we4'hear private
requests and public 'movements' as to
how the young composer is to get the
opening with which to assert himself.
The commercial thea ter leans on estab-
lished names-and how is one to estab-
lish a name without an opening in the
theater? Well; here is one solution. By
beginning at the very beginning in ama-
teur groups, the composer learns to find
himself; develops his powers in living
work; finds his way into the endless
adjustments necessary in smooth ensem-
ble performance-and initiates his con-
tribution to an art-form which is now
laying the foundations for an American
tradition in the theater."

Applying Principles of
Painting to Music
(Continued from Page 203)

and is carried sometimes by the left hand
and sometimes by the right. Unless the
melody is made considerably richer than
the accompaniment in this section of the
piece it cannot be followed. But When,
in the last part of the composition, the
melody is written in octaves in the upper
register of the keyboard, it will be easily
heard, even thong.h played with no more
volume than the accompaniment.
An artist may not only place his sub-

ject on the side or in the background of
the canvas, but he may also disguise it,
or present it so 'subtly that an under-
standing of symbolism-will be required to
fathom the meaning of, the picture: A
couiposer may also conceal and disguise
thematic material until careful analysis
and tecllriical, skill will be required' to
make the musical message clear I to the
listeners •. In the Berceuse by Chopin,
Measures 15-18, the melody is found in

the lower notes of each appoggiatura.
This, indeed, is a most unusual place
for a melody.
An artist uses heavier or more distinct

outlines for the principal subject than
he does for the background or for sec-
ondary objects. In The Last Supper.
Christ is separated from the other twelve
men, and the outlines of His figure stand
out clearly. But the disciples are grouped
together. This closeness of the secondary
characters conceals many of the "outlines
of their figures.
So too. in music, the outlines of prin-

cipal themes should be more pronounced
than those of secondary melodies and
accompaniments. One of the chief ways
of doing this is to. make the phrasing
of the most important melodies more
marked. In announcing the first theme
of a sonata, for example, the player will
take care that the initial attack and the
phrasing in the course of the theme are
clear cut. But in the development sec-
tion, the motives often weave in and
out until it is difficult to ten whe~e one
ends and another begins.
The embellishing passages in sman

notes in the .piano solo Londonderry Ai1',
arranged for the left hand by William
H. Thompson (Published in THE ETUDE
January 1944) mig,ht be compared to
small background objects with lighter
outlines than the main subject. Each of
these figures is a distinct entity,- and yet.
being only an adornment, it should not
begin and end as decisively as a phrase
of the melody.
Sometimes an artist masses and shades

secondary figures. In The Last Supper
we catch a glimpse of a beautiful land-
scape through the open windows. But we
cannot outline every rock or plant. We
see only the faint contours of the scene.
A musician also frequently veils the
background notes. In other words', the
individual tones must not poke out. They
should melt together like the leaves,
twigs and branches of a far away tree,
until the listener hears only the soft
outline of the whole. But even thoug,h au_
interpreter may blanket some of his
notes with tonal mist, he must still play
them clearly and correctly.
An artist makes the lines of a painting

lead to the most important figiire. In
Leonardo da Vinci's The Last Supper,
the bodies and faces of the disciples are
turned toward Christ. Lines of clothing
and lines of positions direct the ~ttention
toward Jesus. Matthew is. looking in the

(Continued on Page 240)
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The World of Music
"Music News from Everywhere"

WILLIAM CHURCHILL
HAlUMOND, prominent
organist and composer,
celebrated on February
4 the sixtieth anntver-
sary of his ministry as
organist and choir di -.
rector of the Second
Congregational Church,
Holyoke, Massachusetts.
The occasion was marked

by the establishing of the William
Churchill Hammond Organ Maintenance
Fund. More than $6,000 has been sub-
s~ribed to the Fund, which it is hoped
wfll grow to $10,000 and which will be
used for the care of the large Skfnner
organ presided over by Mr. Hammond.

director of Chicago, Who in turn
~ Stetson University. Mr. Ora Kare;
Identified as a leading figure in : ~
world and tor many years headoI~
Band and Orchestra Department tlt
ETUDE, is now band director at S~ol~
University. «I.\:

1'1I~ mCHlGA:-I GRA,," OPERl ~
CIETY. a new organization in DeUct;
musical life, has given the first tWll .
Jormances ot a rather ambitlous~'
aram "L T p~.
Do • a ravtata" and "D'I'roYatw
were the introd. uctory works and
iog to reports, they set 8 highs:
of artlstfc attainment. Dr. Francil i
York or the faculty of the DetrlJit Or.
servatory, is president of the Society.

TUE TE rrn AN 'UAL, DACII rrsm'U
of Winter Park. Florida, was held ~
March 1 and 2. The programs of their.
days included a number of the shore
cantatas of Bach, with the "B Mln~
Mass" the feature of the Iestival Til
chorus is directed by Dr. Christopher c
Honaas, of Rolllns College.

WILLIAM
CHURCHILL
HAMMOND

FREDERICK C. SCliRElBER is the win-
ner of the award offered by the- H. W.
Gray Company in the recent anthem
composition contest. His anthem, Praise
the Lord, 0 My Soul, was selected from
among a total of one hundred and seven
manuscripts submitted.

LEOPOLD STOKOWSKI has been given
a three year contract as musical direc-
tor of t~e Hollywood Bowl Summer Con-
cer~ senes. With an orchestra consisting
ma.lnly of players from the Los Angeles
PhIlharmonic Orchestra, the Symphonies
Under the Stars promises to be one of
t~e m?st important summer music fes-
tlvals m the world,

THE ROYAL AJR FORCE BA~D 311:
Symphony Orchestra, which has beena;
a good~will tour in this country, coo·
cluded its appearances with a cOllcerllD
New York City in February.

AAnON COPLAI"'O' Outdoor ovemn
was played by the Portuguese SjlllPhori
On January 12, according to an s:'
nouncement from the Offlce of War[-
formation. The score was sent ro Portu:~
on microfilm.

CARl. REIN, din<~
of the New York Colleit
of Music and for man!
years conductor ofCill'
man singing societie!.
died February 27 in NIl
York. He was eighty·ot/
years old. Born in ReD!'
burg, Germany, he stue·
jed at the Hambur.
Conservatory and jli"

several years he played violoncello in tbP
Hamburg Philharmonic Orchestra. 1:l
1890 he came to New York and begani
long career as director of various Ger'
man choral groups. In this work he ',\'ali
great fame. With the late AuglLIl
Fraemcke as co-director he assUJll~
charge in 1906 of the Ne~ York COll~
of Music, succeeding the late Alexandr1
Lambert.

CARL
HIiIN

THE KATHERIl\'E RUTH REflU)
MEMORIAL, Which is to establish a ~.
!Jrary of the works of Alexander SCriab:D
1n the New York Music Library, 121j;S.l1
58th Street, is receiving notable all'
~roval and support from the friends ana

THE gUDI

dmirers of the pianist, who gave un-
ar tingly of her rare gifts to make

k
s10wn the value and rewarding. beauty
no . t M'of the music of the Russian mas er. ISS
LUCyBates, 35 West 57th Street, New
york City 19, has been appointed Treas-
urer of the Memorial Fund.

CLADYS SWARTHOUT,
mezzo-soprano, popular
concert and radio star,
on March 7 marked the
beginning of her fif-
teenth year with the
Metropolitan Opera As-
sociation, by singing a
performance of the title
role in Bizet's opera,
"Carmen," a part in

il,'hichshe has won wide acclaim. "This
occasion also signalized the seventieth
anniversary of the world premiere of the
opera, which took place at the Opera
comique in Paris, on March 3, 1875.

GLADYS
SWARTHOUT

A RECENT PROGRAM of the New York
City Symphony, conducted by Leopold
stokowski,included first performances of
Burrill Phillips' Scherzo, which had been
commissioned by the League of Com-
posers; and a Concerto for Theremin and
Orchestra by Anis Fuleihan, which had
been especially written for the soloist,
Clara Rockmore.

THE SECOND AMERICAN MUSIC FES~
TIVAL of the National Gallery of Arts
washeld in Washington on four consecu-
tive Sunday nights, beginning March 4.
The program was devoted entirely to
works by American composers, many of
which received either their world pre-
mieres or first Washington performances.

PETERI'tlENNIN] of Erie, pennsylvania,
a graduate stude~ at the Eastman
School of Music, has won the $1,000
award for the best fifteen~minute orches-
tral selection in the first annual George
Gershwin Memorial Competition. The
workwas played in February at a Gersh-
win Memorial concert directed by Leon-
ard Bernstein.

'THE ALLENTOWN STRING ORCHESTRA
is one of the newest additions to the long,
list of musical organizations springing
up in the smaller cities throughout the
country. This new group is under the
direction of Paul Bennyhoff, organist,
pupil of Marcel Dupre, Charles-Marie
Widor, and Louis Vierne.

THE EDGAR M. LEVENTRITT
FOUNDATION, INC., has announced the
sixth. annual competition "for young musi-
cians. This year's contest is open to pian-
ists and violinists between the ages of
seventeen and twenty-five who are resi-
dents of the United States and the Award
is an appearance with the New York
P~ilh~.rmonic-Symphony Orchestra. Ap-
plicaticns must be submitted by June 15,
and fun information may be secured by
addressing the Foundation at 30 Broad
Street, New York City.

THE THIRD ANNUAL Young Com-
posers Contests of the National Federa-
tion of Music Clubs has been announced.
Open to all in the age group. of sixteen to
twenty-five, the classifications and prizes
are the same as in previous years. The
closing date for the submission of 'manu-
scripts is April 1; and full information
may be obtained from Miss Marion Bauer,
115 W. 73rd Street, New York, 23, N. Y.

A FIRST PRIZE of $25,000. is the
award in a composition contest sponsored
by Henry H. Reichhold, industrialist and
president of the Detroit Symphony Or-
chestra. Composers of the twenty-one
Pan-American republics are invited to
submit manuscripts. A second and third
prize of $5,000. and $2,500. respectively,
are included in the awards. The winning
compositions will be played by the
Detroit Symphony in the Pan-American
Arts Building in Washington.

THE SIXTEENTH BIENNIAL
YOUNG ARTISTS AUDITIONS of the
National Federation of Music Clubs,
which carry awards of $1000 each in
piano, violin, and voice classifications, will
be held in New York City in -the spring
of 1945. State auditions will begin around
March 1, 1945, with district auditions,
for which the State winners are eligible,
following. The exact date of the National
Auditions will be announced later. All
details may be secured from the National
Chairman, Miss Ruth M. Ferry, 24
Edgewood Avenue, New Haven 11, Conn.

AN AWARD OF $1,000 to encourage
"the writing of American operas in gen-
eral, and of short operas in particular," is
announced by the Alice M. Ditson Fund
of Columbia University and the Metro-
politan Opera Association. The opera must
be not over seventy-five minutes in length
and by a native or naturalized American
citizen. The closing date is September 1,
1945 and full details may be secured from
Eric T. Clarke, Metropolitan Opera Asso-
ciation, Inc., New York, 18, New York,
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BUY WAR BONDS AND
STAMPS FOR VICTORY~AZAR S. SAl\'IOILOFF. Widely-known

VOIce te~ch~r and music critic of Los An-
geles, dIed m that city on February 18
He had formerly sung in opera in Mos~
cow and Odessa, Russia. For many years
?e had been active as a teacher of sing-
~ng on the West Coast and his u il
n~cluded Nelson Eddy, Julia CI p P s
BIanca S . aussen,

aroya, and DImitri Onofre!.

f JOSEPH H. ANLER. an ETUDEenthusiast
or. ove~ fift~ years, celebrated in Jan-
~~I~t hILSfibftI~th anniversary as organist

. 0 onus' Church St L .
Pontifical High M ,. . oms. A
. ass was celebrated b

HIS Excellency, the Most Rev . y
Donnelly, and a letter' from the A GeOl ~e
Delegate cOnveyed the bl . postohc

1· essmg of H'
Ho mess, Pope Pius XII . . IS
guished felicitat· . Ot~er dlstln-

lOns Were receIved.

THE JOHN B ST
at Deland Flor·· . ETSON UNIVERSITY
entire co~tentsld~ lSJthhe reci~~ent of the
, . 0 n PhI!lp Sou '

orIgInal library of b d sa s
music The . a~ and orchestra
which' is no~~~er~al In this collection,
second library of ~ CO~lfuse~ Wit~ the
owned by the Univer~it ousa s'. w~lCh is
accumUlated by th f Y of IlhnOls, was
durin~ the early Ye~rsa:ou~ band leader
was g'lVen to Victor Or bhlS career, and

"FORIVARD a e1, noted band
MARCH IVITH MUSIC' "FORWARD MARCH WITH MUSIC"
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Music of the Heart
bll martha m Stewart

DAVID sat with an awed and
dreamy expression on his face
as the last notes of the concert

echoed in his ears. From his place
far back in the auditorium he saw
the great violinist lower his bow and
tuck his violin under his arm as he
bowed to the clapping audience.
David did not seem to notice the ap-
plause, for he still heard those last
few notes r.lnging in his ears with
such sweetness and warmth. He was
literally throbbing as though he were
still hearing the actual tones. He did
not applaud with his hands, he left
that for the others, but his applause
was in his heart. The people were be-
ginning to leave their seats now, but
David made no move to go with them.
Instead, almost unconsciously, he
struggled among them as he w,alked
in the opposite direction toward the
stage, intending- to goo back of the
great platform and see the violinist.
He had never been back there be-
fore, did not even l:now how to get
there, but he thought if only he
could see the great master perhaps
he could learn how to get such sweet-
ness and warmth from his own violin.
For ·David played the violin.
He knew, that with much hard

practice he could and would acquire
a good technic, and until now he
thought a good technic was all one
needed to be a great violinist. Now he
knew better. He knew that was only
part of it. He wanted to find out what
it was that made the playing of thIs
master so Warm that it reached the
hearts of the people tbe way it did.
Suddenly he heard the master's voice
speaking to a young man ahead of
him. "Yes, my friend, one does ~not
play with only the hands, but with
the head and the heart. With· the
heart,. yes, that's the important
thing."
"But how does one play with the

heart?" David heard the man ask.
"It comes," the master said

"through a ~earch for the beautiful
in our world and a desire to put this
beauty into our mU~ic for the benefit.-.....- ers. Wonderful sigh.ts may' be

all around us, yet we have to seek
them out, The great composers saw
and felt the beauty around them and
wrote it into their music, but we
must see and feel this beauty too, so
We may play their compositions as
they would Wish to hear them played.
That is the only way for us to be fair
to the composers/'-
'I'he great -violfnist then looked

toward David, standing, near, and
with a smile he walked toward the
boy and before David realized it,
his hand was in the master's fingers.
"And you too want to find the, beau-
ties of music, my boy?" the master
asked.
"Db, yes, sir, I do. I want to be a

great violinist, too," David replied.
"If I put the beauty and happiness I
find in the world into my music,
might it be a 'little bit like yours?"
With a nod the master said, "Yes,

it will be music of the he.art. And i~
will come from your heart and enter
into the hearts of your listeners.
Search for the hidden beauty in the
world. Sometimes it is hard to find,
but you will find it."
As David walked out into the

moonlight night he looked up and
(Continued on next page)

-------------------
A Music Puzzle

Story Hour
blf (}laJIfJ m Stein

Prepare by collecting large pictures
of the famous composers, and cut
them into jig-saw puzzle pieces.
Each player is' given one composer,

and tries to see who can put his
pieces together first. As soon as a pic-
ture is finished, work on the other
PUzzles stops, and players relax while
the player Who has finshed reads
a short story about the.' composer
whose Picture was the first one pieced
~ogether. As each Succeeding· puzzle
IS completed, the story of that Com-
poser is read. The stories may be very
Short i~ems, taken from your History
of MUSIC, or some other 'Source.

Junior Club Outline.
Tchaikovsky

o. 39

a. Peter Ilyitch Tchaikovsky was
born in Russia in 1840. When did he
die'?
b. He studied at the Petrogtad Con-

servatory and later taught at the
Moscow Conservatory, Who founded
the Petrograd Conservatory?
c. Did he ever visit the United

States?
d. He wrote six symphonies, twelve

operas and some suites. His most
famous compositions are the Fifth
and Sixth Symphonies, the Overture
1812 and the "Nut Cracker Suite."
How many of these have you heard
in concert, on recordings, or on the
radio?

which is the Dominant ofG '
this pattern in any five keys,F

IV

Modulation from key oj G 10by dl

Program
There are many pieces youcan

elude in a Tchaikovsky P"lJ;'
some he wrote in a simple stYle~
self, others have been arrang~
simple form,Terms

a ballet?e. What is
bal-Iay) .
f. What is modulation?

(pronounce

Original COIDposilion
Contest

Keyboard Harmony
g. Through means of sharps, fiats

or naturals which do not belong to
the signature, the harmony of a pas-
sage may be "steered" or led from
its own key, or home, to a neighbor-
ing or related key, or home: In the
example herewith, the C-sharp does
not belong to the key of G, and it
leads the passage into the key of D,

Easter
Easter in the sunrise,
Easter in the air;
Easter in the music,--
Easter everywhere.

Easter
Easter
Easter
Easter

in the heavens,
in a prayer;
in the churches.
everywhere.

Poetry Contest
This month there is no essayoo~

test and no puzzle contest, butiG-
stead there is a POETRY cont<!
Get dur your pencils and papersaL:
think up some rhymes. The pJf[J
can be as short or as long as yl~
Wish, but of COurse they must reji~
in some way to music-music stud:.
instruments, composers, concetu
practicing or anything you like.
The usual rules and age limits~

be followed so read over the conWI, ~
rules on next page in case you for.

, en·them, or in case you have never
tered a contest before ..
Remember one thing_anybody~al

enter, whether a club member ornOI,
Whether a subscriber or not. Andyo~
do not have to be a poet to enter
either!

Edmond Lynn
Turner Loomis Loomis (Age 2lf2).· Jerome

(Age 8Y2). Freehold. New
Jersey

Junior Etud~ [ont~st

Pri,eWinners in Original
Composilion

The following are t.he. opening
neasures of the prize wmrnng com-
positions. The compositions. were
selectedon the basis of melodic con-
tent, development of form, an.d
h ice of harmonic progressions. It IS

C °t'poSsible to judge the merits of
no . erelythe compositions from seeing m
a few measures, but this is all we
havespace to print.
ClassA, Jasper W. Patton, Jr. (Age

16l, Tennessee.

Prelude

Music of the Heart
(Continued)

saw the glittering stars aroun~, the
golden moon. "Beauty!" he exclaimed.
"The beauty of nature. I must put
that into my violin playing, and do
it so well that it will enter into the
hearts of my listeners; so it will help
them to see the hidden beauty of the
world. Sometimes it will be hard .to
find, . that's what the mast~r said,
but I will find it, and I wlll help
others to find it."
And from that moment David knew

he would work hard and strive for
beauty and 'thus become a great
violinist.

DEAR~UNIORE.TUDEthJunior Etude very much.
I en]oy reading e tr in this month's

~~~~~!~§~~~~~~~§~and am enc1os1·dgrYf 6~r Junior Music Club.contest. As presr e~ P an useful hints
this section has gl~e~v~~t~ac& meeting, We

(If. for the progr?-ffiw f om osers, make scrap-
1'£.1), f'fP discuss !he hves 0 Cbr~adcast progra~s;and

books, dISCUSStp.egoodd by famouS muslctans.
Class B. Donald Ian Payne (Age listen to recOrdmg~?M ;ch with Music" as our

;:;;ttg~;:d"~~~~lors :re p~nkdand white.13), NewYork. From your frltnOROTHYpE-!l-
N
.
E
•

VlrJ:!JmaChoral

Junior Etude Red. Cross Afghans
S r s have been re-

Red Cross Afg~~aldf~: ~GalIpeau; Jean
ceived from:. , Breitsch. Barbara. Gould;
Breitsch; MarJorle. C tnen: Aurelia Brown;
Mrs. EI~er N~ls~nlie~te Manning; Elfrieda
June DIckson, u . Aletha Bonheimer.
Barndt; May wederma~OdY When making
Many thanks, every Ul' ~easurements are

your squares.,be sure 1:0 them four and one~
as exact as you ca;: ~t~de and 'six inches for
half inches f~r ill imes they are consider-
woolen goods. So~r\ than the requirements
ably larger or sma beeused because, they do
and they can ~Othtthe others. And remember,not match up WI , k
no white, pale blue or pale pm .

WESLEYAN CONSERVATORY OF MUSIC-A DIVISION OFWESLEYA~ COLLEGE
Institutional member of National Association ~f Sc~ools of ~IUSIC

, B' M dAB with major In mmncDegrees: . . an ..
For Catalogue and Information address:_
~TESLEYAN CONSERVATORYTHE DEAN MACON, GA.

t£~~rg:i~:'~~.ee~!~~~~~re~rffi~~='~do.
-. 3411 Euclid Ave., Cleve an, .BER"L RUBINSTEIN, MUll. D., DIrector ..

Charter Member of' the National ASllociation of School,. of MUSIC

•

ETUD~ wilt award three at- you enter on upper left corner of your
THE JU~IOR ]1 month {or the neatest paper, and put your address on upper right
. pnzeseac f papertractive , essays and for answers corner 0 your .

and beststoCneste~~is open to all boys and Write on one side of paper only. Do not
tizzies on f use typewriters and do not have anyonet~p nde~ eighteenyears 0 age. k f

girls U A 'ifteen to eighteen years of age; copy your wor or you.
G-------,1 rn---- Class, III t fifteen: Class C,under Essay must contain not over one hundred(J~~~~~~~~~~~IOassE, twe ve 0, and fifty words and must be received at the

t elve years, ·11 Junior Etude Office, 1712 Chestnut Stre~t,
II of prize winners W1 appear on Philadelphia (I), Pa., by the 22nd of April.Names. f ture issue of TH~ ETUDE. ' ,
h· age In" U . Results of contest will appear in July. Seet IS P , t best contributors WIll re- J:

V vT I Thethirty nex , previous page for special poetry contest(~~~~~~~~It~~jlIre honorablemention. . hi h announcement.~ ce Put yourname, age and class In ""__IC _

The original composition con",.
January brought forth somech"
ing little compositions, and we
glad to find SO many Juniors inLe
ested in writing original comjXr;:
ttons. Naturally, some were Ilt'
than others due to the fact thats;
Juniors have more opportunity:
study harmony and form, and
helps them, Bu t it was a hardd~
sian to make to select the winn!:"
Some of the compositions were I
two pianos, some for violin, and,
course, most of them for pianosi
We wish we had prizes for everyin':

bu t of CourSe that could nol he.ThI·

11
~~IR~...~.t~'"~OEf£~~~~~~~will be another composition con(t

someday, so, in the meantime, if roc

write anything you particularlyliii
save it for the next contest or IlL
a new one when the time corned
will not tell you now just when,
will be.

Class C. Patricia McFete (Age 9),
Texas.

Princess Pat (two pianos)

. -
\ I"
.

V

1. .+ \ tit- <;l'\~

......

I .. ..,' , \~:, ~r 'r

r' i l-I

DEAR JUNIOR ETUDE: , b t
Mysisterand I are beginners in m!1slcut uaw~ canplay our pieces ane! duets,W.lthgoOod?mistake,Now don't you tlunk .tha IS
Ourfatherplays the electric gUitar.

From your friend., )
DOROTHYMaE VANCE(Age 1b1.District of Colum la

Buy More War Bonds and for VictoryStamps

COLLEGE OF FINE ARTS
SYRACUSE UNIVERSITY

SMOPOLITAN
SCHOOL OF MUSIC

SHIRLEY GANDELL. M.A:. Oxford.
University, England. PreSIdent.

41st yeat Accndlted. Offers courses
1n all brancbe~ 01 Music. Certlf1cateJ'
diplomas andldegrees. Desirab!e blaf -
ing accommodations. Located in own-

~~~n:,u3W:IS~eru.e:ba.hA,,~ .. ~hIMnn..
H onoruhle J\lention for January

Original Compositions:
. to' William 1. Bender, Jr.;Special mentIon Cl', Renslo. RosemaryGary Freeman; arle ,

Bruhl; Sue K. Kn0:-vles·to. Amy" Kazemba;
Honorable mentlOn . Schmeckenbecker;

Betty Jane. Hess;l:~~fmour; Delaine Kauf-
Mary Maves. Dona_ . J an Calagero; Carol
Tnan; Murie Kauf~~n'rnt~l' Freda Goldblatt.;'
Rhodes; Ma~y"E.. ~rian 'Frutchey; Joanne
Gloria MortImore, MSmith. Leslie Fleisch.er;
Stoneback; K.ayIr;~e ; Do~ald Hq,nsberger;,
Mary Rosemma aw. ach . Patricia Page;
Eleanor Kirk; YvetteBT~wn?"Margaret Neal;
Mary Sullivan; Sue r M·nard. Rita Keat-
Joyce Clogston; Florence S ethofi. Ruth La- ,
il1g; Ruth Ne~l; r~.ITl~all;aTinkie; Dorothy
Bonte; RU~ ens th Lehman; Carlisle Be~r-
KapetaI1;kos,.Kenne . Mary Louise Martm;
den; VIrgInia .Ayer;~~eHarms; many other
Jane JOhan!1es'ldAalsolike to include: Also.
names we wou, d t 0 late to be conSIdered.some were receive 0

. "FORWARD MARCH WITH MUSIC'

For full information address,

E. T. ANDERSON, Dean
Vi.r9inia
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Nine Moior Courses leading to Degre~s
of Bachelorof Musicand Moster of MUSIC

Harp
Music Education
Composition
Piano Teacher
Training

Piano
Organ
Voice
Violin
Cello

SHENANDOAH CONSERVATORY
OF MUSIC

Member Nationol AssociationSchools of
Music - Thorough instruction in, all
branches of music - Degrees: B. M. and
B. M. -Ed. - Certificate in Church Music

Summer Session:
June l8-August 31.

Summer Session-July 2-~ugust 11
Regular Fall Term
Starts September 3

Send for Bulletin E

HAROLD L. BUTLER~ Deon
College of Fine Arts
SYRACUSE UNIVERSITY
Syracuse 10, N. Y.

Dayton
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THE COVER FOil ·mIS MONTH~In the
course of a year there are sent in to THE
ETUDE many. many pictures of babies and
children posed before a piano or with
some other musical instrument. Obvious-
ly it would be impossible to use all of
these pictures, which in general are sim-
ply very good portraits, but in rare in-
~tances there does come along a picture
In.which there is that indefinable some-
thing that makes the picture one in
which the musical interest factor is
predominant.
The-deltghtruj picture on the cover of

thl~ ls~ue of THE ETUDE is such a one.
ThIS Httle lady is the daughter of Mr.
and Mrs. C. H. Newman of Nashville,
Tenn., and her name is Linda Lee. She
was seven-and-one-halt months of age
when ,this picture was taken, and from
the tdme she was four-anct-one-haIf
months of age she has enjoyed getting
a t the piano keyboard. How thoroughly
sh~ enjoys trying to play and sing is
evident in this picture.
.This pleasure in music shown by little

Linda Lee is very gratifying to her
parents, particularly to her mother
Whose maiden name was Willa Mae waid'
~~s. Newman is an accomplished mu~
slClan,. and in her student days stUdied
extensl~ely at Ward-Belmont School
(Nashv~lle), The Nashville Conservatory
of MUSIC,Peabody Institute (Baltimore
Md.), and with the noted pianist and
teacher, Ernest Hutcheson. The New-
~ans already are looking forward to
LInda Lee's college education, for Which
some War Bonds are being laid away
For. t~e same purpose they are prote'ctin~
theIr Interes.t in this picture, which they
~ave copynghted under the title of
Glamour at the Piano."

C~ASSIC. AND FOLK MELODIES in the
First Posrtionfor Cello and Piano---Selected

• Arranged, and Edited by ChaJ:'IcsKran~
For stUdents of the cello in their first
year of stUdy, nothing is more helpfUl
than easy-t?-play arrangements of such
good melodlOus music as has been se-
lected and arranged for this collection
from some of the classical composers and
from folk tunes of vadous nationalities
~hese numbers not only provide first re~
cltal selections and recreational number-
but there a!so is in them much materi:i
for d~velopmg the fingering and bOWing
te?hlllqUe and proficiency in other de-
taIls.
. While this book is in preparation a-
smgle copy may be ordered by anyone
at the low Advance of Publ' t·. lca Ion cash
pr~ce for a single copy of 60 cents post
palC;l. ' -

SINGING CHILDREN OF THE CHURCH
Sacred Choruses /01' Unison and T P'
J . woo art

unwr Choir, by Rob Roy P Theery- e
contents of this book wl'I] .compnse
so~e. twenty numbers. Original com-
posIt.lOns inclUde an anthem for the
opemng of the service, Father, at Th
Throne We Bow' and I Yth ,our general
an e:ns: Saviour, Teach Me; All Things
Beautt!ul and ~air; Jesus Loves Me; and
Come, Ye Chzldren, Sweetly Sing. To
meet s~asonal requirements the author
has wntten a Lenten anthem Jesus
Tender Saviour; Hosannah! R~ise th~
Joyful Hymn for Palm Sunday- The
Wor.ld Itself Keeps Easter Day: and
C~r~stma8 is Come! Then there a~e two
ol'lgmal responses for service use God
So Loved the World and Da b'
!lear LO~d.Others will be newl~ h~~~~
lzed settmgs of For You I a p .
M J m rayzng'

Y esus, 1Love Thee; Sweet Hour of

A Monthly Bulletin of Interest
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ADVANCE OF PUBLICATION

OFFERS

All of the books in this list are in
preparation for publication. The
low Adva1lce OlferCash Prices ap_
Ply only to orders placed NOW.
Delivery (postpaid) will be made
when the buoks are published.
Paragraphs describing each pub-
lication appear on these pages.

The Child Beethoven-Childhood Do'ys of
Famous Composers-by

Ch
lotti,',",lsworth Coit and Ruth Bampton .20
or~ re udes for the Organ.Bach.Kraft 50

CJass~c. and Folk Melodies in the First •
POSitIon for Cello and Piano .... Krane .60

lawrence Keating's Second Junior Choir
Book .....

Mother Natu~~' 'win~~6p~~~ff~' 'i~'·i<..;~
Act.s for Children .... Shokunbi-WalJace

My Plano Book. Part Three Richter
Organ Transcriptions of Favorite Hymns
, G Kohtmann
eer ynt-A Story with Music for Piono

S'" Grieg-Richter
I~ghlng Children of the Church-Sacred
. oruse~ for Junior Choir., ... P er

SIll: MelodiOUS Octave Studies_Fa; 'Pi~ln~

Twelve Famous Songs-Arr for pl_indquistT t p' . lanO ...
wF8:v~dte·aHo Duet Transcriptions of

Th
' ymns , Kohlmann

e World s Great Waltres , .... ,King

Prayer; Softly and Tenderly' W'
~arching to Zion; and the Twelfth C:~~
ury h~mn, Beautiful Saviour based 0
the. fine o~iginal harmonization by .;-
Mellus Chnstiansen. .
While SrNGrNG.CHrLDRENo·F T~ C. b '. ~~E HURCH

IS elllg made ready, orders for single "in
troductory copies may be pIa d -
the special Advance of Publ,' eet. now at. f ca IOn cash
pnce 0 25 cen ts each, postpaid.

THE WORLD'S GREAT WALTZES Ar
ranged jar piano by Stanford K" ~
;;.rang~ng this set of waltzes, S;:~fO;~
fo~n1h' as chosen outstanding favorites

IS new VOlume The h
edited for th . .' y, aVe been
and the fune itlamst of average. ability,
melodies has bavor of .these infectious

een retallled in mak'
~~~c~~;~gements of about grade t~~:

Among the fift
are' Th B . een waltzes inclUded
Fro~, th~ v~::~t~uivBl~e.DanUbe; Tales
peror b 00 s, and The Em-.

. y Johann Strauss' Th X-,
Arditi; Over the Waves b' e. < "zss.by
ube Waves by Ivanovici' Jo~osad ~an-
by Lehar; Estudiantina' , an Stlver
by Emil Waldteufel. and The Skaters
While this VOlume is .

single copy may be dm preparation, a
. or erect now at thspeCIal Advance of Pub}" t. e

of 40 cents, postpaid T~a lOr ~ash price
to the United States' ande iStae IS li~ited

s POssesslOllS.

-:\nVlJRTISEM1JNT

to all Music LOVefS

.26

MOTHER NATURE WINS, An Operetta ill
Twa Acts for Children, Libretto by :Mae
Gleaton Shokunl)i, Music by Annabel S.
Wallaee--This two-act operetta for untson
and two-part voices, with its novel story
and unique stage arrangement, will prove
especially useful where juvenile perform-
ers from five to thirteen years of age are
available. Five solo voices are requfred
for the six leading parts, and twelve boys
and girls are needed for the chorus of
trees. A dancing group of any number
also can b,e used for the special numbers.
The story concerns King Winter's am-

bitions to rule the earth and his unsuc-
cessful duel with Mother Nature When
she informs him that his regime will end
with the arrival of the Prince of Spring.
He not only is defeated, but also is made
to become the Prince of Spring, dazed
and lillhappy. However, with the coming
of Love, he glows with happiness and
bless.es the earth with a radiant spring.:rIOr to publication, a single copy of
t~lS operetta may be reserved at the spe-
CIal Advance of Publication cash price
of 30 cents, postpaid..3.

.35

.5. MY PIANO BOOK. Part Three--A Method
by Ada .Richter for Class or Individual
Instructwn-The demand for a follow-
up book for Mrs. Richter's successful
methOd: My PIANOBOOK,Parts One and
~wo: WIll SOon be satisfied with the pub-
h~atlOn of Part Three of the course. As

~plano teachers who have used this
metho~ are aware, Parts One and Two
are wntten to cover the first full year of
;tUdy. Part Three, therefore. is intended
or the second full year, and continues
the procedur~ of the earlier books. Much
of the matenal is original, but there are
a~rang,ements also of melodies PoPular
~lth YOlillg people and adaptations of
s andard st.udies from classic sources.
The ~OOkwlll be attractively illustrated
T A smgle copy of My PIANOBOOK Part
.hree, may be ordered now at th~
c~al Advance of PUblication cash p~~;
a 35 cents, Postpaid.

.3.

.25

.25.6.

.6.

.4.

LAWRENCE KEATINC'S SECOND JUNIOR
CHOIR B~OK-This book is compiled and
arrange.d III the same authoritative man-
nder WhICh brought instant success and
emand for Mr K t· ,B . . ea lUg s JUNIOR CHOIR
OOK.It follows the same de i .

predecessor with original com s ~~ of Its
arrangement of lam']' PosItlOn and
Ba 1lar melodies b
ch, Beethoven, Brahms F y

Gounod Grieg H d ' ranCk,
Mo~art,' and S~hUb:~t nTh~endels~ohn,
texts are carefully d . t devotlOnal
tiful melodies of ~hap ed to the beau-
posers. ese beloved com~
Even though th b

intended for juni~r oak. was. originally
used for .choirs of treb~~o~~~~ It can be
unteer organizations deprives and vol-
and bass voices due t eeL. pI tenor
ditions. a present day Con-

The :Advance of PUblication ca .
for a slllgle copy of tho b sh pnce
postpaid. IS ook is 25 cents,

TWELVE FAMOUS SO'CS ,.
" ~l..\PIANO-This oollectton Will b<Q~

of standard Vocal favont ' ~
fourth grade ~iano versi:S~ thiru
plete unit, it will enjoy POp ~ a
simple reason that each n ularitfl~
i~ covers is a concert an~ber~,
rtte, and everywhere is kn Udfu~
melodic appeal. In SOlDe Ownf~
rangements are by the com~ t!l
selves, while in others they:e~"
work of such mUSicians as B ~
t~n, Will..tam M. Pelton, and~c
VIlle.Among the numbers Will be~'
Lak' a Rose by Nevin; The Gr~"i\'
dral by Hahn; MacFaYden'sCradleCc

Recessional by De Koven' Cesar S:

Pants Angelicus,- I Love'Life bj .
ZU,cca;, Steinel's MI/ Heart it a .
Wtll-o -tne- Wisp by Spross. H~
Speaks' In Mal/time. ' and
Orders for single copies of

FAVORITESONes ARRANGEDFQl Pm
be placed now a t the SpecIalAdr~
Publ1cation cash price of 60eeIs,
pald. n

CHORAL PRELUDES FOR THE ORC
10lluIIII ~eba.lian Bach, Compiled, 1\
and Ed1ted by Edwin ArthlU'k.l'th_~
forthcoming addition to the I;
PRESSER COLLECTIONwill mart the
pearance of a great WaTkinnewedjr
rafmen t by a distinguished organm
Bach authority.
The spirUual Qualities of thesfi

rettect the ample and rare gifts of
creator, and stand today amongthe.
musJc for; the organ. Mr. Kraft's
adaptations of them to modernin::
ments, with fingering, pedalling,
registrations newly provided, will ~i
claimed by church musicians and
devotees of the Master. The e~b"
Choral Preludes \\1111include: Lie
Jesu, wir sind Mer; AUe Menscheu.
sen sterben; Ieh rut' zu. dir Herr!
Christ,' Tn dulci iubilo; In d~ ist FTt'':''
and Herzlich thu.t mich verlange1l.
While this collection is beingpre~

orders for single copies only are
receiVed at the specJal AdvanceofP:
lication cash: prJce of 50 cents,

PEER CYNT, by EdmrJ Crier, A 5101)'
lflu,ic for Pilll10, Arranged by Ad. Hii'
The newest addition to the STOIllES
MUSICSERIESby Mrs. Richter is based·
the well-known drama by Hendrick.
PEER GVNT, with the incidentalwI'
composed by Edvard Grieg, ThisdeJt:
ful work is familiar to everyone,andl!'
Richter's ada.ptation of it is ideal:
YOWlgthird grade pianists.
This arrangement includes allthe(1'(

inal PEERGVNTmelodies: MorningMrP
Ingrid's Plaint; In the Hall of theNar.'
tain King; Solveig's Song, Ase's~I
Arabian Dance,' Anitra's Dance, andPt
Gynt's Return H07ne. The storyofe
play is presented in an attractiveIDS'
ner, and will be an inspiration w b.-I;
students and teachers. Like the forw;
STORIESWITH MUSIC this bookwill ~,i
valuable addition to the field ofinj:eTfl1'
ing recital material.
A single copy of PEERGVNTmaY ~

ordered at the special Advance ofpu.~
l1cation cash price of 30 cents, postpa:J

THE CBlLD BEETHOVEN-ChiIJhood IJf
0/ Famou, Compo.er.-by Louie ElbpG
Coit and Ruth Damplan-The announlt'
ment that THE CHILD BEETHOVEfl',\tI
fifth book in the series of CHILD~
DA;Y'SOF FAMOUSCOMPOSERS,is in ~
Pf'o~ess of PUblication will comeas 1>

great surprise to those countless teach"

THE ETUgi

andpupils who have acclaimed THEersCHILD MOZART, THE CHILD BACH, THE
QHILD HAYDN,and already have ordered
THECHILD HANDEL,which is about to ap-
ar onthe market. The book is planned

pe lt I, the same manner as 1 s compan on
~lumes, There is a delightfully told
toryof Beethoven'S boyhood, attractive
~ictures,a list of recordings of Beet-
joven's favorite works, and suggestions
forthe construction of a miniature stage.
Thefollowingnumbers appear as easy
pianosolos: Minuet in G, A Country
Dance, Theme from the Andante can
Motl)of the "Fifth Symphony," The
Metronome Theme from the "Eighth
symphony,"and a Chorale from the
"Ninthsymphony," The AUegretto from
the "Seventh Symphony" has been ar-
rangedas a duet.
This educational and inspirational
bookmaybe ordered now at the special
Advanceof Publication cash price of 20
cents,postpaid.

ORGAN TRANSCRIPTIONS OF FAVORITE
HYMNS by Clarence Kohhnanl1-Knowing
that hymns as ordinarily found in hymn
booksand gospel song collections provide
themusicalnotation for four-part vocal
renditionand that such nota tion often
is awkwardfor keyboard rendition, Mr.
Kohlmanndecided to give pianists and
organists the benefit of his arrange-
ments. Already several albums of his
plano transcriptions have received an
enthusiastic reception since their publi-
cationand now finally comes this album
fororganists.
There will be twenty greatly loved
hymnsincluded and these transcriptions
serveto make it possible for the average
churchorganist to g,ive full and satisfy-
ing instrumental renditions. They also
maybe used for accompanying congre-
gationalor solo renditions of the hymns.
Registrations are given for pipe organ
andfor the Hammond organ .
A single copy of this album may be
orderednow at the Advance of publica-
tioncash price of 50 cents, postpaid, with
delivery to be made when it appears
frompress.

SIX MELODIOUS OCTAVE STUDIES, For
the Piano,by Orville A. Lindquist-Even
advancingstudents of more mature years
welcome technical studies attractively
presented.The author of this work rec-
ognizesthis, and in his preparation of a
half-dozenvarieties of octave studies has
g,iventhem appropriate titles and has
createdcompositions of musical interest,
too,
The study of repeated octaves in six-

teenth notes he calls The Xylophone
Player.Chromatic octave work for both
hands is entitled Mirth. The Spinner
illustrates tremolo octaves; The Chase,
interlocking octaves; solitude is the title
of a study in melodic octave passages
for the right hand; and the final com-
position, Victory, demonstrates "forte"
octaveplaying with both hands togeth.er.
This promises to be a notable addition

to the popular MUSIC MASTERSERIESof
piano study material, and in advance of
publication teachers are given an oppor-
tunity to secure a first-off-the-press 'copy
at the special introductory price of' 25
cents, postpaid.

TWENTYPIANO DUET TRANSCRIPTIONS
OF FAVORITE HYMNS by CIaJ:'ence Kohl·
mann-Mr. Kohlmann's adeptness in
making piano arrangements of hymns
is Wellknown. This four-hand collection
of favorite hymns is an outgrowth of Mr.
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Kohlmann's success in CONCERTTRAN-
SCRIPTIONSOFFAVORITEHYMNS and MORE
CONCERT TRANSCRIPTIONSOF FAVORITE
HYMNS.but it does not duplicate the con-
tents of the previous books. The arrange ...
ments will serve as duets for recreational
playing, as instrumental music in church
and as accompaniments to hymns sung
as solos or as congregational numbers
since many of the original keys have
been retained.
The volume includes: Rock of Ages; ,

When Morning Gilds the Skies; 0 Per-
teet Love; Nearer, My God, to Thee;
Work, tor the Night is Coming; In the
Cross ot Christ I Glory, and fourteen
other arrangements, none of which goes
beyond a medt urn grade of difficulty.
For the special Advance of Publication

cash price of 60 cents, postpaid, it is pos-
sible to reserve your copy now for prompt
delivery upon publication.

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, 1946

ADVANCE OF PUBLICATION OFFERS
WITHDRAWN-That teachers and stu-
dents ever are seeking new materials well
has been evidenced by the advance of
publication sale of the two books sched-
uled for delivery during. the current
month, The piano .book should attract
both teachers and advancing adult stu-
dents, but the vocal book is exclusively a
teacher's item. For both there has been
a surprisingly large demand. According
to the time-honored policy of the Pub-
lishers, the special Advance of Publica-
tion price, previously quoted on these
books, is noW withdrawn, and copies will
be obtainable from your local music
dealer, or, if desired, may be obtained for
examination from the publishers.

Piano Piecesfor Pleasure, Compiled and
Arranged by John M. Williams is a con-
tribution by this noted authority designed
for recreation at the keyboard. It will
appeal especially to the piano student of
more mature years now able to play third
grade pieces. Those familiar with Mr.
Williams' facile arrangements can pic-
ture the enjoyment such students will
obtain from carefully fingered and ed-
ited melodies such as Morrison's famil-
iar Meditation, schwnann's Traumerei,
Schubert's Rosamunde Air, Chopin's Fan~
tasie Impromptu and other melodic gems
of piano literature. Price, -$1.00.

Read This and Sing! _(Teacher's Man-
ual) by Clyde R. Deng,ler, Mus. Doc. long
has been awaited by many who have
become acqHainted with the STUDENT'S
BOOK. (50c) already adopted by leading
teachers and educational institutions for
use in their. sing,ing classes. Choirmas-
ters, and private teachers, too, have
found Dr. Dengler's material most help-
ful. In this TEACHER'SMANUALhe has ex~
panded the work presented in the STU-
DENT'SBOOK,giving detailed explanations
most helpful to the teacher. It is a ver-
itable treasury of information on the
vocal art. price, $1.50.

For further infonnatiolt address

ARTHUR H, LARSON, Secretary-Registrar

Eastman School of Music

Rochester, New York

MILLIKIN CONSERVATORY OF MUSIC
DECATUR. ILLINOISBALDWIN·WALLACE

CONSERVATORY OF MUSIC
BEREA,OHIO(suburbofCleveland)

AmUaledwitha firstclan LiberalArts College.Fourandfiveyearcoursesleadingtooegrees.Faculty
of ArtistTeachers.Sendforcatalogueor informa-
tionto:
ALBERTRIEMENSCHNEIDER,Dean.Berea.Ohio

Offen thoro training inmu.io.:. Course. leading to
Bachelor of Mu.io.:Degree. Diploma and Certifi·
o.:atein piano, Voice, Violin, Orsan. Public School
Music Methods and Music Kindergarten Methods

Bulld,'n sent free upon requesl

W. ST. CLARE, MINTURN, "Director

Saint Mary - of- the -Woods
COLLEGE

Conservatoryof Music for rirls. AppliedMusic,Theory,PublieSchoolMusic,leadingto B.A.andB.S.Witha majorinMusicEducation.Piano,voiee,organ,hll.l"p,nolin,otherinstruments;composition,harmony.Beautiful,well-equippedbuildings,Bpa-
C10llil campus.Allsports.EarlYregIstrationadvised.Catalogue.Be. 15. SainI M"'J,"t·l~a,W.. d•• Indilnl.

BOSTON UNIVERSITY
(bt'/eqe o/.HuJk

RiVERO RIVE SCHOOL OF MUSIC & ARTS
84 RIVERSIDE DRIVE
NEW YORK CITY

FREDERICK G. KOEHLERs Director
Dormitories

Catalogue on request Special Summer Session

Offeringcompletecoursesin Piano, Voice,Organ,
ViolinCello,Brass,Woodwinds,andPercussionInstru~ments, PublicSchoolMusic,CompositIOn,ChurehMusic,MUS1Co.lOgy.Chorus,GleeClub.Orchestra,Band.
Facultyinclud-esmembersof-BostonSymphony.Bache-
lorsandMastersDegreesinallmusicalsubjects.Dorms,
Catalog.COLLEGEOFMUSIC,73BlagdenSt.,Boston.

r;=-========JUILLIARD SCHOOLOFMUSIC========';I

Room 1225 New York 27, N. Y.

ERNEST HUTCHESON, President

JUILLIARD SUMMER SCHOOL
GEORGE A. WEDGE, Director

July 2 to August 10, 1945Cash for Bock Copies of Etude
So great is the demand for back issues af
THE ETUDE. many of which are out of stock.
as a result of the government's paper curtail-
ment program, that the publishers wi!l pay
5¢ a copy for every 20 complete. caples re·
turned in good condition. Only Issues from
1940 to' date will be accepted. ,
Ship by parcel post carefully wrapped and
addressed to

The Etude Music Magazine
1712 Chestnut st. Philadelphia 1;-Po.

Mailing charge~ will be added to the amounf re-
. mitted to you for the copie~. Print your nome and
addre.~ clearly on the out.ide of the bundle.

.Instruction in all branches of music and music education

Professional Courses
Music in Industry. Opera School. Chui'ch Music. Radio Technique.

Operetta Production. Stock Arranging. !
Catalogue on request

$"; W

120 Claremont Avenue
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In J944 Six 'HundredProminent Teachers and Pianists
attended 'Courses with

• EASTMAN SCHOOL OF MUSIC

(Continued from Page 233)

Applying Principles of
Painting to Music

8RIA
C:I()I GUY MAIER

Schedule for 1945
• JULLIARD SCHOOL OF MUSIC July 30th-Aug. 10th

130 Claremont Ave., New York City
July 23rd-27th
Rochester, N. Y.
July 16th-20th
410 S. Michigan" Avenue, Chlcoqo, Ill.
July 9th-13th
LaSalle at Twelfth St., Minneapolis, Minn.
June 29th.July 6th
Manager, Helen Knox Spain, Hotel Atlantan
October and November
Repertoir Classes' at 503 Alta Avenue Sanla
Monica '

, ,

opposite direction toward .the two dis-
ciples at the right end of the table but
both his hands are pointed back toward
the Master.
A composer also writes lines leading to

the principal theme. These lines are built
into the harmonic structure by the com-
poser, but the interpreter must learn to
recognize them and bring them out by
such devices as crescendo. diminuendo.
accelerando or ritardando.
In the Adagio (Largo from the String

Quartet in G Minor) by Joseph Haydn.
we have examples of musical lines that
direct the attention of the hearer to the
ma~n theme. Measure 14 contains a run
W~Ch ascends for almost two octaves
until it leads into the modified restate-
me~t of the first phrase of the piece.
ThIS strong tonal line, increasing in Vol.
ume as it does from pianissimo to forte
makes .the entrance of the theme an oc-
tave higher more dramatic. Measure 51
has a modified version of the same run
In both cases the composer introduced
the run with a purpose. It should, there_

MARGARET HENKE fore, be played with far more significance
Voice Physiologist than ~ run which is merely an unessen-

Teocher~f the "Bel.CantoArt of Singing" tial bit of ornamentation. In Measures
Begll'!nersand odvoncedstudents 35 37 Hayd b 'ld b?ver.stralned, defedive voices adjusted - n ill s oth melodic and

610RIversideDrive-NewYork-Edgecombe4-2388 harmonic lines which lead to another
statement of the first theme in Meas-

EDITH SYRFNE LISTER ure 38, When tonal lines such as these
AUTHENTICVOICEPRODUCTION a.re well drawn, the main theme stands
0405CarnegieHall, NewYork City t 1

~ollaboratorandAssociateTeacnerwiththe lateW au .mor~ c early and forcefully.
orrenShow and Endorsedby Dr.FloyoS.Muckey HIgh lIghts help to bring out the sub-
T;t'·~n6Sday:Troup MusicStudio,lancaster Pa ject. The eye always turns to the lightest
urs oy: 30'1 PresserBldg., Philadelphia:P~. spot on the picture. In The Last Supper

EDNA GUNNAR PETERSON (FRANK) (ERNESTO) Itlhelarge open Window frames and high
Concert Pianist-Artist Teacher LA FORGE-BERUM·EN STUDIOS ~hts the head of Christ. Likewise, the

229 So.Harvard Blvd. los Angeles C I"f _. Vojce-Pja~~ - chmax .of a musical composition can be

___ ,'A;-:;:;;;-;~FE=,~2~';'~'-;-;:-c:-::c=:::-_'_o_,',II Am~ngthosewhohave studiedwith Mr l F high lIghted by the USe of accents
LAZA ~~r!'MAndeMfson,lowrenceTibbett,Rich"ardr8;0~~~:crescendo or brilliant touch, •

R S. SAMOILOFF m" ohe,o"" '
v, I h 1100PorkAve.,Corner89thSt.,N.wYo,k Let us see how Rubinstel'n does it in
OIC~ aoe er of famous singfifS T I At C I

F=rC!ITl rudimentsto professionalen e. water9-7470 ava ry Trot, adapted by Henry S. Saw-
Beginnersaccepted. Special teach;r~~emenh RICHARD McCLANAHAN yer. In Measures 29-32 we have a fo
WDr..Somoiloffwillteachall SUmmerat hi, 'SOt'~d'~,es measure ur
nte for catalog-Specialrates for the dur~ti~~: P' RepresentativeTOBIASMATTHAY d· . crescehdo, the interval of a sec-
610So. Von NessAve.,los Angeles,Cal. r!Vatelessons,class lessonsin Fundamentals on In the dominant seventh chord re-

ecture,demonstrationsfor teachers peated for two measures in th
ELIZABETH SIMP 801Steinwayaldg., NewYorkCity r 't e upperSON egIs ~r ~f the piano, and an accented

Author of "Basic Pianoforte Technique" ANTHONY SINIGALlIANO mel.odlc hne in the left hand. All these
Teacher of Teachers Coach of Y INSTRUC deVICes of the compose thrpupilsPr~poredf?r ConcertWork ClungArtists. TOR r l' , ow. a bright
'M'hTe'dhnlque.. Planistic Interpret'atio~ss~ourses, ART OF VIOLINPLAYING 19~t Upon the return of the first then1e
et 0 s for PlanoTeachers. ,orma . ~hamber MusicTraining WhICh follows· immediately,

609SutterSt., SonFrancisco; Preporotlonfor Concertsand Recitals An artist must be careful that hI'S l'C-
2833WebsterSt B k I 182North 19thSt East Oran t P -" er e ey, Cel. NewYorkand"vicinityb ge.. New Jersey ure as. a Whole has variety in unit C

D.R.FRANCIS L YORK y apPointment. trasts. In cc;>loring and in the typeYo'f °onb=
AdvancePlOnoInterpretation d h EDWARD E TREUM jects I I d -requiredfor the degreesof Mal'!BtehTheorywork • ANN t nc U ,ed are necessary, and yet all
Mas.SpecialChopininterpret~?fonac '. and Mus. R Conce:rt Pianist-Artist-Teacher . mus c,ontnbute to the portrayal of a

DETROITCODNSfE~tVAMT9RYOF MUSIC a;~o,~~e~n~~~mboY~~m,n YonSauer,MoritLMos2kowski single Impression. In The Last S
-"ii::::~,,::-::;:-,,;;;,;,o;'~,'::":h~,-------11 '''' Leonardo D V' . ' . upperp i~~.dC~!~~bnu~g~~43~711.Suite837.,57thSt. ~t 7th Ave. .. a mCI gams variety by th

RIVATETEACHERS (New York City) SummerMaster Class-June t S ·NewYorkCity many different Positions of the disciPles
e

o ept.. Apply now, But the long line of the table' bind'
HELENANDERSON GION ANNA VIOLA ':~::, ~ll together and gives unity 0;

Concert Pianist Teacher of Singing-"Bel Co- t ." A '
Interesting course-piano h Europeantroiningond ex' b n 0 composer also plans for variet '

M • armony Concertand Radio S P~'1~n,cea. road in Opera lUlity He stat th Y 1I1
any SuccessfulPupjls placement.Write f~r ;:~d',.',O,.~I:,lI1gIn Correct-voict f . . es e same theme in d'f16&W 72ndSt NYC y u" erent VOlces, ,or Wl'th dl'jf t I -_

__'---'=~~"~~'~'~'~~~~~T~'~I.:c..:S'.'~4':"'~3~";II~~".:~",,-~~Ph~0~'~'~';T;,a~f:o;'9~0~'~7~'8~2~30;~~::,,-.,:;~pa' t eren accomMA 8 West86thStreet N -. City mmen . The performer must also e -
RIA CARRERAS ewYork undeal'tvorto g.ain interpretative· variety ~n-
Renowned Pianist CRYSTAL WATERS y. He WIll play the same th '"INTERPRETATIYEAUTHORITY" diller t t erne w1th

N Y H Teacher of Voice alwayesnth OUC? or tonal coloring. But
Taacher :.f Successful C:n~ertjsi~;O!~i~j:i~~; Radio, Screen, Concert . se,rved T~e UnIty of mood must be pre-
169E.78thSC,"NPtstalent.ed students. . A" E,S4thSf Opera, Pedagogy . player should a k h., ewYorkCity' questions like these' Am r ~ . imself

~

, Tel.Bu8-0311 . Tel.Va.5-1362 NewYo~kCity h . pamtmg an

O
rh:~~h to~ gaudily to harmonize witb

ers. Am I 'making any measures
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• SHERWOODMUSIC SCHOOL

• MacPHAILCOllEGE OF MUSIC

• ATLANTA. GEORGIA

• LOS ANGELES

WHERE SHALL I GO TO STUDY?

PRIVATE TEACHERS PRIVATE TEACHERS (New Yo" City)[Western)

H. FREDERICKDAVIS CHARLES LAGOURGUE STUDIOS
Teacher o~~any Successful Singers ,VOICEPRODUCTION-SINGING-

~II~ronchesof SingingTought.BeginnersAccepted COMPLETEMUSICALEDUCATION
tudlo:606TempletonBldg..... ,Salt LokeCity,Utah Mr. la-gourguewill resumehis SummerClasses in

. Phone3-031~(or4-5746)-forappointment CAJ:lNES,f,?mousresort of the FRENCHRIVIERA
____ ~_w--.:,,~t,~f~o:,~F:,,:,:.'::C~',~,~"'~O~,-----IIFormformatlOnondregistrationapplyto N. Y. Studios

, 35West57thSt., NewYorkCity
HAROLD HURLBUT

· Paris-NewYork-Hollywood
Y?lceConsultant Developerof Singers

Nac!meConner(MetropolitanOpero) HenrvCord
(~hlcago Opera}-"VOICEFUNDAMENTALS"(/
dFlscher& Br?,),N.,Y. Pub.) endorsedby W. J. Hen:er50n,Galll-L.UrCIetc
2150BeochwoodDr'ive. HoIly~ood28.Colif.

LUCIA O'BRIEN lIVERETTE
VOICE

Graduate of Somoiloff'sTeacher'sCourse
Reasonableterms,

PhoneNO2·1030EX1141
616N. NormandieAve. Los An'geles,Calif.

so subdued that they destro
ness of impression? y the '. . N'~ "QUI REGIS ISRAEL, IN-

A painter ~ies to make thew COU~~RIJhi~hwas presented for the
, ~olor~ used In the two halves ~( TEND~, ~ 1705received its first Amer-

ure orm a pleasing balance,~ firstnmeormanc~ when it was given on
anclng may be done subtly but jean perf by the Bach Circle of New
t~e~~ss the painter plans that oneI MarChT~: long delay in having the work
o. IS can~as will hold its own . york,. this country is said to be due
the other SIde. In The Last SUPllfaga reard~ ct that parts were not available
nardo Da Vinci has placed six .t~ 0 th~rf~rmance,since the first modern
at one end of the table andsix rO~t.P forvoiceswas not published until
other. He has put the center at edi jon
in the center of the canvaso~the1933, .
,,~a~.that the windows, the nlD

~
dIVISIons in the architectur I~
the ceiling, and the drape~iesdesJgn
mathematically the same Onbot&!e.,
of the picture. h
A musician must also balanceth

of a cornposttton. It the piecebee
say, In two-part form, the In~~
should have one part tonally ,~
tionate to the other. If the sel~~]rl
in tru:ee-part form, the playertill~
to. gam balance between the fusi
third parts. He will be carefulthat,
second part does not over-shadow'"
first theme and its restatementIn'
closlng section. For example,inC~rll
T'.rot by Rubinstein, previouslym:
tioned, the second part is lOuder"
the first part. Now the loudm~
and the sloreato octaves arc notsoi:
portant in themselves. Their chiefyt
as has already been noted is to
light the re-entry of the fir'stthew
is easy for the shallow performerro'
come so absorbed in playing theI
passages that he loses all sense ofrn
ti ve values. Only by careful an
deep reflection Bnd practice cana~"
give to his music that beautiful~
metry which is so necessary to _
mate art.

EUGENE
GOOSSENS

THE :MUSICEDUCAT?RS NA!IONAL
CONFERENCE,in compliance WIth the

nt requestof the Office of Defense
r~:nsportation,has cancelled" the six
divisionconferen~es whiC~ had been
cheduledin various sections of the
~ountrYthis spring, In their place a ser-
, of War Emergency councils were
le:ld during March and April, at whi?h
many imPortant problems were dIS-
cussed,

THE CINCINNATI
SYMPHONYORCHES-
TRA, EugeneGoossens,
conductor,at its con-
certson March 23 and
24, gave the first per-
formanceof an unusual
work;this being a set of
variationson a theme
suppliedby Mr, Goos-
sensto ten well-known
American composers: Ernest Bloch,
AaronCopland, Paul Creston, Anis Fu-
leihan Howard Hanson, Roy Harris,
walte; Piston, Bernard Rogers, William
Schuman, and Deems Taylor. Mr. Goos-
sens,in supplying the theme, had also
givensuggestionsas to key relationships
andothernecessary details, so that when
thedifferentvariations were assembled,
theywouldform a homogeneous unit.

Great Conductors on Inl

Airways

ROBERTDOELLNER'SQuartet No.1,
winnerof the thousand dollar RCA prize
forthe best string quartet by an Ameri-
can composer,received its first New York
performancewhen it was played on
March19at a concert by the Chamber
MusicGuild. Also on the program was
the String Quartet No.2, by Comarg.o
Guarnieri,which won a similar prize for
thebestwork from Latin America.

(Continued from Page 190)

American city of st. Louis~the progra:
of April 12 to the Brazilian citiesofHi:
and San Paulo. Baia. we are told,eVllif.
the colonial past of Brazil, anQ~nPalli:
has long been a notable cent-eroJ Ill..
sical activity,. The program of .April!
turns to ow' own city of Rochester,I1f';
of the famous Eastman SchoolofM~
. and of many great American Festiri:
of Music. The program of April26t~
the limelight on Philadelphia-The Mo!'
ern Period. What an amazing historj't

. music Philadelphia brings us; It is ~
well worth hearing about.
It is of interest to know that theCfi

American School of the Air markedt
Fifteenth Anniversary in FebruarY.1~
day, it serves 177,000 classrooms,foUl"
hundred Service Hospitals, countlessoL
Outposts, and a world-wide audielW
which probably could not be reckon~
The American School of the Air,reganJ6
by many as the most ambitiousn~:
commerCial radio project in the field~_
public service, has been widely praisf>
by leading educators through the ye¢
We are fortunate in these times to~(I
p.rograms like this to advance the appI~
cI.atio~ of Youth to musical, scieJJtiD·
~l1stoncal and other valued subjects,D1'
mg. April, which is the last montha
these programs, there are five broadCast:

DR.JAYWHARTONFAY,Associate Pro-
fessorof Music at New Jersey College
for Women,died on March 1, at New
BrunswiCk,New Jersey. Dr. Fay had
been connected with the New Jersey
Collegefor Women since .1933; prior to
that he was head of the Instrumental
Department of the Rochester Public
Schools,and a member of the faculty of
the Eastman School of Music. He was
the author of several books' on music as
wellas works for band and orchestra.
Dr. Fay had served also as director of
music in the Plainfield, New Jersey
schools,head of the band school of the
Ithaca,NewYork College of Music, and
conductorof the New Brunswick (New
Jersey) Little symphony Orchestra.

PARTICIPANTSin last summer's ex-
perimental "Sing Weeks," instituted by
the Trapp Family at their music camp
in Stowe, Vermont, have banded to-
gether to organize a year-round pro-
gram of choral singing in four leading
cities; New York, Boston, Washington,
and Rochester. These groups have
adopted the name of the "Stowe Sing-
ers," and have been meeting together
once a month to _review the repertoire
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of great church and folk music to which
they were introduced last summer by
the Trapp Family. They plan to attend
the "Sing, Week" at the Trapp Family
Music Camp this summer, which opens
on June 25.

A NEW VIOLIN CONCERTO by Harl
McDonald, Manager of The Philadelphia
Orchestra, was given its world premiere
by that organization on Friday after-
noon, March 16, and repeated at the con-
cert of Saturday evening, March 17. The
concertmaster of the orchestra, Alexan-
der Hilsberg, was the soloist. with Eu-
gene Ormandy conducting. The new
work had a most enthusiastic reception,
both the soloist and the composer being
recalled many times.

CHARLES GUY HOOVER. founder and
president of the Educational Music
Bureau, widely known in the School
Music field, died on March 5 in Chicago.
He was founder and editor of the Edu-·
cational Music Magazine, and in 1940-41
was president of· the National Associa-
tion of Sheet Music Dealers.

GIOVANNI B. FONTAN~{, composer,
teacher and organist for the past forty-
one yea'rs of the Roman Catholic Church
of Our Lady of pompeii, in New York
City, died on March 9 .at the age ?f
seventy-two. Mr. Fontana was born m
Italy and, before coming to the united
states he had been director of the Po.n-
chielli Institute of Music at Cremona.,
Italy,

·COLUMBIAUNIVER-
SITY will be the scene
on May 12-14 of the first
annual festival of con-
temporary American
music sponsored by the
Alice M. Ditson Fund.
The purpose of the fes-
tival is to give encour- NORMAND

agement to the develop- LOCKWOOD

ment of American com-
position .by the performance each ~ear
of a representative group of senous
works from present day composers, In-
cluded in the first of these annual events
are Howard Hanson's Fourth symphony,
and the new American chamber opera,
"The Scarecrow," by Normand Lock-
wood which had been commissioned py
the Ditson Fund.

HERE, THERE, AND

IN THE

ARECENTCHILDREN'SCONCERTof The
Philadelphia Orchestra included on the
program the first presentation in Phila-
delphia or «Jack and the Beanstalk," bj
Reuven Kosakoff, young Connecticut
composer, with Robert Grooters as nar-
rator.

SERGE PROKOFIEFF'S Eighth Piano
Sonata was performed on March 20,
for the first time in this country, when
it was played by Vladimir Horowitz at
a reception given by the Soviet Con-
sulate General in New York. This was
at the personal invitation of the com-
poser.

ARVED KURTZ,musicologist and violin-
ist and a brother of Efrem Kurtz, musi-
cai director of the Kansas City Sym-
phony Orchestra, has been appointed
director of the New York College of
Music, to succeed the late Carl Hein.

=== Competitionj ===

THE EDGAR M, LEVENTRITT
FOUNDATION, INC., has announced the
sixth annual competition for young musi-
cians, This year's contest is open to pian-
ists and violinists between the ages of
seventeen and twenty-five who are resi-
dents of the United States, and the Award
is an appearance with the New York
Philharmonic-Symphony Orchestra. Ap-
plications must be submitted by June 15,
and full information may be secured by
addressing the Foundation at 30 Broad
Street, New York City.

A FIRST PRIZE of $25,000. is the
award in a composition contest sponsored
by Henry H. Reichhold, industrialist and
president of the Detroit Symphony Or-
chestra. Composers of the twenty-one
Pan-American republics are invited to
submit manuscripts. A second and third
prize ef $5,000. arid $2,500. re"pec~iv~ly,
are included in the awards. The Wllllllng
compositions will he played by the
Detroit Symphony in the Pan-American
Arts Building in Washington,

AN AWARD OF $1,000 to encourage
"the writing of American operas in gen-
eral and of short operas in particular," is
ann~unced by the AliceM, Ditson Fund
of Columbia University and the Metro-
politan Opera Association.The opera must
be not over seventy-fiveminutes in length
and by a native or naturalized American
citizen. The dosing date is. September 1,
1945and full details may.be secured from
Eric T. Clarke, Metropolitan Opera Asso-
ciation, Inc." New York, 18, New York.
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EVERYWHERE

MUSICAL WORLD

ARTURRODZINSKIhas been reengaged
for his third successive season as musi-
cal director and permanent conductor of
the New York Philharmonic Symphony
Society, There will also be three guest
conductors for the season: 'grurro Wal-
ter, who will conduct four weeks; George
szell, who will take over for three weeks;
and Igor Stravinsky, one week.

NICHOLAS JOHNSTON, photographer,
of San Francisco, is the organizer of a
new orchestra in that city, to be known
as the People's Symphony of San Fran-
cisco. Mr. Johnston believes that there
is need for a popular priced symphony
and to that end has engaged Sir Thomas
Beecham to conduct the first fifty-cent
priced concert, to be given in May.

THE PHILADELPHIA
CHAMBERSTRING SIJ.\I-
FONIETIA conducted by
Fabien Sevitzky marked
.its twentieth anniver-
sary on April 15, with
a concert given in the
Bellevue-Stratford Ho-
tel, Philadelphia. Abram
Chasins, pianist, was
the soloist, playing a
Concerto in A major for piano, by Mo-
zart. Among the numbers performed by
the Simfonietta were Arthur Foote's
"Aria and Fugue" and Ernest Bloch's
Concerto Grosse. The Simfonietta was
founded by Dr. Sevitzky in 1925, and it
has given premiere performances of
many important American works. Dr.
Sevitzky is also the conductor of the
Indianapolis Symphony Orchestra.

DR. FABII:N
SI'VITZKY

THE ESSEX COUNTY (NEW JERSEY)
SYMPHONYSOCIETY, Mrs. Parker O.
Griffith, president, will hold its annual
spring Opera Festival beginning May 10,
in Newark, New Jersey. Operas to be
performed are "Carmen," "The Barber
of Seville," "Martha" (in English), "La:
Traviata." and "Madama -Butterfly."

THE FONTAINEBLEAUALUMNIASSO-
CIATIONin America, in appreciation of
the magnificent gesture of the French
people in establishing, after the previous
war, a school for American students of
music and art in the splendid Palace of
Franc;ois I at Fontainebleau, have sent
an appeal through Dr. Walter Damrosch
for the relief of the good people of Fon-
tainebleau who are now suffering from
the results of World War II. Contribu-
tions may be sent to Charles DUBose,
Treasurer, Room 214, 51East 42nd Street.
New York 17, New York.
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