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Editorial

'OJ) Want to Be the·eleader 0/ the Band "

THOUSANDS of men
and women, if they set
downtheir "true confes-

sions,"would laughingly re-
veal that in their childhood
daysthe ambition deep in their
heartswas to be "the leader of
theband."Perhaps this is only
a musicalmanifestation of the
humaninstinct for leadership,
orofthe juvenile aspiration to
become a policeman, a locomo-
tive engineer, a magician, a
fireman,or a kind of Super-
man. Few of us escape this
primitiveimpulse toward ex-
hibitionism,which even with
theaborigines expresses itself
in war paint.
Life goes on, and through

themystery of Destiny we all
fallintoour places, not always
becauseof our just desserts,
ourtalents, and our labors, or
hecauseof the lack of them.
Eventually,somehow, we play
ourassigned roles in the great scheme of things. Musically speak-
ingwemay perhaps find ourselves sitting in the last chair in the
violiusection, working in vain to move up to the shadow of the
conductor'sbaton. Or we may, as did Eugene Ormandy in such
a positionin the orchestra of Broadway's moving picture palace,
"TheCapitol," attract the attention of such a conductor as Erno
Rapeeand find ourselves moved up almost overnight to the posi-
tion of concert master and then assistant conductor, leading to
the channels which, through years of hard work, have brought
himto his present high position envied by most of the world's
conductors.All this means that if you have not already won your
wayto the podium, you at least know that if you have the gifts
andare willing to work and to navigate the seas of Destiny intel-
ligently,you may some day be "the leader of the band."
It is, however, the "If" which makes the game interesting.

AmusicalKipling could write another "If," appraising the ob-
staclesin the way of the conductor. Here are some of the things
youmust expect to acquire:
1. A knowledge of the principles of culture, philosophy, world
history, and the needs and desires of man.

2. An untiring physical constitution.
3. Masterly musicianship.
4. An efficient baton technic.
5. A familiarity with the scope of the instruments.
6. The political foresight of a Metternich, a Jefferson, a Church-
ill, and an Al Smith .

7. A sense of divining the public taste in finding out what it
wants, as well as discerning what it should have in order to
develop an intelligent, constructive interest in the progress
of the art.

8. A gift for publicity, as flamboyant as Barnum, Goebbels,

Aimee Semple McPherson,
or Walter Winchell, al-
though the public must lay
the blame for this bally-
hoo upon the press agent
whom the conductor, of
course, continually strives
to suppress.

9. A discipline as severe as a
Clausewitz but tempered
with sentimental kind-
nesses which will make
the players adore the con-
ductor. Each cutting re-
mark or each slap in the
face must be condoned
later by a present of a box
of cigars or a pair of gold
cuff links.

10. A personal appearance as
alluring as Apollo or as
grotesque as Lon Chaney.

These are a few of the more
conspicuous factors which the
gentlemen you admire on the
podium seek to possess. Many

of them may be missing, and the conductors may still gain a
reputation. In fact, one can conduct without knowing very much
of music.
Some years ago we dined with Mr. S. L. Rothafel (Roxy) in

his apartment atop the Roxy Theater in New York. Other guests
were Amelita Galli-Curci, her Welsh-American husband and bril-
liant accompanist, Homer Samuels, and Estelle Liebling. Roxy
announced that he was going to conduct the theater's symphony
orchestra in Grieg's "Peer Gynt" suite. Through a secret aperture
atop the moving picture cathedral we looked far down to the
stage and saw this ex-Marine and cinema wizard wield the baton
with the apparent musical grasp and authority of a veteran. The
only discrepancy was that Roxy could not read a note. His entire
musical knowledge came from what he had learned by ear and
by observing conductors.
Another instance of an ambitious soul, with no notable musical

qualifications, posing as a great conductor, was that of John S.
Duss. With a large fortune derived from the fact that he was the
last surviving leaf of a curious colony of celibates at Harmony
(Old Economy), Pennsylvania he went to New York, after some
experience as a band conductor, leased the old Madison Square
Garden, transformed it into a canvas and paint reproduction of
Venice, with real .canals, gondolas, and so forth, hired the Metro-
politan Opera House Orchestra, Mme.Lillian Nordica and Edouard
de Reszke, and launched a series of summer concerts with him-
self as conductor. Even the New York critics praised some of his
concerts, which programmed many of the greatest orchestral
classics. How did he "get away with it?" Nahan Franko (uncle
of Edwin Franko Goldman), able concertmaster of the Metro-
politan Opera House Orchestra, told us that he instructed all of
the players to pay attention only to his (Franko's) violin bow.

(Continued on Page 128)

. A MASTER AT WORK-IS THAT c# OR D#?
Eugene Ormandy. noted conductor of the Philadelphia Orcheslra. examines a score
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WE ALL KNOW that ~ composition consists
of a number of musical sentences called
"phrases." Few realize, however, what a

vast amount of human experience and adventure
goes into the making of any single work.
When the original man, Pithecanthropus Erectus,

(Yes, you are descended from one of these) ~rst
stood UP.he had to keep his balance. It took t~e
to learn to do this without hanging onto somethmg.
He then had to learn to walk, which is to main-
tain balance while' in motion. Every baby has to
learn to do this and We all remember the falls,
cuts and bruises' accompanying the process.
Music is said to consist of melody, rhythm and

harmony. Harmony. however, was a late-comer and
peculiar to Europe, or nations of European origin.
Melody and rhythm are universal. They are In-
separable. yet each has its own function. Curiously
enough, people all over the world differ enormously
in their ideas of melody, but the basic rhythms are
common to us all. This is because the basic metrical
rhythms are derived from physical acts common
to US all: marching, dancing, rowing a boat or
rocking a cradle.
In music, we use the word "rhythm" quite loosely.

it need not be metrical, or measured in "beats."
The original Greek meaning of the word "rhythm"
is flowing, and it applies to any motion that is
gracefully performed, or to any music that flows,
whether it has beats or not. The skylark sings rhyth-
mically, but his song has no "b~ats." It is "wing-
music" not "foot~music," and its flowing quality is
related to swoops and dives, not marching or dancing.
In bird or man, however, the first requirement of

rhythm is poise, the act of maintaining one's balance.
Few realize it, but man has in his ears two little
organs like spirit-levels which help him to maintain
his balance while standing or walking, or indeed in
performing any act other than lying down. When
these organs are disturbed or out of order, as in vertigo
or seawsickness, the power of balancing is lost or de-
ranged, though not necessarily the feeling for rhythmic
flow. According to Thayer, Beethoven could not keep
step in dancing. This may have been related to his
deafness, for in his music Beethoven's Wlderstanding
of rhythm is remarkable.
Man is a tWO-footedanimal. He has also, two arms,

two eyes, two ears, and a heart that contracts and
expands in continuous systole and diastole. A metrical
rhythm of two beats governs his music.

Metrical Beats and Measures
The simplest metrical beat is the tom~tom beat:

one-onewone-one. A man can march to that, but it
lacks accent. An alternate strong-weak, or weak-strong
beat, ONE-two, ONE-two, or tWO-ONE, tWO-ONE,
diVides it into "measures," Which the professors of
poetry more realistically call "feet."
The next simplest measure is one of three-beats.

This is related to turning around While dancing. The
drillwsergeant shows us how. Turning about requires
three motions: (1) Draw back a heel; (2) 'Swing on
the heels: (3) Heels together.
These beats may be compounded: two measures

of two-beats may become one measure of four-beats.
The more flexible three-beat measure may be com-
pounded into six, nine and twelve beats.
We may even mix the beats, as Tchaikovsky does

in the five-beat measures of the slow' movement of
his Symphonie Pathetique. In this, we have two-beats
and three-beats alternating. In addition, the beats
may be -sub~divided so that you may have _two.. three
or as many notes as you please within the measure,
You may also "dot and carry one" as in the dotted
eighth_. quarterw or half-note. '
But a measure is a measure, a unit.' 'Wtfatever-yOU-

may do inside it, the notes must "add up" to the
number of beats indicated in the time-signature.
Quite often, the beats within a measure take on a
distinctive pattern, such as the "twnwtata, twn-tata"
in Rubinstein's two beat measures of the MelOdy in F.
In that case, the tum-tata becomes a "rhythmic fig-
ure," a quarter-note followed by two eighth-notes.
Measures, like beats, go in pairs, or more rarely,

in threes. If our mens'tres Were called, feet, like the

Musil: and CuJture_

Figures
and

Phrases
t'l

Arthur S (fartett
poetic unit is, then two measures would 'make two
feet. The rhythmic figure within two measures may
be the same as in MelOdy in 1", or different, as in
the two-beat measures of Beethoven's Allegretto from
the Seventh Symphony. The first measure has a quar-
ter-note and two eighth-notes; the second measure
has two quarter-notes. The whole makes a complete
pattern: "tum tata tum tum." This is called a rhythmic
motive. Two such motives, balancing each other like
two measures, make a phrase. Using the two-beat
measme as the smallest unit, we then have the'
.formula: two beats make a measure; two measures a
motive; two motives a phrase. We may go on with it:
two phrases make a section, two sections make a
period, which is equivalent to a four-lined verse of
poetry, each line equivalent to a phrase. The same
principle applies, of course, to measures of three or
four beats, or six, nine or twelve.

Melody Makes Her Entrance
At this point-enter n:relody! Melody is hard to de-

fine precisely. One old dictionary uses a lot of words
for it, then sums up by saying that "a melody is a
SUccessful arrangement of notes." In our music, notes
are sUccesssful mostly in three ways, or some com-
bination of them: (1) When they follow in scale
sequence; (2) when they employ the separate notes
of a chord (as in the Star-Spangled Banner); when
they form little curlicues usually appearing in clusters
of eighth- or sixteenth_ notes, SUch as BODO, ODED,
and so on, though such patterns may be extended to
quarter-notes, or longer.
An extended melody is made up of "melodic" fig_

ures, "melodic motives" framed on rhythmic figures
and motives. In other words, the rhythmic figure or
motive 'is the framework of beats on Which tones of
different pitch may rest. The tones may vary in
pitch with ,each repetition of the rhythmic figure or
mptive.
The whole process may be illustrated by means of

Auld Lang Syne. This has {our beats to the measure,
beginning on a weak fourth beat, so that the accent
is four-ONE-two-three, with less accent on three
than on ONE. The rhythmic figure derived from it
is tum TUM~te tu~. Twice repeated, thi's makes a
rhythmic motive. And so:
PHRASE 1: Motive "1, Figure 1: Should Auld acqainw
~ :.,......,.~.:........,....:.-,~- .,' Figure 2: tence be forgot,

Motive 2, Figure 3: And never come
Figure 4: to mind?

PHRASE 2: Motive 3, Figure 5: We'll drink a cup
, Figure 6: 0' kindness Yet
Motive 4, Figure 7: For the sake of Auld

. Figure 8: lang syne.
_ The two p~rases ~ake a section. While tA~-rhythmic
figures remam constant, the melodic figures Ouilt on
them vary, and are nev,e1' twice the same. Another
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section follows to complete the periOd,&nd tit
condition exists. Thus the rhythmic pat...
un1 ty, and the varied melodic patterns give~
Figures 4 and 5 are short, a dottedhaU~

being used for "mind" and "syne." SUCha ~
rest at the end of a phrase is a cadence (t c~
"half-close" If It leaves us expectant in Inl:
phrases, a "full-close" if it brings the mel(kjJ\:
end on the keynote. In harmony, a runc100ek
"Amen" progression.
This brings to light another factor. Just3il<;

measures, figures and motives, must balanu,
must phrases. The effect is one of statelneni
response, or more learnedly, antecedent and ot
quent. This gives symmetry or proportionla
phrase-structures throughout the Whole .
tfon, for secttons and periods must balance
This symmetry of phrase emphasizesmore

the respective functions of rhythm and mellX!J'
rhythmic figures, motives and phrases give
to the structure, the melOCUcfigures, motil'a
phrases resting on them may vary With moo.l, f
ing, or even just for variety. The openingp~
The Star-Spangled Banner Is formed of ell::
notes; its answering phrase 15 formed ofacale.'
the rhythm holds It together. There Is Itnsloo
the melody rises; relaxation when It d~
Occasionally, we have a three-moth'e

usually balanced by phrases- ot two mott,ts'lo
usual way, tor the human mind does not adjm
self readily to motives or phrases in threes. Ali

expected example Js the tune ot America. It hu
measures, three motives each of two measures1(1
first phrase:

1. My country 'tis 01 thee,
2. Sweet land at Uberty
3. Of thee I sing.

Following this are two motives more or the
rhythmic pattern, but the tinal phrase, "Prom
motultain side, Let freedom rIng," has twomotif!!
different structure.
In music unrestricted by functional use, b

more freedom is possible. DurJng the e1g)l\ef:
century, When the minuet first crept Into the sonau
symphony, compOsers began to play tricks with
rhythms. A notable example is the 10ftnuet in
G-Minor Symphony. It is framed somew
America. The opening section has two phrases.
six measures and one of eight. The six-measure
consists of two motives each of three measures,
only two figures are used, (a) and (b):

Ex.l

Music: and ..CqJture

The "Vnthestra' -A New Musical Combination
A Conference with

. th c n
J of tw; independent conferences with theTh's IS_ e sec ,,0 I J t / W . ,

~ 'nal and sensationally successfu conauc or 0 a"ng s
oogl I . which has glown from a group of four players
Pennsra~lans. mandolin and a violin) to one of the largest
(I'/I'~ t:~~~~~isesof th~ times. The article ;5 full of pradi~al
us~ca/ - "Po~hersand leaders. In the first part Mr. Wanng
d~lCeor .. b "" b d"old why his group has always een a singing an.

Waring.
Well-Iinnwn Orchestra Leader

SECURED EXPRESSLY FOR THE ETUDE BY ANTHONY DRUMMOND

values, their sweetness, or their brilliance. Th: ~u~an
voice, the greatest of instruments, als~ h~s, dtstlnctdve
colors, and these colors vary even in individuals.

Necessily lor Tonal Balance
More than this, various compositions seem to call

for a distinctive kind of tonal balance. Here the human
;quation enters. It is by no means the ideal of ,the
fine choral leader to have a chorus composed. of :VOIces
s identical as eggs. In fact, just the OppOSIte1Sthe
~d I It 's this which gives "character" to the chorus,
~f~~~ vo~ces are uniformly of high quality. Theref,ore,
h k'llful conductor through innumerable tnals,te-si , t·· takefinds that he may have to have eel' am vOIces,
different parts. Some may even be asked t? .keep,SIlent,
or they may be placed in different positlOns m the
chorus. The deep bass voices ma~ have to stand where

their voices will not be subdued in the tonal.mass when
they are called upon to sing in the less dominant parts
of their vocal range. Indeed, this may require c0l1:sta.nt
change in the parts of the singers, phrase by phrase,
The use of the voice with varying vowels (apart

from spoken words) is not new, but it was used only
occasiona-lly because such effects require the daily
year 'round association of the orchestra and t~e
chorus. They cannot very well be employed spasmodI-
cally. Bob Shaw, the able trainer of our gl~e c,lub,
rehearses hours daily to get the right color, the r~ght
nuance the right expression, and most of ~ll, the l'lght
balanc~ for our singers. In addition to thIS, the rnat-
t:o:l'of enunciation is all-important. The s~stem w.e
have 'developed has attracted wide attentIOn. It IS
based upon-phonetic syllables (called "tone syllables")
which affect both vowels (Continued on Page 166)

HAD LONG SEEMED to me that the right com-
Tbinationof the human voices with instr~ents
had not been generally developed along arttstfc as

'ell as rational lines. Of course there have been mon':l-
nentally fine choral and orchest~al performances in
he worldfor centuries, but these, ~n many cases, have
.oenoccasionalrenditions of speCIally rehearsed o1'a-
" . givenby groups frequently composed largely of
onos, tt' wekmateursrehearsing once, or at the mos, WlCea. e ..
When a composer writes a score, he has m ~IS
aginationa sense of balance of tone c?l?r which
e employsto construct his musical compOSItIon. That
he usesan English horn for plaintive tones, or the
boefor an acid or astringent effect. The organ sug-
ests reverence' the violoncello is used for mellow

. th tr~pet is employed principally for itsnes, e . . .
imuIatingcharacter; the violins for theIr smg1l1g

a _ b· _

·i·~, LLD i
-- a b _

The consequent phrase then following h
measures. The first two of these, however, re
figures (a) and (b) one octave higher. Thus t
phrase of six measures overlaps the second
The second phrase continues for two measures
Figure (b):

Ex.2 ---rei C br 'n§!
b _'&H._-----

JI"-h: ~~'i\P L!: r Ilj ~ 9=
b b

One more phrase is still needed to balance,SS
the ending of America. Here, Mozart breaks o1f t
the established rhythm completely, giving the
emphasis by using quarter-notes only:

Ex.a

. A tricky fellow was Mozart! His melodies are
masterpieces of delicately balanced and contJ'l.¢
figures, motives and phrases, and use of the eleJl1
of surprise, as in that last phrase! WARING'S PENNSYLVANIANS
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Objectives of Scale Practice
Why Is It That the Student Who Has Had a Thorough
Training III Scales Can Be Distinguished Immediately?

b'J ci.«: 15arriJ
Newly Appointed Head of the Piano Ilepartrnent

illinnis Wesleyan University. Bloominglon, Illinois

THE TREMENDOUS INCREASE in piano study
in the 'past fifty years and the ever-widening
repertory of piano literature challenge OUr in-

telligence to make our methods of teaching Increas-
ingly efficient. While there is no easy road to success
in any art, still we are constantly eliminating the
curves in the paths to achievement and are discover-
ing more direct routes. In the process of eliminating
the curves we must, of course, be extremely careful
not to discard necessary work in our eagerness to
get rid of the unnecessary, Every artist who has gone·
through a rigorous course of training has definite
ideas as to what work contributed directly to his
progress and what work was more or less wasted effort.
The artist who has taught over a considerable period
of time discovers what are essentials and what are
non-essentials for the most rapid progress.
One of the important aspects of piano study which

has undergone a gradual change is the
practicing of scales. All artists and
teachers have recognized their .Impor.,
tance in piano study and so have been
loathe to modify their methods of learn-
ing and practicing them-hence the
slowness in the general adoption of
more efficient methods which retain the
essential values of scale study but elim-
inate non-essential elements.
Since Bach's day there have been

radical changes both in the style of
composition and in the type of individ-
uals who study piano literature seriously.
The fact that the art of improvisation
was so common in Bach's day and later
would seem to indicate that having
"an ear for music" probably meant
much more than it does today, that the
individuals so described had the gift of
positive pitch. For such persons the
value of the practice, of scales Was
chiefly technical and as they became
accomplished artists they would em-
phasize with their students the techni-
cal value of such Work.
The present-day trend for everyone to

study music, and especially piano, as
part of his general education makes it
necessary to revaluate the study of
scales as to objectives, If we are aware of the practical
objectives for the average student we can of course
teach scales more efficiently-with fewer curves in the
path to the desired goal.

Scale Practice Overrated?
In analyzing the technical value of scale practice

on t~e p,iano We find that scale technic is really a
combmatlOn of three different technics. There must
b.e correct finger action, correct sideways thumb mo-
tIOn and correct motion of the fingers and hand b~tCk
an~ forth over the thumb. Is it not obvious that it is
eaSIer and productive of better results to learn each
of these technics. separately than to attempt to learn
them all at once In scale practice and also simultane_

ously learning the notes and fingering? Technically,
the playing of scales.is like the performance of a piece
in which all the difficulties have been overcome by
separate practice of the harder places.
Beyond this point the value of scale practice has

been described frequently as making the student feel
"at home" in any key. In earlier compositions in the
style of Mozart and Haydn this had a technical mean-
ing to some extent in the sense that because the stu-
dent had learned scale .fingering he could play the
frequent scale passages more easily. However, this
value has been somewhat overrated for we find as
often as not that many of the shorter scale passages
require other fingerings because of the fingering of the
phrases from which they come or of the phrases to
which they lead. As we come to compositions of later
periods with changes from the earlier style we find, of
course, fewer and fewer scale passages. Taking piano
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literature as a whole at the present time we may say
t~at the number of measures of scale passages con-
stItutes a small fraction of one per cent of the ttl
Does not t.his .show that the technical Objectiv~ ~f
scal~ practice IS, to say the least, greatly overrated
p,roVldedof course that the stUdent, by the more effi~
Clent method of practicing separate exercises has
thoroughl! de~eloped the three elements involved_
~nger actIOn, SIdeways thumb motion and h dmg? . an cross-

" Let us c?nsider further the me~ning of the phr
at home In any key" with which w h . ase
de~cribed one of the values of scale epr:;t~c~r~~~~s;~
no mean the abilit.y to look at the k b·
see only the notes of toe scale in Which :e ~~:d p~a~~
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Ing at atly given moment-that is to . .
scale? Or, to carry it still further, to :::
scale with the mind's eye in a mental pi~
keyboard? ~

It is this effect of scale practice whichis a('I-

of greater value thlln the technical, since the.
elements of scale technic can be masteredmo~,
in separa~ exercises. This, ~esult c~n be obtained
out including the two additional difficultiesof
technic and fingering simultaneously With th!
Why is it easier for students to learn thenot-

compositions written in the scale of C than ill ~
keys? Is it not because they can easilylief the
which they are to use by thinking of thekEtI
as made of white keys only and ell.minating~"
keys from their thought? '-
The well-trained pianist who plays confi~,

any scale and modulates confidenUy fromone~
other does so because of the basic fact that~
instantly and accurately see the keyboardas.
up of only the notes or the scale Whichheh
at the, moment. Only when this can be done ea.si:)
possible for the student to put to practical usehis
in ear training and harmony, because theM..
is playing have. no meaning to his ear except!!
are related to a scale.

An Demenlary illustration
In emphasizing this point to students ther

has often used this very elementary illustration:·
the student seated so he cannot see the keyboani
note D is played and the student is askedue;
name of the note. ot course he cannot name tbt
unless he has positive pitch. TIle teacher then'
the scale of E-fiat, following it after a short?'
with the note D again. The student is nowasked-
scale tone has been played and he can usu¢
promptly "the seventh." He is then told that1M
was E-fiat and asked What the letter name
seventh note is and he says "D". The fact
ear will tell him what notes are played if
the scale, is pointed out to him. II he has

relative pitch his ear will al
him what scale tones to play
is visualizing the scale on the
he will know immediately what
strike.
He can then be shown that tones

no artistic meaning except in
relationship to a scale. In orderIL
terpret a piece artistically be
vlsualtze the scale in which he is·
ing, so that he will instantly r
the relation of the notes he is p~
to that scale. An extremely sim~
lustration of this fact may be we:
first playing the scale of C and a:
short pause playing the note B
pointing out its active quality I!
seven th note wan ttng to progJt
the eighth; then by playing the
B and after a pause striking the 1'1

again its quality of rest in that
can be shown. In other words, the
dent can gt-asp the fact that the
B by itself has no artistic m '
but as it is related to scales its me
varies; for example, in C it haS
quality of activity. While in B jl

the quality of rest.
This reason for Visualizing thes

on the keYboard is especially va/iO
students with positive pitch Who hear notes as
of varying pitch unrelated to scales. Such students.
not mterpret intelligently unless they relate theJ:-

to ~. scale and thereby hear the quali ty which'
P.osltIOnsin a scale give them. This is not onlytr,
~mgle t~nes but also of chords. To use anotherst
~llustrahon, the triad C, E, G, has a restful qU;
III the scale of C as its tonic chord but when it ap;'
as the dominant chord of the ke~ of F it has g,Il
tivating quality. '
. Since mmic consists of sow1d waves, the ear s;.-.

m all cases be the means of identification andit
pret~tion, just as light waves from a paintingr;
POSSIblethe identification of color and fann bY
eye. The identification by the (Continued on page:
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QUIZ KID
MARIAN
BROWN

Pianist. harpist.
flutist. composer
(now eleven ••
The Brown fam-
ily has a bome
orchestra, every
member taking

part.

QUIZ KID
LONNIS LUNDE

Pianist (now
eighl) and com-
poser of many
original compo·

sitions.

QUIZ KID
RICHARD
WILLIAMS

Pianist (now
fourteen). He
made the high-
est score in Indi-
ana on the Sea-
shore Music Ap-
titude Test sev-
eral years ago.

QUIZ KID
GRADUATE
CYNTHIA

CLINE

Brilliant music
stUdent (now
eiqhteen)at the
Chicago Musical

College.
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QUIZ KID
DAVID DAVIS

(Now eleven).
He has ap-
peared as a vio-
lin soloist with
the Chicago

Symphony.

Music and Culture

THE QUIZ KIDS IN ACTION
Philip Marcus on the right, and Shelley Davis are pianists. David Davis is a concert violinist.

Do Musical Talents
Have Higher Intelligence?

The Famous Iluiz Iiids Make a Remarkable Showing

b'J ;])oron J( Antrim

The Joe Kelly "Quiz Kids" have started on emoting interf;st in
o procession 01 children whose "], Q." tests have been an inces-
sant source of surprise to the public. The fact that many of
these children stand excepfionalfv high in music is signifieont.

IsTHERE ANY relationship between music talent
and general intelligence? In other words, if a per-
son has a high degree of music talent, is he likely

to have superior general intelligence? For years it
seemed to the writer that the two were somehow inter-
related. It was reasoned that anyone who learns to
play the piano or other instrument well, must first be
able to concentrate, to coordinate quickly eye, ear,
brain and muscle, to possess a memory; in fact, to
have a combination of faculties demanded of few other
activities. To possess these faculties would seem to re-
quire a higher I.Q. However, this was just an assump-
tion; we had no facts to back it up. Recently we came
upon a body of evidence t~at goes ~ long way to pr?ve
the point; namely, that high mUSICtalent and high
LQ. are blood relations. This should be of special sig-
nificance to readers of THE ETUDE.

The first finding comes from the high School of
Music and Art in New York City. One of the unique
institutions of its kind in this country, the most tal-
ented music and art students from all the high schools
of greater New York are selected for attendance here.
They specialize in music or art and continue their
regular academic high school work. l.t has be~njound
that the 1.Q. for music stUdents at thzs school tSeleven
per cent higher than the general level for students in
other New York high schools.
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Even more striking testimony is offered at Magdalen
College, Oxford University, England. Ten percent of
the students study music here, yet this relatively small
percentage of the student body wins seventy-five per
cent of the prizes and scholarships while the remain-
ing ninety per cent of non-music students take only
twenty-five per cent of the honors. And this is not
merely for a short time but for a period covering
thirty years.

With the Pr....School Children
Further evidence is to be found among pre-school

children. For some twelve years Alexander Blackman
of New York has conducted a "tot's" orchestra which
has appeared on the air and in movie shorts. It is com-
posed of youngsters from two to six.Many psychologists
consider these years of utmost importance in setting
a child's course in life, molding his character, cor-
recting mental deficiencies. After six, they claim, the
child is not so pliable mentally, his mental processes
begin to jell and are not so easily influenced. Not-
withstanding that music geniuses in many cases begin
study before six, average children are seldom given
music instruction until later. Blackman's results there-
fore, are important, not only in relation to our inquiry,
but on other counts.
For instance, is pre-school music study advisable?

I do not mean the widely practiced rhythm band and
kindergarten music work, but study on a real instru-
ment. In the twelve years Blackman has been teachipg
tots, over eight hundred have played in his orchestra.
He has not taken just the music talented, although
they are in the majority, but all comers. For obvious
reasons, the children use small sized violins and violon-
cellos. Since youngsters of that age do not know how
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to read English, this subject is included along with
their other instruction. It requires special techniques
and infinite patience to teach these tots but Black-
man has demonstrated that it can be done.
But here is the point of particular relevance to our

subject. Of the eight hundred children, the great
majority have been double promoted on entering pub-
lie school, a number triple promoted, and all have
shown a noticeable alertness compared to others. In
short, music instruction has given these tots a head
start not only in music but also in mind, since their
school records have been consistently high.
Alumni of Blackman's orchestra have 'already dis-

tinguished themselves in varied fields as well as music.
Ronald S. Liss makes around five hundred dollars a
week as a child actor on radio. Jimmy Colton, now
in the movies, was an all-round genius at three when
a member of the orchestra. He has an I.Q. of one
hundred and eighty, topping that of Einstein's. At
three he could tap dance backward on the stairs, write
poetry, sing operatic arias, roller skate, and play Bach
on a sixteenth size fiddle.
According to Blackman, the main reason these

youngsters attain good scholastic records on entering
school is that they have learned the invaluable lesson
of concentration. A father once brought to the studio
a two year old aptly named "Jumping ~udy." "She
hasn't sat still for five minutes in her whole life,"
despaired the father and Judy verified the remark.
Judy couldn't focus her forces on anyone thing. If
she never learned to do this, and some people don't,
she would be handicapped for the remainder of her
life. Blackman put her to playing drums and had her
play right off with the orchestra. At the end of a
two hour session, she was still sitting by the drums
wanting more. "It's a miracle," said the father throw-
ing up his hands. '

amused him greatly and he showed extraor~:Unary
skill in this subject. He was writing to the edttcr of
the Nation on controversial subjects.

And in Other Fields
On the other hand, what do we find among noted

men in other fields? Albert Einstein iSIR skilled violin-
ist and could no doubt make a name as a musician
had he so directed his efforts. The story is told that
Professor Einstein was once induced to play at a
benefit concert. One cub reporter sent to cover the
event had never heard of Einstein and asked a con-

i temporary for details. The latter rhapsodised on the
accomplishments of the great Einstein. The cub re-
porter, thinking he referred to Einstein the musician,
proceeded in his report to play up Einstein as the
greatest violinist since Paganint. This newspaper re-
view still pleases the scientist more than any of his
mathematical achievements.
George Bernard Shaw plays the piano with skill.

Henry Ford has a pronounced rhythmic sense. Both
the presidential candidates of 1944 were musical.
Dewey studied singing professionally and Roosevelt
has a good tenor voice; that they both have ,good
speaking voices over the radio is due in large measure
to the fact they both have good singing voices, since
singing is mostly sustained speech. Vice-President
Harry S. Truman is an accomplished pianist. Among
others who are gifted musically are Frank 'Lloyd
Wright, architect; Jan Struthers, author of "Mrs.
Minniver"; Fiorello La Guardia, mayor of New York.
I have found a number of doctors and surgeons in
this category and one recalls Dr, Billroth who used
to play string quartets with Brahms.

A Difference of Opinion
H~re we bring up that provocative question; does

music study sharpen the mental faculties for other
things? On this question the evidence is not so con-
clusive and there is some difference of opinion. Pro-
fes~or Edward L. Thorndike of Columbia University
clauns that music stUdy will not g·ive one capabilities0:' skills in other fields. For instance, if you play the
plano, you will get fing'el' skill for that instrument
but not for the typewriter. On the other hand, Dr.
Charles Eliot, fonner president of Harvard has said:
"Music rightly taught is the best mind trai~ler on the
list."
Centuries ag·o Plato considered music stUdy an es-

sential of education. We have seen that the tots in
~lackm~n's orchestra were double promoted on enter-
m~ publIc sc~ool. Assuredly this was due to the sharp-
e~mg of then' mental f~culties by the music training
gIVen to them. Assummg that music stUdy does
sharpen the mind, one can well ask Why. Playing an
orchestral instrument involves three senses' sight
t?UCh ~nd hearing. It calls on the intellect f~r con~
~Id~ratI?ns of time and rhythm; it demands a co-
ordmahon of the three senses with an instantaneous
muscular respOl~s~,a correlation of faculties required
o~ no other actiVIty except perhaps that of l'eceiving
WIrelessmessages and writing them on the typewriter
Assume mathematics to be on such a basis. If a stu~
dent could work out a problem marking down the
~gures on a sheet of paper in regular rhythms, accent-
mg t~e first ~f each gr?up in continuous PUlse without
stoppmg untIl he arrIved at the answer he would
have a ~ental .task similar though not so ~omplicated
as readmg a pIece of mUsic at sight.
We ha.ve seen that music talent and intelligence

are, defimtely related. This suggests other questions on
WhICh further inquiry might be adVisable F . .
stance ·f hI' 01 In-

,1 pre-sc 00 music stUdy is such an aU I' d
benefit to the child, Why isn't more of it d °;r~f
enough evidence can be assembled'to prove tha~n~. .
stUdy develops the mind, it will at once becomUSIC
"must" of- education. e a

. ". :r~e EViden_ce of ~A:~ll~ZKids
ConSIder also radio's famed QUizKl-ds--D'··-·d· , ~.ele h '. . aVI DaVISven, w 0 stUdIed VIolin from the age of f . '

the most musically talented in thi our,. 1S
perfect pitch, he interprets any so~;~ou~ P~ssessmg
door bell, the click of a typewriter in m e. rmg of a
He has appeared as soloist with the Chicag~S~al t~ms.
OrChestra, playing Paganini's Concerto in bmp ?uy
Scarcely less remarkable than _. . . m~Jor.

brother, Shelley eight Who alre d l?avld IS hIS lIttle
" a y IS an accomplished
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Music Talent Analyzed
Mental alertnecs and concentration then, are among

the most valuable lessons these youngsters learn.
There is also evidence that certain deficiencies are
corrected such as those of pitch and rhythm. Black-
man claims that tone deaf children and those with
uncertain rhythmic sense can invariably be corrected
while later on in life it becomes more difficUlt if not
impossible.
But to continue with our main theme, the relation

between music talent and intelligence, it. might be
well to state the ingredients of both. Music talent
cons.is.tsof a num~er of factors, among them mainly,
senSItiveness to pItch, rhythm, intensity, harmonic
combinations, memory for melody, and the like. Dr.
Carl Seashore, University of Iowa, was the pioneer in
measuring these factors. Alfred Binet is the father
of the intelligence test. Binet studied the minds of
innumerable school children, noted they differed
greatly in the degree of brightness and deVised tests.
for measuring it. These tests had little to do with
knowledge or experience but probed down to native
endowment. They test such factors as memory, men~
tal alertness, reasoning power, judgment.
Let us consider some great musicians and ask if

th:y have qualities of greatness in other fields. One
thlllks first of all of Paderewski, who became premier
of Poland. Fritz Kreisler might have become a noted
mat?ematician had he chosen to follow that science.
He IS one .Ofthe few men today who understands and
can explam. the Einstein theory of relativity. Josef
Hofmann mIght have become an inventor, as he has
p~tented several successful inventions. Josef Lhevinne
mIght have become an astrologer. This list could be
greatly extended.
I recall an interview with Yehudi Menuhin When

he was. ten years old.~At .that, time he~poss.ess.ed_the
menta.lIty and outlook of a man of thirty. When·he:.
was eIght an~ .a half years old he was examined by
school authol'ltIes of San Francisco and pronounced
ready fo~ high school. And yet he had neVer attended
school, hIS parents looking after his entire education
At that mme ?e could read and speak three language~
and was readmg Hugo's "Les Miserables" in the origi-
nal. Shakespeare was one of his favorite authors and
he had read most of his plays. He was well versed in
the TalmUd and read it with insight. Mathematics

pianist. Shelley has perfect plteh and bJs "'_
of opera and classical mus c bas made ~
their eyebrows.
Lonnis Lunde, eight, has perfect pl!<b illd

the plano with skilL At five,he began CllIn~~
n?w h~ an impressive little repertoire of hb,
plano PIeces. .
Marian Brown, eleven, studied the plano fer

than eight years and can also play the harp aJld"-
She sets her own verse to music. Her brother ...
the Army-and her mother also compose. The~
family has a home orchestra, every lDetnber ~~~
an instrument.
Philip Marcus, eight, is a talented Pianist. "

Porter, eleven, and Ricbard WllJlams. fO~ I

perfect pitch; Ruthie Duskin. ten, Is an expe:'"
opera.
Joan Bishop, seventeen, 9 Quiz Kid graduate

continued her stud.\1 of music and now sings in I,'
Spanish, Portuguese, French and RUSSIan. Her
repertoire includes fifty arias. She is now_
usa can teens. '
Concurrently with her studies at North\liesternr

verstty. CynthJa CUne, eighteen, another QlIiz
"grad," is studying harmony. composition and bii
of music at the Chicago Musical College.

HI Want To Be the Lea~el
of the Band"

(Continued from Page 123)

After all is said and done. great musicianship
not, in itself, insure a great conductor. Both Scb
and Wagner are conspicuous instances of this.
occasionally do we find tha t the renowned
posers shine as conductors. In fact. many 11
most famous wielders ot the baton have dooe
prisingly little of permanent note in the Bell
composing. The following eminent conductorsare
distinguished as composers; Halle Litolff (
his HRobespierre"), Mottl, Hans &tchter. seidl
Henry Wood, Sir Thomas Beecham Wilhelm GeJi
~il Pauer, Albert Coates, BOd8~ky. IturbL
Remer, Stock. Walter, Furtwangler. Colonne.~
l'eux, G:0Isclunann, MOllteux, Ormandy, SUlk
Koussevltzky, and Toscanini. Indeed Jt would~
that the creative ability is seldom aSS:Xiatedwlth
talents which make a distinguished orchestral
terpretel'.
Discipline. combined with the insistent dete

tion to get finer and finel' results in presenting
composer's ideals, is of course paramowlt in them.
up of the great conductor. The conductor must
mand the musical respect of the men he rehei
daily. He also may have their devotion, as dia
powerfUl but gentle, Witty, and diplomatic John P-
Sousa who, when asked by yow' editol' why jl
that when he sent out a call to assemble his h
players promptly left posts in the gl'ea test of
phony orchestras to join him, replied humorousl1
p~y them better than the other fellow docs."
WIth the men themselves revealed that Sousa's'
secret w~s his fine, honorable, Courteous atti
toward hIS men.
On t~e other hand, many conductors are dele":

for the.n· severe, arbitrary, sarcasUc innuendost
actual msults With Which they lash their players.
rehearsals we have heard these blows upon tale::
performers, Who have no means of defending t)k:

selves oth:er than that of resigning. The cond~c'
defend thIS senseless attitUde either through thetit
worn alibi~of temperament 01' boythe- curious asset
that finer results are obtained by keeping the archer
players keyed up to a higJ.l state of nervous sensihl-
After aU, the great work of the conductor is .

a.t the re~earsals and not by any means during~
tune he IS upon the Podium at the concert. 1
~t t~at,.. he ·has the enormous responsibility
holdmg under his hand the phrasing tbe r1JYll:=
the dynamics, and aU else that ~akes fl1
complete interpretation, (Continued on page 1
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Why Not Get Up
UR FIRST NAME for this creative venture was
"Summer Playing School," but the children
themselves have re-named it "Play School."

or, they say, "W~ have so much fun, it's more like
play' than 'just playing.''' That in itself -is an in-
ictmentagainst us as music instructors, isn't it? For,
nen children no longer think that "playing music"
s the high adventure we know it to be, we should
nenge ourmethods. One way to recapture the gleam
s throughthe Summer Playing School.
The requisites are two or more studios with good
tanos, plenty of room for Eurythmics and games, a
lackboardand good rhythm instruments for rhythm
rchestra.Additional aids are a big yard, croquet,
rcnery equipment, wheel toys, sand boxes. or any
ctivitytoys for recess periods. If you have old lum-
er for staging, and a trunkful of costumes, these
ay be of help, but are not necessary for motivation.
Everyonewears play clothes. As much work and
lay as is possibleis done out of doors under the trees.
small tent in the side yard is a wonderful extra

tudio for modeling, drawing or plays, or a place in
hichto eat the picnic lunch on rainy days. Every-
nebringshis own lunch in a paper bag and for an
xtra nickel, he has fruit juice or milk furnished
im for lunch.
Thechildren come on bicycles, roller skates, busses
nd taxis. They are invited to come anytime after
ine'A.M. and they may stay nntil three P.M. Even
,weoften find them sitting on the front steps wait-
g for the teachers to arrive at an earller hour and
threeo'clockwe have to im:ist that they leave any
finishedproject until the next session. The pupils
e sixto twelveyears of age, with always a few older·
rls helpingus. The secret of the success of the en:"
rpriseis that all cooperate on the larger projects,
ch as musical plays, recitals, Eurythmi~s, ~nd
hythmOrchestra, but each is urged to contribut.e
mespecialidea to the pool of idea..s.Every sug~e,s-
n is respectfully considered. If sometimes, _for in-,
ance,suggestions for staging a play in the yard are
o elaboratethe teachers are not perturbed, for they
ow energetic "stage hands" will find simpler ways
doingthings as time for the presentation draws
ar,The same is true of costuming. The mothers are
vel'inVitedto help.

A Flexible Schedule
In a summer play school with two adults teaching.,
e scheduleitself may be very ftexible, but for those
o have never managed one, the following plan is
ggested.Divide your classes into older and younger
oupsfor someof the activities. That is, all may have
e same Rhythm Orchestra, Eurythmics and Ear·
aining and Recess if you like, which would make.
e schedulelook something like thi,:::

Younger Pupils
A.M. Chord building

Ear Training
Eurythmics

A.M. Handicraft
Scrap Books
Modeling

A.M. Rhythm Orchestra for all
Lunch period for all

~.M. Rehearsals of Special ensembles or plays
:45P.M.Recess for all
:fl.M. Quiet Hour

Stories of Musicians, Music Hi."tory, Lis-,
tening· to the teacher or other pupils play

9 Older Pupils
11.. M, Paint Posters

Music Scrap Book
t Modeling
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a Summer Music Play?
b'f !.:atlwr Cox~':Jodd

Lecturer. Composer, Teacher

Mrs. Todd was formerly head of the Public School Music Department of the Idaho
Stale Normal Scho?' and past De,!_n-of the America~ Guild of Organists, Oregon
Chapter. She is a composer of p;~~o teaching malerials. -EDITOR'S NOTE.

10 A.M_

ESTHER COX TODD.

Chord building
Rhythmic Dictation
Eurythmics
Rhythm Orchestra for all
Lunch period for all
Planning of future recitals or special en-
semble,..grouppractice
Recess for all
Record parties
A good record party is always the result of
each bringing his favorite .rec.ord
Make this a real "listening" lesson

ether .instruments, such as violin, violoncello and flute,
.but such instruments are not necessary or even .ad-
vtsable for use in the beginning. These are held as tan-
tahztng and tempting awards to.play, when-they. have
-learned to f.o.llQYifhe score. In the beginning, it is best
to use -blocks;'sticks, bells, triangles and drums. Many
interesting numbers may be, arranged from duets in
THE ETUDE.Several of·the-jchtldren subscribe for this
.magazine, so on marches, minuets, waltzes (any music
on which it is easy to keep together) we nearly always
have four children at two pianos.
We often use-the Haydn "Toy Symphony'; with the

more advanced' group. The theme from tne "Surprise
Symphony" in its shortened form is popular with
young children, and since many of them can play it
as a piano solo, it gives each of these an opportunity
of playing piano in a rhythm group. The- Marines
Hymn, Anchors Aweigh, Sousa marches and Strauss
wa1tzes'are espedally favored.

The Value of Eu~ics
There was a fine article in THE_ETUDE,January 1944

issue concerning "The Lure of the·Rhythm Orchestra" I

by-Eula A. Lindfors. Refer to that for adtlitional- sug-
gestions.
Eurythmics should ·be a part of every.music lesson

but .thi~ :is--not alWays. practicaJ or: possible.. Since·
Eurythmics are so much.better given-in a.-gr-oup,here
is the place to have a lot of fun and at the same time,
be-learning. Even very young children can "act out"
a melody pattern, and it makes music for them, a liv-
iug thIng. It is mUch easier to understand the meaning
of dy.namics and -marks·of expression such as 'accel-.
erundo, -or r(tar.d ·th;ough pretending you are a train
starting. and stopping, than it is to just "play faster",
or "slow down."

nis an amusing, thing to'hear a six year old 'engi-
neer' shriek, ':I.said poco_a poco .accelerando, and that
doesn't mean to -goso fast you push me down!"
.-Rose Marie :Grentzer has an interesting article in
THE ETUDE,January 1944 on EurythmicS"with sugges-
tions for the older children.
, Ear-training ,and-:chord building may be combined.
Here again let the children "act out" what they he'ar.
Three children' standing an equal distance- apart may
represent the major triad,· root position; the .middb
one~movesnearer the root,·alia we-now have tfie minor
chord. Inversions and scales may all b·ebuilt in ·a sim-
ilar way.
It is the style now to have "Record Parties." In the

"play school". encourage the children to bring, only
their very best· records for "listenirig lessons." The'
record catalogs are very instructive and entertaining
and they may use those as part of their background
material for explanation of the record. '
.'Scrap books are..instr_uctiveand interesting. A scrap.:
book.may be any size "Ol' shape. In fact -originality·is·
to be desired. Some people"have scrap books of auto-,
graphed prpgrams ,only, _others_of composer's·Picti.ll~es;
others 'Of poetry p.ertaining to ,music, some feature
orchestras,and'conductors. If (Oontinued on Page 134)
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A six or eight weeks play school with two sessions
a week is better than more days of the week covering
a shorter period· of time. This enables the pupil to
practice on his own assignment between times. Chil-
dren who enroll for the group activity only, and are
not studying privately are charged a higher fee than
the others.
Mothers are glad to pay a good fee, since an all day

program such as this, gives them free time for their
own-activities. Usually children plan to take their pri-·
vate lessons on the day they come to the Ehy School
if the teachers have time ,free to do so. This is only
practical where there are several teachers in the s~hool,
and it relieves the pupil from extra transportation.
The Rhythm Orchestra is an invaluable part of our

summer program. Even the youngest cl;lildren can _play
in this. We have g,ood'drums, a xylophone,bells, tam-
bourines, and cymbals. Also many of the children play
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New Records Corning

I .

THE BAN on recording, imposed by the American
Federation of Musicians in August, 1942, was
lifted finally on November 11, 1944when the two

major recording companies-Columbia and Victor-
signed on the dotted line with the Union. Since that
date. recording activities in the studios of these two
companies have been more extensive than at any
previous time in the history of recording. It seems
somewhat paradoxical that the signing of an agree-
ment which has long been in dispute, and which the
Government did not endorse, should have happened
on Armistice Day. The ending of this controversy be-
tween the Union and the recording companies' is
viewed differently by different people. For there can be
no question that the just-ice of the peace finally
achieved was debatable. There was a period in the pest
sixteen months when the record companies' protests
to the Government looked af\. though they might be
successful. Perhaps if the companies had been in a
position to hold out longer, some Government action
might have brought about a settlement which would
have been more satisfactory to the companies, but, as
one recording official-Mr. Edward Wallerstein Presi-
dent of Columbia, said, economic pressure was such
that they had to sign or go out of business. Because we
have never been able to make an impartial study of
the case between the record companies and the Union
we' have never taken sides. ~om people who hav~
made a serious study of this case, we have heard it
said that each side had its rights and that a just settle-
ment of the case would have been an arbitrated one.
The companies have not been able to bring forward

at the ti~e of writing, many of their latest recordings:
The period from November 11 up until about March
l.st, according to one recording official, is somewhat
like the dark before the dawn; after that we can
expect to find monthly Issues of newly made sets.
Unquestionably, the most outstanding; recording of

the ~ew year is Columbia's set of Shakespeare's Othello,
starrmg Paul Robeson with Jose Ferrer, Uta Hagen
and the supporting cast which played in the Broadway
prOdu~tion.of this play for so many long months. This
recording IS a truly notable achievement of its kind.
The stage production was the work of Margaret Web-
ster, who has done much to revitalize Shakespeare in
the theater in recent years. She has endeavored to
humanize the work of the famous bard of Avon and
in this she has been unusually successful. We Imagine
Miss Webster would contend that the Shakespearean
SC?Olar has had too much respect for tradition.
~Ietzsche once said that the more remote tradi-
~IOn's.origin became, the more confused that origin
IS. MISSWebster undoubtedly thinks of the theater
as being essentially a place of entertainment, and she
plans her Shakespearean productions to be enter-
taining.
~v.en thoug,h the recording of this drama leaves one

mlssI,ngthe expressions and gestures of the actors one
?oes not playa single side before he realizes that'this
I~ ~n excellently integrated performance which lives
VIVIdly.The three main protagonists are exceptionally
:-veIl~uited to their parts. Mr. Robeson achieves dignity
In ~IS port~ayal and enlists our sympathies for his
passIOn~te Jealousy. His Othello is by no means as
compellIng as others have been, nor is it lacking .
for?ef~lness-it i,s, on the whole, a believable chara~
tenzatIOn which often moves us profoundly Th I
fJ" . . eago

a aBe F~rre: ISa notable achievement; his is a telling
charactenzatIOn, a subtly powerfUl one Of th th

"1' . ereeprlUCI!?es, he IS the best reader of lines; his timin is
exceptIOnally good and the care with which he ~as

contrived his distribution of accents in the
poetical phrases is especially laudatory. uta
Hagen, as Desdemona, has charm in her
serenity; she manages to give some person-
ality to a role which is far from grateful, The
other members of the cast, which by nature
of the drama are overshadowed by the mas-
culine principals, are quite as praiseworthy in
their respective parts. AU in all, this remains
a notable performance of the drama, and a
notable recording.
Wagner: Gotterdammerung - Immolation

Scene; sung by Helen Traubel with the NBC
Symphony Orchestra, direction of Artur Tos-
canini. Victor set 978.
One of the most persuasive Wagnerian in-

terpretations of the American soprano, Helen
Traubel, is her singing of the exacting scene
which terminates the Ring. Vocally, she is at
her best here, and her singing, is unusually satisfying.
Traubel has the heroic qualities of a Briinnhilde; she
suggests in person and in the recording the qualities
of the Amazon which Wagner unquestionably intended
this character to be. Others have brought more sen-
tient warmth to the music, more tonal beauty on occa-
sion, but no one has ever brought more vocal plenitude
or dramatic sweep than Traubel. That hers is the fiest
of the Immolation Scenes on records is due, however,
to the orchestral direction of Toscanini. The eloquence
of his performance is found in his maintenance of the
whole as essential song and the splendid coordination
of the long scene into a dramatic whole. The orchestral
direction in all previous recordings was far from
effectual. The Immolation Scene occupies five sides of
the recording; the sixth side is given over to an or-
chestral version of the Liebestad from "Tristan and
Isolde," played by the same orchestra. Toscanini's
rendition of this music is the perfect fusing. of song
and drama.
Vivaldi (ar-e. Respighi): Sonata in 0 major; played

by Erica Morini (violin) and Max Larmer (piano).
Victor disc 11-8671.
This is a fine example of the classical sonata of the

noted I~al~an.viOlinist Vivaldi, despite"some suggestion
of sOPlhistIcatIOnstemming from our own time in the
arrange~e~t of Resptghi. Miss Morini plays with poise
and styhstdc understanding: her tone is not so broad
as Milstein's in his performance of this work, but her
perceptions are equally as acute and persuasive. The
second movement, which might tempt some Violinists
to scraping, is played with finesse. This is music
largely e~ploiting the performer's technical abilities.
The opemng movement is a virtuoso one, but the third
m?vemen~ ~s a beautiful and enduring Largo, which
MISSMo~ml plays with fine feeling. In the animated
finale, ~ISS Morini achieves some admirable SUbtleties
of Sh~dlllg.Mr. Lanner is an able foil to the Violinist.
a praIseworthy performer on his own. '
Debussy: Suite Bergamasque-Prelude and Menuet;

played by E. Robert Schmitz (pia''lo) Victor d·
11-8694. . . Ise
Debussy endeavored in his "Suite Bergamasque" to

recapt~e the ~legance and style of the great French
claveClmsts. Wlth an adroit use of s:bift· kindivid I h' '- mg eys and

ua armomes, he poured Wine into old bottles

~RECORDS

NELSON EDDY

in a most successful manner. Mr. Schmitz,woo
renowned exponent of Debussy's music, has a
given us the third movement of this sulte--Clt
lune. In the latter recording he revealed himself I.i

of the most subtle players of that delicatelyn .
music, and the recorders achieved a remarkably
like reproduction of his playing. Here, the
seems less successful: there 15 by no means as
subtlety in the performances ncr is the records;
good. By and large, the pianist tends to 8 studied
which precludes a full revelation of the music's
Yet. one believes Mr. Schmitz's precision woult
more profitable for the piano student than Mr.
king's more fluent playing which brings out then:
charm. The latter quality is an elusive one whid
student should not attempt to emulate.
Gould: Boogie-Woogie Etude, and Blues (AmI'

Concertette); played by Jose !turbi (piano). t
disc 10-1127.

Iturbt was the first red seal artist to appear
the Victor microphones after the lifting of the
and this was the tlrst Red Seal recording. It see
us that the first Red Seal record should have
more SUbstantial fare. Mr. Iturbi has long been
to be an admirer of jazz, and here he shows his
to exploit successfully the medium. To be sure, lJ
Gould's t~o. pieces are facile imitations of jazz..
wha~ rermntscent, but of their genre they mit
admitted as clever and effective. Of the two
BOOgi~-~oo~ie Etude is the better; Blues is an
t~me l~ItatIOn of its medium. Itul'bi performs
~nec~sWIth technical brilliance and the recording
JustIce to his playing.
Handel: The Messiah-Hallelujah Chorus, ani

h~ld the Lamb of God; sung by Sadler's WellsC'
Wlt~ Sad~er's Wells Orchestra, direction of W
BraIthwaIte. Victor disc 11-8670.
. Handel's HallelUjah Chorus is one of his
and most stirring choruses; it Comes in the oratcl1
the culminating section to the SeCondpart, and
the ~pread of Christianity and the defeat d
enemIes. The other chorus is the opening num'*'"
Part 2; it is a deeply moving Largo by a man
kn.ew how to write such things. This disc is one
brmgs ~s worthy and enduring music of whichll'f,
never tIre. Sadler's Wells, the home of operainEr~
boasts a good chorus and a firstrate orchestra··
dently equally at home in oratorio this chorusal;;
itself n~ost credibly here. The reco~d.ingis wellde
Tchalkovsky: Legend-Christ Had a Garden,O~

No.5; and Moussorgsky: Gopak; sung in Englt
Nelson Eddy (baritone) with (Continued on Pag~
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RUSSIAN MUSIC TO-DAY

"EIGHTSOVIET COMPOSERS." By Gerald Abraham. Pages,
98.Price, $1.50.publishers, Oxford University Press.

GeraldAbraham, a non-Communist English. writer
uponmusicalsubjects, ha.s selected eight Soviet com-
posers,Dmitry Shostakov~ch, Serg~y P~okofiev, Aram
xnacnaturveo- Lev Kmpper, vtssarton Shebalin,
Dmitry Kabalevsky, Ivan Dzerzhinsky. and Yury
Shaporin,and after the presentation of biographical
notes,discussestheir works in relation to the art as a
whole.The author has a fine critical and analytical
mind,and his discussions of the works of these com-
posersis timely and illuminating,

WHAT SHALL WE TEACH TODAY?

"THE MUSICCURRICULUM IN A CHANGING WORLD." By
Lilla BellePitts. Pages, 165. Price, $2.20. Publishers,
SilverBurdett Company.

LillaBellePitts, Associate Professor of Music Educa-
tion at Teachers College, Columbia University, has
combinedthe insight of a practical teacher with the
visionof a creative and constructive idealist in her
newbook, "The Music Curriculum in a Changing
World."She first made it a point to survey the needs
of this work-a-day world and then set out to build a
systemwhichwould fit those needs. These she followed
withcharts, so that the teacher might have a working
planto employ.
MissPitts, President of the Music Educators National
Conference,has a fine executive and administrative
mindand no one could have written upon the subject
ofcurriculawith more authority and penetration. She
realizesthe great opportunity presented to music in
Americain these words:
"Welive in a country where the SUPPOl:tof music in

the people's schools is given on a scale unparalleled
in the history of education. This is not all. We are
privilegedto live in a land where more music is made
and heard by more people than anywhere else on
earth.Wehave, too, a flow of, sometimes vigorous and
much of the time, typical. popular entertainment
musicdeserving, and begtnntng to be reckoned with,
by so-calledserious musicians."

AMERICA'S POLYGLOT MUSIC

"MEN OF POPULAR MUSIC."By David Ewen. Pages, 213.

Price,$2.75. Publishers, Ziff-Davis Publishing Com-
pany.

Themusicof a people is always significant. But what
shall we say is the music of America, which is as
polyglotas the great assembly of its peoples, races, and
evenaboriginal traditions, which make up our home-
land.In this huge, dynamic nation, your reviewer has
alwayscontended that there is nothing so representa-
tive of the power and spirit of the country as the
remarkablegalvanic march creations of John Philip
Sousa,which have gained world fame.
Fromcolonial days to this static hour of chaos, we

have traversed surprising distances in music, but for
themostpart we have a kaleidoscopic result composed
ofmoredifferent types than any other country of the
world.The music of Spain, for instance, while varied
in melodyand harmony, is just as distinctive nation-
allyas the bull fig,ht itself, or the lovely tiles of Seville.
But what has America? Look at this conglomeration
ofcontrastingtalent and genius: Lowell Mason-Jerome
Kern; L. M. Gottschalk-J. P. Sousa; Stephen Foster-
Cab Calloway; Sep Winner-Edward MacDowell;
Charles E. Harris-Ethelbert Nevin; "Pat" Gilmore-
JohnAldenCarpenter; Horatio Parker-Thurlow Lieu-
rance; William Billings-Ferde Grofe; Robert stults-
GeorgeGershwin; George F. Root-Victor Herbert;
H. P. Danks-W. C. Handy; George M. Cohan-Charles
Wakefield Cadman; Dudley Buck-Cole 'Porter; R.
HuntingdonWoodman-Richard Rodgers. This is our
musicalmelange and perhaps in a cosmopolite country
SUchas ours, it is what we should expect.
In "Men of Popular Music" David Ewen gives us in

one volume King Oliver, Irving Berlin, Louis Arm-
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strong, W. C. Handy, Meade Lux Lewis, Duke Elling-
ton, Paul Whiteman, Ferde Grafe, George Gershwin,
Jerome Kern, Rodgers and Hart, Cole Porter, Benny
Goodman, and Raymond Scott as prototypes of Amer-
ican popular music, but in this group there is an
immense variability of talent and developed skill which
ranges all the way from- the "honkv-tonks" of New
Orleans to the great symphony halls in American cities.
Itmust not be imagined that the beautiful orchestral

arrangements all America is hearing as glorified jazz
are a natural evolution from the primitive social be-
ginnings in a kind of American "The Lowest Depths."

DAVID EWEN

As a matter of fact, "Men of Popular Music" reveals
that many of the leading writers of modern popular
music have had a fine musical training in' classical
backgrounds. For instance, Jerome K.ern was a piano
pupil of Alexander Lambert, Paolo Gallico, and the

harmonist, Austin Pierce; Richard Rogers was a pupil
of Frank Damrosch, Henry Krehbiel, and George
Wedge at the Institute of Musical Art; Cole Porter is
a graduate of Yale, and studied law at Harvard, after
which he became a pupil of Vincent d'Indy in Paris;
George Gershwin was a pupil of Rubin Goldmark and
spent much of his youth studying classical music; Paul
Whiteman and Ferde Grote both spent years playing
in symphony orchestras.
This does not belittle in any way the remarkable,

spontaneous and instinctive achievements of men
whose training has not been academically so fortunate.
Indeed, your reviewer doubts, after reading the com-
ments in "Men of Popular Music" upon W. C. Handy,
composer of the Memphis Blues, the St. Louis Blues
and other highly original and fresh creations, whether
this gifted composer could have developed the ability
to do the unusual work he has done, if he had had any
other kind of training than that of climbing up the
"back stairs" with very little academic training, but
with very great human insight.
Mr. Ewen's book is informative and provocative.

MUSICAL EVENINGS

"EvENINGSWITH MUSIC."By Syd Skolsky. Pages, 382.

Price, $3.00. Publishers, E. P. Dutton & Company,
Inc.

Thousands of people now possess libraries of worth-
while records. They little know that the reason such
material exists is due to an educational policy result-
ing. from the ideals and exponence of Dr. Frances E.
Clark, for many years head of the Educational De-
partment of the Victor Talking Machine Company.
Of course, at first the major record-making firms
recorded master disks of the conspicuous successes of
famous artists in the best known compositions, operas,
songs, symphonies, and so on. Dr. Clark, however, saw
the need for a tuliversal catalog of all musical works
of an educational character and with untiring per-
sistence worked to accomplish this aim. Meanwhile
the popular jazz, jive, swing and boogie-woogie rec-
ords had such a vast sale that it was hard to con-
vince the commercially minded heads of the firms
of the practical value of the more serious records.
However, they began to see that while a popular rec-
OI:'dmight have a sale for a few months. the educa-
tional records went on seIling more and more, month
after month. These are now the cherished possessions
of many homes.
In order that one may understand and correlate

a collection of records and add intelligently to the
list, Mrs. Syd Skolsky, the active head of a School of
Music in Albany, New York, has prepared an admir-
able book wit·h over one (Continued on Page 167)
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From a Lookout on the Pacific
Dr. Maier has been so engaged with his

duties in the Pacific Coast Guard that he has
had scant time for questions. Here, howeve~.
are some sage and keen reflections. More dI-
rect questions will be answered next month.

-Editor's Note.

On his duty days a Pacific Coast
Guardsman (Temporary Reserve) rises
at 0530 o'clock, reports for duty at 0645,
has "chow" and receives his day'S assign-
ment. Duties vary-c-K.P. detail in the
galley. guard watch on pier or ship,
office work with the mucky task of end-
less finger-printing, barge or wharf
jobs checking fishing boats and passen-
gers; or best of all, patrol boat duty on
the Coast Guard Cutter.
One such duty day recently began at

dawn with a precarious jump on and
off a bobbing little chug-chug launch
ferrying to the patrol boat through a
bay rivalling the Bay of Naples in
breath-taking beauty. On .the .patrol '"
boat, a small converted yacht with a
complement of six regular Coast Guards-
men, a quick change to dungarees and
sailor- pot-in which I look for all the
world like some comical, grandfatherly
old salt in a cartoon!
First job, polishing brass and swabbing

deck. Hard to concentrate, on account
of the glorious sunrise over the moun-
tains, the upsetting roll of the boat, and
the lack of guardrails .... You just hang
on to whatever offers, or overboard you
go!
Brass polishing finished, time is spent

unravelling the intricacies of those ap-
parently simple" nautical knots-the
"clove-hitch," "the bowline on a bight,"
and others. (Not so hot for the piano
technic!) Then comes K. P. detail in the
pint-sized galley. Have you ever tried to
wash dishes and scour pans in a tight
four-by-six cubicle which careens and
dips drunkenly? Well, having survived
this nautical spree, a blissful hour sun-
ning and "bulltng'' on the deck revives
spirit (and tummy) when presto! an
emergency call flashes on the radio. A
mackerel boat in distress at sea! The
crew man-s its stations, the boat slips
through the breakwater, and in no time
at all slides up to the craft, already so
far down in' the bow that the pilot house
is awash. Covering the surface of the
water with silver are tons of mackerel
floating from the boat. With superb co-
ordination (but with no help from this
dumb, bugeyed rookie) our crew ties up
to the craft, and slowly tows it to shore.
The mackerel, alas, are irretrievably
lost!
Back to anchor again .. , Thorough

clean-up and more chow-this time the
best meat loaf with Spanish sauce I
have ever eaten. The rest of the shift
is routine-more K. P., much loafing top-
side and below.

The Teacher's Round Table

On Editions
This page has several times made ref-

erence to the distorted and often de-
praved editions of familiar masterpieces
which have been foisted on students
during the last fifty years. Antagonisms
have been stirred up by derogatory ref-
.erence to some of the celebrated artists
who have "edited" the compositions of
the great classic and romantic com-
posers .... But why the rile? The barbs
were aimed solely at those popular per-
formers--chiefiy of the late nineteenth
century-who tampered unpardonably
with the works of Bach, Beethoven,
Mozart, Chopin et a1. The ones who say
to the composer, "Not thy will, but
mine," or to the student, "Chopin says
'Play it thus,' but I say 'Play it so.'''
Could anything be more reprehensible?
How are we to rid ourselves of these

excrescences? By refusing to buy, use
or teach such editions; by deluging the
publishers with protests; by demanding
untampered versions of our great music.
It is much simpler to demand authori-

tative texts than to produce them. By
this I mean practical editions which are
still faithful to the original manuscripts.
How can this be accomplished? Only
through the employment of profound, ex-:
perienced musicologists (that's the func-
tion of a musicologist, isn't it?) plus
distinguished artists who have spent life-
times studying styles, habits and ddto-
syncrasies of a composer. It seems to
me that such a combination alone will
bring satisfactory 'results. To transfer a
manuscript to the printed page Is an
exceedingly difficult and dangerous proc-
ess. Compare any. even original, printed
editions with the composer's manuscript
and many deViations are at once evident.
Some are misprints, others ·are obVious
misunderstanding of the composer's in-
tention. Later editions, of course deviate
more sharply. Glaring errors are per-
petrated and ....finally. a. distorted version
emerges.
Many other problems arise. Composers

often make changes in the proofs; man-
uscripts are scrawled and blotted to the
point of illegibility, or several different
"originals" are ~roduced. Take Chopin,
for example. His manuscript is often
scarcely legible, he frequently failed to
correct his own obVious errors, his works
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COTr€spondents with this Depart-
ment are requested to limit Letters
tn One Hundred and Fifty Words.

the same chord again. . You use a
limited number of notes, but you make
these known and understood."
There's your perfect recipe for political

popularity. Whoever aspires to a success-
ful public career must hold fast to
F. D. R.'s credo. For the arts, however,
one additional item must be added to
the formula, which is after you repeat
your "chords" (the pieces you play) and
make your limited number of "notes" (a
small repertoire) known and under-
stood, you must make the public love the
music-and you too. Most performers
trust too much to the other ingredients.
They use a restricted, effective, not-too-
profound repertoire, repeat it through
the years, work ceaselessly to control,
polish, perfect their technic of projec-
tion, but fail to emerge as popular
"idols." And why? Because they have
omitted that indispensable love ingre-
dient. In their lives and careers they have
fallen down in sympathy and under-
standing. To become a popular artist
you must CUltivate love for your fellow-
men; your spirit must expand, flow out,
envelop humankind; your own burning
flame must kindle a response in those
who would participate in your perform-
ances. No spiritual sharing is Possible
without love, and nothing but the deep
inner springs of love within the artist
himself can induce this in others.
Then, as I sat swinging gently on the

patrol boat deck, the thoughts popped
out: How many artists can I name who
posses this love-quality? Precious few.
And where are the young,..p_erformers
ready to step into the shoes of those
few well-loved artists who are alas, fast
slipping away? .And Who is to blame?
The rank and file of teachers? The older
artists themselves who have not loved
teaching enough to take pains to lead
the army of our gifted youngsters in the
paths of high art? Think it over, Round
Tablers!

On Duty Thoughts
During the lazy afternoon hours aboard

ship, many a hazy thOUght lolling in the
back of the mind pops out with SUdden
clarity. Reading the morning newspaper
we chuckle over F. D. R.'s amusing
"musical" reference at a press confer-
ence. That sage old maestro, referring
to his consummate ability to play on the
harpstrings of the public, hwnmed:
"What. you do first is to strike a chord.
. Then you wait. . . . Then you strike

Conducted by

maier
Mus, Doc,

Noted Pianist
and Music Educator

were published simultaneously in h
Leipzig and London-for eachof 'I'

. he sent a manuscript in his own
not one agreeing exactly Withthe
Beethoven's manuscript are

indecipherable, clotted with a Ill&i
changes, corrections and blots n
easy now to see why an editor-pelto
who has enjoyed great POPular
with the work of a master, is tan
to alter and "interpret" accordingto
own personal whim. Therefore,the
safe course is through the collabol1'
of artist and mustctotogtst, the oneil:
lng as check on the tendenciesandr:
judices of the other.
The problem is indeed a colossal

. . . How gra teful we are for Mou:
and Bach's beautiful, clean, meticlli:
manuscripts which almost never
anything to chance! Yet howmany
oughly depraved versIons of these
posers are being used today I
Why does such a deplorable situa'

continue? Simply because uninte'
students and teachers require the
and stimulus of being told by an in'
rnediary how to "interpret" a com
. This situation tempts the integrity
almost all the publishers and editors,
Vitiates their approach. Result
mass of disgraceful editions elut
up our music racks.
Wouldn't mbst of the obstaclesfadi

everyone who wan ted to print, .
or teach music would first be req
to sign a solemn pledge to "love,
and obey" the composer? Only
would we achieve a happy union of
poser and executant. Only then could
pay a small part of the towering
we owe the great masters.

On Inconsistency
In a recent ETUDE interview 8

.known pianist says this: "I do nc¢
lieve that the advanced student
spend time with routine finger exe
Two paragraphs later, in advoca
routine trill practice with various .
combinations and accentuation, he
serves that, "One may never have
sron to finger a trill with the
and fifth finger, but practicing suet
position is very useful as a means
perfecting facility, and as a prepers
for any possible fingerings."
TSKI TSK! Who is recommen

routine (and useless routine) exetC
now?
All artists are inconsistent-man!

them flagrantly so. They indulge in
tradictions with impunity, for ha
long since acquired command of
technical resources they suffer no
when they disseminate W1soundco
Unfortunately this nonsense is aca
by stUdents as the final word ofI
thority. Let them beware the airY
siftage tossed off by musicians on'
spur of the moment. Let them nottbf·
overboard their sensible, concentn~
practical exercises and stUdies on
artist's fiip say-so.

(Continued on Page 165)
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and Youth
t'J Paul-nettl

Well-Known Czech Musicologist

K OLD GREEK PROVERB says: "Whom the
gods love, they let die young'." We moderns
think this proverb is cruel and senseless be-

causethe traditions of centuries have accustomed us
to think of death as terrible, horrifying and ugly. But
the Greeks understood better than we the sweet mel-
ancholy centering around the memory of one who
diedyoung.They even felt that it was more fortunate
to be taken in the bloom of youth than to have to
endurelong years of horrid sickness and poverty. To
symbolizethis they created the beautiful. figure of the
dyingAdonis whose face expresses smlhng sa.dness.
Smilingsadness, that is what we find so of~en in t~e
compositionsof those who died young, partdcularly m
the worksof great musical composers. . .
It is this very sweet sadness that the crtttcs have

notedin Mozart's Ave Verum Corpus, one of the la~t
works of the master who died so -yery young. HIS
prayer to be transformed in his own death-hour by·
the bloodof Christ is expressed here in incomparable
simplicity and grandeur. Mozart was -pfo.ba~ly con-
SCiousof his own near death, which he awalted not
withhorror but with peace and serenity. And -we find
the same f~eling expressed in' the numerous works of
Mozartin the year of his death, in the many passages
of the "Requiem" as, for instance, in the Lacrym?su
whichMozart's pupil Stissmayer completed acCOrdll~g
to the master's sketches; in the Clarinet CO!lCerto;m
many passages of "The Magic Flute," "TI~US," a11:d
aboveall in his "Opus ultimum," the "Kleme Frel.-
maurerkantate," the finale of which, Lasst uns mtt
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verschlungenen Htuuieti diese scheme Arbeit enden,
is a melancholy, serene farewell song to his friends.
It seems as if Mozart in this last year wanted to

create as much as possible. And this flood of produc-
tion did not ebb even when his illness became more
serious and dangerous. On the contrary, he was in a
fever to complete works begun and to plan new proj-
ects. Many Mozart 'biographers have ascribed this
feverish activity to his precarious financial position,
a highly materialistic and superficial point of view.
No Mozart followed the law of his conscience, which
bade him finish his great work or at least to bring it
close to conclusion with no concern for the dross and
depths of earthly existence. We are surprised to find
in his last letters to his friends passages bubbling over
with humor; but that he knew he would soon die, we
know from a letter, supposedly his last, which he wrote
to the librettist Lorenzo da Ponte in London. Da Ponte
had asked him to follow him to the EngUsh capital.
Mozart answered with a quotation from "The Magic
Flute": "My hour is striking. I am about to die ...
How lovely life was,"-and then so characteristic for
the dying genius, "One must be of serene mind toward
that which Providence has decided to allot one." Only
a few days later he passed away at the age of
thirty-five.

Mozart and Pergolesi
One of the great artists who matured early was

Giovanni Battista Pergolesi (1710-1736), who died at
the unbelievably early age of twenty-six. And still he ~
was one of the. greatest artists not only of the early
eighteenth- century, but of all times. His name will be
linked eternally. with tile history of opera, above all
with the opera buffa, since it was his "La Serva
Padrona" which made the new genre SUddenly world
famous and later (1752), long after his death, was
the cause of the famous comic opera quarrel in Paris,
and for the rising irifluence -of the Opera Comtque.
But if he had not written his opera, his symphonies,
his trio sonatas-they should be in the repertoire of
all chamber music groups-if he had only written his
"Stabat Mater," the divine youth would have been
allotted immortality. It is his "Opus ulttmurn." In the
melancholy reconciling music of this old Easter poem
which expresses the pain of the Virgin Mary over t~e
death ofher .son, we find great similarity with mUSI-
cal statements that Mozart has written.
It almost seems as if that exhilarating tone in music,

that floating grace of a Mozart and Pergolesi was a
prerogative of all those who died early. It is striking
that among the sons of Johann -Sebastdan Bach,
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Johann Chrlstdan .0735-1782) was most short-lived.
For it was this Bach, called the "Italian" or "English"
Bach, who struck the lighter tones of Neapolitan opera,
and whose lightly pinioned style was so significant for
young Mozart. Likewise I should like to point to
Johann Stamitz, the great Czech master of the
eighteenth century, the founder of the Mannheim
School, who introduced the new style of "Sturm und
Drang" into music, that fiery new music to which
even the Baroque art of Johann Sebastian Bach had
to give way. This great genius (1717-1757) lived to be
only forty years old. but in his short life he wrote
as much and caused as much upheaval as any other
perhaps in eighty years. Also, in his fiery symphonies
a~d trio sonatas there is an undertone of early death.
HIS famous "Mannheimer Seufzer" are only a symbol
of his spiritual attitude toward death. '
Franz Schubert, like Mozart, developed a tremendous
production. Like Mozart, Pergolesi, Christian Bach and
Stamitz, Schubert possessed that directness of concep-
tion and that scarcely credible lightness of musical
ideas, that blooming melody which is only the portion
of a child of mankind who knows how the angels sing
in hea~en. Schubert knew that his earthly existence
was of short duration. His premonition or definite
knov:rledgeof h~sapproaching end is expressed in many
of hIS works, III his songs, his symphonies-perhaps
~most clearly in his D minor String Quartet "Del' Tod
U~d das Madchen" in Which, so to say, he represents
hIS own fate: .the implacability of fate which triumphs
over gloomy lIfe and before which all beauty turns to
ashes"

The Urge to Crea~e
Sca~celY .two years" before he passed away, at a

time m WhIChhe felt his death-sickness in him he
return~d to ~he song he had developed in his ydung
years: In"WhIChhe had sung of death the consoleI'.
A:ndJust a~ the dark powers of fate which threatened
hIS~oung hfe gave.way to eternal peace, so this quar-
tet IS ~he resoundmg exposition of dea;th and trans-
~~rahon, of struggle and reconciliation. And also here
It IS the sweet melancholy which so grips us in this
master work of ~he young composer; the inexpressible
grace of the dYIngAdonis. As in the case of Mozart
Sc~ubert'~ death ye~r was his most fruitful, creatively:
It IS as If the genius wanted for one last time .to
gath~r all his st~~ngth together for a supernatural
exertion. So eruptIve was his urge for creatl'
v' I t h' . . on, 80
.10 en IS spmt,. that he forgot everything pertain- \
mg to everY-day hfe, and forgot his health also
Even on his death bed he did not st~p w~rkin .
He felt thousands of unsung songs in him, thousan:s
of quartet and symphony themes and sonatas and
~a~c~s and i~promptus, and oper~ttas. In the c~se of
c u ~rt, as In the case of all those who matured
early, mCl~ding Raphael and Kleist, we regret their
early pa.ssmg. We think of all the great hopes and
are not III a position to think of their possible fulfill-
ment. The strength of our imagination is so weak
measured by the dynamism of genius. We are perhaps
even ungrateful to those demons of sUfIe~ingWh~
whipped those geniuses ever more feverishly to new
works an? Which forced from them in such a short
span of life so much that is Unbelievable and eternal
SchUbert's "Schwaneno'esanp""_thl' n ,0to th . l:> '" S arne was gIven
e most magmficent of his song cycles after his

death--eontains such . .t songs as allow the Illexpressible
o. re-echo the nearness of death and reconciliation
WIt? death, as perhaps in Kriegers Ahnung the part
v:rhiCh goes Bald ruh ich wohl und schlate test H
bebste~ yute Nacht. As his feverish heart b~a.tser:~
poundmg :hythm, the eighth-note phrases of the piano
accompamment rush along in breathless haste
symbol ~f inevitable fate, to which SchUbert kn~;sh:
was sU~Jected.And. the same thing is felt in the ac-
comp~mments ~f Ltebessehnsucht, of Autenthalt d
even ~n the Standchen, which appear to the BU e~~
cial lIstener as the expression of anI p . -
tenderness. The attentive listener hear~ ~~ar: ~nd
rhythm of that demon, who invisibl sto e. ea mg
master who was sick to death UK y ~d b.ehmd the
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Musilc?" Schubert once answered someone for whom
some music or other was "zu traurig." In fact, even
in the completely "naive" monuments of light music
by Schubert, there is this light veil of sadness. Schu-
bert's last works were his great C major Symphony
with its "himmlische Lange," the E-ftat major Mass,
many of his four-hand piano compositions, some of his
lyric piano pieces, and the three last Piano Sonatas.
On his last sonata, the B-Major Sonata-it is prob-
ably his "Opus Ultimum"-the date is September 26,
1828.On the 19th of November he died, HoW charac-
teristic that a short time before his death he went to
the theoretician Simon Sechter to take instruction in
strict counterpoint. He didn't need these lessons at all
to obtain immortality.

Short-Lived Romanticists
It seems that it was the special lot of the roman-

ticists to die prematurely. Carl Maria von Weber
(1786-1826) was only forty years old when he suc-
cumbed to his illness in London far from his home-
land. Chopin (1810-1849) was only thirty-nine years
old. Both died of tuberculosis of the lungs, with all
of the suffering connected with this cruel illness. In
so many of the works of Weber and Chopin, also
those of Schubert, Schumann (1810-1856), and Men-
delssohn (1809-1847) who was only thirty-eight years
cld, we are reminded of the tragedy of early death.
All have one thing in common-that they were never
able ,completely to rejoice in the beauty and strength
of life. One believes continually to feel in their
rhythms, their melodic pattern, and in their harmony
~heir inev~table fate. All have that touch of peSSimism:
In the phIlosophy of which Arthur Schopenhauer the
romanticist among the philosophers, preached. '
When we think of the great opera composer Weber

whose penetrating melody pervaded the figures and
scenes of his operas with an intensity, characterization
a~d color never again attained, we should not forget
VI~cenzo Bellini (1801-1835), who died at the age of
thlr~y-four, one of the most charming figures at
ItalIan .opera, full of melody and sweetness. We must
alsq t.tunk of Bizet, the writer of the most lovely
melodIes of the ~rench, who died at the age of thirty-
seven. Another notable example is that of Guillaum
Leken who died at the age of twenty-four. e

If \ve wanted to continue our observations and
occuPy ourselves more thoroughly with the problem
of Y07lth and age in composers, we would probably
establIsh ~he. fact that the "young" tended more to
the melodIC sI~e. the "old" more to the harmonic and
co~~rapuntal sIde.. That is understandable, since the
ongmal form o~music is melody. Perhaps there is one
composer who IS an exception to this rule the great
contrap~mtist Max Reger, who died at the age of forty-
t~ee, SInce he had been entirely too negligent about
hIS health.
In the past ~ew years we had all oPPol·tunity to

see a wl~ole senes of gTeat talents die at a youthful
age. I.thmk first of all of Rudolf Stephan (1887-1915)
who dle~ at the age of twenty-seven during the first
wor~d war, one of the earliest pioneers of the new
mus~c,who supposedly would have become one of the
leadmg composers of the world if death on the battle-
field ~ad not torn him away so prematurely. Here in
AmerIca we have a classicist of American music
George Gershwin 0898-1937) who at the YOuthfui
age of scarcely thirty-nine left this world t hO h
he had g' '" a w lCIven so much JQy WIth hIS ori~"inal 1 d'r~~rhythmic tale~t. One does not dare to reco~:t~u~~
ooically what heIghts music would have reached if
all of the Moz~rts, Pergolesis, Schuberts, Gershwins
and many gemuses who died young bad rea h d '
normal life span. c e a
~oday battle is raging in all parts of Euro e and

ASIa. Thousands of musicians are taki p
hundreds fall for an ideal and futur~ f~~ ~art and
How many of them bear in 0 ell' people.
genius of music? How man themselves ~he creative
history? How many thousan~ W~Uld ennch musical
g"ive happiness to couid thS 0 people would they
talents? These line~ are dedo et

ydonly develop theirIca e to them.

• , •
"The chorus is the greate;t v h' I
sian, because it is an orchestr e t,C~ oj 1nu;sical expres_

a 0 uman tnstruments."
DR. WM. J. FINN, C.S,P.
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(Continued from Page 1291

Why Not Get Up A Summer
Music Play?

an award is offered for the best book assembledd',.
the term, be sure and have written rules abot \lrj

counts--neatness, originality, size, and so fort~II"ltr
Handic:aft is includ~d more to vary the p;

than for ItS own worth In this project but Ohm QgJ1I
• ' .::AJ e mt"esttng developments may come from your clay ~,

ing of hands. Plaques of the hand of eachc;~·
made. The hand of "Susie, age six," may lOOkq:
different .from the hand of "Tommy, age seven'''I'~
why? This make~ a fine opportunity to createjnl~
111 hand-developing; technic. If the plaque is mad'
nice oval, dried in a slow oven, or the hot sun ~1
rin~ for hanging is placed on the back, the f~r:;:
dehgh.ted to h~ng it as decoration above the pi:l.no,11J
~~at IS.m?r~ ~nterest1ng than a pianist's hand,_
It ISa violintst s? As additional handicraft, recitalpr0-

grams may be hand lettered, or posters may be mac
The Junior Etude is full of good features forcl~

and parlor ~ames. We keep Ensemble playing3lll
practicing gomg, on in one studio almost all daylaD!.
The older boys and girls learn to rehearse by them.
selves with occasional help from an instructor.

Types of Recitals
From a summer play schOOlprogram such as tIili.

in ~ddition to winter lessons, you will find youhai!
pupIls more wonderful than you ever dreamedJ.
could have. These pupils know good music andhowtt
make. gO?d music. They know and appreci:ttegooi
melodIC hne and balanced dynamics. They knowtheir
harmony and have good rhythm. This is not bychanre
but because in such a sessIon their skills mellowani
mold into an integral musIcal kDowledge~
~erhaps you would like to know of various types 01

reCItals planned and presented in these sessions.Bt-
sides the "Bach to Modern" type of program wehSi!
~ad "The .Circling Seasons," a recital ~ith' illustra.
tIons of plano numbers and poetry of the season!
of the year. '
A~lOt~ertiz:teprogram was calle'd "Humor in Music'

Begmmng WIth a piano trio of Three Blind Mice t
inc1u~ed a left hand arrangement of BUl Grog~"
Goa,t (the verse recited before playing) and The LOO
Whtte Donkey. by Ibert. Funny stories of musical COlI'
text were told.
"Music and Art" was another. Copies of old masts;

are placed on an easel with appropriate piano number
played as each new picture is displayed.

A Poster Program
Another nice effort in correlation was a series~

twelve posters made by a young girl. She made a osla
fo.r ea:.ch of her memorized piano solos She ;intei
WIthmore S~il1than she played, So her ~iano n~mbell
were very sn~ple. ~ach time as she displa ed hi'!
poster, s?e reCIted a SUitable verse, then seatel herseJI
~t th~ plano and played. Among these was To a Wad
th~~ela;t ~~~D?Well and Prel1UJ:e in A by Cho1)in. ,
taking his bat~~ned fone her PIcture was a little bira
. " 111 a ormal garden in the morning Th~
~~ti~~::rl~n a~ong party dress entertained her mother'l
presenta~io~. a and made a charming drawing-roOlD
'''Folk m '"by childre USI.CWas a recital of simple folk melodi~

Ii t n m a~l stages of piano playing from oD1
ne unes to a Llszt Rhapsody
A "Travelogue" rna b . . .

Navy U
Of Y e glVen by two small boYSIII

m arm with th 'd fistic music Th e al a a globe and character·
read and iiI t e ~tory of the "Nut Cracker Suite" was
the B us ra ed by one of the girls. Also Jackand
workede~nsttalk .and Cinderella by Adair have heeD

III o. reCItal novelties.
st~~;e~ua~~eS:smble g,roups of piano quartets, tri~
ances mad .' may come from the musical acquainl'
on into pI e .In the summer school. These will carrf
and on in~~l~~ experiences through the next seasaJI
. . .' _~e future. Ensemble playing Is a most
mspu mg and helpfUl .experience.

/'

THE ETUDL

"WHEN YOUNG SINGERS come to me for
assistan~e.and advic~ in their work, I begin
the audltdon by asking them a question. I

ask themwhy they wish to sing. Sometimes the aspir-
ing young art~st who mos.t. definitely wishes to sing
finds this a dlfflcult quesh?n to answer! Actually, it
formsthe roost helpful basts for work. If you wish to
singbecauseyou love music, because you have a good
voice,becauseyou believe singing to be the entrance
to a 'glamorous' career, the path before you may be
a stonyone. But if you wish to sing because singing
affordsyou the one channel of expression without
which you could not exist, you have set your feet on
theright track.
"Singingis an expression, not of tones, but of life'
it is part of life in that it involves the vivid re-living
of emotionsand moods which were sufficiently com-
pellingto cause a poet and a composer to write songs.
Thoseemotions, then, must form the basis of singing
thosesongs-any artiStically valid songs. Hence, the
singerwho takes his work seriously soon develops the
convictionthat his singing must re-create living emo-
tion-which is a different matter from thinking that
thesongexists merely to display a voice!

What Then of Equipment?
"Assuming,then, that singing means the expression
of livingemotion, what shall the young singer do to
equiphimself for his task of vivid projection? Frankly,
that isnot an easy question to answer, since it involves
the intangible elements of imagination, observation.
sensitivity.To reflect life, the singer must know life.
NoW, many young people seem to think that 'knowing
life'meansa furious plunging into activities and emo-
tions.That is by no means the case. Life includes those
things,true enough-but it includes so much more! It
includesmeditation, the ability to enjoy and appre-
ciate little things, a feeling of oneness with nature,
the imaginative ability to live in other people's joys
and sorrows. And those aspects of living, precisely,
mustenter into singing! Obviously, a fine natural voice
and a well-schooled control of its use must be pres-
ent-but those qualities alone have never yet produced
convincingartistic projection.
"The singer must live each song he sings. For this
reason,he is unwise if he attempts to sing, any song
in whichhe does not believe. A song may be 'the fash-
ion,' it may be a great 'success,' it may be a mag-
nificentvehicle for another singer-but if it does not
moveyou, you will never be able to use it as your
meansof moving others. Thus, the very first step in
approachinga new song is to read it through, play it
over,and find out just how much it means to you. Can
youlove it as a poem, as a sweep of melody? If not,
leaveit alone! Perhaps you will come back to it some
daywhenyour own powers have matured; perhaps you
will never feel oneness with it. But if you do not believe
in it, don't sing it! If the song is a lesson assignment,
a wiseteacher will not compel you to attempt to give
expressionto something you cannot sincerely express.
"But if the song is your own, the first step in learn-

ing it is to get as far away from the music as possible!
Copyout the words on a bit of paper and keep that
paperwith you. Whenever you have a free moment--
in a bus, waiting for an appointment, anywhere-read
overthe poem, not merely memorizing the words but
saturating yourself with the feeling, the mood, the
deepestsignificance of those words. Drink in the poem
as a spongedrinks in water, and try to feel the impact
of its essence. Then a day comes-perhaps soon, per-
hapsnot-when you feel the poem as part of yourself.
Bits of its words, of its pattern begin to come to you
whenyou least expect them; the feeling of it mingles
with the feeling,s and doings of your everyday life;
somethinghappens that makes you turn to this poem
as the natural expression of some emotion of your own.
And then the poem is yours. You know it-not as a
seriesof memorized words, but as an integral and in-
timate part of your own living. Now put it aside. Go
to the piano and work at the music, just as inde-
pendently as you did at the words. At the beginning,
forgetart and interpretation, and work at that music
in the most elementary fashion. Count out the rhythm
-insist on the rhythm!-play the accompaniment,
adapt both melodic line and harmonic pattern to your
voice.Finally, then, build the three separate units of
your stUdy into one complete whole--poem, melody,
accompaniment must be blended and welded together
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Why no Yon Sing?
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SECURED EXPRESSLY FOR THE ETUDE BY MYLES FELLOWES

Povla Fri;sh has come fo be known as one of fhose rare affish to whom audiences look nof merely for
masterly inferprefafion but lor a Jiving eJlpression 01 experience. A ncdive 01 Denmark, Mme. Fri;sh
has appeared in the leading European capito's as ~weJf as fhroughouf fhe United Sfafes. Eleeting to
confine hefSelf to recitals of songs, she has become known as a "specialist' in inferpre+afion. In the
foffowing conference, Mme. Friisn ouf/ines for readers of THE ETUDE the elemenfs thaf must lie as the
foundafion for any valid interpretation of songs. ' -EDITOR'S NOTE.

so that they stand as
one. Now, at last, you
are ready to sing your
song!
"I believe with all my
conviction that the poem
is always the core of the
song. For that reason,
I judge the emotional
value of my song,s by
their texts. If the poem
of a song moves me, I
will sing that song even
if the music is only pass-
able-but the most ex-
quisite music will not
tempt me to sing a song
of which the poem is
mediocre.

radiate happiness-all of
you!
"It always interests
me enormously to learn
that, when the tickets
for my concerts are put
on sale, the first to be
taken are the balcony
seats, where the young
students habitually go.

POVLA FRUSH
From an oil painting by the American modernist,

Scribner Ames.

The Essence
of All Poetry

"If I insi~t on the po-
etic value of a. song, it
is because experience
has taught me that
whenever a young singer's interpretative values are
inadequate, his familiarity with the poem is also in-
adequate, Try reciting the poem, (tS a poem, before
you attempt to sing the song. Acquire the habit of
reading much poetry. Once you do, you will find
that the essence of all poetry is, not words, but
feeling. Critics tell us that the great poet begins his
creation with emotion and mood, and then clothes
them in words in second place. Precisely that is
what the jnterpretative singer must do. From the
hearer's point of view, emotional impact is what he
wants.
"In order to project these emotional values, the
singer must have clear diction at his command. But
he needs something more-something that might be
termed facial diction! By that I mean mobility of the
features and expression of the eyes. In daily living,
we accompany our least activity with some facial re-
inforcement. Tmag,inehow dull we would seem if we
said and did everything with the same set look on our
faces! Since singing is living, a part of our expression
must animate our faces as we sing. Certainly, this does
not mean the making of grimaces or contortions! It
means simply that if you sing of happiness. you should

A Winning Indi-
viduality

It is a wonderful feeling
to reach youth! It is a
wonderful thing to know
that our young people
want to hear interpre-
tative singing. It means
that, underneath their
normal youthfUl desire
to dress 'in fashion,' talk
'in fashion,' and be 'in
fashion,' they are grop-
ing for the intense imag-
inative expression that

\"ill one day mature them from adherents to a fash-
ionable code, into individual personalities. In singing,
it is precisely this expression of individual personality
that reaches the hearts of an audience, in that won~
derful, magnetic gLve-and-take between performer and
hearers that is the final element of completeness. Now,
winning individuality does not mean going in for
freakishness! Rather, it means the deepest probing
of the real self. It means finding out what you really
feel-when you look at a sunset; -when you come back
to a clean, warm home after a day's work; when you
hear good news. One of the best ways of stimulating'
the imaginati.on is to observe and appreciate the little
things of life, so often taken for granted in our rush
aiter bigger values! When you know what home and
homesickness mean, you are better equipped to in-
terpret schUbert's Der Lindenbaum.
"Finally, once the elements of interpretative values
are in sound order, the singer should try to get the
perspective of his songs as a whole. This, of course,
includes the accompaniments. Since it is not wise to
sing while seated, a singer should not accompany him-
self (although he should know his own accompani-
ments, at the piano, for purposes of study and assimi-
lation) , This,- in turn, means working with a pianist-
a.nd here my best advice is to get one who works well
with you and remain with him! It is a mistake to
change pianists at every concert. Viewing the song as
a Whole,the singer needs something more than merely
a pair of han'ds at a keyboard (Continued on Page 173)
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More Musical
Therapeutics

This is really the second section of Mrs. -Carfwright's article "The Healing Art
of Music:' which appeared in The Etude for february. The Etude has endeavored
to confine its discussions on this subied fa the restrictions which medical ethics
prescribe. While there ;s a widespread feeling that music may be very helpful
in the treatment of certain illnesses, the application and the dosages are by no
means reduced to a scientific basis. -EDITOR'S NOTE.

A THRILLING STORY of the vital-
izing power of music was told by
a young seaman in the surgical

ward of the Marine Hospital on Staten
Island. His boat was torpedoed in mid-
ocean. He managed to rescue his precious
mandolin. For days he- and his buddies
were afloat in a liferaft. He bolstered
their morale by singing, playing, and
making up music. When they were finally
rescued the doctors marvelled at their
excellent condition in spite of exposure
and near starvation. This they attributed
to the music which had helped to pass
those terrifying days.
Row let US go to the recreation' hall

In".~he Marine Hospital on Ellis. Island.
There is a large 'cheerful auditorium
with an attractive stage. 'I'he atmos-
phere of good cheer which pervades the
room is, due to a most capable and
sympathetic social service staff. There
the ambulatory patients congregate for
an hour of entertainment. Mr.::tyof them
have been nervously exhausted and
shocked by the terrific experiences they
have had, yet all of the musicians agree
that they have never played or sung
for so inspiring and appreciative an
audience. Sometimes there is community
singing. More often a program of music
is given, always by excellent ar.tists.
Sometimes there are ill aliens in the
audience. On one occasion: a pale, wan
German boy sat in the front row, drink-
ing in the music. When there was a
pause he asked the violinist if he would
please play a certain composition by
Mozart. The violinist, a sympathetic and
un~erstanding person, said: "You play
the violin, do you not? Won't you play
it?" "Well, I can try." Thereupon the
young German played like the fine artist
he really was. The men, some of whom
had been the victims of enemy sub-
marines, applauded heartily. Music, the
universal language, which knows no
bounds or race or creed, united us all
for one transcendent moment. Perhaps
in the brighter tomorrows music will
be for the healing of the nations.
I remember the case of another youth

in the same recreation hall. When we
came in to begin the concert we found
him greatly disturbed, talking at ran-

dom, and gesticulating. As the music
progressed he became quiet, and when
by request the violinist played the Air
on the G String, by Bach, he slowly re-
laxed. The expression of tension was
gone from his face, just as though he
had been given a sedative. These things
are startling when one sees them occur
over and over again.
When the medical men, psychiatrists,

physicists, and musicians get together
they, may be able in time to formulate
a training course which will graduate
accredited musical therapists. These in
turn will join the noble army of pioneers
until they can definitely point to enough
successful treatments from which a real
profession may evolve. Therefore we must
be patient. Meanwhile, do not forget that
musical visits to the suffering may bring
great joy. One does not need to be a
musical therapist to do that. Of course
o?e must be guided by those who have
had much experience over a period of
time. Much beautifUl music has been
tested and- found helpful. After all, it 1s

the musician of understanding and skill,
that counts. As Robert Browning wrote
in "Abt Vogler":
"But God has a jew whom he whis-

pers in the ear;
The rest may reason and welcome:
'tis we musicians know."

Music, as a healing art, must be admin-
istered by artists. The best is none too
good. Musicians should not play down
to the patients, but choose from the
great music of the world what is simple,
inspiring and suited to the emotional
level of the patients. The personality
qualifications of the musicians are most
important. They should bring a feeling
of cheer and well-being to those whom
they visit. Not all musicians are fitted
for hospital work.
The National Music Council recently

sent a questionnaire to three hundred
and forty-one hospitals for treating nerv-
ous and mental diseases, with a view
to ascertaining the results of the use of
music. A complete report of this survey.
with a digest by Willem van de Wall,
may be obtained by sending fifteen cents
to Edwin Hughes, 338 West 89th Street,
New York, N. Y.
Dr. Samuel W. Hamilton, Mental Hos-

pital Advisor, Mental Hygiene Dfvtsion,
United States Health Service, Washing-
ton, D. C., makes the fcllowfng memo-
randum of the survey in the Bulletin,
from which we give extracts;
"The questionnaires returned to the

National Music Council have been studied
with interest and care. A large number
of the hospital administrators who have
gone to the trouble of preparing and
signing these reports are personally
known to me. Among them are many
thoughtful and critical men who are
never swept off their feet by something
that appears to be showy. That judg-
ment is made more convincing. by the
restrained diction of the replies. Two
hundred and nine out of three hundred
and forty-one institutions have sent re-
plies. Eleven want more of a program
than they have ever had but are plan-
ning to organize it when the employ-
ment situation is more favorable.
"Some pathetic things come to light.

Four institutions have no radio. Fifteen
have no audttortum. A few institutions
never offer to their patients music by

Is Musical Medicine Practical ~
WE ARE all aware of the attitude of medical authorities iu

avoiding the exploitation of any new drug, new surgical
routine, new "cure," until it has been given the most severe
~e~ts.over a long period of time. There is uothing quite so
InJurIOUS to the art of Hippocrates as the introdu t' f" ., CIon 0
cure~' which, after only a few years, prove disastrous
experIments.
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individual performers. A hospitalof r

thousand beds reports for it.<;activl.
gram only a choir of twentY.seve~fq~
an orchestra of employees Who pia
the dances. This is about whaton:~
used to forty years ago and of course
not up-to-date now, but on the
hand, the same institution hasPh .
graph records and a radio, whicht
not available in 1904,On the other '
one hundred and nine have singing
the wards; forty-one have profP.Ssj,
musicians as directors, and ninety.
say tha t they could use additionalm~
cal workers if they had them.
"We have made considerablepr IN MODERNORCHESTRATION

in the last forty years, and more oneof the most effective means
cially in the last twenty. It is true, of addingrichness and fullness
course, that extensive use has been ' to a. melodicline or an accompani-
of music at Kalamazoo for fifty Yea:mentis that of doubling. For ex-
but in many institutions--gOOdon~ ample,a melodyplayed qn the Oboe
that-music was not well organizedp maybedoubledon the English Horn
to 1920. an octavelower; one played on a Trumpet may be
"This advance has not comea doubledby a Trombone; or one played on a Violin

fortuitously and this is the timeto all maybe doubled by a Viola. You will note that the
mand the vision of the Committeeon' doublingis done by instruments of the same tonal
Study of Music in InsUtutions \1/' characteristicsas the instrument employed in solo-
with headquarters in the RussellS ing the actual melody. In other words, wood-wind
Foundation, is directed by Dr. van' doubleswood-wind; brass doubles brass; and string
Wall. doublesstring. Thanks to the varied possibilities of
"A conservative statement in aninsliutheHammond,this same principle may be applied

tion that has no director is that to yourown playing in your own home with telling
therapeutic effect there is doubtful, effect.
that the music is important as a recrtI Letus use "Suggestions for Hammond Registration
tional outlet. The situation was (BulletinNO.2)· as our text book. If you will turn
summed up by another who safd to pagestwo and three you will find the pitches con-
the more the patients participate in mat trolledby the draw bars clearly defined. Those which
Ing the music, the more therapeutic~oundthe "key-note" in various octaves are I, III, IV,
becomes." VIandIX.The interval of the fifth (in various octaves)
From the foregoing it must be cl issoundedby II, V, and VIII. In other words, if I drew

that medical institutions are slowly [, I1I~IV, and IX. and played C, I should hea: c.
surely waking up to the necessity sounding~t five different pitches at the same ttme.
research in this field of musical the:However,if I drew II, V, and VIII and played the
peutics and also that we are proMsameC, I would hear G (instead of C) sounding at
upon the dawn of a great new ern'threepitches.From this experiment we can easily see
the treatment of disease. The fact thatI is the double .of.I~I, and III is th.e sub octave
eminent physicians are continuallys (ordouble)O.fIV. In similar manner, 1.1IS the double
tending that the functional o~V and.V IS the double of VIII. ~hlS may seem a
which are the result of disturbed m It complicatedat first, but a few mmutes perus~l. of
states and emotional stress are farm hechart on page two 0: our guide. and a repetdtion
numerous than is generally known,' ortwo.of the afore-mentioned experfment at the con-
dicates that the calming effect ofm soleWIllno doubt clartfy matters.
will be employed more than ever in'
future.
Certain instruments se t h Nowlet us proceed to a practical application of

specific effects. The ViO~~C~110a~~i~dOllbl.ing(or sub-coupling as it is s?metimes called).
stance with its beauttfuj 11 Turmngto pages 8 and 9 of Bulletm No.2, we find
tones is best whe 1 1 ci .me OW," a greatlyvaried list of Hammond stops. A simple and
The har wh n p aye 111ens~. colorfulexample is the Hohl Flute. At 8' pitch (or
eSpeCiall~'gOOd~if~aYled ~y .an ar.tis~~ianopitch) its designation is 003100000.NoW since I
a solo instr t IS ave y m a Vi~ 1Sthe sub octave of III and III is the sub octave of
~ . um~n or as accompammIV,at 16'pitch (or one octave below piano pitch) the
l~n;Ol~e t0\ strmgs. The violin is eK('( compositionof the same stop is 301000000.By the use
t. 't Us '1 must be played by a rtf ofa simplebit of addition we arrive at the conclusion

ar IS. rna 1 instruments such as that a Hohl Flute doubled WITH ITSELF would be
auto har? ~re good for small wardS. registered304100000.The following chart will illus-
best mu~lC IS.tl~at by a'good string qm: tratethis more vividly. .
tet or trIO (vlOhn, violoncello and pian:
Vocal ensembles are good. An insp"'
rendition of Stainer's "Crucifixion"
Ellis Island by a dOUblequartette ofpi
fessional singers lingers in our m~
still. It was on Good Friday and 1/1&'
never seen a more reveren t and aWL
tive aUdience than that companyof'
Marines and Coastguardsmen.
For one taking good music to hOOP!

the experience is most rewarding.
we feel that the musicians receiveIII
inspiration than the patients! The
fits are reflex. The singers find nell'
finements in their singing. The idea
performance recedes into the bRCkg3
and music as a healmg art em " I
more beaut~fuI, more satisfying than~ Qmntadena 8' 0
other mU?lcal experience. su:elY, Quintadena 16' +3
blesseth him that gives and hiDltb' Quintadena 16'& 8' 3
takes."
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The Secret of Adding Orchestral Color
To Hammond Registration

A Practical Application

IV
I
o
I

v
o
o
o

VI VII
o 0
o 0
o 0

VIII IX
o 0
o 0
o 0

II
o
o
o

III
3
I
4

I
o

ohl Flute 16' +3
Hohl Flute 16' & 8' 3

Sucha simple probl~m in addition could be solved by
a child and yet this formula-plus a bit of com-
monsense-will greatly enrich your palette of tonal
colors.
Aproblemthat is a bit more difficult is forming the

truedoubleto the Quintadena. At 8' pitch this delight-
ful stop is formed through setting the draw bars at
003130000;at 16' foot pitch it would appeal' 331000000;
hence at the two pitches its indication would be
334130000

II
o
3
3

III IV
3 1
1 0
4 1

V
3
o
3

VI VII
o 0
o 0
o 0

VIII IX
o 0
o 0
o 0
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For our· last illustration of doubling at the sub
octave, let us consider a type of doubling that calls for
a bit of common sense plus mathematics. The com-
position of a Corno d'Amore is 006751000,hence its
sub octave is 65710pOOO.Now if we add these two fac-
tors together our result is 6 5 13 8 5 1 0 0 O."A ha!"
you say, "your system isn't fool proof. Since there are
only eight dynamic degrees on a draw bar thirteen is
an impossibility." And right, you are, but let's try a
little experiment. On A set up 006751000and play
middle C and the C one octave lower. Listen to the
sound carefully. Now on B set. up 658851000and play
middle C only. Is there any perceptible difference in
the sound produced by these two means? Under nor-
mal circumstances the answer would be negative. From
this, we can reasonably conclude that any number
greater than 8 may be effectively supplanted by 8.
One word of caution. When using doubles-or sub

octaves-avoid the lower range of the manuals. Any
pitch lower than a third below middle C is apt to be
"muddy" or "growly."
Now let us consider the reverse process-namely,

doubling at the super octave. Again
let us refer to pages two and three
of "Suggestions for Hammond Reg-
istration" (Bulletin No.2). By a
bit of perusing, we discover that IV
is the super octave (pitch sounding
one octave higher) of III, VI is
the super octave of IV, and IX
is the super octave of VI. By the
same virtue, V is the super octave
of II a'ild VIII is the super oc-
taveof V. From this (and the
similar paragraph in Part I) one
can readily ~see that whether a
draw bar plays the role of a sub
or super octave is relative to cir-
cumstances.
Let's go back to our old friend

the Hohl Flute. At S' pitch the
draw bars are set 003100000.At 4'
pitch (one octave higher than
piano pitch) we would set our draw
bars 000301000.Resorting to simple
addition our draw bars would ap-
pear 003401000if we doubled this
stop at the super octave.

Another Example _
For another example we'll'dig up

the Quintadena. Its S' s~t-up is
003130000,while at 4' pitch its reg-
istration is 000301030.Thus, if the
super octave is employed with the
unison pitch we would set the draw bars at 003431030.
Here let me add a word of caution. In most rooms the
VIII bar at 3 will be too prominent, so reduce it to
2 or 1. In other words, "voice" the stop to suit W.e

room in which you are playing.
No doubt many of you are won-

dering if it is not possible to em-
ploy the sub octave and the super
octave simultaneously. It most cer-
tainly is possible and one may obtain ""
a good many Debussy-like effects in

. this manner. At 8' pitch (piano pitch) an Unda Maris
is formed 002100000.Draw the Chorus Control and
turn the tremolo on one third of the way. Try a few
chords. and note the ethereal timbre of this delicate
stop. When "spread" the sheer beauty of this stop is
greatly enhanced. Let us extend this color over three
pitches by use of the sun.and super octave.

I II III IV V VI VII VIII IX
Unda Maris 8' 0 0 2 I 0 0 0 0 0
Unda Maris 4' 0 0 0 2 0 1 0 0 0
unoa Maris 16' 2 0 1 0 0 0 0 0 0
Unda Maris 16', 8' & 4' 2 0 3 3 0 1 0 0 0

Set your draw bars at the sum of the three above fac-
tors and play a few chords whose lowest note is not
far below middle C. It sounds much like the effect
derived from muted strings in a vervruu orchestra-
tion, doesn't it?
That you will want to stt at the console and experi-

ment to your heart's content, I know. Try "spreading"
your favorite combinations and- see if your vocabulary
of "effects" is not greatly increased. You will find end-
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prIOlo 'bit Grallt AIld'crsol~

W /0 RiCHARD PURVIS
Band Leader, 28th Infantry Division

less pleasure in the increased color the use of sub and
super octaves places at your disposal.
The demand for tonal color is a natural one. The

great variety of instruments in the orchestral tonal
mass, now heard via the talking machine, the radio,
and the cinema, is doubtless' responsible for this.

~ (Note: Bulletin No.2 is given to each Hammond owner at
the time of purchase. If you don't possess this helpful pam-
phlet. it may be obtained by writing to the Hammond Instru-
ment Co.. 2915 Northwestern Avenue, Chicago, Illinois.)
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THE ETUDEwill review from time to time the I'nve t' t'd . . s 19a Ions
rna e by serIOUSmmded workers in the field f . Ih 0 mnSlca
t erapy, but our readers must know that noth' b

" " lUg cau erepresented as a cure or a remedy until lOtha b .
h f II seen gIVent e u est confirmation by the medical f 0pro eSSlon.
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THE NATiONAL HIGH SCHOOL ORCHESTRA OF THE NATIONAL MUSIC CAMP
INTERLOCHEN. MICHIGAN

The Problem of Building the
High School Orchestra

THIS IS THE THIRD in a series of three articles
which were planned to present briefly a picture
of the three areas or levels in a program for

building; a school orchestra. The previous articles dealt
with the programs in the elementary and junior high
schools. and now this article will deal with the pro-
gram in the high school.
Here the writer is presenting what seems to him

to be the major factors which must be taken into con-
sideration in thinking, through a basic plan for build-
ing a schoolorchestra, not as an end in itself but as
one of the unique and valuable tools by which the sec-
ondary school achieves some of its most fundamental
purposes. The writer is well aware that most teachers
of school orchestras are searching for definite aids for
their manifold technical and specific problems, but it
seems to him to be imperative first to present the
broad picture of the problem of the school orchestra
and to leave' to subsequent writings the essential task
of developing each particular detail of the problem.
This approach grows out of his conviction that one of
the main reasons for' the paucity of school orchestras
is the failure of teachers to see the total and basic pic-
ture of the problem with which they are dealing.

The Function of the High School
Now there seem to be three major factors to con-

sider in our problem: first, the function of the high
school; second, the nature of high school youth; and
third, the unique function and contribution of the
orchestra to the purposes of secondary education. Ac-'
cordingly, let us look at these three factors before we
consider the more specific problems of building the
school orchestra.
For a long time we haye given lip service to the the-

ory that the school is America's institution for main_

taming; democracy by providing education for all
youth to the end that they may live and participate
effectively as citizens in our society. But now the war
has brought into clear focus the realistic needs of our
youth.
A recent publication makes this statement:
.. "The war has reminded us of many virtues and

ideals that we had forgotten. One of them is the duty
we owe to our youth in the provision of their educa-
tion, not education merely in terms of books; credits,
diplomas, and degrees, but education in terms of prep-
aration for living and earningvu
In dlscuasfng the organization of the high school

curriculum, the same publication lists three areas in
which the purposes of education may be achieved in
grades ten to fourteen:
1. Preparing for an occupation
2. Developing civic competence
3. Developing personal interests and aptitudes2
These two quotations give us a cue to our unique

contribution to the fundamental purposes of the high
school and. to the realistic needs of youth. Very few
of ou: school musicians can expect to make music a
vocatlOn. However, the school orchestra can contrib.

1P[~n1!ing for American Youth, Washington, D. C.: National
AssoclatlOn of SecondarY-School Principals 1944 3

2 Ibid., p. 21. ' ,p..
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ute to the civic competenc~ of high s'::hoolyout~
surely no phase of the curnculum holdsgreaterp;.
ise for enriched living through developedp~
interests and aptitudes.
Our problem would be simplified greatlyif ~e

select from the total school resources just thoset:
which we require for success in our subject.lllo
field, but this is the "easy way out." Oure
and our responsibility in building a SChOOlorcht,
is to create the organization which WillmostIle:
strike the happy medium in serving effectivelyas
pupils as possible without neglecting, specialin~
and abilities and without robbing pupils ofothere&;
tial experiences in the curriculum. We mayask.
a specialized organization like the orchestra6h:
have to be concerned about the total schoolpro',
When we realize that "seventy-five per centG!
adults have never completed high school andlhat,
forty-four per cent of the youth who enter high~
never complete it,"3 we begin to see the jobwhici
high school faces in serving the needs of alI)'ouQ
To be specific our problem Is (1) to viewtheor(

tra as one of the school's major devices for servi~!
youth and (2) to organize and conduct that orch:
so that it serves as effectively as possibletheII
aims of the school.

The Nature of High School Youth
Our success in building a school orchestrawi1l

pend considerably on our understanding of thee
major phase of our problem, the nature of high
youth. Of course there is space here only to touch'
briefly on this problem. However, a few basicr,
points are essential if we are to deal tntellfgenth
youth.
1. There are amazing individual differencese
high school youth in the same grade.
a. Intelligence, interests, aptitudes, and abili'.
b. Home background
c. Emotional and physical health
d. Vocational interests and hobbies

2. Most youths have certain fundamental drift:
needs,
a. New and interesting experiences
b. Security and the feeling of belonging to.
c. Recognition, status, and success
d. Interest in the opposite sex

3. High school youth are preparing for
a. Establishing vocational plans
b. Forming habits of recreation
c. Learning to participate with others in
perfences

d. Planning for home and family life
Thus the problem of building a school orchellD

pends considerably on the ability of the t
understand the human material that comes
and to provide experiences appropriate for u.l
"terral.

The Unique Purpose of the
High School Orchestra

Let us now consider briefty four of the uniqll
poses of the htgh school orchestra. First, one
major purposes of the orchestra is to providedIl'
possible musical experience, both for the partld·
and for the listener. The problem is to implemenl
aim, to build an orchestra capable of playing
music. For unless our resources in time schedules.
equipment are adequate to build an acceptableOf(.
tra, our primary function of bringing music~
youth becomes a hollow shell and we dissipatef~
lessly the time and efforts of ourselves and our
dent:;;.
A second major purpose of the school orche.>t

to provide Wholesome group or social experienlti
as many stUdents as possible. In many casestlt
port unity to participate with the group is of far
value to the stUdent than is the immediate'"
experience.
A third major purpose of the school orchestra;

make music an integral part of school and co[)1lll'
life. In other words the school orchestra should!t.
tive in participating with and (Continuedonpagl.

3 Ibid., p. 3.
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MERICAis blessed with small towns. There areAN hundreds of them-remote little villages of.t1.'Whichyou have never heard and probably
neverwill. In nearly all. of these hundreds of small
townsyou will find a high school band. In fact, no
townor schoolfeels quite complete a~1Ym(re without"
e So Americais not only blessed WIth small towns,

~~t'itis also blessed :Withhundr~ds of boys and gfrls
whoplaya musical Instrument m these small town
schoolbands.
It is to the parents and band directors of these boys

andgirls that this article is directed. I know from
experiencethat these small school bands and their
conductorsencounter many problems, and I would
liketo make some suggestions concerning what I be-
lievecan be done to improve their status.
For the past ten years most of my waking hours

havebeen devoted to the development and main-
tenanceof a high school band in a town which has
a populationof less than 2500, and in a high school
whichhas an approximate enrollment of two hundred
andfifty.Many problems have had to be solved, and
I believethese problems are common to school bands
mmostsmaller communities. In looking back now, it
is recalledthat some of them were the financing of
theband,making a place for the band in the school
schedule,buying uniforms, building a band library,
seCuringpublic support, balancing the instrumenta-
tion,setting up a workable course of study, convinc-
Ingthe-board of education that my degree in music
meantthat I was better trained to teach music than
arithmetic,and finally, fortifying myself for the real-
lzationthat a bandmaster's job doesn't stop when
theschoolday does. Three of these problems are ex-
tremelyvital, and must be given the most serious con-
siderationif a really successful band is to be devel-
opedin a small town high school:
L The band conductor must be allowed sufficient

schooltime to teach band.
2. The scheduling of rehearsals and instrumental

Developing
In a

Music and Study

a Band
Small Community

One of America's great educational institutions is the school band to be found in the. thousan~s of sm~JI
communities throughout our land. The following article by Mr. Bovee.proY/cJes stimulating and mformat,ve
material for all who are interested in this important phase of educat,on.
Mr. Bovee was elected to his present position in Oxford in 1935. Since that t!me the Oxford S~hooJ Bonds
have become the most active and important organizations in that community, The Oxford Instrumental
program is nationally known and is used as a model by many small schools throughout the country.
In recognition of his achievements Mr. Bovee was recently elected president of fhe Michigan Scho~1 Bond
and Orchesfra Association. -EDITOR s NOTE.

KENNETH L. BOVEE
President of the Michigan School Band and
Orchestra Association and Conductor of

the Oxford High School Band.

[r
r

OXFORD (MICHIGAN) HIGH SCHOOL BAND

classesmust be carefully and property arranged.
3. The teacher himself must expect to spend many

hoursoutside of school in the wor~ of planning and
organization.
Let us take up the first of these problems, that of

findingsufficient school time to teach band. There are
manysmall schools in which the band director is re-
quiredto teach two classes daily in high school Eng-
lish and all the vocal music; then if he has any time
left over,he tries to organize and develop a band ..He
fares a little better in another set-up which reqUIres
him to teach only music-that is, vocal music in all
twelvegrades and band in his free periods. There are
manyvariations of this familiar pattern, but they all
add up to the fact that the band director is not usu-
ally allowed sufficient time to develop a good band.

MARCH, 7945

The reason for this condition is that taxpayers, par-
ents and boards of education have not as yet fully
realized that the director of a school ~and is a teacher
of many subjects, not just one. The subjects he is ex-
pected to teach include clarinet, flute, oboe, bassoon,
saxophone, alto clarinet, bass clarinet, cornet, trom-
bone, baritone, French horn, bass, snare drum, .t~-
pani and other percussion instrum~~ts: IU: addItIOn,
he teaches band, which is the coordmatlOn of all

""'''''''''',., '""'''''~4~;~"''''',~'ffl;""M,~.~,:~",.".~·i>fi~;\~it~~
BAND and ORCHESTRA
E'dite~ by William O. Revelli

these various instruments into a-well-
balanced musical organization.
The person who has never played

band instruments has real difficulty
in fully comprehending that two in-
struments, such as the flute and clari-
net, have very little in common. The
problems of tone production, em-
bouchure' fingerings, and other fun-
damentals are so vastly different that
to teach them together in the same
beginning instrumental class is both
difficult and unsatisfactory.
In many systems, however, the band

director is forced to teach beginning
clarinets. base -s, piccolos, cornets,

trombones and oboee ~_..i .n the same class and
at the same time Picture, if you Will, a teacher of
science with a cl~s of thirty students: ten of them
are taking chemistry, ten are in physics, and ten
more are biology students. Let us imagine that the
board of education feels unable to hire a person to
teach only science classes. The science teacher, there-
fore, must also have classes in shop and history. For
this reason the teacher must meet all his chemistry,
physics and biology students in the same class and
at the same time, in order to find time on the school
schedule to meet also with his shop and history classes.

A Difficult Beginning,
How do you suppose the high school mathematics

teacher would react if it were decided he should teach
algebra, geometry and trigonometry all at one time
and in one class? Please notice that I have been very
lenient with the science and mathematics teachers. I
have given them only three subjects to teach simul-
taneously. .
Music educators have been forced to find ways of

teaching band and all the various band instruments
in the shortest length of time possible. Therefore,
books and methods have been published which are
widely used in the teaching of all the musical instru-
ments together in the same beginning class. I pay
highest tribute to the men who have written these
books for the seemingly impossible job they have so
successfully accomplished. But even with this fine
material available, the band director is stjll at a
decided disadvantage. Here is what happens.
The teacher steps before a beginning band of thirty

to forty pieces. Before him are cornets, clarinets, flutes,
oboes, French horns, trombones, drums, basses, and
so forth. Not one child in the group knows the first
thing about how to produce correctly a tone on his
instnunent, where to place his fingers, which keys or
valves to push down, to say (Continued on Page 180)
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What a Business Man Learned
From Piano Practice

Mr. Royl G. Knight, a successful reoffor of Chicago, is one of thousands of men of this day who have
faken up music ;n adult life and found great joy and satisfaction in it. He asserts that on instructor is
absolutely necessary and he is right, in most cases. When a finp. instructor can be obtained, if is always
desirable. However, we have always known of many autodidaets, adult students, who have had no teacher
save instruction books, magazines, records, and the radio. Some have played exceedingly well. Leop'o/d
Godowsky used fa claim that he had never had a teacher, but it is known that he had many great mUSIcal
friends and associates (particularly Saint.Saens), and from them he learned fa enormous ad~anfa.ge. fie
may not have had any formal lessons, but he liad illusfrious assistance. In any event, thf} mUSIcal Idenflfy
of the sfudent is esfablished by his own study. The best instrucfor can be no more than a gu,.de and a teacher.

I '

IAM a successful business man, forty-six years of
age, whose secret ambition, like so many other
persons, has been to learn how to play the. piano.

For many years; I hesitated going to an instructor but
the overWhelming desire to learn finally outweighed
all of my'thoughts of how silly I would look, a strap-
pil'lg adult, sitting at the piano, practicing simple
piec,es.and scales like a little girl with braids ,down
her back.
In July, 1943, I took time from my daily work and

called on an instructor. I was very fortlmate in just.
accidentally falling into the expert care and guidance
of an Italian instructor who had learned music, the
hard way, in his native land. Like so many other teach-
ers of his kind, he believed that there was no short
cut to real piano playing, and when he told me that
he had many adult students, who really made better
progress than most youngsters, I felt more at home.
My first lesson was over all too soon and I left his
place with my new music under my arm and with the
desire to learn kindled far greater than it had ever
been before.
During the past year, I have taken a lesson every

week and have manag.ed, by hook or crook, to get in
at least one hour's practice every day. Besides learning
something about the piano, I have also learned, or re-
learned, something about the wonders of the sub-
conscious mind. I have also been a better business ex-
ecutive as the concentration at the piano, every day,
takes my mind completely off my business and I know
that I am far more efficient now than I have ever been
before. This hobby has prevented me from keeping my
mind constantly on business, which, in turn has made
me a better man to live with both at home and with
my employees at the office.

A Few Truths
The following are a few of the truths which I have

learned and which may help other stUdents, both adult
and youngsters, in their stUdy of the piano.
First of all, the stUdent must have a motive. That

motive must be the sincere desire to acquire the ability
to play the piano better and better, as time goes on.
You cannot allow yourself to be satisfied with your
progress, for like a hungry puppy who will do tricks
as long as he has that hope of getting something to
eat, will not be so keen on obeying or learning, if yOU
feed him before you try to train him.
Regular daily practice is what counts. Two one hour

periods are better than one two hour period in the
same day: Prac~icing reminds me of a fellow cutting
a groove m a pIece of sand-stone. The more times he
brings his tool over the same groove, the deeper it gets
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and by the same token, the more times you play one
piece of music or a scale, the deeper it is eng,raved
upon your sub-conscious mind. The only way that the
stone is going to show signs of the sculptor's tool is by
constant cutting and the deeper the cut, the longer
the cut will withstand
the natural elements of
wind_ and rain, just as
a scale well learned, will
be retained in the sub-
c'onscious mind by con-
stant repetition. I also
find, in my own prac-
ticing, that only a por-
tion of a thorough drill,
on say, a scale, will be
retained the next day,
and even less the next
week, unless I have made
many more repetitions.
I guess I have a poor
memory but I am sur-
prised when my fingers
just naturally go to the
riRht place, after I have
practiced the necessary
amount of time.
An instructor is ab-

solutely necessary, but
those things which one
discovers by himself, in
his practice, stick more
in his mind than if the
instructor had told him
about it several times. I
mean, for instance, a
simple thing like an
arpeggio running down
about three o:;taves. One
may start figuring out
the notes on the shee~0: ~u.sic and finally he discovers that it is a certain
dm:lllllsh.edchord repeated all the way down. What a
satlsfact~on ~h~se chance discoveries are and What a
~ne feelmg It IS when you make these disGoveries. It
IS one of the many thrills you get in your practice
I f~u.nd out something else about errors made wheI~

practlCmg. I n? longer worry about an error that mig,ht
be made, for mstance, When I am practicing a scale.
I may play the scale about ten times and five out of
the ten I have struck one wrong note repeatedly but
I say to myself, as I practi,ce, "That is the wrong note"
and I strike it a little harder than the rest. Then'r

start repeating the scale again and againuntil•
I have repeated it correctly nine times outot~
know that the subconscious mind registers theat.:
I did it correctly and IgnO~es the few mistakes iht
made. Finally, my fingers Just go Wherethey are
posed to go, and my thoughts can evenwander.
This piano practicing has also forced meto b

more regular hours for sleep, work and recreation,
cause I know that I do not do so wellWhenIb
stayed up la te or haven't been careful aboutthe'
of my meals. In other words, it has made lIle
efficient in many ways.

I find also, that after I have put in several iE'
of good hard, consistent practice, that I Will n~
playing is very dull; I keep making mistakes;my
wanders and I cannot seem to remember and Ih:
the desire to stop practicing, but with the tenaci:y
a bull dog, I con tin ue and work myself through
dull period and in a few days I seem to go ahead
a bang. It is no doubt just human nature or BOrne
and perhaps it is one of the worklnga of ther.
conscious mind again: it is like a runner getting
second wind.

Systematic Practice
I am assisted by a IittJe blank book WhichIkeev

front of me on the piano. I have my lessonfOJ'
next week split up into three dIvisions, ~pen ~
Technique and Sight Reading, I spend about
five minutes on Repertoire; twenty minutes onT
nique and five minutes on Sight Reading. This
one hour and I make it a point to do that at least .
usualIy repeat the enUre practice period or it thrn
a portion that I am having trouble with, I give 1m.
little more time.
Here is another thing. My hands must be clean

my fingernails short and neat. There is a great
of pleasw'e then in sitting at a clean plano key\:Q:
It makes me feel just that much more efficient,
I believe that everyone must have a hobbyof

sort and I am c
thankful that I !It
made music.my
I recommend it to
person, and es
those who havehad'
secret ambition
tor action. Go to itll
and stick to it I.
now on and I assure,
a one hWldred
return on your in
men t, in better h .
more happiness an::
sure cure for the j"
modern business
to give, to say no I

of the present dar
jitters.
More and more

ness men tluoughour'
world are finding
there is somethinga
music study that
Wholly WliQue.It
pels more concentrlit
than almost any olt
avocation. WithC
mind and the h
focused upon learnW
piece of music, it is n,
ally impOSSibleto
of anything \else.~
troubles and annorar,l
that come up in'
business day are wal

out. This provides a kind of rest which some psrch~
gists believe is superior even to sleep. The busU::
man's mind, restored to a normal outlook is tlJereI
able to engage in routine problems on the following
with new interest, new energy, and new aggressivenr.

• • •
"Musical cUlture in its larger sense is the ?/lostlit,(,

c:nd ~1,Umanistic of all stUdies, perhaps not even ~r

mg lzterature. Thus from this it follows that there~
subject, not one, in the high school and college(.
riculum that should be taken by so large a propert,
Of students:'-G. STANLEY HALL

ROYL G, KNIGHT
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NTIL COMPARATI-YE!-'Yrece.nt·, years,
tam details of VIOlIntechmque were

f;~ked upon as .natural gifts, ?o~ns
d b a benign Providence to some violin-

~an:~dd~niedto others, endo.w~ents that cot,Ild
iSis t ught or accuired. ThIS Idea was partdc-
at be a - . \ d lt .lfe with regard-to the stacca 0, an 1 ISularlyrJ . . .
n opinionstill quite WIdelyheld.

manyplayers do have a natural staccato,
Truhe:;~by no means proof that it cannot be~tlli~ _ .
t On the contrary, experience has proved

~~~h~ith patience ,and thoughtful study any
'olinistcanmaster It.. ,
1Anotherunwarranted notion regar?mg the

t Is that it indicates a well-tramed bow·taccaO I
I'm.Manygreat ar-tists have posse~ed. on y. a
ediocrestaccato, while many quite mfenor!'
1 whose bowing,lacked most of the essen-ayers,,v • \ f lt
lalsof artistry, have been able a per arm 1

rilliantly.The most amazi~g stacca:to .1 have
heardwas that of a viennese pfantst who

v~w nothingof violin playing except the hold-
rng ofthe violin and the .bOW.He had no knowl-
dge of fingering, but hIS staccato, throughout
hewholelength of the Up and D~wn bow an;
crossall four strings, was noth~ng short of:. .
aiHaising.A very unusual degree of nat~al coordI-
atianwouldbe the only explanation for thIS phenom-
1 Violinistswho are not gifted in this way must
n;'to acquire the necessary coordination by careful
radice, and the first step is to understand clearly
owthe effectis produced.
Essenti:llly,the Up bow staccato results from. the
omblnationof two separate, fundamental motIOns:
(I) A seriesof very short UP bO\,:,smade by the fore-
I'm' and (2) a coordinated serIes of sharp accents
ad~by the Rotary Motion of the forearm. .
The player's first objective should be to ~all1. c~m-
letecontrolof motion number 1. An exercls~ sImIlar
othe followingwill be found most useful:

Ex.l
J no

" r
v

tEEEJlr
etc.

he Downbow should end not less than three inches
romthe point of the,l:::!ow:nearer the point the bow-
tick becomes less flexible, and the staccato .col'l'e-
pondinglymore difficult. Then, during the elgh~h-
ate rest the bow should be made to g'j'ip the strmg
rmly,the pressure being applied by a noticeable in-
ard turn of the forearm. Without relaxing tt:e pre~-
ure the bowshould now move towards the mIddle lJl

s~ccessionof short, sharp, evenly-spaced Up bo\V~.
t first, the notes' may not be rhythmically even; If
hisis the case, the player must keep to the slow ~em?o
til completecontrol is gained. From then on hIS :,um
houldbe to take less and less bow on each note, so
hat an increasing number of notes may be pla~ed
eforethe middle of the bow is reached. Followmg
ach Down bow he should now pby 'eight staccato
otes,and, late;, twelve or more. Proceed with such
xercisesas the following:

"Ex.2

"':), t J J 0 4 I A~.'-~'----, -
~

~
J J • • J 1 H I i ¥ r I

! ;, i'• J ....~ .. etc.

~, I-
j J 1~ i ? J , r~

•i 1# iJEJ J
etc.

Later still, single-note scales should be i:Itroducect, h:
orderto develop coordination bet\veen the fingers ana
the bow.

Concerning
The Staccato

How to Study and Master It

Motion number 1 should be practiced in these ways
until at least twenty-eight notes can be played, at a
fairly rapid tempo before arriving at the middle of
the bow.
Because of the unrelieved pressure that is main-

tained on the bow, the resulting tone quality may be
poor. The player should not allow this to worry him;
he should realize that .the exercise is merely a prepa-
ration for something better.
One important point should be noted here: The rig,ht

arm should never be allowed to stiffen. The only time
that tension is necessary is when an extremely rapid
staccato run is performed. Many violinists can pro-
duce a staccato only by stiffening the arm. The effect
may be excellent, but it usually has the disadvantage
of being possible only at a rapid tempo; so that one
frequently hears staccato runs played at a tempo con-
siderably faster than the rest of the movement in
which they occur. The first movement of Wieniawski's
Concerto in D minor frequently suffers in this respect,
-the staccato runs usually being played almost twice as
fast as the immediate context. Technically, the effect
may be exceedingly showy, but musically it is in very
questionable taste.

A controlled and clearly-articulated staccato will
often develop naturally from the study of the first
fundamental motion; if this is the case, the second
motion need not be practiced. But if there is still no
sign of a natural staccato, motion number 2 should be
studied. .
In this new approac,h to the problem, the UP ?OW

should again begin about three inches from the pomt;
but the bow instead of stopping after each note, should
move slowl; and without pause towards the middle,
while a succession of short, sharply-detached accent3
are produced by the Rotg"ry Motion of the forearm.
The accents are transmitted from the arm to the bow-
stick through the grip of the first finger, which should
never be relaxed. This motion, it will readily be seen,
is nothing more than a series of mart~l€ Up b?wS
strung together in one bow-with ~ne slIght but m~-
portant difference: In the rnartele, .the pressure IS
relaxed completely after each note; m the stacc~to,
some pressure must remain constantly on the strmg.
The same exercises that were used in the study of the

first motion should again be used for lp.otionnumber 2,
and in the same order as regards temp? ~nd the
number of notes played on each bow. Also, It IS~ssen-
Ual.that practice of motion number 1 b~ contmued,
othenvise control of it may be lost whIle the new
motion is being acquired.
After a few months of consistent practice along

t.hese lines, most players will find that an acceptable
staccato is d~veloping-and they should then go ahead
find practice ever·ystaccato study t~ey can find. .
Ho\vever, there is no cause for disCOUrag?mentIf a

sense of 2utomatic control is not yet eVIdent. The
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Music ernci"St~cly

staccato can be a!l elusive quarry, and it oft~n
requires a varied and patient approach. If satts-
factory results have not been obtained from prac-
ticing motions one and two separately, they
should be combined into a single exercise. And
here a -great deal of care must be taken, for the
pressure required for the forearm accents must
be exerted during the pauses between the s~c-
cessive Up bows_of motion number 1. As WIth
the martele, the pressure is made while the bow
is motionless, and relaxed the instant it mov~s
forward. It wrll be realized that, at first, this
third type of exercise must be practiced v:ry
slowly indeed, for the accent and the succeed~ng
relaxation must be coordinated perfectly WIth
the forward movement of the' arm,
As the staccato improves, the player's aim

must be to take less and less bow for any given
passage; at the same time, paradoxically enough,
he must always be conscious of the forward
movement of the bow. The most frequent cause
of failure in a staccato run is that the player,
concerned with the clear articulation of the

notes has lost this sense of forward motion. Further,
when'some measure of automatic control is felt, more
and more of the student's attention should be given
to his left hand technique. Concentration op the mo-
tions of the right hand, though essential in the early
stages, can later become more of a hindrance than
a help.
Complete confidence is necessary for a brilliant per-

formance of a staccato run; there,fore no violinist
should try to acquire the staccato by practicing 'pas-
sages from the solos he intends ·to i?lay. This is a
certain way to develop mental hazards wh~ch _are
likely to intrude themselves at the most ino~por_tune-
moments. The staccato should be, practIced III ,ex~r~
cises, scales, and etudes until it is thoroughly,_mas-
tered. Then. and only then, sho;uld.it be attempted in
solos. If this course is followed, much tribulation
will be avoided.
The staccato on the Down bow.is ,often r.egarded as

more difficult than that on the Up bow; nevertheless,
many violinists find it the easier of the two. _To per-
form it, the bow is placed on the string at or near the
middle, with the stick tilted noti,ceably towards the
bridge. The wrist and elbow should be dropped well_
below the level of the frog, the fing,ers being _well
curved. The~cheme of practice can be the same as for
the Up bow staccato, although most players find that
it can be acquired by practicing, the second funda-
mental motion only.
The so-called "Viotti bowing" is a great help in the

study of both the Up and the Do\vp bow staccato.

~.3 . .--..... ..--..... .__

!!j!' rod 61 U ; r ,I,

It should be practiced with a~very small amount of
bow at a number of different places between the·middle
and the point, and at the fastest tempo. compatible
with a sharp and biting accentuation of each note.
Because of the way the bow is conserved in string

crossing, the Down bow is best used for ascending and
the Up bow for descending passages. This is not always
possible, however, as the DOYln bow staccato, ·because
of its semi-involuntary natur.e, can be controlled only
at a relatively fast tempo.
Generally speaking, it is a good idea to study both

forms of the staccato at the same time, for if they are
studied separately there is always the possibility that
control of one may be lost while the other is being
acquired. Furthermore, practice of one form often
reacts favorably on the development of the other.
In the general picture of the staccato, the "fly~ng

staccato" should not be overlooked, for it too is an aid
in acquiring the firm Up bow.staccato: besides b~ing a
valuable bowing in its own nght. It IS played 111 the
middle third of the bow, and is produced exclusively
by the Rotary Motion of the for~arm; tha:t is, by the
second fundamental motion. But III th~ flymg.staccato
there is no 'continued pressure on the string-the pres-
sure is relaxed completely (Continued on Page 172)
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How to Become a Music Critic
Q. Would you please tell me what edu-

cation I should have to become a music
critic? I am eighteen years old and have
had only a year and a half of piano and
the same of violin. I have made rapid
progress, however, and my teachers tell
me that I am gifted musically, that I have
a brilliant mind, a super-sensitive ear,
and that there is a brilliant future ahead
for me with definite possibilities as a
writer. My family think I should get a
B.A. degree first, but I feel that I should
concentrate on music so as to make up
for lost time. Will you please advise us?

-M.E.M.

A. To be a music critic you will need
the following: (1) Excellent all-round'
musicianship and especially a comprehen-
sive acquaintance with music literature-
the masterpieces of the past as well as
present-day composition; (2) A well-
rounded education and especially a cul-
tural knowledge of the other arts; (3)
The ability to write clear, correct. and
beautiful English. To acquire these three
things will take a lifetime, but you can
make a start in a period of about five
years, and I advise you to plan some
such program as the following:
1. Study music intensively for an

entire year: piano, violin, music theory.
?,nd music history. During this year sing
In some fine choir or chorus and begin
to interest yourself definitely in vocal
music and in the use of the voice. (A
music critic must know both vocal and
instrumental music.)
2. At the end of a year go to some

liberal arts college where there is a fine
music department and where you will
be given a certain amount of credit for
work in music. Spend four years in col-
lege, taking the required courses that will
g~iv.eyou a bachelor's degree, but empha-
SIZI~gmusic and English as your major
subjects. Study either piano or violin
during each of the four years as an
extra.. You will probably not be able to
practice more than an hour a day but
:-ven this will be far better than ~oth-
mg. Your credit courses in music will
pr?bably consist of harmony, counter-
pomt, .form and ftnalysis, sight-singing
and. dIctation, and history of music orn:USI~ology.Play in an orchestra and
Sl~g m a chorus if possible. Read every-
thmg about music that you can lay your
hands on, and hear all the music you
can. Your English Courseswill consist of
English literature. composition or some
other work in writing, and ~ossiblY a
co,?".se or two in journalism. Practice
wntmg .good English everywhere-not
merely m the English courses but in
your. other written work, in your letters,
and Just as a diversion.
3. Begin now to make a collection of

~honograph records and spend some
tIme each week from now on in listening
carefUlly to the standard musical litera--
ture--piano compositions, art-songs, or-
Chestral.. works, string quartets, and so
on. Begm your collection with the older
classics. In as ll\any cases as possible,
f.ollo~ the musical score closely while
hstemng to the recording.
4..At~end many concerts, study the

mUSICIn advance when Possible, and
after each concert write a critique of t~e
performance-just as though you were
~ .real ~usic critic. Compare your crit-
!CI.S,?WIth that of some newspaper music
crItICS,and if you know any such critic

Ouestions and Answers
Conducted by

personally, ask him to read what you
have written occasionally and give you
suggestions.

If you have as much musical and liter-
ary ability as your teachers think, and
if you will devote yourself heart and
soul to becoming a musician, a culture<l
person, and a writer, you should by the
end of about five years be ready to begin
some serious work in musical criticism.
Have you the courage to start out on so
long a road?

What Docs "Alto" Mean?
Q. Please settle a dispute concerning

the use of the word "alto." I have always
used it in reference to a type of voice, as
in the sentence "She has an alto votce."
This means that she is capable of singing
an alto part and has the alto (or contralto)
color in her voice.
But I have a friend who claims that I

misuse this word. She says that musicians
who use the word ,in that way are wrong
because it means a high part rather "than
a low one. May we have your opinion?

--8. M. I.

A. You are entirely correct in your use
of the term. The word "alto," of course,
means literally "high" and it was orig-
inally applied to the highest man's voice.
But for many years now it has been
used in referring to the part between
the soprano and the tenor, and to the
voices that sing that part-usually wom-
en's voices. Originally the word "con-
tralto" was used in this sense, meaning,
of course, a counter alto--a part next to
the alto or highest part. But for a long
time the words alto and contralto have
been used synonymously _ and inter-
changeably in referring to the next-to-
the-highest voice part and to the voices
that sing this part.

Mus. Doc.
Professor Emeritus
Oberlin College

Music Editor. Webster's New
International Dictionary

No qUl!Jlion wifl be ansioered in THE ETUDE
un l es s accompanied. by the [et l name
a7ld addreJJ of the mqllirer. Only il/ilials
or PseudOII)'nl gl1iel/, wilJ be PllbliJhei

hand. I have taught thousands of people
to conduct and have had many stUdents
",,:howere left-handed. In such a case I
gIve the person time to try both ways
and if he finds that he can hold th~
baton in the right hand just about as
well as in the left, I advise him to do it
that way. But if after a week or two he
still feels awkward and self-conscious I
~dvise him to hold the baton permanently
III the left hand. In such a case I usually
suggest that the stUdent use both hands
more. than the ordinary conductor WOUld,
a~d If he does this most people who see
hlill conduct are not aware of the fact
that he is holding the baton in the left
hand. -
There is considerable tendency now a

days to discard the baton entirely and
although I do not approve of this ~et if
I ",-,erea left-handed conductor I 'should
serIOusly consider it. Why not ask your
teachers to let you try conducting with-
out a baton for a time and see how it
goes? Whatever you do though don't .it u C .. ,gIvel· onductmg ISa thrilling experience
an good conductors are always in d
~and for choir work, community orche::
ras and ?ther groups. So keep it up in
~~m~faShIOn or other, and if your present
ac ers ~on't let you do it as you want

t~, well, ,Just remember that some da
tLey won t be YOUI'teachers any more! y
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Conducting With the Left Hand
Q. I am a senior in high school and am

majoring in music. I play several band
instruments and I am also assistant con-
,ductor of the school band. I am left~
handed, and when I began to conduct two
?,ea.rs a.go I held the baton in my left hand,
mdIcating entrances and changes in vol-
ume ",:"ith my right. The teacher I had
th~n dId no~ obj ect to this and I becam~
G.Uite. profiCIent in band leading. I also
smg III the school choir and when I was
asked to direct, the teacher forced me to
hold the baton in my right hand. Our new
band l~ader does not want me to hold thet:aton I? the left hand either. I can beat
~Ime ",:"lth the right hand but it is nearly
lmposslbl,,: for ~e to give entrance cues
and the lIke wlth my left hand so as to
put any expression into my conducting
W.hat should I do-continue to conduct
WIth my right hand, change back to th
left. or give it up?-R. R. e

. A. I have taught conducting for many
~ear~ and my book Essentials in Condu"t_
mg IS a standard text in the sub· t M
°ftinion is that you should pro~:~l~ b~
a owed to hold the baton in YOUI'left

A Plano Teacher l\'eedsAi
Q. I should like to get your

the following questions' I gl adVi~
card" to each pupil wh~ has Vea'~
full year of piano study. I C(I c~lllple',
year to mean a weekly l~d~ a
hours of practice for thirty_six ~
a pupil wishes to play in a jtmj "ftll
recital he must have so many coro.ti<'..
Now, when a pupil comes to D1~it
other teacher after three rears tltl
sJ:tall I give thatpuptl full credit:
hfm to play WIth pupils who "riad,:
the same amount of study withv~
wish to be fair, but I wish alsoto Iti
myself. Should I let a high sch 1 PI':"
play in a recital with younger: 11s

have studied longer, or shOUldII
play with other high SChool studentsfi

if they are much more advanced?_A.r

A. My opuuon is that the amQl;
credit you allow a pupil whohas ~
under another teacher oughtto C,
on his stage of advancement.If he
approximately as well as PUPils oj:
who have studied the sameJenr.
time, then he ought to be given"
credit, But if his work is inferL
that of your students, then it ifill
perfectly legitimate for you to em
credit from three years to twG--o/

As to an older student whoi!
comparatively elementary, myOill:
ing is tha t he will probablybe
comfortable if he plays with otbE
his own age, even though mostof
are more advanced than he is. WI:
ask the pupil himself what hep~

Must One Memor;,.
Everything?

.I have been taking plano lesson;
eIght months, having previously on:
by myself lor two years. I am twenlJ·
years old and practice two hours a dr
am still working with first-grade IlIO

although I can play easy secondg:"

mate.rial at sight fairly well. My lei.
requires me to memorize eVl:'rything
since it takes me about two monlb
memorize even a simple piece this
that I get very tired of It and when!
allowed to drop it I never play it
I am nervous during lessons andl
diffiCUlty playing things that gave IU
trouble v:'hi.le practicing. WIll you te.
",,:"hether 1t IS necessary to memorizer
plece. or whether memorizing coull
cut down or eliminated?-A. W. A,

A. I am always loath to disagree-
teacher, especially when I have
?nly one side of the argument. Bo:
m your case it seems to me that
teacher is at least partly responsi'
your slow progress. It is of courser
memorize an occasional piece eft
your stage of advancement bul
o?inion is that memorizing dften'
~lme that might be better spentin
mg. ~ore rapid progress in playing
faCIlIty and expression. I believe
~ore that you would progress moreI1l
If you just learned to play eachpifl
perfectly as possible and then drop!'
except as you felt like playing it, jll!
your own pleasure. However, you~
probably memorize about one piece
month so as to get used to thejo;
memorization and to feel the fl'f';
that comes When one does not hi
look at notes all the time. Youwille
find that by the time you have leart
playa piece perfectly you will alsO·
memorized it even though youhaVi
thought especially about menloriZiDi
Why not talk the whole matter

~ith your teacher, frankly but nO!
hgeren tly, asking him to alloWyoU I:
th.e plan I have suggested? Aft:
fnendly talk of this sort you willI-
ably not feel so nervous either.
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s. J. WOOLF

s. J, Woolf occupies a unique position among contemporafY
Americanartists. Winner of countless medals and awards, -his
canvaseshang in many at the country's leading ga/lt;!ries; and
whileinitiated ari controisseurs insped them, the plain, aver-
age citiIen inspeds Woolf's bola-line arawings and slc.etches-
/rom-life in leading newspapers and magazines. Here, then, is
anartist who has reached the difficult goal of populariz'ing his
medium without vulgarizing it, He supplies values of form,
harmony,composition, and craftsmanship to millions who rec-
ognize his drawings as "swell" without knowing what it is that
has satisfied them. The fact that it is the highest standard of
art that satisfies these mil/;ons stands as Mr. Woo1f's greatest
achievement.
Mr,Woolf is on atlist in still another sense. Vitally interested
in all creative and interpretative work, he stresses the inter-
relationof the cuts. He believes that the lines that flow out of
c crayonand the tones that flow from a violin are simply varia-
tions 01 the same instincfi'l'e human urge to express emotion.
He "Iee/s" sound as much as color. In certain moods, he turns
f,omhis drowing fa refresh himself with music, and finds pleasure
.in investigating, developing musical trends. He went to hear
ShosMo'l'ich's Seventh Symphony fo find out what it was all
about, and come away with a new realization 01 Russia.
Mr. Woolf insists that he "knows nothing about music," even
though he has been on terms of intimacy with it all his life.
Thisdynamic New Yorker, with an energy that belies his sixty
years, is the third generation of his family to distinguish itself
In the ads. His grandfather was one of the lounders of the
PhilharmonicOrc"hestra, and musical direcfor of the old Bowery
Theater. His uncle, Ben;amin Woolf, was for years the best.
knownmusic critic in Boston, ana a composer and performer of
.10te.Even the names in the Woolf family show a veneration of
the Muses-"S. J:' stanas for Samuel Johnson; his brother, the
distinguished playwright, is Edgar Allan Woolf. Mr. Woolf lists
his ea,liest musical impressions as listening to his mother sing
him to sleep with melodies of Schubert and Weber; hearing
Patrick S. Gilmore's band at Manhattan Beach and watching
lor the cannon to go off as climax of the performance; standing
rop' before the family's new Aeolian mechanical organ; and
fr.rking'l'ioJinlessons. The first three "took"-the lessons did not.
M,. Woolf has contented himself with listening to music, finding
out what he likes, and asking Mmself why he likes it.

IGETMOST ENJOYMENT from the sing"ing qual-
ity of strings. When I heal' the piano, I am always
conscious of its percussive quality. I suppose or-

chestras and chamber groups are my "favorites." I
USedto love the opera, but Rradually I found that its
combination of musical values and pictorial values
disturbedthe complete enjoyment of either-especially
sincethe pictorial values were not always so well real-
ized. It is not easy for me to lose myself in "La
1'raviata," for instance, when the heroine, wasting
awa.ywith consumption. is played by a buxom lady of
athletic chest expansion. I don't mind Isolde's dying,
becauseWagner's stories are legends in which any-
thing can happen and nothing taxes the credulity-
and yet I prefer hearing the Liebestod played by
strings.I'm not saying this in criticism vf opera, mind
You;the fault is probably my own. But the fact is that
I am eye-trained, and anything that interferes with

MusiC' and Study

An Artist Speaks of Musit
An Interview with

Ilistiunuished American Artist and Correspondent
Author of "Here Am I"

SECURED EXPRESSLY FOR THE ETUDE BY STEPHEN WEST

my own visual conceptions of scene and character dis-
turbs me. In the same way, I don't enjoy seeing my
favorite books illustrated. Only Dickens, to my mind,
has been helped rather than harmed by the illustra-
tions of Cruikshank, Seymour, and "Phiz."

Music Means Pictures
Approaching music as I do, then, I get two special

'pleasures from it. One is the purely sensual pleasure
of beautiful tone. Certain instruments, certain har-
monic combinations give me a "thrill" that has noth-
ing to do with form or melody-just as certain masses
of color please me, regardless of line or shape. Of
course, when these pleasing sounds are extended into
continuous melody the pleasure lasts just so much
longer. But even more delightful to me is the asso-
ciative pleasure of music. I'm not at all sure that I
don't enjoy music most for the pictures it calls up to
my mind. For instance, I went to a concert recently
where Weber's Oberon Overture was played.
With the first strains, the concert hall. the
orchestra. the audience faded from sight,
and I was a little boy again, standing beside
our Aeolian at home, listening to that same
music, seeing the objects around me as
clearly as I saw them then, feeling. the same
eagerness. And that was a beautiful feeling,
Naturally, I enjoyed that concert.
Not all associations have to do with mem-

ories of the past, however. The eye-minded
person, I think, gets picture-reactions from
music he has never heard before. and those
add to his enjoyment of the sounds them-
selves. That happened to me very vividly
when I listened to the Shostakovich
"Seventh." I don't pretend to know anything
of its form, but somewhere in it there oc-
curs a theme in marked march tempo, and
when that was played, I seemed to see col-
umn on column of Russian soldiers swinging
along, singing, expressing the stuff they are
made of. I've never been to Russia nor seen
Russian soldiers, but the thing looked "real"
to me-and I enjoyed the concert!
The "new" music, as such, doesn't meah

a thing to me. Some of it is pleasing" some
of it is not-and, to me, none of it gives ·the
complete satisfaction I get from Beethoven.
schubert (whose melodies made me perfect-
ly familiar with the spirit of Vienna long
before I went there), Weber, or our ..own
Stephen Foster. I think many of the newer
forms in music (in art too, for that matter)
are not understandable. If people can't lUl-
derstand, they can't feel released-and. to
me, the chief business of art is to release
human feeling. Certainly, forms change and
art progresses-but incomprehensibility in
itself isn't progress. Wagner, like Cezanne
in art, broke old rules, showed certain weak-
nesses, and found a new form in spite of

•
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them. His greatness lies in his original interpretation
of common human values, not in his weaknesses. But
what happened? Imitators came after him and, ll'ck-
ipg his vision and capacity, they hit on his points of
difference and weakness, and copied those. Much that
has been done in the name of "modern progress" is
but an imitative way of covering up lack of substance
and perhaps of sincerity.
The best way to enjoy art is to be perfectly honest

in one's own reactions to it. To adhere too closely to
the fad or fashion of the day (regardless of whether
it's a fad toward modernism or a back-to-the-primitive
movement) weakens one's ability to make personal
judgments. If you keep in mind that the sale goal of
art is to stimulate pleasurable aesthetic emotions, you
can see that such an imitative process can make life
pretty difficult-for how can you have emotions if you
stifle your natural tastes and concentrate your brain
on following the fashion? (Continued on Page 173)

A RHAPSODY OF VIOLINS
From an o:dqinal drawing by S. J. Woolf
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Music: and Study

How Strong Is Your Foundation?
A Conference with

Internationally Renowned Pianist and Conductor

SECURED EXPRESSLY FOR THE ETUDE BY JENNIFER ROYCE

By way of introducing an artist who needs no infrod~cfion. fa t~e American public, Jos~ {fu,bi. was born
in Valencia, Spain: studied at the conservatory '?,f h,s native ~dy where he won the plano pflze at the
age of thirteen; and was graduated from the Pa"s Conservafolfe of seventeen. /n .'919, he become head
of the Piano Department of the Geneva Conservatory. In 1929, he made a~ e.ntlfely unhera/?ed debut
in the USA, since when he has forged his way to the front rank. ~ofh as planl~f ?nd canave,ar. In the
following conference, Mr. Ifu,bi suggests means by which the om biliOUS young p,anat moy sfreng~hen the
faun,elotions 01 his work. -EDITOR S NOTE.

"THE BASIS UPON.WHICH piano playing rests
is technic. To be sure, technical display for its
own sake is valueless-but on the other hand,

finger facility is the only channel through which an
inner musical conception can flow into living music.
Now, the trick of technic-if it can be called a trick-
is mechanical adjustment.. The keys of the piano, are
all perfectly even; the fingers of the hand are quite
uneven. Technic, then, consists of adapting the un-
even fingers to the even keyboard. An important be-
ginning in this matter of adjustment is hand posture.
On the keyboard, the hand and wrist must be perfectly
free and relaxed, but both- must be fortified by a
strong arm. Let us ask ourselves exactly what it is
that we wish the fingers to do. In my opinion, the
answer is that we wish the fingers to produce as big
and round a tone as possible. To achieve this, we use
the principle of the lever-that is to say, the longer
the lever, the greater the power behind it. For this
reason, I use a high finger stroke. Holding the wrist
low (and always relaxedl) , I- keep the fingers high
and approach the keys from as great a distance as is
compatible with free, natural hand posture. Once the
habit of a big, round tone has been acquired, it is
always possible to grade the tone down. The thing is
to get the big tone first, and the high finger attack
is one of the best answers to this problem. Quite as in
boxing, the bigger the distance the bigger the punch!

A Sound Foundation
"But finger action is only one of the problems in-

volved in the building of a sound pianistic founda-
tion. Here, the word to be stressed is foundation. You
cannot write a story without knowing what the plot
is going to be; you cannot sculpture granite without
haVing tools and knOWinghow to use them; and you
cannot play piano without a firm groundwork of
finger strength and independence. Students often
make the mistake of beginning at the end of the job.
They talk of music and music stUdy without haVing
prepared the purely technical and mechanical founda-
.tion without which no music can be forthcoming. I
believe in exercises! If you ask me how a stUdent
can develop and perfect technic, I can give you 'an
answer in one word-Czerny! My own technical foun~
dation is built upon Czerny, and I still practice Czerny;
every day, for at least two hours a day; and slOWly!
"Scales are also valuable, but for quite another pur-

pose. Scales are good to place the fingers on the key-
board-but by the thne the fingers are ready to fly
over the keys, the perfonner is working at music and
music is the structure that is built after the fo~nda_
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tion is in good order. Let us concentrate on this all-
important foundation for the moment, and see what
the fingers need in order to be ready for music. The
thing they need is strengthening, from the standpoint
of a gymnastic exercise. that has nothing to do with
music. The music comes later, after the fingers are
.ready for it, Where the future of a real pianistic talent
is concerned, I advocate the strictest possible ad-
herence to finger exer-
cises during the early
years of study. How
often we hear that it is
'good' for the little stu-
dent to learn easy pieces
and pretty tunes, in or-
der to please his ear
and make a fine show-
ing! And this system is
permissible enough if the
little pianist is simply
taking lessons in order
to please himself and
his family, or for pur-
poses of general educa-
tion. But if one is deal-
ing with a potential
artist, one can do him
no greater dis-service
than to give him 'tunes'
when he ought to be
strengthening his fin-
gers. For this finger-
development, there is no
greater help than exer-
cises. The stUdent who
really studies his way
through the successive
books of Czerny will
find his fingers becom-
ing stronger; he will
also level off the dis:'
parity between naturally
strong and naturally weak fingers.
"No\y, ~t i~ easy enough to say 'practice Czerny.'

Th~ appllcatlOn of the practicing is Where the work
b~gms! If you asked Jack Dempsey how he developed
hIS ~us:les, he could tell you nothing more than that
he. dl.d It by the Use of the punching-bag and the
skIp~m~-rope. But merely buying a punching-bag and
a .sklP'pm~-rope. does not produce a Dempsey! The
tnck hes 111 the~r application. It is the same With the
development of the finger muscles-which, in the last

analysis, is all that technic means. How,then,~.
student to apply his practice? My own answer'
work slowly and ~warely. A m.ere repe~itionof ~
drills means nothing. You begin to denvebenefit
them when you find out what each exerciseis
to do for you, and watch whet~er it is doingil.~
difficult the first time you try It? Then ask yo
why. Analyze the exerc~e. See ~hat Part of it Cl;t
the difficulty; why the difficulty 15 presentatalL'
those individual notes that cause the dimCU1~
work at them. Then go back to the exerciseas a
always keeping in mind, not the mere playinu «.
drill, but its purpose.

Czerny for Technic
"When you have gone through a fewbooks of

in this way, you will have in your fingersthepr
proof of the value of exercises! I have littlefaith

using difficult passages from a piece as exercises,~ ---~:;---7-=---

~

_5difficult passages must be worked out, to be sure, !to
as passages from a musical utterance. Theirvalue'

in perfecting that piece. But the very facttha~~i~~~~~i~g~·~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~§~qg~~~~~~~~~~occur in one piece limits their scope as general fir.
developers. I know that it requires patience,ins'
and will-power to work at exercises! But those q
are also essential to the building of an artist.Do j' f >-
think that it gives me pleasure, on my tours,to' oresc.

rive in a strange town at two in the momingj"~~E~~~i~~~~~~~~~~~~~~~~~~~~I~~~~~~~~~~~~~~~~~~~~i~~~~~~~~~~~§~~~~~~~~~~1
sit down at once at my keyboard, practicing
until four? I can assure you, it is no pleasureat
And yet I do just that, every day, on everytour.l 3 2 1 3 ~
not practice for the concert I am to give that Ij,

ning-I practice my Czerny for the sake ofmy _. •••• _•• __•••
Then I can play, not that concert, not any one • •• _. -- .-------------------- ••• --.---- .•. - •• ------ 1
cert, but-concertsl The technical foundationofrt 8

5
.-..•..•••••••• ------.------------.---- It, 5 4 .>

I speak is never a matter of getting the fingers~~~!~3~~~~~~~~~~~~~~~~~¥~2~~~~~~~~~~~~~~~~9~~'§!~f~~~f~'~~~~~~~f~~~~~~~~~~~~~~
to play a run, a difficult passage, a tricky pteee: n
a matter of technical resource, of capital-some' I
that must be there, after which it can be drawn I

for any expenditure of finger-facility. And that
of technical foundation can, to my mind, be P

only by the regular, continuous practice of exr~·II~J~~~~~~~~~t~~~~~~~~d~~g~g~g~~g~~~~§~~~~~~~~~~~~~~~~~~~~i~~~~~~~~~~~~~~
"De not misunderstand me to mean that our I

pianist practices'
only/ He must also 2
tdce music, sincem ~ 4
is what he willul '
ly play. 'Thus, after ~ __ ~ ~ ~ __ • _ ~. •••• ••• _. • _ •• • ••• __ • __ • • __ • _ •• •• :
preliminary peried 8;---.--...----.--_..-----------:----------

finger work, he ~~~~~3~~!~~~m~~~~~~~~g~g~g~g~~~~~~~~~~~~~~~!~~~~~~~~~~~9~~~~!~~~f~~~~~~~~

begin to study
works, like Bach's
uentione, the sona
of Scarlatti, the Ft"1l8
sonatas of Mozart. .f

the first sonatas O~['~~~~~~~~~~~~~~~~~d~~~~g~~~~g~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~i~~~~!~@~~
thoven. Further, atl.':
few months' tho
s t u dy of solfege,
should apply his
edge to the develc
of stg ht-reading, II: 1\ 4, 3 1 2 ~

ing (purely for re~r~~~~~~~~~/I.~~~~~~~~~4~3~~2~~1~2~~3~~~'~3~~~9~~~~~2~~h~'~3~~~9~~~~~~f~~~i~~4~~~~~~1

purposes) to Bac /\
Chorales, piecesby
pertn, and so on,
"Turning noww'

interpretative,ormf~~~~~~~~l~~~~~~~~~~~~~~~~~~~~~P:'~~~~~~~~~~~~~~~~~~~g~~~~~~~§~~~~~~~~~~~~~~cal, aspects of
playing, I find one
lack in our method!
teaching. Not always,
course, but in .
cases, the stUdent
his work at his iI1t

ment and thenstll~~~~~i~ti~~~~!~~t~!~~~~~~~~~~9~~~~~~f~~~~~~F~~~~§~1~~~~~~~f~~~~~'~~!~~~~there for a Whne,?·
haps he is given instruction in harmony; perlt
harmony is given a term or two later. Then, in th:
place, he is taught solfege. As nearly as I have
served, solfege is seldom presented as the firststeP
mus,ic stUdy. Now, the first step is preciseIY~.
solfege should be! The instrument can wait,ha
must wait until the ear of the stUdent has had.
t:aining. Solfege is the grammar of music. It is~'
SIble to write correctly without knowing whY~
this correctness-by_chance (Continued on page l~
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The Teacher's Round Table'.
(Continued from Page 132)

Technic means control. It is ~ost
uicklyacquired by t.he use of sCl~n-
q'!icallY devised exercises whose object
tJ t promote this instantaneous control.
IS 0 t bm . tIDeethe function of ec me IS 0 en-
Sblethe performer to create beauty, it
~ust alwaysbe -nnuical, never for an ~n-
tant degenerate to the level of routme
~r repetition. No one is a first rate
teacher who does not systematic~lly
teachthe fingers to think-~nd to thmk
swiftly,sensitively and musically.

On the Superior Teacher
That brings up another point: What
makesa superior teacher, anyhow? ...
well,out here on this sun-drenched,
swaying deck, it's not hard to find the
answer.First, you must possess all the
stock-in-trade equipment of a good
teacher,and in addition be able to
answer"yes"to these questions: Is every
lessonI givea stimulating shot-in-the-
armto the student? Does he leave the
studio"walkingon air"? Is my teaching
alwayspositive,authoritative, vital, and
aboveall, optimistic? Do I discern, em-
hasizeand praise the student's good
pointsor talents even when they are
resentin limited quantity or much di-
utedquality? Do I make the student
'feelhis oats"? Do I radiate confidence
'n his abilityto learn, progress and ac-
ornpllshall that is required of him? Do
makehim feel confident that he can
nddoesplay well?
That'squite a test, isn't it? .. If you
anpassit one hundred per cent you are
super-superiorteacher!
G. K. Chesterton once said, "The
rulygreat man is the man who makes
veryman feel great" " Which might
ell be paraphrased into "The truly
ittedteacher is the teacher who makes
verystudentfeel gifted.... "

BOB
FOLLOWS SANE. MODERN ED U CAT ION A L
METHODS.
HAS SPLENDIDLY EQUIPPED MODERN PLANT.
GRADUATES YOUNG MEN AND WOMEN EQUIP-
PED TO MEET SUCCESSFULLY THE RESPONSIBILI.
TIES OF LEADERSHIP IN ALL WALKS OF LIFE.

1900hours, (seven P.M.) with a blood-
edsunsetting in the direction of Japan.

The chugging launch again, the
agnificentbay, and another day'S duty
onefor a rookie reservist.

1iJut- BOB JONES COLLEGE A Note to Mothers

BELIEVES IN THE AUTHORITY OF THE WORD OF
GOD AND IN OLD-FASHIONED RESTRAINT AND
DECENCIES.

I wishsomemember of the ETUDE staff would
ritean article in plain language for the benefit
f some of the mothers who fail to see why
ary or Johnny should have extra books be-
.idesa first grade book. and for the mother who
nterferes with the teacher's plans. and for
others who want to "play teacher" at home.
.I would like to have such an article in

lain view for them to see while they sit wait-
g for their children to take a lesson.

-M. E., Oregon.

YoUhave put your sentiments so con-
tsetyin that nut-shell (or is it a bomb-
hell?)of a letter that no lengthy article
auldimproveon their brevity and punch.
. , But,heavens! Don't all parents real-

t:;e that children of every age and grade
eedquantities of supplementary mate-
tal to give them an all 'round musical
ducation?... Books for thorough study,
oaksfor technic, for reading, for en-
emble,and. for enjoyment .... I cer-
ainly agree with you that mothers
houldnot "butt in" on teacher's plans.
a teacher cannot be trusted to know

Voice - piano - pipe organ - violin - speech - art - without additional cost.
Academy - Liberal Arts College - Graduate School of Religion _ Graduate School

Fine Arts

For detailed information write,
DR. BOB JONES. Jr.. BOB JONES COLLEGE

Cleveland. Tennessee
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what is best for Johnny, then the parent
must find another :instructor at once.
And under no circumstances should
mamma ever make criticisms or sugges-
tions in the presence of her progeny.
But I sharply disagree with M.E. when

she resents mothers who "play teacher"
at home. In my opinion, an intelligent
mother who supervises home practice
regularly, carrying out clear, explicit di-
rections tlfTitten down in a note book by
the teacher, is a precious pearl beyond
price, especially for young, children. It is
every teacher's duty to interest the en-
thusiastic, whole-hearted support of the
mother. In fact. mothers ought to take
piano lessons themselves in order to
learn better how to guide and stimulate
their children during the long periods
between lessons.... Such cooperation
depends, of course, on the persuasive
powers of the teacher. I wonder if M.E.
has checked up on herself to be sure not
only that she is a confidence-inspirer,
but also that she writes down unmtstake-
able practice directions for both pupil
and parent.

Wanted: A "Pr.escription"
I am fifty-six, graduate of a well-known

conservatory (thirty years ago) with. a
year's study abroad. I've taught a good
deal and aeept-up-my playing fairly well.
Four years ago I was compelled to turn to
music for a livelihood, and I might add,
nothing could have been better for me.
I play at least one carefully prepared

program each year, and am rather proud
of it; but I am anxious to improve. My
training was along the lines of the old
Leschetizky "method"-all right as far as
it goes.
My scale work isn't bad, but octaves and

arpeggios need attention: also fifth fingers
are weak'- Do you think !. could correct
these weaknesses?-Mrs. H. B. L., Texas.

I won't even pretend to answer Mrs.
H. B. L.'s question, for she knows better
than I just what she needs. I am sharing
her letter with Round Tablers just to
show that any aspiring, energetic musical
person can outline a course of accom-
plishment such as H. B. L. set for herself.
Compelled to return to music for a living,
she finds it a lifesaver. Her zest and
ambition are renewed. Being a progres-
sive person she realizes that piano technic
has made great strides since those dear,
carefree old days of Leschetizky.... And
she is keenly aware that her octaves,
arpeggios and fifth fingers are weak...•
Well, what does she do? Instead of get-
ting busy and practicing some of the
many stream-lined exercises given on the
RO\.UldTable and Technic pages these
many years, she writes for an "absent
treatment" prescription. Anybody as in-
telligent as she is doesn't need a musical
doctor. Mrs. H. B. L. knows as well as I
that thirty minutes a day for six months
(but regularly!) spent on concentrated
fourth and fifth finger exercises (ten
minutes) arpeggios (ten more) and oc-
taves (another ten) will make all the
difference in the world not only in her
actual playing but in the pianistic control
for which she is searching..... If she
does this faithfully I'll bet her next
annual program will be fifty per cent
better than the last! ..•

'.~JOBNtHOr1PSONS MODERN
COORSE fOR TBE Pft\NO

"TEACHING UTT~E FINGERS TO
PLAY". Here is a book in which Dr.
Thompson gives the beginner an op-
portunity to "Play a Tune" at the
VERY FIRST LESSON..Pnee, 60 cents.

"THE FIRST GRADE BOOK". In this
book, as in 011 of his instruction,
John Thompson "mckes haste 'stow-
lv", thus insuring the pupil a. sound
foundation for future development.

..................... : Price, $1.00.

"FIRST GRADE ETUDES". This book
is intended to lay a foundation in
technique for the FIRST GRADE
piano student Price, 60 cents.

"THE SECOND GRADE BOOK". Thi,
book is designed to advance the pu-
pil musically and pianisticalty, with-
out interruption. Beginning exactly
at the end of the "First Grode Book".

. ..... Price. $1.00.
"THE FIFTY SECOND GRADE STUD·
IES".AlI examples are edited and fin-
tlered by John Thomppson and are
designed to hold the pupil's interest
as well as to develop the various
paints of pionism encountered in the
Second Grode Price, 75 cents.

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

"THIRD GRADE VELOCITY STUD.
IES". Fifty etudes from the works of
Berens, Bertini, Burgmuller, Czemv,
Duvernay, Heller, Kohler, LeCouopev,'
Lemoine, Loeschhorn, Streabbog.
................................. Price, 75 cents.

"FOURTH GRADE BOOK". Like all
others in JOH-N THOMPSON'S
"MODERN COURSE FOR THE PI·
ANO" is de-signed to carry forward,
both musically and ptcnis ticollv.

...................... Price, $1.00.

"FOURTH GRADE ETUDES". Twen-
ty-four progressive studies in all ma-
jor and minor keys from the works
of Berens, Bertini, Cromer, Czerny,
Gurlitt, Heller, Levboch. Loschhorn.

............. Price, 75 cents.

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

"FIFTH GRADE TECHNIQUE".
Artistry being the watchword in the
Fifth Grode and beyond, the techni-
cal exercises are based exclusively on
fragments token from standard piano
literature to meet a definite technical
need.. ..Price, 75 cents.

THE

WllUS MusLC CO.
l24 E. fOUR.TH ST.
CINCINNATI, 2 0.

NAME _

STREET ~_

CITY STATE_' __

------------------------------_.! ,~,~~"~'''''''''''''''''~'''''''''',

~---------------------------------II Pteose send me complimentary and without ~
I obligation, THE JOHN THOMPSON MAN-
I UALS No.1 and No.2 embracing a catalog
t of '"THE MODERN COURSE FOR PIANO"

-"SUPPLEMENTARY TECHNICAL BOOKS"
and '"THE STUDENT SERIES" T-J45
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• New Records Coming
(Continned from Page 130)

orchestra conducted by Robert Arm-
bruster. Columbia. disc 17366-D.
Mr. Eddy is in fine voice here, and hi's

singing of the tender Tchaikovsky song
is most laudatory. This song remains one
of the composer's finest. Eddy's clear dic-
tion brings out its story in an appreciable
way.
Southern Slav Songs; sung by ztnke

Milanov (soprano) with piano and violin
accompaniments. Son art Record Set M-6.
Mme. Milanov possesses a rich and

beautiful dramatic soprano which she
does not always use artistically. Here, she
frequently pushes her top tones to such
an extent that they become unpleasant.
When she uses her voice judiciously. her
singing is most enjoyable.
Dargomijsky: Ro ussal ka-c-Mad Scene

and Death of the Miller, Act III; sung by
Feodor Ohahapin (bass) andG. Pozem-
kovsky ttenor) with orchestra, conducted
by M. Steimann. Victor disc 11-8695.
The Miller in "Roussalka" was one of

Chaliapin's most famous roles. He sang
the part in Russia many times, and also
in London and Paris but not to our
knowledge in this country. TWs is a
worthy memento of a g.reat singer who is
no longer with us. The recording is well
done.

"I Want To Be the Leader
of the Band"

(Continued f1'OmPage 128)

The Italian bandmaster, creatore (an
exceedingly good musician, by the way),
sailed through the ranks of his players
with rtdiculously exaggerated poses, ex-
plosions, and entreaties that Were all. a
part of the show. There was as much dtf-
terence between Pat Gilmore and Crea-
tore as there was between an Irish ter-
rier and a Rocky Mountain goat. Still,
they both got musical results which
pleased their hearers. .
One has only to witness the podium

technic of such conductors as Alfred
Hertz, Mengelberg, Mitropoulos, Kous?e-
vttzky, or Toscanini to learn what a WIde
terpsichorean variation the masters of
the baton display.
After all, "the music's the thing" and

it is what the conductor does to our ears
and not to our eyes that really matters.
Nevertheless we have a childhood vision
of the w1l1~WY, handsome Hungarian
Arthur Nikisch, with the Boston Sym-
phony, and we also have memories of
other conductors so unattractive that
they turn up in our dreams as grotesque
nightmares.

"The Vochestra"
(Continued from Page 125)

rehearsals that the great American pub-
lic looks for heart first, and then for art.
Here are the words to Hark! the Herald

Angels Sing, as the chorus reads them
from the tone-syllables in the score:

HARK! THE HERALD ANGELS SING
Adapted by Roy Ringwald

and Robert Shaw

J J ;. J I J r
Hark, the her -ald all - gels sing,_
Hab-kthuh heh ral-dayeen-jel . asing.,

!~~ I j" I
the new - born - king.
thubn-needf bohuhrnking.

Caesar the following night. With,
right men in the orchestra, this I,
for a genial unity of effort whichI
must account for the continued
of our group, while many other
have disappeared. We also have .,
it a point to avoid bizarre effectsOli
use of too much brass. We nevertil.
faifed to have a strong string S€eti~
while some other leaders reso~d
hurricanes of woodwind. Incessant.
hearsals and exhaustive patience~
always necessary. For our weekly
hour program on the air We never~
hearse less than ten hours.
We have found that the public

not demand a program composed 010:
the songs that are currently PoPut
They do, however, want songs that tli;
know. Old-time tunes are always cbr
tshed and when they are arranged a:
presented with what is known as
"symphonic" arrangement they bring
response, but only if sincerity is t

sacrificed. The public likes happy, me
tunes if they are original, but it '
likes the classics; at least when theja
understandable. Modern music that ~
chain of fantastic discords they
upon with suspicious bewilderment,'
tHey would at a DaB surrealist painlic
and I concur wi th them in this.
Do we use jazz? Of course, but it isl

the blatant jazz of other years. Set
of it is very tricky and interesting. J
is like a ballyhoo and draws part of
public which also has an opportunity·
hear other music and to determillewh
it prefers.

Special Arrangements
All modern music for such an orgll[.

zation as ours must depend in
measure upon the effectiveness of '
arrangements we employ. The com]»:
tion of our group is such that the [
chestrations customarily published'
not fit. We require special arrange
for nearly everything and the pi
play from manuscript and the s'
sing from manuscript. While the J:
rangements call for all possible clei[
ness and smartness in l'hytlun, melOC'
harmony, and counterpoint, they m.
never be strained or artificial. Nor m
they be over-decorated, so that the lI1i:
themes are obscured. They rnWit
course, be technically perfect; othert
hours would be wasted at rehearsal. r.:
is really a big responsibility, espedaI
since many of the "nwnbers" are pule
at short notice. Our arrangers miLIt t
prepared to work all night, if neeessar
to get an arrangement ready in time.
One of our main objectives is to pll"

serve a youthful spont.aneity. For tt:
reason we have no stereotyped dresslt
hearsals. The group may Dot be noti&·
until five minutes in advance of a chaDi
in program or of a substitution. Thepi'
of the compositions must be check!:
with a stop watch, as every second~
the air is precious.
It is impossible to foresee what It;

future in any field will be but the Amen
can people have become ~reatly attacll~
to this type of music in their homt
and the demand seems to be increasiti
all the time. During the grim l'eB<:
through which we have been passing,
am sure that such programs, br~
comfort, relaxation, and happiness, alii
Which have been selected with theseol'
jectives in view have contributed enOl'
mously to mor~e on the home fron~
During the previous war radio had D

(Continued on Page 172)

THE ETCI: MARCH, 1945

"Glo - ry to
"Glo-tTh_ri too

,.~ au J IJ • ·=n• i
Peace on earth and mer _ cy mild,_
Pee-sawn-nuhr - than dmuh-seem.maheeld

I

I
"God and sin _ ners

Gaw-dan-dsin_ nuhr -
re - con - cUed."
ueh _kUll-saheeld:'

/521.1. be I r I
Joy - ful all ye na - tions rise;_
Jawee-ful-lawl yeen_nayee shun zraht:e

r r J IF r I
Join the tri - umpho( the skies.

zJaweenthuh trahee-um _faw-\·thuh_sk'ahee_

Cop;-rlghl 11144 by Wo,da .. ad Muslo, tnt.

Ninety per cent of our chorus is made
up of men: We have only six young
wQmen singers. They are placed nearer
to the microphone and the high vibra-
tion rate of their voices stands out above
the lower voices, giving the effect of a
much larger female choir.
It may not have occurred to the reader

as yet, but we have peculiar advantages
which ordinary choral singing cannot
have. The chorus that meets once a
week for rehea:rsal, with the objective of
singing "The Daughter of Jairus" at the
end of a few months, is a most laUdable
body but no matter how fine the singers
01' how capable the director, the results
must leave much to be desired, in com-
parison with a chorus which sings to-
gether several hours a day for fifty weeks
of the year. The day of professional
choruses is certainly here, and in great
orchestral performances, such a chorus
as that of the Westminster Choir is
frequently employed. An orchestra which
meets only once a week for rehearsal
cannot compare, with the professional
orchestra which is hard at it every day.
More than this, an orchestra and chorus
which appear together continually ac-
quire finer results. '
It has been my custom to have a great

number of works in continual rehearsal;
not so much with the view to creating
a repertory, as to keeping both orchestra
and chorus "fresh" and "on their toes."
The group rarely knows until a short
time before the performance just Which
pieces being rehearsed will be given on
the program. They are alway,s ready. We
also have endeavored to have our per-
!ormances "family presentations." That
IS, we do not special1ze in promoting "top
men." Everyone must be good, as Was
the case of the famous German Meinin-
ger Stock Company, in which the actor
who pla~ed "Hamlet" one time might
be one of the mob-~around the bier of
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VOICE QUESTIONS

J/nJwereJ b'j DR. NICHOLAS DOUTY

No qoestions will be ans~ered in TH~ .ETUDE unless accompanied ~y the full .name
l1/1daddreJJ of (he mqtarer, Dill)' iniriali , Of pseudonym glvell, will be IlUblrsheJ.

IMPORTANTl
. to extreme wartime paper, restrictions,

O.~I.nquiriesC1ddressedto this department must
ail I~~texc.eedone hundred words in length.

DMS Eating Nuts Hur-t the Voice? ..
Q, I /laveheard that eating nuts Will inJure

thevoice.PLeasetelt me if this is true.~M. T.

A Certainly not, if you eat the nuts in
moderationand chew them well. It wO.uld.be
betternot to eat the nuts just befor.e stngrng,
becausesometimes small, sharp parhcle~ stick
. the throat and mouth. However, If you
1:- g much in public you will soon find out
fh~tthe best rule for the singer is to eat only
oimple.easily dlgested food. and to ~bse.rve
thesamemoderation in smoking and drmkmg.

HeHasBeen Drafted Into the Army
Q. I have been drafted into the Army for

oneyearand I may have to stay two a.nd o.ne-
/Ia!f yeaTS.I win be twenty-seven or. etght
whenI am mustered out and I would hke to
know if t/lat age wit! be too tate to take vocal
training.My teacher tells me that I have the
rarest of aU voices, a basso profundo. My
voicelias a range from A below low C to the
E the second line above the staff, bass d~f,
thirty tones in aU. I know little about :mUStC,
so r must study aU the harder. Please gtve me
someadvice.-F'RIVATEA. J.,
A. Youhave been called upon to do a man's

job in the service of your country and you
shouldbe proud of it. When you are mustered
out after eighteen months of service, you
willbe a better man both physically and men-
tally than you were when you were drafted.
Norwill you then be too old to continue your
vocaltraining. You realize that you are a POD;
musician.Why not try to get into the ba~d.
Eighteenmonths of practice there would lrr:~
prove your musicianship immensely and, If
youlearned to playa brass instrument,. would
helpyour wind as well. Also there might. be
many opportunities for you to sing, which
wouldkeep you in good vocal trim.

and consonants. For instance, the com-
pound vowels, that is, diphthongs and
tripthongs, are divided into their com-
ponent vowel sounds. The average per-
son when he pronounces "say" may not
realize that he is employing two sounds
instead of one. These two sounds are
seh-ee. In rehearsal, these are exag-
gerated. Some consonants have no pitch.
They are the "frames" of the vowel
which make it understandable. They

just as thong'll he were playing upon a cannot be sung, but they must be de-
giant instrument. Every second, from the livered with special distinctness. The
first note to the last, he must employ his nasal consonants m, n, and ng do have
acute sense of rhythm and balance to in- pitch. By stressing these details, what
sure the coordination of every motive, formerly often was an incomprehensible
every phrase, and the human coordina- maze of sounds, becomes intelligible to
tion of the high powered mentalities of the audience.
the players. Over all this he must con- We are careful that the more power-
tinually have a sense of color, design, and ful voices stand in positions in the rear,
beauty that towers in a directorial man- so that their prominence will not destroy
ner to the genius of the composer who the tonal balance. If R- particular voice
created the. work. No wonder great con~ (save in the case of a soloist) stands out
ductal'S receive such high emoluments. above the mass, the effect is ruined. Like
Nature does not provide very many of a master painting, no colors or fig-
them! ures should offend the senses. A great
Do the conductor's own movements on Raphael, a Rubens, or a Valasquez 1s so

the platform have a definite significance complete that one would not wish to
to the players? In other words, is there change a brush stroke. With a musical
an international code that enables the composition, the composer has given us
conductor to give directions and infor- only the notes, which may be inter-
rnation as does, for instance, the wigwag~ preted in a thousand ways. It remains for
ging of a S~gnal Corps man with a pair the conductor to struggle and struggle
of flags? Generally yes, and generally no. and struggle at rehearsals until the right
There are certain movements of the baton choral and instnunenta-l balance 1s
which are very definite, and these form. achieved. It is an evanescent thing, and
the background of a baton technic. Eu~ that is what makes it interesting. In
gene Goossens, conductor of the Cincin~ our wonderful age, phonograph records
nati Symphony Orchestra, is famed for preserve permanent ideal performances.
his adherence to a baton technic that is Sometimes many records have to be
readily comprehended by all players. For made before the perfect record is
that reason, players enjoy working under approved.
him. However, one has only to observe Father sits back in his Chair near the
a half doz~n different conductors to note radio set in his home and does not have
that each has so many individual and, to strain his ears to make out the Words
shall we say, extrinsic motions that very or bother about tone balance. In fact'
few have anything like a similar technic. there"is a unanimity and balance of ton~
Perhaps that is the way they want it. and application of tone color which make
In conducting his marches, Sousa had a an immediate appeal to Father. At the
routine that was almost individual with same time the singers can give the proper
each march. He rarely changed these, consideratio'n to the thought, the setiti-
after he had once fixed the style. . ment of the song, as they are taught at

Is She Too Old to Sing for the Radio at
Thirty.three?
Q I have studted at three month intervals

fOT the tast eight years but can7J:otmanage
lessonsat this time. Recently a VOIce teach~r
told me that my voice has colora~ra POSSt·
bilities. Ptease suggest some vocahses. I ~m
the sort oj person who learns more eas.1ty
from the printed page than orally. 1 stng
the B above the staff quite clearly, but Ute
high C~sharp and D are thin. How can 1
be certain that I have the coloratura quality?
Are there any tests that one can make? ,
2. I have been studying Villanelle bu. DeH

Act/uti Lo Here the Gentle Lark of BIshop,
andB~llS~ng from "Lakme." Please suggest
some other coloratura songs.
I am thirty-three and as my ambition is. faT

radio, I do not think I am too old to continue
study with this goal in view. I am also a
pianist. Please comment.-F. R. D.

A. You are a trained pianist accustomed to
listening to your own playing and to the
playing and singing of others. Why do yOU
not trust your own ears? Surely you can
tell whether or not the coloratura songs that
you sing seem to suit your voice and s~yle.
Besidesthis, you have the opinion of a sm~-
ing teacher that you have coloratura pOSSI-
bilities. Is this not enough to encoura~e .yo~
to work hard and faithfully at your smgmg.
It certainly should be.
2. Marchesi, Op. 1, contains many time-

tried exercises to develop fluency of execu-
tion, and the trills, fiorituri, so necessary to
the success of the coloratura soprano. If Y<;'u
practice these exercises faithfully you Will
never regret it. But for the best results they.
should be practiced every day.

The Mad Scene from Donizetti's "Lucia,"
Care Nome from Verdi's "Rlgoletto," and
the Shadow Song from Meyerbeer's "Dtnorah"
should keep you busy for a long period if
you want to sing them well>
3. At thirty-three, if you are in good

health, you still have from ten to fifteen years
of singing life before you, provided you
study hard and practice every day. If you
do not, your voice is likely to deteriorate.

The Conlralto Who"Cannot Read an Alto Part
Q. I have the range of a contralto, yet I

cannot read 1m alto part but can only foUo?»
others. I have recently been asked to join
with a group of women, and I find myself. in
a difficult position. I have studied some vowe
~not too much~but I was unable to keep
up my lessons because of a gT~wing famU1!'
My young daughter, with notlnng but ordI-
nary school training, can sing parts better
than I. Would you advise the study of har-
mony?~Mrs. W. M.

A. It would do you a grea" deal of good
to associate yourself with a group of women
singers and to for.ce yourself to .sing an alto
part in a chorus. As you suggest m your note.
at first you would only be able to follow
the other altos. Gradually you would find
yourself able to read a litt~e, 'and this would
give you courage to try to rely upon your-
self. It surprises you to see that your young
daughter can read parts better th;an you can,
although she has had "only ordmary .school
training." However, it does. no~, surpnse. ru:;
for, although you have studied s?me ":Oic.e,
apparently you have not studied yght-smgmg
at all. This is a very common mistake among
both singing teachers and singing stude~ts.
They concentrate upon the us~ .of ~e vOice
alone and neglect their mUSICianshIp. ~e
natural result is that their students can. smg
a few songs very nicely, but they can neither
read music comfortably nor sing well in parts.
You ask if the study of harmony would

solve your problem. Hannony is largely con-
emed with the structure of chords, alth01!gh
~ost modern teachers insist. th,~t. a practical
understanding of "voice leadIng IS absolutely
essential to the harmonist. It would be a con~
siderable help to your rr:usicianship and to
your enjoyment of mUSiC. However, your
greatest need is to learn how to read an alto
part, not to be, at present at least, a har-
monist. Therefore, ,you should le.am to play
an instrument, preferably the piano or t1?-e
organ, where you will be forced to ~ead ill

parts and in two clefs at the same time. If
in addition to studying the piano or the org~n
vou will join a chorus, we feel that you. Will
iearn to sing an alto part in a comparatively
short time. You might also take some lessons
in sight· singing.

The Etude Music
Bookshelf

Lover's

(Continued from Page 131)

hundred charts, diagrams, analYs~s and
themes for the better understandmg of
these records. The program~ are arra~ged
in the form of twenty-seven evemngs,
with interesting annotations. The treat,-
ment on the whole shows the author s
careful musical training and is not C01:-
fined to the vague comments of q~asI-
amateurs, such as those of ~any ~rl~ers
-who have written books WIth a SImIlar
objective.

FIRST-ONLY C"
DIGEST ~' \ C.\ I

OF MUSIC ~\J;J\
to"d-lJ.

PIANO TEACHERS!

SPEED DRILLS (~~~~)
for Teaching Beginners

Sight: Reading
Complete Set of 32 Cards, Keyboard Finder and

Book of Instructions - Only SOl

SIGHT~PLAYING easily and quickly learned by. tiny tots,
or beginners of any age, with these Speed D~lll .C.ards.
Makes teaching easier and quicker for class or lndtvidual
instruction.

EASY TO USE-Speed Drills consist of 32 ~ards with
complete and easy-to-fo llow instructions for their ~se. On
each card is a picture of the note on the staff which cor-
responds with the key on the piano keyboard. Thus,
the student learns through his eyes, rather than the wntten
or spoken word, the location and position of each note.

AN ADVANCED STEP-Speed Drills are an advanced
step in aiding the student to quickly identify the note on
the Istaff with the key on the piano. These handy car~s
stress visual accuracy, recognition of the keyboard POSi~
tions, producing rapid visual, mental and muscular
coortiination .

THE LARGE NOTES make vivid mental pictures. This
feature is important, but best of all : .. children like Speed
Drills. They should be used at the first l~sson, and the
pupil should have a set for daily home practice.

SIGHT~PLAYING is' becoming more and more of a re~
quirement of pianists, and stude~ts at ~he very start, sho~ld
be trained to attain it. Speed Drills wllllay the foundation
for proficient sight playing.

GET YOURS TODAY - Speed Drills may be obtained
from your local music dealer, or send direct t.o us, the pub-
lishers. Complete set of 32 cards with instructiOns, only SOc.

JENKINS MUSIC COMPANY, Kansas City 6, Mo.

ethod Gu.aranteed

Cards in Place
Backof Keyboard

Drill NO.2
For instant recognition
of keyboardposltlons

Drill No.4
For stressingr8pid vis-
ual, mentalandmuscu·

lar coordination

Timely, Interesting,

~:~~ic ~~~i~le~i,:;~
all leading publica-
tions. Lots of pic~
tures. Human inter.
est stories of musical·
personalities. For
teacher. professional
and student. No other
musicalmagazine like
it.51 FOR 12 BIG

Send ISSUES---_ ..._._._._ .._----------~
MUSIC TODAY MAGAZINE
801 Film Bldg .. Cleveland 14. Ohio

Name .
A'tI.dress
City. ..... State .

Protects
music from
dirt or

damage.
•

Richly styled.
Beautifully
crafted.
•By makers of

Nationally
Kllown Tonk
Furniture.

Keep EVERY Sheet of Music
at Your Finger-Tips,
TONKabinec drawer-crays
permit easyfiling.' keep sheet
music near, or erly, safe,
findable. Every sheet is al-
ways at your finger-rip~.At
your dealer's, or put It .on
Lour poStwar shoppmg list.
Tonk Mfg. Co.,

TONKabinefs
for Sheet Yusic _
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Band lluestinns and
Answers

On Clarinet Tonguinq
Q. I am a student of the clarinet and

have played in our school band for the
past four years. My band director says
my tone and reading ability are above
the average, but my tonguing is not good.
The trouble seems to be that my tongue
slaps the reed when I articulate. I have
tried every means r know of, but my
tongue is still too heavy and spoils my
playing in, st;accato passages. Cart you sug-
gest some exercises that would help me
improve my tongulng?-M. S" illinois.

A. I suggest you first do some daily
practice on legato tonguing, playing the
scale of C major slowly and pronouncing
the syllable D on each tone. Do not per-
mit -the tone to stop between the articu-
lations. Sustain each tone into the next
one without interruption of the breath

stream. When you have secured control
of the legato artdculatdon, then proceed
to the staccato.
Tne major problems to note carefully

when articulating are as follows: 1. Be
certain you have a firm embouchure.
2. Place the tip of the tongue very lightly
(do not press it) upon the tip of the reed.
3. Blow int~ the clarinet. You will dis-
cover that so long as the tongue is in
contact with the reed, no tone will be
forthcoming, regardless of the amount
of breath you blow against the reed.
4. While blowing the breath against the
reed, release the tongue from the reed
by drawing it down and back in a quick,
decisive manner. You will notice that the
attack is light and smooth and that the
tone has responded immediately. 5. Sus-
tain the tone for the value of the note,
then place the tip of the tongue back
upon the reed in the same position as it
was for the initial tone. 6. So long as the
tongue is against the reed before each
tone is sounded, you' will find that it is
impossible to "slap .the reed." It is only
when you attack the reed when starting
the tone that the slap occurs. Stress light
tonguing and a pointed, firm tongue. Do

not tongue WIth the base of the ton~ue
but only WIth Its tIP, and aVOIdmovmg
it any more than is necessary.

A Woman Trumpeter
Q'. I am a senior in high school and

have been playing the trumpet for the
past nine years. My teacher and other
musicians have encouraged me to follow
music as a profession. There is nothing
in the world that I would rather do. How-
ever, since I am a girl I am a ,?it skeptic~1
of my future in the professional music
field. I have' never seen any women
trumpet players in a symphony or.c~estra.
would you please give me your oprmon as
to the possibilities of my being able to
compete with men in this field?

J. W., Illinois.

A.Your success in this field will depend
chiefly upon your ability. If you have all
of,the necessary- qualifications of the out-
standing performer, I doubt that you
would find it impossible to compete with
men. Perhaps you would find some con-
ductors still bound by tradition, but each
year finds more and more women in the
ranks of our professional orchestras. If
you have what it takes, I recommend that
you devote yourself to your ambition and
let the future take care of itself.

opP 0 B TU NIT I E S
lhe mUJic :lie!J

ADVANCED COURSES OFFERED
UNIVERSITY EXTENSiON CONSERVATORY

BY THE HOME STUDY METHOD

• • •
•tn

Music has
never an

always ranked high among
oyercrowied field for the

professions.
well tr,ained

• Interesting positions are open in every part of the field.
Schools and Colleges are making it necessary for every
teach~r to be e.quipped for his work; the Radio is calling
for highly sp~c.lallzed training, and standardized teaching
makes competitIon keen even in small communities.

BY THE

There IS

111UStClan.

very small cost and no interference with your
regular work, you, easily and quickly can qualify
for higher and more profitable positions in the
musical worr'd.

Are you an ambitious musician?

A Successful musician is most always a. busy one. Because
of this very fact it is almost impossible for· him to go a~ay
for additional instruction; yet he always finds time to
broaden his experience. To such as these our Extension
Courses are of greatest benefit.

Digging out for yourself new ideas
for the betterment of your students
is a wearisome time-taking task.
When you can affiliate with a school
recommended by thousands of suc-
cessful teachers, you may be sure
that their confidence justifies your
confidence in· new ideas' for your
work which we make avai1able to
yo",

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

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

THE
I 52 5 &AST 53 R D

DIPLOMA OR BACHELOR'S DEGREE
W.e help you to e~rn more and to prepare for bigger
things In the teaching field or any branch of the
musical professiop. We award the Degree of
Bachelor of Music. With a diploma or Bachelor's
Degree you can meet all competition.

STREET (DEPT, A-4771.
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How Strong Is Your
Foundation?

(Continued from Page 144)

never carries with it the finn securitJ''
being able to check your accuracyaga~
the what and why of grammaticalrule
Shall I say 'like' or 'as'? Shall I say'w~
or 'whom'? Sometimes your ear tells jOi
sometimes it doesn't. And Wheni
doesn't, you are swaying on the ed[ec
the precipice of illiteracy. Exactly tlI;
same is true of the musical gra_
which is solfege. How can youapproat
the musical meaning of a workinle:
pretatively if you don't know lines,pal,
terns, phrases? Perhaps you can 'get~
for a while by trusting to your instin;
But in serious musical work, the distant:
between 'get by' and 'good·bye' is nlf.
ligible. The point is, getting by ion
enough. And that, to my mind,is til
root~cause of much of the interprel.'lliri
problem. It can be greatly relieVed~
an early and thorough study of the~
ject of solfege.

I

Keeping an Open Mind

"Of course, the student must familiar.
ize himself with the various styles(
music. And today, these styles inchl/:
modern 'music! Perhaps you like it,pel_
haps you dou't-but 1n building a per.
spec~ive of art values, personal liking;
not too important. One must knOll'

there is to be known; and to know,0:.:
must hear, and one must keep an OJ(

mind. Personally, I find jazz and boogi
woogie interesting musical developmelr
Certainly, I do not prefer them to
thoven! But keeping an open mind;
musical developments does not m~~
that one prefers such developmen:
Boogie-woogie is simply a rhyUm:.
dance pattern. As SUCh,it deservessm
tiny (which is not the same as prete
mentl) just as much as the dance ton:
that Bach wrote under the name I
gigues, sarabandes, and minuets; just,:
much as the dance forms that Ch~
wrote under the name of waltzesa:.:
mazurkas. And here we find an inte~
ing thing. Take the Chopin waltzes. 1-
day, they have been 'promoted' fro:
dance numbers to concert works.Yf
when Chopin wrote them, there wI!'
those who turned up their noses at hi:
for bothering with dance accompar.;
ments at all! How do we know th8tlli
same isn't going to happen with (i:
dance forms of today,? I don·t saytit
same thing will happen, mind you-:
merely say let's look at those da~~
patterns as part of music. And, II'lt
they are done with stylistic integri~
there is much interesting material;
their rhythms, their harmonies, e\
their fragmentary themes. MortonGOu!'
has written a jazz work for me wbiet.
in the honesty of its style, is truly\'e!:
good music.
"Honest open-mindedness is alsoapar

of the pianist's founda.tion, but that rt
safely wait until he has his toolsing~
condition. Don't start to play musicnull
YOUrhands are ready to obey youon(Jl(
keyboard. And the best way to prepaI!
them for that is to strengthen them~
the sound, alert development that mU:
underlie any mUSCUlaractivity.'

THE ETCP!

;----------------Fill In and Mail This Coupon- . _
l UNIVERSITY EXTENSION CONSERVATORY Dept. A.477 . :
I 1525 E. 53rd Street, Chicago, Illinois. ' I

I Please send me catalog, illustrated lessons and full jnformati"~ ~ega'd,'n, II I have marked below. ' "",. , course I
: 0 Piano, Teacher's Normal Course 0 Harmony 0 Viol'in I
I 0 Pian?, Student's Course 0 Cornet-Trumpet 0 Cuitar :
I 0 Publ!c School Mus!c-Beginner's 0 Advanced Cornet I

I 0 Public School Mus.IC::-Advanced 0 Voice 0 Mandolin i
I 0 Advanced ComposItion D Choral Conducting 0 Saxophone I
I 0 E'!r Training Cr.Sight Singing o Clarinet o Reed Organ I
I 0 HIstory of MUSIC 0 Dance Band Arranging. 0 Banjo I
I I
'I Name........... Ad t O' II ..•........... ut ,Juvenile. . !
i Street No. ......•.• Ii . _..,.._.-\..-.. I
I City. I
I A State . . . . • . . • • I
I· re you teaching now? If so, how many pupils have you~ . . . I
'I ~ y~u hold.a Teacher's Certificate? . Have you studIed Harmony~ 1
I ,ou d you like to. earn the Degree of Bachelor of Muslc~ . ..•. II--.---~--.----------------------------~=~:..:.:..~~.:.~.:.:.:-J

U NI V E R S IT y EXT ENS ION ~ , .
Lo noe pva loP'}
CHICAGO, ILL.

World Famous Century Edition presents

in these new issues, music you will wont
to play_music you will. wont to teach ..•

at Century's money·saving price of 15¢

a copy.

,m
3676,m,~.
3679,~.
3681
3682
:rG83,,~
3G85
3686
3711
3718
3719
3120
3121
3122

3723
3726

The Fireny. Am·I. ..... _ .. Hopkins
Going Swimming, Bb-1. .Honklns
Grandpa'sClade.,Col. _. . . Hopkins
Th! Military Band. Db-I. ... Hopklns
Summeruass. F-l. ..Hopklns
Tommy'sMar~lI. C-l Hopkins
MarieAntoinette's Musie Ball:.C-1. .utovannt
Oown Ily "lerry Matan2ie, C-l Porter
Poor Hdo, C-l.. . Porter
HereWe Go.C~I Porter
SchoolDrill, C-I.... .Porter
Whi~hWay to London Town, C·l ..... Porter
Sieilienne, Am"2 .•... Schumann
Swed Dreams. C-2 Tschllikoll'sky
Polka. Bartered Bride. C·4,... _.' .. SD)etanll
DanseRusse. PetrU5hka-C·4 .Stra'finskY
Arternoonof a Faun. E-4. . ... Debussy
Fe,tival at Ba~dad.
Sehehereude. G·4. . ..... Rlmsky-Konll.koft
Hallelujah Chorus. Messiah. D-L Handel
ArMuios. Triads &"7th Chords Abrarns

3663
3664
3665
3666
3667
3666
3669m.
3671
3672
3673
3614

TRANSCRIPTIONS BY ROLFE
AlieDretto.7th Symph., .Am-2. Beetho'fen
A",', Death. Peer Gynt. Am-2 Grieg
Consolation.F-2. . Mendelssohn
Estudiantina, C-2 _ Wuldtcufd
8arcarclle. June. Am-2 TschaikO·lI"sky
LightCavalry Overture, G-2. . Von Suppe.
Spring Showers. C-2. . ..... Il'ink
Tarante1l3.C~2 .... .. Reller
Vdse Lente. Coppelia, F-~. Delibe!:\"
Voicesof Spring. C-2...... . ..... Strauss:
Trepak. Nutcracker. G·2. Tschaikoll"sky
Rosesfrom the South. F-2. . .Strauss

Ask your dealer for Century music. If he can-
not supply you, send your order direct to us.
Our complete catalog listing over_37DO num-
be.., is FREE on request.

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

~~"'In=:son,s
.;\ • Heard on Gospel Broadcasts -

• Youth for Christ Rallies
• Singspirations

Eas, to learn, hard 00 forget! you Jfta~ have these
EOul.thrillinlj:eonlf'l-words and mUSlc-~t your
own j:iano, In church .. Bchool o~ home. Or er oDe
or moreof these popular collections.
INSPIRINGGOSPELSOLOS ANDDUETS .50c
NEWSACREDSOLOS AND DUETS .50c
FAVORITERADIOSONGS AND POEMS~ 50c
PRAISEANDWORSHIPCHORUSES ~~ ~~~
SHOWERSOF BLESSING-------~---------- 50c
SACREDTRIOSFOR WOMEN-~------------ 15L1LLENAS'SONGSFOR MEN . ~___ c

(Enlireset only $3.00, postpaid)
Let us locate YOUR favorite eeued BangE!.

Writa for Fl'ee mUBiccatalog.
L1LLENAS PUBLISHING COMPANY
2923.C Troost Ave. Kansas City 10. Mo..

WM. S. HAYNES' COMPANY
FLUTES Of DiSTINCTION

STERLING SILVER-GOLD-PLATINUM

Catalog on request
108 Massachusetts Avenue, Boston, Moss.

MARCH, 1945

AnJwereJ tt;! HENRY S. FRY, Mus. Doc.
No questions will be answered in THE ETUDE unless accompanied bJ. the fuf
name and address of the inquirer. Only initials, or .PJelldowym gwen, wdl be. p'/1 •
fished. Narurall y, in fairness to all [riends and advertisers, we can express no opmrons

as to the relative flualitles of «arrons Mf!.(/r!;f.

IMPORTANT! board. if it is procured, the project seems
feasible. Requirements and salaries for the
Church Organist vary according to the de-
mands of the particular church.

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

not exceed one hundred words in length.
Q I am leader oj a Junior Choir, serving

my' jourth year. I find it very. difficult in ~y,
church to keep boys and girls in .the chotr
when they become eleven to twelve years of
age. They think they are too !Jig for ~he
younger ones. I have my age limtt 'from nme
to sixteen years, but they usually drop out

-when: in ·their 'twelfth year of age.' Would you
suggest that I raise my agi!->li1nit.a.•li~~..l{~~~.
call the organization a Young People s Ch01r
or Youth'·s Choir in· order to keep the older
members in? I would also, like to' know of
oth~r activities to keep the members of the
choir intere8ted throughout the seas~n .. ~ur
church does not believe in commerctahzmg,
so we cannot have anything to raise money.
I do have parties for them occasionaHy, b~t
that does not seem quite enough to hotd tltelr
interest. wm you suggest th.e names of some
good choir directing books?~R. D.

A. We suggest that you tell the members
of your choir that they can render .much val-
uable assistance to the church serVICes by re-
maining in the choir: It might be. well to
retain their continued interest to give th;m
some instruction in sight singing in connectIOn
with rehearsals, and it might be well to
change the name of the choir as you suggest.
Why not set your age limit to i~clude all ?f
the younger adults, thus incl~dmg .~em m
your ch(\ir? For books on chOIr trammg we
suggest the following on which to b:;tse your
selection f'Or reading. although you mIght find
them all of interest: "The Art of a Cappe~la
Singing," Smallman and Wilcox;. ":rhe JWllor
A Cappella Chorus Book." Christiansen and
Pitts' "Choir and Chorus Conducting." Wodell:
"Cho'ral Music and Its Practice," Cain; "The
Art of the Choral Conductor," Finn, and "The
Choral Conduetor," Davison,

Q. I ptay the pipe organ and am .very
much in need of an instrument at home where
I can practice whenever I H~e. I have an
idea that I could purchase a ptpe organ. con-
sole with two manuats and pedals and. Install
a reed organ inside. Would it be pos~lble to
take the reeds from two old O1'gansm good
condition and combine them into one? Or,
can reeds be purchqsed to add to such an
instrument by giving th.e reed manufacturers
the pitch of the present reeds? Ij so, pl.eas.e
advise the name of such a firm. Or, 1S 1t
possible to buy a complete set of ne!» reed~?
What would be the appro.ximate pnce? W1U
you send me the names oj firms who can
supply me with a console, and can you rec-
ommend some good book on reed organ con-.
struction? Would also like a list of various
organ blower manUfacturers. I assume the
swells are operated by means of opening and

·dosing slmtters as on the pipe organ.-W. M.

A. The idea seems possible, but we won·
der whether it is practical with two-manual
used reed organs available, equipped with
T"dals and motor and occasionally a pedal
liano available. It would be possible to com-
bine reeds taken from two old organs, pro-
vided the suction is the same. and the reeds
comparable in quality. We are sending you
by mail, the names of two firms to w~om
we suggest you communicate your questions
as to the supply of reeds. and ask for prices,
which we do not have. In reference to con~
sole we suggest your advising various organ
builders of your needs. A book on Construc-
tion of Reed organs was published in England,
but under present conditions price and ?e-
livery cannot be guaranteed. We are sendmg
you by mail names of Blower firms. You can
examine the operation of the swells on the
instruments which we think is usually ac-
complished 'by the opening and closing of a
covering over the reeds.

"FORWARD MARCH WITH MUSIC"

The price of World Famous Century Edi-
tion is incidental. You have been willing
to pay much more for material not up to

these in quality, character and excellence

of production.

3709 Minuet No. I. Anna Mugdalena, 0-2 ... Bach
3710 Minuet No.2. Anna lIlIIg<lalena,0-2 Bach
3711 Ecossaise, Eb-2. Beethoven
3712 Oxen Minuet, C·2 lIunln
3713 MenueUe and Air, F-Bh·2. .Moaart
3714 Tarantella, Dm-2 .. .. Pro:;ofl.eft'
371,; Little wattzes from Op. 9A·3 SChubert
3716 First Less, Em·~ Schumsnn
3687 Brownie's Ceurtship, C·2. rreere
3683 Jumping Jack, C-2... .... ... . .Hopkins
3689 My Banjo. F-2. ,..... . .... 1lQ;oklns
3690 Dan~ing School. C-2. . .Itolfe
3691 Going to Market, C·2 ......•. Rolfe
3692 Lots of Fun. G-2. Rolfe
3693 Sea' Spray,. C-2 . . . .. .-. . ., nolle
3694 At tho Playground, C-2 Schwab

~SmJ,;¥'P-aru 'Cfothcs; 0-2;..... . .Schwab
3696 The Puppet Sl1ow,0-2.. Swincr
3697 Topsy Turvy. F-~, ...,7..... Sleiner
3698 Song of the Mariner, Aln-2. .Steiner

PIANO OR VOCAL SELECTiONS
3699 God ge With You Till We Meet ~liain.

C.~ .,., .... ' ,. , .. ,.. . ,Tomer
3700 Funiculi Funiculi, Eb-3. . Denza
3701 0 Sole Mio. 1"-3. ..Di Capua
3702 Ross of Tralee. Db-2 GlO'fcr
3703 Tales frem Vienna Woods. G-3. . .. Strauss
3704 Evoning Star, Tannhauser, G~3.. 'Wagner
3705 My Heart at Thy eweet Voioe, C-3 .St.-Saens
3706 Tit-Willow. Mikado, 0·3. ..Sullivan
3707 Ave Maria. Eb-3..... .Bach-Gouncd
3708 I'll Take You Home Again.

Kathleen, F-2.. .. . Westendorlf
3727 The Caisson Song, C-S srr. Royal

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

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

•
• •

• Jazz. Swing" Jump. Boogie·Woogie
Our NEW 100 page Piano Instruction Book will en-
able you to play Popular SOngs with al! the fancy
embellishm{'nts employed by the profeSSIOnal.
Make Your Own Arrangements - Ad~ Notes-
Chords- Basses - Breaks- Blues- RhythTf.ls- Mo~u-
lations-Transposing-Orchestl'3 and ·Radlo. PlaYing
-Introductions-Endings. etc. 1001 sparkhng new
ideas all contained in one book. Not an ear orcolrres-
pondence course. You receive CAVANAUGH'S In.
struC'tion Manual which shows yOUstep by step how
to apply contents of this famous book to any popular
sonl!. For Bej'rinner. Medium or Adv:anced Student.
Order your boak NOW! TODAY! Pm:e.$10.00 com_
plete. Postpaid and insured anywhere In the world.

CAVANAUGH PIANO SCHOOLS
475 Fifth Ave. Dept. E New York 17, N.V.

MISSOURI WALTZ (S..jn, A'lingomont)

HINDUSTAN
-DOWN BY THE OLD MILL STREAM
ON THE ALAMO
THE ONE I LOVE (B.lo""10Som.hodyEI,,)
WITH NO MAN OF MY OWN

Forster Music Publisher, Inc.
216SOUl!.W.h.,1. A••ou" Chic.so4, lIIinOi'

169
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MUSIC SUGG
FLAG DAY

(JUNE 14TH)

CHORUS NUMBERS
The Flag Is Passing By (Mixed) ... Berrett
o Glorious Emblem (Mixed). .O'Neill
Hail to the Flag '[ Mixed). . .. Jeffery
Stars and Stripes Forever (Mixed). Sousa
Stars and Stripes Forever (S.A.B.). Sousa
Stars and Stripes Forever (U nison) . Sousa
Our Country's Flag {Unison)., .... Wolcott
Stars and Stripes Forever (2 Pt.•
School Chorus) Sousa

C2176 Flag Song (Fling Out Her Glorious
Folds) (Male) .. ' Hammond

35119 Stars and Stripes Forever (Male) .. Sousa
Our Flag (Cantata for School) .... Root
Our Colors (Short Cantata for
Men's Voices) .. Spross

35428 Stars and Stripes Forever
(Mole) Sousc-Tidmcrsh

PIANO SOLOS

~~~~~~i:~Y~::ss By : 2fr~~ld:~~.: :g~:~V2
27454 Flog of My Country. ' Stairs Gr. I.
16501 Hats Off to the Flag.. Spaulding Gr.3.
12089 'Neath Old Glory... . Rolph Gr.2Ih
8234 'Neath the American Flag Kern Gr. 3.
11896 Ours Is a Grand Old Flag Spaulding .. Gr. I.
17720 Salute to the Colors Anthony ... Gr. 2112
14568 Stand by the Flog Stults Gr. 3,
30111 Stars and Stripes Forever. Sousa ..... Gr. 4.
30552 Stars and Stripes Fo;ever'

(Simplified Edition) .,. Sousa
30868 Stars and Stripes Forever

(Trio) (SimpJified) Sousa-Carleton .. Gr. 1112
Under the Stars and Stripes True Gr. 3.
Our Flag (With Words) .. Adler .Gr. 2.
Stpr-Spangled Banner .... An. Richt~~ .Gr. 1112

PIANO DUET
27426 Our Flag (With Words) .Adler ... Gr.2.

TWO PIANOS-FOUR HANDS
30862 Stars and Stripes Forever Sousa-Zadora Gr. 5.

15541
219
224

35260
35234
35232
10732
35233

.... Gr. 2112R·50

13652
21154
27261

OUR FLAG-By Fronk L. Bristow
A fiag song, march, and drill, wilb directions (llld illttstra.
flons Easy, shorl, and very e/fecth;e. 50 cents.

~'§f!fJi~INDEPENDENCE DAY
f31JJ/S'!'i (JULY 4TH)

CHORUS NUMBERS
21002 Oh, Hail Us, Ye Free. From "Ernani"

. Arr. Felton (Mole) .. Verdi.
Ha~1 Brave Washington (Mixed)., Powers.
lexington Ode, . IUnison) .. Schubert-Felton.
Ode to America. (Mixed) .Costa-Davis
Complete Orcbe.dratiol1 $1.50; Small Orch. $i.05."

201322O~r Flag Is Passing By ! ~ixed). H. P. Hopkins
35434 Give us the Tools (Mixed). ' Dichmont... .
21454 God Bless America (Mixed) Cooke .
21503 Marc.h on, Americal (Unison) .. Thunder
35438 MesSiah of Nations (S.S.A.) Sousa
21504 To Arms, America! (Mixed) Strickland
21478 V for Victory (Mixed) EI21493 V f V' ( more·Reed

or Idory Male) Elmore-Reed
PIANO SOLOS

Fourth of July .••...... " Liebling
balS Independence Day . Cadman
11825 Independence Day (Intro. 0

Columbia tilt! Gem of tile
Ocean and Yankee Doodle] Spaulding .. Gr. 2 _25
John Paul Jones .... . ... Bloke G 'I
L'b t B II M h ... r. 2 2 .35
I er y e arc Sousa G 3'1Pt'FD ··r.2·50a no IC oy Crammond Gr. 2. .35
Spirit of '16 . ". ,.. . Rebe Gr. 2 ,35
Hail to the Spirit of liberty. Sousa .... Gr, 4. .50

35221
21153
21195

... Gr,2lh

... Gr.2Ih

22511
30044
15101
25826
30B60

SONGS O·FMY COUNTRY-In Easy Arr's f p'
Co '1 d d b Ad . or lanampl e an orr. y a Rjchter Price 75 t
46 1lUmbers tt! ~elight pnpils in grades 1 and 2 A ~~n s
of each song IS mcluded. 1l1us~rated. . verse

St?NGS OF FREEDOM---Com iled b R b
,vme/een stiffi»!: patriotic ·on 'S r y . a Roy Peery
se~ice gatlJaingl {Ind 'Q:',m~nitor scbool>. clJJb" h01llC5,
Vou:e Edition 10' t p', y smgs.. , ce~L5 ,ana A.ccompaniment Rook, $/.25

... E.F.

2112.
2.
I.
3.
I
3 ...
2112.

S FOR SPECIAL· OCCASIONS AHEAD

Price
..... $0.06

.10

.15
.15
.12
.08

.12

. 10

.12

.15

.12
.08
.08

.12

.10

.12

.15

.IB

.12

.OB

.60

.30

.25

.25
35
.25
.30
.25

3D
35

1.00

35
.50
AD
.60

. 12

MOTHER'S DAY
(MAY13TH)

10.08
. 15
.05
.10
.12
.10
.10

.12

.12

.12

.50

AD

.15

.30

.50

.25

.40
AD
.60
.25
AD
.35
R·50

.30

.50

.25

.25

AD

1.00

.$0.12
.06
.08
.IS

.12

.10

.08

.10

.12

. 12

.10

.10

.30

.35

• These selected lists will prove helpful in choosing ep prc-
priate and interesting material for the many special pre-
grams to be arranged for schools, clubs, societies, church
organizations, etc. The piano numbers may be used with
timely advantage for pupil-recitals or study needs. Music
to meet any described requirements cheerfully sent for
examination •

MAY DAY
(MAY 1ST)

... and other Spring Festivals

VOCAL SOLOS
Cat. No. Title and Composer Range
25 I76 Candle Light.. Chas. Wakefield Ptv..
26132 Cadman d·9 $O.~

Candle Light .. Chas. Wakefield
Ccdmcn b flat-E flot 5

An exouuste p~eHt by. Lee ShIppey In a music"I' )
se/llllg 0/ porticulor richness, Thu sang bill bun
adopted by the A1nerJrllll Paulll-Teachtr AllO-
(1(1110115 for MOlbu's /Jay Programs.

26559 Mother 0' Mine. Arthur Kellogg. c-she-p to 9
A 1leW and nnusuall y sympotbctic set/mil 01 tb' .~
-ssell-h noum text by Kip/tnII-. e
Mother's Day .. Frank H. Grey.... . .c·E..
Mother Calling! Alfred Holl. E f1ot.g.
Mother .. Stanley F. Widener, , .. e-F.

A song wi/b an excellent text,
24022 Old Fashioned Mother Of Mine

24021 Old
Richard Kountz d.E flat.
Fashioned Mother Of Mine
Richard Kountz ...

24020 Old Fashioned Mother Of Mine
.. Richard Kountz .... .. F sharp.g
I he ab~e song (published In J h.. vs) 1$ a 50n~
u"·h'cb will do anyone's beart J:0(ld to lill~ 0;
hear at all;!' IlIIre. bill II is {lllrt;c.ularly aUlf'lable
Jor !IIotber's Day.

25776 Little Mother .. Evangeline Lehman .... doE.
_ Dedlfated 10 Mme. SchlimO'IIl-lIell1k.

19632 little Mother
Daniel Protheroe c sharp-D.

18680 Little Mother 0' Mine
Herbert Ward... ... . E f1at-E flat. ]

Mother 0' Mine .. B. Remick' ... d-E. ,)1
My Mother's Song .. John O~~~s·h·o·~.. dog .. ,o!
Never Forget Your Dear Mother and Her Prayer

May Parker Jones d-F
18696 Old Fashioned Dear .. Cecil Ellis c-F:
19420 Song of ~h.e Chil~, The .. Mono-Zucco .. d-F..

T.he mllS/nanl" .Hngu. t..~ifJ I.ppruiate tbe effec.
lIve and dramatIC qual,ll<!s 0/ this umg.

26002
19695
1795b

6884
24043
19404

ljlUARTET OR CHORUS
21232 Candle Light .. C. W. Cadman (Treble, 3 Pt.).. .I:
20010 Rock ~e to Sleep .. Frank J. Smith .. (Mixed) ..
20456 Memories., Gertrude Martin Rohrer (Mixed)
35151 0, Mother of My Heart .. C. Davis.: (Mixed):' .;!

A lllf.m~cr 0/ good proportions. Wbil6 1101diffi.
(Ill! ff IS 0/ a 91Wfify Ibat 1:il/ sllflSfy tbe but
quartets or cbOlrs

21554 Mother, So True ..

CANTATA
Slumber Songs of the Madonna (For Women's Voicei)

May A. Strong.. . . . $I!I
~ff~;(:/t;til cborkl Wf}rk T'b~' i~s'pir'i~g . iexi .~i·'
'ine A,ol,OY~J Dn/a eps If 4 Jovely COII/r;buf;o" III II
I' v ler s ay rogram .

'\. c ~Co;
_,~);"''\; " ~ CHORUS NUMBERS
Cat. No. Title Coinposer
20230 In May (Unison) . Ira B. Wilson
35326 In Maytime (S.S.A.A:) Oley Speaks
35342 In Maytime (T.T.B.B.) .... Speo ks-Peerv
10234 Blossom Time (2 Pt.) . J. W. Lerman
115 Dawn of May, The (2 Pt.). F. Berger

20409 'Tis May (2 Pt.) ..... Ira B. Wilson
20672 'Tis May Upon the Mountain

(2 Pt.) . William Baines.
lilacs (2 Pt.) Cadman-Forman
Lovely Springtime (2 Pt.) . Moszkowski-Forman
May March (2 Pt.) R. R. Forman
Maypole, The (2 Pt.) H. E. Worner
May Time (2 Pt.l . R. M. Stults
Spring Fantasy, A (2 Pt.). Norwood Dale
Bright May Morning (3 Pt.
-Treble) , R. M. Stults

20188 Come, Let Us Go A.Maying
(3 Pt.-Treble) ... , .... Ira B. Wilson

108b6 0- That We Two Were
Maying (3 Pt.-Treble) H. W. Wareing

274 May Pole Dance, The (3 Pt.
-So A. B.) R. E. DeReef

35036 Maytime. Waltz Song (3 Pt.
-Treble) Clara R. Ricci

15715 Glad May Morning, A (4 Pt.
-M ixed) . . .. _. '. E. L. Ashford

20123 In the Pride of May (4 Pt.
-M ixed) _.. G. Ferrata

15512
15504
bl74
6165
202·97
20370
20330

AROU~D THE MAYPOLE-By William Baines
~1J exce,PtlOnal P;Ollec!lOJ! of S dMlce IUlles for piallO with~~~~~~,::~lI:!J!O;U~I~~ICl1lgmid wggestlOHs for costuming and
Score ~~itb pi/woh 60c; string porls rellted, $2.00 a mOlltb.

MEMORIAL DAY

CHORUS NUMBERS
Cal. No. Title alld Composer
35154 Comrades' Song of Hope

(Mixed-Sacred) . .. Adam
81 Lay Hi~ Low (Mixeod-Secu·I~~i·: Smith

35398 Memo,!lal Day (Mixed-Secular). Nevin

PIANO SOLOS
Abrahom Lincoln ... Blake G 211 J
Battle Cry of Freed~'~: , .. Renk .. r. 12 '1o t· D Gr. 3.. J
ecora Ion oy ... , .... Spaulding .Gr. 2.. .11
Our Glorious Union Forever Howard .. Gr. J .. JI
Our Invincible Union. ' Rolfe . Gr. 5 ,I:
Taps. Military March Engelm~~~ Gr. 3 ~

22573
1213 I
11910
2534
IB425
11812

THEODORE PRESSER C~,
Everything in Music Publicotions

1712 Chestnut St., Philadelphia 1, 'I
THE ETL'Vi

.i

25 West 45th Street
NEW YORK

ASSOCIATED
MUSICPUBLISHERS, INC.
GreatWorks for Violin and Piano

CHOPIN-MILSTEIN~
Nocturne in c;:;:minor ....••.... $ .75

DESPLANES.NACHEZ-
Inlrada .......•......••••..•.. .60

GUARNlERl-
Cantiga de Ninar .....••••••...
Canto No.1 ........•.. ··· .
Encanlamenlo ..•.......•..•••.•

KORNGOLD--
MuthAdo About Nothing

LISZT-MILSTEIN-
Consolation

MILHAUD-
Saudades do Brazil
Lerne-----Copacabana-
Ipqnema ea.

Corcovado-Tijuca-Sumare .. ea.

NIN-
Songs from Spain (in 1 vol.) ..

SZYMANOWSKI-
La Fontaine d'Arethuse
Notlumo and Tarantella

.4)
SZYMANOWSKI·KOCHANSKI-
Chant de Hoxane from
"King Roger" .

VILLA-LOBOS-
Premiere Sonole Fantaisie

Pageant of Flowers (Operetta for
Children). ..... . ',' ,' ..... Richard Kountz
:. 5Plt;1!ltd 20 '11I11ule .o1l.~lIlg, dllllC;'lg and scenic pres~J;;a-
lon, III oors or outdoors. For girl, alld boys or girZs alone.

PIANO SOLOS
May Dance C. Huerter Gr.
May Day D. D. Slater Gr.
May Day Woltz L. A. Bugbee Gr.
May Mood DMaypole Dance'" ungon Gr.
M

.. l. A. Bugbee Gr.
aypole Dance A. M. Foerster .. Gr.

Maypole Frolics W. Berwald .... Gr.
One Lovely Day
in May Miles

Donee of the Pink
Petals

22636
14125
9632·
21521
9631
16201
15019
21411

27284
......... Gr. 2.

.,)

.75

.75
1.00

1.50

,75

1.25

1.00
1.25

1.25

PIANO TEACHERS!

.75

.60

,75

Add Swing Piano Playing
• to your teaching program

and increase your income
AxelChristensen'sCompleteSwingPillno Tn~tnlf'tion
~OQkwill enable you to teaCh youI' pupils to glamour-
Ill' popularmelodiesin-reallymodem 8t)'le with per-
fecttIme, touch and rhythm. Very liberlll wholesale
priceto teachersIlndmusical calleges. Send for de-
tails if your local telephone book do('s not [llready
list a Christensen School.

PIANISTS IOu, B,,,k Bullet;n, eon-
• tllill fuscinatmg Ilrrange-

mentsforbuildingextm chorusC!:lof popular hit.-songs
l\!l4standllrd~h~'mPllllSof no\'c1hreaks, bass figures,
ndmgthemelody,etc. Send20 cents for sample copy.

CHRISTENSENSCHDOLS DF 'POPULAR MUSIC
7S2KIMBALLHALLBLDG. CHICAGO 4, ILL.

.!

BUY WAR BONDS AND
STAMPS FOR VICTORY

.s..:» t'f HAROLD BERKLEY
No queJI:oni Will, be .an.Hfll!red in TI--!E, .ETUDE unless accllmpaflied b., the full 11ame
and ad dress of. t oe mqtllrer. Dill)' muuds, Or pseudonym given, will be pllbliJhed.

IMPORTANT!
Owing to extreme wartime paper restrietions 011
inquiries addressed to this department must' not

exceed one hundred words in length.

Violin Appraisal
Mrs. E. M. J., Massachusetts.~The label in

your violin can be found in violins ranging in
price from twenty dollars to fifty thousand
dollars. so you can realize that there is noth-
ing I can. tell you about the instrument. In-
deed, it is only in very rare cases that a
definite opinion can be formed without a per-
sonal examination of the violin .

Violin Made by Paulus
Miss M. de M., New York.-Judging from

the label, I should say that your violin was
made by Albin L. Paulus, of Markneukirchen,
Germany. He was barn in 1866, and was a
pupil of Dolling. He copied many different
makers, and his violins. though fairly well
made. are not exceptional in any way. With-
out seeing the instrument, I cannot give a
definite valuation, but his violins usually sell
for about one hundred or one hundred and
fifty dollars.

Does a Reader Know Hiln?
A. E. S., Indiana.-There are sever.8.1Amer-

ican violin makers by the name of White, but
I have been unable to trace an A. W. White.
Perhaps some reader of this column knows
something about him. Other makers named
White have produced quite fair violins. which,
however. have no standard value. They are
worth about what you can get for them on
the basis -of their tonal qualities.

r'

.. 10.11
.II
.11

26614 Joy

". ". C. D. Richo'rdson Gr.
TWO PIANOS-FOUR HANDS

af Spring ..... C. Kohlmann .Gr. 4.

Interesting Carvings
Mrs. S. M., Iowa.-The photographs you have

sent show very interesting carving on the
scroll of the violin, though the body seems
quite ordinary. It looks German, and perhaps
was made by an amateur violin maker who
was an excellent wood carver. Or possibly the
man who made the scroll did not make the
body. In any case, the violin has little com-
mercial value. That is all I can tell you with-
out seeing the violin.

Playing by Ear
J. L., Quebec, Canada.-The ability to play

by ear is a useful accomplishment, for it en-
ables the violinist often to play with a pleas-
ant spontaneity. From an artistic point of
view, however, it can never take the place of
playing by memory; that is, playing with a
remembered knowledge of the fingering, bow-
ing, expression marks, and the general musi-
cal content of the music. Playing by memory
is something like driving a car: you must be
all the time in full control of what you are

A Vacation with Music!

HAROLD BERKLEY
VIOLINIST - CON,DUCTOR - TEACHER

Violin Editor of THE ETUDE •
author of

"The Modern Technique 0/ Violin Bowing"
"12 Studies in Modern Bowing"

announces

Master Classes in Violin and Chamber Music
at

HARRISON, MAINE
on Lon9 Lake

Jnly 23 to Angust 25
For further information apply

Harold Berkley, 315 W. 98th St., NewYork 25, N. Y.

MARCH, 1945

"--.:......iIII~

JUNE WEDDINGS
VOCAL SOLOS

30318 Nuptial Song-Davis .. '.
30173 For You, Dear Heart-Speaks' (i~o K~' ·1'···· .$0.40
30172 All .For You-d'Hardelot (Two Keys) .. y~.:. T.be
12,208 0 Perfect Love-Burleigh ITwo Keys} T.bO
24163 0 Perfect Love-Kinder . .6e
11012 You Came to M W·th L' .. . .50
18489 I Lye I ove-Braine.. 3

ove ou Best-Brown . 0
30722 W~~din~d Hy)mn (The Voi~~'Th~t 'Br~~th~d" .35

er en -Mel1delssohn (Med.) .50
30326 B'd PIPE ORGAN

rl 01 Sonq-"Rustic Wedd' H G I
24991 A Merry Wedd' T sing - 0 dmark ..
4427 B 'd I Ing une- oar

TI a Chorus (Loh .) W .. . ..
13486 Wedding March-Me:ngd~lss~n ~:~~~ ::.

CHORUS-MIXED
20877 0 Perfe.ct Love-----..-'.Kinder... ".,.

"PORII" ARD MARCH WITH ,1WSIC

doing, though you may not consciously re-
member all that has to be done. Just to "feel
the music and let go" is likely to result in
a good deal of slipshod playing.
(2) Your stunt of connecting earphones to

your gramophone, starting the record, and
playing what you hear is a new one to me!
That your friends tell you the results are
"perfect" must be very gratifying, but I am
afraid it indicates that they do not have very
keen critical judgment. Your ability to do this
even passably well seems to show that you
have a very quick ear and good coordination,
but the stunt in itself has no artistic value.
No really good results are attained by copying
someone else's interpretations. It is like wear-
ing someone else's clothes-they just don't fit
you. You apparently have a good technique-s-
why, then. do you not take the time and
trouble to work out your own interpretations?
Your playing would be a lot more satisfactory
and people would enjoy it more, because your
style would then be at one with your per-
sonality. Xou strike me as having a good
deal of talent-why don't you find a/good
teacher and study hard for a while?

Thc "Dolphinf• Strad
C. Z., Pennsylvania.-The "Dolphin" Strad

was made in 1714, and was formerly in the
Adams and Bennett Collections. Later it was
owned by Lieut. Munro of the Royal Navy.
W1r'ciher it has changed hands in recent years,
I do not know. It is called the "Dolphin" be-
cause of the beautiful colors resulting from
the quality of the varnish and the grain of
the wood. I do not know quite how to advise
you about obtaining. blueprints of this instru-
ment, but imagine that your best bet would
be to write to W. E. Hill and Sons, New Bond
Street, London, 'V.l. You could also buy
"Violin Making as it Was and Is," by E.
Heron-Allen. I do not think it gives specifi-
cations of the "Dolphin," but it does give all
necessary details of a Strad of the same
period. Your other questions have, I think,
been taken care of by another department of
THEETUDE.The book mentioned may be pro-
cured from the pUblishers of THE E'l:UDE.

Books on Violin Study
E. W. G.• Indiana.-Books that will help you
in your studies are: "Modern Violin Playing,"
by Crimson and Forsyth; ."Practical Violin
Study," by Frederick Hahn; "Violin Teaching
and Violin Study," Eugene Gruenberg; "The
Modern Technique of Violin Bowing," Berk-
ley; "Violin Playing as I Teach it." Leopold
Auer. But lessons from an experienced teacher
will help you a great deal more than anything
you can read in books. If you cannot take
lessons regularly, take them as often as you
can. Even an occasional lesson will be of im-
mense help to' you.
2-1 have been unable to find any informa-

tion about a maker named George Chase.
There is a Howard N. Chase in Bennington.
New Hampshire. whose violins are well
spoken of; possibly George C. is a relative.
If further information should come my way,
I will print it in these columns.

Encouragemcnt for Left-Handed Players
Mrs. F. L. S., Indiana.-Many thanks indeed
for your splendid letter. It is most encourag-
ing to hear from someone who has success~
fully learned to play left~handed after having
had to give up playing in the normal way.
I have sent your letter to Mr. J. G., for I
think it will be a real help to him in the re-
adjustment he must make.
As you say, there probably will be a num-

ber of young ttten coming back from the war
who will lpve to make a similar change if
they are to continue playing the violin; so
I think it is an exceilent ide, 0'1. yours to sug-
gest that other people who have gone through
this experience should write to me telling
what means they found most useful in learn-
ing to play left-handed. I will keep a sepa-
rate file of such letters, to be used when nec-
essary.
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TWO IMPORTANT
QUESTIONS ••• TWO
STRAIGHTFORWARD ANSWERS
Q. Are Deagan Marimbas being made
in these war times~

A. Yes-in considerable quantities for the
armed forces; in limited quantities for
civilian use.

Q. What about deliveries?
A. Because the needs of 'our armed forces
come first in war-time, and because
Deagan is heavily engaged in the
production af many types of combat
equipment, it takes some time 10 fill
orders for Deagan Marimbas. But whQt
is a slight delay in delivery compared
ta the lifetime satisfaction of playing
the world's finest instrument' Good
things are worth waiting fori

J. C. DEAGAN, INC.
1770 Berteou Avenue, ChicClgo13, III.

~
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~ince 1874 ~erbing a Qtlienlele_
of Jlilicrill1inaling~!ring ~la!,erli

One of America's
IMPORTANT COLLECTIONS

,t
OLD VIOLINS, VIOLAS, 'CELLOS
EXPERTAPPRAISING-CERTIFICATION

Write for Information

lOiIlUvn ~and.JM
207 South Wabash Ave.-Chicago 4. Ill,
PUBLISHERSOF "VIOLINSand VIOLINISTS"
Americo's only journal devoted to the violin
SpecimenCopy 25¢~12 issues for $2.50

Send for free Catalogue Of

RARE VIOLINS
$SO to S25.000

FRANCIS DRAKE BALLARD
Li~el18ed If BOl1de<l DEaler-Oollector

320 East 42nd St, New York 11, N. Y•

RUliU5T IiEMUNDER Bl<50N5
53 W. 56TH ST.• NEW YORK
VIOL'INS OLD & NEW

EXDert RepairinD. Send for Catalog E

Special Henning Violin
DEEP ~ MELLOW -:soi'ii:"FUL
For a limited time you C~n pur-

chasethis high-gradeviolin.Wltll
tJle·qualities of the finest, H a prke
far lower than e,er asked for such an
instillment; made possible b~'"our
man! years of experience in violin

Write makinI':. Satisfaction guaunteed.
lor GUSTAV V. HENNING

'!!formation 89Q7-5thAve..N_E.. Seattle.Wa<h.

MARIMBISTS-XYLOPHONISTS.
"The Palms" Arranged for

Two, Three, and Four Mallets
Price. 50¢ Postpaid-Send to

EVAN A. HALLMAN
1052Spruce St. Reading. Pa.
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• ATLANTA

• MINNEAPOLIS ".
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• ROCHESTER

• NEW YORK CITY

PLAN"NOW TO ATTEND A SUMMER COURSE WITH

GUY

Ptnntsts-c-send for free booklet show-
iog how yon may greatly improve YOlir
tcrlmi", accuracy, memorizing, sight-
reading and playing tllru mental

muscular co-ordination. Quick results. Practice etl'ofc
mtntnuzed. Used by famous pianiHS. teachers and
.[",len u .. No ...ou Itgattrm.
B.o,dwell Sh~i"s, Dept. 6S-C Covina_ (·morn;·

LEARN "SWING" MUSIC
Quick COurSe to olayers of all instrument&-rnake your

~~~e1n:!::;'';,,~~i:Wg''Jr~~~~~.bb'l',i'ek;;:,,~~~,r:;,teo'\'eO~l>~~~''~Y~:
MODERN DANCE,ARRANGING .

Duets. rrtos. Quartettes and ensembles-c-enectat choruses
-modulatmg to other keys-suspens;ons-antlcipatlolls
w~r~a~oJ;;~.~nts-C(}IOr etfecls--swingy backgrcunds-c-

ELMER B. fUOHS
33$ East 19th St. Brooklyn 26, N. Y..

I
II

CLASSIFIED ADS

~VANTED-Mjnister of music in a Mat.h-.
octet cbu rph. A .. good opening tor private
E,ru6~:udIO. Mid-western city, ccw cj.-o

~\VA:ri:'I'ED: Old classical (vocal) 'records.
Recor-ds also sold and exchanged. H. P. Sil-
verman, 216 Denham Bldg., Denver 2, Colo.

F0f;l SALE:. STEINWAY CONCERT
GR0l:> D ABSOLUTELY LIKE NEW SUB
~TANTIAL DISCOUNT. Joseph Holstad-
.-,::17 Oak Grove, Minneapolis, Minn. '

F\'R SALE: COJ.l1ple.teRichard Wagner's
qpel as (BOund) for plano and voice Eng-
lIsh and German. Mrs. Van Arsdale 'Upper
Blacl~ Eddy, Pa. '

. SL.fG~T~Y USED CLASSICS (Vocal
pl~no, "1.:I?IIn,etc.) Classjcal records. Lists
b~\o;~J~.s (Dept. E), 31,,1 Higl~, Denver 5,

'\'.<\.NT HARf & CO'l"I'AGE ORGAN
Condition not Important. Box HOC c/o
81'UDE.

"YOU~RE SO \VONDERFUI, TO 1\1£"-
VOca!-pla~o send 30 cents to vVilIiam \\'
Harns,' R,. R. 2, Box 'HC, Orange-, Calit:

F.OR SAI.E BY O\VNER-Genuine An
tOnl~ .Stradivari vi?pn 1724 'in splenl'lid
COr:dltl.?ll: Hart certIfica:te. Price $14,000,00
cash .. hel eference furnIshed to such per-
~ons Interested. Address CPD c/o ETUDE.

911'OR S1\LE: Two very fine old violins
$_50.00 each. Will send on approval w'th
p,roper I:eference. Don Mericle III Locul·t
CarterVIlle, ]\110. "s ,

VIOI.IN FIl\~GER GUIDE . .
lean1ing and teaching, true ir;to sl~PIIfies
guess "1.':'orl~,t:asy to put on. Pri~a l~n, no
State Slze of violin Burghardt ~ $ .00-
2720 N.Albany Avenue Chicago 47 IYI'I~e~s,, , InOlS.

MAIER
*

TJ:lEMIlGIC

~'
FINGER DEVELOPER

A new invention for pianists
The use of this exerciser a few minutes dally
I~ g.uaranteed to improve the toucn of any
pianist, It, nas been stated by many that it
Will revolutlOTIlZe manororte technic.
It develops the muscles of the fingers hands

and arms m a new and wondertia way.'and so
qUICkly th!l~ users are astonished The ap-
pliance consists of an ingenious arrangement of
rmgs and, nne Silk covered elastics which
creates reatetance on the "downward" and

~~~~~~~Ch~n eh~~t "gF~~f~'~s mnO;t~~~nti~~e~~~
fif~~'d. greater speed and brilliancy being at-

Send for valuable free literature. Order to-
d~Y. It. costs less to ha ve one than to be
Without it ' .. , , _ PRICE $10.

Mfg. and sold by

eHAS. T. MARSH. LTD.
895 EAST 6Uh AVE., -VAN'COUVER, B.C.

Concerning the' Staccato
(Continued from Page 141)

after each note. The bow may even leave
~hestring between the notes, though this
IS by no means essential.
. Th~ form of the staccato is not diffi-
cult to acquire, though some consistent
practice may be necessary before it can
be played wit):1.,the lightness and charm
that are its chief characferistics. .
Althoug'h no form of the staccato has

any particular value as a means of mu-
sical expre~siqn, the ambitious stUdent'
should make every effort to master it for
without it he must forego playing rr:any
solos of the bravura type. Moreover a
careful stUdy of this bowing tends alw~ys
to develop a more sensitive touch on the
bowand a more delicately balanced bow-
a~m. Therefore, the fundamental exer~
Clses sho~.I1dbe given to a pupil at an
early stage of his advancement, and re-
currently stUdied in more extended p t-
-terns. If this approach is taken h a·U
gradually acquire a good staccat~ a~m:~t
f:ubconsciously.·The older violinist who
m.ay have struggled with it for'
WIthout . yearsSUccess can learn 't ""I "1' .' 1 Just aseel am y If he is Willing to go through
the same course of stUdy Th" hd . . IS, e must
't~ In order to eradicate any bad habits
at may-have-been--hindering him .A· d

above all he tb . n ... " ,mus e patient It-qUIre'a few ,-' may re-, " . weeks, two qr three months
o~ even a year of study' but· '.
tlen~~ and the right kind ~fgIVen l?a-
an effective staccato will be h' practice,IS.reward.

The "Vorhestra"
(Continued from Page 166)

come into popularity. Now, millions listen
to programs over the air and our coun-
try, throughout the week, is literally
drenched with good music. There are
thousands whose hearts are overburdened
with sorrow, who must realize the truth
of the line from the Latin poet, Horace
(65-8 B.O,): "Music is the sweet and
healing balm of troubles." TI:u; radio,
which many musicians thought at one
time was going to put them out of busi-
ness, has proven the greatest of all dis-
seminators of mUSiC',resulting in un-
heard of increases in" income. Why I
know of one very expert and active
saxophonist in New York who takes in
$1500.00 a week. When he was born,
thousands of musicians were content
with that income for a year. Music never
commanded such a high rate of income
as it does now. Our artistic tomorrow in
American music is boundless! -

The Problem of Building
the High School

Orchestra
(C~mtinued from Page 138)

OUTS-TANDING VOCAL ALB.UMS

Some of my most vivid musical recol-
lections grow out of experiences with dis-
tinguished musicians I've drawn. The one
who stands out most, perhaps, is Pade-
rewski. There's something about drawing
a person that removes barriers from his
personality-you look into him as well
as at him. Paderewski revealed himself
to me astonishingly, for I had believed
him to be austere and aloof. I found him
a charming, kindly human being with a
diversity of interests not generally found
in one who "specializes." He believed that
the trouble with all modern art is the
conscious effort to break away from old
forms, instead of allowing new forms to Souso and Inspiration
assert themselves gradually and nat- John Philip Sousa believed implicitly
urally. Beethoven never tried to be ortg- in inspiration-not in the careless bust-
inal, he remarked-he was original. The ness of taking no pains and waiting for
effort to find something new bears fruit something to happen, but in the guidance
in science, but not in art; art must repre- of some higher Power which directs the
sent natural and sincere human outpour- creative flow. He told me that his best
ings, or it becomes mechanical. Then he themes came to him in company with a
spoke of Poland, his grief for her suffer- sort of conviction that they were.meant
ings and his hopes for her future vividly to be. He once took a trip abroad and
expressed in each well-chosen phrase. was suddenly called back to America by
Shortly after, my drawing was sketched, some emergency.The·moment he boarded
and I left him, all his ..feeling for his the ship, he said, he seemed to hear a
native land still vibrating in the air. As band playing, and the sensation was so
I stepped out into the hotel corridor, I real that he first thought there was a
heard a Chopin Polonaise being played band on the ship giving a concert. But
as I'd never heard it before. Paderewski there was no band, and the music he
was talking of Poland in the language continued to hear was nothing he knew
that was most natural to him, and the -and he knew pretty much everything.
tones that came through the closed door All during that crossing, he seemed to
expressed his emotion even more Vividly hear this same band music, and gradu-
than his words had done. ally, the melody came to him so clearly'
Speaking of music as a languag,e re- that he could see its notation. By the

minds me of a revealing .thing that time he reached home, he "had" a com-
Aristide Briand said to me when I drew plete, well-formed new march-it was
him after the first World War. He told The stars and Stripes Forever.
me that, during the worst of the crisis I'm not prepared to say, of course,
and when cares of state sat most heavily whether "inspiration" really means this
upon him. he would refresh himself by kind of dictating of creative ideas; but I
going home and playing Wagner's music do believe that the root of all creative
on the phonograph. And he remarked war:":must be-~imply human sincerity,

to 'fallow.'He needs a fellow ar.tist ......w:ho. that-music to him was --the-'tln'iVersal-~l'es-sed in the clearest, most beautiful,
'cansingmentally along with him, reflect- . language.-----morepotent to bring, men to- most communicative form possible. That
ipg a poetic and musical appreciation in gether in brotherhood than any spoken is art. And if it isn't clear, beautiful,
harmonywith his own. No one can really tongue. understandable, and sincere, it doesn't
teach interpretation, since the process I've had experie'nces with makers of "take." People may dIsagree on what is
involvesthat emotional recreation which lighter music, too. I had lunch with beautiful, but common human emotion
is defeated by imitation or compulsion. Franz Lehar on the day that I drew him reaches alI of us. It is this human emo-
But one can indicate to the young singer -at a table over which tame canary tion I seek in music. And if my feet
Wherethe essentials of interpretation lie birds flew and pecked at the food-and aren't too firmly planted on the ground,
-and that is in the sincere projectio:"l suddenJ,y he asked me whether I would due to something going on in my head,
of life." ... . care to hear his dog sing! He was very music carries me off them!"

proud of that dog, a lovable fellow of no Db" f SIP .
apparent known breed. Of course. I ex- jertives 0 ca e raetiee
pressed a keen desire' to liearr'th·e,.dbg··....~:-l,' 1" I '",-, -. "

perform, thinking that this would be a (Continued from Page 126)
fine way of testing out the influence of
environment. Lebar took the dog up in
his arms, and began softly to sing the
Merry Widow Waltz; and sure enough,
after a measure or two, the dog joined in
-not, however, with any marked degree
of vocal proficiency! Alas for the cham-
pions of environment, all that dog did
was to whine, not even in three-quarter
time. "You see?" said Lebar triumphantly.
He was delighted, and perfectly convinced
that his dog was singing the Merry
Widow Waltz. For my part, I wondered
whether that gifted canine might not be
using his own way of asking Lehar to
stop singing . . .
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SERIES

FOR SOPRANO

ear of musical sounds being only in re-
lation to scales, it cannot be put to prac-
tical use by the player unless he visual-
izes the scales on the keyboard.
We can now see the reasons for saying

that the most valuable practical result
of scale study for the pianist is the abil-
ity to visualize the scales promptly on the
keyboard. This ability can be attained
very easily in the study of the absolute
begtnner-c-durtng the first few waeks->
by teaching him to touch the eignt notaa
of each scale simultaneously using four
fingers of each hand. He can ftrst 1earn
to touch tetrachords alone, then to com-
bine two of them to form a scale. If he
touches aU etgt.t notes at once he sees
the scale as a unit, like a word, rather
than as separate letters, and he can also
learn to touch each octave of the scale
successively up and down the keyboard,
showing that he sees the keyboard made
up of the notes of the scale he is think~
ing of. He can follow this immediately
with the first steps in keyboard harmony
and transposition in aU scales without
waiting until he can play all the scales
technically. While he is learning to touch
the scales and is taking the first steps in
keyboard harmony and transposition, he
can be learning separately the various
aspects of scale technic in simple exer-
cises-finger action, sideways thumb ac-
.tion, and hand crossing over the thumb.
When he can do these correctly he can-
then learn to play, the scales in the
orthodox fashion. havIDg only the fin-
gering to learn. Notes, technic and finger-
ing will all have been learned better and
more easily, because of having been
learned separately, instead of with the
initial confusion which the attempt to
learn aU three simultaneously involves
when playing a, scale. Problems of dis-
cipline in scale practice are eliminated
because of the ease- with which each
branch can be learned by itself.
~ Since first impressions 'are always-the
most vivid, it is an important fact that
with this prompt introduction to key-
board harmony the student does not
begin with a wrong point of view about
music, that it is a fortuitous combina_
tion of letter names-a point of View
which must be changed later. He im-
mediately is given the correct point of
view-that music is the scale relation_
ship of tones. •

July 2-6
Manager: Helen Knox Spain, Hotel Atlantan

July 9-13
MacPhail School of-Music, La Salle at Twelfth Street
July 16-20
Sherwood Music School, 410 S. Michigan Avenue ~

July 23-27 I

Eastman School of Music
July '30~Auqusl 10
[uilliord School of Music, 130 Claremont Avenue

*Teac:her's Course in Tec:hnic:and Materials, •. " ,.,. $20.00
Pianist's Course in Reper:toire~and Analysis , .•. , .. 20.00

Private and Group Lessons; Assoc:!ate Teachers, etc.

for other social groups. It is generally
agreed that one of the main reasons why
so many school orchestras have with-
e~~d and died is that they failed to par-
ticipate regularly in school and com-
munity affairs.

A fourth major purpose of the school
orchestra is to give youth proficiencies
and appreciations which will enrich their
adu.lt. living. Many youth have oppor-
t~mties to play in adult music organiza-
tIOns after graduation from high school.
Therefore, the good teacher will strive
to ~ive hi,s students a sound musical and
~eclmical .training to the end that they
ma~ contmue to playas long as they'
deSIre. Of course the majority of the
stUdents in the orchestra are not likely
to play after graduation, but neverthe-
less their appreciation of music through-
outJife will depend greatly on the sound-
nes.s . an~ . thoroughness of their basic
trammg In the orchestra, .
These four major pUrposes of the or-

~hestra make it one of the unique offer-
lllg~ of the school, an experience within
~hICh the school can achieve many of.
ItS fundamental aims while permitting
t~e. stud:nt to participate happily and
wIllmglym a chosen activity. Whiie there
a.re, of course, other purposes and func-
tIons, yet to be Successful in building a
school orchestra,' the teacher should b
thor.oughly familiar w,ith these four pur~
poses and should use them astone . s corner-

s III an on-going plan for the devel
opment of his orchestra. -

The Prc:>qram01Instruction lor the
H.gh School Orchestra

So far we have dealt with the prob-
l.em_ of understanding. (l) the h· h
school, (2) the stUdent" d .g,
ill" f' s, an (3) the
aJar unctIons of the l' .

curriCUlum of the high S~h~~~~~h~~ ~~e
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with a definite plan for the year
shouldhave no trouble in arriving, at
valuejudgments of (1) the. extent to
whichhe has achieved his- gcels; arid
(2) the revisions he should make in
his plan. Each school year is a cycle
whichstarts with a basic philosophy.
proceedsthrough general and specific
objectives,is implemented by the in-
structional program, and ends with
evaluation.

12. Theteacher must grow professionally.
Each year the teacher should select
some phase of his work that needs
improvementand make it a project
for his personal growth. It can be as
specific as learning special bowing
techniquesor it can be as broad as
the study of the psychology of ado-
lescentbehavior.

Summary
The writer has tried to indicate the
natureand scope of the total problem of
buildinga school orchestra. It was point-
edout that a plan to build an orchestra
mustbebasedon a thorough understand-
i~g of the high school, the nature of
highschoolyouth, and the unique con-
tributionsof the orchestra to the pur-
posesof secondary education. And finally
there were listed twelve points of view
whichhave proved helpful to the writer
in buildingan or-::hestra in his school.
The basic point of view that runs
throughout this series of three articles
is that each' teacher must construct a
definiteplan for building his orchestra
and that he must continuany improve
himselfas g" 'teacher. Then he is likely
to be successful in building a school
orchestra.

Why Do You Sing?
(Continued from Page 135)

Containing a fine collection of
solos by Debussy, Richard Strauss,
Reynaldo Hahn, Lecuona, Masse-
net, Tosti,_ Grieg and many other
distinguished composers.

A marvelous selection of some
of the best songs by Wagner,
Leoncavallo, Bizet, Verdi, T'schai-
krowsky, Longas, Massenet and
many others.

Price $1.00 Each Album

Available at your local dealer or direct from

EDWARD B. MARKS MUSIC CORPORATION
R. C. A. Building New York 20, N. Y.
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Radio City ••

An Artist Speaks of Music'
(Continued from Page 143)
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JOHN M. WILLIAMS
FAMOUS

EDUCATIONAL
AND

RECREATIONAL
PIANO
BOOKS

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

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

notation chart

HAPPY HOUR BOOK - Designed for boys and girls who practice
only a short time each day ..

FIRST GRADE
FIRST GRADE PIANO BOOK - The most celeb,ated piano method

before the public today. Written throughout in five-finger posi.
tian and in all keys

GRADED SIGHT READING, BOOK 1- A supplementa,y book .to
First Grade

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

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

SECOND GRADE
SECOND GRADE PIANO BOOK - Preparatory exercises of each

study thoroughly worked out to demonstrate to the pupil the
proper manner of study .. ' ,

GRADED SIGHT READING BOOK II .
MAJOR SCALES BOOK II .

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

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

GRADED SIGHT READING BOOK III.

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

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

GRADED SIGHT READING BOOK IV.............. .

FIFTH GRADE
THE FIFTH GRADE PIANO BOOK - Technic is to master all the

scales in thirds, sixths and tenths. A condensed tables of all
scales and arpeggios will be found in this book..

1.00
1.00

1.00
ADULT STUDENTS - BOY BEGINNERS

GROWN-UP BEGINNERS
FIRST BOOK FOR THE ADULT BEGINNER .
FAVORITE MELODIES FOR THE ADULT ............................•.. _ . 1.001.00

Above books gladly sent for your examination
Helpful sU9gestio;ns for teachers and pupils are contained in our

catalog W-345. Send for your copy-no cha~ge.

The World of Music
"Music News from Everywhere"

HEITOR V1LLA-LOBOS. South Americ~'s
most famous composer, who is an official
of the Department of Education of the
Brazilian Government,recently con~ucted
several concerts of his own works In the
United states. His first appearance was
with the Janssen Symphony of Los
Angeles. Later he conducted the New
York City Symphony and on February
23, he was guest conductor of the Boston
Symphony Orchestra.

.75
HERBERT L. CL4.RKE,

world-famous cornet vir-
tuoso, who from 1904 to
1917 was soloist and as-
sistant conductor of
Sousa's Band, died on
January 30, at Long
Beach, California, where
he had located in 1923. HERBERT 1.
Mr. Clarke was born in CLl.RKE

Woburn, Massachusetts,
September 12, 1867.He became one of the
outstanding cornetists of the world and
prior to his connection with Sousa's
Band. Mr. Clarke was associated with
Gilmore's Band and Victor Herbert's Or-
chestra. His brilliant solo playing made
him a favorite in all parts of the world.
For a number of years he was the leader
of the Long Beach Municipal Band.,

A DINNERin honor of Dr. James Fran-
cis Cooke, Editor of THE ETUDE,was given
by the Philadelphia Music Teachers As-
sociation on January 17. Dr. Cooke was
President of the Association from 1910 to
1927. The speaker of the occasion was
Friedelind Wagner, granddaughter of
Richard Wagner and great gTanddaughter
of Franz Liszt. Several hundred guests
attended and Dr. Cooke was presented
with a large volume of tribute letters
from all parts of the country.

1.00

1.00

1.00

.60

1.00

1.00
1.00
.60

1.00
1.00

THE CUBAN-AMERICAN lUUSIC GROUP
is the name of a new organizati,on formed
under the guidance of a committee
headed by Aaron Copland for the pur-
pose of fostering in this country the per-
formance and knowledge of,Cuban music.
Charles Seeger, Music Chief of the Pan
American Union, and representatives of
the Cuban Embassy in Washington and
the Consulate in New York are among
advisors for the organization.
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FERENCZHEGEDUS. distinguishedHtDI;
g.arian Violinist, died on Decemb~ Jii
London. He was born in Hungary ill

THE ET:J~~:iP;... -,M,,",ARCH, 1945

system. In 1891 she conducted.no
courses at the New Eng,land Conserva!(l"
of Music.

MUSIC WEEK, Ma.y 6·13, which
year marks the twenty-second ann
observance, will again stress the the
"Use Music to Foster Unity for theW,
and the Peace to Follow." SuggestiolLlL
the observance of Music WeekareQt,
tained in an announcement from~
National and Inter-American MlliiicW
Committee. 315 Fourth Avenue,~r
York City.

ITER BERT FROMM, organist andch
master at Temple Israel, Boston,is '.
winner of the first Ernest Bloch alit
with his composition, Song 01 Miriam,!.
women's chorus. The award inclUdes
sum of one hundred and fifty dollars'
guarantee of publication. The winner,
pupil of Paul Hindemith, came to
United States from Germany six yeo:
ago.

A CONCERTO fOR ORCHESTRA,:
Bela Bart6k, was g.iven its first New Y
perf0Qllance on January 10by theBos;
Symphony Orchestra, conducted by5e!
Koussevitzky. It was written for
Koussevitzky Music Foundation in me::
ory of Natalie Koussevitzky.

A SPEClAL WEEK.LONG celebI1'
honoring the one hundred and fit'
anniversary of the birth of GeorgeP!i
body, was held during February by.
Peabody Conservatory of Music, Bt
more. Arranged by Reginald ster.
director of the Conservatory, the p:
gram incl uded musical and social ev·
throughout the entire week of Febrw:
12.

CLARENCE KOHL_
MANN, Widely known
composer and for many
years organist of the
Ocean Grove (New
Jersey) Auditorium
Where his daily recitals
during the summer sea-
son attracted thousands.
died on December 13, in
Philadelphia. In addition
to his duties at Ocean Grove, be f~
active in Philadelphia as a church o~·
ist and pianist. Mr. Kohlmann was~
in Philadelphia and stUdied with plJi])
Goepp and Maurits Leefson. His com~
sitions inclUde many successful canta~
several operettas, church music, son:
and piano and organ works. One of ,
best known of bis organ compositio~~
"The Storm" a highly descriptive Jl1.('(t

, • . IUwhich was a daily feature of Ius rec
programs at Ocean Grove.

CV.RE:-'O
KOHlM,~')

. I G bby and Hubay at name of the National Federation of Mu-
and studi~dWl~1co;servatoire of Music. sic Clubs, and was started with a first
the Funfklrche d in London in 1901· bond given by Mrs. John McClure Ch~se
Hisdebutwas m~ ~urope and America. of New York City, Chairman of Spe~lal
and he later toure and Life Memberships for the Federation.

N HOUSE concert and operatic
JUDSO. 5 tdied suddenly on January a

tenor,t New Jersey. Born in Brooklyn,
pumonc, d at the Seifert Conservatory In
hestud~~ and later with Adelaide
that ~~~'He held Important positions
G:sche:o~inentNew York City churches
Withp d with the major symphonynd appeare
a hestrasof the country. Mr. House sang
:i~hthePhiladelphia Grand Opera .Com-

. the first American production of?~~~l~ing of polycrates," by Korngold.

KENNETH SHERMAN
CLARK, composer,writer,
widelyknown t~o.u~h
his musical actlvltI~s
withthe princeton Urn-
verstty Triangle Club.
diedon January 24, at
Princeton. During, the
firstWorldWar he was KENNETH SHER'

oneof the first to be ap- M ...N CL ...RK

inted an Army song
~~ader,serving with the 79th Division ~t
CampMeade and in France. He was t e

nd conductor of several of thecomposera . . Ie
productions of the Princeton Tnang
Club.In 1923Mr. Clark became a me~=
ber of the National Bureau for the A

t of Music He was the firstvancemen . b f
secretaryof the Associated ?lee Clu s .0"

. Ks book "Music 111 Industry,Amenca. 1, f this
is a very comprehensive survey 0

specialfield of the art.

THE mREE WINNERS in the .1945
YoungArtists Auditions of the ~a~lO~:~
Federation of Music Clubs, Whl? w
scheduledfor May 22, 23, and 24 111 Ne
YorkCity will have the privilege of ap-
pearing a; soloists. with the NBC ~y~;
phonyOrchestra in its summer senes f
broadcast concerts, under the baton 0
Dr.Frank Black.

LORINl\lAAZEL, sensational fourtee~~
year-oldconductor, had a most s~~~es~he
appearance early in January WI .
Philadelphia Orchestra, .wher:-qe drrectl?S~
that famous organizatlOn 111 the fi
Children'sConcert of the season. Accord-
ing to the reports, "thunderous apPl:u~~
followedthe orchestra's perfor~~nc
Prokofieff'sClassical Symphony.

N' laiTIlE WORLD PREMIERE of ICO
Berezowsky'sConcerto for Harp and ~~-
chestra was given on January 26 ~y. ~
PhiladelphiaOrchestra, with its t:'rmclPa
harpist Edna Phillips, as SOlOIst. T?e
work \~hiCh was commissioned by MISS
Phillips and dedicated to her, was most
enthusiastically received.

ANEW"ORGANIZATION within ,an or-
ganization" a Foundation for the Ad-

• tly estab-vancement of Music, was recen
lished by vote of the Board of Directo~s
of the National Federation of MUSlC
ClUbs. . 's to
The purpose of the FoundatIOn I .

. bI funds outsIdeprovide always avalla e t
the regular administrative budget of he
Federation which can be used to fU1~ther
specia~musical causes. Among the~e .t~re

th ical activi lesthe continuance of emus . h
with armed forces initiated durmg t te
war and the assistance of returni.ng ve -
erans to resume interrupted mUSIcal ca-
reers. Ii ed
The Foundation is being nanc

largely by War Bonds purchased in the

CompelilionJ
THE THIRD. ANNUAL Young Com-

posers Contests of the National Federa-
tion of Music Clubs has been an!10unced.
Open to all in the age group of sIxtee~to
twenty-five, the classifications and pnzes
are the same as in previous years. The
closing date for the submissio~ of ma~u-
scripts is April 1; and. full m!ormahon
may be obtained from MISSManon Bauer,
115 W. 73rd Street, New York, 23, N. v.
A FIRST PRIZE of $Z5,000. is the

award in a composition contest ~p~nsored
b Henry H. Reichbold, industrialist and
p~esident of the Detroit Symphony Or-
chestra. Composers of the t.we~ty-one
Pan-American republics are invited .to
submit manuscripts. -A second and .thnd
rize of $5,000. and $Z,500. rcspec!lv~ly,
p . 1 ded in the awards. The wmmngare inc u. b thecompositions WIll be played y.
Detroit Symphony in .t.he Pan-Amencan
Art'3 Building in Washmgton.

THE SIXTEENTH BIENNIAL
YOUNG ARTISTS AUDITIONS of the
National FederatioI1 of Mm~lc Clu~~
which carry awards of $~OOO.each :
. ·olin and voice claSSIficatIOns,"Ylllplano, Vl, . . th pnngb hId in New York Cit.y 1ll . e sf 1g

e
45 State auditions wlll begm a!,-<:,und

OM h·I 1945· with district audItIons,arc, '. 1· ·hlet h· h the State wmners are e 19l ,orwlC hNt· 1following. The exact date of tea lOna
Auditions will be announced· later.. A~
details may be secured from thy NatlOnza4Chairman Miss Ruth M. erry,
Edgewood Avenue, New Haven 11, Conn.

AN AWARD OF $1,000 to en~ourage
"the writing of American oper~s 10 ~~~-

1 d of short operas in partICular, IS
era, an d h the Alice M. Ditson Fund
announce y . d th Metro-f Columbia Universlty an e
~olitan Opera Association. '.l'heop~r~mgtus~
. ot over seventy-five mmutes 10 e~
beJ b native or naturalized Amencan
~~ize: The dosing date is Septemdb?1,
1945a~d full details may be secure rom
E· T Clarke Metropolitan Opera Asso-
.n~ . 1 New York 18 New York.Clahon. nc., "

EDWARD ELLSWORTH HIPSHER,
MUS DOC .. A.R.A.M.

·Associate Editor The ElUde
Twe ...trns~~ua:tlon by C~:>rrespon.de7cF

C unterp0lnt, Muslcc arm,
Harmony, 0Composition .••
• I d Literary Manuscr!pts .critiCised

Muslca a~d Prepared for Pu~licahon
Club Papers Written

218 N. STATE ST•• MARION, OHTO

BUY WAR BONDS AND

STAMPS FOR VICTORY

AMERICAN
CONSERVATORY
ifMUSIC

59th SEASONCHICAGO
. li an and all other branches 'ofAccredited courses in piano, voDcal,VI~m

A
,o,'feading '0

Music and ramauc r

DEGREE-BAtJIELOR OF MUSIC
DEGREE-MASTER OF MUSIC

Under Authority State of Illinois

U d faculty of 130 artist instructors, many of national and
naurpusse international reputation.

. . . dio opera and teaching poei-
Thorough prep~ratlOn for conc~t, iaf o'pera training in students'. Weekly recitals, lectures, sc 00 0 .'.

tIons'h b -L a bureau for securing pOSItIOns.symp ouy ore es I' , •

SUMMER MASTER SCHOOL
. M 14 to June 23.Three Summer SeSSIons - ay b 15

June 25 to August 4 and August 6 to Septem er .

. P hI" S hool Music School of Actmg.
Specdl Summer Cours~s.w (It IleynSystem) O~ford Piano CourseChildren\; Musical Trammg 00 , .

M b f 'he Natiotlal Association. 01 Schools of MusiceJJl, er 0

Send for free catalog. Address John R. l:{altstaedt, President

AMERICAN CONSERVATORY OF MUSIC
572 Kimball Hall, Chicago, Ill.

CHICAGO MUSICAL ~U~P~G~N~~d~
Founded 1867 by Dr. F. Ziegfeld SED M MUS M.MUS.ED.

CONFERSD1:GREES O~ B:MUS•• B·~t~o~al Asso~iotio·~ of Schools of Music
Member of North Centro I ASSOCiatIOn and N OR CHILDREN AND NON.PROFESSIONALS

ALL BRANCHES OF MUSIC. S~ECIAL6'0NSETR~CTI~;:n -St., Chicago 5, Illinois
Address Registrar, . an
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Quiz No.4
1. What is a gavotte?
2. What is a spinet?
3. What minor scale has five sharps

for its signature?
4. What is this?

pi-an-ist?
7. What Instruments compose the
wood-wind section of a symphony
orchestra?

8. If one measure contains a dotted
quarter-note, two sixteenth-notes
and two eighth-notes, what is the
time signature?

9. Is Igor Stravinsky a composer,
conductor, violinist or pianist?

(Answers on next page)

5. Who wrote the opera, "The Magic
Flute"?

6. Should you say pee-anist or

Sharon Decides to Play (Playlet)

CHARACTERS "ooor or other entrance. Martin, Gale
MARTIN. GALE AND SHARON (three and Sharon are seated around-·their

music pupils) mother, who is reading aloud to them.-
Their mother MOTHER:And so, Jubal filled,th~ air
Other pupils dressed as Biblical with his song. He became; as the'

characters: J'ubal; David; Queen of Bible tells. us in the Book of Gene-
Sheba,; Samson; Miriam; Shepherd. sis, "The father of all 'that hancile
(Costumes may be indicated, such as the pipe--'and the organ.'"
gold paper head-band and jewelry for SHARON(sighing) : I wish I could sing'
Queen; short, white tunic for Jubal; or play well, like J.ubaL,.I really
long, thin veil .of ligh,t color for wo.uld like to.
Miriam; bright tunic ..with belt for GALE:Well, why don't you try harder?
D:;tvid; striped tunic for shepherd.) I'm going to try hard and play·
SCENE:Interior with piano; chairs; beautifully, like he did, too. I'm

going to play well at Miss Gordon's
recital. Wait 'til you hear me.

MARTIN:So am I., I love -beautiful
.mu-sic and I know the aUdience
likes to hear it played as well as
we can do it.

MOTHER:That's just fine. I am sure
you will ·both . play well. Now,
Sharon, I really wish you would
play at the. recital. You play well
enough ..Really you do..

SHARON:No, I don't. And L do not
want to play' at any recital yet. I
have not studied long enough. I'll
play for you and Martin and Sis,
but not at the ~·ecital.Not 'at this
one, I lllean. "

MOTHER(l:LSesto open door as bell'
. rings): I. thought I hea{'d some
one at the door. I'll go and see.
(Exit.)

MARTIN:Why won't you play, .Sis?
.. You 'play very well When you want

to.
SHARON.'1'11 I t- P ay a the next recital,

----
Aeroplanes and Suf,';'arill.es

by Frances Gorman Risser

My right hand is an aeroplalle
That climbs away up high

On silver wings of melody,
Into the treble sky; ._-

My left hand is a submarine
That sinks so very deep

Into the oc~an of the bass,
Where chords and octaves sleep.

Then, sometimes, my two hands are
tanks

That rumble to and fro,
OJ;. transports taking fighting men
Wherever ~hey must go.

When I am practicing my scales,
My fingers march along

Like soldiers, brave, victorious
Their voices raised in song!'

after I have had more lessons. Then
I'll surprise you by playing as well
as anybody. Maybe better!

GALE:I love to play. Do you want to
hear the piece I'm going to play at
the recital?' (Goes to piano)

MARTIN:We have heard it loads of
times, but go ahead. I think it is a
beautiful piece.
(Gale plays a selected composition

mentiontng the title and composer.)
I\!IARTIN:Very well done. Now I'll play
mine. (Plays a selected compost-
tion.)

GALE~Now Sis, it is your turn.
SHARON:I'll play mine here but not
in the recital. (Plays part of a se-
lected composition, preferably with
a Biblical title, such as Coronation
March from "The Prophet." Before
she finishes the other characters
enter and assume the grouping of
figures in a Greek pediment: Jubal
straight, in center; others half
kneeling' or bending toward him,
three on each slde.)

SHARON(turning suddenly): Why,
look! What is going on? Who are
these?

MARTIN:I see Jubal! I'm sure that's
Jubaf.

JUBAL(stepping forward) : Yes, you're
right. (Motions to others r.who
stratgnten.) And here is Samson;
and David, the sweet singer of the
Bible; and here is the Queen of
Sheba; -and: Miriam; and a shep-
herd. ., - .. ,

MIRIAM:We are really some of Miss
Gordon's puptts come to 'ask_Sh~roh
to pl~y at tn.e, recit~1.

JltBAL:.Let's· pre·tend ·1 ·really 3;m
J.uqal.·You. know, .Jubal was 'c~lled
the' father of all musicia'ns. Why,
he is mentioned in the very first
chapters of the Sible:: That's how
important he was! Of course i can't
playas 'he did. but I'll do 'my best.
(Plays a seleded composition,
mentioning its title.) .

DAVID:And pret~nd I'm David. DaVid,
you know was an ac'complis~ed >
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David Playing his Harp

musician. He took his harp and
played on it With his hand,ant
that made Saul feel better. It sa
so in the Bible. He composedma~!
of the songs, or Psalms. in dhl
Bible, too. Did you ever wonae:
what the words before the Psal",
mean? Those queer words?

SHARON:I never knew what they
were for.·

DAVID~They are musical instructions
"Set ".to Alamoth" and "For Jedu~
thun" and "with Nehilotb" indica.
that the accompaniment was to I>
played on those ancient instru.
ments. "Selah" in the Psalms
means the singers are to stop and
the instruments to be playedalone,
Probably if David had had a plana
. in his days he would have played
on it. too, eo I will play On dh,
piano. (Plays a selected composi.
tion, mentioning its title, prefer.
ably a sacred number, or a setting
of a Psalm or hymn-tune.)

QUEENOF SHEBA:I like that melodl.
Once, the Queen of Sheba jour.
neyed, a long distance to the king.
dom of Solomon, and she saw there
many musicians, heard thousands
of harps and trumpets and psal.
tertes being played. She heard a
chorus of mighty choirs. I know a
composition called the Queen a/
Sheba by Goldmark. Would yon
like to hear it?
(Queen plays that, or some othe

selected composition.)
SAMSON:Although Samson htmsej
was not a musician, he inspired
several great composers. Handel

. 'wrote an onitorio about Samson,
.and &aint-:;iaens wrote an opel'll
called "Samson and Delilah"

MIRIAM:Miriam and the other maio
dens sang when' the people were
delivered out of ~gypt. They sang
in an ancient eastern scale. No!
many compositions aioe written in
such a scale. nowadays. (Playsi
selection, or not, as desiredJ

SHE)?HERD:Shepherds, such as thOSf
Who followed the 'Star, played upon
the zamoora. It was a double pipe
made of reeds. The pipe is often

. mentioned in the Bible, and the
shepherds loved their instrument
(Plays selection of Pastoral char·
acter.)

SHARON:I love to hear all of you
play. You have inspired me, and I
must, I Will, play well, to sooth',

.. to p,lease and to give joy. I "II
stUdy hard, and I WILL piay ,I
the recital.

ALL: Three cheers for Sharon.
MOTHER: I'm so glad, S·haron.Noll'
let's all sing a Psalm. Let's singthe
one OUrJunior Choir did last Sun-
day.

SHARON:I am not in the choir, so I
do not know it.

SAMSON:Neither do I.
MOTHER: Well then let's sing the
~Qoxology. (0; any s'uitable choruS).
I'll play it. and we will all sing·
(Group sings.)

Curtain

Junior Etude Contest
THE JUNIOR ETUDE will award three at-
. izes each month for the neatesttractivepn

d beststories or essays and for answers
an 1 Contest is open to aU boys andtopuzz es.
'I undereighteen years of age.

gore
S
j A fifteento eighteen years of age;
ass, C Cd

O B twelve to fifteen; lass ,un crass ,
twelveyears. .
N mes of prize winners will appear on

thisapagein a future issue .of THE ~TU~E.

Thethirty next best. contributors Will t e-
ceive honorablemention. ..
Put your name, age and class in which

Jig.Saw Arllhmel1c Game
by Gladrs l\t. Stein

Cut heavy paper into four-inch
squares,allowing three squares' for
eachplayer. On each square draw a
note or a rest, and place four cut
squaresin an envelope. Give an en-
velopeconjalning c.four eut. squares
to eachplayer. The player who-puts-
his squares together first and cor-
rectlyadds up the time value of the
notesand rests, is the winner.

Leiter Box
Send answers to letters in
care of thc Junior Etude

DEAR JUNIORETUVE:
1 am almost seventeen years of age. and a

great lover of the classics. I ca.n also sing. so
you see THE ETUDEis -of great mterest to 1?e.
I think it is the most useful and entertatmng
aswei! as interesting rna gazine and I am gomg
to join the Junior Etude.

From your friend,
BERNICEBLAIR (Age 16).

New York

(N. B. As has often been stated in ,,~~se
columns,it is not necessary.to do any ]Oln~
ing:' Just get out your penCils and paper and
write to the Letter Box or enter the monthly
contests. Every body welcome.) .

you enter on upper left corner of your
paper, and put your address on upper right
corner of your paper.

\iV rite on one side of paper only. Do not
use typewriters and do not have anyone
copy your work for you.
Essay must contain not over one hundred

and fifty words and must be received at the
Junior Etude Office, 1712 Chestnut Street,
Philadelphia (1), Pa., by the 22nd of March.
Results of contest will appear in June.
Subject for this month's essay, "IV[e and
My Music."

Sacred Music
(Prize Winner in Class :4)

In both formal worship and individual emo-
tions, sacred music is of inestimable value.
How frequently, in periods of low emotion. we
habitually recall favorite portions of sacred
music and allow them to lift us from our
existing world to a temporary obttvtont As
the worshiper enters into God's House and
hears the welcoming strains of the organ, he
is challenged to self-surrender and to silent
comrnunton with God. To join with others in
the singing of hymns, the simplicity of which
is not paralleled by any other musical fOnTI,
commands a definite feeling of unity. An.th:ms
help us appreciate the significanc~ of Bibltcal
passages and sentiments about whtch they are
composed. It must be acknowledged that,
without sacred music, the service would lack
some of the splendor and coherence Y"!lich
usually prevails. Thus, yearning for spl rltual
refreshment, we endeavor to satisfy our needs
with a most inspiring earthly supplement,
sacred music.

Rosalie Bovey (Age 15),
Maryland

DEARJUNIORETUDE:
In our High School Band I play the bell lyra,

and now I am beginning on the. ftute. I also
play the piano and would not grve It up for

anything. From your friend,
MARGARETLAMB (Age 15),

North, Carolina

(N. B. Write again, Margaret. and tell sOlpe-
thing about the bell lyra. Not many Jumors
know about that instrument.)

Other Prhe Winners for
Decerflf,er Sacred Music Essays:

Class B: John Shennan, Jr. (Age 13). Penn-
sylvania.
Class C: Mary Sullivan (Age 11). New

Hampshire.

Honoraf.le Mention for
Decemf,er Essuys:

Marilyn High; Grace Brown; Barbara H~n-
ley; June Claffey; Jean Draper; ~e~rl R~m-
hardt; Janet Dalziel; Jeanne DeshaIes, Man!y~
Fausett; Rita Keating; Frances Moncnef:
Robert Miller; Ruth LaBonte; Ellen Mentner,
Stanley Davidson; Allis Lester; Florence Na-
bors; Florence Menard; Bet~ina Ostre~; Dolores
Nandeau; Eloise Carvel; Ll1~ Russel, Doroth~
Forester; Alberta Mendenhelm; Luella Avery:
Ann Pitts; Doris H~ston;. Althea Roberts,
Merle Sanderson; BillIe WhIte.

P
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Answers to Qui::
1. An old French dance, beginning
on the third beat in four-four time.
2. An instrument similar to a very
smallpiano, which was in use during
the sixteenth, seventeenth and eight-
eenthcenturies; one of the ancestors
of the modern piano. 3. G sharp mi-
nor. 4. A mordent, which means to
play very quickly the printed note,
the tone below it in the scale and the
printed note again. 5. Mozart. 6. Pi-
an-ist, accenting the second syllaple.
7. Flutes,piccolo, oboes, English horn,
Clarinet,bassoons. 8. Three-four. 9.
Composerand conductor.

WESLEYAN CONSERVATORY OF MUSIC-A DIVISION OF WESLEYAN COLLEGE
Institutional member of National Association of Schools of MUSIC

D ; B M and A B with maJ·or in musicegrees. .' . .,
For Catalogue and Information address:
WESLEYAN CONSERVATORY'THE DEAN MACON, GA.

SCHOOLS--COLLEGES
CONVERSE COLLEGE '~~:'~L

I':r""' Il,,"~'"Dun. SllllftlUlBUUr&. S. C.

OBERLIN
COLLEGE

CONSERVATORY OF MUSIC

A professional rnuslc school in an attractive

college town. (Member of the National

Association of Schools of Mustc.)

Thorough instruction for carefully selected

studentsJu-all"hllmIe!tesbQf.m.usicoun.deear.tistrtp~~~r;s ....

Special training in band and choir direction.

Write for catalogue describing Oberlin's conservatory

courses and its superior equipm.ent (200 practice

rooms, 23 modern organs, etc.), Degrees; Bachelor of

Music, Bachelor of School Music; Master of
Music, Master of Music Education.

Frank H. Shaw, Director, Box 535, Oberlin, Ohio.

MILLIKIN CONSERVATORY OF MUSIC
DECATUR. ILLINOIS

Offers thoro training in music.. Course. leading .to
Bachelor of Mueic Degree. DIploma an? ~e~Jlii
cate in piano. Voice, Violin, Or~an. Pubhc c 00

Mueic Methods and Mueic Kindergarten Methods
Bulletin sent free upon requ""l

W. ST. CLARE, MINTURN, Director

SMOPOLITAN
SCHOOL OF MUSIC

SHIRL.EY GANDEL.i ... M.A., (lxford
Unh'8rsity England. Pre.,dent.

41st year. A~credited. Ofl'ers courses
III all branclles o( Music. Cel"tlllca~fS,
diplomas and degl'ees. Deshab!e bOU1:d:
ill"" accommodations. Located In dOlln

~~~n;u3~c6'Sr.e~e~baSh Ava .. Chicaoo.

BALDWIN-WALLACE
CONSERVATORY OF MUSIC
BEREA, OHIO (suburb of Claveland)

AlIIliated with a lirst class Llberd Arts College.
Four and live year courses leading 10 degroes. Faculty
of Artist Teachers. Send for catalogue. or illforma-

1tnB~~TRIEMENSCHNEIDER. Dean, Barea, Ohio

KNOX
COLLEGE

DaPlirtment of Music
Galesburg, IllinoiS

Thomas W. Williams, Chalnnan
\.;ataloguo Sello lIl~OIlreque~t.

OAH CONSERVATORYSHENAND w."~~~~,~:.C,,,,
Courses leAding to

the B. Mus., and B. Mus. Ed. degrees. Ratl''l
reasonable. in the heart of the Shenandoah
Valley, Dayton, Virginia.

A Revealing New Book in Two Parts
PARAGON OF. RHYTHMIC COUNTING

FOR ALL RHYTHMS
PARAGON OF HARMONIZING

applied to
FOUR KINOS OF HARMONIZATIONS

Send for explanatory circular
. EFFA .ELLIS PERFIELD

103 East 86th St. {Park Ave.l New York City

W1JtQltbtlanblnatttutr nf~~tr
Bachelor of Music Degree, Master of MusiC Degree. Arbst Diploma

BERYL RUBINSTEIN. Mus. D., Director 3411Euclid Ave •• Cleveland. O.
Charter Member of the National Association of Schoola of Music
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THE COVER FOR THIS MONTH-This
charming picture of the young violin stu-
dent is a photo-litho off-set reproduction
of a Kodachrome which was secured
from the photographic art library of Paul
Guillumette, Inc., 475 Fifth Avenue, New
York City.

CHORAL PRELUDES FOR THE ORGAN by
Johann Sebastian Bach, Compiled, Revised,
and Edited by Edwin Arthur Kraft-Just as
anyone feeling proud of his library would
be sure to have the works of Shakespeare
included, so the organist building up a
library of the best organ compositions
needs must have the works of Bach. Per-
haps from student days the majority of
competent organists possess the EIGHT
SHORT PRELUDES AND FUGUES, a favorite
edition of whfch long has been the Presser
Collection edition, edited by Edwin Arthur
Kraft. There is now in preparation a
Presser Collection edition of the superb
CHORALPRELUDESby Bach, and this edi-
tion will be produced under the flne
editorship of Edwin Arthur Kraft.
The opportunity is presented to sub-

scribe for a single copy in advance of
pUblication at the Advance of Publication
cash price of 50 cents, postpaid, delivery
to be made as soon as published.

~o~

PUBLISHER'S NOTES
A Monthly Bulletin of Interest to all Music Lovers

i

march 1945

ADVANCE OF PUBLICATION
OFFERS

All of the books in this list are in
preparatio1t for publication. The
low Advalzce Offer Cash Prices ap-
Ply only to orders placed NOW.
Delivery (postpaid l will be made
when the books are published.
·Paragraphs describing each pub-
lication appear on these -pages.

Choral Preludes for the Organ.Bach·Kraft .50
Classic and Folk Melodies in the First
Position for Cello and Piano ..... Krane .60

Lawrence Keating's Second Junior Choir
Book .25

Mother Nature Wins-Operetto in Twa
Acts for Children .... Shokunbi·Wol1ace .30

My Piano Book, Port Three Richter .35
Organ Transcriptions of Favorite Hymns

Kohlmann .50
Peer Gynt-A Stary with Music far Piona

Grieg.Richter .30
Piano Pieces for Pleasure Williams .60
Read This and Sing!-Teocher's Manual

Dengler 1.00
Singing Children of the Church-Sacred
Choruses for Junior Choir.. , ... Peery .25

Six Melodious Octove Studies-For Piano
Lindquist .25

Twelve Famous Songs-Arr, for Piono. .60
Twenty Piano Duet Transcriptions of
Favorite Hymns .... .. Kohlmann .60

The World's Great Waltzes ..... " .. King 040

The new volume introduces the stUdent
to g,rade two work, and contains interest-
ing pieces, stUdy works, and adaptations
of certain classics. It has been edited
with the same painstaking and intelli-
gent detaU so characteristic of Mrs,
Richter's previous works.
A single copy of the book may be or-

dered now at the special Advance of Pub-
lication cash price of 35 cents, postpaid.

PIANOPIECES FOR PLEASURE, Compiled
and Arranged by John lU. Williams-one
factor which has contributed to the suc-
cess of John M. Williams' books has been
variety of interesting material. This new
volume is designed for stUdents of the
third grade. The contents consist of effec-
tive arrangements of Morrison's Medita_
tion; Schumann's Traumerei; SchUbert's
Rosamunde Air; Chopin's Fantasie Im-
promptu; familiar airs and hymns, and
several Christmas carols. These estab-
lished favorites have been newly arranged
and fing,ered with thought and careful
detail.
A single copy may be ordered at the

special Advance of Publication cash price
of 60 cen ts, postpaid.

THE WORLD'S GREAT WALTZES. Ar~
mnged for Piano by Stanford King-This
album will recaU bright occasions When
throngs swayed to the infectious tunes
between its covers, and in many ways
will reflect an era now but a delightful
memory.

MOTHER NATURE WINS, An O/JereUa in
Two Acts lor Children, Libretto by Mae
Gleaton Shokunbi. Music by Annabel S.
WaJIaee~An operetta for unison and two-
part chorus, requiring five solo voices,
with the awakening of spring as its
theme. King Winter, flattered by the
North Wind and the Trees, becomes con~
vinced that he will rule the earth forever.
When Mother Nature tells him that he
must surrender his kingship to the Prince
of Spring, who now must come to earth,
he questions her authority. In an ensuing
duel Mother Nature defeats King Winter
and changes him into the Prince of
Spring, who is moody and bewildered
until Love comes to him. Then his happi-
ness brings a glorious spring to the earth,
In addition to the twelve boys and girls

for the Chorus of Trees. five leading
players are required for the six parts. A
group of dancers completes the cast. The
dialog is entirely appropriate to the char-
acters, the lyrics are entertaining, and
the tuneful. singable music contains a
variety ot keys and meters.
The operetta gives opportunity for the

use of talent from the kindergarten to
the eighth grade. The dances offer a
medium for the partidpation of many
pupils. if such is the desire of the director,
The directions, however, allow for mak-
ing the production as simple or elaborate
as desired.
Directions for staging are given, and

the single setting is an outdoor one. Few
stage propertie.s are necessary since the
costumed Chorus of Trees forms the
basis of the scenery for both acts.
To benefit by the special Advance of

Publication offer, send 30 cents now. The
operetta will be forwarded, postpaid, as
soon as it is PUblished.

MY PIANO BOOK, Part Three-A Method
by Ada Richter Jor Class Qr Individual In-
struction-This book is a sequel to Mrs,
Richter's successfui My PIANO BOOK,
Parts One and Two, This gifted composer,
a leading authority on children's music,
received literally thousands of request.s:
for more material to fol!ow these unique
books. As a result we are happy to offer
My PIANOBOOK,Part Three as an an-
swer to the urgent need for more success.
iul teaching literature.

A llVERTISEMENT

\

Stanford King has chosen the cream of
dance waltzes for this album, and has
arranged them for the average pianis,t.
In their new versions, these rhythmic
gems sustain the heartwarming appe~l
which always distinguishes them, and It
is certain that the collection will achieve
instant popularity. Among its fifteen
lovely waltzes will be found A Waltz
Dream by Oskar straus, My Treasure. by
Becucci; Gold and Silver, by Lehar; The
Skaters, by Waldteufel; Danube Waves,
by Ivanovici; and several by Johann
Strauss. including The BeautifUl Blue
Danube; Artist's Life; and Tales from
the Vienna Woods.
While THE WORLD'SGREATWALTZESis

in preparation, a single copy may be re-
~erved now at the special Advance of
PUblication cash price 'of 40 cents, post-
paid. The sale. however. is limited to the
United States and its possessions.

TWENTY PIANO DUET TRANSCRIPTIONS
OF FAVORITE HYMNS. by Clarence Kohl-
mann-The popularity of Mr. Kohlmann's
CONCERTTRANSCRIPTIONSOF FAVORITE
HYMNS,and his MORECONCERTTRANSCRIP-
TIONSOFFAVORITEHYMNSnaturally cre-
ated a demand for a similar volume in
duet form. As a result the THEODORE
PRESSERCo. is offering the new volume,
TWENTYPIANODUET TRANSCRIPTIONSOF
FAVORITEHYMNS.
This book in no way duplicates the

contents of Mr. Kohlmann's earlier col-
lection. However, it will contain equally
popular hymns. The arrangements are of
medium diffiCUlty and can be used for
accompaniments for cong,regational sing-
ing. Among the contents are: The King
at Love My Shepherd Is; Nearer, My God,
to Thee; In the Cross of Christ I Glory;
o Perfect Love; When Morning Gilds the
Skies; Rock Of Ages; Abide With Me;
Work, for the Night Is Coming, and
others.
A single copy: of this book may be re-

served now at the special Advance of
Publication qash price of 60 cents, post-
paid. The sale, however, is limited to the
United States and its possessions.

RIMD THIS AND SING! (Teach.er's Mmuull),
lor P" oice Stuflents. Chorus and Ch.oir Si",gen,
by Clyde R. Dengler, Mus. Doe.-This prob-
ably will be the last month during Which
copies of this work may be ordered at the
special Advance of PUblication cash price,
$1.00, Postpaid. Excellent progress is
being made on the production 'Of this
book, and it is hoped that we soon will be
able to place copies in the hands of the
many advance subscribers. Thousands of
copies of the STUDENT'SBOOK already
have .been circulated and, from ri:ports,
are being used with the same SUCcessthat
marked the author's use of this material
before he arranged it· in book form for
PUblication. The TEACHER'SMANUALen-
larges on the work in the STUDENT'SBOOK
with detailed explanations,· and should
prove a veritable treasury of information
on the vocal art for the library of the
teacher.

PEER GYNT by Edvllrd Crieg, }, Slot." 1'1I1

Music lor Pia1lu, An-anged by Ada Riehlii'
From The Three Little Pigs, Jack ami!
Beanstalk and Cinderella to Tschaikoi'
sky's Nutcracker Suite Mrs, Richter/Jl;
delighted young folk, their parents, fallli
lies, and friends with her unique "s~
with music." Her la test offering in ~
form is Ibsen's immortal drama withIN
incidental mUsic by Edvard Grieg,T~
story has been arranged for per!orDlan~
as a playlet by young folk, and themUSiI .
has been brought Within the capabiliti' BOSTON UN IVERSITY
of pianists able to play third gradenurri ~ f? ,,-,••••
bel'S. The eight compositions of thePIlI , C.otI'eqe o/~FHPJ«!
GYNT SUITESOne and T,,,o are uti)iZe!l p'ano Voice Organ,

,y Offeringcompletecourses.lor ~dpercusslo'ninstru-I b ()1lIt VIolin Cello,Brass,Woodwlns, a osition Churchn order to enable teachers to ec. mentli,PUbilcSchoolMugf' Cd~bPOrchest'ra.Band.
a . t d ·th th· b k . Ie Copl/! MUSIC, MUSlCol.Ogy.Chorus, ee , III honyBache-Cqualn e WI IS ad. smg , Faculty includesmembersofBosto~Sf tibjects'Dorms.
will be obtainable, When published,.! IorsandMastersDegreesin 11.11musB"lasdenSt 'Boston.

~" Catalog. COLLEGE OFMUSIC,73 ag "

SINCINC CIIILDHE!\ OF THE COL
Sacred Choru,e. lor Junior ChOir b: I
Ro)~ Peeer-c-Chofr leaders and~g~
who have used the very SUcceSSfuli
PEOPLE'SCHOIR BOOKfor Intenn
Choirs (S,A.B.) by Rob RoyPee~
be interested to learn that thel'J':,
author is rapidly putting the finb"
touches on a new unison and tll'o.'
book for Junior ChOirs to be pu.;,
soon under the title, SINGINGC1lILoBn
THECHURCH.The contents \\iU COmlt
some twenty numbers.
A unique feature of this COllecl~

the presen ta tton Qf distinctivecht
transcriptions in two parts basea;
favorite hymns and Gospel songs,
are not mere "arrangements" butfr~
harmonized settings in a Jreestyle
such beloved Christian songsasSantr
For You I Am Praying; My JestU,lJ;;
Thee by Gordon; Bradbury's Sweet He:
of Prauer ; Softly and Tenderly
Thompson; and a striking rhyt
treatment of We're Marching ro ZioN'
Lowry. Possibly the choice bit inthe
is a two-part transcription of theTwel
Century hymn, Beautiful Saviour,
on the original harmonization by:
Melius Christiansen known to millio!l!
its eight~part a cappella version .
famous by the St. Olaf Choir.Thei:
companiments are written for the
but are equally effective on the plan~
Every choir leader will want a ref~

ence copy of this book, Whichmay
assured by placing an order nowIn
vance of publication at the lowpri~
25 cents per copy. postpaid,

TWELVE FA1'o10U SONCS Arranged
Piano-Tilis collection will be uniqu€
cause of the tact that it wJl1 be made
en tirely of piano arrangements ofn:
known songs, grades three to four
ditficul ty. These versions are thorout
pianistic and bring out the appe'.
qualities which have made these
standard favorites. They are welleru'
and have been carefully prepared so
both melodic and harmonic contenir<
ceive proper emphases. Special in
lies in the fact that the numbers incl'
are to be found in no other colleett.
since each is an exclusive copyrigbi
The John Church Co., an affiliateof'
Theodore Presser Co. Among thesemn::
bel'S will be: Mighty Lak' a Rose,~
Nevin; The Green Cathedral, by HaJ::
De Koven's Recessional; and the lore
Cradle Song, by MaCFadyen.
A single COpyof this collection rnaY~

ordered now at the special Advancer
Publication cash price of 60 cents, (JIJ
paid.

US OCTAVE STUDIES by
SIX MELODl,Od . ,-These attractiveA LIII qUls
Orville . I the pen of a distin-
studiesared ro~ whose long association
guishedpe a~l' ' Conservatory of Music·ththe aber in b
IV1· history They. will be pu -
hasbe~omeh fam~us MUSIC MASTERY
jshed m ~ ~y material and will stand
SERIES ofth5"popular successes of that
among e
grOUp, des! d his newLindquist has esigne
M~. ith a view to mUSICalmterest
studiesWh. 1 accomplishment. Also he
andtee mea '1· t st d them around farm tar ype
hascreae rk as found in the general
o~o~tal~:er:~ure.F9r instance, repe~ted
plan Insixteenth notes are ex~mplIfied
oct~v~s;hone Player, a study WhIChoffers
10. ~0 for both hands. In Mirth, chro-
tral~mgt ve work for both hands is in-
met»oca Itb tr molod The spinner deals WI e
volve'. The Chaseintroduces interlock-
?etavesiyes' Solitude is marked with
~;IO~~/oct~ve passages f?r the rig,ht
h nd' and forte octave playmg for hands
a h' . the feature of the final.study,togeter IS
Victory. f S MELODIAsinglereference copy 0 IX -

STUDIESmay be ordered nowousOCTAVE r t'
at the special Advance of Pub lca IOn
cashprice of 25 cents, postpaid.

1A.WREN(.E KEATING'S SECOND JUNIOR
CHOIR \;QOK-Well establis~ed am.on.g
bestsellingcollections for Jumor Ch01r IS
LAWRENCEKEATING'SJUNIORCHOIRBOOK.
In fact, its success has been such as to
warrantthe publication of a second bOO~
bythe same composer and arranger. ~hIS
newcollectionincludes more than thIrty
specialtwo-part arrangements for young
voicesadaptable for use by girls alone ..o~
bytreblevoice choirs including boys wlt
unchangedvoices. The classic composer1s
representedare Bach, Beethoven, Hande •
Brahms,Franck, Gounod, Grieg, H~ydn,
Mendelssohn,Mozart, Weber, Tsc~aIkowf
sky, and Schubert, with ~ vanety a
originalworks by Mr. Keatmg.
Thosewishing to subscribe fol' a copy
ior delivery when f)ublished may d~ so
nowat the special Advance of pu?lIca-
'tioncash price of 25 cents, postpaId.

CLASSIC AND FOLK MELODIES ill the Fird
POlition. jor Cello and Piano-----Selected,Ar-
ranged and Edited by Charle$ Krane--
Withmoreand more pupils taking up th.e
stUdyof this instrument, teachers :fin~ It
necessaryto employ recreational and 111-
structivemater~als attractively presented.
The author of this book .has chosen for
its contents lovely melodies from Ba.ch,
Brahmsand Mozart, and some charmmg
folktunes from Bohemian, Dutch, Fren~h
and Russian sources-a dozen pi~ces m
all, In addition to their entertamm~nt
value,these pieces will develop ~~ger~~~
andbOWingtechnique, afford trammg .

1 1· g andwIl1harmony and ensemb e p aym • .
aid the student in obtaining a wO,rk:ng
knowledgeof tempo marks, dynamIC m~
dications and other abbreviations an
signsin music notation. . k
A first-off-the-press copy of thIS boo
may be obtained by ordering now at ~he
specialAdvance of Publication cash pnce,
60cents, postpaid, "

ORGAN TRANSCRIPTIONS OF FAVORITE
HYMNS by Clarence Kohlmann-An album
providing the organist with twenty hymn
transcriptions, which may be used as
instrumental solo and background music
as well as accompaniments for congrega-
tional singing. In nearly all cases, the
keys in which the hymns are usually
sung have been retained in the transcrtp-
tfons. In making these arrangements, Mr.
Kohlmann was ever mindful of the mood
of the hymn and the technical ability of
the average player. The album will be a
welcome addition to the music library of
the organist of limited experience. Ham-
mond Organ and regular organ registra-
tions are included.
Orders may be placed now for' stngte

copies of these useful trans.crip,tions at
the special Advance of Publication cash
price of 50 cents, postpaid.

ADVANCE OF PUBLICATION OFFERS
WITHDRAWN~During the current month
the publishers expect to deliver to ad-
vance subscribers two works that have
attracted much favorable attention dur-
ing the period in which they have been
included in the Publisher's Note~. Music
educators having in charge the Instruc-
tion of young children have come to look
forward to new additions to the CHI~D-
HOODDAYS OF FAMous COMPOSERSsenes
by Lottie Ellsworth Coit and RU:h Ba~1P:
ton and teachers and advancmg pI~no
tuctents interested in ensemble pla~mg
~agerlY have been awaiting, the publ!ca-
tion of the Tschaikowsky work descnbed
in the succeeding paragraPh .. In accord-
ance with our policy the speCIal Advance
of Publication price on thes~ works is
now withdrawn, and copies may be .had
at your local music store, or for examma-
tion from the publishers.

The Chiltl Handel (Coit-Bampton) is the
fourth in a series of books that has at-
tracted much favorable comment by ~ead-
ing educators. The previously publIshed
books on the childhood days of Bach,
Haydn and Mozart are frequently.used by

've teachers who realIze theprogressl folks withvalue of acquainting young
incidents in the lives of these m~sters as
the pupils are introduced to theIr works.
The piano arrangements, of course, are
-ror pupils in the early grades ..The story
of THE CHILDHANDEL,as were it~ pre-
decessors, is arranged for pre~entatlOn as
a recital playlet, if desired. prIce 35 cents,

S', by P. ]. T$chaikowsky.Nutcracker rt! e •. "-1
d lor piano Duet by William ..' •Arrange t t'

Felton is presented at an oppor u,ne Ime
for those teachers planning Sp~mg and

d t· Concerts 'I'he sparklmg mel-Gra ua IOn . h stral
odies of this frequently-played orc e
composition lend themselves most effec-
tively to piano-four hand a~rangement,
and musicians immediately WIllre~Ogniz3
th t this work was indeed a labor of love
b a the late William M, Fe~to~, who ex-
h~bited such keen apprecIatI~n 0: :the
p~oblems of the adult student m hIS 1II~-
mensely successful GROWN-UPB~GI~N~~:
BOOK FOR PIANO ($1.00). Muc 0
orchestral coloring of these fa:rp.ous.~elo~
dies has been retained in this fOU.r- an

t Which in grade ofdlfficultyarrangemen , . $200
runs from Grade 6 to Grade 8. Pnce, ' .

Philadelphia Conser~atory
,."~ of MUSIC

...--to"'SERl>...",Q..~ 216 South 20th Streetb~".3"~ \-'), MARlA EZERMAN DRAKm
i... FOUNDED ~ I Managing Director~i 1877 ~ Faculty headed by~ ~ <ttl OLGASAMAROF'F,Mus. D.
~~ ••• '•.",' Courses leading to Del!rees--_ ....

EASTMAN SCHOOL OF MUSIC
of

The University of Rochester
Howard Hanson, Director

Raymond Wilson, Assistant Director

Undergraduate and Graduate Departments

SUMMER SESSION
June 25-August 3, 1945

FALL SESSION
September 11, 1945-May 25, 1945

For further t:nfonnation address

ARTHUR H. LARSON, Secretary-Registrar.

Eastman School of Music

Rochester, New York

JU1LLlARDSCHOOLOF MUSIC

. ERNEST HUTCHESON, PreJident

JUILLIARD SUMMER S~HOOL
GEORGE A. WEDGE, Direclor

July 2 to August 10, 1945

all branches o.f music and music educatio~Instruction in

Professional Courses
Industry. Opera School. Church Music.. Radio

Operetta Production. Stock Arrangmg.

Catalogue on requeJt

Technique.Music in

120 Claremont Avenue Room I22S New York 27, N. Y.

M B 5 COLLEGE OF MUSICCO· Est. 188S'
. 1 d atlon PreparatoryCompletelI}US1C~ ·ld~e~cTea~hers'tramingdepartmentor ct I diplomasand degrees,

court:~5~~~~~:;ut °St., Philadelphia. Pa.

RIVERO RIVE SC~OOL OF MUSIC & ARTS
84 RIVERSIDE DRIVE

NEW YORK CITY

FREDERICK G. KOEHLER, Director
Dormitories

Catcdogue on requ;st Special Summer Senion

BUY WAR BONDS AND STAMPS FOR VICTORY

flremlin on the -'-/(e'!jt! 0' ,l"gghh k.vs.'::J' hoff-tune no as

h Vour aud~ence didn't notice t ose d the smooth performance of
per aps . a dither, an
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But you I· able was hampere . piano protects yo.u

h• h yOU are cap . tenance of your
w IC t Yearlv maIn

Avoid embarrassmen .
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WHERE SHALL I GO TO STUDY?

EVANGELINE LEHMAN, Mus. Doc.
Composer and Vocal Coach

Dr. lehman hos coached some of the most famous
singers of the Paris Grand Opera. Appointment by
correspondence.

Studio: J67 Elmhurst Ave" Highland Park 3,
Detroit, Michigan

MARGARET HENKE

'"

Voice Physiologist
Teacher of the "Bel-Canto Art of Singing"

Beginners Qnd advanced students
Overstrained, defective voices adjusted
Riverside Driv~-New York-Edgecombe 4-2388

LUCIA O'BRIEN L1VERETTE
VOICE.

Graduate of Somoiloff's Teache"r's Course
Reasonable terms.

Ph,Bne NO 2-1030" -EX 1141'
616 N. Normondie Ave. Los Angeles, Calif.

EDITH SYRENE LISTER
AUTHENTIC VOICE PRODUCTION
IIDS"Carnegle Hall, "New York City

Collaborator ond·A~socio.te Teacher with the late W.
; Warren Show and Enqo(sed, by Dr. Floyd S. Muckey

Wednesday: TroUD Music Studio, Lancaster. Po.
Thursday: 309 Presser Bldg.. Philadelphia, Po.

EDNA GUNNAR PETERSON (FRANK) (ERNESTO)
LA FORGE.BERUMEN STUDIOSConcert Pianist-Artist Teacher

229 $0. Harvard Blvd. los Angeles, Calif. Voice-Piano
FE. 2597 Among those who have studied with Mr, La Forge are:

---~L~A7=Z'A7;R'-S;'::'.~S~A7-M'""O;::-;I~L~O""F~F=----11~di~ mAe~d~~~~~nLoou~~~nceTibbett, Richard Crooks,
. '. _ 1100 Park Ave., Cor~er 8'th St., New York

Voice teacher of'lamous singers " Tel. Atweter 9.7470" _
From rudiments to professional engagements
Beginners tlccepted. Spedal teachers' courses
Dr. Samoiloff will teach all summer at his Studios.
Write for catalog-Spedal rotes for the duration.

,,10 So. Van Ness Aye., Los Angeles, Col.

RICHARD McCLANAHAN
RepreSentative TOBIAS MATTHAY

Privote lessons. closs lessons- in Fundamentals
Lecture-demonstrations for teachers ~
80r Steinway Bldg., New.York CityELIZABETH SIMPSON

Author of "Basic Pianoforte Technique"
Tea~her af Teac~ers. Cooch of Young Artists.
Pupols Prepared for Concert Work. Class Courses
in jechnique, Pianistic Interpretation Norma!
Methods for Piano Teachers. '
609 Sutter St., Son Fronclsco;

2833 Webster

ANTHONY SINIGALLIANO
INSTRUCTOR

ART OF VIOLIN PLAYING
Chamber Music Training

St., Berkeley,' Cal. Preparation for Concerts and Recitals
182 North 19th St". E.a~t Orange, New JerseyDR. FRANCIS L. YORK New York and VJclnlty by appointment,

Advance Piano Interpretation .and the Theory work II---:E~D:::-W:-:-A:-:R~D::-~E~.-=T~R~E~U:-:-:M'--A~N-N'--'----required for the degrees of Mus. Bach. and Mus.
Mas. Special Chopin interpretation. ' ,..

DETROIT CONSERVATORY OF MUSIC .....oncerf Pianist ......Artist-Teacher
D.troit.~. Mic:h. Re(wmmended by Emil Von Sauer, Morih: MoS:Z;kowski-

-
-:::---:-:-..;.;;;;.;;;:;;,;;;;;;:... lIand Josef Holmann.

P T - Studio, Carn"~gie Hall, Suite 837, 57th St. at 7th Av".
RIVATE EACHERS (New York Cityl fel. Columbus 5-4357 New York City

Summer- Moster Class-June to Sept.-Apply now.

Developing a Band
in a Small
Community

(Continued trom Page 139)

- _=====WJl
a cornet class, a ftute class, and
The class should not exceed sit or!ll
children, and a group ot t_ is :'"
The teacher will probably be una 1

meet these classes in grade SChOOlble

than once a week, but at least two
Ings per week is to be desired !Il~

The final step in SCheduling:and,
one most frequently o:rnitted, is the '
ranging for technic classes. These.c\
. are for- students who play in'cithei
advanced band or in the second ,
their purpose- is to promote tee
and musical advancement thrOugh
: study of technic, theory, solos and
sembles. Each student shOUldhave
class lesson weekly in addition tll
daily parttcfpation in a full band I

-Iiearsal, and these classes can be I
ranged during students' free PerJOO!
study periods. The size of the c1as.l
. vary from two to five. One class It

- consist of four French horns from
advanced band, another may be
clarinets from the second band, and
another may be two advanced
students. Lack of teacher time may
it impossible at times to work e
student into a weekly class. Thel(
. first- 'chair players from the adVant;
band may be used as assistants Ul
director, and serve in the capacity
'student teachers.

"BeJt SefferJ " With ..
JeaJinlj :J)ealep~ {:ver';/wlwpe!'
Piano Educational Works

by
LOUISE ROBYN

MARY BACON MASON
BERNARD WAGNESS

JOSEPHINE HOVEY PERRY

Technic Classes 10 the Rescue
I cannot urge too strongly the 0 •

za tion of technic classes as a means
insuring the development of a gOOd
In order to play well a stUdent
know the technicalities of his in!
ment and the fundamentals of m
We do not give algebra and p
problems to a stUdent until he
mastered the multiplication tables, .
tions and other fundamentals ot IllS'

<matics; but somehow, we do exp:r,
young mUSician to be ab!e to pia)
:perlly and beautifully without giving'
a background of musical technic
-r.undamentals. The technic class in
fully segregated groups is one an;
to the problem.
The third and final factor in de.

ing a small town school band
the band director himself. He mUSl
pect to spend many hours at wo:t
planning and organization outsioif
school hours, and he must come roO
full realization tnat the bandma!
job does not end with the school cb:
The never ending job of prepa:

soloists and ensembles for local
programs, of arranging special musicf
various school activities, of securingJ
sica! instruments for stUdents, of pll:
ning concert programs, of repairing
maintaining mUSical equtpment
dozens of other jObs which must be
outside of school hours are an aspect
directing a ~chool band which mU~'
recognized and accepted by the dire:~
The band, ii;s soloists and its enseIIIlt
must be integrated and coOrdinatej ,
the life and activity of the com!l1J11J
The small town with its closely knjt~
tern offers this opportWlity of integra
to an extent not possible in a largJrt$
munity unit.
In concl usion if the communityJ:

.hire a full time' and well qualified (:.1'
tor for its school band if the ~',~
administration will coOp~rate in ,5et~
up a workable and satisfactory sC_:eCX,

.and finally, if the director is ~:
really roll up his sleeves and work,!:'i
any small community should be a.bJe:
develop a school band of which It

be justly prOud.

R,lkS()n~...i,,1i1RUtI,"I!,; Pk:hll\ '0;

;';".P""",B.'I"""'"

(',,1,.11
('~"l;~"

LOUISE ROBYN
TECHNIC TALES-Book 1 ", $0,75
Introduces 15 essential. prill<;lples In first year
piano technic coordinating mind, eye. and hand.
Illustrated.
TEACHER'S MANUAL TO TECHNIC TALES-
Book 1 . .
TECHNIC TALES-Book 2 .
Continuation of Book 1 WIth 15 lessons fur
second year study including marcato chords
triads twa-note slurs, etc.
TEACHER'S MANUAL TO TECHNIC TALES-
Book 2 , .•...... , .. "., .
TECHNIC TALES-Book 3 (Chord Craftersl.
ROBYN-HANKS HARMONY-Book 1·, .' ....
A Junior Course, for students of any age, I~
written harmony, keyboard harmony, and ear

UOiB~n~:HANKS HARMONY-Book 2
ROBYN.HANKS HARMONY-Book 3

~nEci~fe~~,r~~~~ is' iitt·l~ '~elodj~s' for' ~~~Iy
training in note reading,
ROBYN-CURL ITT .,... . ...........•.•
ROBYN-HANON .
ROTE CARDS ..

~ Fine Album for
Young Piano Pupils
NATIVE
AMERICAN AIRS
FOR PIANO SOlO

Compiled by RUTH BAMPTON
Arronged by WILLIAM SCHER

OUR

A Collection
Every Pianist
Ought to Possess-

THE DITSON
ALBUM OF

PIANO SOLOS

MARY BACON MASON
fOLKSONCS AND fAMOUS PICTURES . i"
First, instruction in notation, rhythdm, d~res~
etc. Cut~out pictures· and flash car s a In

terest and value. N
fiRST CLASSICS AND fOUNDATIO

~~~~ONy~ar' '~~i'er;~\' . i'n'ci~di~'g' ';in;~iifi~d
classics and elementary harmony.

~OfTrsrpY:~~ method e~P~cT·iaH·I'IEYfp~~~~~8 'to '\'6',
ADULT APPROACH TO .. , ...
flASH CARDS .. , ... , ... , ..

BERNARD WAGNESS
URSE PREPARATORY BOOK ....

~IAN~o~~al a~ practical procedures base~

o~~he la'f':~d~~gP~rSjr~I~lgy~c~~~~~~~~;· ~i~hpedagogy

beg,~~er~OURSE_Book 1 ., ,. ~

~~din~ cak'd' bc~~~rih;~;.~r;;; ~g~I~~~;e~~!~gmlc drills, ey a , .

~~~~M~Ltla~OOK_S~pp·lelTlentar.y ,; t~ .. ~i~~~
Course-Book 1 ..... "i· . .
PIANO COURSE-Book
PIANO· COURSE-Book: 3
TECHNIC fUNDAMENTALS
SECOND YEAR ETUDES ...
For developing,sfyle and .,accuracy.
THIRD YEAR ETUDES .....
EICHT CHORDAL ATTACKS,: .... il' :~hord~
Fourth grade material .coverlng a
attacks.

JOSEPHINE HOVEY PERRY
PATH YO THE PIANO .

PLEASURE terial using the black 'keys .as
Pre-s.chool n;:';ach. Familiar rhymes and stones
!h: ~~r~~eaPfaundation instruction.
In r ORK fOR BEGINNERS .
BUSY: .W k furnishing entertaining ~nd in-
A wntlng boo k f r young piano begInners.
structive busy-war, .. a ' .
MORE BUSY WORK .. , ilY··· .
THE HOUSE THAT IA~:ri~IU cove~ing reading
Clever p~eParatofry m;ctaves. Atfractiv,e little
and playmg, In ou.r
pieces and illustrations .

Every, pianist delights' i.n
plaYing EngelJ.1:la,~n s
'Russian Dance, The
Pines" (Matthews).
"jeunessc" (Manney) and
the effective piano solo a~·
rangernents of Cadman s
"At Dawning," Cowles'
"Forgotten." and Bart-
lett's "'A Dream. These
and almost a dozen others
are presented In this al-
bum, All of the compost-
tions are within the cap- .
ability of the average pran-
ist. Ideal for students rn
grades 3 and 4 .

Price, $1.00

A" this country was developed into a great nat.ion many
w;re inspired to put their experiences, emotions -. ~nd
yearnings into song. These songs started on pralq~s, .
mountainsides, plantations, sailing vessels, c~n~l patl-iscietc It is such songs-some lusty, some plaintive, an
sOl~e carefree-that have been selected and .arranged ~ol
this collection. There are 20 nUl!'bers .t~at C~lldr~n .as \~el
as adults with only limited playmg ability \~lll ~n.Joy<7bemg
able to render on the piano. They are chiefl y m .arades.
llh and 2. There are illustrationsaand texts are given In

score.
Price, 50 cents

.75

.75
An Album of Easy-
To-Play Piano Pieces
With An Especial Appeal

WHEN WE GO
TO CHURCH

<15 HYMNS MADE EASY TO PLAY)

By EVELYN TOWNSEND ELLISON

.75

.75

.75

A Uttle Collection
To Delight Very Young
Piano Pupils-

FLOWERETTES
By ASTRID RAMSEY

With Verses by .MABELE. OKERLUND

This book. of dainty first grade pieces can
be used very easily. with yo~ngsters 1o. the
first months as plano pupl1s. Its ~flght
flower decorated cover is a pronus~ ?f
good things fulfilled by the pages w~thll1
the book, which give fifteen sho!'t p.leces
each with text and al,1acc<:mlf;>anYlpgl!lus-
tration appealing to Juvenile lmag1O.atlO~s.
'rhe physical make-up o! th~ book IS. Wlth
the oblong page size ,yhlCh IS so deslfable
.lor youngsters.

Price, 50 cents

.75

.75

.75 Since the general r ule is that par~nts
who w'ish to give their children ~he tt llly
good thin.g.s of life such as mUSic _stu.dy
opportUnities usually are Church gOlllg
individuals, it is natural t~at hym.ll p~ay-
ing on the home plano IS a dehgh t to
them. In having the chance to please
their parents young students also afford
themselves real enjoyment wIth· the
playing oi hymns they have learned to
love. 111ese arrangements rnn lU the
grade 10. to grade 2 ra~gc,

Price, 75 cents

.75

.75

.75

1.00

1.00 •
.75

1,00
1.00 III~II

J·.'~~_~PI"'NO Hf',I£S

Title Grade Key Composer
EXCELLENT At the Barn Dance (2) (G) , .. Wagllcss

At the Derby (2) (A minor). .Northup
PIANO TEACH~ Beautiful Dreamer (2) (D), Wagncs.>

ING. PIECES Castillian Dance- (2) (F),.............. ,Navarro
Cello, The (l Yz) (D) .... "... . .. Wagness
Davey Jones and the Pirates (2) (G mmor) .. Fran!(lin

SELECTED AND Em. F,olic (2) (F) Wagam
Flying on the Clipper Ship (2 Yz) (C). .Hastings

HIGHLY RECOM- Hail King and the Snow Queen. The
.AdlerENDED FOR (2) (A minor) .

M Hobgoblin. The (1) (A minor).. . .. Wagncss
R .. WagnessTHEIR TUN& Home on the ange. - ... Pelham

Hymn to the Sun (2) (F) ... , ..
In a Starlit Garden (J) (E-flat). . .. Federerrut AND In Old Vienna (2) (F) ..... ,.. .Wagness

APPEALING In the Sultan's Palace (2 Yz) ~A mmor). ·.Nason
Indian Rain Dance (1) (A romor). .Stockbridge
Little Brook A.Murmuring (2) (C). .Piaget

QUA~ITIES Magic: Forest (3) (E.flat)..... . .... , .Wagness
March of Victory (1) (F)..... .Wagness

.ParnellPing Pong (1) (F)
Plantation Serenade (2) (C) ,Wagness
Sandman's Song. The (2) (F). Bruce
Sea Chantey. A (2) (A-flat) Wagnes.;
Shadows in the Water (1) (C).. . ... Fleming
Shadows of the Night (3) (~)'.. ,Podeska

.5.

1.00

.75
1.00
1.00A.
.75

.75

.75

1.00

••• Each ~n individual
sheet music -
publication •

.75
•75

Price
.30
.35
.30
AD
.30
.30
.30
.35

.35

.35

.30

.30

.30

.30

.<0

.30

.35

.30

.30

.30

.35

.30

.30
AD
.35 I
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