ERIAK
NN,

—FAVORITE PIANO FOLIOST]
o e é% Kouenger
o |} CHOPIN FOR THE YOUNG—

Eleven widely used Chopin masterpieces
arranged by Leopold W. Rovenger, 3/4,
4/4 and 6/8 rhythms—simple keys. An
excellent crosscut of Chopin’s works
suitable for students (children and
adults) working in the early grades.
Splendid annotations. Price, 75 cents.
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Excellent easy grade arrangements of
popular light-classical favorites.
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LITTLE CLASSICS
by Leopold W. Rovenger

A splendid collection of easy arrangements of famous standard classics.

Price, 50 cents.
NUTCRACKER SUITE, Tschaikowsky
Arranglg}::l by Leopold W. Rovenger
is charming and ever-popular work is here intellizently b ht to th
of young players. The pianistic difficulties which hgave z’onlf‘iol:legd th;)s 'n:;l:lelr::
to advanced performers are cleverly circumvented. Edited, fingered and
phrased so well that the student can move easily through the entire group of

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

A choice collection of forty-one of the world’s most bel
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Carefully edited and fingered for players with limited ;);:nnric
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ligious selections.
. Price, 75 cents.
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USRS HOUSANDS of men

and women, if they set

down their “true confes-
sions,” would laughingly re-
N Oifocd B veal that in their childhood
wm“ﬁm days the ambition deep in their
THEODORE PRESSER hearts was to be “the leader of
L e the band.” Perhaps this is only

a musical manifestation of the
C)onlenld /Z)r 7/”arcé, 1945

human instinet for leadership,
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or of the 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
Arthur 8 Getettf primitive impulse toward ex-
Objectives of Scale Practice.................... . Ch,::'l:rw;:: 1 hibitionism, which even with
Doron K. Awrmef the aborigines expresses itself

“I Want to Be the Leader of the Band"...

Editorial
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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.

More Musical Therapeutics..uu..e...oes..snnren. ..., F

Developing a Band in a Small Community..............
What a Business Man Learned from Piano Practice
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How Strong Is Your Foundation?
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........ Paul NetiF our talents, and our labors, or
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Kenneth L. Bovet
..Royl G. Knight!§

................................... Dr. Karl W. Gehrkeni conductor’s baton. Or we may, as did Eugene Ormandy in such
...... S. J. Woolf §

Life goes on, and through
the mystery of Destiny we all
fall into our places, not always
Dr. Guy Meietf Decause of our just desserts,

Meredith Cadmas |

A MASTER AT WORK—IS THAT C# OR D#?
Eugene Ormandy, noted conductor of the Philadelphia Orchestra, examines a score

----- Povla FU8 S hecause of the lack of them.

| our assigned roles in the great scheme of things. Musically speak-
ing we may perhaps find ourselves sitting in the last chair in the
Harold Berki ' Violin section, working in vain to move up to the shadow of the

of music.

a position in the orchestra of Broadway’s moving picture palace,

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

Some years ago we dined with Mr. S. L. Rothafel (Roxy) in
his apartment atop the Roxy Theater in New York. Other guests

MUSIC L L iy e e ik e e | “The Capitol,” attract the attention of such a conductor as Erno were Amelita Galli-Curci, her Welsh-American huslganc! and bril-
Classic and Contemporary Selections Rapee and find ourselves moved up almost overnight to the posi- liant accompanist, Homer Samuels, and Estelle Liebling. Roxy
Silvez A e Ralph E. Marryt 8 tion of concert master and then assistant conductor, leading to announced that he was going to conduct the theater’s symphony

............................................. Clarence Kohlmans!
....................................... Viadimir Scherof!
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Arietta (from “Eight Lyric Pieces”)
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............................................ Robert A. Hellani!
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.............................. E. S. Hosmer!
..Sidney Forre
..Sarah Coleman Bragdon ¥

Nelle Stallings Scales '8

. .Elizabeth GestIl

4 4 at Phila, P
right, 1945, by Theodore Presser Gos for

. » Ecuador, El Saly g icaragua,
Paraguay, ch_usbhc' of Honduras, Spain, P(arl\: Jfg(r{ %ﬁt:un:avh’ ga:;ﬁ:'xd Nﬂi;
£xfa R year, ‘AH other countries, $3.50 a year. Smgicv copy, Price 25 cents.

| the channels which, through years of hard work, have brought
'him to his present high position envied by most of the world’s

| way to the podium, you at least know that if you have the gifts
‘and are willing to work and to navigate the seas of Destiny intel-

It is, however, the “If” which makes the game interesting. by observing conductors.

stacles in the way of the conductor. Here are some of the things
you must expect to acquire:

1. A knowledge of the principles of culture, philosophy, world
history, and the needs and desires of man.

;0 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.

. 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,

Nicholas Douty If

MARCH, 1945

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

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
(0ld 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 thg Metro-
politan Opera House Orchestra, Mme. Lillian Nordica and Edouard
de Reszké, 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)
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E ALL KNOW that a 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) first
stood up, he had to keep his balance. It took time
to learn to do this without hanging onto something.
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 “beats.” 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 sea-sickness, 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 understanding
of rhythm is remarkable.

Man is a two-footed animal. 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-one-one-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
drill-sergeant 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-
bounded 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-, quarter- or half-note,

But a measure is a measure, a unit. Whgtever- 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 g
distinctive pattern, such as the “tum-tata, tum-tata”
in Rubinstein’s two beat measures of the Melody in F.
In that case, the tum-tata becomes g “rhythmic fig-
ure,” a quarter-note followed by two eighth-notes.
Measures, like beats, go in bairs, or more rarely
in threes. If our meas'ires were called feet, like thé
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poetic unit is, then two measures would make two
feet. The rhythmic figure within two measures may
be the same as in Melody in F, 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
measure 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 g 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 Melody! 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 BCDC, CDED,
and so on, though such batterns 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
motive.

rhythmic motive, Ang S0:
PHRASE 1: Motive 1, Figure 1: Should Auld acqain-
I e Figure 2: tence be forgot:
Motive 2, Figure 3: And never come
Figure 4: to mind?
PHRASE 2: Motipe 3, Figure 5: Well drink a cup
: Figure 6: O’ kindness yet,
Motive 4, Figure 7: For the sake of Auld
Figure 8: lang syne.
The two phrases make a section. While the rhythmic
nt, the melodic figures built on
never twice the same. Another

“FORW ARD MARCH WITH MuUSsIC”

section follows to complete the period
condition exists. Thus the rhythmie ;‘:&
unity, and the varied melodic patterns Bitey,”
Figures 4 and 5 are short, a MMQ? 3
being used for “mind” and “syne” mam;’.

rest at the end of a phrase is a “dmﬂordi

“half-close” if it leaves us expectant

stz The “Vochestra'—A New Musical Lombination

This brings to light another factor. Just
measures, figures and motives, must u
must phrases. The effect is one of statemey : :
response, or more AU antecedent ang ) is. the second of two independent conferences wifh‘fhle
quent. This gives symmetry o [ Th{sina] and sensationally successful conductor of Waring's
phrase-structures throughout the whole comy ;Z,gnsylvaﬂia"sr which h?s grown frs:m. a group of ffozr ;;Iayel;
tion, for sections and periods must balance jj.. two banjos, @ mandolin, and a v:olm).flo ?m; IOI I;‘ e ar_fge:l

This symmetry of phrase emphasizes more B usical enferprises of the hlges. Tlhe ;;rht;’_esf:s :,f ;:1’ pwi:?ng
the respective functions of rhythm and melody Radvice for _feachers znd /70 ers.be:n qe"s:{ngif;g band.”
rhythmic figures, motives and phrases give fm.Bold vhy his group has always
to the structure, the melodic figures, motiy,
phrases resting on them may vary with mood, {4
ing, or even just for variety. The opening phry;
The Star-Spangled Banner is formed of g
notes; its answering phrase is formed of scale.;
the rhythm holds it together. There is tension
the melody rises; relaxation when it descend

&,

7w T HAD LONG SEEMED to me that. the' right com-
i bination of the human voices with 1nstrgxqents
Occaslonally, we have a three-motive yd2 had not been generally developed along artistic af
usually balaneed by phrases of ‘two motivesiy il as rational lines. Of course there have been rnomiln
usual way, for the human mind does not adjufinentally fine chora! and orchestx:al performanc‘&}fave
self readily to motives or phrases in threes snfihe world for centunfas., but these, in many cases(,1 -
expected example is the tune of America. It hufbeen occasional renditions of specially rehgalrse 1o e
measures, three motives each of two measures fyffforios, given by groups frequently composed largely e
first phrase: mateurs rehearsing once, or at the most, twice a weﬁis:
1. My country ’tis of thee, When a composer writes a score, he h?.s mhich
2. Sweet land of liberty agination a sense of b_alance_ of tone color wTh ;
3. Of thee I sing. je employs to consf,ruct his musxcal‘ cqmposmon. : }?e
Following this are two motives more of the ufis, he uses an English horn for plamthehtngSéx?rsug-
rhythmic pattern, but the final phrase, “From aféboe for an acid or astfmgent eﬁfact. de - rg Frrie?
mountain side, Let freedom ring,” has two motimfgests reverence; the .woloncello is usec e o0
different structure. ones; the trumpet is emplqud principally fo -
In music unrestricted by functional use, howftimulating character; the violins for their singing
more freedom is possible. During the -eight] 5
century, when the minuet first crept into the sonst
symphony, composers began to play tricks with
rhythms. A notable example is the Minuet in {
G-Minor Symphony. It is framed somewh
America. The opening section has two p 3
six measures and one of eight. The six-measure|
consists of two motives each of three measures, i
only two figures are used, (a) and (b):
Ex.1

Es=s=c—=r=r
T } $ 7
R ey ——— —
S ¥ =
oJ L T T
a b
i ______________......__._.._..__.:......_~_\ |

s

{ 188
J8
H+H

’ " o —— i
' ': -
1 1

E’ - i
a b

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

~
.
T

=GR T b
One more phrase is still needed to balance, #
the ending of America. Here, Mozart breaks off 'y
the. established rhythm completely, giving the pi
emphasis by using quarter-notes only:
Ex.3

= — T

as Mozart! His melodies are &

Mmasterpieces of delicately balanced and contt®|
figures, motives ang phrases, and use of the elél]
of surprise, as in that last phrase!
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SECURED EXPRESSLY FOR THE ETUDE BY ANTHONY DRUMMOND

values, their sweetness, or their brilliance. Th_e I‘lum'an
voice, the greatest of instruments, also has distinctive
colors, and these colors vary even in individuals.

Necessity for Tonal Balance

More than this, various compositions seem to call
for g distinctive kind of tonal balance. Herg the human
equation enters. It is by no means the ideal of .the
fine choral leader to have a chorus composed. of voices
as identical as eggs. In fact, just the opposite.is the
ideal. Tt is this which gives “character” _to the chorus,
if the voices are uniformly of high. quality. Theref.ore,
the skillful conductor, through mnun:xerab}e trials,
finds that he may have to have certain v01ces'take
different parts. Some may even be asked tp 'keep 'suent,
or they may be placed in different positions in the
chorus. The deep bass voices may have to stand where

WARING'S PENNSYLVANIANS
“FORWARD MARCH WITH MUSIC”

their voices will not be subdued in the tonal mass when
they are called upon to sing in the less dorr'xinant parts
of their vocal range. Indeed, this may require constant
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 orfly
occasionally because such effects require the daily
year ’'round association of the orchestra and tt}ev
chorus. They cannot very well be employed spasmodi-
cally. Bob Shaw, the able trainer of our glee club,
rehearses hours daily to get the right color, the r¥ght
nuance, the right expression, and most of all, the right
balance for our singers. In addition to this, the mat-
ter of enunciation is all-important. The system We
have developed has attracted wide attention. It ’1s
based upon phonetic syllables (called “tone_syllables’)
which affect both vowels (Continued on Page 166)
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Uhjectives of Scale Practice

Why Is It That the Student Who Has Had a Thorough
Training in Scales Can Be Distinguished Immediately?

éy Céeéfer Z?arm'é |

HE TREMENDOUS INCREASE in piano study

I 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
brogress 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
vaiue 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
hecessary 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 the piano we find that scale technic is really g

combination of three different technics. There must

be correct finger action, correct sideways thumb mo-

tion and correct motion of the fingers and hand back
a,nq 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 bractice and also simultane-

Newly Appointed Head of the Piano Department
illinois Wesleyan University, Bloomington, Illinois

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

PRESSER HALL AT ILLINOIS WESLEYAN UNIVERSITY

literature as a whole at the
that the number of measures of scale Passages con-

stitutes a small fraction of one per cent of the total.

Does not this show that the technical objective of
scale practice is, to say th

> e least, greatly overrated,
p.rov1ded of course that the student, by the more effi-
cient method of practicing separate exercises, has
thoroughly developed the ve

' / three elements involved—
ﬁngoer action, sideways thumb motion and hang Cross-
ing?

Let us consider further the meanin,;
“at home in any key” with which we
described one of the values of scale
not mean the ability to look at th
see only the notes of the scale in wh

bresent time we may say

g of the phrase
have previously
bractice. Does it
e Keyboard and
ich we are play-

“FORW ARD MARCH WITH MUSIC

ing at any given moment—that is o 5
scale? Or, to carry it still further tovjmh‘
scale with the mind’s eye in a mental Pictuys
keyboard?

It is this effect of scale practice Whichixa@v
of greater value than the technical, since fp, .
elements of scale technic can be mastereq
in separate exercises. This result can be gbtai A
out including the two additional dim‘-'ultiesonw'
technic and fingering simultaneously with the

Why is it easier for students to leamﬂmmé
compositions written in the scale of C than iy,
keys? Is it not because they can easily gee {p, |
which they are to use by thinking of the ke,
as made of white keys only and ellmlnaﬁnx thé‘»";
keys from their thought? |

The well-trained pianist who plays confige:
any scale and modulates confidently from o,
other does so because of the basic fact that
instantly and accurately see the keyboard as:
up of only the notes of the scale which he i
at the moment. Only when this can be done
possible for the student to put to practical use i,
in ear training and harmony, because the natx
is playing have no meaning to his ear except &
are related to a scale,

An Elementary Illustration

In emphasizing this point to students the
has often used this very elementary illustration:
the student seated so he cannot see the keybou
note D is played and the student is asked the:
name of the note. Of course he cannot name th:
unless he has positive pitch. The teacher then;
the scale of E-flat, following it after a shortn
with the note D again. The student is now askeis
scale tone has been played and he can usul
promptly “the seventh.” He is then told that
was E-flat and asked what the letter
seventh note is and he says “D”. The fs
ear will tell him what notes are played if |
the scale, is pointed out to him. If he has
relative pitch his ear will all
him what scale tones to play
is visualizing the scale on the
he will know immediately what
strike.

He can then be shown that tons
no artistic meaning except in
relationship to a scale. In order
terpret a piece artistically he
visualize the scale in which he is}
ing, so that he will instantly rec
the relation of the notes he is il
to that scale. An extremely simy
lustration of this fact may be
first playing the scale of C and #
short pause playing the note B
pointing out its active quality &
seventh note wanting to progr
the eighth; then by playing the &
B and after a pause striking then
again its quality of rest in that
can be shown. In other words, th
dent can grasp the fact that the
B by itself has no artistic me
but as it is related to scales its me
varies; for example, in C it b
quality of activity. While in B i
the quality of rest.

This reason for visualizing thes
on the keyboard is especially val
students with positive pitch who hear notes as &
of varying pitch unrelated to scales. Such students
not interpret intelligently unless they relate the’|
to :.i.scale and thereby hear the quality which
bositions in a scale give them. This js not only i
single tones but also of chords. To use another ¥
§llustration, the triad C, E, G, has g restful @
in the scale of C as its tonic chord, but when it 8
as the dominant chord of the key of F, it has&
tivating quality.

: Since music consists of sound waves, the ear '
in all cases be the means of identification and ¥
bretation, just as light waves from a painting?
bossible the identification of color and form If
eye. The identification by the (Continued on Pagt’
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QUIZ KID
MARIAN
BROWN

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

QUIZ KID
GRADUATE
CYNTHIA
CLINE
Brilliant music
student (now
eighteen) at the

Chicago Musical
College.

MARCH, 1945

QUIZ KID
LONNIS LUNDE

Pianist (now
eight) 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
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 Quiz hids Make a Remarkable Showing

éy ﬂ)oron J( _/4nlm'm

The Joe Kelly "Quiz Kids" have sfarf.ed an amating interest in
a procession of children whose "I. Q." tests have been an inces-
sant source of surprise to the public. T.he facf f_haf. many of
these children stand exceptionally high in music is significant.

and general intelligence? In other words, if a per-

son r%as a high degree of music talent, is he llkely
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 coodrdinate qmcklsf 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 wqu]d seem to re-
quire a higher 1.Q. However, this was just an assump-
tion; we had no facts to back it up. Recently we came
upon a body of evidence that goes a long way to prove
the point; namely, that high music talent ang h{gh
1.Q. are blood relations. This should be of special sig-
nificance to readers of THE ETUDE.

The first finding comes from the ﬁigh Schoo'l of
Music and Art in New York City. One of the unique
institutions of its kind in this country, thg most tal-
ented music and art students from all the high schools
of greater New York are selected for attend?.nce herfa.
They specialize in music or art and continue their
regular academic high school work. I t has bee.n found
that the 1.Q. for music students at this school is elevgn
per cent higher than the general level for students in
other New York high schools.

“FORW ARD MARCH WITH MUSIC”

IS THERE ANY relationship between music talent

Even more striking testimony is offered at Magdalen
College, Oxford University, England. Ten per cent 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 tak«? only
twenty-five per cent of the honors. And this is pot
merely for a short time but for a period covering
thirty years.

With the Pre-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 psychologi_sts
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. No.t—
withstanding that music geniuses in many cases b(_egm
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 teaching
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-
lic 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 Judy.” “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 any one 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.

Music Talent Analyzed

Mental alertnezs 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
consists of a number 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
they have qualities of greatness in other fields. One
thinks first of all of Paderewski, who became Premier
of Poland. Fritz Kreisler might have become a noted
mathematician had he chosen to follow that science.
He is one of the few men today who understands and
can explain the Einstein theory of relativity. Josef
Hofmann might have become an inventor, as he has
patented 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 Possessed. the
mentality and outlook of a man of thirty. When ‘he
was eight and a half years old he was examined by
school authorities of San Francisco and Pronounced
ready for high school. And yet he had never attended
school, his parents looking after his entire education
At that time he could read and speak three languages.
and was reading 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

amused him greatly and he showed extraor_dinlar_\li
skill in this subject. He was writing to the editor o
the Nation on controversial subjects.

And in Other Fields

On the other hand, what do we find among ?OFed
men in other fields? Albert Einstein isea skilled v191}x1-
ist and could no doubt make a name as a musiclian
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-
temporary for details. The latter rhapsodised on the
accomplishments of the great Einstein. The cup_re—
porter, thinking he referred to Einstein the musician,
proceeded in his report to play up Einstein as the
greatest violinist since Paganini. 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

Here 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-
fessor Edward L. Thorndike of Columbia University
claims that music study will not give one capabilities
or skills in other fields. For instance, if you play the
piano, you will get finger skill for that instrument
but not for the typewriter. On the other hand, Dr.
Charles Eliot, former president of Harvard, has said:
;“l\léusic rightly taught is the best mind trainer on the
st

Centuries ago Plato considered music study an es-
sential of education. We have seen that the tots in
Blackman’s orchestra were double promoted on enter-
ing public school. Assuredly this was due to the sharp-
ening of their mental faculties by the music training
given to them. Assuming that music study does
sharpen the mind, one can well ask why. Playing an
orchestral instrument involyes three senses; sight,
t(.)uch and hearing. It calls on the intellect for con-
ﬁxderations of time and rhythm; it demands a Cco-
ordination of the three senses with an instantaneous
muscular response, a correlation of faculties required
of‘ no other activity except perhaps that of receiving
wireless messages and writing them on the typewriter.
Assume mathematics to be on such a. basis. If a stu-
dent could work out g problem marking down the
ﬁgures on a sheet of paper in regular rhythms, accent-
ing the first of each group in continuous pulse without
stopping until he arrived at the answer, he would
have a mental task similar though not so complicated
as reading a piece of music at sight.

We haye seen that music talent ang intelligence
are definitely related. This suggests other questions on
which further inquiry might be advisable. For in-
stance, if pre-school music study is such an all round
benefit to the child, why isn’t more of it done? 1f
enough evidence can be assembled to prove that m.usic
study develops the mind, it will at once become g
“must” of education.

. The Evidence of the, Quiz Kids :

Consider also radio’s famed Quiz Ki Yavi
: ids. David Davi
eleven, who spudled violin from the age of fou?wiss'
the most musically talented in this group ;
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pianist. Shelley has perfect pitch and hisknw
of opera and classical music has muw&:
their eyebrows. s
Lonnis Lunde, eight, has perfect piteh gy
the piano with skill. At five, he began eomy,.
now has an impressive little repertoire of y "
piano pieces, ;
Marian Brown, eleven, studied the pian, 7
than eight years and can also play the harp g
She sets her own verse to music. Her bmme,\m;
the Army—and her mother also mm'l'ben-
family has a home orchestra, every mﬂnberph
an instrument. )
Philip Marcus, eight, is a talented Planist;mm
Porter, eleven, and Richard Williams, { s
perfect pitch; Ruthie Duskin, ten, is an exg;
opera.
Joan Bishop, seventeen, a Quiz Kid graduy,
continued her study of music and now sings in . B
Spanish, Portuguese, French and Russian Her .

Music and C’ulture.

Why Not Get Up a Summer Music Play?

UR FIRST NAME for this creative venture was
“Summer Playing School,” but the children
themselves have re-named it “Play School,”
or, they say, “We have so much fun, it’s more like

play’ than ‘just playing.”” That in itself is an in-
jictment against us as music instructors, isn’t it? For,

repertoire includes fifty arias. She is now sigu 8 en children no longer think that “playing music”

USO canteens.

Concurrently with her studies at Northwestem
versity, Cynthia Cline, eighteen, another Quyj]
“grad,” is studying harmony, composition and b
of music at the Chicago Musical College.

‘[ Want To Be the Lead
of the Band”

(Continued from Page 123)

After all is said and done, great musicianship §
not, in itself, insure a great conductor, Both Schum
and Wagner are conspicuous instances of this 0l
occasionally do we find that the renowned &
posers shine as conductors. In fact, many o
most famous wielders of the baton have domes
prisingly little of permanent note in the figh
composing. The following eminent conductors ar
distinguished as composers: Halle, Litolff (i
his “Robespierre”) . Mottl, Hans Richter, Seid
Henry Wood, Sir Thomas Beecham, Wilhelm Gei
Emil Pauer, Albert Coates, Bodanzky, Iturbi, E
Reiner, Stock, Walter, Furtwingler, Colonne, L
reux, Golschmann, Monteux, Ormandy, Stokod
Koussevitzky, and Toscanini, Indeed, it would ¢
that the creative ability is seldom associated with
talents which make a distinguished orchestrl
terpreter.

Discipline, combined with the insistent detem
tion to get finer and finer results in presenting
composer’s ideals, is of course paramount in the
up of the great conductor. The conductor must ¥
mand the musical respect of the men he reh®
daily. He also may have their devotion, as di
powerful but gentle, witty, and diplomatic John M
Sousa who, when asked by your editor why it
that when he sent out a call to assemble his
players promptly left posts in the greatest of
bhony orchestras to join him, replied humorousf
pay them better than the other fellow does.”
with the men themselves revealeq that Sousa’s
secret was his fine, honorable, courteous att
toward his men. :

On the other hand, many conductors are det#
for their severe, arbitrary, sarcastic innuendos’
actual insults with which they lash their playes
rehearsals we have heard these blows upon tale?
performers, who have ro means of defending i
selves other than that of resigning. The condi!
defend this senseless attitude either through the 7
worn alibi.of temperament or by the curious
that finer results are obtained by keeping the orché
players keyed up to a high state of neryous sensii

After all, the great work of the conductor is
a.t the rehearsals and not by any means during !
time he is upon the podium at the concert
at that, he has the enormous responsibilitf

holding” under his hand the phrasing, the i/
the dynamics, and all else that makes i)
complete interpretation, (Continued on Page '
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s the high adventure we know it to be, we should
hange our methods. One way to recapture the gleam
s through the Summer Playing School.

The requisites are two or more studios with good

bianos, plenty of room for Eurythmics and games, a
blackboard and good rhythm instruments for rhythm
prchestra. Additional aids are a big yard, croquet,

prchery equipment, wheel toys, sand boxes, or any
ctivity toys for recess periods. If you have old lum-
per for staging, and a trunkful of costumes, these
nay be of help, but are not necessary for motivation.
Everyone wears play clothes. As much work and
lay as is possible is done out of doors under the trees.
A small tent in the side yard is a wonderful extra
tudio for modeling, drawing or plays, or a place in
hich to eat the picnic lunch on rainy days. Every-
ne brings his own lunch in a paper bag and for an
tra nickel, he has fruit juice or milk furnished
im for lunch. .
The children come on bicycles; roller skates, busses
nd taxis. They are invited to come anytime after
ine AM. and they may stay until three P.M. Even
D, we often find them sitting on the front steps wait-
g for the teachers to arrive at an earlier hour and
three o’clock we have to incist that they leave any
hfinished project until the next session. The pupils
e six to twelve years of age, with always a few older
rls. helping us. The secret of the: success of the en-
brprise is that all codperate on the larger projects,
ch as musical plays, recitals, Eurythmics, and
hythm Orchestra, but each is urged to contribute
¥me special idea to the pool of ideas. Every sugges-
on is respectfully considered. If sometimes, for in-
ance, suggestions for staging a play in the yard are
0 elaborate the teachers are not perturbed, for they
OW energetic “stage hands” will find simpler ways
doing things as time for the presentation draws
bar, The same is true of costuming. The mothers are
Ever invited to help.

A Flexible Schedule
In a summer play school with two adults teaching,
'€ schedule itself may be very flexible, but for those
0 have never managed one, the following plan is
'Sgested. Divide your classes into older and younger
Oups for some of the activities. That is, all may have
€ same Rhythm Orchestra, Eurythmics and Ear

‘aining and Recess if you like, which would make

€ schedule look something like thi::
Younger Pupils

Chord building
Ear Training
! Eurythmics

A M. Handicraft
Scrap Books
Modeling :
Rhythm Orchestra for all
Lunch period for all
‘P- M. Rehearsals of Special ensembles or plays
%5 P.M. Recess for all

EM.  Quiet Hour

) A M.

LA,

9,

Stories of Musicians, Music History, Lis- .

tening- to the teacher or other pupils play
Older Pupils

Sam Paint Posters
Music Scrap Book
* Modeling

4RCH, 1945

D))

/

Lecturer, Composer, Teacher

Mrs. Todd was formerly head of the Public School Music Department of the Idaho
State Normal School and past Dean of the American Guild of Organists, Oregon

Chapter. She is a composer of piano tedching materials.

ESTHER COX TODD

10 A.M. Chord building
: Rhythmic Dictation
Eurythmics :
11 A.M. Rhythm Orchestra for all
12 Lunch period for all
1 P.M. Planning of future recitals or special en-

semble-group practice
P. M. Recess for all
M. Record parties
- . A good record party is always the result of
each bringing his favorite record
- Make this a real “listening” lesson

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 Play School
if the teachers have time free to do so. This is only
practical where there are several teachers in the school,
and it relieves the pupil from extra transportation.
The Rhythm Orchestra is an invaluable part of our

summer program. Even the youngest children can play

in this. We have good drums, a xylophone, bells, tam-
bourines, and cymbals. Also many of the children play

"FORWARD-MARCH WITH MUSIC”
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other instruments, such as violin, violoncello and flute,
but such instruments are not necessary or even ad-
visable for use in the beginning. These are held as tan-
talizing and tempting awards to play, when they. have

learned to follow the 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:children 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 the “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 Marigzes
Hymn, Anchors Aweigh, Sousa marches and Strauss
waltzes are especially favored.

The Value of Eurythmics

There was a fine article in THE ETUDE, January 1944
issue concerning “The Lure of the Rhythm Orchestra”
by Eula A. Lindfors. Refer to that for additional sug-
gestions.
. Eurythmics should be a part of every music lesson
but this is-not always  practical or possible. .Since
Eurythmics are so much better given in a:group, 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-
ing thing. It is much easier to understand the meaning
of -dynamics and marks of expression such as accel-
erando, or ritard through pretending you are a train
starting and stopping, than it is to just “play faster”
or “slow down.”

It is an amusing thing to hear a six year old ‘engi-.
neer’ shriek, “I said poco a poco accelerando, and that
doesn’t mean to go so 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 hear.
Three children standing an equal distance apart may

represent the major triad, root position; the middlz-

one -moves nearer the root, and we now have the minor
chord. Inversions and scales may all be built 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 “listening 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 instructive and interesting. A scr'ap‘i
book.may be any size or shape. In faet originality is-

to be desired. Some people have scrap books of auto-
graphed programs.only, others of composer’s pictures;
others of poetry pertaining to music, some feature
orchestras.and conductors. If (Continued on Page 134)
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Music in the Home

New Records Coming

L e

Federation of Musicians in August, 1942, was
lifted finally on November 11, 1944 when 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 justice of the peace finally
achieved was debatable. There was a period in the paist
sixteen months when the record companies’ protests
to the Government looked as 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. From people who have
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 time of writing, many of their latest recordings.
The period from November 11 up until about March
1st, 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 new year is Columbia’s set of Shakespeare’s Othello,
starring Paul Robeson with José Ferrer, Uta Hagen,
and the supporting cast which played in the Broadway
production 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
scholar has had too much respect for tradition.
Nietzsche once said that the more remote tradi-
.tlon’s. origin became, the more confused that origin
is. Miss Webster undoubtedly thinks of the theater
as being essentially a place of entertainment, and she
plans her Shakespearean productions to be enter-
taining.

Evgn though the recording of this drama leaves one
missing the expressions and gestures of the actors, one
fioes not play a single side before he realizes that this
1s an excellently integrated performance which lives
vividly. The three main protagonists are exceptionally
yvell suited to their parts. Mr. Robeson achieves dignity
in his portrayal and enlists our sympathies for his
passionate jealousy. His Othello is by no means ag
compelling as others have been, nor is it lacking in
forcefulness—it is, on the whole, a believable charac-
terization which often moves us profoundly. The Iago
of José Ferrer is a notable achievement; his is a telling
ch?,racterization, a subtly powerful one. Of the three
principles, he is the best reader of lines; his timing is
exceptionally good and the care with which he hag

THE BAN on recording, imposed by the American

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 réle 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. All 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 best
of the I'mmolation 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 codrdination
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 Liebestod from “Tristan and
Isolde,” played by the same orchestra. Toscanini’s
rendition of this music is the perfect fusing: of song
and drama.

Vivaldi (arr. Respighi): Sonata in D major; played
by Erica Morini (violin)’ and Max ILanner (piano).
Victor disc 11-8671.

This is a fine example of the classical sonata of the
noted Italian violinist Vivaldi, despite*some suggestion
of sophistication stemming from our own time in the
arrangement of Respighi. Miss Morini plays with poise
and stylistic 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 exploiting the performer’s technical abilities.
The opening movement is a virtuoso one, but the third
movement is a beautiful and enduring Largo, which
Miss Morini plays with fine feeling. In the animated
finale, Miss Morini achieves some admirable subtleties
of shading. Mr. Lanner is an able foi to the violinist:
a praiseworthy performer on his own. ,

Debussy: Suite Bergamasque—Prelude and Menuet;
played by E. Robert Schmitz (pia10). Victor diS(’:
11-8694.

Debussy endeavored in his “Suite Bergamasque” to
recapture the elegance and style of the great French
f:la\.ref:inists. With an adroit use of shifting keys and
individual harmonies, he poured wine into old hottles
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in a most successful manner. Mr. Schmitz, wh
renowned exponent of Debussy’s music, has abfl
given us the third movement of this suite—Clif
lune. In the latter recording he revealed himself &
of the most subtle players of that delicately nuf
music, and the recorders achieved a remarkably#
like reproduction of his playing. Here, the pif
seems less successful; there is by no means as?
subtlety in the performances nor is the record
good. By and large, the pianist tends to a studieds®
which precludes a full revelation of the music’s t
Yet, one believes Mr. Schmitz’s precision wolf
more profitable for the piano student than Mr.GE
king’s more fluent playing which brings out the m!
charm. The latter quality is an elusive one whit
student should not attempt to emulate.
Gould: Boogie-Woogie Etude, and Blues (Ame
Concertette); played by José Iturbi (piano). 7§
disc 10-1127. !
Iturbi was the first red seal artist to appear
the Victor microphones after the lifting of the@
and this was the first Red Seal recording. It seell
us that the first Red Seal record should havet
more substantial fare. Mr. Iturbi has long beenk
to be an admirer of jazz, and here he shows hisid
to exploit successfully the medium. To be sure, M@

Gould’s two pieces are facile imitations of jazz, 5§
what reminiscent, but of their genre they milE
admitted as clever and effective. Of the two If
Boogie-Woogie Etude is the better; Blues is a®
tame imitation of its medium. Iturbi performs
pieces with technical brilliance and the recording's
Jjustice to his playing.

Handel: The Messiah—Hallelujah Chorus, an|
hold the Lamb of God; sung by Sadler’s Wells 0
with Sadler’s Wells Orchestra, direction of Wi
Braithwaite. Victor dise 11-8670.

Handel’s Hallelujah Chorus is one of his gof
and most stirring choruses; it comes in the oratt
the culminating section to the second part, and®
the spread of Christianity and the defeat ¢§
enemies. The other chorus is the opening num¥g
Part 2; it is g deeply moving Largo by a mal’®
kn.ew how to write such things. This disc is one ¥
brings us worthy and enduring music of which ®§
never tire. Sadler’s Wells, the home of opera in B¢
boasts a good chorus and a firstrate orchestr®
Qently equally at home in oratorio, this chorus &
itself most credibly here. The recording is well ¢F

Tchaikovsky: Legend—Christ Had a Garden 0f
No. 5; and Moussorgsky: Gopak; sung mmlﬁt ;
Nelson Eddy (baritone) with (Continued on Pi¢'R
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Russian Music To-pay

«reaT SOvIET COMPOSERS.” By Gerald Abraham. Pages,
98. Price, $1.50. Publishers, Oxford University Press.

Gerald Abraham, a non-Communist English. writer
upon musical subjects, has selected eight Soviet com-
POSETS, Dmitry Shostakovich, Sergey Prokofiev, Aram
Khachaturyan. Lev Rnipper, Vissarion Shebalin,
pmitry Kabalevsky, Ivan Dzerzpinsky. and Yury
shaporin, and after the presentation of biographical
notes, discusses their 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-
posers is timely and illuminating,

Wiar Suarr WE Teacu Topay?

«rgg Music CURRICULUM IN A CHANGING WORLD.” By
1illa Belle Pitts. Pages, 165. Price, $2.20. Publishers,
silver Burdett Company.

Lilla Belle Pitts, Associate Professor of Music Educa-
tion at Teachers College, Columbia TUniversity, has
combined the insight of a practical teacher with the
vision of a creative and constructive idealist in her
new book, “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

. system which would fit those needs. These she followed
. with charts, so that the teacher might have a working

plan to employ.
Miss Pitts, President of the Music Educators National
Conference, has a fine executive and administrative

. mind and no one could have written upon the subject

of curricula with more authority and penetration. She
realizes the great opportunity presented to music in
America in these words:

“We live in a country where the support of music in
the people’s schools is given on a scale unparalleled
in the history of education. This is not all. We are

. privileged to live in a land where more music is made

and heard by more people than anywhere else on
earth. We have, too, a flow of, sometimes vigorous and
much of the time, typical, popular entertainment
music deserving, and beginning to be reckoned with,
by so-called serious musicians.”

AmericA’s Porycror Music
“MEN oF PopurLar Music.” By David Ewen. Pages, 213.
Price, $2.75. Publishers, Ziff-Davis Publishing Com-
pany.

The music of a people is always significant. But what

- shall we say is the music of America, which is as
. polyglot as the great assembly of its peoples, races, and

even aboriginal traditions, which make up our home-
land. In this huge, dynamic nation, your reviewer has

always contended that there is nothing so representa-
. tive of the power and spirit of the country as !}lflle
| remarkable galvanic march creations of John Philip

Sousa, which have gained world fame.
From colonial days to this static hour of .chaos, we
have traversed surprising distances in music, but for

- the most part we have a kaleidoscopic result composed
. of more different types than any other count:ry of 1§he
. world. The music of Spain, for instance, while varied

in melody and harmony, is just as distinctive nation-

. ally as the bull fight itself, or the lovely tiles of Seville.
- But what has America? Look at this conglomeration

of contrasting talent 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-

John Alden Carpenter; Horatio Parker-Thurlow Lieu-
rance; William Billings-Ferde Grofé; Robert Stults-

. ‘George Gershwin; George F. Root-Victor Herbert;

H. P. Danks-W. C. Handy; George M. Cohan-Charles

. Wakefield Cadman; Dudley Buck-Cole Porter; R.

Huntingdon Woodman-Richard Rodgers. This is our
musical mélange and perhaps in a cosmopolite country
such as 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-

MARCH, 1945

Music in the Home

The Ftude
Lovers Bookshell

Any book here
reviewed may

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

éy ﬁ Weﬂec/iflt Cac[mcgn

strong, W. C. Handy. Meade Lux Lewis, Duke Elling-
ton, Paul Whiteman, Ferde Grofé, 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 “honky-tonks” of New
Orleans to the great symphony halls in American cities.

It must 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 Kern was a piano
pupil of Alexander Lambert, Paolo Gallico, and the
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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 Grofé 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.

Musicar. Evenines

“EVENINGS WITH 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 universal 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-
ord might have a sale for a few months, the educa-
tional records went on selling 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 with 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—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 “bulling” 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 mans 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-
drdination (but with no help from this
dumb, bugeyed rookie) our crew ties up
to the craft, and slowly tows it to shore.
;Thte mackerel, alas, are irretrievably
ost!

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.

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, hummed:
“What you do first is to strike a chord.
- - - Then you wait. . . . Then you strike

The Teacher's Round Table

Correspondents with this Depart-
ment are requested to limit Letters
to 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 T nhame who
posses this love-quality? Precious few.
And where are the young . -performers
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 gifteq youngsters in the

paths of high art? Think it over, Round
Tablers!
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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—chiefly of the late nineteenth
century—who tampered unpardonably
with the works of Bach, Beethoven,
Mozart, Chopin et al. 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 idio-
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-
usgripts are scrawled and blotted to the
poxpt. of illegibility, or several different
“originals” are produced. Take Chopin,
for example. His manuscript is often
scarcely legible, he frequently failed to
correct his own obvious errors, his works

were published simultaneously iy Pl
Leipzig and London—for each of w;
he sent a manuscript in his oy hay
not one agreeing exactly with the ofy.
Beethoven’s manuscript are SOmetiy,
indecipherable, clotted with g mag
changes, corrections and blots !
easy now to see why an editor-perig,
who has enjoyed great popular sy,
with the work of a master, is temy:
to alter and “interpret” according toig
own personal whim. Therefore, the ;'
safe course is through the collahoni
of artist and musiciologist, the one
ing as check on the tendencies andp;
judices of the other,
The problem is indeed a colossil

. How grateful we are for Mo
and Bach’s beautiful, clean, metio
manuscripts which almost never |
anything to chance! Yet how many il
oughly depraved versions of these pf
posers are being used today!
Why does such a deplorable situt
continue? Simply because uninteliz
students and teachers require the pi
and stimulus of being told by an ini
mediary how to “interpret” a comps
- This situation tempts the integrif
almost all the publishers and editors =
vitiates their approach. . . . Resu!
mass of disgraceful editions cluttn
up our music racks.
Wouldn't most of the obstacles fai
every one who wanted to print, s
or teach music would first be req
to sign a solemn pledge to “love, hif
and obey” the composer? Only &
would we achieve a happy union of &
poser and executant. Only then coul
pay a small part of the towering i
we owe the great masters. i

On Inconsistency

In a recent ETUDE interview a v
known pianist says this: “I do not

lieve that the advanced student s

Two paragraphs later, in advost
routine trill practice with various
combinations and accentuation, he!
serves that, “One may never have ¢
sion to finger a trill with the sett
and fifth finger, but practicing si!
position is very useful as a mean!
perfecting facility, and as a prepa
for any possible fingerings.”

TSK! TSK! Who is recomm?ﬂ{
routine (and useless routine) exet:
now?

All artists are inconsistent—mall
them flagrantly so. They indulge in®
tradictions with impunity, for h“’t,
long since acquired command. of ¥
technical resources they suffer no pe
when they disseminate unsound.co
Unfortunately this nonsense is acet
by students as the final word of’
thority. Let them beware the aiff ¥
siflage tossed off by musicians 00"
spur of the moment. Let them not &}
overboard their sensible, concentl
bractical exercises and studies o
artist’s flip say-so.

(Continued on Page 165)

spend time with routine finger exenl{
ilt

THE EIl

GIOVANNI BATTISTA PERGOLESI

* VINCENZO BELLINI

Musical Genius and Youth
by Poaul Vet

Well-Bnown Czech Musicologist

i i i i i ity of certain Heaven-kissed
Th i counting for genius. The amazing manner in which f{1e precocity of in s
cree;:o;; nga;r:;,':c;dg masfgrpieces is a phenomenon too exfrlaor‘du‘llciry tfo desc;:[;e. Ov:ld sf:q’::;; c{;::,as,
“Nothing goes quicker than the years” ("Nihil est omnis velocius") seems not fo apply J
sucz a,s gSc%uberg, Mozart, Mendelssohn, and Chopin, who before they were_fwenfy—f.tve, Iankﬁd with If":‘e
areat masters of all fime. In their days of concenfrated effort they produced in quantity as well as quality

more than many composers who lived twice as long.

gods love, they let die young.” We moderns
think this proverb is cruel and senseless be-
cause the 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
died young. They even felt that it was more fortunate
to be taken in the bloom of youth than to have to
endure long years of horrid sickness and poverty. To
symbolize this they created the beautiful figure of the
dying Adonis whose face expresses smiling sa.dness.
Smiling sadness, that is what we find so often in the
compositions of those who died young, particularly in
the works of great musical composers. ° A T
It is this very sweet sadness that the critics have
noted in Mozart’s Ave Verum Corpus, one of the 1a§t
works of the master who died so very young. His
prayer to be transformed in his own death-hour by
the blood of Christ is expressed here in incomparable
simplicity and grandeur. Mozart was probaply con-
scious of his own near death, which he gwalted not
with horror, but with peace and serenity. And we find
the same feeling expressed in the numerous works of
Mozart in the year of his death, in the many passages
of the “Requiem” as, for instance, in the Lacrymosa
Which Mozart’s pupil Stissmayer completed according
to the master’s sketehes; in the Clarinet Copcerfo; in
many passages of “The Magic Flute,” “Titus, and
above all in his “Opus ultimum,” the “Kleine Frei-
maurerkantate,” the finale of which, Easst uns mit

QN OLD GREEK PROVERB says: “Whom the
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verschlungenen Hdnden diese schone 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 English 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 the 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 influence of the Opera Comique.
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 ultimum.” In the
melancholy reconciling music of this old Easter poem
which expresses the pain of the Virgin Mary over the
death of her 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 Sebastian Bach,

MAX REGER
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Johann Christian -(1735-1782) 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 musie, 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
and 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 & child of mankind who knows how the angels sing
in heaven. Schubert knew that his earthly existence
was of short duration. His premonition or definite
knowledge of his approaching end is expressed in many
of his works, in his songs, his symphonies—perhaps

_most clearly in his D minor String Quartet “Der Tod
und das Médchen” 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 Create

Scarcely two years before he passed away, at a
time in which he felt his death-sickness in him, he
returned to the song he had developed in his young
years, in which he had sung of death the consoler.
And just as the dark powers of fate which threatened
his young life gave way to eternal peace, so this quar-
tet is the resounding exposition of death and trans-
figuration, of struggle and reconciliation. And also here
it is the sweet melancholy which so grips us in this
master work of the young composer; the inexpressible
grace of the dying Adonis. As in the case of Mozart,
Schubert’s death year was his most fruitful, creatively.
It is as if the genius wanted for one last time ‘to
gather all his strength together for a supernatural
exertion. So eruptive was his urge for creation, so
violent his spirit, that he forgot everything pertain-
ing to every-day life, and forgot his health, also.

Even on his death bed he did not stop working.
He felt thousands of unsung songs in him, thousands
of quartet and symphony themes, and sonatas, and
dances and impromptus, and operettas. In the case of

. Schubert, as in the case of all those who matured

early, including Raphael and Kleist, we regret their
early passing. We think of all the great hopes and
are not in 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,
evep ungrateful to those demons of suffering who
whipped those geniuses ever more feverishly to new
works and which forced from them in such a short
span of life so much that is unbelievable and eternal.

Schubert’s “Schwanengesang”—this name was given

to the most magnificent of his song cycles after his

death—contains such songs as allow the inexpressible
to re-echo the nearness of death and reconciliation
with death, as perhaps in Kriegers Ahnung the part
v_vhich goes Bald ruh ich wohl und schlafe fest, Herz-
liebste, gute Nacht. As his feverish heart beats in
bounding rhythm, the eighth-note bhrases of the piano
accompaniment rush along in breathless haste, as a
symbol of inevitable fate, to which Schubert knew he
was subjected. And the same thing is felt in the ac-
companiments of Liebessehnsucht, of Aufenthalt and
even in the Stdndchen, which appear to the superfi-
cial listener as the expression of only charm and
tenderness. The attentive listener hears the beating
rhythm of that demon, who invisibly stood behing the
master who was sick to death. “Kennen Sie eine lustige
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Musik?” 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 Lénge,” the E-flat major Mas§,
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 Bomanticists

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,
their inevitable fate. All have that touch of pessimism
in the philosophy of which Arthur Schopenhauer, the
romanticist amofg 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
and color never again attained, we should not forget
Vincenzo Bellini (1801-1835), who died at the age of
thirty-four, one of the most charming figures of
Italian opera, full of melody and sweetness. We must
also' think of Bizet, the writer of the most lovely
melodies of the French, who died at the age of thirty-
seven. Another notable example is that of Guillaume
Leken who died at the age of twenty-four.

If we wanted to continue our observations and
occupy ourselves more thoroughly with the problem
of youth and age in composers, we would probably
establish the fact that the “young” tended more to
the melodic side, the “old” more to the harmonic and
contrapuntal side. That is understandable, since the
original form of music is melody. Perhaps there is one
composer who is an exception to this rule, the great
contrapuntist Max Reger, who died at the age of forty-
three, since he had been entirely too negligent about
his health.

In the past few years we had an opportunity to
see a whole series of great talents die at a youthful
age. I think first of all of Rudolf Stephan (1887-1915)
who died at the age of twenty-seven during the first
world war, one of the earliest pioneers of the new
musie, who supposedly would have become one of the
leading composers of the world if death on the battle-
field had not torn him away so prematurely. Here in
America we have g classicist of American music,
George Gershwin (1898-1937) who at the youthful
age of scarcely thirty-nine left this world to which
he had given so much joy with his orizinal melodic
and rhythmic talent. One does not dare to reconstruct
logically what heights music would have reached if
all of the Mozarts, Pergolesis, Schuberts, Gershwins
and many geniuses who died young had reached a:
normal life span.

Today battle is raging in all parts of Eurcpe and
Asia. Thousands of musicians are taking part and
hundreds fall for an ideal and future of their DPeople
Hovy many of .them bear in themselves the creativé
ﬁf;;lolis ?OfH music? How many would enrich musiecal

] y OW many thousands of people would they
give happiness to, could they only develop their
talents? These lines are dedicated to them.

* * * Bl

“The chorus is the greates

: t vehicle of musical p
sion, because it is an orche s

stra of human instruments.”
Dr. Wm. J. FINN, C.S.P.
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Why Not Get Up A Summg
Music Play?

(Continued from Page 129)

an award is offered for the best book assembleg duriy
the term, be sure and have written rules aboyt ‘m
counts—neatness, originality, size, and so forth
Handicraft is included more to vary the Drogy,
than for its own worth in this project, but some ints.
esting developments may come from your clay mog,
ing of hands. Plaques of the hand of each chij ar-
made. The hand of “Susie, age six,” may look i
different from the hand of “Tommy, age seven” Ifs:. 3
why? This makes a fine opportunity to create mwo
in hand-developing technic. If the plague is mag,,
nice oval, dried in a slow oven, or the hot sun, ani; v
ring for hanging is placed on the back, the family ;
delighted to hang it as decoration above the piang,i;
what is more interesting than a pianist’s hand, yj
it is a violinist’s? As additional handicraft, recital .
grams may be hand lettered, or posters may be my
The Junior Etude is full of good features for gy
and parlor games. We keep Ensemble playing gy
practicing going on in one studio almost all day lon
The older boys and girls learn to rehearse by thep.
selves with occasional help from an instructor,

Types of Recitals

From a summer play school program such as fhi
in addition to winter lessons, you will find you havf
pupils more wonderful than you ever dreamed ou
could have. These pupils know good music and how}
make good music. They know and appreciate goiff
melodic line and balanced dynamics. They know thef
harmony and have good rhythm. This is not by chane
but because in such a session their skills mellow ax
mold into an integral musical knowledge..

Perhaps you would like fo know of various types o
recitals planned and presented in these sessions, Bl
sides the “Bach to Modern” type of program, we hay
had “The Circling Seasons,” a recital with illustr
tions of piano numbers and poetry of the seasuf
of the year. :

Another fine program was called “Humor in Musit
Beginning with a piano trio of Three Blind Mice, |
included a left hand arrangement of Bill Grogan'f
Goat (the verse recited before playing) and The Lititf
White Donkey, by Ibert. Funny stories of musical corf
text were told.

“Music and Art” was another. Copies of old masté
are placed on an easel with appropriate piano numb

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 post
fqr each of her memorized piano solos. She paine
with more skill than she played, so her piano numbe

presentation. ]

J‘Fol.k music” was a recital of simple folk melodi#§
by children in all stages of piano playing from o}
line tunes to a Liszt Rhapsody.

A “Travelogue” may be given by two small boys
Na.vy Uniform with the aid of a globe and characte®
istic music. The story of the “Nut Cracker Suite” wf
read and illustrated by one of the girls, Also Jack ot
the Beanstalk and Cinderella by Adair have bee/}
worked into recital novelties. ‘
I_.;ovely eénsemble groups of piano quartets, %
string quartets, may come from the musical acquain®
ances made in the summer school. These will carr
on into playing experiences through the next seas
.and.o.n into the future. Ensemble playing is a me§
Inspiring and helpful £xperience.

THE ETUDE

assistance and advice in their work, I begin

the audition by asking them a question. I -
ask them why they wish to sing. Sometimes the aspir-
ing young artist who most definitely wishes to sing
finds this a difficult question to answer! Actually, it
forms the most helpful basis for work. If you wish to
sing because you love music: bepause you have a good
yoice, because you believe singing to be the entrance
to a ‘glamorous’ career, the path before you may be
a stony one. But if you wish to sing because singing
affords you the one channel of expression without
which you could not exist, you have set your feet on
the right track.

«Singing is an expression, not of tones, but of life;
it is part of life in that it involves the vivid re-living
of emotions and moods which were sufficiently com-
pelling to cause a poet and a composer to write songs.
Those emotions, then, must form the basis of singing
those songs—any artistically valid songs. Hence, the
singer who takes his work seriously soon develops the
conviction that his singing must re-create living emo-
tion—which is a different matter from thinking that
the song exists merely to display a voice!

uwHEN YOUNG SINGERS come to me for

What Then of Equipment?

“Assuming, then, that singing means the expression
of living emotion, what shall the young singer do to
equip himself for his task of vivid projection? Frankly,
that is not 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’ means a 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
includes meditation, 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,
must enter 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
convincing artistic projection.

“The singer must live each song he sings. For this
reason, he is unwise if he attempts to sing any song
in which he does not believe. A song may be ‘the fash-
ion, it may be a great ‘success,” it may be a mag-
nificent vehicle for another singer—but if it does not
move you, you will never be able to use it as your
means of moving others. Thus, the very first step in
approaching a new song is to read it through, play it
over, and find out just how much it means to you. Can
you love it as a poem, as a sweep of melody? If not,
leave it alone! Perhaps you will come back to it some
day when your 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 assignmept,
a wise teacher will not compel you to attempt to give
expression to something you cannot sincerely express.

“But if the song is your own, the first step in le:arn-
ing it is to get as far away from the music as possible!

Copy out the words on a bit of paper and keep that
paper with you. Whenever you have a free moment—

in a bus, waiting for an appointment, anywhere—read

over the poem, not merely memorizing the words but
saturating yourself with the feeling, the mood, the
deepest significance of those words. Drink in the poem
as a sponge drinks in water, and try to feel the impact
of its essence. Then a day comes—perhaps soon, per-
haps not—when you feel the poem as part of yourself.

Bits of its words, of its pattern begin to come tp you

when you least expect them; the feeling of it mmgles

with the feelings and doings of your everydz}y life;
something happens 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 2

series of memorized words, but as an integral and in-

timate part of your own living. Now put it a51d<?. Go
to the piano and work at the music, just as inde-
pendently as you did at the words. At the begmmng,
forget art and interpretation, and work at that music
in the most elementary fashion. Count out the rpythm

—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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Music and Study

Why Do You Sing?

A Conference with

p ovia ji/’dé ,

Distinguished Danish Soprano

SECURED EXPRESSLY FOR THE ETUDE BY MYLES FELLOWES

Povia Frijsh has come to be known os one of those rare arfists to whom audiences look not merely _f.or
masterly interpretation but for o living expression of experience. A native of. Denmark, Mme.'Fr//sh
has appeared in the leading European capitals os well as fhroug’{':ouf 'fhg ’llln_:fec_i Stafes. E.Iecf:ng to
confine herself to recitals of songs, she has become known as a “specialist”” in interpretation. In the
following conference, Mme. Frijsh outlines for readers of Tre Etuve the elements that must lie as the

foundation for any valid interpretation of songs.

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 songs 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.

The Essence
of All Poetry

“If I insist on the po-
etic value of a song, it
is because experiencg
has taught me that
whenever a young singer’s interpretative yalues are
inadequate, his familiarity with the poem is also in-
adequate. Try reciting the poem, as' a poem, b(?forf
you attempt to sing the song. Acquire the h.ablt of
reading much poetry. Once you do, you will find
that the essence of all poetry is, not worc%s, bgt
feeling. Critics tell us that the great poet begins his
creation with emotion and mood, and then clothgs
them in words in second place. Precisely that is
what the interpretative 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 commar}d‘ 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. Imagine how dull we would seem if we
said and did everything with the same set look on (?ur
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
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POVLA FRIJSH
From an oil painting by the American modernist,
Scribner Ames.

—Epitor's Norte.

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.

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
will one day mature them from adherents to a fash-
jonable 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 give-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 imagination is to observe and appreciate the little
things of life, so often taken for granted in our rush
after 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—
and 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 hands at a keyboard (Continued on Page 173)
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More Musical

Therapeutics
éy ﬂarm'el Q)arfon Carfwrigltf

This is really the second section of Mrs. Cartwright's article ""The Healing Art
of Music," which appeared in The Etude for February. The Etude has endeavored
fo confine its discussions on this subject to the restrictions which medical ethics
prescribe. While there is 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 fo a scientific basis.

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.

Now let us go to the recreation hall
in the Marine Hospital on Ellis Island.
There is a large cheerful auditorium
with an attractive stage. The 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. Many of 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 g program of music
is given, always by excellent artists.
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
understanding 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. Musie, 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-

Q THRILLING STORY of the vital-

—Epitor's Norte.

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
one must be guided by those who have
had much experience over g period of
time. Much beautiful music has been
tested and found helpful. After all, it is

the musician of understanding and skill,
that counts. As Robert Browning wrote
in “Abt Vogler”: :

“But God has a few 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 Division,
United States Health Service, Washing-
ton, D. C., makes the following 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 auditorium. A few institutions
never offer to their patients music by

experiments.

therapy, but our readers

the fullest confir

Is Musical Medicine Practical?

WE ARE all aware of the attitude of medical authorities in
avoiding the exploitation of any new drug, new surgical
routine, new “cure,” until it has been given the most severe
tests over a long period of time. There is
injurious to the art of Hippocrates as
“cures” which, after only a few year

Tue Etupk will review from time to ti
made by serious minded workers i

5 must know that nothing can be
represented as a “cure” or a reme

mation by the medical profession.

nothing quite so
the introduction of
S, prove disastrous

me the investigations
n the field of musical

dy until it has been given
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individual performers. A hospits
thousand beds reports for its g
gram only a choir of twenty-se
an orchestra of employees who

the dances. This is about what g:fg;j’

used to forty years ago and of ey, e

not up-to-date now, but on the ot

hand, the same institution has p,,

graph records and a radio, which |

not available in 1904. On the other

one hundred and nine have singiny ;

the wards; forty-one have profesmbg{;

musicians as directors, and ninefy.

say that they could use additiona]

cal workers if they had them, ‘
“We have made considerable Drogry

in the last forty years, and more one of the most effective means

cially in the last twenty. It is tme, L of adding richness and fullness

course, that extensive use has beennyl 1 a melodic line or an accompani-

of music at Kalamazoo for fifty y ment is that of doubling. For ex-

but in many institutions—good ong; ample, a melody played gn the Oboe

that—music was not well organizeq p;| may be doubled on the English Horn

to 1920. an octave lower; one played on a Trumpet may be
“This advance has not come gy doubled by a Trombone; or one played on a Violin

fortuitously and this is the time to g may be doubled by a Viola. You will note that the

mand the vision of the Committee ;g doubling is done by instruments of the same tonal

Study of Music in Institutions whig characteristics as the instrument employed in solo-

with headquarters in the Russell § ing the actual melody. In other words, wood-wind

Foundation, is directed by Dr. van¢ doubles wood-wind; brass doubles brass; and string

of f@\
Ive
Ven g

IN MODERN ORCHESTRATION

Wall.

“A conservative statement in an insfif
tion that has no director is that
therapeutic effect there is doubtful b
that the music is important as a regs
tional outlet. The situation was w
summed up by another who said
the more the patients participate in ms
ing the music, the more therapeuti
becomes.”

doubles string. Thanks to the varied possibilities of
'the Hammond, this same principle may be applied
‘to your own playing in your own home with telling
effect.

Let us use “Suggestions for Hammond Registration
(Bulletin No. 2) * as our text book. If you will turn
‘to pages two and three you will find the pitches con-
trolled by the draw bars clearly defined. Those which
sound the “key-note” in various octaves are I, III, IV,
VIand IX. The interval of the fifth (in various octaves)

From the foregoing it must be o is sounded by II, V, and VIIIL In other words, if I drew

that medical institutions are slowly
surely waking up to the necessity

I, III, IV, and IX and played C, I should hear C
n%sounding at five different pitches at the same time.

research in this field of musical thaiovever, if I drew II, V, and VIII and played the

peutics, and also that we are prob
upon the dawn of a great new em
the treatment of disease. The fact
eminent physicians are continually o
tending that the functional
which are the result of disturbed me:
states and emotional stress are far
numerous than is generally known,!

dicates that the calming effect of mi
will be employed more than ever inf

future.

Certain instruments seem to haveg}

specific effects. The violoncello forf
stance, with its beautiful, mellow, !

The harp, when played by an artis
especially good—it is lovely in a ward

a solo instrument or as accompanin

to voice or strings. The violin is e
lent, but it must be played by a®
artist. Small instruments such as
auto harp are good for small wards.?
best music is that by a-good string q
tet or trio (violin, violoncello and pia
Vocal ensembles are good. An inspi
rendition of Stainer’s “Crucifixion’’
Ellis TIsland by a double quartette of "
fessional singers lingers in our men
still. It was on Good Friday and I 1
never seen a more reverent and i
tive audience than that company o
Marines and Coastguardsmen. ;

For one taking good music to hospit*
the experience is most rewarding. 0/
we feel that the musicians receive ¥
inspiration than the patients! The b
fits are reflex. The singers find nev
finements in their singing. The idé:’
performance recedes into the backgn”

and music as a healing art eme¥h

more beautiful, more satisfying that®

same C, I would hear G (instead of C) sounding at

+ three pitches. From this experiment we can easily see

that I is the double of III, and III is the sub octave
(or double) of IV. In similar manner, IT is the double
of V and V is the double of VIII. This may seem a
bit complicated at first, but a few minutes perusal of
the chart on page two of our guide and a repetition

Jor two of the afore-mentioned experiment at the con-

sole will no doubt clarify matters.

A Practical Application
Now let us proceed to a practical application of
doubling (or sub-coupling as it is sometimes called).
- Turning to pages 8 and 9 of Bulletin No. 2, we find

. i i i 2 imple and
tones is best when played in ensentl a greatly varied list of Hammond Stops. A simp

colorful example is the Hohl Flute. At 8 pitch (or
Diano pitch) its designation is 003100000. Now since I
is the sub octave of III and III is the sub octave of
"1V, at 16’ pitch (or one octave below piano pitch) the
- composition of the same stop is 301000000. By the use
of a simple bit of addition, we arrive at the conclusion
that a Hohl Flute doubled WITH ITSELF would be
- registered 304100000. The following, chart will illus-
. trate this more vividly.

VI VII VII IX
0 0 0 0 -0
0 0 0 0 o0
0 0 0 0 0

) g o i 1 0 il oV

- Hohl Flute § 60
Hohl Flute 16’ +3 0
Hohl Flute 16’ & 8" 3 0

- Such a simple problem in addition could be solved by
a child and yet this formula—plus a bit of com-
mon sense—will greatly enrich your palette of tonal
colors. r
. Aproblem that is a bit more difficult is forming the
- true double to the Quintadena. At 8’ pitch this delight-
- ful stop is formed through setting the draw bars at
003130000; at 16’ foot pitch it would appear 331000000;
hence at the two pitches its indication would be
- 334130000,

other musical

blesseth him that gives and him
takes.”

experience. Surely £

THE EIUE

T OHTH -IVE VI EVES VEE VIICIX

- Quintadena 8’ PR R T e e
Quintadena 16’ e vgiod te 0000 00000
f Quintadenale’gsr 3 3 4 -t 3 00 0 0O
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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 657100000. Now if we add these two fac-
tors together our result is 6 5 13 851 0 0 0. “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 006751000 and play
middle C and the C one octave lower. Listen to the
sound carefully. Now on B set up 658851000 and 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 conciude 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 and VIII is the super oc-
tave of 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 8 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 003401000 if we doubled this
stop at the super octave.

Another Example

For another example we’'ll dig up
the Quintadena. Its 8 set-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 the

5
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oecret of Adding Orchestral Color
1o Hammond Registration

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 sub and super octave.

I TSI TV 7 Vo VI VI VIITIX
Unda Maris 8" GREE 0D 0 0000
Unda Maris 4’ 0 0 0 2 0 1 0 (] 0
Unda Maris 16 2 0 1 0 0 0 0 0 0
Unda Maris 16/, 8’ & 4’ 2 0 = 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 very full orchestra-
tion, doesn’t it?

That you will want to sit 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-

Photo by Grantndc'son
W/O 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, Ilinois.)
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THE NATIONAL HIGH SCHOOL ORCHESTRA OF THE NATIONAL MUSIC CAMP
INTERLOCHEN, MICHIGAN

The Problem of
High School

Building the

Urchestra
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HIS 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
t9 be the major factors which must be taken into con-
sideration in thinking through a basic plan for build-
ing a school orchestra, 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
burposes. The writer is well aware that most teachers
of §chool 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 schooi 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
sclfxool; second, the nature of high school youth; and
third, the unique function and contribution of the

orchestra to the purposes of secondary education. Ac--

cord%ngly, let us look at these three factors before we
consider the more specific problems of building the
school orchestra.
For a long time we have given lip service to th
1 G ) e the-
ory that the school is America’s institution for main-

taining 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 earning.”’1

In discussing 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

Thgse 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 our school musicians can expect to make music g
vocation. However, the school orchestra can contrib-

1 Planmng for American iOZLﬁL, Washin ton, D, C. Nati
g H tional
Association of Secondaly -School F rincipals, 1944, p. 3.
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ute to the civic competence of high schog] yousy
surely no phase of the curriculum holds greater )
ise for enriched living through developeg Den,
interests and aptitudes. .

Our problem would be simplified greatly if e
select from the total school resources just thog g
which we require for success in our Subject.p,|
field, but this is the “easy way out.” Our chaly
and our responsibility in building a schoo] gy,
is to create the organization which will mosgy,
strike the happy medium in serving eﬁectivelyam
pupils as possible without neglecting specia] inte,
and abilities and without robbing pupils of othereg
tial experiences in the curriculum. We may ask{
a specialized organization like the orchestrs g
have to be concerned about the total schoo] pmhf,
When we realize that “seventy-five per cent g,
adults have never completed high school and that{
forty-four per cent of the youth who enter high g
never complete it,”® we begin to see the job whig
high school faces in serving the needs of all yoy

To be specific our problem is (1) to view the oy
tra as one of the school’s major devices for seryiy
youth and (2) to organize and conduct that orchs
so that it serves as effectively as possible the p
aims of the school.

The Nature of High School Youth

Our success in building a school orchestra wil§
pend considerably on our understanding of the s
major phase of our problem, the nature of high g
youth. Of course there is space here only to touch
briefly on this problem. However, a few basic yf
points are essential if we are to deal intelligently
youth.

1. There are amazing individual differences s
high school youth in the same grade.

a. Intelligence, interests, aptitudes, and abiliti:F

b. Home background

c. Emotional and physical health

d. Vocational interests and hobbies )
2. Most youths have certain fundamental dri

needs. E

a. New and interesting experiences

b. Security and the feeling of belonging to tk

c. Recognition, status, and success .

d. Interest in the opposite sex 4
3. High school youth are preparing for adulth

a. Establishing vocational plans '

b. Forming habits of recreation

c. Learning to participate with others in g8

periences

d. Planning for home and family life :

Thus the problem of building a school orche
pends considerably on the ability of the teah
understand the human material that comes#

and to provide experiences appropriate for thil
terial. ]

The Unique Purpose of the
$ High School Orchestra

Let us now consider briefly four of the uniqi
poses of the high school orchestra. First, one
major purposes of the orchestra is to providei}
possible musical experience, both for the partid
apd for the listener. The problem is to implemel
aim, to build an orchestra capable of playing
mus.m. For unless our resources in time, schedulés§
equipment are adequate to build an acceptable 08
tra, our primary function of bringing music ©
youth becomes a hollow shell and we dissipate!!
lessly the time and efforts of ourselves and ol
dents.

A second major purpose of the school orché
to provide wholesome group or social experient®
as many students as possible. In many cases
bortunity to participate with the group is of f’}
value. to the student than is the immediate”
experience.

A third major purpose of the school orchesti’
make music an integral part of school and comt
ll-fe. ;n other words the school orchestra Sho‘ﬂdbe.
tive in participating with and (Continued on Pi

—

3 Ibid., p. 3.
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MERICA is blessed with small towns. There are
hundreds of them—remote little villages of
A-’which you have never heard and probably
never will. In nearly all of these hundreds of small
towns you will find a high school band. In fact, no
town or school feels quite complete anymcre without
one. So America is not only blessed with small towns,
out it is also blessed with hundreds of Hoys and girls
who play a musical instrument in these small town
school bands. :
1t is to the parents and band directors of these boys
and girls that this article is directed. I know from
experience that these small school bands and their
conductors encounter many problems, and I would

| like to make some suggestions concerning what I be-

lieve can be done to improve their status.

For the past ten years most of my waking hours
have been devoted to the development and main-
tenance of a high school band in a town which has
a population of less than 2500, and in a high school
which has an approximate enrollment of two hundred
and fifty. Many problems have had to be solved, and
1 helieve these problems are common to school bands
in most smaller communities. In looking back now, it
is recalled that some of them were the financing of
the band, making a place for the band in the school
schedule, buying uniforms, building a band library,
securing public support, balancing the instrumenta-
tion, setting up a workable course of study, convinc-
ing thesboard of education that my degree in music
meant that T was better trained to teach music than
arithmetic, and finally, fortifying myself for the real-
ization that a bandmaster’s job doesn’t stop when
the school day does. Three of these problems are ex-
tremely vital, and must be given the most serious con-
sideration if a really successful band is to be devel-
oped in a small town high school:

1. The band conductor must be allowed sufficient
school time to teach band.

2. The scheduling of rehearsals and instrumental

Music and Study

Ueveloping a Band
In a Small Community

é% J(ennefA o£ gouee

One of America's great educational institutions is the school band to be found in the thousands of small
communities throughout our land. The following article by Mr. Bovee provides stimulating and informative
material for all who are interested in this important phase of education.

Mr. Bovee was elected fo his present position in Oxford in 1935. Since that time the Oxford School Bands
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 the Michigan School Band

and Orchestra Associatfion.

—Epitor's Note.

KENNETH L. BOVEE

President of the Michigan School Band and
Orchestra Association and Conducior of
the Oxford High School Band.

OXFCRD (MICHIGAN) HIGH SCHOOL BAND

classes must be carefully and properly arranged.

3. The teacher himself must expect to spend many
hours outside of school in the work of planning and
organization,

Let us take up the first of these problems, that of
finding sufficient school time to teach band. There are
many small schools in which the band director is re-
quired to 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
twelve grades and band in his free periods. There are
many variations 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, 1945

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 band 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, tim-
pani and other percussion instruments. In addition,
he teaches band, which is the codrdination of all

“FORW ARD MARCH WITH MUSIC”

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, basc s, piccolos, cornets,
drums, trombones and oboes _.: n the same class and
at the same time Picture, if you will, a teacher of
science ‘with a class 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,
physiecs 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 still 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,
cboes, 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
instrument, 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
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Mr. Royl G. Knight, a successtul realtor of Chicago, is one of thousands of men of this day who have
taken up music in adult life and found great joy and safisfaction in it. He asserts that an instructor is
absolutely necessary and he is right, in most cases. When a fine instructor can be obtained, it is always
desirable. However, we have always known of many autodidacts, adult students, who have had no teacher
save instruction books, magazines, records, and the radio. Some have played exceedingly well. Leopold
Godowsky used fo claim that he had never had a teacher, but it is known that he had many great musical
friends and associates (particularly Saint-Saéns), and from them he learned to enormous advantage. He
may not have had any formal lessons, but he had illustrious assistance. In any event, the musical identity
of the student is established by his own study. The best instructor can be no more than a guide and a feacher.

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-
ping adult, sitting at the piano, practicing simple
pieces 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 fortunate in just
accidentally. falling into the expert care and guidance
of an Ttalian 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 T 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 managed, 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
be.fore. 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.

Fi.rst 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 buppy 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
fegi h&lm before you try to train him. :

egular daily practice is what coun: :
periods are better than one two ho:ﬁ' gg’?ognienhgﬁz
same day: Practicing reminds me of a fellow cutting
a groove‘ in a piece of sand-stone, The more times he
brings his tool over the same groove, the deeper it gets

I AM a successful business man, forty-six years of
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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 engraved
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-
conscious 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
right 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, ga
simple thing like an
arpeggio running down
about three octaves. One
may start figuring out
the notes on the sheet
of music and finally he dis
diminished chord re
satisfaction these ¢

covers that it is a certain
Peated all the way down. What a
hance discoveries are and what a

the ten I have struck one

wrong note repeatedl
ik sgy to myself, as I practice, “That is the wrong r{o?eu’t;
and I strike it a little harder than the rest. Then ‘I
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start repeating the scale again and again i
I have repeated it correctly nine times ou of teni
know that the subconscious mind registers me“
I did it correctly and ignores the few Mistakey iy
made. Finally, my fingers just go where they mﬁzg
posed to go, and my thoughts can even Wander o

This piano practicing has also forceq met'o
more regular hours for sleep, work and recmﬁw
cause I know that I do not do so well Vhen | |
stayed up late or haven’t been careful aboyt o :
of my meals. In other words, it has made e,
efficient in many ways. .

I find also, that after I have put in severa] y,
of good hard, consistent practice, that I will noti
playing is very dull; I keep making mistakes: my "
wanders and I cannot seem to remember and I},
the desire to stop practicing, but with the tenacin‘
a bull dog, I continue and work myself throys
dull period and in a few days I seem to go ahead s
a bang. It is no doubt just human nature or somey
and perhaps it is one of the workings of the o
conscious mind again; it is like a runner getting
second wind.

Systematic Practice

I am assisted by a little blank book which I ke
front of me on the piano. I have my lesson for
next week split up into three divisions, Reper:
Technique and Sight Reading. I spend about hir
five minutes on Repertoire; twenty minutes on T
nique and five minutes on Sight Reading. This m
one hour and I make it a point to do that at leass
usually repeat the entire practice period or if the
a portion that I am having trouble with, I give i
little more time.

Here is another thing. My hands must be clean
my fingernails short and neat. There is a great &
of pleasure then in sitting at a clean piano keybox
It makes me feel just that much more efficient,

I believe that everyone must have a hobby of s

sort and I am certa

person, and espec
those who have hadt
secret ambition calj
for action. Go to ity
and stick to it i
now on and I assure
a one hundred pet
return on your in
ment, in better he
more happiness

modern business
to give, to say noilf
of the present daj#
jitters.

More and more i
ness men throughott
world are finding i
there is something i
music study that
wholly unique. It @
pels more concentrit

avocation. With!

piece of music, it is I

that come up in
business day are W

opt, This. provides a kind of rest which some psycit
ngts, bel}e"e is superior even to sleep. The bus¥f
man’s mind, restored to a normal outlook, is there§

al?le to éngage in routine problems on the following?
Wwith new interest, new energy, and new aggressivel’

* = *

“Musical culture in its larger sense is the most libf‘f :

{zndlmmanistic of all studies, perhaps not even extt
ng literature. Thus from this it follows that there®

subject, not one, in the high school and college® Later still, single-note scales should be introduced, in
order to develop codrdination between the fingers and

riculum that should be taker 2
' 1 by so large a propo
of students.”—g. STANLEY HaLL
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ists and de s :
Sgi ze taught or acquired. This idea was partic-

thankful that I bk
made music my hif
I recommend it tof

sure cure for the jid

than almost any o'f

mind and the K§
focused upon learni*}§

ally impossible to i
of anything else. ”
troubles and annoysf

NTIL COMPARATIVELY recent years,
certain details of violin technique were
looked upon as natural gifts, boons
anted by a benign Providence to some violin-
< nied to others, endowments that could

Jarly rife with regard ._’co the staccato, and it is
an opinion still quite widely held.

True, many players do have a natu.ral staccato,
wut this is by no means proof that it cannot be
aught. On the contrary, experience has proved
nat with patience and thoughtful study any
jolinist can master it. : .

Another unwarranted notion regarding the
+accato is that it indicates a well-trained bow
.m. Many great artists have possessed only a

| nediocre staccato, while many quite inferior
players, whose bowing, lacked most of the essen-~

ials of artistry, have been able to perform it
wrilliantly. The most amazing staccato I have
ver heard was that of a Viennese pianist who
\mew nothing of violin playing except the hold-
.ng of the violin and the bow. He had no knowl-
edge of fingering, but his staccato, throughout
ine who'e length of the Up and Down bow an;
heross all four strings, was nothing short of
hair-raising. A very unusual degree of natural codrdi-
1ation would be the only explanation for this phenom-
enon. Violinists who are not gifted in this way must
<eck to acquire the necessary codrdination by careful
oractice, and the first step is to understand clearly
ow the effect is produced.
Essentially, the Up bow staccato results from the
ombination of two separate, fundamental motions:
(1) A series of very short Up bows made by the fore-
arm: and (2) a codrdinated series of sharp accents
ade by the Rotary Motion of the forearm.
The player’s first objective should be to gain com-
blete control of motion number 1. An exercise similar
o the following will be found most useful:

Ex.1
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The Down bow should end not less than three inches
rom the point of the bow: nearer the point the bow-
stick becomes less flexible, and the staccato corre-
spondingly more difficult. Then, during the eighth-
ote rest, the bow should be made to gyip the string
rmly, the pressure being applied by a noticeable in-
ard turn of the forearm. Without relaxing the pres-
sure, the bow should now move towards the middle in
succession of short; sharp, evenly-spaced Up bows.
At first, the notes may not be rhythmically even; if
his is the case, the player must keep to the slow tempo
ntil complete control is gained. From then on his aim
should be to take less and less bow on each note, so
hat an increasing number of notes may be played
hefore the middle of the bow is reached. Following
ach Down bow, he should now play eight staccato
Notes, and, later, twelve cr more. Proceed with such
exercises as the following:
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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 right
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 approach to the problem, the Up bow
should again begin about three inches from the point;
but the bow, instead of stopping after each note, should
move slowly and without pause towards the middle,
while a succession of short, sharply-detached accents
are produced by the Rotary 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 martelé Up bows
strung together in one bow—with one slight but im-
portant difference: In the martelé, the pressure is
relaxed completely after each note; in the staccato,
some pressure must remain constantly on the string.

The same exercises that were used in the study of the
first motion should again be used for motion number 2,
and in the same order as regards tempo and the
number of notes played on each bow. Also, it is essen-
tial that practice of motion number 1 be continued,
otherwise control of it may be lost while the new
motion is being acquired.

After a few months of consistent practice along
these lines, most players will find that an acceptable
staccato is developing—and they should then go ahead
and practice every staccato study they can find.

However, there is no cause for discouragement if a
sense of automatic control is not yet evident. The
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staccato can be an elusive quarry, and it often
requires a varied and patient approach. If satis-
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 suc-
cessive Up bows of motion number 1. As with
the martelé, the pressure is made while the bow
is motionless, and relaxed the instant it moves
forward. It will be realized that, at first, this
third type of exercise must be practiced very
slowly indeed, for the accent and the succeeding
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 on 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; therefore no violinist
should try to acquire the staccato by practicing pas-
sages from the solos he intends to play. This is a
certain way to develop mental hazards which .are
likely to intrude themselves at the most inopportune-
moments. The staccato should be pracﬁced in exer-
cises, scales, and études until it is thoroughly mas-
tered. Then. and only then, should.it be attempted in
solos. If this course is followed, much tribulation
will be avoided. ;

The staccato on the Down bow is often regarded 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 noticeably towards the
bridge. The wrist and elbow should be dropped well
below the level of the frog, the fingers being well
curved. The scheme 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 Down bow staccato.

Ex. 3

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 Down bow staccato, because
of its semi-involuntary nature, 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 “flying
staccato” should not be overlooked, for it too is an aid
in acquiring the firm Up bow staccato, besides being a
valuable bowing in its own right. It is played in the
middle third of the bow, and is produced exclusively
by the Rotary Motion of the forearm; that is, by the
second fundamental motion. But in the flying 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 adxl(/ilseEusﬁ;[

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,
and 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
give you a bachelor’s degree, but empha-
sizing music 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
even this will be far better than noth-
ing. Your credit courses in music will
probably consist of harmony, counter-
point, form and analysis, sight-singing
and dictation, and history of music or
musicology. Play in an orchestra and
sing in a chorus if possible. Read every-
thing about music that you can lay your
hands on, and hear all the music you
can. Your English courses will consist of
English literature, composition, or some
other work in writing, and possibly a
course or two in journalism. Practice
writing good English everywhere—not
merely in 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
phonograph 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. Begin your collection with the older
classics. In as many cases as possible,
follow the musical score closely while
listening to the recording.

4. Attend many concerts, study the
music in advance when possible, and
after each concert write a critique of the
performance—just as though you were
a real music critic. Compare your crit-
icism with that of some newspaper music
critics, and if you know any such critic
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personally, ask him to read wk}at you
have written occasionally and give you
suggestions. ; 3 .

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 cultureq
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?

W’mt Does “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 voice.”
This means that she is capable of singing
an alto part and has the alto (or contraito)
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 opiniorlxv‘.IJ

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 wused synonymously and inter-
changeably in referring to the next-to-
the-highest voice part and to the voices
that sing this part.

.

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
years ago I held the baton in my left hand,
indicating entrances and changes in vol-
ume with my right. The teacher I had
then did not object to this and I became
quite proficient in band leading. I also
sing in 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 leader does not want me to hold the
baton in the left hand either. I can beat
j:ime with the right hand but it is nearly
impossible for me to give entrance cues
antd the like with my left hand so as to
but any expression into my conduc ing.
What should 1 do—continu}é to contducgt
with my right hand, change back to the
left, or give it up?—R. R

A. I have taught conducting for many
year§ and my book Essentials in Conduct-
ng 1s a standard text in the subject. My

opinion is that you should Probably be
allowed to holg the baton in your left
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hand. I have taught thousands of people
to conduct and have had many students
who were left-handed. In such a case I
give the person time to try both ways,
and if he finds that he can hold the
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 T
advise him to hold the baton permanently
in the left hand. In such a case I usually
suggest that the student use both hands
more than the ordinary conductor would,
and if he does this most people who see
him conduct are not aware of the fact
that he is holding the baton in the left
hand. 7

There is considerable tendency now a
days to discard the baton entirely, and
although I do not approve of this, yet if
I were a left-handed conductor I should
seriously consider it, Why not ask your
teachers to let you try conducting with-
out a baton for § time and see how it
goes? Whatever you do though, don’t give
it up. Conducting is a thrilling experience
and good conductors are always in de-
mand for choir work, community orches-
tras and other groups. So keep it up in
some fashion or other, and if your bresent
teachers won’t let you do it as you want
to, well, just remember that some day
they won’t be your teachers any more!

A Piano Teacher Need; A

Q. I should like to get 4
the following questiongz Iyglv:ad‘ﬁ“
card” to each pupil who hag o
full year of piano study. I copg Iy
year to mean a weekly Jesy
hours of practice for thi -six wam
a pupil wishes to play in 2 junjo“;th
recital he must have so many gy
Now, when a pupil comes t"mefm:\
other teacher after three years .|
shall I give that pupil full creqi; ams'n;
him to play with pupils why i
the same amount of study with 3
wish to be fair, but I wish als .
myself. Should T let a high sohog =
play in a recital with younger Dupis,
have studied longer, or shoulq I
play with other high school Studenss .
if they are much more advanced?s,u

A. My opinion is that the amgy
credit you allow a pupil who has g
under another teacher ought t g,
on his stage of advancement, If b
approximately as well as pupils o+
who have studied the same Jay
time, then he ought to be gy
credit. But if his work is infe
that of your students, then it wy
perfectly legitimate for you to ¢
credit from three years to two

As to an older student who
comparatively elementary, my om|
ing is that he will probably be;
comfortable if he plays with othe
his own age, even though most o
are more advanced than he is Wy
ask the pupil himself what he p¢

\

Must One Memoriz
E verything?

I have been taking piano lesson
eight months, having previously wu
by myself for two years. I am twenty
years old and practice two hours a d
am still working with first-grade maig
although I can play easy second g
material at sight fairly well. My fa
requires me to memorize everything4
since it takes me about two monis
memorize even a simple piece this
that I get very tired of it and whenl
allowed to drop it I never play it &
I am nervous during lessons and
difficulty playing things that gave ¥
trouble while practicing. Will you té
whether it is necessary to memorize#
piece, or whether memorizing couf
cut down or eliminated?—A. W, A

A. I am always loath to disagree
teacher, especially when I havel
only one side of the argument, H
in your case it seems to me thi
teacher is at least partly responsit
your slow progress. It is of course ¥
memorize an occasional piece eff
your stage of advancement, bi
opinion is that memorizing often’
time that might be better spent in’}
ing more rapid progress in playing
facility and expression. I believe !
fore that you would progress moren
if you just learned to play each b
perfectly as possible and then drop
except as you felt like playing it, i
your own pleasure. However, you !
probably memorize about one piet!
month so as to get used to the it
memorization and to feel the i
that comes when one does not hif
look at notes all the time. You will!
find that by the time you have lea?”
play a piece perfectly you will als’
memorized it even though you haf
thought especially about memorid¥

Why not talk the whole matte
with your teacher, frankly but n
ligerently, asking him to allow you!
the plan I have suggested? A
friendly talk of this sort you ’
ably not feel so nervous either.

THE Hl

S. . WOOLF

S. J. Woolf occupies a unique position among contemporary
American artists. Winner of countless medals and awards, his
canvases hang in many of the country's leading galleries; and
while initiated art connoisseurs inspect them, the plain, aver-
age citizen inspects Woolf's bold-line drawings and skefches-
from-life in leading newspapers and magazines. Here, then, is
an arfist who has reached the difficult goal of popularizing his
medium without vulgarizing it. He supplies values of form,
harmony, composition, and craftsmanship to millions Y’h? 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 safisfies these millions stands as Mr. Woolf's greafest
achievement. :
Mr. Woolf is an artist in still another sense. Vitally mfen;sfed
in all creative and inferpretative work, he stresses the inter-
relation of the arts. He believes that the lines fhaf_flow out .of
a crayon and the tones that flow from a violin are simply varia-
tions of the same instinctive human urge fo express emotion.
He "feels" sound as much as color. In certain moods, he turns
from his drawing fo refresh himself with music, and finds pleasure
in investigating, developing musical trends. He went to hear
Shostakovich's Seventh Symphony tfo find out what it was all
about, and came away with a new realization of Russ:_cr."
Mr. Woolf insists that he “knows nothing about music,” even
though he has been on terms of intimacy with it all his life.
This dynamic New Yorker, with an energy that g:e.hes !ns sixty
years, is the third generation of his family to distinguish itself
in the arfs. His grandfather was one of the founders of the
Philharmonic Orchestra, and musical director of the old Bowery
Theater. His uncle, Benjamin Woolf, was for years the best-
known music critic in Boston, and a composer and perforn:ter of
n0te. Even the names in 1the Woolf family show a veneration of
the Muses—"S. J." stands for Samuel Johnson; his brother, the
distinguished playwright, is Edgar Allan Woolf. Mr. Woolf lists
his earliest musical impressions as listening to his mother sing
him fo sleep with melodies of Schubert and Weber; hearing
Patrick S. Gilmore's band of Manhattan Beach and watching
for the cannon fo go off as climax of the pelfor'mance; standing
rapt before the family's new Aeolian mechanical organ; and
taking violin lessons. The first three “took”—the lessons did nof.
r. Woolf has contented himself with listening fo music, finding
out what he likes, and asking himself why he likes it.

ity of strings. When I hear the piano, I am always

conscious of its percussive quality. I supp9se ,?r-
Chestras and chamber groups are my “favorites. .I
used to love the opera, but gradually I foun_d that its
Combination of musical values and pictorial va.lues
disturbed the complete enjoyment of either—especially
Since the pictorial values were not always so well r?‘al-
Ized. It is not easy for me to lose myself in ‘La,
Traviata,” for instance, when the heroine, wasting
away with consumption, is played by a buxon‘f lady of
athletic chest expansion. I don’t mind Isolde's dying,
because Wagner’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. 'm not saying this in criticism of opera, mind
You; the fault is probably my own. But the fact is that

am eye-trained, and anything that interferes with
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my own visual conceptions of scene and charac?er 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 vivi.dly
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 mean
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 un-
derstand, they can’t feel released—and, to
me, the chief business of art is to release
human feeling. Certainly, forms change ax}d
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. ?ut
what happened? Imitators came after him and, lack-
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 sole 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 original drawing by S. J. Woolf
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By way of introducing an artist who needs no introduction fo er American public, Jos§ Ifurbi. was born
in Valencia, Spain; studied atf the conservatory of his native city where he won the piano prize af the
age of thirteen; and was graduated from the Paris Conservatoire af seventeen. In _1919, he became head
of the Piano Department at the Geneva Conservatory. In 1929, he made an entirely unheralded debut
in the USA, since when he has forged his way to the front rank both as pianist gnd conductor. In the
following conference, Mr. lturbi suggests means by which the ambitious young pianist may strengthen the

foundations of his work.

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 relaxed!), 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!

“T HE BASIS UPON. WHICH piano playing rests

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 knowing how 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 g 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 time the fingers are ready to fly
over the keys, the performer is working at music, and
music is the structure that is built after the founda-
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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.

“Now, it is easy enough to say ‘practice Czerny.
The application of the practicing is where the work
bggins! If you asked Jack Dempsey how he developed
his muscles, he could tell you nothing more than that
hg di.d it by the use of the punching-bag and the
Sklpplng_-l'ope. But merely buying a punching-bag and
a skipping-rope does not produce a Dempsey! The
trick lies in their application. It is the same with the
development, of the finger muscles—which, in the last
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analysis, is all that technic means. How, e 1 ,
student to apply his practice? My own ansWe’rk:'
work slowly and awarely. A mere repetition of
drills means nothing. You begin to derive bene Ir
them when you find out what each exercis ismj
to do for you, and watch whether it is doin, it 1B
difficult the first time you try it? Then a5 51
why. Analyze the exercise. See what part of j; 2
the difficulty; why the difficulty is present at a.llsg |
those individual notes that cause the diﬁiculty,,
work at them. Then go back to the exercise asayy

always keeping in mind, not the mere Dplaying 01{ :

drill, but its purpose.

Czerny for Technic

“When you have gone through a few books of Cze)
in this way, you will have in your fingers the Dracif
proof of the value of exercises! I have little faith
using difficult passages from a piece as exercises
difficult passages must be worked out, to be sur
as passages from a musical utterance. Their yaly!
in perfecting that piece. But the very fact that 1
occur in one piece limits their scope as generg ff
developers. I know that it requires patience, insis|
and will-power to work at exercises! But those quij
are also essential to the building of an artist, Do)
think that it gives me pleasure, on my tours, t
rive in a strange town at two in the morning ay
sit down at once at my keyboard, practicing
until four? I can assure you, it is no pleasure g
And yet I do just that, every day, on every tour]
not practice for the concert I am to give thate

ning—TI practice my Czerny for the sake of my tecf

Then I can play, not that concert, not any ones
cert, but—concerts! The technical foundation of s
I speak is never a matter of getting the fingersm
to play @ run, e difficult passage, a tricky piece;
a matter of technical resource, of capital—some
that must be there, after which it can be drawn
for any expenditure of finger-facility. And that
of technical foundation can, to my mind, be
only by the regular, continuous practice of exer
“Do not misunderstand me to mean that our
pianist practices®
only! He must also

preliminary period
finger work, he ¥
begin to study

works, like Bach$
ventions, the sonil
of Scarlatti, the

sonatas of Mozatt!
the first sonatas of
thoven. Further,

few months’ the

should apply his

ing (purely for rea"
Chorales, pieces by
perin, and so on.
“Turning now {0
interpretative, or o
cal, aspects of
playing, I find one
lack in our method
teaching. Not alwaf
course,
cases, the student b
his work at his in¥

e

| BIRDS OF PARADISE

PRIMO

L. STREABBOG, Op. 78, No:5

Dc‘

tice music, since m#
is what he will ultim§
ly play. Thus, afttf

study of solfégest

edge to the developf
of sight-reading, #§

purposes) to Bats

but in P

ment and then ¥§

there for a while

haps he is given instruction in harmony; pe’*
harmony is given a term or two later. Then, in ¥
place, he is taught solfege. As
served, solfége is seldom presented as the first Sté|
mus‘lc study. Now, the first step is precisely
solfége should be! The instrument can wait,
must wait until the ear of the student has had
training. Solfége is the grammar of music. It 5
sible to write correctly without knowing Wh"H
this correctness-by-chance (Continued on Page |
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But- BOB JONES COLLEGE

BELIEVES IN THE AUTHORITY OF THE WORb OF
GOD AND IN OLD-FASHIONED RESTRAINT AND

DECENCIES.

Voice — piano — pipe organ — violin — speech — art — without additional cost.
Academy — Liberal Arts College — Graduate School of Religion — Graduate Schodl!

Fine Arts

For detailed information write;

DR. BOB JONES, Jr., BOB JONES COLLEGE

Cleveland, Tennessee
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The Teacher's

Round Table

(Continued from Page 132)

Technic means control. It is n.lost
quickly acquired by the use of scien-
ifically devised exercises whose object
is t0 promote this instantaneou§ control.
since the function of technic is to en-
able the performer to create beauty, it
must always be musical, never for an in-
stant degenerate to the level of routine
or repetition. No one is a first rate
teacher who does not systematically
teach the fingers to think—and to think
swittly, sensitively and musically.

On the Superior Teacher

That brings up another point: What
makes a 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
lesson I give a stimulating shot-in-the-
arm to the student? Does he leave the
studio “walking on air”? Is my teaching
always positive, authoritative, vital, and
above all, optimistic? Do I discern, em-
phasize and praise the student’s good
points or talents even when they are
present in limited quantity or much di-
uted quality? Do I make the student
‘feel his oats”? Do I radiate confidence
in his ability to learn, progress and ac-
omplish all that is required of him? Do
I make him feel confident that he can
and does play well?

That’s quite a test, isn’t it? . . . If you
can pass it one hundred per cent you are
a super-superior teacher!

G. K. Chesterton once said, “The
ruly great man is the man who makes
every man feel great” . .. Which might
well be paraphrased into “The truly
Rifted teacher is the teacher who makes
very student feel gifted. . . .”

1900 hours, (seven P.M.) with a blood-
red sun setting in the direction of Japan.
: . . The chugging launch again, the
Mmagnificent bay, and another day’s duty
done for a rookie reservist.

A Note to Mothers

| I wish some member of the Erupe staff would
Write an article in plain language for the benefit
of some of the mothers who fail to see why
lary or Johnny should have extra books be-
Sides a first grade book, and for the mother who
interferes with the teacher’s plans, and for
‘Mothers who want to “play teacher” at home.
Eeo would like to have such an article in
lam view for them to see while they sit wait-
1ng for their children to take a lesson.
—M. E., Oregon.
. You have put your sentiments so con-
Clsely in that nut-shell (or is it a bomb-
Phell?) of a letter that no lengthy article
Could improve on their brevity and punch.
& But, heavens! Don’t all parents real-
i Ze that children of every age and grade
Need quantities of supplementary mate-
tlal to give them an all ’round musical
fducation? . ..Books for thorough study,
Nooks for technic, for reading, for en-
emble, and for enjoyment. ... I cer-
ainly agree with you that mothers
hould not “butt in” on teacher’s plans.
& teacher cannot be trusted to know

\MARCH, 1945

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 written 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 codperation
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 unmistake-
able practice directions for both pupil
and parent.

Woanted: A "Prescription”

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 *kept~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 I 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
Round Table 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! ...

<
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ORN BOMPSONS MODERN

COORSE FORTHE PIANG

“TEACHING LITTLE FINGERS TO
PLAY’’. Here is a book in which Dr.
Thompson gives the beginner an op-
portunity to ‘“Play a Tune’ at the
VERY FIRST LESSON..Price, 60 cents.

“THE FIRST GRADE BOOK'. In this
book, as in all of his instruction,
John Thompson ‘’makes haste slow-
ly’’, 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"'. This
book is designed to advance the pu-
pil musically and pianistically, with-
out interruption. Beginning exactly
at the end of the “First Grade Book’’.
...................................... Price, $1.00.

“THE FIFTY SECOND GRADE STUD-
1ES”’.All examples are edited and fin-
gered by John Thomppson and are
designed to hold the pupil’s interest
as well as to develop the various
points of pianism encountered in the
Second Grade............ Price, 75 cents.

“THIRD GRADE BOOK'". Carefully
planned to continue the pianistic and
musical development of the pupil
from the precise point attained at
the end of the SECOND GRADE -
BOOK . o . Price, $1.00.

Please send me complimentary and without
obligation, THE JOHN THOMPSON MAN-
UALS No. 1 and No. 2 embracing a catalog
of “THE MODERN COURSE FOR PIANO"
_""SUPPLEMENTARY TECHNICAL BOOKS'
ond “THE STUDENT SERIES” T 345

NAME

STREET

CITY STATE _

“THIRD GRADE VELOCITY STUD-
1ES”. Fifty etudes from the works of
Berens, Bertini, Burgmuller, Czerny,
Duvernoy, Heller, Kohler, LeCouppey,
Lemoine, Loeschhorn, Streabbog.
.................................. Price, 75 cents.

“FOURTH GRADE BOOK". Like all
others in JOHN THOMPSON'S
’MODERN COURSE FOR THE PI-
ANO”’ is designed to carry forward,
both musically and pianistically.
...................................... Price, $1.00.

“FOURTH GRADE ETUDES”. Twen-
ty-four progressive studies in all ma-
jor and minor keys from the works
of Berens, Bertini, Cramer, Czerny,
Gurlitt, Heller, Leybach, Loschhorn.
.................................. Price, 75 cents.

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

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

THE
- Wrws Musie Co.

124 E.Fourta St.
cncinnati, 2 0.

“FORWARD MARCH WITH MUSIC’
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1 ; et ; . right men in the orchest el - ¥ . e /)
ER New Hecords Comin dingly good musician, by the way), lic looks for heart first, and then for art. right men in t ", this g, N TIil! - TEACHERS
o 1A _ g :;(;3123 o] gfuglc; S g A players  Here are the words to Hark! the Herald for a genial unity of effort whig, In: \ L N I E U B STI“ N S . PIANO ;
] (Contiuned from Page 130) with ridiculously exaggerated poses, ex- Angels Sing, as the chorus reads them must account for the continueg oy - . . FLASH

orchestra conducted by Robert Arm-
bruster. Columbia disc 17366-D.

Mr. Eddy is in fine voice here, and his
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 Zinka
Milanov (soprano) with piano and violin

/) n
accompaniments. Sonart Record Set M-6. terpsichorean variation the masters of #: s S We have found that the pupy, ; : . ; No.1
Mme. Milanov possesses a rich and the baton display. : Bt f " not demand a program composeg ntgf IMPORTANT! The Mad Sceme from Donizetti’s “Lucia,” SIGHT-PLAYI{NG easily anfihqltlilcig’ %azggd]gziﬁmé;fgz’ For St;ggﬁ'r';%y‘“sua'
beautiful dramatic soprano which she After all, “the music’s the thing” and “Glo - ry to the new - born- king. the songs that are currently populz Owing fo extreme wartime paper . restrictions, Caro Nome from Verdi’s “Rigoletto,” and or beginners of any age, wi = P 2 ; =

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: Roussalka—Mad Scene
and Death of the Miller, Act III; sung by
Feodor Chaliapin (bass) and _G. Pozem-
kovsky (tenor) with orchestra, conducted

The Italian bandmaster, Creatore (an

plosions, and entreaties that were all a
part of the show. There was as much dif-
ference 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, Kousse-
vitzky, or Toscanini to learn what a wide

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 willowy, 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.

rehearsals that the great American pub-

from the tone-syllables in the score:

HARK! THE HERALD ANGELS SING
Adapted by Roy Ringwald
and Robert Shaw
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Hark, the her-ald an - gels sing,_
Hah-kthuh heh ral-dayeen-jel - zsing_
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Peace on earth and mer - cy mild,—
Pee -sawn-nuhr-than dmuh-seem-maheeld
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Caesar the following night, Wity
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of our group, while many other g,
have disappeared. We alsg have&j‘
it a point to avoid bizarre effect Qrf:‘
use of too much brass. We never hf
failed to have a strong string Sett
while some other leaders TeSOrted&
hurricanes of woodwind. Incessan; ,
hearsals and exhaustive patieng, |
always necessary. For our Weekly f
hour program on the air we never
hearse less than ten hours. 1

They do, however, want songs that
know. Old-time tunes are alwags g}
ished and when they are arrangey
presented with what is known 4
“symphonic” arrangement they bring
response, but only if sincerity i b
sacrificed. The public likes happy, e
tunes if they are original, but it g

Ahswered by DR. NICHOLAS DOUTY

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

and addyess of the inquirer. Only initials,

or pseundonym given, will be published.

" inquiries addressed to this department must
& ":l?;,relxceed one hundred words in length.

Does Eating Nuts Hurt the Voice?

the voice. Please tell me if this is true.—M. T.
A. Certainly mot, if you eat the nuts in

moderation and chew them well. It would be

petter not to eat the nuts just before singing,
because sometimes small, sharp particles stick

the Shadow Song from Meyerbeer’s “Dinorah”
should keep you busy for a long period if
you want to sing them well.

3. At thirty-three, if you are in good

- L health, you still h
Q. I have heard that eating nuts will injure ¢ you still have from ten to fifteen years

singing life before you, provided you

study hard and practice every day. If you
do not, your voice is likely to deteriorate.

The Contralto Who ‘Cannot Read an Alto Part

Q. I have the range of a contralto, yet I

SPEED DRILLS

~ for Teaching Beginners

Sight Reading

CARDS

Cards in Place
Back of Keyboard

Complete Set of 32 Cards, Keyboard Finder and

Book of Instructions— Only SO¢

Makes teaching easier and quicker for class or individual
instruction.

EASY TO USE—Speed Drills consist of 32 cards with
complete and easy-to-follow instructions for their use. 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 written
or spoken word, the location and position of each note.

AN ADVANCED STEP—Speed Drills are an advanced

Drill No.1

Drill No. 2
For instant recognition
of keyboard positions

likes the classics; at least when they,J|
understandable. Modern music that .

God and sin - ners re - con - ciled”
Gaw-dan-dsin- nuhr - zreh-kun- saheeld

cannot read an alto part but can only follow
others. I have recently been asked to join

step in aiding the student to quickly identify the note on

in the throat and mouth. However, if you .
the istaff with the key on the piano. These handy cards

by M. Steimann. Victor disc 11-8695. ‘ .
sing much in public you will soon find out

The Miller in “Roussalka” ne of i + : i A I i i :

s a0 : A e e T T chain O_f fanta§tic discords they [yf that the best rule for the singer is to eat only ’“l:l’?m“ %;"”p .‘;f wo;”;"’ ‘”“ti é.ﬁgd myese;{,ig stress visual accuracy, recognition of the keyboard posi- |
Chaliapin’s most famous roles. He sang e e upon with suspicious bewild | simple, easily digested food and to observe @ CGtljicult position. ave studied som ; dus id wvisual, mental and muscular i
the part in Russia many times, and also o 45 et e e e e PICIOUS . DOwS e\ o N e moderation in smoking and drinking. —not too much—but I was unable to keep tlobs;saprouiicine rapls Sl

s ThE V[] Ehestra” o ¥ i ; 1 they would at a Dali surrealist paintinfl the s up my lessons because of a growing family. coordination.

in London and Paris but not to our
knowledge in this country. This is a
worthy memento of a great singer who is

‘I Want To Be the Leader
of the Band”

(Continued from Page 128)

just as though he were playing upon a
giant instrument. Every second, from the
first note to the last, he must employ his

; : : as yet, but we have peculiar advantages IOr nearly everything and the plagf ining. You realize that you are a poor > ; ;
acute sense Q_f “,hy‘*.‘m and balance to in- DPitch. By stressing these details, what which ordinary choral singing canrgmt play from manuscript and the ”__ ‘I:?lf:llcgzm{’xvl‘g]y x?;; rtr:; ltO . 13;1 SR :aft:‘;als ol:gsslxtreg tr};iite I;hekl;x tsitﬁg;nzz nca;:s izgﬁ DIGEST
sure the codrdination of every motive, formerly often was an incomprehensible Eighteen months of practice there would im= & 29W 0885 WP G Y o sing well in parts. OF MUSIC

every phrase, and the human coérdina-
tion of the high powered mentalities of
the players. Over all this he must con-
tinually have a sense of color, design, and
beauty that towers in a directorial man-
ner to the genius of the composer who
created the work. No wonder great con-
ductors receive such high emoluments.
Nature does not provide very many of
them!

Do the conductor’s own movements on
the platform have a definite significance
to the players? In other words, is there
an international code that enables the
conductor to give directions and infor-

s % £ canno 3 i . s v . ? i ight-singing. s £
Iﬂ?atlon as d_oes, for instance, the wigwag- DPreted in a thousand ways. It, remains for orchesira(fovrs:;ﬁifle iswllltg;dthte tp 10fe§sxona1 S'elve e Dave mo e AT; ihﬁ;‘i’eaﬁet:sgufiﬁ:‘;ngiﬁgse&a'Zelj e e - 0. TK— t e e e gl
ging of a Signal Corps man with a pair the conductor to struggle and struggle More than thi wa ab 1t every day. reason we have no stereotyped dréSM Acqua, Lo, Here the Gentle Lark of Bishop, lel\e siocx | €Al o Name' . hai b e SRS T NE 3
of flags? Generally yes, and generally no. and struggle at rehearsals until Al 15, an) mchestra.and chorus hearsals. The group may not be notif ond Bell Song from “Lakme.” Please suggest S S tnme Sercon: Radlo, ang presentsd e EReRE TG B J
There are certain movements of the baton choral and instrumental Balance i : appear together continually, ac- until five minutes in advance of a chatf *°me other coloratura songs. oy gggﬁgg;xs;,g;;;h;g;}nzs‘gg]ggass'-ggg}gyvsw;';},g*;‘gg:sﬁsggeiﬁ,‘"‘g, B Pacaed S
which are very definite, and these form quire finer results. in program or of a substitution. The p T g A s sy ambigon, o T01 S e s St 5 ik oalibdrnd :

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
cannot be sung, but they must be de-
livered with special distinctness. The
nasal consonants m, n, and ng do have

maze of sounds, becomes intelligible to
the audience.

We are careful that the more power-
ful voices stand in positions in the rear,
50 that their prominence will not destroy
the tonal balance, If a particular voice
(save in the case of a soloist) stands out
above the mass, the effect is ruined. Like
a master painting, no colors or fig-
ures should offend the senses. A great
Raphael, a Rubens, or a Valasquez is so
complete that one would not wish to
change a brush stroke. With a musical
composition, the composer has given us
only the notes, which may be inter-

achieved. It is an evanescent thing, and

Joy - ful all ye na - tions rise;
Jawee-ful-lawl yeen-nayee shun zrahee

zJaween thuh trahee-um - faw-vthuh-skahee_

Copyright 1944 by Words and Music, Inc.

Ninety per cent of our chorus is made
up of men: We have only six young
women 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

have. The chorus that meets once a
Week for rehearsal, 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
or how capable the director, the results
must leave much to be desired, in com-
barison 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

and I concur with them in this
Do we use jazz? Of course, but it isy

hear other music and to determine wi
it prefers.

Special Arrangements

All modern music for such an orgar;
zation as ours must depend in guf
measure upon the effectiveness of
arrangements we employ. The comps
tion of our group is such that thee
chestrations customarily published |
not fit. We require special arrangeme

sing from manuscript. While the
rangements call for all possible cleif
ness and smartness in rhythm, mel!
harmony, and counterpoint, they m
never be strained or artificial. Nor m:
they be over-decorated, so that the m
themes are obscured. They must |
course, be technically perfect; others
hours would be wasted at rehearsal T
Is really a big responsibility, espedif
Since many of the “numbers” are putéf
at short notice. Our arrangers must!
brepared to work all night, if necess’f
to get an arrangement ready in time
One of our main objectives is to It

He Has Been Drafted Into the Army
Q. I have been drafted into the Army for

training. My teacher tells me that I have the
rarest of all voices, a basso profundo. My
voice has a range from A below low C to the
E the second line above the staff, bass clgf,
thirty tones in all. I know little about music,
so I must study all the harder. Please give me
some advice—PRIVATE A. J.

A. You have been called upon to do a man’s
job in the service of your country and you
should be proud of it. When you are mustered
out, after eighteen months of service, you
will be a better man both physically and men-
tally than you were when you were drafted.
Nor will you then be too old to continue your

prove your musicianship immensely and, if
you learned to play a brass instrument, would
help your wind as well. Also there might be
many opportunities for you to sing, which
would keep you in good vocal trim.

Is She Too Old to Sing for the Radio at
Thirty-three?

Q. I have studied at three-month intervals
for the last eight years but cannot manage
lessons at this time. Recently a voice teachg‘r
told me that my wvoice has coloratura possi-
bilities. Please suggest some wvocalises. I am
the sort of person who learns more easily
from the printed page than orally. I sing
the B above the staff quite clearly, but the
high C-sharp and D are thin. How can I
be certain that I have the coloratura quality?

radio, I do mot think I am too old to continue

My young daughter, with mnothing but ordi-
nary school training, can sing parts better
than I. Would you advise the study of har-

singers and to force yourself to sing an alto
part in a chorus. As you suggest in your note,
at first you would only be able to follow
the other altos. Gradually you would find
yourself able to read a little, ‘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 than you can,
although she has had ‘“only ordinary school
training.” However, it does not surprise us,
for, although you have studied ‘“‘some voice,”
apparently you have not studied sight-singing
at all. This is a very common mistake among
both singing teachers and singing studeqts.
They concentrate upon the use of the voice
alone and neglect their musicianship. The

You ask if the study of harmony would
solve your problem. Harmony is largely con-
cerned with the structure of chords, although
most modern teachers insist that a practical
understanding of ‘“voice leading” is absolutely
essential to the harmonist. It would be a con-
siderable help to your musicianship 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 learn to play
an instrument, preferably the piano or tl}e
organ, where you will be forced to 1:ead in
parts and in two clefs at the same time. If
in addition to studying the piano or the organ
vou will join a chorus, we feel that you'wﬂl
Jearn to sing an alto part in a comparatively
short time. You might also take some lessons

for proficient sight playing.

THE LARGE NOTES make vivid mental pictures. This
feature is important, but best of all ... children like Speed

quirement of pianists, and students at the very start, shogld
be trained to attain it. Speed Drills will lay the foundation

GET YOURS TODAY — Speed Dirills may be obtained
from your local music dealer, or send direct to us, the pub-
lishers. Complete set of 32 cards with instructions, only 50c.

JENKINS MUSIC COMPANY, Kansas City 6, Mo.
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or instance, the com Join the tri-umph of the skies. public which also has an oppI())rtunitvtF l'fnaw if that age will be too late to take vocal to associate yourself with a group of women SIGHT-PLAYING is becoming more and more of a re- 2

Drill No. 4
For stressing rapid vis-
ual, mental and muscu-
lar coordination

4 791 ¢ s
8 Sent only t those over I7yrsof age

64 E.LARE ST. CHICAG

STuUDIO 5583

| {§)} TEACHERS, PROGRAM DIRECTORS-

For Easter prg_g_v;amn and services.
Order today! Prices postpaid.
EASTER PROGRAM BUILDER No. 1. New! 118 selec-
tions for speaking and singing. 56 pp.—classified
by age. 85c each; $3.60 Dozen.
GLORIOUS EASTER. Just published. Exercises and
songs for children’s service. 10c each, $1,00 Dozen.
IMMANUEL VICTORIOUS. New cantata. women’s
voices. Beautiful, simple. 20c each; $2.00 Dozen.
‘aster publications available
Order from your bookstore or

LILLENAS PUBLISHING CO. §3557% St Aves

FIRST-ONLY

MUSIC TODAY MAGAZINE

Timely, Interesting,
Double quick digests
of music articles from
all leading publica-
tions. Lots of pic-
tures. Human inter-
est stories of musical ;
personalities. For
teacher, professional

and student. No other

musical magazine like

it.
FOR 12 BIG
ISSUES

Send $1
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Father sits back in his chair near the

to this type of music in their o}
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s in his hom, arsed will be given o i 5 2 Y S e themes Nationall Y > F 35
that each has so many individual and, ¢ and does not have the program. They are always 1-egady Wr; and the demand seems to be inGe¥R Besides this, you have the opinion of a sing these records. The programs are arranged  Known Tonk our postwar shopping list.

shall we say, extrinsic motions that very
few have anything like a similar technic,
Perhaps that is the way they want it.
In conducting his marches, Sousa had a
routine that was almost individual with
each march. He rarely changed these
after he had once fixed the style. :

to strain his ears to make out

or boigher about tone balance?hgnwggii’
there‘is a unanimity and balance of toné
and_ application of tone color which make
an immediate appeal to Father. At the
same time the singers can give the proper
consideration to the thought, the senti-
ment of the song, as they are taught at

“FORWARD MARCH WITH MUSIC”

also have endeavored to have our per-
.formances “family presentations.” That
1s, we do not specialize 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 played “Hamlet” one time might
be one of the mob-around the bier of

all the time. During the grim J&
through which we have been passing’
am sure that such programs, bring"
comfort, relaxation, and happiness, #F
which have been selected with these
Jectives in view, have contributed e
mously to morale on the home fmn{
During the previous war radio had ™
(Continued on Page 172)
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ing teacher that you have coloratura possi-
bilities. Is this not enough to encourage you
to work hard and faithfully at your singing?

It certainly should be.

2. Marchesi, Op. 1, contains many time-
t.Tled exercises to develop fluency of execu-
tion, and the trills, fiorituri, so necessary to
the success of the coloratura soprano. If you
practice these exercises faithfully you will
Never regret it. But for the best results they,

should be practiced every day.

MARCH, 1945

in the form of twenty-seven evenings,
with interesting annotations. The treat-
ment on the whole shows the author’s
careful musical training and is not con-
fined to the vague comments of quasi-
amateurs, such as those of many writers
who have written books with a similar
objective.

Furniture.

f Schools,
Bands, et
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Band Questions and

stream. When you have secured control
of the legato articulatign, then proceed
to the staccato.

The 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 into 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

- Answers
by Wiltlam D. Revell:

On Clarinet Tonguing

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
slz.ips the reed when I articulate. I have
tried every means I know of, but my
tong}xe is still too heavy and spoils my
playing in staccato passages. Can you sug-
gest some exercises that would help me
improve my tonguing?—M. S., Illinois.

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

not tongue with the base of the tongue
but only with its tip, and avoid moving
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 bit skeptical
of my future in the professional music
field. I have never seen any women
trumpet players in a symphony orchestra.
Would you please give me your opinion 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.

ADVANCED COURSES OFFER

SQChI(;'.OtIeSre'as;ngcpoﬁlsitions are open in every part of the field

€ges are making it necessary for e y

Igfc:_erh}'o be equipped for his work; the Rad?o is cal\f?r:é

5 ighly spgc‘sahzed training, and standardized teaching
akes competition keen even in small communities.

very small cost

musical world.

Are you an ambitious musician?

A ician i
successful musician is most always a. busy one. Because

of this very fact it is almost i i hi
/el : st impossible for him to go aw
!f)or addltlc?nal Instruction; yet he always finds %imz ig
Croaden his experience. To such as these our Extension
ourses are of greatest benefit.

musical
Bachelor of Music

Digging out for yourself new ideas
for the betterment of your students

you owe it to yourself to find out
what this great Home Study Musical
Organization has to offer you. At
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THE UNivERmsiTY Exrtensioy
1525 EAST 53RD STREET

(DEPT. A.477),

OPPORTUNITIES
iin the W 2 1]

UNIVERSITY EXTENSION CONSERVATORY
BY THE HOME STUDY METHOD

Music has always ranked high among professions. There is
never an overcrowded field for the well trained musician.

regular work, you,
for higher and more profitable positions in the

DIPLOMA OR BACHELOR'S DEGREE

We help you to earn more and i

{ | arn to prepare for bigge
things in the teaching field or any branch ofgtgh;
profession.

Degree you can meet all competition.

se==—=—c——w—aFill In and Mail This Coupon.——

is a wearisome time-taking task i UNIVERSITY EXTENSI
ti ) : ON CON
When youdczn affiliate with a school 1 1525 E. 53rd Street, Chicagz,“}l‘l’iﬁ:igkv’ S i
recommended by thousands of suc- ! Please send i i
q.e]SSful teachers, you may be sure | lhave Soiea g’eelocm?fa[og' flustrated lessons, and full information regarding course :
that their confidence justifies [ Piano, Teacher’
; our | iano, Teacher’s Normal C
confidence in new id:aas for yo 1 L Piano, Student’s Course s Dgg:mr:ny_r L SRl :
Soork which 1 Your .y []Public School Music—Beginner’s e ampet [ Guitar L
ich we make available to 1 []Public School Music—. H fidvanced Cornet i
you. T Advancod G smAdyaniced 1] Voice O Mandolin .
I Ear Troiaine e position [] Choral Conducting [] Saxophone :
£ it o;nlslusiglght Singing [] Clarinet [J Reed Organ :
Look back over the past year! What ! Ll Dance Band Arranging -[] Banjo -
progress have you made? E Name. . .. \
R e L s Adult o i .
If you are ambltlous to make further Street'No.:. . = ) il e e i
1 you are ambitows to ks fuber | St vocs L T T !
and increasing financial returns, then Lt SR T e i -

If so, how many pupils have you?, . .
.......... Have you studied Harmony?
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and _no interference with your
easily and quickly can qualify

We . award the Degree of
. With a diploma or Bachelor’s

............. State I

CHICAGO, ILL

“"FORW ARD MARCH

WITH MUSIC”

How Strong s Yoy

Foundation?

(Continued from Page 144)

never carries with it the firm secyjy,
being able to check your accuracy agi " |
the what and why of gra.mmaticaln? ]
Shall I say ‘like’ or ‘as’? Shall T sayy;
or ‘whom’? Sometimes your ear tellsy,
sometimes it doesn’t. And When 4
doesn’t, you are swaying on the edg,
the precipice of illiteracy. Exacily .
same is true of the musical gramm:‘
which is solfége. How can you appma[
the musical meaning of a Work in,
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 distan(.-
between ‘get by’ and ‘good-bye’ is pe.
ligible. The point is, getting by i
enough. And that, to my mind, i {
root-cause of much of the interpretatf
problem. It can be greatly relieved i
an early and thorough study of the si:
ject of solfége.

Keeping an Open Mind

“Of course, the student must familizf

ize .himself with the wvarious styles ¢
music. And today, these styles inci
modern ‘music! Perhaps you like it, pe:
haps you don’t—but in building a pe
spective of art values, personal liking
not too important. One must know ¢
there is to be known; and to know, o
m}xst hear, and one must keep an oz
mind. Personally, I find jazz and hoog
woogie interesting musical developmen:
Certainly, I do not prefer them to B+
thoven! But keeping an open ming:
musical developments does not me
that' one prefers such developmen
Boogie-woogie is simply a rhythe
d_ance pattern. As such, it deserves s
tiny (which is not the same as hre!E'
ment!) just as much as the dance for|
tl:lat Bach wrote under the name
gigues, sarabandes, and minuets; just:
much as the dance forms that Chor
wrote under the name of waltzes &
mazurkas. And here we find an intere
Ing thing. Take the Chopin waltzes. T '
day, they have been ‘promoted’ fi*
dance numbers to concert works ¥
when Chopin wrote them, there W
those who turned up their noses at i
for bothering with dance accompal
ments at all! How do we know that
same isn’t going to happen with
dance forms of today? I don't say ¥
same thing will happen, mind yoi-t
merely say let’s look at those da
patterns as part of music. And, W¥
they are done with stylistic integi!
there is much interesting material *
thep- rhythms, their harmonies, &*
their fragmentary themes. Morton Go
has written a jazz work for me whit
In the honesty of its style, is truly ¥
good musiec. ]

“Honest open-mindedness is also 8P
of the pianist’s foundation, but that @
safely wait until he has his tools in &
condition. Don’t start to play music i
your hands are ready to obey you o1 ¥}
keyboard. And the best way to prep”
them for that is to strengthen them .
the sound, alert development that "
underlie any muscular activity.” s
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World Famous Century Edition presents
in these new issues, music you will want
to play—music you will want to teach ...
at Century's money-saving price of 15¢

a copy.

3675 The Firefly, Am-1.............. ..Hopkins
3676 Going Swimming, Bb-1. .. .Hopkins
3677 Grandpa’s Clock, C-1.. Hopkins
3678 The Military Band, Bb-1 Hopkins
3679 - Summer Days, ¥-1... .Hopkins

3630 Tommy's March, C-1... Hopkins
3681 Marie Antoinette’s Music Box, C-1..Giovanni

3682 . Down by Merry Matanzie, C-1..... Porter
3683 Poor Fido, C-1 ¥ 3 Porter
3684 Here We Go, C-1...... ..Porter
3685 School Drill, C-1. .. .............00..: Porter
3686 Which Way to London Town, C-1..... Porter
3717 Sicilienne, Am-2.............¢c0." Schumann

Tschaikowsky

3718 Sweet Dreams, C-2.....
3719 Polka, Bartered Bride, C-4......... Smetana

3720 Danse Russe, Petrushka, C-4. ... . Stravinsky
3721 Afternoon of a Faun, E-4. .. ........ Debussy
3722 Festival at Bagdad,

Scheherezade, G-4......... Rimsky-Korsakof?
3723 Hallelujah Chorus, Messiah, D-4. ... Handel
3726 Arpeggios, Triads & 7th Chords... .. Abrams

TRANSCRIPTIONS BY ROLFE

3663 Allegretto, 7th Symph., Am-2..... Beethoven
3664 Ase’s Death, Peer Gynt, Am-2.... ... . .Grieg
3665 Consolation, F-2. ............... Mendelssohn
3666 Estudiantina, C-2................Waldteufel
3667 Barcarolle, June, Am-2......... Tschaikowsky
3668 Light Cavalry Overture, G-2...... Von Suppe
3669 Spring Showers, C-2...... .. ... ....Fink
3670 Tarantells, C-2 o s Heller
3671 Valse Lente, Coppelia, F-2.. Delibes
3672 Voices of Spring, G-2. ... o .. .Strauss
3673  Trepak, Nutcracker, G-2... Tschaikowsky
3674 Roses from the South, F-2... . ...Strauss

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

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

ot

¢ [J * *
A in Christian Songs
® Heard on Gospel Broadcasts
® Youth for Christ Rallies
® Singspirations
Easy to learn, hard to forget! you may have these
soul-thrilling songs—words and music— at your
own piano, in church, school or home. Order one
or more of these popular collections.
INSPIRING GOSPEL SOLOS AND DUETS ___.50¢
NEW SACRED SOLOS AND DUETS 50c
FAVORITE RADIO SONGS AND POEMS_____ 50c
PRAISE AND WORSHIP CHORUSES________ 35¢
SHOWERS OF BLESSING _______ .- 25¢c
SACRED TRIOS FOR WOMEN ____ 2
LILLENAS’ SONGS FOR MEN ________
(Entire set only $3.00, postpaid)
Let us locate YOUR favorite sacred songs.
Write for Free music catalog.

LILLENAS PUBLISHING COMPANY
2923-C Troost Ave. Kansas City 10, Mo.

New -- PIPE ORGANS -- Used

Builders of pipe organs for church and studio. Ef-
ficient, up-to-date used instruments on hand at all
times, priced very reasonably. We also rebuild and
modernize tracker and tubular organs, additions of
stops, couplers and chimes installed. Yearly care
of organs. We solicit inquiries.

Delosh Brothers -- Organ Experts
3508-105th Street” = - Corona, L: 1., N. ¥: City -

Answered by HENRY S. FRY, Mus. Doc.

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

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

lished. Naturally, in fairness to all friends and advertisers, we can express no opinions
as to the relative qualities of various organs.

IMPORTANT!

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

Q. Please suggest an organ solo for an open-
ing service in- a mew church. I have contem-
plated playing the first movement of Guil-
mant’s “Sonata in C minor, Opus 56.” How-
ever, I will need some other number to play
with it, as it is nmot long enough. The organ
is to have harp and chimes, and the congre-
gation-will expect to hear them some place in
the service if mot in the Prelude. Please ex-
plain the entirely different arrangements of
Bach’s Choral Preludes. I have been shown
two different publications which had only
one thing in common—the melody. Which do
you suggest as being the better, or which one
is wused more frequently? Please submit a
group of Bach numbers that will be more
pleasing to the congregation than his Preludes
and Fugues—such as Air for G string, Come
Sweet Death, and so forth.—J. W.

A. For Prelude on the occasion you men-
tion we suggest a selection from the follow-
ing numbers: Festival Prelude on “Ein ’Feste
Burg,” Faulkes; Festal Piece, Sears; Litanie
Solenne, Edmundson; Pastorale (First Sonata),
Guilmant; Pastorale, Bonnet; Passacaglia, J. E.
West; Pastorale on “Fairest Lord Jesus,” Ed-
mundson; Prelude and Sarabande, Corelli;
Prelude on “Rhosymedre,” Vaughn-Williams;
Retrospection, Hogan; Reve Angelique (Harp
and Chimes), Rubinstein-Lemare; The Guard-
ian Angel (Harp and Chimes), Pierne-Gaul.

For additional Bach numbers, we suggest the
Chorale Preludes, such as Ich ruf’ zu dir; Re-
joice Now, Christian Souls; Jesu, Joy of Man’s
Desiring; Hark a Voice Saith All Are Mortal;
O Hail This Brightest Day of Days; the Adagio
from “Toccata, Adagio and Fugue in C”; and
The Walk to Jerusalem (from a Cantata) ar-
ranged by Griswold. You do not state what
editions of the Bach Choral Preludes you ex-
amined. The different arrangements were
probably caused by the difference in the
editor’s interpretation’ of the numbers. We
suggest the following collections: “The Li-
turgical Year,” Bach-Riemenshneider; “Twelve
Chorale Preludes,” Bach-Glynn.

Q. I am interested in becoming a Radio
organist. I have often wondered just what the
requirements are. How much should he know
about the organ, music and so forth? What
other types of Radio organists are there, be-
sides the Staff Radio Organist?—A. }VI

A. A Radio Organist should know the
quality of the various stops, and have a gen-
eral knowledge of the instrument, its music
and so forth. Different styles of music are
given over the radio—popular, romantic and
classic—and your equipment should include
all styles, unless you are specializing in any
one type, or if you know of a vacancy re-
quiring a certain type.

Q@. Since starting work on my one-manual
reed organ I have added another manual and
electrified the organ by means of a vacuum
cleaner installed under the house. This proves
satisfactory. My great problem mnow is to
secure a set of pedals, a home made device
having proved unsatisfactory. Where can I
_secure a set, and_how and where can they be
“attached? Can you give me some facts as to
the required training of the church organist

and the salary?—J. C. C.

WM. S. HAYNES COMPANY
FrLutes or DistiNcTION
STERLING SILVER—GOLD—PLATINUM
Catalog on request

A. We are sending you name of a person
who has a pedal-board for sale. It is of the
radiating, but not concave type. We suggest
that you consult an organ mechanic as to
the installation. You might also consult the
builders regarding your needs in having the
pedal-board installed; they may have one
on hand. Since you seem to have attained

108 Massachusetts Avenue, Boston, Mass.

your object in all points except the pedal-
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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.

Q. I am leader of a Junior Choir, serving
my fourth year. I find it very difficult in my
church to keep boys and - girls in .the choir
when they become eleven to twelve years of
age. They think they are too big for the
younger ones. I have my age limit from nine
to sixteen years, but they usually drop out
when in their twelfth year of age. Would you
suggest that I raise my age dimit,a, little. ande.
call the organization a Young People’s Choir
or Youth’s Choir in: order to keep the older
members in? I would also like to' know of
other activities to keep the members of the
choir interestéd throughout the season. Our
church does mot believe in commercializing,
so we cannot have anything to raise money.
I do have parties for them occasionally, but
that does not seem quite enough to hold their
interest. Will you suggest the 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 tfo
retain their continued interest to give them
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 include all of
the younger adults, thus including them in
your choir? For books on choir training we

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. |, Anna Magdalena, G-2....Bach
3710 Minuet No. 2, Anna Magdalena, G-2....Bach
3711 Ecossaise, Eb-2. . ... .t . ..iin Beethoven
3712 Oxen: MINUEE G2 i e va D Haydn
3713 Menuetto and Air, F-Bb-2. ... .Mozart
3714 Tarantella, Dm-2 ............ .. Prokofieff
3715 Little Waltzes from Op. 9A-3.......Schubert
3716 First ‘Loss, Em-2................. Schumann
3687 Brownie’s Courtship, C-2............. Heaps
3688 Jumping Jack, C-2.. Hopkins
3689 My Banjo, F-2...... Hopkins
3690 Dancing School, C-2 Rolfe

3691 Going to Market, C-2
Lots of Fun, G-2....

3693 Sea Spray, C-2 .......
..3694 At the Playground, C-2.. . .Schwab
F“3895% Party ‘Clothes, G-2:................. Schwab
3696 The Puppet Show, G-2............... Steiner
3697 Topsy: Tunvy, - F-2. 0ol vtz Steiner
3698 Song of the Mariner, Am-2.......... Steiner
PIANO OR VOCAL SELECTIONS
3699 qu Be With You Till We Meet Again,
3700 Funiculi Funicula, Eb-3...
3701 0O Sole Mio, F-3........
3702 Ross of Tralee, Bb-2... ...
3703 Tales from Vienna Woods, :
3704 Evening Star, Tannhauser, G-3
3705 My Heart at Thy Sweet Voice, C-3..St.-Sacns
3706 Tit-Willow, Mikado, G-3........... Sullivan
3707 Ave Maria, Eb-3...............Bach-Gounod
3708 I’ll Take You Home Again,
Kathleen, P-2 " .00 S oo clani Westendorff
3727 The Caisson Song, C-3............ arr. Royal

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

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

suggest the following on which to base your
selection for reading, although you might find
them all of interest: “The Art of a Cappella
Singing,” Smallman and Wilcox; “The Junior
A Cappella Chorus Book,” Christiansen and
Pitts; “Choir and Chorus Conducting,” Wodell;
““Choral Music and Its Practice,” Cain; “The
Art of the Choral Conductor,” Finn, and “The
Choral Conductor,” Davison.

Q. I play the pipe organ and am very
much in need of an instrument at home where
I can practice whenever I like. I have an
idea that I could purchase a pipe organ con-
sole with two manuals and pedals and install
a reed organ inside. Would it be possible to
take the reeds from two old organs in good
condition and combine them into one? Or,
can reeds be purchased to add to such an
instrument by giving the reed manufacturers
the pitch of the present reeds? If so, please
advise the mame of such a firm. Or, is it
possible to buy a complete set of new reeds?
What would be the approximate price? Will
you send me the mames of 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
closing shutters 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
rodals and motor and occasionally a pedal
piano 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 whom
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 de-
livery cannot be guaranteed. We are sending
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.
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Teachers!...Students!
Be a PIANO STYLIST

o Jazz o Swing e Jump e Boogie-Woogie

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

Make Your Own Arrangements — Add Notes —
Chords—Basses — Breaks—Blues—Rhythms—Modu-
lations—Transposing—Orchestra and Radio Playing
—Introductions—Endings, etc. 1001 sparkling new
ideas all contained in one book. Not an ear or corres-
pondence course, You receive CAVANAUGH'S In-
struction Manual which shows you step by step how
to apply contents of this famous book to any popular
song. For Beginner, Medium or Advanced Student.
Order your book NOW! TODAY! Price $10.00 com-
plete. Postpaid and insured anywhere in the world.

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

FRANKIE OARLE Zreticai Ousttonding
Stiplist of Modemn Fiano Plaging

P

AS HE PLAYS THEM

MISSOURI WALTZ (Swing Arrangement)
HINDUSTAN

DOWN BY THE OLD MILL STREAM
ON THE ALAMO

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

Published separately in sheet
| music form. Each number . . 40c

Buy them at any music store or direct from

Forster Music Publisher, Inc,

216 South Wabash Avenue, Chicago 4, lllinois
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FLAG DAY

(JUNE 14TH)
CHORUS NUMBERS

15541 The Flag Is Passing By (Mixed). ...Barrett ...$J.08
219 O Glorious Emblem (Mixed)...... O'Neill .5
224 Hail to the Flag ‘(Mixed)........ Jeffery .05

35260 Stars and Stripes Forever (Mixed). Sousa .10

35234 Stars and Stripes Forever (S.A.B.).Sousa 12

35232 Stars and Stripes Forever (Unison).Sousa . .10

10732 Our Country's Flag (Unison). .. ... Wolcott .10

35233 Stars and Stripes Forever (2 Pt .

School ‘@hopus)t e e S alise A2

C2176 Flag Song (Fling Out Her Glorious

Folds): [Male)e e v voa S Halmmond i 112

35119 Stars and Stripes Forever (Male). . Sousa 212

Our Flag (Cantata for School) .. .. Root .50
Our Colors (Short Cantota for
Men's: Voices) izt 280 SeemieSprossitiiy il 40
35428 Stars and Stripes Forever
{iMals) i geos e Sousa-Tidmarsh 15
PIANO SOLOS

16275 Betsy-Ross: .. i . e Spaulding . Gra2ii i 230

25426 Flag Goes By . .. ........Crey ...... Gr.2!/; -~ .50

27454 Flag of My Country...... Stairgs Grrli o 25

16501 Hats Off to the Flag..... Spaulding ..Gr.3.. .40

12089 'Neath OId Glory ....... Ralphe v Gr. 2/, .40

8234 'Neath the American Flag. Kern coa el 60

11896 Ours Is a Grand Old Flag. Spaulding . .Gr.|.. .25

17720 Salute to the Colors. .. ... Anthony ...Gr.2/, .40

14568 Stand by the Flag. .. .. ... Stults G335

30L11 Stars and Stripes Forever. . Sousa ..... Gr.4.. R-50

30552 Stars and Stripes Forever

(Simplified Edition) ...Sousa ..... Gr. 2!/5 R-50
30868 Stars and Stripes Forever

(Trio) (Simplified) Sousa-Carleton ..Gr. 11/, .30
13652 Under the Stars and Stripes True 2 Grdee s
27154 Our Flag (With Words) ..Adler .....Gr.2.. .25
27261 Star-Spangled Banner . ... Arr. Richter .Gr. I .25

PIANO DUET
27426 Our Flag (With Words) ,Adler ..... Gr.2 .40
TWO PIANOS—FOUR HANDS

30862 Stars and Stripes Forever.Sousa-Zadora Gr. 5. . 1.00

OUR FLAG—By Frank L. Bristow

A flag song, march, and drill, with directions 1
! g, : 4 and illustra-
tions. Easy, short, and very effective. 50 cents. 2

e These selected lists will prove helpful in choosing appro-
priate and interesting material for the many special pro-
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

exami

nation.

MAY DAY

(MAY IST)

. and other Spring Festivals

= CHORUS NUMBERS

Cat. No. Title Composer Price
20230 In May (Unison) ........lra B. Wilson ..... $0.06
35326 In Maytime (S.S.A.A:) ..Oley Speaks ...... .10
35342 In Maytime (T.T.B.B.) ....Speaks-Peery ..... .15
10234 Blossom Time (2 Pt.) .....J. W. Lerman ..... .I5
115 Dawn of May, The (2 Pt.). F. Berger ......... 12
20409 'Tis May (2 Pt} w1 Ira B. Wilson ..... .08
20672 'Tis May Upon the Mountain
(25 Pta)i ot s ol William Baines .... .12
15512 Lilacs (2 Pt.) ...........Codman-Forman .10
15504 Lovely Springtime (2 Pt.) . Moszkowski-Forman . .12
6174 May March (2 Pt.) ......R.'R. Forman ..... .15
6165 Maypole, The (2 Pt.) ....H. E. Warner ..... .12
20297 May Time: {2 Ptz)i i waREMEShults i w o .08
20370 Spring Fantasy, A (2 Pt.). Norwood Dale .08
20330 Bright May Morning (3 Pt.
==Treble}iez 78 & ReEMe Stolts s 5 2
20188 Come, Let Us Go A-Maying
(3:Pt—Trebla)i s o8 Ira B. Wilson ..... .10
10866 O That We Two Were
Maying (3 P+—Treble). H. W. Wareing ... .12
274 May Pole Dance, The (3 Pt.
LSCAUBA PR s R RE E R Reaft .15
35036 Maytime. Waltz Song (3 Pt.
—Treble}inn e siis . awClora R Ricci . .. .18
15715 Glad May Morning, A (4 Pt.
—Mixed) ............E L Ashford 12
20123 In the Pride of May (4 Pt
—Mixed) ............G.Ferrata ........ .08

AROUND THE MAYPOLE—By William Boines
An exceptional eollection of 8 dance tumes for piano with
instructions for damcing and suggestions for costuming and
arranging the scene. 5
Score with piano, 60c; string parts rented, $2.00 a month.

A

<
’PL
{7 :

-
QN

(JULY 4TH)
CHORUS NUMBERS

_f;fINDEPENDENCE DAY

21002 Oh, Hail Us, Ye Free. From "Ernani"
Arr. Felton (Male). . Verdi..... s
35227 Hail Brave Washington (M(ixed) .).Powe?sl. i $0(|)Z
21153 Lexington Ode. . (Unison)..Schubert-Felton.... .08
21195 Ode to America. . (Mixed). .Costa-Davis : 15
Complete Or stration $1.50; Small Orch. 8105 Vi
21322 Our Flag Is Passing By (Mixed) . H. P. Hopkins 12
35434 Give us the Tools (Mixed).....Dichmont..... .10
21454 God Bless America (Mixed) ...Cooke .. e .08
21503 March on, America! (Unison). . Thunder s .IO
35438 Messiah of Nations (SS.A.). .. .Sousa .. . ... 2
21504 To Arms, Americal (Mixed). .. . Strickland ... 12
21478 V for Victory (Mixed) ........Elmore-Reed . 10
21493 V for Victory (Male) ......... Elmore-Reed :IO
Sl PIANO SOLOS
ourth of July ........... Lieblin ey
6818 Independence Day ... .. ACcdmcgn LG 2'2 gg
11825 Independence Day (Intro. O .
go/umb:'c the -Gem of the
cean ond Yankee Doodle) Spaulding ..Gr.
22571 John Paul Jones ......... B!I:;ke - 9 8: %’/ §!5'>
30044 Liberty Bell March ....... Selisaizi Gr 3'/2 50
1510t Patriotic Day .. 'Grammond .Gr. 2 2 .35
256826 Spirit of '76 ... iRebeiiii. .. Gr.2 . 35
30860 Hail fo the Spirit of Liberty. Sousa ... .. Gr.4.. 50

SONQS OF MY COUNTRY—In Easy Arr's. for Piano

4Céompxl§d and dcrr. by Ada Richter
numbers to delight ils in gre

of each 501;;; is inclu:iedlfu?lllfmtzxuérifdes Led oy

Price, 75 cents
verse

SONGS OF FREEDOM—C
zezrzlje;ie;e?;;tt};;:%gj,patrtotu: songs for schools, clubs,
Voice Edition, 10 cents

and community sings.

ompiled by Rob Roy Peery

homes,

Piano Accompaniment Book, §1.25

Pagﬁalgf of Flowers (Operetta for
e oy g R S n Rich ¢
A splendid 20 minute singing, dmzci::z ucnrz? :ckc’i\;]cn;zrgscnla- =
tion, indoors or outdoors. For girls and boys or girls alone.
e dnan PIANO SOLOS
ay. Dancew =" G Myerfer 0 Gre b 0
14125- May Day - ¢ D D Slaters, G: 22 5 ;5
9632 May Day Waltz ... L. A. Bugbee .. Gr. |.... .25
27521 May Mood ... .. .. Dungan s GreBeiey :35
9631 Maypole Dance ...L. A Bugbee ...Gr. |.... .25
:gtz)(l)'!) Mpro:e Earllce VAL M Foerster Gri 3 e Tinigg
aypole Frolics ... W. B fefsim ! :
27471 One Lovely Day = ol
in May ... ... ... Mil
27284 Dance of the Pink Bl = =
Potals/ v soi C. D. Richardson Gr. 35.. .35
TWO PIANOS—FOUR HANDS
26614 Joy of Spring ... .. C. Kohlmann .. . Gr. 4. ... 1.00
¥ VOCAL soLo
30318 Nuptial Song—Davis .. ... s o $0.4
33:73 For You, Dear Heart—Speaks (TwoA Keys) ----- T.bg
; 72 All For You—d'Hardelot (Two Kot T.60
12268 O Perfect Love—Burleigh (Two Koyahen o .
241630 Porfectilaver Kinder oo e e o
17012 You Came to Me With Love—Brc.ir'wé .......... 'go
3!8489 | Love_ You Best—Brown iy 03 Haliaain .32
0722 Weodldmg Hymn (The Voice That Breathed
er Eden)—Mendelssohn (Med.) ....... 50
PIPE ORGAN ¢ e
30326 Bridal Song—""Rustic Wedding"
24991 A Merry Wedding e et Ci 5
|3482 Brndol.Chorus (Lohengrin)—Wegn.er ........ '.4(())
Wedding March—M endelssohn S aisee g 60
CHORUS—MIXED ;
20877 O Perfect Love—Kinder. IXED 12

er
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MOTHER'S Day J

(MAY 13TH)

VOCAL SOLOS

Cat. No. Title and Composer

25176 Candle Light. .Chas. Wakefield Ravee by,
Cadman Cen el oo e gt

26132 Candle Light..Chas. Wakefield
Cadman . .... b flat-E flat. .. g

An exquisite poem by Lee Shippey i a musical
setting of particular richness. This song bas beey
adopted by the American Parent-Teacher Asso-
ciations for Mother’s Day Programs.

26559 Mother O' Mine. Arthur Kellogg.c-sharptog.. j
A mew and unusually sympathetic setting of ll-g-” %
well-known text by Kipling. ;

26002 Mother's Day. .Frank H. Grey......... e
19695 Mother Calling! Alfred Hall....... Eflatg... 4
17956 Mother. .Stanley F. Widener..........cF. ‘40
A song with an excellent text. 3

24022 Old Fashioned Mother Of Mine

Richard "Kountz . iu cubit i s d-E flat.... 4
24021 Old Fashioned Mother Of Mine o

Richard ‘Kountz. ;........5 2% JSeeE E-F. b
24020 Old Fashioned Mother Of Mine :

Richard Kountz F sharp-g.... &

The above song (published in 3 kevs) is a somg
which will do anvone’s beart good to sine n;
hear -at any time, but it is particularly acceptable
for Mother’s Day. :

25776 Little Mother. .Evangeline Lehman. .. .. dE. ... 4
Dedicated to Mme. Schumann-Heink. i
19632 Little Mother

Daniel Protheroe .......... ¢ sharp-D L]
18680 Little Mother O' Mine e
Herbert Ward ...... ...E flat-E flat 3
6884 Mother O' Mine. .B. Remick..........dE.. &
24043 My Mother's Song. .John Openshaw.. d-g.... &
19404 Never Forget Your Dear Mother and Her Prayer
May Parker Jones . ..............dF.... &
18696 Old Fashioned Dear..Cecil Ellis. ... ... Pl
19420 Song of the Child, The. . Mana-Zucca. .d-F.... &
The musicianly singer will appreciate the efiece

tive and dramatic qualities of this song.

QUARTET OR CHORUS
21232 Candle Light. C. W. Cadman (Treble, 3 Pt I
20010 Rock Me to Sleep..Frank J. Smith. ?Mllﬂd} i
20456 Memories. . Gertrude Martin Rohrer. (Mixed).. |

35151 O, Mother of My Heart. .C. Davis. . ( Mixed).. .
A number of good proportions. While not difi-
cult it is of a quality that will satisfy the he;l
quartets or choirs. g ;

21554 Mother, So True . ... ... ....... [Mixed).. |

CANTATA
Slumber Songs of the Madonna (For Women's Voices)
May A. Strong..... . I i

A beautiful choral work.  The unfavnnvx;' f:\f o/
red Noyes makes it a lovely contribution to @ ]
fine Mother’s Day Program. |

MEMORIAL DAY

CHORUS NUMBERS

Cat. No. Title and Composer Pri
35154 Co(mrades’ Song of Hope

Mixed—Sacred) ...........Ad $0l

81 Lay Him Low (Mixed—Secular) .Sm?{'r e

5

35398

Memorial Day (Mixed—Secular) . Nevin
PIANO SOLOS

22573 Abraham Lincoln

Blak h 3
12131 Battle Cry of Freedom. .. .RenLl(e ..... g:. §/2 E
11910 Decoration Day .. .. .. .. Spoulc.ii.n‘g‘ . .Gr. gl
2534 Our Glorious Union Forever Howard . . ~Gr. 3. 4
18425 Our Invincible Union. .. . . Rolfe ey B
11872 Taps. Military March. . .. .Engelmann .Gr 3.« &

THEODORE PRESSER |

Everything in Music Publications

1712 Chestnut St., Philadelphia 1, P
THE ET

P
MUSIC PUBLISHERS, INC.
Great Works for Violin and Piano
CHOPIN-MILSTEIN—

Nocturne in €% minor .......... $ .75
DESPLANES-NACHEZ—
Itrada ceeeveesasrscaoonnannns .60
GUARNIERI—
Contiga de Ninar .............. .75
Conto No. 1 ..oivvnnnnennnnnnns .75
Encantamento ......cescseceenss 1.00
KORNGOLD—
Much Ado About Nothing ....... 1.50
LISZT-MILSTEIN—
Consolation ™ ... -..eveeecccnces 75
MILHAUD—
Saudades do Brazil
Leme—Copacabana—
Ipomema .........coien ea. .75
Corcovado—Tijuca—Sumaré. . ed. .60
NIN—
Songs from Spain (in 1 vol).... 1.25
SZYMANOWSKI—
La Fontaine d‘Aréthuse ........ 1.00
Notturno and Tarantella ....... 1.25
SZYMANOWSKI-KOCHANSKI—
Chant de Roxane from
“King:Roger”’ ................ .75
VILLA-LOBOS—
Premiére Sonate Fantaisie ...... 1.25
25 West 45th Street
NEW YORK

PIANO TEACHERS!

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

Asxel Christensen’s Complete Swing Piano Instruction
Book will enable you to teach your pupils to glamour-
ize popular melodies in*Feally modern style with per-
fect time, touch and rhythm. Very liberal wholesale
price to teachers and musical colleges. Send for de-
tails if your local telephone book does not already
list a Christensen School.

Our Break Bulletins con-

plAN l STS ! tain fascinating arrange-

ments for building extra choruses of popular hit-songs
and standards by means of novel breaks, bass figures,
riding the melody, ete. Send 20 cents for sample copy.

CHRISTENSEN SCHOOLS OF POPULAR MUSIC
752 KIMBALL HALL BLDG. CHICAGO 4, ILL.

BUY WAR BONDS AND
STAMPS FOR VICTORY

pm

Ahswered by HAROLD BERELEY

No questrons will _be answered in. THE ETUDE unless accompanied by the full name
and address of the inguirer. Only initials, or psendonym gwven, will be published.

IMPORTANT!
Owing fo extreme wartime paper restrictions, all
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 born 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 Him?

A. E. S., Indiana.—There are several Amer-
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.

Interesting Carvings

Mrs. S. M., Iowa.—The photographs you have
sent show very interesting carving on the
seroll 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

HAROLD

Violin Editor

“12 Studies in

A Vacation with Music! :

BERKLEY

VIOLINIST — CONDUCTOR — TEACHER

of THE ETUDE

author of

“The Modern Technique of Violin Bowing”

Modern Bowing”

announces
Master Classes in Violin and Chamber Music

HARRISON, MAINE

on Long Lake
July 23 to August 25
For further information apply
Harold Berkley, 315 W. 98th St., New York 25, N. Y.
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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 codrdination,
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—
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. You strike me as having a good
deal of talent—why don’t you find a good
teacher and study hard for a while?

The “Dolphin® Strad

C. Z., Pennsylwania.—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.
Whether 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, W.l1. 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
Tue Etupe. The book mentioned may be pro-
cured from the publishers of THe ETUDE.

Books on Violin Study

E. W. G., Indiana.—Books that will help you
in your studies are: “Modern Violin Playing,”
by Grimson 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—1I 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.

Encouragement 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 meen coming back from the war
who will have to make a similar change if
they are to continue playing the violin; so
I think it is an excellent ide: o1 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. 2

“FORW ARD MARCH WITH MUSIC”
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Dzeacan Marimsas

The Deagan “Thirty-Six‘
— superb performance with a
minimum use of critical materials.

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 of many types of combat
equipment, it takes some time to fill
orders for Deagan Marimbas. But what
is a slight delay in delivery compared
to the lifetime satisfaction of playing
the world’s finest instrument? Good
things are worth waiting for!

J. C. DEAGAN, INC.
1770 Berteau Avenue, Chicago 13, il

voddy. ... >

Finest Marimbas’

Dependability
Since 1874 Serbing a Clientele
of Discriminating String Plapers
One of America's

IMPORTANT COLLECTIONS

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

@
207 South Wabash Ave—Chicago 4, 1ll.

PUBLISHERS OF "VIOLINS and VIOLINISTS"
America's only journal devoted to the violin
Specimen Copy 25¢—I2 issues for $2.50

Send For Free Catalogue Of

RARE VIOLINS

$50 to $25,000
FRANCIS DRAKE BALLARD

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

AUGUST GEMUNDER & SONS
53 W. 56TH ST., NEW YORK
Exoes cpairina, St ftr Catalog €

Henning Violin

DEEP - MELLOW - SOULFUL

For e limited time you can pur-
chase this high-grade violin, wjth
the qualities-of the finest, at a price
far lower than ever asked for such an
instrument; made possible by our
many years of experience in violin
Write making,” Satisfaction guaranteed.
for GUSTAV V. HENNING ¢
Information 8907-5th Ave.. N. E., Seattle. Wach.

Special

MARIMBISTS—XYLOPHONISTS

“The Palms' Arranged for
Two, Three, and Four Mallets

Price, 50¢ Postpaid—Send to

EVAN A. HALLMAN
1052 Spruce St. Reading, Pa.
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teacher has a thorough “understang,
N1]

of these three factors, he may Procee;
with confidence and assurance t, thd
primary work of the year, the progry, Og
instruction for the orchestra. Here g,
problem can be stated simply as ope cr: ‘
ating the conditions conducive t, the

The “Vochestra”

(Continued from Page 166)

PLAN NOW TO ATTEND A SUMMER COURSE WITH

OUTSTANT ' T
GUY MAIER NDING VOCAL ALBUMS

RADIO CITY SEBRIES

come into popularity. Now, millions listen
to programs over the air and our coun-

; PRt most effective and desirable learnj
@® ATLANTA . . . . July 26 try, throughout the week, is literally : arning gng |
Manager: Helen Knox Spain, Hotel Atlantan drenched with good music, There are 23;‘;:;‘;0“31 growth on the part of the FOR TENOR g F OR SOPRANO T‘
® MINNEAPOLIS . . . July 913 hose hearts are overburdened 2 Containi : :
B Rhell i dorof Musts 6 Sallo’ o Tkl Suser’ | Snosands Whoss e o aline the truth  Following are some of the esengy TerEEL i fine Jooliection o A marvelous selection of some
® CHICAGO .-:.. . . July 1620 with sor'row,fw otlrrllusL 1;?;1 e : c;{ Uth ints of-view-which fic Wt fotm_ solos by Debussy, Richard Strauss, § of the best songs by Wagner,
Sherid Mlusic Shoolrdll S Mbdliioes Averie of the line from the Latin poet, Horace o o0 q it cionn S ung Reynaldo Hahn, Lecuona, Masse- § Leoncavallo, Bizet, Verdi, Tschai-
® ROCHESTER . . . . July 23-27 (65-8 B.C): “Music is the sweet and erat of instrijction ki hig 2 bro- net, Tosti, Grieg and many other kowsky, Longas, Massenet and .
Eastman School of Music healing balm of troubles.” The radio, high schy) Aests <od ’ ’
orchestra. These twelve points of yy, istinguished composers. many others. i

® NEW YORK CITY . July 80-August 10 which many musicians thought at one
Juilliard School of Music, 130 Claremont Avenue time was going to put them out of busi-
* ness, has proven the greatest of all dis-

seminators of music, resulting in un-

form a pattern of thinking which maje
it possible to select the day-to-day pr.
cedures and experiences, to make eff.

Price $1.00 Each Album

Franiors Coarse In Repertoiro. and Axalysls. 1. ... . .30.00 heard of increases in income. Why 1 {ve declelons on cach problem Avallableas, your locl dailer o U G .\
Private and Group Lessons; Associate Teachers, etc. know of one very expert and active grmgihgxl 0 Mieasure AeEEEL EDWARD B. MARKS MUSIC CORPORATION I
saxophonist in New York who takes in SrOWth in terms of the total plan. - ‘

$1500.00 a week. When he was born, 1. The teacher must be thoroughly g. R. C. A. Building e Radio City ° New York 20, N. Y. |

thousands of musicians were content quainted with the human materia i =
with that income for a year. Music never his orchestra. i
commanded such a high rate of income 2- The general and specific objectiy
as it does now. Our artistic tomorrow in for the work of the year should p

Pianists—Send for free booklet show-
ing how you may greatly improve your
technice, accuracy, memorizing, sight-

with a definite plan for the year proud of that dog, a lovable fellow of no

reading -and playing thru mental
muscular co-ordination. Quick results. Practice effort
minimized. Used by famous pianists, teachers and
students. No. obligation.

Bso2dwell Studios, Dept. 65-C Covina, C:liforni-

LEARN "SWING" MUSIC

Quick course to players of all instruments—make your

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

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

Duets, trios, quartettes and ensembles—special choruses

~—modulating to other keys—suspensions—anticipations

—organ points—color effects—swingy backgrounds—

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

CLASSIFIED ADS

WANTED—Minister of music in a Meth-
odist church. A good opening for private

music studio. Mid-western city, CCW -c¢/o0.

ETUDE.

WANTED: Old classical (vocal) records.
Records also sold and exchanged. H. P. Sil-
verman, 216 Denham Bldg., Denver 2, Colo.

FOR SALE: STEINWAY CONCERT
GRAND ABSOLUTELY LIKE NEW. SUB-
STANTIAL DISCOUNT. Joseph Holstad,
337 Oak Grove, Minneapolis, Minn.

’

EXCHANGE 2 UNWANTED PIECES of
sheet music for one wanted. Give first,
second and third choice. Burpee’s Spe-
cialty Shoppe, Delton, Mich.

FOR SALE: Complete Richard Wagner’s
y('mﬁmsd(gmmd) for piano and voice. Eng-
ish an erman. Mrs. Van Arsdal
Black Eddy, Pa. s

SLIGHTLY USED CLASSICS (Voecal,
piano, Vlghn, etc.) Classical records. Lists
10¢. Fore’s (Dept. E), 3151 High, Denver 5
Colorado. :

WANT HARP & COTTAGE ORGAN.
ﬁt}ipt‘(}lxjt]xjon not important. Box HOC c/o

“YOU’RE SO WONDERFUL TO ME»”—
Vocal-piano send 30 cents to William W,
Harris,’ R. R. 2, Box 44C, Orange; Calif.

FOR SALE BY OWNER—Genuine An-
tonio Stradivari violin 1724 in splendid
condition. Hart certificate. Price $14,000.00
cash. Rereference furnished to such per-
sons interested. Address CPD c/o ETUDE.

FOR SALE: Two very fine old violins
53)258(1)).00 eafch. Willeen(ll\lon approval with
proper reference. Don Mericle, 111 g
Carterville, Mo. izl

VIOLIN @ FINGER GUIDE simplj
learning and teaching, true intonatig::ﬁr?g
guess Wwork, easy to put on. Price $1 60—
State size of violin. Burghardt Systems
2720 N. Albany Avenue, Chicago 47, Tllinois,

FINGER DEVELOPER
B new invention for pianists

The use of this exerciser a few minutes daily
is guaranteed to improve the touch of any

pianist. It has been stated by many that it
will revolutionize pianoforte technic.

It develops the muscles of the fingers, hands
and arms in a new and wonderful way, and so
quickly that users are astonished. he ap-
pliance consists of an ingenious arrangement of
rings and fine silk covered - elastics, which
creates resistance on the ‘‘downward’” and
assistance on the ‘‘upward’’ movement of the
fingers. The effect of this is noticed immedi-
ately, greater speed and brilliancy being at-
tained.

Send for valuable free literature. Order to-
day. It costs less to have one than to be
without it e T st st PRICE $10.

Mfg. and sold by
CHAS. T. MARSH, LTD.

895 EAST 64th AVE., VANCOUVER, B.C.

American music is boundless!

The Problem of Building

the High School
Orchestra

(Continued from Page 138)

for other social groups. It is generally
agreed that one of the main reasons why

Concerning the Staccato

(Continued from Page 141)

after each note. The bow may even leave
the string 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 with the lightness and charm
that are its chief characteristics.

Although no form of the staccato has
any particular value as a means of mu-
sical expression, the ambitious student
should make every effort to master it, for
without it he must forego playing many
solos of the bravura type. Moreover, a
careful study of this bowing tends always
to develop a more sensitive touch on the
bow and a more delicately balanced bow-
arm. Therefore, the fundamental exer-
cises should be given to a pupil at an
early stage of his advancement, and re-
currently studied in more extended pat-
terns. If this approach is taken, he will
gradually acquire a good staccato almost
subconsciously. -‘The older violinist, who
may have struggled with it for years
w1th9ut success, can learn it just as
certainly if he ig willing to go through
the.same course of study. This he must
do in order to eradicate any bad habits
that may have been ‘hindering him. Ang.
abpve all, he must be patient. Tt méy re:
quire a few weeks, two or three months,
Or even a year of study; but, given pa.,'
tience and the right kind of ‘practice
an effective staccato will be his reward,

“FORWARD MARCH WITH MUSIC”

so many school orchestras have with-
ered 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
adult living. Many youth have oppor-
tunities to play in adult music organiza-
tions after graduation from high school.
Therefore, the good teacher will strive
to give his students a sound musical and
technical training to the end that they
may continue to pﬁay as 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-
out life will depend greatly on the sound-
ness and thoroughness of their basic
training in the orchestra.

These four major purposes of the or-
ghestra make it one of the unique offer-
ings of the school, an experience within
Whlch the school can achieve many of
its fundamental aims while permitting
tr%e student to participate happily and
willingly in a chosen activity. While there
are, of course, other purposes and func-
tions, yet to be successful in building a
school orchestra, the teacher should be
thoroughly familiar with these four pur-
boses and should use them as corner-

stones in an on-going
plan for the d -
opment of his orchestra. i

The Program of Instruction fo
0 _ th
High School Orchestra e

So far we have dealt with -
lem of understanding (1) 3112 p;‘l?gl,)h
schpol, (2) the students, and (3) the
majgr functions of the orchestra in the
curriculum of the high school. When the

clear.

3. There should be motivation adequa: |

to develop interest and stimula
progress. Two things are particularly

effective for this purpose, (a) goi b

music, and (b)
for the group.
4. Adequate equipment must be avai-
able. The teacher must see to it tha
(a) the school provides the appr-
priate facilities, and (b) that the stu-

attractive activitie

dent procures the appropriate kini |

and quality of instrument.

5.-Technical progress should be plannei |

for each student by means of (a) pri
vate study or technical drill durin
rehearsal, and (b) solo and ensembk
performances.

6. Technical progress should be plannei
for the orchestra. Emphasis on fun-
damentals of  musicianship and e-
semble performance; attention to in-

dividual problems by sectional r |

hearsals.

7. Rehearsal techniques must be effe:

tive. The musical development of th¢

orchestra will depend considerably o |

(1) the teacher’s acquaintance will

- instrumental :techniques in string
woodwinds, brasses, and percussiol

(2) understanding, of the learniu
process,"and (3) -ability to drill effec
tively.

8. The music must be selected ver
carefully in terms of ‘the students

musical background, interests and ed- |

ucational maturity.
9. The‘ orchestra’ must be effectively o
ganized and -administered. The su

cess of the orchestra will depend o |

such factors as (1) adequate sched

ules, (2) effective student officers, 3 |

routinized procedures, (4) established
policies, (5) appropriate credit {0
music study, both in and out o
schools, and (6) controlled instri-
mentation.

10. Daily rehearsals must be supplement-
ed with a variety of special activities
The daily work will be meaningful
students if its purpose is to prepare
for experiences which the students
desire. Therefore, it is imperative ©
plan a continuous series of publ
appearances, emphasizing individu!
and-group participation in (1) schod
and. community affairs, and (2) B
sic festivals.

11. Evaluation is essential. The teacht

who has been working with a cle? |

understanding of his problem &

should have no trouble in arriving at
value judgments of (1) the extent to
which he has achieved his goals, and
(2) the revisions he should make in
his plan. Each school year is a cycle
which starts with a basic philosophy,
proceeds through general and specific
objectives, is implemented by the in-
structional program, and ends with
evaluation.

12. The teacher must grow professionally.
Each year the teacher should select
some phase of his work that needs
improvement and make it a project
for his personal growth. It can be as
specific as learning special bowing
techniques or it can be as broad as
the study of the psychology of ado-
lescent behavior.

Summary

The writer has tried to indicate the
nature and scope of the total problem of
building a school orchestra. It was point-
ed out that a plan to build an orchestra
must be based on a thorough understand-
ing of the high school, the nature of
high school youth, and the unique con-
tributions of the orchestra to the pur-
poses of secondary education. And finally
there were listed twelve points of view
which have proved helpful to the writer
in building an orchestra in his school.

The basic point of view that runs
throughout this series of three articles
is that each teacher must construct a
definite plan for building his orchestra
and that he must continually improve
himself as a ‘teacher. Then he is likely
to be successful in building a school
orchestra.

Why Do You Sing?

(Continued from Page 135)

to ‘follow.” He needs a fellow artist,-who
can sing mentally along with him, reflect-
ing a poetic and musical appreciation in
harmony with his own. No one can really
teach interpretation, since the process
Involves that emotional recreation which
is defeated by imitation or compulsion.
But one can indicate to the young singer
Where the essentials of interpretation lie
—and that is in the sincere projection
of life »

An Artist Speaks of Music

(Continued from Page 143)

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
assert themselves gradually and nat-
urally. Beethoven never tried to be orig-
inal, he remarked—he was original. The
effort to find something new bears fruit
in science, but not in art; art must repre-
sent natural and sincere human outpour-
ings, or it becomes mechanical. Then he
spoke of Poland, his grief for her suffer-
ings and his hopes for her future vividly
expressed in each well-chosen phrase.
Shortly after, my drawing was sketched,
and I left him, all his .feeling for his
native land still vibrating in the air. As
T stepped out into the hotel corridor, I
heard a Chopin Polonaise being played
as I'd never heard it before. Paderewski
was talking of Poland in the language
that was most natural to him, and the
tones that came through the closed door
expressed his emotion even more vividly
than his words had done.

Speaking of music as a language re-
minds me of a revealing thing that
Aristide Briand said to me when I drew
him after the first World War. He told
me that, during the worst of the crisis
and when cares of state sat most heavily
upon him, he would refresh himself by
going home and playing Wagner’s music
on the phonograph. And he remarked

apparent known breed. Of course, I ex-

pressed a keen desire to hear’the "dog”**’

perform, thinking that this would be a
fine way of testing out the influence of
environment. Lehir 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 Lehar 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 . . .

Sousa and Inspiration

John Philip Sousa believed implicitly
in inspiration—not in the careless busi-
ness of taking no pains and waiting for
something to happen, but in the guidance
of some higher Power which directs the
creative flow. He told me that his best
themes came to him in company with a
sort of conviction that they were meant
to be. He once took a trip abroad and
was suddenly called back to America by
some emergency. The moment he boarded
the ship, he said, he seemed to hear a
band playing, and the sensation was so
real that he first thought there was a
band on the ship giving a concert. Bub
there was no band, and the music he
continued to hear was nothing he knew
—and he knew pretty much everything.
All during that crossing, he seemed to
hear this same band music, and gradu-

ally, the melody came to him so clearly-

that he could see its notation. By the
time he reached home, he “had” a com-
plete, well-formed new march—it was
The Stars and Stripes Forever.

I'm not prepared to say, of course,
whether “inspiration” really means this
kind of dictating of creative ideas; but I
do believe that the root of all creative
work must be—simply human sincerity,

that- music to him was -#he - universal ~~expressed in the clearest, most beautiful,

language—more potent to bring men to-
gether in brotherhood than any spoken
tongue.

T've had experiences with makers of
lighter music, too. I had lunch with
Franz Lehar on the day that I drew him
_at a table over which tame canary
birds flew and pecked at the food—and
suddendly he asked me whether I would
care to hear his dog sing! He was very

most communicative form possible. That
is art. And if it isn’t clear, beautiful,
understandable, and sincere, it doesn’t
“take.” People may disagree on what is
beautiful, but common human emotion
reaches all of us. It is this human emo-
tion I seek in music. And if my feet
aren’t too firmly planted on the ground,
due to something going on in my head,
music carries me off them!”

Ubj

(Continued from Page 126)

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
beginner—during the first few weeks—
by teaching him to touch the eight not=s
of each scale simultaneously using four
fingers of each hand. He can first l2arn
to touch tetrachords alone, then to com-
bine two of them to form a scale. If he
touches all eigi.t notes at once he seces
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 all 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 ia
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, having 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 all 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. :

ectives of Scale Practice |
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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 — Desi i
gned for b d 1 i
only a short time each day et

FIRST GRADE
FIRST GRADE PIANO BOOK — The most celebrated piano method
l?efore the public today. Written throu
. totrandin allkeys =0 1.00
ADED SGHT BEs e Tt s B . bt .
Faen] ADING, BOOK |— A supplementary book to

MAJOR SCALES, BOOK 1 Contains ail the majo sates it "2

directions for writing, building and playin
ADVANCED FIRST GRADE — Designed zspyeciilly'}6"5}{&”&"{}{” i
gap between the First and Second Grade Books " - 1.00
SECOND GRADE
SECO:QZ GRADE PIANO BOOK-—Preparatory exercises of each
study thoroughly worked out to demonstrate to the i
proper manner of study ey
GRADED SIGHT READING
MAJOR SCALES BOOK Ii

ghout in five-finger posi-

how to practice e
with ease

GRADED SIGHT READING BOOK jij 7o e

FOURTH GRADE

g:lcg BCOhOK i)/[esi%ned to follow the Third
= opin, endelssohn, Schum.
Schubert are among the composers drawn upon for th:nsr:ugfe:

in this beautifully laid out and i
S sl Sl Booarlé l\;arefully edited volume.. . . 1.00

FOURTH GRADE pI
Grade Book,

................................................ 1.00

FIFTH GRADE

T e e smene g OK = Technic s 0 mastr il th
scales and arpeggios will be found in thciznl?::lfﬁcf ffbles ol 1.00
ADULT STUDENTS — BOY BEGINNERS
: GROWN-UP BEGINNERS

FIRST BOOK FOR THE ADULT BEGINNER .. :
FANORITE ME il JADULT. AbUtT. e ;I.OO
........ e, 1,00

Above books gladly sent for your examination

Helpful suggestions for teachers o

catalog W-345. Send for nd pupils are contained in our

your copy—no charge.

The World of Music

“Music News from Everywhere”

HEITOR VILLA-LOBOS, South America’s system. In 1891 she conducted nomk
most famous composer, who is an official courses at the New England Conservmﬁ
of the Department of Education of the of Music. : i
Brazilian Government, recently conducted 3
several concerts of his own works in the MUSIC WEEK, May 6-13, which
United States. His first appearance was year marks the twenty-second anyf
with the Janssen Symphony of Los oObservance, will again stress the the:
Angeles. Later he conducted the New “Use Music to Foster Unity for the y,
York City Symphony and on February and the Peace to Follow.” Suggestions:
23, he was guest conductor of the Boston the observance of Music Week are cu
Symphony Orchestra. tained in an announcement from L
National and Inter-American MusicWs
Committee, 315 Fourth Avenue, ¥
York City. '

w—— ——

HERBERT L. CLARKE,
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.
Mr. Clarke was born in
Woburn, Massachusetts,

HERBERT FROMM, organist and ch
m.aster at Temple Israel, Boston, is i
winner of the first Ernest Bloch aw
with his composition, Song of Miriam,
women'’s chorus. The award includes i:
sum of one hundred and fifty dollarsa
guarantee of publication. The winne

——

HERBERT L.
CLARKE pupil of Paul Hindemith, came to if
September 12, 1867. He became one of the Uniied Stetes Trom, O

outstanding cornetists of the world and e

prior to his connection with Sousa’s

Band, Mr. Clarke was associated with _ ~ CONCERTO FOR ORCHESTRA |
Gilmore’s Band and Victor Herbert’s Or- Deia Bart6k, was given its first New Yof
chestra. His brilliant solo playing made performance on January 10 by the Bus:
him a favorite in all parts of the world. Symp hony Orchestra, conducted by s
For a number of years he was the leader ~CUSSeVitzky. It was written for
of the Long Beach Municipal Band. Koussevitzky Music Foundation in me

% ory of Natalie Koussevitzky.

i A DINNER in 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
grit;delind Wagner, granddaughter of
ichard Wagner and great granddaughte i 3

of Franz Liszf. Several h%mdred giest: tggig; lﬁghédeg mu51.ca1 and sccE
at.tended and Dr. Cooke was presented 12 e ey e ook
with a large volume of tribute letters :
from all parts of the country.

A SPECIAL WEEK-LONG celebnif
honoring the one hundred and fift:
anniversary of the birth of George P
body, was held during February byt
Peabody Conservatory of Musie, B&‘
more. Arranged by Reginald Stewf
director of the Conservatory, the [

CLARENCE KOHL.
MANN, widely known
_ THE CUBAN-AMERICAN MUSIC GROUP . rPPoser and for many
is the name of 2 new organization formed oS- CLgRNISh o wihi
under the guidance of a committee f})cean Grov? N
headed by Agron' Copland for the pur- ersey)' Au.dltorium
pose of fostering in this country the per- ;vhe_re Lis dally recitals
g)lzl‘maimce and knowledge of Cuban music. HE. t e summer seas
Ama?; ies Seeggr, Music Chief of the Pan z(i):dattmcted thousanc%s,

can Union, and representatives of i De.cember 15, In S
zge Cuban Embassy in Washington anq T iadelphia. In addition KOHLMAN

e Consulate i r to his duti i
advisors for :hénog ;:izzgiglil gle among active in 1;’tllnfilsa(?etlp(k)xiczf ZI; acg?::c'hlrrg‘;

: ist and pianist. Mr. Kohlmann was b
Ml s in Philadelphia and Ph
e teafkllng g;gT(;I:iEli!-C(t)P'P, retired Goepp and Maurits Ij:f(i?: ;g;h com)”
Plefoher Ml Methios glnator of the sitions include many successful cant v
ber 31, in New York Coit;y Clrl‘f‘?)xr?risggecem.' several operettas, church music, S0
1938 she directed the Fletcher Mu\IJ.]stllé bost, pano and organ, NOKNEI ﬁ

best known of his organ composition’

an

4 studied with Gobby and Hubay at name of the National Federation of Mu-
the Funfkirchen Conservatoire of Music. sic Clubs, and was started with a first

His debut was made in London in 1.901 bond given by Mrs. John McClure Chase
and he later toured Europe and America. of New York City, Chairman of Special
and Life Memberships for the Federation.

JUDSON HOUSE, concert and operatic
tenor, died suddenly on January 5 at
pumont, New Jersey. Born in Brooklyn,
he studied at the Seifert Conservatory in
that city, and later with Adelaide
Gescheidt. He held important positions
with prominent New York City churches
and appeared with the major symphony
orchestras of the country. Mr. House sang
with the Philadelphia Grand Opera Com-
pany in the first American production of
«The Ring of Polycrates,” by Korngold.

KENNETH SHERMAN
CLARK, composer, writer,
widely known through
his musical activities
with the Princeton Uni-
versity Triangle Club,
died on January 24, at
Princeton. During, the
first World War he was
one of the first to be ap-
pointed an Army Song
Leader, serving with the 79th Division at
Ccamp Meade and in France. He was the
composer and conductor of several of the
productions of the Princeton Triangle
Club. In 1923 Mr. Clark became a mem-
ber of the National Bureau for the Ad-
vancement of Music. He was the first
secretary of the Associated Glee Clubs of
America. His book, “Music in Industry,”
is a very comprehensive survey of this
special field of the art.

KENNETH SHER-
MAN CLARK

THE THREE WINNERS in the 1945
Young Artists Auditions of the National
Federation of Music Clubs, which are
scheduled for May 22, 23, and 24 in New
York City, will have the privilege of ap-
pearing as soloists. with the NBC Sym-
phony Orchestra in its summer series of
broadcast concerts, under the baton of
Dr. Frank Black.

LORIN MAAZEL, sensational fourteen-
year-old conductor, had a most successful
appearance early in January with The
Philadelphia Orchestra, when he directed
that famous organization in the first
Children’s Concert of the season. Accord-
ing to the reports, “thunderous applause
followed the orchestra’s performance of
Prokofieff’s Classical Symphony.”

THE WORLD PREMIERE of Nicolai
Berezowsky’s Concerto for Harp and Or-
chestra was given on January 26 by The
Philadelphia Orchestra, with its principal
harpist, Edna Phillips, as soloist. The
work, which was commissioned by Miss
Phillips and dedicated to her, was most
enthusiastically received.

A NEW “ORGANIZATION within an or-
ganization,” a Foundation for the Ad-
vancement of Music, was recently estab-
lished by vote of the Board of Directors
of the National Federation of Music
Clubs.

The purpose of the Foundation is to
provide always available funds outside
the regular administrative budget of the
Federation which can be used to further
speciai musical causes. Among these are

Com/oeﬁﬁon.’)

THE THIRD ANNUAL Young Com-
posers Contests of the National Federa-
tion of Music Clubs has been announced.
Open to all in the age group of sixteen to
twenty-five, the classifications and prizes
are the same as in previous years. The
closing date for the submission of manu-
scripts is April 1; and full information
may be obtained from Miss Marion Bauer,
115 W. 73rd Street, New York, 23, N. Y.

A FIRST PRIZE of $25,000. is the
award in a composition contest sponsored
by Henry H. Reichhold, industrialist and
president of the Detroit Symphony Or-
chestra. Composers of the twenty-one
Pan-American republics are invited to
submit manuscripts. ‘A second and third
prize of $5,000. and $2,500. respectively,
are included in the awards. The winning
compositions will be played by the
Detroit Symphony in the Pan-American
Arts Building in Washington.

THE SIXTEENTH BIENNIAL
YOUNG ARTISTS AUDITIONS of the
National Federation of Music Clubs,
which carry awards of $1000 each in
piano, violin, and voice classifications, will
be held in New York City in the spring
of 1945. State auditions will begin around
March 1, 1945, with district auditions,
for which the State winners are eligible,
following. The exact date of the National
Auditions will be announced later. All
details may be secured from the National
Chairman, Miss Ruth M. Ferry, 24
Edgewood Avenue, New Haven 11, Conn.

AN AWARD OF $1,000 to encourage
“the writing of American operas in gen-
eral, and of short operas in particular,” is
announced by the Alice M. Ditson Fund
of Columbia University and the Metro-
politan Opera Association. The opera must
be not over seventy-five minutes in length
and by a native or naturalized American
citizen. The closing date is September 1,
1945 and full details may be secured from
Eric T. Clarke, Metropolitan Opera Asso-
ciation, Inc., New York, 18, New York.

AMERICAN

CONSERVATORY
o MUSIC

CHICAGO 59th SEASON

Accredited courses in piano, voeal, violin, organ and all other branches of
Music and Dramatic Art leading to

(
DEGREE—BACHELOR OF MUSIC
DEGREE—MASTER OF MUSIC

Under Authority State of Illinois

Unsurpassed faculty of 130 artist instructors, many of national and
international reputation.

Thorough preparation for concert, radio, opera and teaching posi-
tions. Weekly recitals, lectures, school of opera, training in students’
symphony orchestra, bureau for securing positions.

SUMMER MASTER SCHOOL

Three Summer Sessions — May 14 to June 23,
June 25 to August 4 and August 6 to September 15

Specidl Summer Courses in Public School Music, School of Acting,
Children’ Musical Training (Robyn System), Oxford Piano Course

Member of the National Association of Séhools of Music

Send for free catalog. Address John R. Hattstaedt, President

AMERICAN CONSERVATORY OF MUSIC
572 Kimball Hall, Chicago, Ill.

Founded 1867 by Dr. F. Ziegfeld
CONEERS -DEGREES OF B.MUS., B.MUS.ED., M.MUS., M.MUS.ED.
Member of North Central Association and National Association of Schools of Music

Address Registrar, 60 E. Van Buren ‘St., Chicago 5, Illinois

CHICAGO MUSICAL COLLEGE

RUDOLPH GANZ, President

ALL BRANCHES OF MUSIC. SPECIAL INSTRUCTION FOR CHILDREN AND NON-PROFESSIONALS

EDWARD ELLSWORTH HIPSHER,
MUS. DOC., A.R.A.M.

Twenty Years Associate Editor The Etude
instruction by Correspondence
Harmony, Counterpoint, Musical Form,
Composition
Musical and Literary Manuscripts Criticised
and Prepared for Publication
Club Papers Written

218 N. STATE ST., MARION, OHIO

BUY WAR BONDS AND
STAMPS FOR VICTORY

PLAY BY SIGHT

PIANISTS. If you cannot play a composition with-
out constant practice, you need special }nspructlon
to eliminate this handicap. The best Pianists and
Accompanists are Sight Readers. The secret of
Sight Reading is revealed in “THE ART OF
SIGHT READING”. ;
Improve your playing and a'dvance more rapidly.
5 Lessons complete with Music $3.00

DANFORD HALL, 1358-AC Greenleaf, Chicago 26, I,

WANTED PIANO TEACHERS

Method School and is said t
0 have tau s » i ive i
more than a thousand music instructcgn}'lst. i e B pl,m

Mrs. Fletcher-Cop . which was a daily feat f his rec”
P was born in 2 ure 9 ]
stock, Ontario, and studied muz‘i,c0 °% FESerenys ab Oy Grove.

Europe. She specialized i
. : in methods for v '
teaching children and lectured throsugﬂ?- i HEGEDUS,dISthUiShede;;

out the United States on the use of her garian violinist, died on December ¢

N ) London. He w i in I
FORWARD MARCH WITH MUSIC "R b
THE E

the continuance of the musical activities
with armed forces initiated during the
war i i vet-

and the assistance of returning Sourse et “How and Why” and Wholesale

erans to resume interrupted musical ca- Catalog where our attractive business offer is
reers. fully explained.

{ % : D PUBLICATIONS
The Foundation is being financed | ;o NF?,EESS‘:‘I’_“'T”R e . LSA.
largely by War Bonds purchased in the

MARCH, 1945

To teach America’s outstanding POP]J'LAR
PIANO METHOD. Separate sheet music style
course. All lessons in beautiful colors. Write for

BOSTON MUSIC COMPANY

116 Boylston Street - Boston 16, Ma
» Mass.

in
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ELIZABETH A.GEST
Quiz No. 4

. What is a gavotie? pi-an-ist?

. What is a spinet?

. What minor scale has five sharps
for its signature?

4. What is this? 8

W DN
=y

orchestra?

time signature?
9. Is Igor Stravinsky a composer,
conductor, violinist or pianist?
(Answers on next page)

[97]

. Who wrote the opera, “The Magic
Flute”?

6. Should you say pee-anist or

oharon Decides to Play (Playlet)
éy é)rnm[fne un(/ j/in-ence ﬂoruaﬂ;

CHARACTERS

MARTIN, GALE AND SHARON (three
music pupils)

Their mother

Other pupils dressed as Biblical
characters: Jubal; David; Queen of
Sheba; Samson; Miriam; Shepherd.
(Costumes may be indicated, such as
gold paper head-band and jewelry for
Queen; short, white tunic for Jubal;
long, thin veil of light color for
Miriam; bright tunic with belt for
Dayvid; striped tunic for shepherd.)

SCENE: Interior with piano; chairs;

door or other entrance. Martin, Gale

and Sharon are seated around their

mother, who is reading aloud to them.

MOTHER: And so, Jubal filled the air
with his song. He became, as the’
Bible tells us in the Book of Gene-
sis, “The father of all that handle
the pipe and the organ.”

SHARON (sighing) : I wish I could sing
or play well, like Jubal. I really
would like to. :

GALE: Well, why don’t you try harder?
I'm going to try hard and play
beautifully, like he did, too. I'm

S going to play well at Miss Gordon’s

‘ recital. Wait ’til you hear me.

MARTIN: So am I. I love beautiful
music 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 pblay well
enough. Really you do.

SHARON: No, I don’t. And I do not
want to play at any recital yet. I
have not studied long enough. I'l]
play for you and Martin and Sis
hut not at the recital. Not at this,
one, I mean. 2

MO}“HER (rises to open door, as bell
1‘mgs)t: I thought I heard some
ocne at th g i y
Pl e door. T'll go and see.

MARTIN ; Why won'’t you play, Sis?
?iwou play very well when you’wan:c

SHARON: T’1] play at the next Teeital

Aeroplanes and Submarines
by Frances Gorman Risser

My right hand is an aeroplane
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 ocean of the bass,
Where chords and octaves sleep.

Then, sometimes, my two hands are
tanks :
That rumble to and fro,
Or transports taking fighting men
Wherever they must go.

When I am practicing my scales,
My fingers march along

Like soldiers, brave, victoriousy
Their voices raised in song!’

. What instruments compose the
wood-wind section of a symphony

. If one measure contains a dotted

quarter-note, two sixteenth-notes
Ay and two eighth-notes, what is the

“FORW ARD MARCH WITH MUSIC”

after I have had more lessons. Then
T’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

mentioning the title and composer.)

MARTIN: Very well don€. Now I'll play

mine. (Plays a seleeted composi-
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 side.)

SHARON (turning suddenly): Why,
look! What is going on? Who are
these?

MARTIN: I see Jubal! I'm sure that’s
Jubal.

JUBAL (stepping forward) : Yes, you're
right. (Motions to others who
straighten.) 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. S5

MIrIAM: We are really some of Miss

. Gordon’s pupils come to ask Sharon
to play at the recital.

JUBAL:, Let’s- pretend -I -really am
Jubal: You know, Jubal was -called
the father of all musicians. Why,
he is mentioned in the very first
chapters of the Bible. That’s how

important ke was! Of course I can’t
play as he did, but I'll do my best.
(Plays a selected composition,
mentioning its title.) S

Davip: And pretend I'm David. David,
you know was an accomplished’

o He X

o
S
b

David Playing his Harp

musician. He took his harp ,,
played on it With his hang ..
that made Saul feel better, 1 .
so in the Bible. He compogeq manb‘
of the songs, or Psalms i, thy
Bible, too. Did you ever Wongs
what the words before the Psah,é
mean? Those queer words? :
SHARON: I never knew wha g,
were for.- :
Davip: They are musical instructjoy
“Set to Alamoth” and “For Jog,
thun” and “with Nehiloth” indicat;
that the accompaniment Was 1o he
played on those ancient instry.
ments. “Selah” in the Psap,

means the singers are to stop gy |

the instruments to be played alop

Probably if David had had g piang f

in his days he would have playeq
on it, too, so I will play on the
piano. (Plays a selected compos.
tion, mentioning its title, prefe.
ably a sacred number, or a seftin
of a Psalm or hymn-tune.)
QUEEN oF SHEBA: I like that melody
Once, the Queen of Sheba jour
neyed. a long distance to the king.
dom of Solomon, and she saw ther
many musicians, heard thousang
of harps and trumpets and psl.
teries being played. She heard ;
chorus of mighty choirs. I know:
composition called the Queen o
Sheba by Goldmark. Would you
like to hear it?
(Queen plays that, or some othe
selected composition.)
SAMSON: Although Samson himsel
was not a musician, he inspire
_ several great composers. Hand

- wrote. an oratorio about Samso F

and Saint-Saens wrote an open

called “Samson and Delilah”
MIRIAM: Miriam and the other mak
~ dens sang when the peéople wer
- gielivered out of Egypt. They san

In an ancient eastern scale. Ni

many compositions are written it b

such a scale. nowadays. (Plays ¢
selection, or not, as desired.)

SHEPHERD: Shepherds, such as the
who followed the Star, played upo
the zamoora. It was a double pi
made of reeds. The pipe is oftel
mentioned in the Bible, and the
shepherds loved their instrument
(Plays selection of Pastoral char-
acter.)

SHARON: I love to hear all of yo

play. You have inspired me, and! |

must, I will, play well, to soothe
to please and to give joy. I vil

study hard, and T WILL play & |

the recital.
ALL: Three cheers for Sharon.

MOTHER: I'm so glad, Sharon. Nov |

let’s all sing a Psalm. Let’s sing th
one our Junior Choir did last Su»
day.

SHARON: I am not in the choir, 5!
do not know it.

SAMSON: Neither do I.

MOTHER: Well, then, let’s sing tht

Doxology. (or any suitable chorus- F

T'll play it and we will all sin¢
(Group sings.)
Curtain

o

Junior Etude Contest

TrE Junior ETUDE will award three at-
tractive prizes each month for the neatest
and best stories OF €ssays and for answers
o puzzles. Contest is open to all boys and
girls under eighteen years of age.

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

Names of prize winners will appear on
this page in a future issue pf THE ETUDE,
The thirty next best contributors will re-
ceive honorable mention.

Put your name, age and class in which

you enter on upper left corner of your
paper, and put your address on upper right
corner of your paper.

Write on one side of paper only. Do not

use typewriters and do not have anyone
copy your work for you.

Essay must contain not over one 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, “Me and
My Music.”

Jig-Saw Arithmetic Game
by Gladys M. Stein

cut heavy paper into four-inch
squares, allowing three squares for
each player. On each square draw a
note or a rest, and place four cut
squares in an envelope. Give an en-
velope - containing four eut- squares
to each player. The player who puts
his squares together first and cor-
rectly adds up the time value of the
notes and rests, is the winner.

Letter Box

Send answers to letters in
care of the Junior Etude

DeaR JunIorR ETUDE:

I am almost seventeen years of age and a
great lover of the classics. I can also sing, so
you see THE ETupE is of great interest to me.
I think it is the most useful and entertaining
as well as interesting magazine and I am going
to join the Junior Etude.

From your friend,
BERNICE BLAaIR (Age 16),
New York

(N. B. As has often been stated in these
columns, it is not necessary to do any “join-
ing.” Just get out your pencils and paper and
write to the Letter Box or enter the monthly
contests. Every body welcome.)

Answers to Qui:

1. An old French dance, beginning
on the third beat in four-four time.
2. An instrument similar to a very
small piano, which was in use during
the sixteenth, seventeenth and eight-
eenth centuries; 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 syllable.
1. Flutes, piccolo, oboes, English horn,
clarinet, bassoons. 8. Three-four. 9.
Composer and conductor.

w8 AT 0
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Sacred Music

(Prize Winner in Class A)

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 oblivion! 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
communion with God. To join with others in
the singing of hymns, the simplicity of which
is not paralleled by any other musical form,
commands a definite feeling of unity. Anthems
help us appreciate the significance of Biblical
passages and sentiments about which they are
composed. It must be acknowledged that,
without sacred music, the service would lack
some of the splendor and coherence which
usually prevails. Thus, yearning for spiritual
refreshment, we endeavor to satisfy our needs
with a most inspiring earthly supplement,
sacred music.

Rosalie Bovey (Age 15),
Maryland

DeAR JUNIOR ETUDE:

In our High School Band I play the bell lyra,
and now I am beginning on the flute. I also
play the piano and would not give it up for
anything. :

From your friend,
MARGARET Lams (Age 15),
North Carolina

(N. B. Write again, Margaret, and tell some-
thing about the bell lyra. Not many Juniors
know about that instrument.)

Other Prize Winners for
December Sacred Music Essays:

Class B: John Sherman, Jr. (Age 13), Penn-
sylvania.

Class C: Mary Sullivan (Age 11), New
Hampshire.

Honorable Mention for
December Essays:

Marilyn High; Grace Brown; Barbara an-
ley; June Claffey; Jean Draper; Pearl Rein-
hardt; Janet Dalziel; Jeanne Deshaies; Marilyn
Fousett; Rita Keating; Frances Moncrief;
Robert Miller; Ruth LaBonte; Ellen Mentner;
Stanley Davidson; Allis Lester; Florence Na-
bors; Florence Menard; Bettina Ostrey; Dolores
Nandeau; Eloise Carvel; Lila Russel; Dorothy
Forester; Alberta Mendenheim; Luella Avery;
Ann Pitts; Doris Huston; Althea Roberts;
Merle Sanderson; Billie White.

o —~Q R0 OB oM
n--unq.--cm:s::o-u
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OBERLIN
OLLEGE

CONSERVATORY OF MUSIC

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

Thorough instruction for carefully selected
studentsin- all beanehes:of music-under-artist teachers.. .
Special training in band and choir direction.

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

Music, Master of Music Education.

Frank H. Shaw, Director, Box 535, Oberlin, Ohio.

MILLIKIN CONSERVATORY OF MUSIC
DECATUR, ILLINOIS
Offers thoro training in music. Courses leading to
Bachelor of Music Degree. Diploma and Certifi-
cate in piano, Voice, Violin, Organ, Public School
Music Methods and Music Kindergarten Methods
Bulletin sent free upon request
W. ST. CLARE, MINTURN, Director

= OLITAN
SC§OMOL?FP" uUSIC

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

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

WESLEYAN CONSERVATORY OF MUSIC—A DIVISION OF WESLEYAN COLLEGE

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

For Catalogue and Information address:
WESLEYAN CONSERVATORY

THE DEAN MAcoN, Ga.

ScHOOLS—COLLEGES
*EONVERSE COLLEGE W35

BALDWIN-WALLACE
CONSERVATORY OF MUSIC

BEREA, OHIO (suburb of Cleveland)

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

‘ion to:
ALBERT RIEMENSCHNEIDER, Dean, Berea, Ohio

irnst BBacon, Dean, Spartansourg, 8. C.

KNox Dépimlx;nent ?flli“u'm
alesburg, nois . -
COLLEGE ™o W. Williams, Chairman A Revealing New Book in Two Parts
Uitalog o set Lo tedues: PARAGON OF RHYTHMIC COUNTING

FOR ALL RHYTHMS
PARAGON OF HARMONIZING
applied to
FOUR KINDS OF HARMONIZATIONS

Send for explanatory circular

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

®he (Jletieland Tnstitute of (Dusic

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

BERYL RUBINSTEIN, Mus. D., Director 3411 Euclid Ave., Cleveland, O.
Charter Member of the National Association of Schools of Music

CONSERVATORY
SHENANDOAH ‘“.stsze
Wade E. Miller, Pres
Courses leading to
the B. Mus., and B. Mus. Ed. degrees. Rates

reasonable. In tbe heart of the Shenandoah
Valley, Dayton, Virginia.
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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

A Monthly

Bulletin of

PUBLISHER'S NUTES

=9iCzs

SINGING CHILDREN OF THE Oy

Sacred Choruses for Junior Choir VRF

Roy Peery—Choir leaders angd ’org”.

who have used the very succegm];li

; PEOPLE’S CHOIR BOOK for Intey 3
}F Choirs

||l author is rapidly putting the ﬁms
y touches on a new unison and ty,,

book for Junior Choirs to pe Pl
soon under the title, Sinemg Chiggy

o)

Interest to all Music Lovers

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 anND FUGUES, a favorite
edition of which long has been the Presser
Collection edition, edited by Edwin Arthur
Kraft. There is now in preparation a
Presser Collection edition of the superb
CHORAL PRELUDES by Bach, and this edi-
tion will be produced under the fine
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.

Wevch 1945

ADVANCE OF PUBLICATION
OFFERS

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

Choral Preludes for the Organ.Bach-Kraft .50
Classic and Folk Melodies in the First

MOTHER NATURF WINS, .An Operetta in Position for Cello and Piano..... Krane .60
Two Acts for Children, Libretto by Mae Lawrence Keating's Second Junior Choir
Gleaton Shokunbi, Music by Annabel §. i thck o G e .25
Wallace—An operetta for unison and two- g\cfesr foronderer:?.sTShgiLib?-VﬁllT:llavéz .30
part chorus, requiring five solo voices, My Piano Book, Part Three........ Richter .35
with the awakening of spring as its Organ Transcriptions of Favori?eKl-LyImns &
ot g ohlmann .

theme. Klng Winter, flattered by the Peer Gynt—A Story with Music for Piano
North Wind and the Trees, becomes con-

vinced that he will rule the earth forever.

Grieg-Richter .30
Piano Pieces for Pleasure Williams .60
When Mother Nature tells him that he

Read This and Sing!—Teacher's Manual

Dengler 1.00
must surrender his kingship to the Prince Singhfng Chifldrtjn of 1& Church—Sc;‘cred o
3 oruses tor Junior 0} } SRS st eery ..
of Sprlng, who now must come to earth, Six Melodious Octave Studies—For Piano
he questions her authority. In an ensuing Lindquist .25
duel Mother Nature defeats King Winter ~ Iwelve Famous Songs—Arr. for Piano.... .60

Twenty Piano Duet Transcriptions of
Favorite Hymns .............

The World's Great Waltzes

and changes him into the Prince of
Spring, who is moody and bewildered
until Love comés to him. Then his happi-
ness brings a glorious spring to the earth.

Kohimann .60
......... King .40

THE CHURCH. The contents Will ooy,
some twenty numbers. 3

A unique feature of this Collectipy
the presentation of distinctiye ch}
transcriptions in two parts )
favorite hymns and Gospel songs, T,

Stanford King has chosen the cream of
dance waltzes for this album, and has
arranged them for the average pianist.
In their new versions, these rhythmic
gems sustain the heartwarming appeal are not mere “arrangements” but fresF
which always distinguishes them, and jt harmonized settings in a free sty
is certain that the collection will achieve such beloved Christian s0ngs as Sang: ©
instant popularity. Among its fifteen For You I Am Praying; My Jesus, 1 &
lovely waltzes will be found A Waltz Thee by Gordon; Bradbury's Stweet g,
Dream by Oskar Straus, My Treasure, by ©0f Prayer; Softly and Tenderly |
Becucci; Gold and Silver, by Lehar; The Thompson; and a striking rhyiy,!
Skaters, by Waldteufel; Danube Waves, treatment of We're Marching to Ziy,
by Ivanovici; and several by Johann Lowry. Possibly the choice bit in the ¢
Strauss, including The Beautiful Blue is a two-part transcription of the Twei:
Danube; Artist’s Life; and Tales jrom Century hymn, Beautiful Saviour, bt
the Vienna Woods. on the original harmonization by |

While THE WORLD’S GREAT WaLTZES is Melius Christiansen known to millig|
in preparation, a single copy may be re- its eight-part a cappella version mb
served now at the special Advance of famous by the St. Olaf Choir, The :f
Publication cash price of 40 cents, post- companiments are written for the oy
paid. The sale, however, is limited to the but are equally effective on the piam,
United States and its possessions. Every choir leader will want a I

ence copy of this book, which may‘:E
assured by placing an order NOW in &
vance of publication at the low price
25 cents per copy, postpaid.

TWENTY PIANO DUET TRANSCRIPTIONS
OF FAVORITE HYMNS, by Clarence Kohl-
mann—The popularity of Mr. Kohlmann’s
CONCERT 'TRANSCRIPTIONS OF FAVORITE
HywMNs, and his MORE CONCERT TRANSCRIP-
TIONS OF FAVORITE HYMNs naturally cre-
ated a demand for a similar volume in
duet form. As a result the THEODORE
PRESSER Co. is offering the new volume,
TWENTY PIANO DUET TRANSCRIPTIONS OF
FAVORITE HYMNS.

This book in no way duplicates the
contents of Mr. Kohlmann’s earlier col-

TWELVE FAMOUS SONGS Arranged

I

cause of the fact that it will be mades
entirely of piano arrangements of w
known songs, grades three to fou
difficulty. These versions are thoroug:
pianistic and bring out the appeali:f
qualities which have made these SO

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 of 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 participation 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 properties 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.

The new volume introduces the student
to grade 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 detail 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.

PIANO PIECES FOR PLEASURE, Compiled
and Arranged by John M. 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 fingered with thought and careful
detail.

A single copy may be ordered at the
special Advance of Publication cash price
of 60 cents, Postpaid.

MY PIANO BOOK, Part Three—A Method
by Ada Richter for Class or Individual In-
struction—This book is a sequel to Mrs.
Richter’s successful My Piano Bookx,
Parts One and Two. This gifted composer,
a leading authority on children’s music,
received literally thousands of requesis
for more material to follow these unique
books. As a result we are happy to offer
My P1aNo Booxk, Part Three as an an-
Swer to the urgent need for more success-
ful teaching literature.

THE WORLD’S GREAT WALTZES, Ar-
ranged for Piano by Stanford King—This
album will recall 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.

ADVERTISEMENT

standard favorites. They are well edi
and have been carefully prepared sot: ]
both melodic and harmonic content 1{
ceive proper emphases. Special inter
lies in the fact that the numbers inclu
are to be found in no other collect
since each is an exclusive copyright
The John Church Co., an affiliate oit
Theodore Presser Co. Among these n
bers will be: Mighty Lak’ a Ros!
and Nevin; The Green Cathedral, by Hil

De Koven's Recessional; and the lov]
Cradle Song, by MacFadyen.

A single copy of this collection maj
ordered now at the special Adyanc(t

lection. However, it will contain equally
popular hymns. The arrangements are of
medium difficulty and can be used for
accompaniments for congregational sing-
ing. Among the contents are: The King
of 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,
others. )

A single copy:of this book may be re-
served now at the special Advance of
Publication cash price of 60 cents, post-
paid. The sale, however, is limited to the
United States and its possessions. paid.
READ THIS AND SING! (Teacher’s Manual), ]
for Voice Students, Chorus and Choir Singers, PEER GYNT by Edvard Grieg, A Story ©
by Clyde R. Dengler, Mus. Doc.—This prob- Music for Piano, Arranged by Ada Richte
ably will be the last month during whic, From The Three Little Pigs, Jack and®}
copies of this work may be ordered at the Beanstalk and Cinderella to Tschaikof
special Advance of Publication cash price, SKY's Nutcracker Suite Mrs, Richter ¥
$1..00, bostpaid. Excellent progress is
being made on the production of this li€s, and friends with her unique “stor*
book, and it is hoped that we soon will be With music.” Her latest offering in &}
able to place copies in the hands of the form is Ibsen’s immortal drama with ¥
many advance subscribers, Thousands of incidental musice by Edvard Grieg. T
coples of the STUDENT'S Boox already Story has been arranged for performal®
have been circulated and, from reports, aS a playlet by young folk, and the m
are being used with the same success that 1Nas been brought within the capabiliti}
marked the author’s use of this material Of Dianists able to play third grade nu*
before he arrangeqd it In book form for bers. The eight compositions of the P#

Dublication. The Tracmer’s ManvaL en- GYNT SUITES One and Two are utili
larges on the work in the Stupent’s Booxk

| pas hecome

Piano—This collection will be uniquettsl:

Publication cash price of 60 cents, p¥

delighted young folk, their parents, fwf

with detailed explanations, ‘and sh i i i 4
¢ ; aquld acquainted w ; le cop
pbrove a veritable treasury of information I e ot '

on the vocal art for the library of the
teacher.

i

ordered now at the special Advancé "’: !
Publication cash price, 30 cents, postpd’ £

[10US OCTAVE STUDIES by ORGAN TRANSCRIPTIONS OF FAVORITE
sIX MELODI dquist—These attractive HYMNS by Clarence Kohlmann—An album
omville A. Lin ;;u the pen of a distin- providing the organist with twenty hymn
studies 2° - whose long association transcriptions, which may be used as
guished pedag_tl)g . Conservatory of Music instrumental solo and background music
with the Ober‘n;ory They . will be pub- as well as accompaniments for congrega-
h}ejusfam;)us Myusic MaSTERY tional singing. In nearly all cases: the
material and will stand keys in which the hymns are usua.lly
sung have been retained in the transecrip-
tions. In making these arrangements, Mr.

3 i his new KXKohlmann was ever mindful of the mood
o i?:,s t(()i ex?xigfcdal hfterest of the hymn and the technical ability of

i f:\la s:::complishment. Also he the average pl_ayer. The albu'm Will be a

s around familiar types welcome addition to the music library of
has created t};{e?s found in the general the organist of limited experience. I:Iam—
gl Wfrre For instance, repeated mond Organ and regular organ registra-
e O xteentl notes are exemplified tions are included. '
e 2 Player, a study which offers Orders may be placed now .foxt»51ng,1e
¢ hyh ,nds In Mirth, chro- copies of these useful transcrlp-tlons at
training for bo't K ?or b.oth hands is in- the special Advance of Publication cash
m?‘t,lcdocy'tz‘ées‘:)?:zner deals with tremolo price of 50 cents, postpaid.
volved.

octaves; The Chase introduces interlock-  \p,y\NcE OF PUBLICATION OFFERS
ing octaves; Solitude is marked Wlth WITHDRAWN—During the cur.rent month
melodic octave passages for the right .o publishers expect to deliver to ad-
nand; and forte octave playing for hands o, .o supscribers two works that have
together is the feature of the final study, ,it,.0cteqd much favorable attention dur-
Victory. ing the period in wh.lch they have bee}l
A single reference copy of SIX MELODI- j0),qed in the Publisher’s Notes. Music
ous Ocrave STUDIES may be ordered NOW . q.0at0rs having in charge the mstrucl;
at the special Advance of Publication i,n of young children have come to loo
cash price of 25 cents, postpaid. forward to new additions to the CHII:D-
oop Dayvs orF Famous COMPOSERS serles_
LAWRENCE KEATING'S SECOND JUNIOR 1y 15ttie Ellsworth Coit and Ruth Bamp-
CHOIR BOOK—Well established among ton and teachers and advancing lplaino
pest selling collections for Junior Choir is (tudents interested in ensemble playing

e irf1 iudy
Sﬁ;flsg Othi popular successes of that
a

oup.
ngr. Lind
studies With
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N SCHOOL OF MUSIC
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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 wformation address

ARTHUR H. LARSON, Secretary-Registrar

Eastman School of Music

Rochester, New York

LAWRENCE KEATING’'S JUNIOR CHOIR BOOK. gaoerly have been awaiting the publica-

its success has been such as 10 tjon of the Tschaikowsky work described
;I;rfrzcxh gfe publication of a second boo}{ in the succeeding. paragraph.‘ Iln :;5:;‘2;
by the same composer and arranger. This gnce with our policy the specia e
new collection includes more than thirty of Ppublication price on these wbe 3
special two-part arrangements for young now withdrawn, _and copies fmayxamina-
voices, adaptable for use by girls alone 0r 4 your local musm.store, or for e
by treble voice choirs including boys with tjon from the publishers.
unchanged voices. The classic composers
represented are Bach, Beethoven, Handel,
Brahms, Franck, Gounod, Grieg Hgydn,
Mendelssohn, Mozart, Weber, Tschaikow-
sky,. and Schubert, with a variety of
original works by Mr. Keating.

Those wishing to subscribe for a copy
for delivery when published may dq SO
now at the special Advance of Pupllca-
tion cash price of 25 cents, postpaid.

he Child Handel (Coit-Bampton) is the
:'ozrth 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 gy
progressive teachers who realize t 1e
value of acquainting young folks with
incidents in the lives of these m?xsters as
the pupils are introduced to their works.
The piano arrangements, of course, are
for pupils in the early grades.. Tl}e story
of THE CHILD HANDEL, as Wwere 1t§ pre-
decessors, is arranged for presentation as

h And it a recital playlet, if desired. Price 35 cents.
study of this instrument, teachers

s s : by P. 1. Tschaikowsky,
necessary to employ recreational and in- Nutcracker Suite e
s:ruc:ivey materislss;.ttractively presented. Arranged for ng Z,tD;fo toggortune time
The author of this book has chosen for Felton is presente lanning Spring and
lts Gomtents Jovely mslodies from Bach, . fov those tenenite FEVS L S okl
Brahms and Mozart, and some charming Graduation Concer S£1 -played orchestral
folk tunes from Bohémian, Dutch, French odies of. t.hls fre(éuiﬁexiszlves gt
and Russian sources—a dozen pieces in composition len

CLASSIC AND FOLK MELODIES in the First
Position for Cello and Piano-—Selecte’d, Ar-
ranged and Edited by Charles Krane—
With more and more pupils taking up the

Instruction

O

|

|

{ 120 Claremont Avenue

JUILLIARD SCHOOL OF MUSIC

" ERNEST HUTCHESON, President

JUILLIARD SUMMER SCHOOL

GEORGE A. WEDGE, Director’
July 2 to August 10, 1945 -
in all branches of music and music education

Professional Courses

Music in Industry. Opera School. Church Music. Radio TechqiqueL

peretta Production. Stock Arranging.
Catalogne on request

Room 1228 New York 27, N. Y.

Joii @

RIVERDRIVE SCHOOL OF MUSIC & ARTS

84 RIVERSIDE DRIVE
NEw York City

FREDERICK G. KOEHLER, Director
Dormitories

c o M B —Est. 1885—

i i tory
musical education. Preparatc
g:p?z;géxeggnt for children. Teachers &ralgégsg
courses leading to diplomas anq eg: .
1925 Chestnut St., Philadelphia, Pa.

COLLEGE OF MUSsIC

ial S < *

Catalogue onreq & P

i i ement,
all. In addition to their entertainment tively to planq—fc;;llzdgaégg \?vli‘ff?fcognim
value, these pieces will develop fingering and mu;lmani im e e ireorion
and l;owing technique, afford training for that this wor \ﬁ/lam o i
harmony and ensemble playing, and will by .the late WL a . breciation iy
aid the student in obtaining a working hibited such eerc;ultpstudent e
e e e s m& prgr?;z{;ssgfécg;:fil GROWN-UP BEGINNER’S

icati jations and m

‘siilgcﬁ:l?gsm?lrslidc I(:gilae:ioibbrevmtlon BoOOK FOR PIANO ($flfk?éée lgtgguso; ;k;e:
; i 1 coloring o Y 5

-off-the- of this book orchestra : ! : s

mgy Ilftolggtig;?i ;t);fes(fr;:ﬁixg now at the dies has zer(:t? :Viciszlkrlle;ﬁ g;atélelsoio;?ﬁ e -
icati i angement, {

decialtAdvantce '00{ e ?\i;s f%om Grade 6 to Grade 8. Price, $2.00.

cents, postpaid.

Conservatory

of Music
20th Street
x%llfmiolli}ltz}tlmMAN DRAKB
Managing Director
Faculty headed by,
OLcA SAMAROFF, Mus. D.
Courses leading to Degrees

BOSTON UNIVERSITY
. College of NMesie

i i oOrgan,
Offeris 1 courses in Piano, Voice, ( '
ViO?{nr.‘gCefl%l.n]%re;:s. Woodwinds, and Perpqssxoncllrlxitrré!h
ments, Public School Music, Composﬁxont. PR T
Music, Musicology. Chorus, Glee Club, Orches f » Band
Faculty includes members of Boston Sympl_mnts. Ll
lors and Masters Degrees in all musical sub)ecf'&BOS ton:
Catalog. COLLEGE OF MUSIC, 73 Blagden St.,

WD
FOUNDED }Q
1877
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" ENGRAVERS
AND
LITHOGRAPHERS

Write to us about anything in this line

SEND FOR ITEMIZED PRICE LIST

a cornet class, a flute class, ang *
The class should not exceed s, |
children, and a group of fﬂ!is
The teacher will probably be unab
meet these classes in grade sehog)
than once a week, but at least twom
ihgs ‘per week is to be desireq
The final step in scheduling angs
one most frequently omitted, 18 thy
ranging for technic classes. Thes

. - are for students who play i éithes
nothing of the complex notation of the advanced band or in the secong )
music which stares him in the face, and : their purpose is to promote techy
which to him is nothing but a eollection - and' musical advancement throygp
.of funny,K looking marks. As I have  study of technic, theory; solos gy
pointed .out, the fundamentals of the sembles. Each student shoulg have
various instruments are widely diver- class lesson weekly in additioy to
gent;. so the teacher has no alternative : daily participation in' a full bayg,
save helping each individual student, one .hearsal, and these classes can be
at a time. Meanwhile, the rest of the -ranged during students’ free Deriogg
group sits and does nothing, except to ctudy periods. The size of the clags
wait for that glorious moment when -vary from two to five. One class

Developing a Band
in a Small
Community

(Continued from Page 139)

Write for catalog—Special rates for the duration.

PRIVATE TEACHERS (Western)

PRIVATE TEACHERS (New York City)

H. FREDERICK DAVIS

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

HAROLD HURLBUT

Paris—New York—Hollywood
Developer of Singers
Nadine Conner (Metropolitan Opera), Henry Cordy
(Chicago Opera)—'"VOICE FUNDAMENTAL' (J.
Fischer & Bro., N. Y. Pub.) endorsed by W. J. Hen-
derson, Galli-Curci, etc.

2150 Beachwood Drive Hollywood 28, Calif.

EVANGELINE LEHMAN, Mus. Doc.

Composer and Vocal Coach

Dr. Lehman has coached some of the most famous
singers of the Paris Grand Opera. Appointment by
correspondence.

Studio: 167 Elmhurst Ave., Highland Park 33
Detroit, Michigan

LUCIA O'BRIEN LIVERETTE
VOICE

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

Phone NO 2-1030° EX |41 :
616 N. Normandie Ave. Los Angeles, Calif,

EDNA GUNNAR PETERSON

Concert Pianist—Artist Teacher
229 So. Harvard Blvd. 2 Los Angeles, Calif.
FE. 2597

LAZAR S. SAMOILOFF

Voice teacher of famous singers
From rudiments to professional engagements
Beginners accepted. Special teachers' courses
Dr. Samoiloff will-teach all summer at his Studios.

610 So. Yan Ness Ave., Los Angeles, Cal.

ELIZABETH SIMPSON

Author of "Basic Pianoforte Technique"
Teacher of Teachers. Coach of Young Artists.
Pupils Prepared for Concert Work. Class Courses
in lechnique, Pianistic Interpretation, Normal
Methods for Piano Teachers.
609 Sutter St., San Francisco; ;
2833 Webster St., Berkeley, - Cal.

DR. FRANCIS L. YORK

Advance Piano Interpretation and the Theory work
required for the degrees of Mus. Bach., and Mus.
Mas. Special Chopin interpretation.
DETROIT CONSERVATORY OF MusIC
Detroit; Mich.

PRIvATE TEACHERS (New York City)

MARIA CARRERAS

Renowned Pianist
'INTERPRETATIVE AUTHORITY""
—N. Y. Herald-Tribune

Accepts talented students.
169 E. 78th St., New York City Tel. Bu 8-031}

Teacher of - successful concertising pianists.

CHARLES LAGOURGUE STUDIOS
VOICE PRODUCTION—SINGING—
COMPLETE MUSICAL EDUCATION

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

35 West 57th St., New York City
MARGARET HENKE

Voice Physiologist
Teacher of the '"Bel-Canto ‘Art of Singing"’

Beginners and advanced students
Overstrained, defective voices adjusted

610 Riverside Drive—New York—Edgecombe 4-2388

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

(FRANK) (ERNESTO)
LA FORGE-BERUMEN STUDIOS

Voice—Piano
Among those who have studied with Mr. La Forge are:
Marian Anderson, Lawrence Tibbett, Richard Crooks,
and Mme. Matzenaver.
1100 Park Ave., Corner 89th St., New York

Tel. Atwater 9-7470 <

RICHARD McCLANAHAN

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

801 Steinway Bldg., New York City

ANTHONY SINIGALLIANO

ART OF VIOLIN PLAYING
Chamber Music Training
Preparation for Concerts and Recitals

182 North 19th St., East Orange, New Jers
New York and vicinity by oppoinfmenf.r s

EDWARD E. TREUMANN

Concert Pianist—Artist-Teacher
Recommended by Emil Von Saver, Moritz Moszkowski
and Josef Hofmann,

Studio, Carnegie Hall, Suvite 837, 57th St. ot 7th
Tel. Columbus 5-4357 New York ?:‘;;'9

ummer ~Master Class—June to Sept.—Apply now.

ALCARO MUSIC STUDIOS

Private Lessons—Home or Studio
Instruction in all branches of music, con-
certfs given, BegunAners, advanced accepted,
Special courses for children, high-school and adults,
Write for Appointment
Studio: 2497 Tiebout Ave. Bronx,
Tel. Fordham 7-7873 New York City

HELEN ANDERSON
Concert Pianist
Interesting course—piano, harmony
Many Successful Pupils :

GIOVANNA VIOLA
Teacher of Singing—''Be| Canto"
European training and experience abroad in Opera,

Concert and * Radio. Specmlizing in correct i
placement. Write for. audition, e

8 West 86th Street New York City

. CRYSTAL WATERS
Teacher of Voice

- Radio, Screen, Concert
Opera, Pedagogy

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

105 E. 54th s, .
Tel. Vo, Biingg © o Yerk Gty

INSTRUCTOR L

everyone will know how to play the first . consist of four French horns from
note, advanced 'band, another may f :
I have not the slightest doubt that the : clarinets from the second band, an
science and mathematics teachers could another may be two advanced hag
_write a method book, as the music students. Lack of teacher time may
teacher has done, whereby an attempt -it impossible at times to Work ez
could be made to teach all the branches ' student into a weekly class. Ther
‘of science or mathematics simultaneous- .first chair players from the adyiy
ly; but the mere suggestion of such an band may. be used as assistants {4
‘idea would meet with the most pro- director, and serve in the capacity
nounced ridicule. Why it is that teach- ‘student teachers.
ing all the musical instruments at onc
time doesn’t seem just as ridiculous'is a
matter difficult to fathom. Perhaps the
answer is that academic subjects have
been long established, and therefore the
problems connected with their teaching In order to play well a student mi
are more widely known. Instrumental know the technicalities of his insd
music in the schools is a comparatively ment and the fundamentals of ms
new field, and the place it has been We do not give algebra and ph
given in the school curriculum has been problems to a student wuntil he #

granted with certain reservations and mastered the multiplication tables f
considerable skepticism.

Technic Classes to the Resou

I cannot .urge too strongly the orgid
zation of technic classes as a meus
insuring the development of a good b

cerns the scheduling of band classes. If
the band is to achieve any reasonable
degree of success, the scheduling of band
rehearsals and instrumental classes must
be carefully and properly arranged.

It has been found that the first period
in the morning and the first period in
the afternoon are the most satisfactory
hours for full band rehearsals. This ar-
rangement enables students to report
before rehearsal and allows them time to
make all the elaborate, but very neces-
sary, pre-rehearsal preparations. The net
result is more actual rehearsal time.

In my  particular situation the ad-
vanced band meets for one hour daily
during the first period of the school day.
I especially wish to point out that this
rehearsal has been arranged in the school
schedule so that classes in history, arith-
metic, geography, and so forth, which
are taught during bang rehearsal are
given again at some other period during
the day. Thus there is no possibility of a
conflict in the student’s schedule, and
the chance that he might be forced to
drop band because of g conflict is thereby
eliminated. This schedule arrangement
has been.made possible and the many
details have been worked out through
the fine codperation of the school ag-
ministration. The planning of such a
§chedule is naturally g complex and
involved brocedure, but - the point is it
can be domne, provided there is the will
to do it.

Beginning instrum
next consideration an

a background of musical technic s
‘fandamentals. The technic class in &

to the problem.

ing a small town school band coe

full realization that the bandms

The never ending job of preps®
soloists and ensembles for local ¢

ning concert programs, of repairing
maintaining musical equipment ?

munity unit,

tor for its school band, if the &

and finally, if the director is Wili%'

rade. If any degree
expected,; these classes

“FORW ARD MARCH WITH MUSIC*

should be divideq into a clarinet class, be justly proud.

THE EU

tions and other fundamentals of matie
The second point I wish to make con- <matics; but- somehow, we do exped E
_young musician to be able to plaj
-pertly and beautifully without givingi#®

fully segregated groups is one i@
The third and final factor in def

the band director himself. He muid
pect to spend many hours of woit
planning and organization outsiét
school hours, and he must come it

job does not end with the sehool @i

programs, of arranging special musit! §
various school activities, of securing ’f
sical instruments for students, of p¥

dozens of other jobs which must be ¢
outside of school hours are an aspet 5
directing a school band which must |
recognized and accepted by the dire‘f
The band, its soloists and its ensemh‘f- 1
must be integrated and codrdinatel *f
the life and activity of the comm“ﬂ”T
The small town with its closely knit 'E
tern offers this opportunity of intezrz“
to an extent not possible in a largr “F

In conclusion, if the communit *§
hire a full time and well qualified atR

administration will codperate in _““,“f i
up a workable and satisfactory st §

really roll up his sleeves and work wi 3
any small community should be &'§

‘deot .S)e//em_ - Wl/z
ea(/[in? ﬂ)ea/erd

Piano Educational Works
by...
LOUISE ROBYN
MARY BACON MASON
BERNARD WAGNESS
JOSEPHINE HOVEY PERRY

LOUISE ROBYN

troduces |5 essential principles in first year
:)?arr%o'xeccl:mc coordinating mind, eye, and hand.
Illustrated.
TELI\CHER‘S MANUAL TO TECHNIC TALES—
Book 1 = TALES & LBt Ly
HNI —Boo ;
Egﬁtmuation of Book 1 with 15 lessons gor
second year study inc|u;:img marcato chords,
triads, twe-note slurs, etc.
TréACHER'S MANUAL TO TECHNIC TALES—
Boalk 2 1% Jin s RN SR et T e
fters) . .
ECHNIC TALES—Book 3 (Chord Cra
{OBYN-HANKS HARMONY—Book 1...... 3
A Junior Course, for students of any adge.
written harmony, keyboard harmony, and ear-
training. s :
-HANKS HARMONY—Book 2 .....
o ggg;:-HANKS HARMONY—Book 3 ......
TOWN :
II(I‘FCYIL?&IS\':nDC.re than 75 little melodies for early
training in note reading.
ROBYN-GURLITT
ROBYN-HANON
ROTE CARDS

MARY BACON MASON

RES o
CcS AND FAMOUS PICTU 5
Eg:thir?:t‘rucﬁon in notation, rhythm, éfjﬂliens-‘
etc. Cut-out pictures and flash card_s a
terest and value.
Fell;tST CLASSICS AND FOUNDATION
NY s e e e

?eAcgrl:éo year material including
classics and elementary harmony.
Pl e i for boys 8 to 16.

irst piano method especially for boy:
ﬁI;ESI.TpAPPROACH TO THE PIANO
FLASH CARDS

[y BERNARD WAGNESS

SE—PREPARATORY BOOK. ...
r’;JIQNNoIogig.‘aJIF and practical procedures baseg
. the laws of physiology, psychology, a'rt\h
SZdagogy leading to real achievements wi
beginners. :
PIANO COURSE—Book s S
i overing three octaves, t
Fn?zdénrﬁlsfalr(gibcoard harmony, etc. Interesting
. s ks ;
gﬁ;ESMtBOLE al;,OOK—Supplementary to Piano
e—Book 1
S?Xﬁo COURSE—Book § ........
PIANO COURSE—Book e =
o TECHNIC FUNDAMENTA R
SECOND YEAR ETUDES ... =5
For developing®style and -acc
THIRD YEAR ETUDES s
EIGHT CHORDAL ATTA ; -
Fourth grade material -covering

attacks.

JOSEPHINE HOVEY PERRY

TH TO THE PIANO .
PLEAE??OROEI rnzferial using the black ke;/s ig:
szz_?irst approach. Familiar rl’:yonr'\\es and stor
i duce foundation instruction. -
g‘lfl?Y WORK FOR I_!E(_:INNERS SRR
A writing book furnishing entertalmbg iin
structive busy-work for young piano eg :
E BUSY WORK Sre:
¥|-?ER HOUSE THAT JACK BUILT .... Seiine
Clever preparatory material covering

nd playing in four octaves. Attractive little
gieces and illustrations.

i e

chord-

é)uery w/lere ./

TECHNIC TALES—Book 1 ............... $0.75

M| <A Fine Album for

OuR NATIVE

FOR PIANO SOLO
Compiled by RUTH BAMPTON

Young Piano Pupils

AMERICAN AIRS

Arranged by WILLIAM SCHER

As this country was develpped into a great nation mai:ﬁ
were inspired to put their experiences, emotlons,irz;es ‘
yearnings into song. These songs started on 11)raa_ths,
mountainsides, plantations, sallln;g vseosr.;e:s,plcazix:gv;o an(i

3 is such songs—some lusty, ;
zf)?ne“carsefree——tha% have been selected and.arrangedwf;)lr1
this collection. There are 20 numbers .that c}}lldrgn ?;ein
as adults with only limited playing ability \yllflien.]oyatadei
able to render on the piano. Ihey are chiefly m.sen e
1% and 2. There are illustratmns.and texts are giv

858 %
A Collection °
Every Pianist
Ought to Possess—

THE DITSON
ALBUM OF
PIANO SOLOS

Every pianist delights in
playing Engelmann’s
“‘Russian Dance, The
Pines’’ (Matthews),
‘‘Jeunesse’’ (Manney) and
the effective piano solo ar-
rangements of ”Cadman s
‘At Dawning,”’ Cowles
‘‘Forgotten,””  and Bart-
lett’s ‘A Dream.”’ These
and almost a dozen others
are presented in this al-
bum. All of the composi-
tions are within the cap-
ability of the average pian-
ist. Ideal for students in
grades 3 and 4.

By ASTRID RAMSEY
With Verses by MABEL E. OKERLUND

Price, $1.00 :
— Price, 50 cents gggg mmgz
- = An Album of Easy-
5 A Little Collection To-Play Piano Pieces
To Delight Very Young With An Especial Appeal
| Piano Pupils— WHEN WE GO
3 FLOWERETTES TO CHURCH

(15 HYMNS MADE EASY TO PLAY)

OLIVER D

THEODORE PRESSER CO., DISTRIBUTORS

develop a school band of which it “F

APRIL, 1945

“FORW ARD MARCH WITH MUSIC”

2 By EVELYN TOWNSEND ELLISON
5 i inty first grade pieces can ; : ‘
15 gh;s‘bgoér(;,f ;i‘i?yy‘vitﬁ y%)ungsters in the Since 'th}f geperalth::‘{lrlecl;isld:'gittlgeaiigi;Sr ‘
| _e‘ube ths as piano pupils. Its bright who1 wlls_ to gfwl?fe e e |
-2 l gghx:-e;n(?ecorated cover is 3 Diomise (-)f %(;(;J(ortt:rrl‘i%iseso usually are Church-going
.?IS | ood things fulfilled by the pages within ndividuals, it is natural that hymn ]maty_
75 %he book, which give fifteen short plﬁces h}‘lg Onlthehho'mge ﬁlillillsnge dte(}lgpﬁaqg
ith ing illus- t! . In havin leas
each with tgzltir?gdtoa?usx?ggﬁl?/glﬁitliolns. thé?;fl parents young s_tufients a1§2tﬁﬁ<1§ 1(1
E;ﬁél%ri];sr)igal make-up of the book is. with ﬂ?;niliewgfs h;ﬁ}xs etlﬁjeo; nﬁ;}; I:arned e
1.00 the oblong page size which is so desirable 11‘0 VZ. e
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