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THE AMBITIOUS LISTENER
Leo Rich Lewis
Professor Lewis, Dircctor of the Music Department at Tufts College,
is well known in both Europe and America for his lecture work. A
saving sense of humor makes this book an easy approach to appreci-
ation of master-works in music. The musical examples are given in
full in the companion book, Hasterpicces of Music.

MASTERPIECES OF MUSIC
Compiled by Leo Rich Lewis
Pocket piano scores from Bach, Handel, Haydn, Mozart, Becthoven,
Mendelssohn and Brahms. Every measurc is numbered to correspon
with references in the text of The Ambitious Listener by the same author.

THE WHY AND HOW OF MUSIC STUDY
Charles Il. Farnsworth

Professor Farnsworth was for many years hcad of the School Music
Department, Teachers College, Columbia University, New York.
He is a national authority on music and pedagogy. Contents: Study
and Talent, Discovering Our Talent, Filting Our Study to Our Talent,
Mental Activities in Music Study and ;‘Ilu'r Application, Relation
Between Teacher and Pupil.

CLEARCUT SPEECH IN SONG

Clara Kathleen Rogers
Mrs. Rogers is acknowledged as a national authority on diction in
singing and speaking. A few of the twenty chapter headings: Classi-
Sfication of Consonants, Exercises to Promote Flexibility, Analysis of
Vowels, Positions of Tongue, Breathing, Clear Enunciation on High
Noles, Emphasis, Recitatives. Fully illustrated with musical quotations
and pronouncing exercises.

HANDBOOK OF MUSICAL TERMS
Karl Wilson Gehrkens

Professor Gehrkens is Director of the School Music Department
at Oberlin College, and editor of School Husic. He is internationally
known as an educator and an authority on the terminology of music.
The Handbook is much more than a dictionary for it covers a wide
range of topics in pocket form. Adopted by many schools for student
reference. The subjects arc grouped under: Notation, Performance,
Musical Elements, Forms and Types of Compositions, Acoustics, Instru-
ments, Voices, Historical and Critical Terms, Ilalian Equivalents,
Reference Books. Fully illustrated with musical quotations.

HEALTH HINTS FOR MUSiC STUDENTS
Dr. Wallace I. Hamillon

Dr. Hamilton is a successful practicing physician. As a student of
music he studied the correlation of music and health. The confining
nature of musicians’ work makes it important to preserve health and
vitality. Simple rules for exercise, posture, diet, relaxation, and disease
prevention are given. The contains setting-up excrcises; special
exercises for singers, pianists, and violinists; diet tables. The exercises
are well illustrated.

MUSIC IN WORSHIP

Walter Samuel Swisher
The author is clergyman, organist, musical enthusiast, and specia!
student of psychology. His is a text for both organist and minister.
Contents: The Spird of Worship, Unily of the Service, Function of the
Service Prelude, Graded Lists of Church Music, Lists of Anthems for
Various Services, Principles on Which Production of Good Music Rests,
g‘ibh'ogmphy, Function of the Anthem, The Hymn, Choir and Organ,

hematics.

ORNAMENTS IN CLASSICAL AND
MODERN MUSIC
Clarence 6. Hamilton
By the author of Touch and Expression in Piano Playing, Outlines
of Music History, Epochs in Musical Progress, etc., ctc. Synopsis:
istorical Survey, Early Treatment of Tempo, Classes of Ornaments,
Tonal Repetition, Nearby Tones, Connecting _Nol:l or Passages, Chord
Decoration. Liberally illustrated with thematic passages. This compact
book will enable the student to understand and correctly perform
the various musical ornaments.

PSYCHOLOGY FOR THE MUSIC TEACHER
Waller Samuel Swisher
More copies of this book have been bought than any other music
reference book issued in recent years. A practical working text. A real
help to the teacher who wishes to improve his hold on students’
interest and attention. Contents: Husic Slu.dy and Personality, Psy-
chological Types, How We Learn, The Material with Which We ”’tl.‘k,

Suggestions and Imitation. Questions, suggestions, and bibl

suPPlies a deﬁnite gain for utilize(l spare time.
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TOUCH AND EXPRESSION IN PIANO PLAYING
Clarence GG. Hamillon
Author of Piano Music, Its Composers and Characleristics; Piano
Tm:/ung. Its Principles and Problems. Profcssor Hamilton, well known
as a writer and editor, was for many years head of the Music Depart-
ment of Wellesley College. His Outlines of Music History and Epochs
in Musical Progress arc used as texts in many schools and colleges.
Subject headings from this pocket guide to piano playing: The Finger
Touch, The Hand Touch, The Arm Weight Touch, The Full Arm Touch,
Pedals,  Expression Values, Pulration, Phrases, Irregular Aecents,
Dynamic Contrasts and Shadings, Tempo, Color and Style. Liberally
illustrated with thematics and pictures.
THE VIOLIN:
ITS FAMOUS MAKERS AND PLAYERS
Paul Stoeving

The author is a member of the faculty of the New York University

hool of Music Education. This book outlines the development
and history of the violin and its playing. It gives in narrative style
essential information about ‘more than one hundred and fifty violin
masters and s. Some chapter headings: Origin and Construc-
tion, Makers, Early Fiddlers, Some Early Masters, Violti, Paganini,
General Development of Violin Art, Methods.

FUNDAMENTALS OF VOICE TRAINING

D. Ad. Clippinger

Member of American Academy of Teachers of Singing, one of Chicago’s
leudin“ teachers of the voice, organizer and conductor of the Chicago
Madrigal Club and other choruses. Author of Head Voice and Other
Problems; Systematic Voice Training, ctc. Covers such questions as:
1s the Tone True to Pitch? Has It the Right Power? I+ It Resonant or
Breathy? 1+ It Steady or Unsteady? 1s the Breath Support Right? 1+ the
Vocal Organ Free from Tension? I+ the Tone Emotional? Is It Produced
without Fffort? Tone, Diction, Interpretation, Practice, Technic, Use of
Imagination, etc.

HOW A DEPENDABLE PIANO TECHNIC WAS WON

Harrielte Brower
The author made a lifelong study of the most practical methods for
solving piano students’ problems. Her book gives a common-sense
way of studying the piano and its music. It is written in an informal
stylc as a series of letters. Some of the subjects covered are: Secale
Playing, Staccato Chords, The Marcato Touch, Arpeggios. INustrated
with thematic passages and diagrams showing correct finger and
wrist movement.

TWENTY LESSONS IN CONDUCTING
Karl Wilron Gehrkens
As a first book it is a manual of practice by which baton technic can
be secured. Success in conducting depends upon the acquirement of
the fundnmentals so clcarly taught in this k. Music scores are
provided that cover each problem, and cuts illustrate the rhythm for
baton movements.

NOTED NAMES IN MUSIC
Winton .J. Baltzell
As editor of The Etude, and afterwards of The Husician, the late
Mr. Baltzell became himself a noted name in music. This handbook
is a Who's Who in Music. It is brought up to date with the biographies
of the most noted musicians, past and present, including Americans.

THE VIOLIN STUDENT’S VOCABULARY

Fugene Gruenber
The author’s lifelong devotion to the violin, both as an artist and as a
distinguished pedagog, finds expression in this valuable handbook
which tells every violin pl.yer and student concisely and exactly what
he needs to know of musical terms, the rudiments of musical knowled‘e.
practicing, the famous violinists, famous violin and bow-makers, with
an historical sketch of the violin and bow. Illustrated with music-
quotations.

THE GIST OF SIGHT-SINGING
Leo Rich Lewis
Written for class use in study-groups, supplying an abundance of
ractice material, covering all phases of pitct, rhythm, key and mode.
rn addition are 17 pages of Rudimentary Facts of Music.

IDEAS FOR YOUNG PIANO TEACHERS
Harrietle Dexter Bosworth
This practical little volume is intended to assist the young piano
teacher or the parent who supervises a child’s work. It shows how to
present the technical and esthetic points of piano playing in the most
sympathetic and intimate manner. The author goes yond mere
technical ; she delves into child psychology and the reactions

at end of cach chapter. Illustrated with musical quotations,

of various types of pupils to the understanding and sympathetic teacher.
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In return for subscription orders for THE ETUDE. new or renewal

which you can .eadily obtain from musical friends and neighbors,
we ofier your choice of these valuable articles WITHOUT COST.
Simply collect $2.00 for each yearly order and mail to us with the
name and address of the subscriber. Return mail will bring the
reward of your selection. Your personal subscription alone, of
course, does not count.

i

LT
e A
'E
3
3
1

-—u h UL

dasad

i

~<

N
=t

..Z.—A.A

{
e

Y N S 3
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Dr. James Francis Cooke, Editor
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The World of Music

A “SYMPHONY IN D

MAJOR,” by  Muzio
Clementi, parts of which
were discovered in the
Library of Congress at
Washington and  other
pages in the British Museum of London and
patiently pieced together by Alfredo Caseclla,
had its American premiére when given as the
chief number on the program for December
4th and 5th of the Boston Symphony
Orchestra with Serge Koussevitzky con-
ducting. The greater part of the manuscript
is in the Library of Congress for which it
was bought by Carl Engel at the sale, in
1017, of the effects of W. H. Cummings,
the noted musicologist of London.

g—2

THE OLDEST MUSICAL INSTRU-
MENT yet discovered is a small shepherd’s
pipe recently unearthed by excavations un-
der the direction of Dr. E. A. Speiser of
the University of Pennsylvania, Philadelphia,
at Tepe Gawra in northern Iraq (Persia).
This pipe had been clutched in the hand of
a dead child for some six thousand years
and will become a part of the treasures of
the great University Museum.

Muzio
CLEMENTI

3 —D
ARTURO TOSCANINI received a trium-
phal ovation when he recently led a

program of the Stockholm Symphony Or-
chestra, which included the Rondo Arlec-
chinesco of Busoni, the “Symphony, No. 1”
of Shostakovitch, and the “First Symphony
(in C minor)” of Brahms.

g —D

THE OLDEST ORGAN, perhaps in all
the world, has been discovered at Aquincum,
a former Roman settlement now a suburb of
Budapest. An attached tablet states that the
instrument was build in 228 A. D. Its two
wind chambers and fifty-two pipes have
been renovated, and it probably plays as
well as ever. Strangely enough, one row
of pipes was supplied with what are techni-
cally known as tuning rings, which modern
organ builders have thought to be a recent
invention.

f—>

DR. CHARLES N.
BOYD, eminent organist,
author, lecturer, educator
and publicist of Pitts-
burgh, died suddenly on
April 24th, while playing
an evening program at
the Pittsburgh Musical In-
stitute of which he was a
director. Dr. Boyd was
born December 2, 1875, at
Pleasant Unity, Pennsyl-
vania. He was one of the most broadly
educated musicians of America, was widely
known as a teacher, was an associate edi-
tor of the “American Supplement to Grove's
Dictionary of Music and Musicians,” and
had been long a distinguished contributor to
THE ETUDE.

CHARLES N.
Boyp

Interesting and Important Items Gleaned in a Constant Watch on
Happenings and Activities Pertaining to Things Musical Everywhere

MUSIC REIGNED throughout the re-
cent coronation of King George VI. A large
part of the time was given to the per-
formance of compositions by the older
British masters, including works by Byrd,
Tye, Gibbons, Handel, Boyce, Stanford,
Wesley and Sir Hubert Parry; and of the
contemporary composers, Edward Bairstow,
Walford Davies, George Dyson, William H.
Harris and closing with the Te Deum of
Vaughan Williams,

g—0"

BRUNO WALTER has lately conducted
two concerts at the Teatro Adriano of Rome.
at one of which he himself became soloist
in the “Concerto in D minor for Piano and
Orchestra” of Mozart.

L EE—

THE SEVENTH AMERICAN MUSIC
FESTIVAL was held from April 20th to
30th, under the direction of Dr. Howard
Hanson, at the Eastman School of Music,
when thirty-two works of American com-
posers were heard, eight of them for the
first time in public. A novelty was the pro-
gram of music for symphonic band. a field
of almost virgin soil for creative musicians.

g —1

EDWIN ARTHUR KRAFT has cele-
brated his thirticth anniversary as organist
of Trinity Cathedral of Cleveland, Ohio. On
this occasion the musical organizations of
the city united in paying homage to one
who has contributed so much to the cultural
life of the community.

-

THE ROBIN HOOD DELL summer con-
certs of the Philadelphia Orchestra are again
in progress, with Jose Iturbi as first con-
ductor, and with Viadimir Golschmann of
the St. Louis Symphony Orchestra, Charles
O’Connell, Alexander Hilsberg and Saul Cas-
ton. of the Philadclphia Orchestra, as
“guest” leaders. Soloists will include John
Charles Thomas, baritone; Grace Moore.
soprano; George Copeland, Rudolph Ganz

and Mischa Levitzki, pianists. Alexander
Smallens  will conduct performances of
“Madam Butterfly.” “Carmen,” and “La

Vivandiere.” and will lead the orchestra for
the ballets by the Philadeiphia Ballet under
the direction of Catherine Littleficld, the
Mary RBinnev Montgomery Ballet, and the
Mordkin Ballet.

g— 0

GUSTAV SCHUETZENDORF, baritone
of the Metropolitan Opera Company and
husband of Grete Stueckgold, passed away
from a heart attack on April 27th, in New
York.

B —————

GIANNA PEDERZINI is reported to

have won a sensational success in the title

role of a recent revival of “Carmen” at the
Royal Theater of Rome.

PADEREWSKI is said to have received
“ovations without end” when he recently
gave a recital of piano music at Soleure,
Switzerland, for the benefit of the Society of
the Kosciusko Museum. At another concert
which he gave in the Cathedral of Lausanne,
for the benefit of the unemployed, the
receipts were 16,000 francs (80,000 French
francs).

Fg—D

THE LALLEMAND PRIZE for a sym-
phonic work by a Canadian composer has
been awarded to Hector Graton of Quebec.
Its first public hearing was interpreted by
the Canadian conductor, Wilfred Pelletier,
of the Metropolitan Opera Company.

>

A FOLKSONG RECORD LIBRARY has
been provided by an appropriation made
by Congress. It will be housed in the Music
Division of the Library of Congress and
will contain three thousand records of folk-
songs gleaned from the southern mountains,
jungles, prairies, prisons and lumber camps.

o e Pt

SIR THOMAS BEECHAM has received
the decoration of the Legion of Honor of
France. At a concert of British music, early
in April, with the élite of Paris in at-
tendance, during the intermission President
Albert Lebrun personally placed the ribbon
of the Legion around the English conduc-
tor’s neck, amid enthusiastic applause and
a demand for the repetition of the composi-
tion just played.

qg—"

THE CINCINNATI CONSERVATORY
OF MUSIC celebrated from April 6th to
11th its seventicth anniversary, with the
cooperation of the major musical and civic
organizations of the city. As a climax to
the event the Cincinnati Symphony Orches-
tra, with Eugene Goossens conducting, de-
voted its pair of concerts of the 9th and
10th to this event, with a notable feature in
the world premi¢re of Dr. Edgar Stillman
Kelley’s latest “Symphony, ‘Gulliver.”

g3

THE NATIONAL MUSIC CAMP at In-
terlochen, Michigan, opened on June 27th,
for its annual session. Founded by Joseph
. Maddy and T. P. Giddings, this camp
brings together three hundred high school
students who have won distinction on or-
chestral and band instruments. ¥For this sca-
son they will have as instructors men from
the first chairs of the Cincinnati Symphony
Orchestra. the Minncapolis Symphony Or-
chestra, the Saint Louis Svmphony Orches-
tra and the Rochester Philharmonic Or-
chestra. Along with this they will play
concerts under the baton of Percy Grainger,
Nicolai Sokoloff, Howard Hanson, Ernest
I.a Prade, Guy Fraser Harrison, Vladimir
Bakaleininoff, Joseph E. Maddy, and other
distinguished conductors.

MISS EMMA THURS-
BY, one of the most bril-
liant sopranos of the last
quarter of the last century,
who died in 1931, is to
have a memorial in the
form of a Music Building for Moravian
Seminary and College, Bethlehem, Pennsyl-
vania, founded in 1742 as the first boarding
school for girls in the American colonies.
and where Miss Thursby attended as a
young student. The building is provided by
a gift of $125.000 from Miss Ina L. Thursby.
sister of the great singer; it will house many
mementoes of Emma Thursby’s illustrious
career; and, besides its school uses, it will
serve as a civic center and place of rchearsal
for the famous Bach Choir of Bethlehem.

EMMA
THURSBY

4—w—>D

THE MUNICH FESTIVAL, from July
20th to August 29th, is offering performances
of *“Idomeneo,” “The Marriage of Figaro,”
“Don Giovanni,” and “Cosi Fan Tutte” by
Mozart; “The Flying Dutchman,” “Tann-
hiuser,” ‘‘Tristan and Isolde,” and “The
Mastersingers of Nuremberg” by Wagner;
and “Salome,” “Der Rosenkavalier,”” and
“The Egyptian Helen” by Richard Strauss.

= >
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THE JOSEPH H. BEARNS FIRST
PRIZE of $1,200 for composition is an-
nounced by Columbia University to have
been awarded to Roland J. Leich for his
“String Quartet in D flat major,” while the
second prize of nine hundred dollars went
to John St. Edmunds of San Francisco, for
a group of songs. Mr. Leich, a native of
Evansviile, Indiana, won the second Bcarns
Prize of 1033 and also the Lauber Award
in Philadelphia.

g—"0

THE FIFTH ANNUAL BACH FES-
TIVAL of Baldwin-Wallace College, Berea.
Ohio, was held on June 11th and 12th,
under the leadership of Albert Riemen-
schneider, with Carl Schluer and Cecil Munk
as assistant conductors, The programs con-
sisted of miscellaneous works and parts of
larger ones.

@— 5

“THE SEA,” a sym-
phonic poem by Arne Old-
berg, the widely known
pianist and composer of
Chicago, had its first pub-
lic performance when on
the programs of March
11th and 12th of the Chi-
cago Symphony Orchestra,
with Hans Lange conduct-

. . ARNE

ing because of the illness OLDBERG

of Dr. Frederick Stock. It

has been mentioned as “sound music.

romantic in outlook and substance. and
flawlessly expert in setting forth its pic-
ture.”

(Continued on Page 484)
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Music Axiom For JuLy

Make Quality Your Goal, and Practice is a Pleasure.

Music Stuny Exarts Llﬁ.
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THE WORDS OF THIS SATIRE ON THE ILLDISCIPLINED AND OFTEN RAGGED PROVINCIAL
%ﬁ%ﬁ%ﬁ%ﬁ%{u FORT CRAILO NEAR TROY # ITS AUTHOR D*RICHARD SHUCKBURGH WAS A BRITISH SURGEON
WITH GENERAL ABERCROMBIE ON HIS MARCH To TICONDEROGA IN 1758 » [T BECAME AN AMERICAN FAVORITE AND YANKEE
FIEERS PLAYED IT AT BURGOYNES SURRENDER AT SARATOGA AND AT THE SURRENDER OF CORNWALLIS AT YORKTOWN,

The Song of the American Revolution

I'TH every returning Fourth of Julv. which cele-

brates the signing of the Declaration of Indepen-

dence. we wonder why we do not hear more of

the marching song of the American Revolution.
which is none other than Yankee Doodle. There is nothing
to excite our musical pride about this simple tune. con-
fessedly a merry little jig. which seems 1o he best orches-
trated when heard from a fife and drum corps.

Repeated attempts have heen, of course. made 10 work
this theme into our cerious music of a patriotie character.
One of the most unusual was that of Rubinstein. When
he came to America in 1872 he was persuaded 1o write
cariations upon the tune. These were published by Schir-
mer. and they must have heen thought very wonderful
since they sold for two and a half dollars per copy. Tmagine
one of the greatest of all pianists. the “Lion of the Key-
board.” playving prety trills and  graces around  this
frivolous air!

Tt i= absurd that a great nation should have for its initial
national song a verv irifling theme with verses no hetter
than doggerel. But it has a historical importance in
the \merican picture, and its sentimental significance is
enormous.

T said that that magnificent army of ragged. half-
harefoot hervoes. which marched down the frozen pike
on their way to Mount Misery above the redoubts of Valley
Forge. kept up their spivits by singing Yankee Doodle.
What was the magic of this sprightly diatonic ditty. with
its ridiculous words making fun of those who sang it? Wha
is the reason for its amazing vitality 7 What is its origin?

The truth is that ne one knows just who wrote the tune
of Yankee Doodle. Was it continental in origin? Was it
first plaved by an Irish harp. or a Lancashive fiddle. or
a Scoteh hagpipe? It resembles any one of hundreds of
Jigs and dance tunes of its dav and has no marked national
characteristies. When Ferenez Lajos Akos Kossuth. the
Hungarian patriot. came to America he asserted that there
could he no question bur that the tune was of Magvar
origin. as it had long been popular in his country. On the

other hand. Spain has claimed it as a native sword dance.
\s long ago as 1858 the seeretary of the American legation
of Madrid asserted that the tune was wdentical with what
was called the Danza Esparta (Espada?) a sword dance
which is said to have originated in the Pyrenees. The
French likewise lay claim to it. but of this we have seen
no documentary proof. The Duteh. on the other hand.
point to a nursery rhyvme which they claim was popular
in the Netherlands long before the \merican Revolution.
Its verses ran:

“Nankee didel doodle down.
Didel, doodel. Lauther.
Yankee viver, vroover. vown

Botermilk and Tauther.”

But. we have likewise heen unable to find any signifi-
cant documentation for this claim: and therefore we must
resort to what appears 1o have been the first printed ver-
sion ol the tane, which. according 1o Grove. and to a re-
port written for the Library of Congress by the late 0. G.
Sonneck. was found in a volume. “Selection of Scotch.
English. Trish and Foreign Airs™ collected by James Aird
and published in 17820 in Glasgow.
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There is no authentic record of the tune appearing in
printed form in \merica until its publication in 1795 s
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part of a medley of tunes known as the Federal Qverture
by Benjamin Carr. The Boston Library has a manuse rlpl
copy of a version dating possibly from 1775, and there is
another m.mlh(npt version dated 1790 which is now sup-
posedly in private hands.

The verses employed with this quaint theme have heen
of great variety. There are those who claim that the follow-
ing version was a satire upon Cromwell and that it was
sung in England years before the American Revolution:

Y ankee doodle came to town
Upon a Kentish pony.

Stuck a feather in his hat
And called it Macaroni.”

What, now. is a macaroni? The Oxford Companion to
English Literature has an excellent definition which runs,
“An exquisite of a class which rose in England about 1760
and consisted of vyoung men who had traveled and affected
the 1astes and fashions prevalent in Continental society.”
Horace Walpole refers to the “Macaroni Club which is

ﬁﬁﬁﬁ@@ﬁ%@%@ﬁ@#@%QO%
THE YA.NKEE’S
RETURN FROM CAMP.

composed of all the traveled young men who wear long
curls and spring glasses.”

Perhaps the reader may have taken an excursion out
of Naples. Ttaly, to Sorrento and seen the local open car-
riages pulled by horses with a long feather stuck in their
headgear and known as macaroni. Is it possible that there
may he some connection here with the origin of the idea
which we now find in our first national song?

In England the first part of the tune of Yankee Doodle
is known as Kitty Fisher's Jig, and it was associatéd with
the following words.

“Luey Locket lost her pocket,
Kitty Fisher found it;
Nothing in it, nothing in i,
Only binding round it.”

Lucy Locket was one of the characters in John Gay’s
“The Beggar’s Opera” which dates from 1727,
(Continued on Page 485)

FATHER and I went down to camp,
Along with Captain Gooding;

There we sce the men and boys
As thick as hasty-pudding.

)
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CHORUS.

Yankee doodle keep it up,
Yankee doodle dandy ;

Mind the music and the step,
And with the girls be handy.

And there we see a thousand men,
As rich as 'Squire David;
And what they wasted every day,
I wish it could be saved
Yanlkee doodle, &c.

OF %

The 'lasses they eat every day,
Would keep a house a winter ;
They have as much that I'il be bound,
They eat it when they’re & mind to.
Yankee doodle, &c.

&
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And there we sce a swamping gun,
Large as a log of maple,
Upon a duced hitle cart,
A load for father’s caule.
Yankee.doodle, &c.

®
v

¢!
-~

And every time they shont it off,
It takes a horn of powder;
It makes a noise like father’s gun,
Only a naton louder
Yankee doodle, &c. -

I went as nigh to one myvwelf,
As 'Siah’s under-pinning ;
And father went as nigh again,
I thought the deuce was in him
Yankee doodle, &c.

Cousin Simon grew so bold,
I thought he would hare cock'd it
It scar'd me so I streak’d 1t off,
Aud huag by father's pocket.
Yankee doodle, &c.
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But Captain Davis has a gun,
He kind of clap’d his hand on't;
And stuck a crooked a(abbmg iron,
Upon the little end on't.
Yankee doodle, &c.

Apd there I see a pumpkin shell,
As big as mother’s bason,
And every time they touch’d it off,
They scamper’d like the nation.
Yankee doodle, &e.

I see a little barrel too,
The heads were made of Jeather,
They knock’d upon it with little clubs
And call’'d the folks together.
Yankee doodle, &c.

And there was Captain WASHINGTON,
And gentlefolks about him ;
They say he's grown €o tarnal, ‘proud,
He will not ride without ’em.
Yankee doodle, &c.

He got him on his meeting clothes,
Upon a slapping stallion
He set the world along in rows,
In hundreds and in millions.
Yankee doodle, &c.
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T he flaming ribbons in their hats,
They look’d so tearing fine, uh
] wanted plaguily to get,
To give to my Jemima.

Yankee doodle, &c.

o]
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1 see another snarl of men,
A digging graves, they told me.
So tarnal long, so tarnal deep,
They 'tended they should hold me.
Yankee doodle, &c.

It scar'd me so, I hook'd it off,
Nor stopp’d, as I remember;
Nor turn'd about till I got home,
Lock’d up in mother’s chamber.

Yankee doodle, &c.
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LAURITZ MELCHIOR

LAURITZ MELCHJOR AS SIEGFRIED

LAURITZ MELCHIOR AS PARSIFAL

MELCHIOR AS TRISTAN

LAURITZ

The “Heldentenor,” or Heroic Tenor
By Lauritz Melchior

LEADING TENOR OF THE METROPOLITAN OPERA COMPANY

r I\HE DEVELOPMENT of the
Heldentenor, or tenor of heroic roles,
is rather a special one. We are ac-

customed to classify tenor voices as lyric

or dramatic, as high tenor and low tenor.

In operatic practice, however, we find still

another category, and one which depends

on the strength and firmness of the voice
as well as upon its range or even its timbre.

That is the FHeldentenor. The Heldentenor

comes into his own most notably in the

Wagnerian roles, all of which demand, in

addition to the normal elements of good

singing, a certain endurance which other
roles, i their very nature, do not require.

The normal operatic routine calls for the

singing of a number of arias and a number

of concerted numbers in cach act.

The Wagnerian operas, which, strictly
speaking, are not “operas” at all but logi-
cally developed “music dramas,” follow a
different construction. Each act works its
way up to a great climax, generally for
the tenor, and always accompanied by heavy
orchestration. In “Lohengrin,” for instance,
there is the Grail Narrative; in “Tann-
hauser,” the Rome Narrative; in “ Meister-
singer,” the Preislicd ; while in “Siegfried,”
the tenor works hard through two complete
acts hefore he matches himself with the
Briinnhilde who comes fresh to the stage.
In addition, the tenor's great moments reach
the audience across a heavy orchestra, and
the length of the roles is tremendous.
Young Sicyfried’s part calls for mose than
six thousand words of text, and for two
and a half hours of steady singing. Now,
all of these conditions place demands upon
the voice of the Wagnerian tenor (or
Heldentenor) which are not to be found
in any other such réles. That is why the
Heldentenor  works under circumstances
which create very definite problems of
their own.

There is at present a marked scarcity
of adequate heroic tenors, I believe [ know
why. It is because the uninitiated set out
by allowing an average dramatic tenor
voice to assume these heroic parts without
special preparation. Even the little T have
already indicated of the demands of these
parts will show that ordinary, average
training cannot supply their needs, A glance
at musical history indicates that most of the
outstanding heroic tenors hegan their ca-
reers, not as tenors at all, but as bari-
tones. That was the case with Jean de
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By Rosk

Reszke, with Schimedes, and with my own
countryman, the Danish Peter Cornelius, |
began my own carcer as regular baritone
in the Royal Opera at Copenhagen, where
I sang such distinctively baritone roles as
the Count di Luna in “Il Trovatore.” In
cach case, two facts stand out: first, a
certain kind of baritone voice lends iteelf
especially well to further development as
a strong tenor, and second, the heroic
tenors who have followed this development
appear to he more outstanding in their
roles than those who have simply followed
a straight tenor development.

Go Slowly!

T THE very outsct, let me make it
quite clear that not cvery baritone
voice is capable of such development, and
that the progress from baritone to heroic
tenor is in no wise a forced or “pushed”
affair. Tt is most important that this be
clearly understood. The baritone who may
qualify for heroic tenor development is one
who has naturally a high range; and the
best time to begin this development is when
that high range begins to assert itself, and
to grow naturallv. It is ruinous to attempt
to force high notes into a voice where they
do not cxist. The baritone-tenor transition
is possible at all only because the heroic
roles depend much upon the middle register.
Many of them could well be sung by a
high baritone. This brings about two re-
sults. The young tenor voice which assumes
these parts is in great danger of pushing
down upon the middle voice, thereby losing
his upper tones and ultimately injuring his
entire vocal organism. The other result is
that the naturally high baritone, who pre-
pares to sing them, finds that he is not
pushing down at all. He depends upon his
middle register, which is naturally of a
heavier quality, and works upward towards
the higher tones, which (if his voice is
suitable for the roles at all) lie naturally

within his upper register.

In other words, the high baritone uses
his natural baritone range as the founda-
tion for his further work. This work con-
sists in bringing new color into the tones
of his naturai baritone compass. They must
become lighter, so that they form a nat-
ural juncture with his top tones. As the
Count di Luna, for example, I sang High-
C. My tenor studies were aimed, not at
torcing further height, but at filing down
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the heaviness of my F, F-sharp, and G
notes just below this C, so that they formed
an even and natural transition into the B
and C tones which were also perfectly nat-
ural. Had those top notes been foreign to
my natural range, I never should have
attempted to put them there. But since they
were there naturally, I was entirely safe in
coloring my middle register to blend in
with them. A development of this kind is
quite legitimate and very different from
deliberately forcing a deep voice into an
unnatural scale of range. [t is always the
natural tone quality of the voice which
must decide the transition.

FFor this reason, I do not advocate too
carly a start. The baritone who has heroic
tenor roles as his goal should be very
sure of his range, his voice quality, and
his gencral vocal equipment before he sets
out to study them. Wagnerian roles are
too heavy for a very young voice. There-
fore, it is a good thing not to touch Wagner
at all as a young student. Be able to look
back upon a few years on the stage, in the
practice of musicianship, before attempting
thenmi. Then, when you are quite sure that
you do possess the proper vocal range and
quality, work at these new réles slowly.
One reason why there are comparatively
few heroic tenors to-day is that our system
of speed makes it difficult for a promising
young baritone to work himself gradually
into the new type of role. If a tenor is
needed for Wagnerian roles, he is needed at
once. Few companies of to-day are able to
afford to engage a young baritone for the
purpose of training him as a heroic tenor,
whose services they can count upon in
four or five years. Few singers would sub-
mit to such training. The current notion is
to begin at once and earn large sums im-
mediately. I began my carcer at the annual
salary of one thousand Danish crowns. It
was the best thing that could have hap-
pened to me. I was therchy given the in-
estimable advantage of slow development
and’ steady growth. An immediate plunge
into heroic tenor roles would have ruined
me. The process would be even worse for
a young, inexpericnced tenor.

Breath, The All in All

HE Heldentenor, to sum it up, needs
experience and development to fit him
for these taxing parts. History shows that
the high baritone can work his way into

them, provided his voice is by nature suited
for the transition, and provided, further,
that he works in a natural way, never forc-
ing his upper tones, but lightening his mid-
dle register so as to fit into them in a
natural joining.

The problem of “breathlessness” can often
cause acute worry to the young singer.
How to cure it? By remembering, first of
all, that breath technic, upon which all
singing rests, must be an entirely natural
affair. Any constricting is wrong. The best
teacher for breath control is a young baby.
Have you ever watched a baby breathe?
If so, you must remember the regular in
and out motion of its diaphragm. As peo-
ple grow older they som-how lose the art
of perfectly natural breathing and content
themselves with snatching short breaths, at
the top of the lungs. That, I believe, is
where the trouble begins, which later shows
itself in vocal breathlessness. The correct
breath must proceed from the very bottom
of the lungs, must fill the lungs, and must
be controlled, in its output, by the great
muscle of the diaphragm. Such a breath
enables one to spin tone, to cenlarge or
diminish tone, all without the slightest
tightness or cffort, either i the diaphragm
or in the throat. To reacquire the perfect
breath control of babyhood, devote a few
minutes each day to practicing vocal exer-
cises while you lie flat on yvour back on
the floor. The posture is a relaxing one,
while the hard surface bencath you makes
it imperative to breathe with full lungs and
to control this breath by diaphragm mo-
tion. It is absolutely impossible to breathe
incorrectly in such a position.

As to practice habits, it is difheult to ad-
vise students as to the exact hour of the
day when practice is most helpful, as this
depends too much upon the individual habits
of organizing the day. But this 1s certain,
alwavs begin work when vou are freshest
in body and mind. I possible, arrange such
a routine in your activities that this fresh
work may be begun at the same time cach
day. In the very beginning, it is not a good
plan to practice too long when you are
alone, The untrained voice is quite uncon-
trolled, and incorrect practice habits may
do more harm, in the six days when you
work alone, than your teacher can undo in
the half hour lesson on the seventh. It is
better to advance slowly and to be sure of
every step. Never do a thing “on a chance
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that 1t may be right.” If a pont of vocal
technic is not quite clear in your mind,
leave 1t alone ull with your teacher. It is
far better to come before your teacher with
an unprepared lesson than to have prepared
the work all wrong.

Another thing, even at lesson time never
~ay, through cembarrassment or hesitancy,
that you understand a point  explained,
when you really do not. By a few words of
added instruction, the teacher can clear it
up for you. To confirm your understanding
of the points under consideration, listen to
what your teacher has to tell you, and then
explain the lesson back to him. In talking
about it yvou will fix it more firmly in your
own mind, and the treatment you give it

ANSWERS TO

(1) Richard Wagner. (2) Victor Her-
bert. (3) Frederie Chopin, (4)  Giuseppe
Verdi. (5) “La Boheme.” (6) Deems Tay-
lor. (7) The “Messiah™ by George Fred-
crick Handel. (8) Charles  Wakefield
Cadman. (9) F. Paolo Tosti. (10) Ethel-
bert Nevin, (11) Gaetano Donizetti. (12)
“Carmen.”” (13) “Rigoletto.” (14) “Peer
Gynt.,” (15) Jules Massenet. (16) Charles
Wakefield Cadman. (17) Carrie Jacobs
Bond. (18) Anton Rubinstein. (19) Franz
Schubert, (20) Otto Nicolai.

€21) Anton Dvordak. (22) Franz von
Suppé. (23) thelbert Nevin, (24) Anton
Dvoriak. (25) Franz Schubert. It is No. 8,
of the composer’s symphonies ; but Schubert
symphonies have no Opus numbers. It is
in B mimor. (20) Frederic Chopin. This is
1 fanciful name given to his Valse, Op. 64,
Neo foin D-flat. (27) Jacques Offenbach.
(28) Ruggicro Leoncavallo, (29) “Rigo-
letto™; and it is sung by Gilda. (30) The
Lrlking. (31) Stephen Collins Foster. (32)
Giacoma Puccini. (33) Franz Josef Haydn.
(34)  Richard  Strauss.  (35)  Johamn
Strauss. (36) "Il Trovatore,” by Giuseppe
Verdi. (37) Oley Speaks. (38) “Tann-
hiuser.” (40)

(39) Thurlow Licurance.
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will show your teacher whether you really
do understand or not. Incalculable harm
has been done to many a voice through a
blind acceptance of an unclear precept, and
a later attempt to carry it out in a way
which proves to he all wrong. Ask all the
questions vou want, and remember that
you cover more ground by going slowly in
a straight line than in covering much terri-
tory quickly and then having to go back
and undo the mistakes.

No Hasty Changes
T IS not a good practice to change
teachers too {frequently. Voice building
is like architecture. The architect who is
asked to erect a new structure begins by

pulling down the old one. In the sccond
place, he then looks over the old material
to see what can be used in the new work,
and only in the third place does he set
about building. Every vocal teacher to
whom you go will probably begin by tear-
ing down some of the structure you already
have built. That is why it s better to stay
with one teacher as long as is consistent.
Do not worry about his “fame.” It has
been often said that no teacher s good—
there are only good pupils. It is advisable
to make a change of teacher only when you
find your voice being harmed (feeling tight
and unnatural), or when you cannot clearly
grasp the precepts given you. If you follow
instructions casily and find your voice pro-

gressing  comfortably  and naturally, vou
probably have the right teacher, regardless
of the number of pupils he may have sent
into the Metropolitan Opera.

Evenness of tone depends entirely upon
the breath technic which we have already
considered. Try to think of your vocal ap-
paratus as a sort of bellows, The little pipe
through which the air comes out is the
throat. The pressure which sends it out is
comparable to the muscular control or
pressure) of the diaphragm. Now, if vou
press the bellows i little jerks, the air
comes jerkily out of the little pipe. If you
exert a studied, even pressure, the air comes
out in a scries of cven flowings. It is

(Contimeed on page 478)

“BRAIN TEASERS” INTELLIGENCE TEST FOR Musi¢ LOVERS

The Questions Appeared in Tue Erupk for June

Carl Maria von Weber, (41) Ludwig van
Becthoven. (42) “Eroica Symphony.”

(43) An Oratorio is a more or less de-
veloped drama on a Scriptural theme, sct to
music in recitative, arias and choruses,
with an  orchestral accompaniment, but
without action, scenery, or costume,

(44) An Overture is an orchestral com-
position having the character of an intro-
duction to an oratorio, an opera, or other
extended work, and generally constructed
from melodies and motifs from the work it
precedes. In more modern usage it is also
an independent work planned to portray the
emotional drama of some great piece of
hterature or of a highly heroic life,

(40) Sir Edward Flgar. (47) Franz
Liszt. (48) “Das Rheingold,” “Die Wal-
kitre,” “Siegfried,” and "Gotterdiimmerung.”
Richard \Wagner was the composer; and
the Nibelungs were a race of dwarfs or
demonic beings who, according to German
mythology, were the ariginal possessors and
guardians of the hoard of gold of the Rhine
and of the ring won by Siegfried. (49)
Charles Gounod. Marguerite.

(50) Engelbert Humperdinek. (51) The
Meistersingers were a guild, chicefly of
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artisans, formed in the German cities of the
fourteenth to seventeenth centuries, for the
cultivation of poetry and music. (52)
Gustave Charpentier. (53) Manrico. (54)
Georges Bizet. (35) “Parsifal.” (56) Ethel-
bert Nevin. (57) Sergei Rachmaninoff.
(58) A libretto is the “little book” of words
of an opera, oratorio, or cantata. (59)
Pictro Mascagni. The title of this opera
means “Rustic Chivalry.”

(60) Ludwig van Beethoven. Because it
was dedicated to the famous  violinist,
Rodolphe Kreutzer, (61) FFranz Liszt. The
Lichestraione are three nocturnes, transcrip-
tions of his earlier songs. (62) L.éo Delibes.

(03) A Symphony is an claborate com-
position in the sonata form, for full or-
chestra. (64) A suite is one of the old
mstrumental forms of the seventeenth and
cighteenth centuries, which consisted of a
series of dances in the same or nearly re-
lated keys. In modern music it often ap-
proaches symphonic dimensions but remains
free as to its individual movements. (65)
Ernest Schelling. Alfred Noyes. (06) “11
Trovatore.” (67) Robert Schumann. (68)
Franz Josef Haydn. (69) Jan Sibelius.

(70) “H. M. S. Pinafore.” Sir Arthur

Sullivan. (71) John Philip Sousa. (72)
“La Gioconda.” (73) A composition for
solo instrument (or instruments) and or-
chestra. It 1s in the sonata form, more or
less symphonic, and intended to  display
both the resources of the solo instrument
and the skill of the performer. (74) “Mid-
summer Night's Dream.” (75) Ambroise
Thomas. (76) “Aida.” (77) Vincenzo Bel-
lini. (78) Franz Schubert. (79) Richard
Wagner.

(80) Piotr Ilyich Tschaikowsky. (81)
“La Sonnambula.” (82) Felix Mendelssohn-
Bartholdy. (83) Richard Wagner. (84)
Anton Rubinstein, (85) "Peer Gynt.” Ed-
vard Grieg. (80) Charles Camille Saint-

Saéns. (87) The Amati family were
celebrated makers of violins, (88) Piotr
Hyich  Tschaikowsky., (89) Hans von
Bilow.

(90) Piotr Ilyich Tschaikowsky. (91)
“Choral Symphony.” (92) Charfes Camille
Saint-Sacéns. (93)  “The Mikado.”  Sir
Arthur Sullivan. (94) Nikolai Rimsky-
Korsakoff. (95) Franz Schubert, (96) The
Holy Grail. (97) “Lohengrin.” (98) The
Csardas (char-dash). (99) Giacomo Mey-
erbeer. (100) Stephen Collins Foster.

EAST IN THE WEST, AND WEST IN THE EAST

Here is a strange contrast of musical influences. The picture on

the left was taken in Los Angeles, where the Chamber of Com-

merce is sponsoring a fete to open the Greek Theater in Griffith
P P

Park and has asked a group of dignified Japanese residents to

play on the Kato (harp) and the Shakuhachi (flute) the ancient
music of Nippon. The picture below, on the other hand shows the

first Girls’ Orchestra in Tokio to play American “swcing music”

in a Japanese dance hall.

Yo 1 o
\adio Histon
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Bunched Finger Playi

By Hope Kammerer

HEN, in normal courses for piano

teachers, I first introduced the use

of bunched finger playing, I was
besieged with such objections as “Surely
that will be conducive to a stif arm;”
“Such a type of playing may spoil the
legato,” and . so on.

My only reply was, “Try it yourself and
find out.”

Now, six years later, I notice that all of
the objectors "are themselves using the
bunched fingers with their beginners. Ap-
parently they “tried it,” and “found out.”
They discovered, even as I'had done years
before, what a wonderful time and trouble
saver it is,

Bunched finger playing consists, as its
name implies, of playing the whole tune
with the same one finger, all the other
fingertips being held bunched close to xt
for support, thus:

This type of playing has three chief uses:

(1) For the tiny tune-picker. In every
community one at some time runs across a
child too young to read, too young to con-

. trol properly the fingers; in other words,
too young for the formal study of the
piano, but who, nevertheless, appears to be
fascinated by the instrument and insists
upon picking out tunes for himself. In such
a case, the bunched finger type of playing
enables the tot to make music for himself
easily and comfortably, without the handi-
cap of finger weakness, or the confusion of
fingering. This is described further as we
proceed.

(2) For the beginning of formal piano
study. The bunched ﬁnger is the best pos-
sible approach to piano playing. It is the
quickest, most interesting, and most fool
proof way of obtaining good hand position
during first attempts at playing.

(3) -For a “review exercise” at almost
any stage of piano study, when required.

Perhaps some anecdotes and comments,
further illustrating these three different
uses of the bunched finger, will assist the
reader.

The Tiny Tune Picker

ELL was brought to ms because she
-was continually picking out tunes on

the piano, and her mother felt some-
thing should be dome about it. Nell was
five years old. As is usually the case with
such young pianists, she was using weird
and wonderful fingering. The fingers, be-
ing too weak to be used on their tips, were
held straight and stiff, while the keys
were pressed with at least half the length
of the finger. In order to have enough
fingers to go round, she turned the third
over the fifth as .occasion demanded, strik-
ing with the .back of the digit, if you
please. So great was the effort, that the
playing was accompanied by contortions
of Nell's little pink tongue, and in the
most difficult portions, her whole body
squirmed in sympathy. :
This was not the first time I had seen
such attempts to make music.

that way is a menace to future pianism;
bad habits are acquired .that are almost
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impossible to unlearn. Nell’'s mother was
quite right in being disturbed.

Now Nell was too young for the formal
study of piano. (By formal study, I mean
consecutive lessons covermg a period of
years, in regular graded series of instruc-
tion, including reading.) But Nell was not
too young for informal study of piano;
and by this I mean the casual lesson, or
short series of lessons, given as required.

First of all, I asked the mother if she
had tried to divert Nell's interest to sing-
ing; for singing is a more easy, natural
and normal method of self-expression for
the tiny music lover. Yes, this had been
tried, but the child persisted in her efforts
to play the piano.

I then examined her nails and had her
mother cut them as short as possible. Next
I held out my flat hand, and asked Nell to

"point to the longest finger. The middle

finger was indicated.

“Very well, we are going to learn how
to play with the middle finger,” I said.

We seated ourselves at a table of suitable
height. Said I, “Watch what I do. First
of all I make a fist; then I rest my arm on
the table, so. You do it too.” The elbow,
the under part of the wrist, and the under
part of the fist rested on the table. The
fist was placed directly in front of the
body, much closer than would be the case
at the piano, so she could watch her fingers
more readily.

“Now let your fingertips come out from
the place where they are hiding, till they
touch the table, like this.

“See the little house under your hand?
Itis a bxg enough house for even an egg
to live in.” (One here illustrates with egg,
or ball, or whatever is handy.) “See how
high your knuckles are?” (Pupils who
play the piano are always proud of their
high knuckles and the little house undcr
the knuckles.)

“Now notice how many bends your ﬁn-
gers have; put your head down sideways
s0 you can see.” We counted out the bends,
pointing to them. (A teacher should al-
ways point to, or illustrate, everything as
she explains lt) “One, the knuckle bend;
two, the middle bend; three, the nail bend.
Pianists always keep their three bends
showing. Look at my hand; have I three

bends now? Have I now?” Herg the
wrong and right way were illusfrated,
while the child took much delight in
criticizing,

Nell and I then tapped on the table ‘with
the longest finger, first of all quite lightly,
then more strongly. If the correct pesition
was lost, she was asked to make a fist all
over again, and to let the fingertips| come
out, as she had done at the begmnm

“Do you think you could tap pian keys
as nicely as you -tapped the table?’

One must be careful to seat the| child
at the piano in comfortable position, fjeither
too low nor too high. Also, wrist pgsition
must be cared for. If held too high, that is
to say, higher -than' the knuckles, then the
knuckles are likely to sink ‘in. If top low,
then curving of fingers is’ almost impos-
sible, as they are forced into a flat pgsition.

Often a child finds the best wrist ppsition
without instruction, through random%move-

ment, instinct, chance, or whatevdr one
chooses to call it. But the safest and |quick-
est way to obtain the easiest wrist ppsition
is for the teacher, without any comment,
to hold the wrist occasionally at the ¢orrect
height, namely a little lower thgn the
knuckles, at about the same height [as the
middle joint. The child readily takes the
hint -and gradually becomes habitugted to
the position without help.

If one. must err in either directi n, the
too low wrist is the lesser evil, for the
knuckles must, at this stage, be kept high,
whatever the cost.

The third finger is, of course, the best
with which to start bunched fingering. It
is longer than the others, and well padded
at its tip. The second and fourth, and even
the fifth, can be added at later lessops.

I now ascertained, sotto voce, from Mrs.
Walker, which tunes the child galready
knew, and in which key. Selecting the
easiest one, I said: “Nell, watch me play
this piece with my bunched middle|finger.
I wonder if you know the name [of the
plece * With much interest the name was
“guessed.”

“All right, let me see if you can play
it that way too.”

Her wrist was gently lifted to position
from time to time. If, in the intdrest of
making music, the three bends were lost,
there was admonishment, as: “Your hand
did not look right.” “The little hoyse dis-
appeared.” “You lost your three pends”;
and so on. ]

The left hand was given a turn, foo.

After the pupil had watched the three
bends for a while, I had her feel the three
bends with her eyes- shut, noticing how
unpleasant the wrong way secn%:d, and

how pleasantly strong the right way felt.

THE POWER OF IDEAS

Ideas, at best, are seeds. When' planted in the proper soil
and actively cultivated, they may blossom - mto things of
great importance. One practlcal idea, gained from readln%

an authorxtatlve article, may change an entlre career.

ng

A few informal lessons, given this way,
were enough to insure to Nell sufficient
ease and strength for her rote playing; at
the same time a correct hand posmon was
building up, which would stand her in good
stead later when formal study was com-
menced. A slight stiffness and tension were
noticeable at first, of ccurse, but these soon
wote off as use brought with it sureness
and naturalness.

The Pupil Begins Formal Study

HERE we have a child of eight years
or older. We start him off at his
first lesson by playing with bunched third
tinger, even as we did Nell. But since he
is not a tune picker, we do not give him
anything so elaborate as a melody to play.
Instead, we find him content with the hum-
ble scale of -C. This good old do re mi is
famlhar to him through his singing lessons
in school, and the pupil, finding no diffi-
culties in such a simple tone progression,
can readily give his entire attent:on to hand
position.

The position of the wrist, from a hori-
zontal point of view, might well be studied
here (as well as the vertical aspect men-
tioned in connection with the tune picker’s
lesson.) The elbow should be at all times
farther away from the body than the wrist;
playing middle C or any other note imme-
diately in front of the body of the per-
former, automatxcally places the arm in
such a position. If center notes are played
first, then the pupil can readlly both see
and feel the correct position of the arm,
and, upon instruction, maintain this position
when glaying notes farther away from the
center. A good exercise is to play middle C
with the bunched third finger- of the right
hand; then jump up to higher C’s, keeping
the arm in correct position, with the elbow
leading. This jumping back and forth is
an entertaining game for the eight year old.
A corresponding exercise with the left

.hand would, of course, involve the use of'

the lower C’s.
As mentioned before, the bunched sec-

ond and fourth finger are used in later -

lessons. When using the fourth finger, the
outward slope of the arm is found by the
pupil to give additional strength to what
otherwise would be a woefully weak digit.

By the way, when using the shorter fin-
gers, the one in use has to be made longer
than the others, these others being pulled
up -a little out of the way. One-of the
easiest ways to accomplish this is to let
the pupil pull, with his other hand, the
finger by its nail joint down to its proper
length; the other fingertips remain se-
curely supporting it on either side.

Review. Every teacher knows” only too
well that, no matter how carefully she
has tramed her pupils at the start, she
must, every so often, wage a campaign
for better hand position. Careless’ habits
creep in, and in the course of time one or

" more of the precious three bends will dis-

appear temporarily. An excellent exercise

_to. brmg the hand back t6 normal is a
. review of bunched finger playing.

“Try it,” yourself, and “find- ‘out!® -
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POET OF THE STAR SPANGLED BANNER

ANY patriotic  citizens  of  the
United States believe that our
country has no national anthem

worthy of the grandeur and might of our
nation, one which is suitable for all times
and occasions, that interprets our national
ideals and aspirations rather than serves as
a reminder of an event the animosity of
which long ago gave way to brotherly love.

A group of influential and well meaning
folk has lately sponsored a movement for a
new hymn by the offering of a prize. Now,
without claiming any ability to foretell the
future or wishing to play the pessimist, it
is not too much to say that history tells us
that real national anthems have not been
born in this way. The lure of the prize has
not yet taken the place of the patriotic zeal
fanned to a burning heat that has produced
those combinations of words and music
which have stirred the hearts of nations, as
has T'he Star Spangled Ba:iner in our own
case. And, fortunately, history is not silent
as to the circumstances which gave this in-
spired song to our Republic.

Up to the outbreak of the “Second War
of Independence,” in 1812, the snappy air of
Yankee Doodle was the favorite of the
troops. The words of this, however, are
without character or dignity and are power-
less to kindle the emotions. The lack of
something better was deplored for it was
remembered to what fervor the people of
France had been roused by The Marscillaise.

Washington had been invaded and the
Capitol burned. The British were concen-
trating their activitics in the vicinity of
Baltimore. Their fleet lay in Chesapeake
Bay and it was known that an attack on
IFort McHenry was impending. Excitement
ran high along the whole Atlantic seaboard
and every able-bodied man was a soldier,
real or potential.

An Inspiring Moment

ANE was waiting just around the cor-

ner for Francis Scott Key, whose father
had been an officer in the Revolutionary
Army and whose ancestors were among the
first settlers of Maryland. e was born in
Frederick County, August 1st, 1779, and
cducated at St. John's College, Annapolis.
At thirty-five he was well established in
the profession of law. Although he pos-
sessed unusval literary ability, he did not
aspire to sce his writings in print. His
habit of mscribing lyrics on the backs of
envelopes and on seraps of waste paper re-
sulted in most of his verses being lost or
destroyed.

Dr. William Beanes, a prominent, clderly
citizen had been taken prisoner by the en-
emy. A delegation of his friends called on
Key and urged him to use his influence,
which was considerable, to obtain  Dr.
Beanes' release. Key, who knew him in-
timately, set out in a small boat under a
flag of truce, secking Lord Cockburn who
was in command. Lord Cockburn had made
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plans for an immediate attack upon the
fort and the arrival of Key complicated
matters ; for, while he was willing to accede
to the request, he was afraid that the
Americans would divulge his intentions if
they were permitted to reach shore. He
ordered Key, Dr. Beanes, and a third man,
John 8. Skinner, who had been appointed
by President Madison to conduct negotia-
tions for the exchange of prisoners, to be
held until the fort surrendered, which he
boasted would be within a few hours.

The trio were aboard the cartel Minden,
under the guns of the frigate “Surprise,” at
the mouth of the Patapsco River. The bom-
bardment began in the morning of Sept. 13,
1814, At its height, the wife of Colonel
Armstead, defender of the fort, gave birth

to a daughter. Both in honor of the war
baby, and because the flag in use hung in
tatters  from shell fire, a new flag, re-
splendent with its “broad stripes and bright
stars,” was hoisted over the fort.

All day and all night, Key and his com-
rades paced the deck, exposed to the fire of
their countrymen but indifferent to their
danger. In their intense suspense, they had
no inkling as to the outcome of the battle
but knew that the loss of life must be
heavy and that if Fort MclIlenry fell the
city of Baltimore was doomed. The firing
grew intermittent and at last ceased. “In the
dawn’s early light” they saw the flag still
flying in its accustomed place. Key, in a
frenzy of patriotism, snatched a letter from
his pocket and wrote on the back of the en-

HOME OF THE STAR SPANGLED BANNER
Tradition savs that the first American flag was made by Betsy Ross, in a house
on Arch Street (between 3rd and 4th), of Philadelphia: but the banner of I't.
McHenry, which inspired Key to write our National Anthem, was made by Mrs.
Mary Pickersgill and her daughter, in Baltimore, Maryland

MRS. MARY PICKERSGILL WHO MADE KIY’'S
STAR SPANGLED BANNER

velope a rough draft of The Star Spangled
Banner, under the title, The Defense of
Fort McHenry., His companions of the
night's vigil thrilled to the exultant stanzas.
As soon as they landed, Skinner rushed to
the editor of The Baltimore American with
a copy, which was published in the next
issue of that newspaper.

Having heen released on the {ollowing
morning, Key showed the original to a rela-
tive who realized instantly that his was no
ordinary poem and hastened with it to the
printing office of Benjamin Edes, a captain
in the 27th Baltimore Regiment, dirccting
that a number of copies be struck off in the
form of handbills for public distribution.
The verses were quickly set in type, en-
closed in an clliptical border; and cach Ict-
ter of the title was surrounded by a circle
of stars.

A National Anthem Is Born

HE scene now shifts to a small, one

story tavern kept by a widow, which
because of its proximity to the Holiday
Theater, was a favored resort of actors. A
number of men had congregated there to
prepare for daily military drill, when Cap-
tain Edes arrived with a copy of the poem
hot from the press, and, explaining the cir-
cumstances, he read it to the cheering
crowd. It was thrust into the hands of
Ferdinand Durang, a popular young actor-
vocalist, with the command that he should
sing it.

Durang hurricdly turned the pages of a
comvenient volume of flute music, hoping to
find some melady that could be adapted to
the rhythm. He came across an old English
song, clinacreon in Heaven, which answered
the purpose. Springing upon a table he
sang “wildly  well,”  The  demonstration
which followed was deafening, Key fually
approved the choice; and for many days it
was sung at every performance in the Holi-
day Theater. The city was charged with its
magnetism, and the names of Francis Scott
KNey and Ferdinand Durang were on overy
tos 2ue.

The National Intellivcneer of Washing
ton, for Jamemry 6, I815, displays this ad-
i i torial page: The Star
Spangled Banner and Scamen of Co-
lzmbia, two favorite patriotic songs, this
day received anl for sale by Richards &
Mallory, Bridge Street, Georgetown.

Light has been thrown on the mystery of
caacreon in Heaven, In the second half of
the cighteenth century a jovial society,
known as the Anacrconites, flourished in
London. Its mectings, held at “The Crown
and Anchor™ in the Strand, were frequented
by celebritics including Dr. Jonson, Bos-
well, and Sir Joshua Reynolds, The pres:-
dent of the socicty, Ralph Tomlinson, wrote
the words of the oddly titled song; and the
music was composed by John  Stafford
Smith, sometime between 1770 and 1776,

(Continued on Page 480)
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OLE BULL

MONG THE POETS, whose lines
A are most often usced for musical set-
ting, Longfellow ranks with Goethe,

His Stars of the
Heine's Thou .Irt
been so treated

Heine aud Tennyson.
Sunimer Night, like
So Like g Floweer, has
times without number,

[ stood or the bridae at midnight! How
often have we heard this poem quoted and
versions of it sung? [t is just one of the
many well known poems by Henry Wads-
worth Longfellow, which have been set to
music: and one will find, merely by ex-
amining song collections, musical diction-
artes and other books on music, that almost
every one of his more popular poems has
been given at least one usical setting,
and often several of them. There have been
written and publicly performed at least
three operas, three cantatas, two overtures,
four tone poems, eleven songs, and two
symphonic suites, to *The Song of Hia-
watha' alone. Such outstanding composers
as Elgar, Sullivan, Buck, Balfe, Pinsuti,
and Nevin, have composed works derived
from Longicllow pocems.

Jv actual count, more of Longiellow’s
works than those of any other American
author have been used musically: and it
is fitting that he should be so well repre-
sented in this field, because he was him-
self greatly interested in music. Extracts
from his journals and letters, as well as
passages from poems, could be quoted by
the page. “Music is the universal language
of mankind,” he once wrote; and agamn,

“Music is the Prophet's art;

cdmong the gifts that God hath sent,

One of the most magnificent,”

From his childhood onward, music had
always an active part in the atmosphere
of Longfellow's home life. As a youth, and
as a mature man, he frequently attended
concerts. In his journal are several refer-
ences to Beethoven, which show that the
poet was particularly fond of this master’s
music.

In a letter dated November 23, 1880,
Longfellow tells a friend of his reactions
to Wagnerism:

“T confess, T like the music of the
past better than the music of the fu-
ture. At present, we are ground he-
tween the upper and nether millstones
of the two; and rather a pleasant
grind it 1s, after all. The other night I
went to hear Boito's *Mefistofele’: very
poweriul, but wild and weird beyond
conception, Boito, you know, is called
the Wagner o1 Italy.”

And Melts in Tears
GOOD picture of Longfellow's gen-
uine feeling for mustc is given by
one of his friends, Mres, J. T, Fields, in
her reminiscences. During an intimate gath-
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Longfellow’s Influence

on Musical Composition

By William Hastings

Longfellow ranks with Goethe,

among the poets whose works
song

cring at her home, at which Longfellow
was present, one of the guests sang a
number of songs, including a setting of
Tenuvson's  Break! break! break! The
author writes that “it was very solemn,
and no one spoke when he had finished,
only a deep sob was heard from the corner
where Longicellow sat. Presently the singer
gave us another and less touching song:
and, before he ceased, Longiellow rose and
vanished from the room, in the dim lLight
without a word.”

Another of Longicllow’s friends was Ole
Bull, the noted Norwegian violinist and
composer, who is mentioned several times
in the poet’s letters and journal, One entry,
dated December 4, 1855, records a o visit
Ole Bull made to his Cambridge home;
when there was music, and Ole Bull played
and chanted old Norse melodies, which
Longfellow thought were “very striking.”

A Formidable List
I° ALL of Longfellow's poems, “The
Song  of Hiawatha™ has appeared
most often in - musical  settings.  Samuel
Coleridge-Tavlor's cantata tritogy, entitled
respectively “Hiawatha's Wedding Feast,”
“The Death of  Minnchaha™ and “Hia-
watha's  Departure”™  (1898-1900), is  per-
haps the best known,  His  “Hiawatha
Sketches™ are for piano and violin.
Other settings of this poem include-—
Cantatas : “Hiawatha” (1882-1889) hy
Ired H. Burton: “The Farewell of Hia-
watha” by Arthur FFoote: and “The Decath

Tennyson. Heine and Kipling,
have appealed to composers as
texts.

of Minnehaha” (described as “an Indian
Pastoral for male chorus, soprano and
tenor solos, with accompaniment for piano,
harp, flute, celesta, and tympani’) by W,
Franke Harling.

Overtures: Higwatha (1900) by Rubin
Goldmark: and Higwatha by Ernest R.
Kroeger.

Recitation with musical setting: “ITia-
watha's Wooing, Op. 20" (1904) by Ros-
setter G, Cole.

Songs: [estward, by Cecil Burleigh.
Give Me of Your Bark, O Birch-Tree:
Pau-Puk-Keeweis” Beggar Dance; and Take
Your Bow, O Hiawatha; by Carl Busch.
The Death of Minnchaha, by Frederick S.
Converse; Hiawatha's Sailing, by Arthur
Farwell; Serenade, by L. Selle. By Bessie
M. Whiteley we have, Ewa-Yea; Hah-
Wah-Taysee; By the Shores of Gitchie-
Gitmee; and Then the Little Hiawcatha.

Symphonic Suites: “The Song of Hia-

watha™ (1930) by Robert Braine; and
“Bafore the Door of the Wigwam™ by
Theodore Stearns.

Tone Poems: Hiawatha's 1ision, and

The Song of Chibiabos, by Carl Busch;
The Song of Hiawatha, Op. 18 (1894), by
Louis A, Coerne; and [ligwcatha (1908),
by Victor Kolar,

Among  Longfellow’s  other  narrative
poems, the following musical versions have
appeared :

“The Wreek of the Hesperus™: cantatas
by Thomas Anderton (1802), Arthur Foote
(Op. 17, 1888), Hamish MacCunn, and
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Charles W, Mills; songs by J. Blockley.
J. L. Hatton, and Ferdinand L. Dunkley:
a symphonic poem by Frederick Zech
(1909).

“The Courtship of Miles Standish”:
aperas by Charles Frederick Carlson, Fran-
cesco Fanciulli - (entitled  “Priscilla, the
Maid of Plymouth,” 1901), and Harriet
Ware: operctia by Thomas W. Surette
(entitled  “Priscilla, or the Pilgrim’s
Proxy"); opera comique by Henry P.
Lames (entitled “Priscilla™) ; overture by
H. B. Pasmore (“Miles Standish™).

“The Golden Legend”: cantatas by Dud
ley Buck (1880), Henry E. Hodson (1881),
Sir Arthur Sullivan, and George E. Whit
ing: overture by Henry Gadshy.

“Evangeline”: cantatas by Mary A. V.
Gabriel, and Charles Gilbert Spross; opera
by Otto Luening (1932)); tone poem by
Cecil Burleigh (1929),

“Paul Revere's Ride”: cantata by Carl
Busch; work for male chorus by Dudley
Buck: symphonic poem by Gerald Ton-
ning; work for voices and orchestra by
Henry Holden Huss (entitled “The Ride
o1 Paul Revere™).

“The Skeleton in Armor”: cantatas by
Arthur Foote (Op. 28, 1893); George E.
Whiting (under the title, *The Tale of a
Viking,” 1879) : symphonic poem by Joseph
Holbrooke (title, “The Vikings, Op. 327)
and symphonic poem, with chorus, by Rich-
ard Boughton (1898).

“The Saga of King Olaf”: cantatas by
Dudley Buck (“King Olaf's Christmas”),
Carl Busch, and Sir Edward Elgar (*'Scencs
from the Saga of King Olaf, Op. 30,” for
soprano, tenor and bass soli, chorus and
orchestra).

“The Masque of Pandora”: one-act opera
by Eleanor Everest Freer; light opera by
Cellier.

“The Nun of Nidaros”: choral works by
Dudley Buck and by Daniel Protheroe.

“The Village Blacksmith”: cantata by
W. H. Neidlinger: songs by D. A. Warden
and W. H. Weiss.

“The Black Knight”: oratorio by Sir
Edward Elgar (1893).

"King Robert of Sicily”: recitation with
musical accompaniment by Rossetter G.
Cole,

“The Norman Baron™: work for chorus
and orchestra by F. W. Wadely.

Songs, Mostly of the Heart

LLTHOUGH these narrative poems have
been given more varied and more
ambitious settings of music than many of
Longfellow's lyrics: still, in sheer numbers,
the shorter lyries far outdistance these
more ambitious works. Stars of the Swum-
mer Night is the text of at least fourteen
art songs: Beware, The Rainy Day, and

The Sea hath Its Pearls, of nine each;
Gond Night, Good Night, Beloved, of
433



seven; 1 Psalm o} Life, of six; and so on
down to many which have been used but
once by composers.

An alphabetical list of songs on Long-
fellow's lyrics is given (complete so far
as information has been available) :

Aftermath ; by Francis Boott.

Afternoon  in  February,; by John Pike
Hullah.

Alike are Lif¢c and Dcath; by Johan C, II.
Rinck.

Allah ; by George W, Chadwick.

All arc Sleeping, Weary Heart;
Bickford IPasmore,

Angel and the The;
Gabriel.

Arraw and the Song, The ;

by Henry
Child, by Virginia

by M. W, Dalfe,

J. Blockley, 8, ¢, Colburn, George llenschel,
J. V. O'Brien, and Ciro Pinsuti,
Belfry of Bruges, The; by I'. T. Miersch.
Bellr, The; by ). L. Hatton.

Beware; by M, W, Balfe, 1i, M. Dow, J.
Farmer, . F. Gilbert, Charles Gounod, J, L.
Hatton, C. Moulton, J. K. Perring, and W, E,
Thayer.

Bridge, The; by Mrs. Maria Lindsay Dliss,
Lady Carew, and” A, Landon,

Brook, The; by A. D, Volpe.

Brook’ and the Ware, The; by J. L. Molloy.

Booklet, The; by Boott.

Catawha Wine; by W. . Dempster.

Curfew, The; by T. Anderson, 8. Glover,

and Unknown.
Daybreak ; by W.
M. Lindsay, G, W,
and F. “nv
Day is Done, The:
Dead, The; h\'

M. Dalfe, Sidney Homer,
Marston, J. (. D. Parker,

by W. M, Balfe.

Van Ant\vorp

Decoration Ddy; by John Aegidius Gey(-r.
Down the Dark Future; by Iidvard Grieg,

A National

SAMUEL FRANCIS SMITH

Ye who would make laws for the people;
let me write their songs.—Beranger.

More than a century has elapsed since
the words of the song we know as America
were given to us by the Rev. Samuel
Francis Smith; and, while there is a bit of
uncertainty as to the origin of the melody,
it is probably one of the most cherished
national anthems of which civilization has
any record.

The air was used by other countries
long before our American Independence;
and the English God Sawve the King made
it known throughout Christendom. Another
familiar version is the German Heil dir am
Siegerkranz; whilst both Switzerland and
Denmark also sing the same strains. It has
been said that “The Germans got it from
the Norsemen, who probably had heard it
sung by the Finns, who most likely captured
it from the Huns, who doubtless brought it
from Asia when they overran Europe.”
This claim, however, is rather seriously
dimmed by traditional mists; and it is now
generally recognized that the present ver-
sion of the melody is the product (more or
less original) of Henry Carey (1685-1743),
a well known British musician of his day
and composer of the still popular Sally in
Our Alley. He wrote it to words in com-
memoration of the capture of Portobello by
Admiral Vernon in 1739. There is also a
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Arthur Sullivan.
Night; T. Paolo Tosti.
Ereelsior; M. Balfe, F. Derger; J.
Blockley, X, R. Glover, and M. Lindsay.
l‘m:rprints on the Nands of Time;
W. Titus.,

Footsteps of Angelg; by W,
and F. Romer,

(jod of the Earth;

Good Night, Good Night, Belored
W. DBalfe, (. W, Coombs, L. Denza,
1.. Moir, E. G. Monk, Ethelbert
Ciro Pinsuti.

Green Trees Whispered Low and Mild, The;
by M. W. Balfe, and J. Blockley.

Hark, Hark, Pretty Lark; by L. V. Saar.

Hemloek Tree, The; to a German air.

Holy Spirit, Truth Dirvine; by L. M.
Gottschalk.

Hymn to the Night; by 8. Glover,

I Heard the Bells on Christmar Day; by
\lfrc'd Herbert Direwer, Frederick Field ui-
lard, 13, Calkin, Ralph Dunstan, and J. L.

Ilmmn.
I Martius Am; by C. W. Cadman.
Indian Lullaby ; by Walter 1. Aiken,
In Memoriam ; hv Otto Dresel,
1t iz not 4Iw4mn May; by Charles Gounod.
It was Fifty Years Ago; by J. L. llatton.
Jdanuary; by W. I, Olds,
Mandoline; by ', A, Rivarde.
Maorning Song; by V. Cirillo.
My Ladpy Nleeps; by G. W. Marston.
My Lost Youth; by Reginald . Robbins.

and Nir
Diream of .\ummm

by A.
R. Dempster,

by H. F. Illemy.

hy M.
Frank
Nevin, and

Night is Clear and Cloudlegs, The; by
Franeix Doott, and J. L. Hatton.
Old Clock on the Stairs, The by Dolores.

Open Window,
Gatty.

Psalm of Life,
Hewitt, 7. H.
Thomas Smart,
Old Tune,

The; by Sir Alfred Scott
A by J. Blockley, G. W,
Hodges, . K. Langley, Henry
Mary Knight Wood, and an

Rainy Day, The:

by S Joseph Darnby,
A. H. Behrend, J. Blockley, W. R, Dempster,
Robert Goldbeck, J. L. Hatton, 11. B, Pas-
more, E. Rudersdorf, and Sir Arthur Sullivan,

Reaper and the Flowers, The; by M. W,
salfe, Luther Orlando Emerson, J. W, Hobbs,
Felix Mendelssohn, and J. R, Thomas,

Rexignation ; by J. E. Gould.

Nad Heart, O Take Thy Rest;
Gabriel.

Nea [Hath Its Pearls, The ; by J. W, Rischoff,
Charles Gounod, F. Liehner, O, €, Merrill,
J. ¢, D, Parker, Ciro Pinsuti, Berthold Tours,
S, P Warren, and I, E. Woolf.

Nhe ig Fooling Thee; by composer unknown,

Nhip of State, The; by composer unknown,
to a German air, and by €. K, Langley,

Nhips That PPass in the Night; by Arthur
Foote.

Ning We Now Our Hymns of Gladuess; by
Percy Lee Atherton.

Nnowflukes ; by Frederick H.
Henri W. Ruifrok.

Ntarz of the Summer Night: by M., W,
Wife, Francis Doott, C. H. Compton, X,
Glover, 1. L. Ilatton, . Kleber, Ethelbert
Nevin,  Alfred  H, Pease, I. AL Sandford,
Berthold Tours, Earl Towner, Isance 13, Wood-
bury, and two other verxions by unknown
Composers,

Nummer Days are Come Again, The; with
traditional air.

Nummer Parting Hymn; by
Dell Adams,

Nuspiria: by Johan Gustav Emil Sjogren.

Three Ningers; by B. Tours,

Thy Remembrance ; by Frederick H.

To Be Near Thee; by F. Gilder.

To Stay at Home is Best; by A, Cate,

K. 8. I'helps.
Trust Hler Not: by M. W. Balfe.
by composer unknown,

Upidee
Voice of Christ, The; 1). A, Warden.

by Virginia

Cowen, and

Mrs. Carrie

Cowen.

and

. America

Anthem W hich Finds Lodgment in the Heart of Every True

- By Frank Willard Kimball

less well authenticated claim that the music
was written by John Bull, organist to King
James 1 in 1607,

Tlns song, under the txtle of God Save
Great George, Our King, ‘was ‘first” heard
in 1740, at'a dinner party in celebration of
Admiral Vernon’s victory. Henry Carey
was the singer, and, in responding to the
tremendous ovation which greeted him and
the song, he allowed it to become known
that he had been the author’ of both the
words and music—a- claim which late re-
search has not been able to authenticate be-
yond a small doubt.

The melody is one of great virility, hav-
ing become almost a folk song of the world.
Beethoven used it in his *“Battle Sym-
phony™: von Weber used it as the thrilling
final climax of his Jubel-Overture; and it
is said to have inspired Haydn to compose
the Ausirian National Hymn.

At the time of the adaptation of America
to this melody, in 1832, the future Dr.
Smith was still but a student at Andover
Theological Seminary. He was twenty-four
years of age, had graduated at Harvard
where he attracted attention as a linguist,
and had been Professor of Modern Lan-
guages  in Waterville College, Waterville,
Maine, now known as Colby College. He
was later to be the author of other hymns
(religious in character), among which is
The Morning Light is Breaking. He for
many years served as a Baptist minister;
from 1842 to 1848 he was editor of the
Christian Reviewo of Boston; and from
1854 till 1869 he edited the American
Baptist Missionary Union.

Dr. Smith was a linguist by nature; in
his maturity he read fluently fifteen lan-
guages; and at eighty-five he began the
study of Russian. It was while he was a
student at Andover that Lowell Mason,
already widely known as organist and com-
poser, asked him to make translations or
supply new texts for some school books
which his friend, William C. Woodbridge
of New York, had brought to him from
Germany. In February, 1832, while glanc-
ing through these books, he was attracted to
onc tune in particular. He noticed that the
words were of a patriotic character, and he
relates, “I was instantly inspired to write
a patriotic hymn of my own. Seizing a
scrap of waste paper, I began to write, and

in half an hour, T think, the words stood

upon it substantially as they are sung to- -

day. I did not share the regret of those
who deem it an evil that the national tune
of Britain and America is the same. On
the contrary, I deem it a new and beautiful
tie of union of the mother and the daughter.
I did not propose to write a national hymn.
I did not think that I had done so. I laid
the poem aside, and nearly forgot that 1
had made it. Some weeks later I sent the
song to-Mr. Mason and on the following
Fourth of July he brought it out at a chil-
dren's  celebration in the Park Strect
Church, Boston.”

The original manuscript is now a treas-
ure of the Library of Harvard University,
to which it was bequeathed in 1914, by Dr.
Smith’s son. In accepting the gift, W. C
Lane, the Harvard Librarian, wrote, “This
is one of the most precious bits of original
manuscript which any American library
could desire to own.” From both a senti-
mental and a patriotic viewpoint, it cer-
tainly ranks among our nation's most
precious documents.

cmerica, as written by Dr. Smith, con-
tains eight stanzas: but the fifth and sixth
of these were prepared after the original
poem had been published. They were dis-
covered by the Office of Education of the
Department of the Interior, and are:

Our glorious Land to-day . .
'Neath Education's -sway,
Soars upward still.

Its halls of learning fair,
“Whose bounties all may share,
Behold them everywhere

On vale and hill.

Thy safeguard, Liberty,

The school shall ever be;
Our nation's pride!

No tyrant hand shall smite
While with encircling might

All here are taught the Right
With Truth allied.

Another verse written by the author, in
1889, for the Chicago Daily News, and en-
titled the “Centenary Stanza,” follows :

Our joyful hosts to-day
Their grateful tribute pay—
Happy and free—-

Waning, The; by Carl Deis.

Weariness ; by 1. Bolton,

Weary Hours, The: by W, 11

We Feel Thy Calm;
Haydn,

Wine Song; by C. R. Adams,

Winter; by T. Tertius Noble.

In addition, one might mention Carl
Eppert’s symphonic poem based on Long-
fellow’s translation from Goethe, “Wander-
er's Night Song” (1931). Other items are
three song cycles to Longfellow poems by
Sidney Homer,, Clarence l.ucas, and Eliz-
abeth Philp.

All of these songs, of course, have not
achicved the same degree of critical and
popular acclaim; but many of them have
made a consistent appeal and are still in
demand. If one were selecting a program
of songs to Longfellow poems, those which
have met with the most outstanding and
continued success are: Swowflakes, by
Frederick H. Cowen; The Arrow and the
Song, by Ciro Pinsuti; Onaway! Awake,
Beloved!  {from  “Hiawatha's  Wedding
Feast” by Samuel Coleridge-Taylor; Good
Night, Good Night, Beloved, by Ethelbert
Nevin; The Day is Done, and Excelsior,
by Michael W. Balfe: King Robert of
Sicily, by Rossetter G. Cole; I Martius
Am, by Charles Wakefield Cadman; and
Winter, by T. Tertius Noble.

Neidlinger.
adapted 1o air hy

American

After our toils and fears,
After our blood and tears—
Strong with our hundred ycars—
O Lord, to Thee.

Doctor Smith was born in Boston in
1808 and died November 10, 1895, In the
language of Oliver Wendell Holmes, who
was his classmate in Harvard,

“The hymn will last as long
as the country.”

* % *x % x

A Double Purpose Exercise
By Alice M. Stecde

IN THE earlier lessons it is time well
spent to have the pupil to identify the
lines and spaces, as a part of his daily
practice,

Left to himself, the pupil will doubtless
give a vicious. poke at the note, which
results in a harsh, ugly tone. He must
be trained to raise the hand, by raising -the
wrist, so that the fingers may dangle
loosely, and then to play the required note
with a down stroke with the weight of
the arm balanced on the finger in use, at
the same time that the wrist descends with
the key.

As soon as the note sounds, the wrist
and arm should rise and move into position
for the next line or space to be found
and played. Meanwhile he should recite,
Ist line, E; 2nd line. G, and so on until
he has played the 5th line, I He then
should stretch an octave downwards from
this note. Even small children can do this
and are proud of the ability. This, of
course, brings the hand to 1st space, F.
The spaces now should be similarly played
with the accompanying recitation.

The lines and spaces of the bass staff
should be now played similarly by the
left hand.

This exercise is popular with children
and is a valuable aid not only in sight
reading but also in tone production, as
pupils soon learn that the first note of a
phrase is best played with a modified
form of the arm weight touch.

THE ETUDE




Making Friends With the Wrist

An Important Phase of Pianoforte Playing

By Harold S. Packer

an cnemy when, in reality, it is as

friendly as we allow it to be. For
4 Stff wrist, in the agreatest number of
normal cases, is a natural state of affairs
brought about by an indiscriminate use of
muscular tension among the various mus-
cles of finger, hand, and arm, with those
of the wrist. To illustrate this point, let
us suppose that we are to pick up, in turn,
with our fngers, various weights of ap-
proximately six ounces, one pound, and
two pounds. We can, providing we care-
fully discriminate from a muscular point
of view, quite casily pick up the six ounce
weight without any appreciable tension at
the wrist. but when picking up the other
weights our wrist muscles will quite nat-
urally come to the assistance of our finger
and hand muscles, owing to the inability
of the latter to fulfill these tasks unaided,
and the wrist will be in a higher state of
tension,  In many stiff  wrist s
simply a case of misplaced muscular ten-
sion. In other words the sufferer tries to
pick up six ounces with the use of the
strength necessary to lift one pound or
two pounds, as the case may be.

In playing the piano, when we complain
of a stiff wrist, we more often have a
parallel state of affairs: and there is little
wonder that agility and flexibility are im-
possible when there is so much  uscless
waste of strength.

On the other hand we still have ex-
ponents of the harpsichord—an instrument
which required little muscular endurance
to play, owing to its thin tone and lack of
hammers—who  unknowingly  continue  to
teach pupils to maintain a loose wrist in
piano passages demanding great tonal in-
tensity. Obviously those pupils, wishing to
play ff scale passages when finger and
hand muscles are at the highest state of
tension, will find that, unless they men-
tally allow the wrist to assist the finger
and hand, it will stiffen to an abnormal
degree owing to its lack of conscious use;
for we cannot change the natural order of
things without producing trouble mentally
and physically. There is no doubt, as will
be pointed out later, that the wrist, pro-
viding it is given a proper place in the
muscular scheme, can be relieved to a large
extent. Furthermore, it is possible to have
a tlexible wrist in passages demanding the
ultimate degree of muscular tension, but
not a loose one, except where little or no
tension is required from the finger and
hand muscles.

SO OFTEXN we consider a stiff wrist

cases  a

Freecing the Wrist

HE wrist muscles control at  this

joint the up and down and lateral
movements of the hand: and, since prac-
tically all of the important muscles relating
to the finger and hand pass over and under
this area, it is an easy matter, especially
with the untrained pupil. for difficulties,
with which we shall deal later, to take
place at the wrist, among these muscles.
A great many of these, however, will not
take place it we carefully ascertain key
resistance,

To feel the key is the first step in piano
playing .. for this is the door to muscular
discrimination. We are unlikely to experi-
cnce stiffness at the wrist if we listen care-
fully before, during, and after tone produc-
tion, and are content at the outset to play
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pp: for our fingers will be adequately
strong to produce this degree of tone with-
out any great assistance from the wrist
muscles. If we then proceed very gradually
to build up our tone with our fingers, from
pp to ff, testing frequently for wrist flex-
ibility, we can make the wrist of the great-
est assistance to us and avoid stiffness at
this joint.

A simple test for wrist freedom is that
of moving the arm up and down at the
wrist, making sure meanwhile that no down
arm pressure is felt on the key-beds, and
only sufficient pressure of the fingers to
keep the keys depressed. It is necessary
that these movements be introduced be-
tween tones or groups of tones; as it is
apt, in the case of beginners at the instru-
ment, to cause the crroneous habit of mov-
ing the arm up and down at the wrist,
for every note of a scale passage, to the
detriment of rhythm and agility. As a test,
however, it will eliminate stiffness caused
through down arm pressure and aid the
pupil to discriminate, from a muscuolar
point of view, when using finger and hand
muscles.

We are dectdedly unfriendly towards our
wrists. In fact we quite often give them
the entire blame, when possibly some other
factor in our muscular makeup is not func-
tioning. Take for instance the weak nail
joint or first phalanx of the finger.

The hand in the five-finger position on
the keyboard is shown in [flustration 1,
with the finger caved in.

WEAK PHALANX
Its correct position is indicated in Illus-
tration 2.

STRONG PHALANX
How many of us stop to consider the
tremendous amount of trouble this little
joint will cause us when we allow it to

break in during key depression? Our poor .

wrists, no doubt, get the blame for this
weakness or laxity in the joint, which is
the most important factor in piano playing,
since it is the first joint to reach the key.
If it breaks down we can expect the wrist
to step in and assist this weaker member.,
It does so of course in the friendliest sort
of spirit and the vesult is misplaced  ten-
sion. A little exercise on these joints every
day will work wonders and often eliminate
wrist trouble.

A simple exercise in which the tingers.
after they have been placed in a completely
flat attitude on the black keys, are drawn
slowly and vigorously, one at a time, tip
inward, to a hent position, will develop
the muscle responsible for this joint, the
profundus digitorum, and the joint will look
after itself without help from the wrist.

In Illustration 3 we see the fingers in a
flat attitude on the keys.

FINGERS IN FLAT ATTITUDE ON BLACK KEYS
The fingers in their bent position, after
the pull, will be scen in Ilustration 4.

—

ILLUSTRATION 4

One word of advice: Make sure that the
joint comes out at the commencement of
the pull; this is important, for the exercise
will have no value if the joint is kept
caved in during the pull.

We must have fingers (hands and arms
also for that matter) that will act with
precision: that is, they must descend and
ascend without excess movement. Sa often
the fingers are allowed to lie inertly upon

Ex.b

(Stationary force)

(Upper Arm)

former, steady both. Stiffness is caused by
all three types of muscles pulling equally
against one another and thus producing
incoordination. To illustrate this, the or-
dinary pulley will serve. When we pull on
one rope the other rope slips over the
pulley to permit movement and control the
action. To stop movement we would only
have to pull equally on cach rope and thus
block the pulley.

Organic Codperation

RO the finger tip to our backs we
are so constructed that cvery joint is
made to assist in the production of tone.
Let us consider what should happen when
we depress the key with precision in finger
touch, In the first place, there must be
thought as to the tone desired: for what
purpose would there be in putting the key
down without musical intent? The key is
depressed, let us say, to insure a full,
round, resonating forte tone, to the key-
bed. Of course the tone is made a fraction
of a sccond before we reach the bottom of
the key; but we have the next sound to
consider, for in legato touch the fingers act
like our feet in walking. At the moment
we make the sound, the resistance of the
key, the force we are overcoming, reacts
back towards whatever joint is in use,
according to the force expended hy the
finger, and assists in the creation of tone.
If we do it correctly we will fix, or tense
our shoulder and back muscles to such an
extent that the strain will he taken off
the elbow and wrist: and therefore we will
be able to play with our finger and pro-
duce a tone cqual to the quality that we
would obtain if we used arm touch. The
nice part of it is that we do not have to
do this by conscious effort, for nature has
so provided that by upper arm resistance
we obtain a full, round, resonating tone
without the least push on the part of the
arm. But what is best about it is that the
wrist is relieved of a great deal of work
which would cause it to become stiff and
tired. The diagram of Ilustration 5 will
explain this principle.
We must consider the value of weight,

Key (force to
be overcome)

(Forearm) (Hand)

Power S
— reaction

(finger)

Heavy back and
shoulder muscles

3= X-(tone}

action

the keys, and then we attempt to lift and
lower them in rapid passages without any
thought of direction or preconceived tone
in our minds. Little do we realize how
much of ctfort is wasted when the fingers
are allowed to act in this manner, for
we not only fail to secure a good tone but
we also render the fingers incapable of
moving quickly, by attempting the impos-
sible, that is, a complete relaxation between
rapid movements. Along with this we ob-
tain but a frail tone in the forfe passages
and stiffen the wrists: for during any
species of movement there are three types
of muscles—the prime mover, antagonist,
and  synergic—which  must  coordinate.
When the prime mover, the muscle mainly
responsible for the action, is in force, the
antagonist, the opposing muscle, acts to
control the prime mover, and the synergic,
other muscles, closely associated with the

Power
moving-force

for a discreet use of weight will relieve
the arm, from the shoulder to the wrist,
of considerable tension and therefore will
make it possible for the muscles responsible
during hand and finger touches to work
without antagonism from the muscles con-
trolling the arm. The forcarm must be
kept in a poised, balanced state. Weight
acts in exactly the same manner as water
from the faucet of your kitchen sink. If
water is wanted one simply turns on the
faucet and gets whatever quantity is de-
sired. It weight is desired to act in the
fulfillment of tone, the finger, hand or arm
15 depressed, as required and the trick is
done. However one need not be told that
a frozen pipe will permit no water to run,
nor that a stiff shoulder, elbow, or wrist
will not allow the least vestige of weight.
So we must not blame friend wrist for our
inability to grasp the principles of weight.
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The wrist has been so long looked upon
as the worst of enemies that we often” fail
to consider that the possibilities of leverage
are concerned here. So often the wrist is
allowed to fall and rise as a matter of
wourse and make quite useless movements.
By fully realizing the principles of lever-
age, our wrists may be made to help when
we employ finger, hand, and arm touches,
When the .wrist is lowered during finger
touch, the finger acts in the nature of a
tack-lifter.

First the tack-lifter will be placed in
position to draw the tack.

Then we see it after the tack is lifted.

Then, when we raise the wrist during
this touch, the finger acts like a can-opener
of the old style,

During hand and arm touches leverage
again plays a vital part. In the first case
the hand is the lever and in the second case
the arm. The tack-lifter and the can-opener
movements are the same in principle only
the size of these tools has increased.

Both a tack-lifter and a can-opener must,

do the work consigned to them, otherwise
they would be promptly discarded. In a
like fashion these sclfsame movements at
the piano must serve a useful purpose ‘in
the making of sounds. You see we can
make friends with our wrists if we but
understand and apply these movements with
musical intent. Besides we must consider
the art of phrasing and apply these prin-
ciples of leverage with the greatest mus-
cular discrimination, otherwise we shall
fail to deliver our phrases as the composer
intended and lapse into a habit of making
toneless movements in a like manner with
that of the goldfish which opens and shuts
its mouth without saying anything. For
the present, however, during finger touch
leverage plays an important part, for by
these means we are able to keep the wrist
in exactly the right degree of flexibility
and to distribute weight as required to each
finger.

Now that we have discussed the pos-
sibility of maintaining a flexible wrist dur-
ing finger touch, let us consider how the
same can be done during hand and arm
touches.

With the hand the most important thing
to be remembered, if we intend to be on
friendly terms with our wrist, is to keep
the fingers still and strong enough to sup-
port the force and weight applied to them.
If we move our fingers too much we may
expect trouble at the wrist. Besides, it
goes without saying that the arm also
must remain sufficiently fixed, otherwise
the touch will not be hand touch but arm
touch. If the fingers move we attempt to
do two things at the same time, each of
which acts as a detriment to the other. No
one would attempt to walk up the stairs
and down at the same time. Yet, when we
allow our fingers to move during hand
touch, we attempt to do precisely the same
thing and in consequence make a mortal
enemy of our wrist. Keeping the fingers

sufficiently still and strong is an easy mat-
ter, if we experience the correct muscular
principles. If the fingers refuse to keep
still, simply prop them, each in turn, with
the thumb of the same hand; and, if the
thumb will not keep still, prop it with the
second finger until a free and easy move-
ment of the wrist is obtained; then take
away the props. Suppose the arm refuses
to keep still or to remain in that poised,
balanced state which is necessary if we
wish to avoid a tightening of the wrist
at this stage; let it rest in .the palm of the

.other hand in a relaxed condition and then

by degrees, once the hand movement is
free and well timed, bring it to a point of
self-balance, and the prop will be unnec-
essary. ’

ARM RESTING ON OTHER HAND, WITH
- THIRD FINGER DROPPED

When this phase of hand touch has been
accomplished, the wrist may bend without
difficulty, when employing the tack-lifter
and can-opener movements; but the touch
must be sensed as hand touch and not as
arm touch.

One word about arm touches, for during
these touches the wrist seems to get more
than its share of abuse. As in the case of
the former touches the wrist must be al-
lowed to take a useful part. So often it
plays no part by remaining stiff, with the
result that a strained wrist and neuritis
follow. When employing the drop arm
touch the muscles of the hand and wrist
must, through necessity, gauge the exact
amount of muscular tension demanded for
the tone required, and must with a slight
movement, which will be adequate in most
cases, assist the arm, in the tack-lifter
style, during tone production ; otherwise the
tone produced will be hard and metallic
and the wrist will receive unnecessary dam-
age. In the case of the up arm touch,
which is simply a lunge of the arm in can-
opener style, at the keys, the hand and wrist
muscles must again assist the arm in order
to produce discrimination in tone control.

Certain it is that, if we give these mat-
ters deep consideration, we will have a great
friend in the wrist that will do everything
to assist us in our interpretations, by en-
abling us to master some of the muscular
difficulties concerned in piano playing. Let
us start to-day in making friends with the
wrist.

Playing ““Pa’’ To Sleep at Three A. M.

By Hazel Ditz Brown

LittLE do parents think, when giv-
ing music lessons to their children, of
the varied practical turns this knowledge
may later serve.

This was vividly impressed upon my
mind when last week I was in the home
of one of my pupils. The mother stud.ed
the piano for eight years, as a child. She
says she still loves to stop in the middle
of dish-washing, to dry her hands, to
play a tune or two on the piano, and then
to finish the dishes, which she always does
to the accompaniment of hummed old
songs.

In the midst of our conversation she
broke in with “Now, Mrs. Brown, what
.do you suppose I have been doing at
three o'clock in the morning? Give a
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guess. I'll give you three chances.”

Of course 1 was stumped and so urged
her to tell what she might be doing at
this unearthly hour.

“Well,” she assented, “I am up at three
of the morning and playing the piano by
the hour for my husband. So sleepy am
I that it sometimes seems that I can't
keep my eyes open; but, you see, my
kustand is doctoring for mental trouble.
His work is very trying, with seven hours
of close application while sitting on a high
stool, every night. When he comes home
he likes me to play, for the music soothes
him so that he can sleep.”

Now is it not grand that years ago
she was preparing for this loving service
to a devoted helpmate?

FIFTY YEARSs Aco_Tms MONTH

Old Fogy made his first bow to read-
ers of THE ETUDE in his “Chat” which ran:

“‘Color in Piano playing'—'A Sym-
phony in Odors’—‘Nocturnes in yellow, a
1a Whistler'—Etudes in Scarlet'—velvety
touches or violet-tinted tones, and so on
and so on rambles the literature, or rather
the extravagant high-strung nonsense that
passes for musical literature, and makes
the old-fashioned among us throw up our
hands with holy horror. I once spoke of
the Reverend Dr. Haweis and his remarks
on the subject of Symphonic Fireworks.
The gentleman, it will be remembered, said
he saw no absurdity in the idea- that some

day a pyrotechnical Beethoven or Wagner-
would compose mighty symphonies in color,-

that by some method, now unknown to us

at present, ideas could be expressed by a-

massing of pure colors alone, independent
of form altogether. This sounds like the
raving of pure lunacy, but it is no more
insane than the attempts of many composers
of to-day, who seek to express definite
thoughts "by means of one of the most in-

. definite of arts—music.

“I was much amused at an article by

- Arlo Bates, a poet and one of Boston's

literary lights, in a recent number of the
Scribner’s Magaszine. He gravely informed
his readers that; as far as the sense is con-
cerned, song composers might as well sub-
stitute nonsense for verse, forgetting all
the while that the music of the song (I
mean of course a masterpiece) grows out
of the words, and the composer derives
his inspiration from the poet; of course
adding new beauties to the poem.

“Fancy, for example, if Robert Frang,
instead of taking one of Heine’s or Lenau’s
lovely lyrics, had selected, instead, Lewis
Carroll's clever nonsense, the ‘Jabberwock.’
The writer also said that the day was not

far off when the human voice would be -

used as a pure instrument for its tonal
color and without words at all! Isn't this
all dreadful stuff—this perpetual- encroach-
ment of one art on another? The literary
musician or the musical literary man is a

.

product of the nineteenth century, and is
a_curious mixture that defies analysis.
However, in justice to the recent attack
on Mr. Huneker’s article in the May
ETube, by an unknown writer in Kunkel's
Musical Review, it is only fair to say that
the writer never claimed a definite scal:
of correspondence between color and ‘tone,
despite the interesting and conclusive ex-

‘periments of M. Chardon, the director of

the famous tapestry works at Gobel'n,
France, who demonstrated beyond doub
the analogies of color and tone. Even heat
possesses tone, as the chemical tubes, a
well-known experiment in-chemistry classes,
prove. The connection of the lenses is a
delicate topic and ‘is out of place, but th-
theory “of color in music is not so absolutely
far-fetched.

“Alfred Tonellé, a gifted writer, once
very aptly remarked, that if the ‘young man
of Utbino (Rafael) had sung, he would
have sung the melodies ofethe young man
of Salzburg (Mozart),” which is a very
delicate way of putting it. There are re-
semblances in Painting and Music, and not
purely fanciful ones either, nor dependent
on the mental association, as the writer in
Kunkel's Review would have us admit. I
am no champion of the absurd system of
telling people that A major is scarlet, E-flat
major is yellow, as poor Capellmeister
Kreisleriana did in Hoffmann’s fantastic
and forgotten romances of that name. That
erratic man saw different tints in every
tone, and so imbued with the color sense
was he that to him a cherry-colored cat

‘was a hairy nocturne in F-sharp minor!

This is the very height of madness, and
THE ETUDE writer (a little erratic as he
is at times) never claimed such stuff. A
subtle suggestiveness, purely poetic and
ever charming, is the color sense, if it may
be called so, in music. For my part, Old
Fogy as I am, or have been called, I cer-
tainly enjoy the Pastoral Symphony in a
purely pastoral and bucolic way, and always
get frightened at the storm and feel sure
the folks will get wet.”

Playing the Four Tone Chord

By Stella Whitson-Holmes

WHEN a pupil has trouble with a chord,

.one or both of two problems must be

considered.

He does not know:

Ist. What it is; -that is, of what tones
the chord is composed.

2nd. Where it is; that is, just where
his fingers are to fall upon the keys.

Let us take the chord C, D-sharp, F-
sharp, A,

Ex.1

one which is quite troublesome to most
children. It is easier for a child to read
a triad as a unit than to read a four-tone
chord. In the case before us have the pupil
to read the chord from the bottom up-

_wards, then to play it in arpeggio form,

and in various octaves other than the
proper one on the keyboard. Thus he will
learn “What it is.”

And now for the second problem of
“Where it is.” This does not imply that
the pupil is apt to play the notes in the
wrong place; but that he may play another
four-tone chord of like build in some
or all respects, instead of the right one.

Having played this chord in" arpeggio
form, have him now to strike it firmly
in chord form, in correct position, and to
look at the chord and at the spread of
the fingers required. Then ask him to find
it in the octave above and below; and
then all up and down the keyhoard.

With a thorough drill in this manner,
he hunts for C, D-sharp, F-sharp, A only.
Having played it wherever it can be found,
in both chord and arpeggio forms he will
never miss it again. This chord is now
his; for he has learned both “Where it is”
and “What it is.”

And this same course may be followed in
the mastery of any chord or phrase which
gives trouble to a pupil.

* % Xx *x X

."Rhythm lightens labor of any kind. He who writes or walks or works in
rhythm facilitates his task. Would that music teachers would catch.lh.e
vision of what creative rhythm means to a child's development when it is

spontancous, free and bold.”—Mabelle Glenn.

THE ETUDE



A GIANT HYDROPLANE LANDING AT NEW YORK

A Musical Aeroplane Trip Around the World

Musical Visits to Many Nations in Story Recital Form
Part 11

By Lillian V. Mattern

genuity, in making the stage, in the

home or the studio, look like an air-
port, will be found profitable. The “Five
and Ten” stores have model acroplanes,
which might be suspended from wires over
the stage. Advertisements and time tables
of airway companies, clipped from maga-
zines, may be set up. The leader of the
recital, an older boy who can announce the
numbers and read the text intelligently,
might be dressed with a cap, to represent
the pilot or the conductor. The children in
the audience are the passengers, and those
who play musical numbers may be costumed
in the garb of the country being visited at
the moment.

Chairs for the pupils should be arranged
in two straight lines, facing the audience,
with an aisle at the center to permit the
pilot to walk up and down and make his
announcements. His first  announcement
should be:

“We are about to continue our trip
around the world by aeroplanc. All those
travelers who have their passports properly
viséd will please take the places assigned
to them in the ship.”

At this, the pupils, who have been stand-
ing at the back, will come forward and take
their places in the seats.

The conductor then says, “As the noise
of the ship may interfere with the calling
of the ports, I shall place on a placard in
this frame at the front of the ship, the
names of the places we shall visit, giving
alse the names of the composers and the
players as they appear in our trip.

The pilot then shouts, “All aboard. Turn
the motor over. We're off for Africa.”

(A very interesting sound effect may be
introduced here by taking an ordinary fil-
ing eard and holding it to the edges of
the blades of a revolving electrie fan. To
avoid any possible aceident, this should
be operated only by a mature person and
should be done behind n sereen or in an
other room. It Is a fair suggestion of the
soutdd  of an  aeroplane motor, and it
should be continued during the time when
the aeroplane is snpposed to be in transit
between the different countries,)

SETTING THE STAGE. A little in-

Conductor’s Announcements
I
A.L OUT. Here we arc in Egypt. Who

does not love a parade! Let us stop
near the banks of the Nile, in the shade of
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the age-old pyramids, and see this spectacle.
Listen to the tread, tread of the sandaled
feet of the men, while in imagination we
sce the marching hordes of the Pharaohs,
as they go by in the ligyptian Parade, now
to be played by, oo

“All aboard. Turn her over, We are off
for Europe.”

II

“See just before us is Constantinople,
named for the first Christian Emperor of
Rome, 272-337 A.D., with its gay bazaars
coming into sight, and as we alight we hear
the strains of the Twurkish March From
The 'Ruins of Athens, now to be played
by

“Into our plane again for a visit to that
interesting, old country of Greece.”

111

“Here is the Athens of Ancient Greece,
with its Parthenon, its learning and music,
its beauty and culture. Let us follow the
man in the toga and sce where he leads.
See! the maidens in their graceful, flowing
robes. Ah! a dance is in progress and we
thank our lucky stars that we are in time
to witness a beautiful, old Grecian Dance,
which will now play for us.

“Let us leave the ship for a time and
enjoy a sail on that lovely river made fa-
mous by Strauss, in one of the most charm-
ing waltzes ever written, The DBeauntiful
Blite Danube, now to be played by ........

IV

“At last we are in Venice, the city of
dreams, of moonlit nights, of love and
laughter. Listen! the strains of a Fenctian
Lowve Song, of a gondolier is wafted to us
as he glides by in the shadow. It now will
be played by ..... ... ..., 50

“Let us take to the ship again for a visit
to the newly progressive Russia.

v

“How often we have longed to see one
of the tribal dances of the Slavs of the

Caucasus, and now that we are here let us
se¢ il we cannot be spectators at such a
festive occasion. Yes, our luck is holding,
a dance is in progress just beyond. Sece how
lightly they dance in spite of their high
boots and heavy clothing, and how they
seem to enjoy the Stavic Dances, now to
be played by

“From a cottage near by come the strains
of an old Russian Hymn, which now will
be played by ... L.

“"While we would love to linger and
talk with this aged couple, we must hasten
on to keep a very special appointment in
Sweden. What is it? Oh! that is a secret.

“All aboard, the pilot is at the controls
and we are off for Sweden.

VI

“Here we are, just in time for our ap-
pointment to attend a most  picturesque
Swedish wedding. How quaint they look,

and how happy. Listen closely and you
will hear all of their hopes for the future

woven into the music of their Swedish

Wedding March which is just about to

begin and will be played by ......... 80000
VII

“How we would like to join the revellers
who are congratulating the happy pair, but
we must not miss Norway, the ‘Land of
the Midnight Sun.” What magic in the
Word! Norway, with its high mountains,
its deep fjords. Norway, the land of the
brave and daring Norsemen, of the age-old
sagas of the skalds which, no doubt would
enthrall us; but we must hasten on, as time
will not permit, so, very reluctantly we
depart ['rom Norway, which, before we
go, will be played by ..... 3000088

“Back into the plane again for a trip
across the Baltic Sca.

VIII

“Germany, the home of so many of our
great composers, Wagner, Beethoven, Mo-
zart, Mendelssobn,  Brahms,  Meyerbeer,
Schumann, Weber, and a host of others. A
performance of Wagner's "Parsifal’ is in
progress in the Festspielhaus, of Bayreuth,
but we have missed the first act, so in-

stead, we shall just run across to the little
park over there and witness a characteris-
tic German Danee, which oo oo,
will play for us.

“Listen! the whirr of the motors calls us
and we climb back into our ship for a
short sail to France.

IX

“Let us stop and play awhile in “Gay
Parce,” with its beautiful shops, its inter-
esting latin Quarter, its Triumphal Arch,
its  beautiful opera house, and so many
other delightful features. We must not
leave Paris without a trip to Versailles,
with its beautiful palace and gardens. It is
here that the Peace Treaty that ended the
World War was signed on June 28, 1919,
by the Allies and Germany. We can well
imagine the splendor of the Court scenes
held here during the time of the emperors
of France. In fancy we see beautitul Joseph-
ine and later Kugénie, on the arm of
Napoleon, sweep through these spacious
halls. It is now time to leave, but we must
take with us a Sowvenir of The Empress
Eugénde, which will be played by .........

“A short rest in the plane, and soon we

are sailing over the high tops of the
Pyrenées Mountains.
X

“Happy, care free Spain claims our

thought as we sail along; and soon the deep
green of the olive trees invites us to rest
beneath their shade. The gay laugh of a
modern Carmen is borne to us on the
breeze, and soon with a coquettish  side
glance, she passes by on the arm of her
Don Jose. The joyous atmosphere is infec-
tious, and it is with many a backward
glance that we depart from Swnny Spain,
which ... 0o will play for us.

“And now for a little salt air as we tly
over to the British Isles.

XI

“We should be turning our faces west-

ward, but we just could not miss a visit to

Merrie England. Our host is awaiting us,
and has arranged a dance on the green of
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the stately, old castle that recalls the time
of the gay old monarch, Henry VIII,
with his many wives. But this is a quaint
Shepherds Dance, one of the most dellght-
ful of its type, and ........
will play it for us.

“It is hard to leave but the land of the
Shamrock invites, and we hasten on.

XI1

“Ah! Irish eyes are smiling a welcome
and we cannot refrain from joining the
happy lads and lassies as they trip merrily
along to The Donnvbrook Fair, which
is now to play for us.

XIII

“With a hearty ‘top o’ the mornin’’ we
are off again and sailing over the broad
Atlantic, with hearts beating high as we
face the homeland to the tune of Ouver the
Moonlit-Waters, which now will be played
(5574 0000000 000 860880 o0

XIV

“Is there anything more alluring than the
Havana skies. We would love to linger un-
der their spell, but home is calling to us
in a language we cannot resist, though we
shall tarry long enough for
to play for us of the Havana Nights.

“Back to our planes, for our last sail to
the homeland.

Xv
“As we alight from-the plane that has

the zoological societies of the world
have attempted to prove the likes or
dislikes of wild animals for music.

While we cannot say that wild creatures
invariably like or dislike music, we can,
however, assimilate the reports of zodlog-
ical directors concerning this highly inter-
esting question. “Of course,” says Claude
W. Leister, curator of the New York
Zoological Park,” there are instances where
music had a notable effect upon the actions
of wild animals; but in my mind some of
.the inferences made by such observations
are not justified. Many of the supposed
effects resided only in the minds of the
_observers. Several experiments have been
tried here at the Park without apparent
‘result—outside of the possible expression
of indifference or disdain on the part of
the animal subject.

From R. Cheyne-Stout, Director of Men-
ageries for the Department of Parks of
the City of New York we have the follow-
ing gleanings:

“Band music, when played before animals
who have never heard it, will cause them
to become frightened for a short period;
but, as in the case of all wild animals, once
they become used to the noise they pay no
attention to it whatsoever. Animals’ of the
canine species will generally howl when
music is played but all others pay no
attention.”

However, reports from the London Zoo

l take on additional bearing to the subject.
Observations from experiments there state

“results proved that some of the animals

| liked music, others were not interested
while others seemed intensely to dislike it.”

FOR YEARS varying experiments by

X Ok % % %
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carried us on a delightful trip, full of thrills
and pictures that will remain with us for
many a day, we are greeted, as a cheerful
closing to our wonderful Musical Aeroplane
Trip Around the World, with the strains of
America, A Grand Trzumphal March
which now will be played by ........... :

Around the World by Aeroplane

PROGRAM
Grade
1. Egyptian Parade, Brown........ 2%
2. Turkish March, from “The Ruins
of Athens,” Duet, Beethoven.... 3
3. Grecian Dance, Martin.......... 3
4. On the Beautiful Blue Danube,
Walts, Strauss................. 3
5. Venctian Love Song, from Suite
“A Day in Venice,” Two Pianos,
Four Hands, Nevin............. 5
6. Slavish Dance, Trinkhaus........ 3Y
7. Russian Hymn, Two Pianos,
Eight Hands, Lvoff............. 3
8. Swedish Wedding March, Op. 12,
No. I, Soderman................ 4
9. From Norway, Koelling......... 3Y;
10. German Dance, No. I in C,
Beethoven ..................... 5
11. Souvenir of Empress Eugénie, La
Fierel {TV el . o™ K. ... 3y
12. In Sunny Spain, Ewing......... 3
13. Shepherds’ Dance, from “Three
Dances from Henry VIIL,” Ger-
many. S e Torom 00 b o0 90O 4
14. At the Donnybrook Fair, Duet,,
Scott AR QL A R B e ¥ 4.
15. Moonlit Waters, Kohlmann...... 4
16. -Hawvana Nights, Cooke.......... 4
17. America, - Grand Triumphal
March, Rolfe................... 6

The Effect of Music on Wild Animals

By George Butterly

The seals at the London Zoo showed
positive pleasure when a small orchestra
consisting of several instruments paused
and began to play before their cool quar-
ters. They stopped splashing in the water,
came close and swayed dreamily to the
tunes. They became more and more friendly
upon hearing the soft strains, and seemed
to forget they ever had an enemy of which
to be wary.

The great and ugly crocodile was another
who manifested that, though he seemed dull
and asleep, he had an ear for music. Every
air brought him to the bank, where he
swayed in time to the music, apparently
enjoying every piece.

Most impolite of all was the huge rhi-
noceros. At first he made noises that ex-
pressed his contempt of the orchestra. Next
he lowered his large head and charged right
at the musicians. who felt very grateful
indeed for the protection of the strong iron
fence,

The walf famxly shneked and yelled as
only they can. and the musicians ‘agreed
that they could not be heard above the
din; 50 they passed on. ‘Snakes paid no
attention to_the music, no matter how gay
the tunes - v

An authonty ‘on ammals, yvhen told of

RECORDS AND RADIO

By Peter Hugh Reed

pleasure to tour from coast to coast

and from Louisiana and Texas to Min-
nesota and Canada. The purpose of the
tour was to lecture on music in the home,
music on records, which bscause of its
permanency is gradually forming the nu-
cleus of a new library in the modern
household. The universal appreciation of
music has bsen most gratifying. Every-
where, we met friends and readers of THE
Etupe who spoke highly of its work in
the field of music in this country, and of
these special columns. .

Because people seemed interested in hav-
ing us give a general survey of the best
recordings in the past year and a half, such
a resumé perhaps will not be amiss here
at this time.

IT HAS BEEN the writer's recent

A digest of this kind must, of necessity, -

be brief, and therefore cannot be all-
embracing. As our trip was in connection
with the recent tour of the Philadelphia
Orchestra, sponsored by the RCA-Victor
Company, Inc., our attention naturally was
turned largely to orchestral music.

The symphony orchestra in the home has
certainly become a favorite medium of mu-
sical enjoyment, and well it might, for it
has been “aptly termed a poet, painter,
dramatist and story teller. Its ‘expressive
capacity to paint pictures, enact dramas,
recount stories and promote poetic thought
makes it a veritable “tongue of all life.”
The symphony orchestra can speak in
whispers and shout with an exaltation quite
unlike any other musical medium. Music,
being a language profound in its depths
and universal in its articulation, naturally
conveys different impressions to different
people. Like all art, and everything, for
that matter, which we enjoy in life, it gives
to each person exactly what he brings to
it. It does not speak for itself unless we
give it our undivided attention, unless we
are willing truly to listen. For that reason,
and the fact that its appeal is threefold,
since it speaks to the heart, the head and
to the emotions, it deserves our undivided
attention at all times. Because music lifts

us emotionally and spiritually above the

ordinary things of life, above the mundane
and the commonplace, it can, when we give
it full attention, lead us, as Carlyle once
said, “to the edge of the infinite, and let
us for a moment gaze into it.” Undisturbed
by people, by strange surroundings and
glaring lights, music in the home can and
does have great therapeutic values.

In the past year and a half, the widest
advance in recorded music has been made
in the reproduction of the orchestra. The
dynamic range of this musical medium has
bsen extertded” with strikingly - realistic re-
sults Naturally}, the higher ﬁdel:ty record-
mgs (so ‘named because the range of
‘overtones has'. been almost doubled), de-
‘mand a reprodu’cmg instrumerit of the latest
style to" do " full, justice to" the- music cut
“4nto ‘the rdcord. The bafance,-the control

the expériments, said that the type of musjc " -of volumeyand the effect’of realism;. how-
whlch‘.png animal mxgﬁt lrke, another;would Zever, are’ cohtingent o a good reproducing

abhor, Tl‘mpe imonkey, for example ‘likes loud
tunes «thit ‘are- nearer ng Thoise \than

Ry c el
) - .

A

music. Tﬁex make him, chatter' and-s¢ream *. iz ' : ' . LE

with defight. Yet other Jcreatureg of the” i
with ‘sweet ‘'music - -

forest . will -be” please
played in.a" gentle, dreamy manner. :

So, in.the Jong. run, we cannot say that
wild creatures mvanably like or dlSllke
music. . .

«

“A wise man is one who learns from cxperwncv—a brilliant man is one
who learns from the experience of others.”

'—Pennsylvania School ‘Bulletin.

IN THE time of the Czars, Russia was
4.Jand in which musical artists were re-
warded with. a munificence ‘unequaled until
the “sound movxes reached *Hollywood. The
:Russxan nlees«wlth .their proﬂlgate en-
thusxasm, thought nothmg of paymg fabu-
lous prices for the services of singers and
performets. In addition they had a pleasant
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medium and a very skillful use of it.

Toscanini’s reéntry into the recording
field was undoubtedly the most noteworthy
event of 1936. His performance of Bee-
thoven’s  “Seventh Symphony” has been
justly hailed as one of the greatest con-
tributions ever made to recorded music.
Toscanini’s refusal to adjust his playing,
or rather permit its adjustment by record-
ing engineers, to the exigencies of re-
cording, has resulted in dynamic contrasts
which cannot always be said to be success-
ful. For example, his Wagnerian album,
fails to impress completely, because the
pianissimos in such works as “Siegfried’s
Idyll” and Prelude to “Lohengrin” lie be-
low the level of the needle sound.

The Boston Symphony Orchestra under
Koussevitzky and the Boston “Pops” Or-
chestra under Fiedler have contributed
some of tHe finest orchestral recordings
ever made. The problem of reproduction in
these recordings, however, is a definite one,
since their higher fidelity qualities take on
an unwelcome shrillness when reproduced
on machines not equipped to handle the
higher frequencies.

The veteran Felix Weingartner, one of
the foremost Beethovenians of all time, is
gradually reémaking all of the “Immortal
Nine.” No one to date has -excelled this
conductor’'s expressive ‘readings of the
“Fourth,” the “Fifth,” the “Eighth” aiid
the “Ninth” symphonies, His “Eroica,”
from an interpretative standpoint, is per-
haps as perfect as one could wish, but un-
fortunately, the recording here is marred
by an excessive echo.

Tribute should be paid to the recordings
of Bruckner’'s “Fourth” and “Seventh”
symphonies ; Dvofak’s “Fourth Symphony,”
and his Slavonic Rhapsody, No. 3; Liszt's
“A Faust Symphony”; Mahler’s ‘Second
Symphony” and Das Lwd von der Erde;
since these works lie out of the beate'n
paths, and are so infrequently heard in the
concert hall.

Many old favorités in the symphonic
field have been brought forth in modern
higher fidelity versions. Brahms’ “First
Symphony”; Dvoidk’s “From the New
World”; Franck’s “Symphony in D
minor” ; Rimsky-Korsakoff's Scheherazade;
Tschaikowsky’s “Fourth” and “Sixth” sym-
phonies; Sibelius’ “First” and “Second”
symphonies; and Stravinsky's “Fire Bird
Suite.” The lists are most imposing. ;

Two of the most gratifying orchestral
releases in the past year are the splendid
performances of Bach’s Brandenburg Con-
certos and - his Four Orchestral Suites,
made by the Busch Chamber - Players,
wherein the spirit and ‘style of Bach's
lovely music have been. carefully observéd
and preserved. True, the use of the piano,
instead ‘of the harpsichord, in the Branden-
burg Concertos, may be criticized, yet the
high quality of Busch’s performances and
his adhérence to Bach’s intentions, plus the
extraordinary digital artistry of Rudolf
Serkin, not only commands but also de-
serves our respect,

Russia oF THE OLD DAYs

little habit of raining jewelry, diamonds,
rubies, emeralds, golden cigarette cases,
match- boxes, silver tankards, and all man-
ner of other precious things upon them. Of
course the performer never ventured to
pick these up until the curtain went down.
Then, it is said, there was a wild scramble
for the plunder. Heigh-ho!
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How America Lost Chopin

T THE HOUSE of Baron Jacob
A Rothschild a cheerful mood prevails.
On this eventful evening the Baron-
ess entertains in her spacious drawing-
room the beauty, the talent and the brains
of Paris: medallioned officers and diplo-
mats in the service of the restored Bourbon,
Louis Philippe: Thiers, the statesman who
makes history and also writes it; Hugo, in
the full tide of youth: Dumas, who merits
grand praise as a first rate dramatic writer.
Heine the poet and Liszt the composer:
political cxiles and royal guests from the
capitals of Europe; all are here.

A member of the Polish royalty is an-
nounced—Prince Radziwill. He is accom-
panied by a shy voung pianist and composer
from Warsaw, the only one who seems the
least dejected in that gay and brilliant
company. In the eye of this refined young
Pole is a far-away look, for he is preparing
to say good-bye to Paris. In an attic room
somewhere in the Latin Quarter his trunks
are packed. He has conceived the idea of
going to America. Liszt has tried to dis-
suade him and, unknown to Chopin, it was
at the suggestion of Liszt that he was in-
vited to the drawing-room of the Roths-
childs. Chopin had made the immediate
acquaintance of Liszt and his circle of ad-
mirers, following his arrival in Paris: but
the beginning of his carcer in French music
life was far from encouraging. He was too
modest to put himself forward by giving
soncerts, or in any other way. He, who
had been trained in Berlin and was later
acclaimed in Vienna, was wholly unknown
in Paris. Always easily depressed, Chopin,
as we find him on this particular evening
of 1832, is very much discouraged. And
then something changes all this, The
Baroness invites him to play, and as a re-
sult of his playing before that splendid audi-
ence America lost a discouraged pianist and
Paris discovered a brilliant composer of
lyric music.

Chopin wrote for the hearts of his peo-
ple: their joys, their sorrows, and their
caprices are immortalized by the power of
his art. He was a strictly rational tone-
poet and, to understand him fully, some-
thing must be known of the brave and
haughty but unhappy country which gave
him birth and which he so loved. The Poles
are known for a certain Teutonic serious-
ness, but so tempered with Gallic good
humor that their address recalls the per-
fectly mingled courtesy and self-respect of
the Tuscan and Austrian peasant. One
feels in it, at any rate, the result of an
old civilization blended with independence
and simplicity of living: and these bold
handsome men, straight of feature and limb,
these beautiful and haughty women, seem
the natural product of their rich hill coun-
try, so disciplined by industry, yet so ro-
mantically, if not politically, free. And so it
is with their music—their folk songs and
their dances, which Chopin carried in his
heart and immortalized in his compositions.

Chopin’s Youth and Training

RANCOIS TFREDERIC CHOPIN

was born in a village near Warsaw,
March 1, 1809, of French and Polish par-
entage. He scems to have taken his char-
acter mainly from his mother, his traits
being decidedly more Polish than French,
and he always counted himself a Pole.
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A Romance of the Poet of the Piano

By J.

The political events of the times were
impressive. Patriotic feeling was not only
excited to the highest pitch, but every
Pole was forced to feel the humiliation and
sorrow of grinding tyranny and oppres-
sion. The Poles were proud, sensitive, ex-
citable, and felt the sting of their national
degradation as keenly as is possible to
human beings. Polish  hearts, Chopin’s
among the rest, were mainly occupied with
the emotions called forth by their national
calamities. In this we may find the key to
the content of many of his compositions,
and thus we account for much in them
which has always impressed connoisseurs
as being somewhat morbid.

Young Chopin was naturally refined, and
was brought up from earliest childhood in
intimate association with the best socicty
of the Polish capital. His manners were
graceful and winning, while at the same
time he was reserved—much more so than
was evident on the surface of his behavior,
His constitution was not robust, he has
been described as “irail, melancholy, given
to a lively intelligence and a rare poctic
sentiment.,”  Although he had a delicate
and susceptible nervous organization, he
was, nevertheless, sound and healthy, In-
deed, he was never ifl until he contracted
consumption in Paris, at about the age of
thirty.

The boy's genius and originality soon
began to be manifest, both in improvisation
and in formal composition. His first public
performance was in 1818, when he was
nine vears of age. On this occasion he
played a concerto and was well received:
but so far was he from being vain of his
success as a player that, when his mother
asked about it, he cried, O, Mamma,
evervhody was looking at my new collar!”

When he was eighteen years old his
father sent him to Berlin in order that he
might widen his general experience. There
he had opportunities to meet Mendelssohn,
Spontini and Zelter, but was too modest to
avail himself of them. "I did not think
it Becoming,” he writes to one of his young
friends, “'to introduce myself to these gen-
tlemen.”

He returned to Warsaw, worked for
nearly two years with redoubled zeal, and
then, in July, 1829, his father sent him to
Vienna, Here he made the acquaintance of
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the best musicians of the great musical
capital, and also made himseli known by
playing in public. Both his playving and his
music aroused great enthusiasm. The ad-
miration was nearly universal, and Chopin
left Vienna, after a short stay, amidst flat-
tering plaudits. The Vienna cexperience,
short as it was, did much to mature his
character and talent. His courage was
awakened. The enthusiastic praise he re-
ceived from the best artists gave him con-
fidence in his own powers. He was now
stimulated to the full exercise of them.

First Love Experienced

NOTHER cvent was now a powerful
stimulus  to production: he had be-
come passionately enamored of Constantia
Gladowska, a young lyric actress at the
Warsaw Theater. It was the pure, elevated,
first love of a high-minded, refined artist,
and much came of it in the way of com-
position. His emotions, powerfully excited
by this passion, as well as by the events of
his visit to Vienna, sought musical ex-
pression, and the next year was a very
productive one, the most important works
being the etudes and his two concertos, in
E minor and F minor,

In a letter to one of his very few intimate
friends, dated October 3, 1829, he contides
that he has found his ideal, but does not
mention the name of the voung lady: says
he idolizes her, but has never vet spoken
to her. He says also that the thought of
her inspired him in the composition of the
Adagio of his new concerto, and of a waltz
he has just written.

This young man of twenty-one was one
of the most original creators yet known, of
whom not only Poland but the whole world
might justly he proud. Critics did well to
praise him without stint: he did more than
merely honor the Polish nation. He had
formed an epoch in the history of piano-
forte technics, and there was hardly any-
body at that time, except Chopin himself
and his great contemporary Liszt, who could
have played them. Pianists had to accustom
themselves to the new manner, before they
could find themselves at home in it. But
to have invented these new figures and
combinations was a much greater feat.

With his two concertos in his trunk, he
left his home for Vienna, on November 2,
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1830, never to return to Warsaw. Friends
accompanied him a short distance on his
way, and at a banquet in a neighboring
village presented him with a silver cup
filled to the brim with Polish soil, solemn-
Iy adjuring him never to forget friends and
fatherland. This cup and its contents he
kept religiously to the end of his life. He
was a profound patriot, so that after the
revolution of Poland in 1830 he found life
unhearable in Vienna and left for Paris
in 1831. And in Paris he remained, barring
occasional journeys, for the rest of his life.

Always dclicate in health, the Polish
composer  was haughty and reserved in
maunner, and most particular about his sur-
roundings. He had his rooms prepared in
soft greens and dove colors, and filled with
flowers. He always wore white gloves when
strolling or riding, and rode in a carriage
to his lessons. He was as fussy about his
clothes as if he had nothing else to think
about. Exquisite taste, sensitiveness almost
unhealthy, a love of perfection, and dis-
satisfaction with anything short of it—-
these were the chief characteristics of the
Chopin whose compositions made him the
idol of Parisian society,

Polishing the Phrase

NE CAN understand how such a man
would spare no pains to make his
music as perfect in coloring as possible. He
carly found that by using the damper pedal
freely and making the hands move back and
forth over wide spaces, he could get at
wonderfully rich and at the same time clear
effects. Chopin instead of “bunching” the
tones, in order to play them with little mo-
tion of the hands—as did Becthoven—
spreads them widely and blends them by
means of the pedal. That is why nearly
all the tones in each chord belong to the
chord and are parts of it.

But Chopin soon found that by putting
in a few tones that are not parts of the
chord, making dissonances with the chord,
he could still further deepen and enrich the
color. In some of his scherzos we find such
examples. By holding the pedal from the
moment the chord in characteristic measures
is struck, he makes all the tones following
merge with it. Many of these tones are dis-
sonant with the chord; but for this very
reason, if they are properly played, softly
and lightly, they make, so to speak, a
glistening veil over the hard outline of the
chord itself. Such a use of dissonances,
blended by the pedal, is found in hundreds
of passages by Chopin and other modern
piano composers, producing a vague rich-
ness of color, a striking sense of form and
beauty of color detail and a resulting rich
excess of sensuous imagery.

Chopin confined himself largely to pieces
in stmple binary or ternary dance forms.
These pieces he does not make suitable for
actual dancing; he “idcalizes” them, as we
say. That is, his idcal of musical beauty
leads him to introduce delicate changes of
speed (called tempo rubato—stolen time—
because one part of the melody steals some
of the time of another) and to vary the
lengths of the phrases in a way that would
throw dancers out of step, but these make
the music only the more interesting. The
Waltz in C-sharp minor illustrates the in
troduction and immense value of these
delicate changes of speed.
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* woman,”

.in Romance

ND Chopin’s career becomes more in-
teresting, as his own dance of life is
thrown out of step by the “stolen time” to
which his devotion to romance and the
beautiful sometimes led him. Like Keats,
he is a romanticist and wears his heart
upon his sleeve. The notable women who
composed the very royalty of the artistic
and literary Paris of a century ago, all
came into his life and flattered, captivated,
dazzled, or fascinated him. But, as he
floated on the top wave of artistic success,
trouble was in store for the romantic young
Pole.
In 1832 a series of love disappoiniments
began, when news reached him that Con-

. “Stolen Time”

stantia Gladowska, his young lyric actress

and first love, was married in Warsaw.
Chopin’s letters to friends prove that his
love for her was as pure, as deep, and as
passionate as the love of John Keats con-
fided to his own unappreciative Fanny
Brawne. The marriage must have been a
terrible disappointment to him, and a great
mortification as well. But Chopin was
young, popular, had only too much to dis-
tract his thoughts; and time healed even
these severe heart hurts,

Influenced by Madame Dudevant

E NEXT made the acquaintance of a
most remarkable woman. Henceforth

" she was to exercise a controlling power in
. his life. Chopin had hitherto shrunk from

introduction to this “large-brained
as Elizabeth Barrett Browning
styled her. He knew her books and admired
her genius. Nevertheless he felt a strong
prejudice against her. Hitherto he had
been successful in avoiding her; but just
at the crisis of his. second love affair she
was presented to him at an evening recep-

any

. tion. Falling violently in love with Chopin,
. she flattered him by her praise and atten-
* tion. Finally, she fascinated him, and soon

he too was inspired with a- strong feeling
of affection. Of a truth, learning is more
attractive, and will always be more courted

-and flattered than even beauty. In this

sense it is dangerous. At least it was for
Chopin. The Greeks gave Minerva a shield,
and turned Venus loose without one, ap-
parently for this reason. Chopin and the
Baroness Dudevant, who wrote under the
pseudonym of George Sand, were in love;
and for a period Chopin left Paris to reside
in her chateau at Nohant,

Here, amid ideal surroundings, he gave

- his lessons lying on a sofa, occasionally

rising for a moment to give an example
or make a correction. Consumption had set
in and the late hours of Parisian life had
weakened Chopin’s health and constitution.

“In nearly all of George Sand’s loves there

was a strong strain of motherly feeling.
Chopin was first petted by her like a
spoiled darling and then for years like a
sick child, He was now in the first stages of
his fatal malady, and she carried him off to
winter with her in the South.

Strained Relations

HQW they roughed it on an island un-

known ‘to tourists is told in her
“Winter at Majorca.” Another trip finds
them at Nimes, that romantic bower of the
Mediterranean,” where Chopin and George
Sand sought a guardian for health and the
fleeting moments of disillusioned fancy.
Their return to Nohant, with Chopin’s
health improved, finds Solange, who in-

herited all her mother’s wild blood with
none of her genius, secretly married to a
sculptor of disrepute. On the eve of a prom-
ised marriage to a man of title and station,
she had eloped with one who now proved
a thankless hysband whom George Sand
refused to admit to Nohant. A ‘domestic
quarrel ensued and. Solange got the ear of
Chopin. The mother’s hardheartedness
moved him to upbraid her, and, when she
resented his interference, he departed in
anger—for all the world like Keats who
quit the hospital roof of Leigh Hunt
when a letter from Fanny Brawne was
opened by mistake—and Chopin and Georgs
Sand parted, never to meet again. But the
attachment to her had become his strongest
passion, and the rupture proved fatal to
him.

Chopin’s Last Days
HE last days of Chopin’s melancholy
life, with the untiring devotion of those
around him, including thz be=autiful Coun-
tess Delphine Potocka ; his cherished sister,
Louise; his devoted friend and pupil, A.
Gutmann, with the great Liszt himself, is
full of tragic interest. His character had
been formed and many of his greatest pro-
ductions had seen the light before this time.
His life in Paris had been an exciting
one, in spite of his comparative seclusion
from the devotees of the public concert.
He was high-minded, his. whole mental
activity was permeated with a fine moral
sense, with refinement and high bred court-
esy. His interests were human interests;
his relations, human relations; his joys
and sorrows grew out of his social sur-
roundings, and when bitter disappointment
overtook him his consolations were to be
found in his relations to his fellows and in
his beloved art.

All Paris Mourns

HOPIN lingered on after the last of

his social disappointments and then
died on October 17, 1849, surrounded and
mourned by his friends and pupils. The
respectful admiration which Chopin felt
for Mozart’'s genius had induced him to
request that the “Requiem” of this master
be performed at his obsequies, and so it
was done. The funeral ceremonies took
place in the Church of the Madeleine, on

‘the 30th of October, 1849, He was accom-

panied to his grave by a host of admirers
and the musicians of all ranks of all Paris.
He was laid away in the cemetery of Pére
la Chaise where distinguished and learned
dust is collected from all nations. The lit-
tle wn of Polish earth, given to him by
friends at that farewell banquet in Warsaw
nineteen years before, was strewn, at his
own request, upon the coffin.

On the day of the ffineral, George Sand
in retirement at Nohant, wrote into the
concluding pages of her delightful auto-
biography, “Histoire de Ma Vie,” this
tribute :

“The genius of Chopin surpasses
that of all contemporary musicians and .
composers; and Mozart, whom he rec-
ognized as his superior, is his only
superior.”

And so in “Au revoir,” it is interesting
to speculate as to what might have been
the influence upon the life and art of this
great genius if, in the year of 1831, he had
migrated to the Western World to find a
home in New York, Boston, Philadelphia,
Charleston, or New Orleans.

* % % % %

The Three Ages of the Artist

“The career of any du-fmguuhed artist may be roughly divided into two
peériods. During the first, he is identified as the man who wrote such and such
a brilliant work. During the latter, certain works are widely knoun, and dis-
cusséd because he twrote them. Richard Strauss’ career has long been at the
.enviable second :tage Any new ballet or symphomc poem or choral work
or opera that comes forth bearmg his name is bound to be world news.even .
before its first hearing and is certain, once it hds been heard, to be the
subject of reams of critical comment.”—Deems Taylor.

The Cambridge Quarters

Sometimes miscalled the “Westminster Chimes”

By H. Ellsworth Elverson

PerHAPS the most vivid recollection of
the writer’s first night in dear old London,
is that of the musical announcement of the
quarter-hours by the neighboring bells in
the Victoria Tower of the Houses of Par-
liament (Westminster Palace). Their mel-
ody has traveled over the globe, wherever
the English Language has gone. It is heard
from many a church tower and has be-
come familiar from having been introduced
into clocks which chime the quarter hours.
Each phrase identifies its respective quarter
of the hour. Here are the notes of the
melody.

tst Quarter 2nd Quarter
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The history of the Cambridge Quarters

is certainly most interesting; and for facts
relating to this we are dependent upon the
testimony of Mr. Amps, of Cambridge, who
in 1861 related the particulars in his cor-
respondence with the late Dr. Raven..

Here they are, in Dr. Raven's own
words :

“The history of these beautiful chimes,
the melody of which has bzen copied over
and over again, is well worth preserving. I
am indebted for it to Mr. Amps, the Organ-
ist of King's College.

“About the time of these improvements
Dr. Jowett was a Regius Professor of
Music, and Crotch and Pratt, then mzre
lads, were his pupils. Jowett was an expert
mechanician and took the warmest interest
in the new clock the University had de-
cided to put up. He appears to have been
consulted by the authorities and to have
taken Crotch into his counsels. The latter
may be credited with having taken a por-
tion of the phrase from the fifth bar of
Handel's I Know That My Redeemer
Liveth, and, by a system of variations not
unworthy of Fabian Stedman, expanding it
into the musical chime. It was said by
Pratt that when the chimes were first heard
they were thought so strange that 'they

-were nicknamed ‘Jowett’s Hornpipe.” Very

few, except those who had known Crotch,
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