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SCHEHERAZADE
(Symphonic Suite)
By

i
i .
ANALYTIC = N. Rimsky-Korsakov
SYMPHONY SERIES gk
o2 e Fg3 | One of the most frequently
PERCY GOETSGHIUS. Mua Doc. JA '

prograummed numbers in the
repertoire of leading sym-
' phony orchestras this dis-
tinctively Individualistic
suite with its Oriental
‘ atmosphere makes a fascin-
ating study. Arranged in the
> | form of a piano solo, it
‘ givex fairly proficient play-
ers a fine recreation number
and provides a convenient
reference for the advanced

X
RIMSKY KORSAKOFF -5t
SCHEMERAZADE .

(R

R TN T

1 subjects.

student in theoretica

Price, $1.50

No. 38
SYMPHONY, No. 9 in D-minor

(Choral)
By Ludwig van Beethoven

The tinal symphonic manifestation of Beethoven's pgenius,
performances of this monumental work are limited only by
the facilitiex available for production., as a well-trained
chorus is required, in addition to a proticient symphouny
orchestra. Here ix a plano arrangement. made primarily
for study purposes, but also quite Intriguing to the com
petent |)hn|isl.

Price, $1.50

Interesting and Instructive Piano Solos
BRADFORD, KENNETH

Submarine Voyage (Gr. 3} $0.25
CHANDLER, OTIS
My Garden, With Words (Gr. 11/3) .. .25
On The Terrace (Gr. 4) 40
The Winding Trail (Gri. 2) .25
HOTCHKISS, MARY W,
Gardens by Moonlight {Gr. 4) .40
MEDNIKOFF, ALEXANDRE
The Magic Pool (Gr. 4} o e .40
NASON, DAVID
The Enchonted Moment (Gr. 315} . ... . .25
THREE QUESTIONS
For the Piano
By Josephine Hovey Perry
Who Am [1? S Grade |
Who's Afraid? Grade |
How Do You Like Your Eggs? Grade |
Price, 40c Each
RODGERS, IRENE
A Dusky Serenade (Gr. 2!/} A0 .25
A Waltz in Springtime (Gr. 2}................ .25
TUCKERMAN, PATRICIA
Bluebird Singing in the Tree, With Words
(Gr. 1/3) . U 25

Choral Publications—Sacred and Secular

PALMER, GEORGE C. (Arranger)
The More We Get Together, Choral Fugue on

“Ach du lieber Augustin® (Mixed Voices).. $0.15
KUN, LADISLAS (Arranger)
Four Hungarion Folksongs (Women's Voices,
Three-part) . N LLl .15
HANDEL, GEORGE FRIDERIC
Hallelujoh. From Saul {Men's Voices) 5
How Long, O Lord? From Susanna (Men's Voices) 18

Both numbers arranged by Charles D. Dawe

Vocal Albums for School or Studio

FRENCH ART SONGS
Medium High Voice

N ;w. .. Ditson Publications

Medium Low Voice
Edited by

Mabelle Glenn and Bernard U. Taylor

There are twenty zongs in this volume and the composers
include Reynalde Hahn, Benjamin Godard, Cecile (‘Chamin-
ade, Clunde  Debussy.  Jules Massenet, Cesar Franck,
Charles Widor, Camille Saint-Saéns, Hermann Hemberg
and others. The notes on ecach song carry brief paragraph
bitx on the comporers, along with advice for an effective
rendition. The matter of French pronunciation 1s well
covered in the prefatory pages. The names of the two well-
equipped and experienced editors are a guarantee of the
collection’s usefuiness,

Price, $1.00 each volume
Singers Will Like This Song
Written for and Dedicated to John Charles Thomas

WHO MAKES A GARDEN
Poem by Douglas Malloch Music by Gustav Klemm

Medium Voice (b-flat to F) Price, 50 cents
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Educational Works for Piano Students
New and Augmented Edition of

CHORD CRAFTERS
(Technic Tales, Book 3)
By
Louise Robyn
Introduces the Twelve Fundamental Chord-Attacks—>Mar
cato, Lewato, Staceato, lammer, Arpegglated, Sforzando,
Sforzundo-Pizzicato, Accompaniment, Ningle Finger Mel-
odic, Melodic High and Low Voice, Passage Chords and

Alternate Chords-—with full explanatory material and
technical examples for both teacher and student.

Price, 75 cents

THE SNOW QUEEN

A Story Cycle of Piano Pieces for Young Players

Story from Hans Christian Andersen
Music by P. |. Tchaikovsky
Adaptation by Louise Robyn

Thisx very clever adaptation of the Album for the Young
to Andersen’s familiar falry tale furnishes a fascinating
supplementary book to Cherd Crafters  (Technic Tales
Book 3) by the same author. The book, itself. is most at
tractively gotten up. Neldom. it ever, hax such colorful
materinl been made available for youthful students at
this stage of advancement.

Price, 75 cents

PUPIL'S MUSIC NOTE-BOOK
By Josephine Hovey Perry

Will prove a helpful means of keeping an accurate record
of progress by giving ruled pages for lesson ansignments,
practice records and teacher's remarks,

Price, 25 cents

HETZEL'S VISUAL
CLASS METHOD

for the .
CLARINET ‘
A Graded Elementary HETZELS
Method VISUAL CLASS METHOD
with Supplementary oo the
Ensemble Material CLARINET
By By JACK HETZEL
Jack Hetxel s
Here ix a brand-new pub- e S e T )
Heation with material that
has been thoroughly tested
in the classrooms. It is care-
fully graded and should
prove of especial value to oults gL
teachers seeking bhetter re- v
sults  with their clarinet
gection.

Price (Complete with Chart), $1.00

Hetzel's Photographic Fingering Chart moy be used
with any modern clarinet method, but is designed espe-
cially for use with Hetzel's Visual Class Book. Price,
50 cents

Chamber Music Ensembles j_ot_'

Wind Instruments—

FUGUE in C-minor
By
Johann Sebastian Bach

Quintet for Flute, Oboe, Clarinet, Horn and Bassoon
Arranged by Harry Hirsh
Score and Parts—Price, 75 cents

RONDO, from Serenade No. 11
By
Wolfgang Amadeus Mozart

Quintet for Flute, Oboe, Clarinet, Horn and Bassoon
Transcribed by Harry Hirsh
Score and Parts—Price, $1.25

A Novelty Number for Band

SKYROCKETS

(Descriptive March)
By Cuyler Hershey Leonard

Price, 75 cents

SOLO By CORNET
Conductor)
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Music Educators may obtain copies of these for ex-
amination. Send for Free Catalogs covering any
classification of music in which you are interested.

Oliver Ditson Co.

THEODORE PRESSER CO., Distributors
1712 Chestnut Street, Philadelphia, Pa.




WE OFFER YOU THESE

) O(I/I l(l/)/C %/QCZUCH’(/S

FOR MAKING NEW FRIENDS
FOR ""THE ETUDE"

@ In return for subscriptions to THe Etupe, which you can easily and quickly
obtain from your musical friends and acquaintonces, we will send your
choice of these attractive articles WITHOUT COST. All you need do is
send us the name and address of each subscriber together with $2.00 for
one year or $3.50 for two years, together with your choice of reward. It's
as easy and simple as that. Get your first order and send it to us today.
In Canada aodd 25¢ a year for postage. Foreign postage is $1.00 a year
extra.

ADJUSTO-LITE

COMB and BRUSH KIT

This unique lamp
clamps everywhere
—con be used for
reading,  writing,
sewing — protects
eyes and eliminates
eyestrain. it is fin-
ished in brush brass and comes with cord
and plug. Height, 12”, Base 4',” by 3”.
ﬁ\gﬂged for securing THREE SUBSCRIP-

FOOD CHOPPER

A compact arrangement including
brush, comb and nail file in o
black leather case. Your reword
for securing ONE SUBSCRIPTION.
{Not your own.}

A very practical
kitchen utensil,
This Keystone
Chopper will grind
any kind of meat,
raw or cooked: all
kinds of vegetables
—coarse or fine. It
is easy to operate;
easy to clean. Com-
plete with 3 cutting
plates. Your reward
for securing TWO
SUBSCRIPTIONS.

ELECTRIC ALARM CLOCK

Now you can have a dependable Electric
Alarm Clock to waken you at whatever
hour you wish. This is a genuine Waestclox.
Its ivory color harmonizes with any other
color ond will alwoys be clean and new
looking. Your rewara for securing SIX
SUBSCRIPTIONS.

"SAVAGE" OVENETTE

A practical kitchen utensil—bakes, roasts, toasts
perfectly on any cookini burner—saves fuel—cooks
without overheating the kitchen. Approved by Good
Housekeeping institute. Your reward for securing
TWO SUBSCRIPTIONS.

A fine set of six stainless steel Knives and Forks with genvine Marbalin non-burn handles—
your choice of green, red, or onyx. A very practical gift and award. Your reward for securing
TWO SUBSCRIPTIONS.

Send All Subscription Orders Directly to

g/le (Sfuc/’ q}]usic 7]]aga::ine

THEODORE PRESSER CO., Publishers, 1712 Chestnut St., Philadelphia, Pa.

MARCH. 1938

The D. Appleton-Century Company
announce the publication of a new
volume in the “Whole World’’ Series

Piano Piecks For EVERYONE

S e T TR U This volume represents an out-
i standing addition to the piano

T group of the “Whole World Music
Series.” The large quarto size
pages, all newly engraved, au-
thoritatively edited with exacti-
tude as to clarity and correctness
of interpretation, bring to the
(D musician a text of uniformly un-
surpassed quality. The selection

of contents represents the ac-
cumulated favorites of many
‘“"“f generations of discerning music-
lovers, including those moderns
which are most generally ac-
corded place on the programs of
foremost recitalists and on the
" curriculi of leading teachers. The

result is a degree of versatility
that is an outstanding and dis-

tinguishing feature of this valu-

able volume. The augmented interest today in the works of the
modern school of composition, not alone in concert programs, but
also in the home and studio repertory of the average pianist and
student of the piano is here fully recognized. The classics that are
already available in a multitude of collections have been held to a
minimum in favor of a wider and more representative appeal. It is
also important to note that the selections do not appear in any of

the other piano volumes in our “Whole World” Series. A graded and
classified index have been included for the assistance of teachers

and students.
COMPLETE CONTENTS

Albeniz, I. v Cordova, Op. 232, No. 4 (from “Songs of Spain”)
Amani, N. ... Orientale, Op. 7, No. 2

Arensky, A. ... Consolation, Op. 36, No. 5

Beethoven, L. van .. Ecossaises

Beethoven, L. van .. German Dance

Brahms, J. ... Intermezzo, Op. 116, No. 6

Cervantes, 1. .Jealousy (Cuban Dance)

Chopin, F. .. Nocturne (F Sharp), Op. 15, No. 2

Chopin, F. . Prélude, Op. 28, No. 4

Cui, C. ...cocceve. Orientale, Op. 50, No. 9 (from “Kaleidescope”)
Dohnanyi, E. von Capriccio, Op. 2, No. 4 (B Minor,

Fauré, G. ... Cradle Song for a Doll, Op. 56, No. 1

Fibich, Z. ... Poéme

Flérsheim, O. Elevation

Franck, C. ........ Danse Lente

German. E. ...Shepherd’s Dance (from “Henry VIII”)
Grieg, E. .. ...The Echo, Op. 43, No. 2

Grieg, E. ..o ..Puck, Op. 71, No. 3

Ippolitow-Ivanow, M. ......:...Procession of the Sardar, Op. 10, No. 4
(from “Caucasian Sketches’)

Juon, P. . Nymphs at Play, Op. 18, No. 1 (Etude)
Levy, L. ........... ... Valse Lente, Op. 32

MacDowell, E. A ....Prgludium and Intermezzo, A Major, Op. 10
Medtner, N. ... ....Fairy Tales

Palmgren, S. ... White Lillies

Pierné, G. ........ ...Valse

Prokofieff, S. .. ..Elan, Op. 4, No. 2

Prokofieff, S. .. ...Légende, Op. 12, No. 6

Prokofieff, S. ... ...Marche, Op. 33 (“Love of Three Oranges”)
Rachmaninoff, S ..Romance (F Minor)

Rebikoff, V. ... ...Les Démons S’ Amusent

Reger. M. ... ...Caprice

Respighi, O. .......... ..Nocturne

Rimsky-Korsakow, N. .. Flight of the Bumble-Bee

Roubetz, A. ... ...Meditation

Schubert, F. ... ... Ballet Music (from Rosamunde)

Schubert-Liszt
Schumann. R. ...

..Thou Art Peace /Du bist die Ruh’)
..Duetto (from Sonata) Op. 22

Schumann, R. ... The Prophet Bird, Op. 82, No. 7
(Vogel als Prophet)

Schumann, R. ..., Soaring (Aufschwung; Op. 12, No. 2

Schutt, E. ... ...Pierrot In Pensive Mood, Op. 4§, No. 5

..Etude (E Major) Op. 8, No. 5
...Eroticon (No. 11, in D-Flat)
..Berceuse ¢from *t he Fire Bird”)
Stravinsky, I. ...Chez Pétrouchka (from Pétrouchka)
Szalit, P. ...l ...Intermezzo

Tschaikowsky, P. I. .......... Troika, Op. 37, No. 11

For Sale at all Music Stores in the United States N
(Not sold in Cazada or European Couatries) PRI(JE $ 1 05 0

D.APPLETON-CENTURY CO.

29-35 West 32nd St. New York, N. Y.

Scriabine, A.
Sjogren, E ..
Stravinsky, I.




Christnnh Goltlieb Schriter

ein,  Naxony,
Alu. I'v ; J. Nordhau!
sen, Nov 17820 Noted organ-
i-t, theorist, lecturer, writer,

In 1726 orgnst. at Minden;

from 1732 at Nordhausen.

Franz Peter Schube —B.
Vienna, Jan, 31, g dk
there, Nov, 19, IN'* Fa-
mous comp. From hovheod a
prolific melodist, Works inel,
over 600 songs. besides sym-
phonies, masses & other wks,

Werner Schrauth—B. Neu-

‘Tue &Etupe HisToricaL
°MusicaL “PORTRAIT SERIES

An Alphabetical Serial Collection of
THE WORLD’S BEST KNOWN MUSICIANS

This series which began in February, 1932, has included to date a_total of 3256 celebrities.
I will be continued alphabetically until the entire history of music is adequately covered.
Start m:Alung a collection now. Nothing like this has ever hitherto been issued.

Cwde readers desinng additional copies of this page and pages previously published are
referred to the directions for securing them in the Publisher's Notes Department.

Corona Sehrhter—n

farorite at Weimar ot

with Geethe in production u{

Heinz Schubert—BR.

l'uul‘l of \ Seidl, Haas,
and Hausegger, From 1929 to
1

. musi., choru~es, songs.

Ernst von Schuch—B. (iraz, Johannes Schiiler—B. Vietz, Gustav Schuetzendorf — B George Stark Sehu
S N.

Nov. 23, 1847:; d. Ger., June 21, 1894, Cond. Cologne, Ger., 1883; d. Ber-  New York, 2

Dresden, May 10,1914, Cond.  Ntudied in  Berlin. From lin, Apr. 28, 1037, Baritone.  orgnst., plunl;t hhr
1873 till death, at 1920-33, opera  cond. in  Opera appearances inMunich, 200 3yrs. has been far.
Dresden Court Opera. Con- Gleiwitz, Konigsberg, Rerlin, Leipzig and Vienna. Moody Rible Inst.,
durted wotld prem. of im- Hanover and MHalle. XNince For 13 yrs. mem. of Metro, Author, *
portant operas of R, Strauss. 1933, opera dir. in Essen.  Opera (début 1922y, Playing,”” and other works.

Jullus Schu|hoﬂ—l|% ]]'rm:uo,
.

Evangelltie Plano
Dreaden and Berlin,

[{nniel Schubart— 1. Son-
thei

Nwabia,  April 13,

),
1729, d. Stuttgart, Ort. 10,
1791, Comp., poet. Created
Ct. Poet in Ntottgart, Won
enduring fame a3 author of
words Schubert’s Die Forelle,

Ella von Schultz-Adaievsky
—B. Petrograd.  Feh, 10,

18146 d. Boun, July 24, 1924,

Comp., pianist,  Tupil of
Henselt and Rubinstein.
Was active in Veniee, Misel,
works  including an  opera.

Johann Abraham Peter
Schulz—B,  Liineburg, Ger.,
Mar. 31, 17175 . Sehwedt,
June 10, 1800 Comp., cond.
Kapellm. at Rheinsberg, then
court cond, at Copenhagen.
Many large works,

Georg Schiinemann—B. Ber-
1in, Mar. 13, 1884, Musicolo-
gist, Ntudied at Stern’s Cohs,
Active in Berlin,  helding
important posts, Has written
valuable literary wks.. alwo
essays in various journals,

Rudolf Schwartz—R. Ber-
1in, .lun 20, 1% 1. Halle,
April 27, 1935, \\rnvr cond
Ruced. Emil Vogel as 10
brarian of Peter’'s  Music
Library _and ed. of *‘Jahr
buch.” Lite, and mus. wks.

Ludwig Schytte—I3. Aarhus,
Jiitland, Denmark, Apr. 28,
1850; d. Berlin, Nov. 10,
1909. Comp., pianist, teacher,
On faculty of Horik's Acad.,
Vienna, Excelled as writer
in the smaller forms.

138

Heinrich Schulz-

L fort-on-Main, Mz
2, 1915, Constdered by many
one of most important Ger.

Heinz Sehnn geler—B.
Stuilied at h\issvldnr' Cons,
hecame teacher at
Cons. of Tagen, Has written

works for two planos.

Joseph Schwartz—B. Riga,
]{uwla 1840 d. lh-rlin Nov.

sang tlret in \'lvnnu Volks:
r. later at Berlin et
Ha+ made suceessful appear-
ances also in Paris and N. Y.

Michel Selapiro—B. nussh.

C
upll of llugu Heer

- teacher in l\m \urk
His violin pleces have been
used by leading artists,

Minneapolic Xymphony Or-  Players, 1

Merseburg (Thuringia). So-  Konigstein, Saxony, Oct.

gnaz Sthuppanzigh—R. Karl Schurieht—B. Danzig, Bernard Schuster—B. Ber- Joseph Sehuster—n Dresden.

Vienna, 1776; d, there Mar July 3, 1880, Comp.. cond. Iin, Mar. 25, 1870; d. there Aug. 11, 17 : d, there, July
1830, Vialinist, cond. Pupil of Humperdinek. Jan. 13, 1934, Comp.. cond., 24, 1812, l)ram comp. Pupil
Member of Prince Razumov-  Kapellm,  of theaters in  editor, mus, publ. Was opera  of Schiirer and Padre Mar-

sky’s private quartet, Inti-  Zwickau, Dortmund. Kreuz- eond.. Magdeburg and Ber- tini. Court comp. at Dres-
mate of Beethoven, Dir. of  nach, In 1912 hecame munie.  lin, In 19 founded periodi- den, Honorary macstro
German opera in Vienna, music dir, in Wiomar, Ger.  cul, “Die Mu-ik.” Miscl. wks,  cappella at Naples,

Maximilian Schwedler—B. Albert Schweitzer—B. Glins-  Anton Sehwenzer—n Ko- Irving Schwerké—>Mus. critic,
Hirschbery, Silesia Mar. 31,  bach, Alsace, Jan. 14, 1875, burg, 1735

Fluti-t, Nov. 238,
],ehyzl;: Cons, nn(l ~0Io fiutist  authority. N

prof. at  Muslcologist, organist, Bach
ted philosopher,  Nui

of Gewamdhaus Oreh, Imven-  theologian, author, Was (‘.n(hn An carly comp. of tern)l. music societies;
Sehwedler flute.  medical miss, in Congo, Co-  Ger, opera. His "Singspiele’  Contbr. 1o leading mus. jour-
Wrote a method. founder, Paris lach Soc. attained great popularity. nals, Inel, The Etude,

A\

Silvlo Scionti—B. Acireale, Charles Kmned Scott—B. Cyrll Meir Scott—B. Oxton, Henri Scott—B. Coatesville,
Pianist, teacher. Romsey, Eng., ov 16, 1876, Cheshire, Eng., Sept. 27, Pa., Apr. 8, IRX7T6 Dram.
l,ong ‘a Jeading artist and Comp., cond. Fdr., Oriana 1879. Comp., puet Pupil of bass, teacher, Pupil of Osur
teacher in Chirago. Has ap-  Madrigal Soc,, 1904: Philh, 1. Knorr, One of England’s Saenger, New York,
with Chicago and Chair, 1919; KEuterpe Str. best known writers, whose 1911-1914 with Chicago Op
9. alt of London, works tend toward modern- Co. For many years
A leader in English chl. mus. ism. Writes in all forms. Metro. Opera. Res.

rld Radio Histo|

Elisabeth Schumann — B. Georg Alfred Sehumann—B Meta Schumann—B. Minne-
apolis, Minn. Comp.,
0. 1846,  prano. A leading prima donna  1X64. Comp., planist, (wnl accompanist. Ntudied 1n Lou-
IMianist, comp, Daughter and  of Vienna Staatsoper. Has Studied, Leipzig Cons. Was  don. Rang  with St
pupil of F. Wieck; wife of  toured Amer. Known espe- cond., Bremen Phith. 0., Symph.  Toured as
R. Schumann. Had brilliant clally as intptr. of Mozart then dir., Berlin Acad. of with Elena Gerhardt,
concert career. Miscl, works, and R. Strauss; leder singer.  Singing. Misel. works, nint, other artists. Res. N.Y.

Raobert Schumann—N, Zwie-
. Navony, June 8, 1810;

comprize 34 volumes,

Eduard Seh(m—n
1. Oct 1856

v 26, 1933,
(mup . munh( Wi umd of
Akademischer Wagner-Ver-
ein in Vienna, Wr. a comic
opera and many other works,

d. Gotha, Ger , author. teacher, Has lectured
7. Comp., wml in EKurope on Amer. t-(lilor Anll\e ln lierlln
Benda at the court in posers, Mem, of various in- e
Hax “rllh-n masses, cham-
ber mus,, choruses and songs.,

John Prindle Scoﬂ—n \or-
N. \. Ay

193:, Camp,. ohl. ir. Studied

Ernestine Schumann - Heink
—HB. Lieben. near Prague,
June 15, 1861 d. Hollywood,

Cal., Nov. 17, 1936. Cele-
brated contralto. A brilliant
career of over fifty years in
opera, concert, fllme, radio.

Heinrich Schulz—l!
ritz, Saxony, (ct, 15
Dresden, Nosv, 6, 10
orgnst., ond. A most import,
figure of 17 century in pr
moting good church mu-le,
Wr. first Ger. op., “"Dafne.”’

Gustav Schwickert—B. Hei-
delberg, Ger., Dee, 1, 1901,
Comp. Pupil of | Weis-
manns. For some years has
been acthve in Freiburg as
writer of chural works, songs,
piano picees,

Antonio Scom—n Naples,
Jan, 25 6: . there Feb.
26, 191 P.uuous dram. hari-
tone. Début, Malta, 1880,
Had a career of 34 years
with Metro Opera  (début
1899). A uotable Scarpia.

THE ETUDE
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Appropriate Music for

The Choir’'s Contribution

to the

Caster Program

Any of These Publications May Be Had for Examination

EASTER CANTATAS

For Mixed Voices unless

MESSIAH VICTORIOUS

By William G. Hammond
A stimulating and uplitting musical presenta
tion of the Resurrection and Ascension. There
always 1s predominating a musical tervor in its
decided melodic and rhv,tl\nu constructnn
Time, 30 minutes. Price, 75c¢.

THE RISEN KING

By Alired Wooler
Just the kind of a cantata to_make a zenuine
appeal o volunteer chmrs. Tt is always in
teresting to the choir and the solo assignments
are very satisfying. Time, 30 minutes. Price, 60c.

IMMORTALITY

By R. M. Stults
A well planned cantata with texts taken chicfly
from the Scriptures. Time, 35 minutes. Price,

6Oc,
Also publiched in an edition for Treble Voriei—
Tuo Part. Price. 60O,

EVERLASTING LIFE

By Mrs. R. R. Forman
This cantata presents the storv of the Resurrec-
tion in a most bheautiful and etfective manner.
Ten musical numbers. Time, 45 minutes. Price,
60¢.

THE GLORY OF THE RESURRECTION
By Charles Gilbert Spross
Frederick H. Martens made the compilation
around which the composer wove his melodies
and musical effects to enhance the beauties of
these Easter thoughts. Time, 35 minutes. Price,

75c¢,

stherwise mentoned

VICTORY DIVINE
By J. Christopher Marks

One of the best of all cantatas for Lenten ot
Eascertide use, satistving to the lover of good
music as well as o non-musical tolk. .small
<hous ot volunteer singers with tair soloists or
~plcnd|dl‘. traned chowrs  numbering  several
hundred vowes. Time, 1 hour. Price, $1.00.

THE GREATEST LOVE
By H. W. Petrie

A brlluant cantata of moderate difficulty for
Easter or wencral use. The twelve melodic and
interesting musical numbers are divided berween
soloists and the chorus. Time. 40 minutes.
Price, §ic.

HE LIVES. THE KING OF KINGS
By Anna Priscilla Risher
Texts h» Juamita E. Roos. Its nine numbers im
,i_re“ne v bring out the story ot the Cross, the

omb, and the Resurrection. Time, 20 minutes.
Price. s0c.

Other Easter Cantatas

The Rainbow of Promise (Buines)
The Wondious Cross (Bergé) .60
Lite Eternal (Duale)

King ot Glory (Marsriun)

The Davin (Burnes) Treble Vorces .60
Alleluta (S1aly .60
Easter Glory (S:alts) .60

From Death unw Lite (Stulss)
The Dawn of the Kingdom (W olcotr) 6()
The Living Chrst (Stultr) .60
Kine ot the Ages (Stulis) .60

EASTER ANTHEMS

MIXED VOICES

MIXED VOICES-—Continued

Cat, No, Piice Cu:. Ny. Price
10240 Alleluia, Alleluia! A. U. Brander 80.12 20256 To the Place Came Mnrv =
20040 And When the Sahbuh ‘Was Past Bain: 12
(with Violin) H. Jone 15 10309 Why Seek Ye the Ll\xm.’
6022 Awake, Thou That \leepcxt . Eustham .05
F. C. Maker .12
6021 As It Began to Dawn G. ( Martin 12 TREBLE VOICES
10474 As It Began to Dawn R. M. Ssults 12 10803 Alleluia. Alleluia! (3 Part)
20278 Awake Up My Glory ], Barnby .10 A Brander .15
10729 Break Forth intwo Joy . J]. Barnbhy AR 10478 Allelura. Song of Glldncss (2
10802 He Is Risen. R M. Sealts 12 Part) . Grant .10
20128 Christ Is Risen from thc Dead 10899 Christ Is Risen (2 Pm)
R. Morrison U] C. Warhurit nil Y
10307 Christ, Our Passover 39211 Christ Triumphant (% Pm)
W. H. Eastham 10 . Shelley 18
20872 Lord Now Victorious 1080% Hosanna 12 Part)
Mascagni-Greely 20 Granio-Warhurst 12
21234 Christ, the Lord, Is Risen Today 2115 Nacure's Eastertide (2 p‘"“
Lily Strackland 12 Baines 12
35141 Christ Triumphant. . f{. R. Shelley .18 21139 Three Easter Carols (2 p””
35127 Day of Resurrection, The ) Mrs. R R. Forman .12
(R fv zpv ' .16
21011 Easter Morn hher-Sprons 12 MEN’'S VOICES
50126 G P o
GRS Giory, Celutg el xc,?.)rA\‘ B‘r;:’v;” 12 ]0:()0 Alleluia, Allelara! ‘A. l/;. ]'?":\l"ld"’ .12
20689 He Is Risen C. Simper 13 i0241 Chrisc Is Risen Menshall-Netin 12
10111 Hosanna Gramer-Adams 12 10934 Hosanna K S I’\“,’"{‘,' g
21328 Hymn of Joy (New) ;llsrj King ot 1nzs _mj[/rer- evin .12
Lonise F. Stair 12 2088~ Lord Now Victonious, The )
21118 I Know That My Redeemer Liveth { ‘\qlwugm -Greely 20
MWand ™3 awbirss 12 10306 Sinz with All the um ot Glory
10629 Jesus Christ Is RI\Ln . Brackerr .10
. H. \gnl/m,t;r 15
20178 King of Kings! . Simper 12 EASTER SERVICES
21133 Where Lite Is W anm. All Around For the Sunday School
H. P. Hopking .12 After Three Davs Various Composers
10068 Lord Is Risen, Indeed, The Easter Glory F Sk
B'H’"" Lerman 10 Echoes of Easter Joy F. A. Clark
35139 Christ, Qur Pawm.r ) ; Hail. Festal Day R. M. Stules
- alactarian 20 ark
21119 Our Lord Is Riscn fmm lluIPc.ld 'l;ll,%k]{r;ﬁo;\‘?;‘_ LGS, (Gl
C. Harris e N
15595 Resurrection, The  R. AL, Stalt 12 Dewn <l Sﬁrt Morrison and Other Composers
15998 Risen Lord, The. R. S. Momicon .12 M. Stults and Other Composers
35136 Strife Is O'er, The..C. B. Hawle .16 Raised in Glnr\ R. M. Stults
20614 Strifc Is O'er, The. E. S. Hoimer 12 14N
20149 Thanks Be to God  P. Ambrose .19 ) Prices on Above Services
20373 Today the Lord Is Risen Sinzle Copies Jc 50 Copies $3.25
R. Kountz 10 Dozen Copies 30¢ 100 Copies 6.00
Send for Folder P-1 giving complete list of Eavter Music for Chaoirs
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DR. HOWARD HAN-
SON, director of the East-
man School of Music of
Rochester, New York, was
reélected president of the
National Association of
Schools of Music, at its session at Pittsburgh
on December 27th and 28th, last. Dr. Hanson
has done a notable work in the way of recog-
nition of the American composer, by giving
performance to their works, on the programs
of the Rochester Symphony Orchestra, under
his personal direction.

Dr. HowarD
HaNsoN

SOFIA, BULGARIA, with a population of
three hundred and fifty thousand, has its
Grand Opera with one hundred and fifty-
seven artist singers, choristers, dancers and
instrumentalists, and at the same time sup-
ports two symphony orchestras.

THE APOLLO CLUB of Chicago gave, on
December 27th, its ninety-first performance
of Handel’s “Messiah,” a work which has
been the especial treasure of this fine organi-
zation through its many, many years of ex-
istence. Edgar Nelson was the inspiring
conductor, with Robert Birch presiding at
the organ.

DON LORENZO PEROSI is reported to
have accepted an invitation to compose a
Mass in honor of San Carlo (St. Charles)
and to direct its performance at the Duomo
(Cathedral) of Milan.

THE ROYAL PHILHARMONIC SO-
CIETY of London began its season by in-
viting the Leeds Festival Choir to London
to give a repeat performance of the *Mass
in D" of Becthoven and the “Dettingen Te
Deum” of Handel, which were leading
works in the then recent Leeds Festival.

THE CHICAGO CITY OPERA reports
“sold out houses” as the rule of its now closed
season, with patrons loval to opera when
produced “on a scale comparable only to the
palmy days of the Campanini and Insull
regimes.”’ The “Norma” of Bellini and “Otello”
of Verdi had revivals; and the polish opera,
“Halka,” with incidental dances by Loda
Halama, was a novelty.

ADELE AUS DER
OHE, once among the most
eminent women pianists of
the world, died on Decem-
ber 8th in Berlin. Born
about 1865 in Germany,
she first studied the piano
with Kullak, and then at
eleven beszn seven years
of instruction from Liszt,
of whose pupils she was
one of the verv few sur-
viving. She played with all the leading orches-
tras in existence in her day, toured the
United States for seventeen consecutive
years beginning in 1887, when she thrilled
the public with the ‘“dazzling brilliancy” of
her technic.

ADELE_AUS
DEer OHE

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

THE “CANTOR OF LEIPZIG” had his
day in the Parisian sun, when within a fort-
night his monumental “Mass in B minor” and
the “Passion according to St. John” each had
two performances by the Bach Society of
Paris.

LILIAN MARY BAYLIS, moving spirit
of the phenomenal Old Vic and Sadler's Wells
enterprises, through which the world had its
most successful ventures in high class opera
and drama at prices within the reach of the
humblest, died on last November 25th, at
the age of sixty-three. In her teaching us how
to bring a fine art of the stage to the masses,
Miss Baylis made one of the most significant
pioneer cultural contributions of the present
generation.

RICHARD STRAUSS, who, the musical
world is pleased to know, has recovered from
a recent serious illness, announces that his
new opera, “Daphne,” is completed and that
it is to have its world premiére at the Dresden
Opera with Dr. Karl Bohm conducting.

NEW MUSICAL RESTRICTIONS have
been decreed by the Chamber of Music of
the German State, by which foreign musicians
may accept a position or engagement in Ger-
many only on the authorization of this
Chamber; and music teachers—unless by ex-
ceptional permission—may not instruct non-
Arvan pupils.

THE CIVIC GRAND OPERA COMPANY
of Philadelphia drew on January 10th a ca-
pacity audience to the famous old Academy
of Music, for a performance of those gory
musical twins of the stage, **Cavalleria Rusti-
cana” and “I Pagliacci.” The evening was
made memorable in our musical annals by
the brilliant American début of Fidelia Cam-
pigna, from La Scala of Milan, in the rdle of
Santuzza, and by the effective introduction
of a richly robed religious procession during
the playing of the celebrated Intermezzo.

THE PASDELOUP ORCHESTRA of
Paris presented Alexander Brailowsky as
soloist for its program of October 31st, when
he won stupendous applause for his inter-
pretation of the “Concerto in E minor” of
Chopin and the “Concerto in G minor”
of Mendelssohn, with *absolute perfection
of technic and sparkling life.”

WALLACE A. SABIN, one of the most
distinguished organists and composers of the
Pacific Coast, passed away on December 9th,
at Berkeley, California. He created the musical
score for two of the most popular of the
famous Bohemian Grove Plays, “St. Patrick
at Tara” and “The Twilight of the Kings.”

DR. VAUGHAN WILLIAMS has been
awarded the Shakespeare Prize recently
founded by an anonymous Hamburg mer-
chant. It is one of three (the others bheing
the Rembrandt and the Steffans prizes) to
be given annually for outstanding work in
music, literature, painting, sculpture, and
architecture.

THE KOCHEL CATALOG, of Mozart’s
compositions, revised and annotated by Al-
fred Einstein, has been recently issued in a
third edition of this work of such meticulous
research and incalculable value in identify-
ing and authenticating the compositions of
this incomparable master. It is to be hoped
that before too long we shall have an Eng-
lish translation of this volume.

THE MUSIC AND ART DEPARTMENT
of the Central Library of Los Angeles is re-
ported to contain ‘5,500 books and 22,102
music stores.” Probably a compositor’s imp
craftily scrambled the c¢’s and t's for the
librarian’s records.

A STRADIVARIUS MEMORIAL CON-
CERT was presented in Carnegie Hall, New
York, on December 20th, last, for the Stradi-
varius Memorial Association, of which the
purposes are the development of young talent
by making fine instruments available for use
in study and concert. Dr. Walter Damrosch,
Efrem Zimbalist and the Musical Art Quartet
were sponsors of this event; and contributing
movements are being organized throughout
the country.

A WORLD MUSIC FESTIVAL, as a
feature of the New York World's Fair of
1030, is being planned by a committec of
which Dr. Walter Damrosch is chairman,
with Edward Johnson. general manager of
the Metropolitan Opera Company, Mrs.
Vincent Astor, Marshall Field, and others

prominent in the musical world codperating.

THE ROYAL OPERA of Stockholm opened
its new season with the *“La Bohéme™ of Puc-
cini, followed by the *“Orpheus” of Gluck.

YEHUDI MENUHIN gave especial im-
portance to his concert in Carnegic Hall of
New York, on December 6th, last, by giving
the first concert performance in America of
the recently exhumed *Violin Concerto in
I) minor™ by Schumann, with piano accom-
paniment as was its original form. He was
to have had the honor of giving to this work
its world premicre; but the Reich interfered
with a decree that this honor should fall to
the land of Schumann’s birth.

THE “SONATA IN E-FLAT, OP. 1227
of Schubert, was on a recent New York pro-
gram ol Webster Aitken; which recalls that
Schubert wrote the Andante of this sonata
on the back of the original manuscript of
Beethoven's song, Ich Liebe Dich, thus pro-
ducing one of the rarest musical relics in all
the world. »ow in possession of the Society
of the Friends of Music of Vienna.

MLLE. NADIA BOULANGER, the emi-
nent French composer, theoretician and con-
ductor, led the conservative Philharmonic
Society of London in its concert of last No-
vember 4th, one of the very few occasions
on which this honor has fallen to a woman
musician. The audience had a surprise when
it opened a program which listed works of
the early centuries and closed with the
“Requiem” of Fauré.

MR. EDWIN HUGHES,
well known to readers of
Tue ETvpE, was clected
president of the Music
Teachers National Associa-
tion, at its convention in
Pittsburgh from December twenty-cighth to
thirtieth. Mr. Hughes has held long a leading
place among piano teachers of America; and,
aside from his maintaining a prominent place
in the professional life of musical New York,
he is director of the Piano Department of
the Washington Conservatory of Music.

EowiN
HUGHES

SIR LANDON RONALD, after a service
of twenty-seven vears as principal of the
Guildhall School of Music of London, has
retired from that post. Many Americans will
recall him as conductor for Melba when on
her several tours.

A BACH FESTIVAL is announced for
March 3rd and 4th, by the Bach Festival
Committee of Winter Park, Florida. With
Christopher O. Honaas, choirmaster at Rollins
College, and director of the Bach Choir of
Orlando-Winter Park, as conductor, the
chorus will be a coéperating body including
the A Cappella Choir of Rollins Coliege
(sixty voices), The Orlando-Winter Park
Bach Choir (fifty-seven voices), and units
from Jacksonville. Daytona Beach, Tampa,
Gainesville and Leesburg. The *St. Matthew
Passion” and a number of motets familiar to
Bach lovers are announced, with soloists
mostly {from the Bach Festival shrine at
Bethlehem, Pennsylvania.

ONE OF OUR MOST DISTINGUISHED
of American radio commentators recently
made the repeated statement that the lately
popular I'm Always Chasing Rainbows was
a melodic “'steal” from the Prelude in C-sharp
minor of Chopin: though, of course. this
poaching had been practiced on the Fantasie-
Impromptu of the famous Polish-French
composer.

VERDI'S “OTELLQ,”
after a rest of twenty-four
years, was revived on De-
cember 22nd, at the Metro-
politan Opera House, with
Giovanni Martinelli in the
title role, Elizabeth Reth-
berg as Desdemona, and
Lawrence Tibbett as Jugo;
when there were innumer-

able curtain calls, with out- )‘2:"3:7},,”

bursts of applause that

frequently interrupted the performance. This
next to last and perhaps most tragic of Verdi’s
operas was first heard in America. at the
Academy of Music of New York, on April 10,
1888, with Marconi as Otello, Galassi as lago,
Eva Tetrazzini (sister of Luisa, the eminent
coloratura soprano) as Desdemona, and
Scalchi (glorious among all contraltos) as
Emilia,

(Continued on page 201)

Musical. Axiom ForR MArcH

“Blithe the Songs of Spring Inspires Us.”
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NLY vesterday the gentlemen of Grub Street. the
digeers after golden nuggets which were to mak:
the jewelry of ficurcheads. were held in ignominy.

Wagner. for instance. had a large number of coworkers,
many of whom were masters who. as helpers in the or-
chestration of his works. made it possible for the greater
master’s mind to produce what it did. It so happens that
the Editor of THE ETcoe studied with one man in Ger-
many upon whom Wagner placed great responsibility in
the carryving out of suggestions in his scores. This was Pro-
fessor Herman Ritter. one of the foremost musical savants
of his day. One composer alone. with a single pen in his
hand, never could have written
and copied the millions of notes
found in a Wagner score and its
parts. But remember that. with-
out the great original creative
genius of Wagner, the work of
most of the men who gladly
helped him never would have
been possible.

In the davs of Bach. Handel,
Mozart and Haydn, these work-
ers, by enormous diligence, might
have written all of the works for
the comparatively simple orches-
trations of the dayv. Handel. for
instance, would write a composi-
tion with a figured bass, That is,
the harmony would be suggested
by figures rather than by notes
written out, This was the reason
why Mozart made additions to
the score of Handel's Messiah™
so as to make it hetter to a more
modern orchestra. Even the or-
chestra of Mozart seems a very
simple, almost childlike, group,
when compared with the modern
symphony orchestra. I Mozart
could wake up at this moment in
a modern home and hear the or-
chestrations  of several of the
popular radio orchestras, such as
those of Frank Black, Ferde
Grofé and André Kostelanetz, he
would bhe astounded by their skill, brillianey and color.
Mr. Maurice Dumesnil, who was a protégé of Debussy and
probably knows more about him than any other living
man, states that Debussy in the latter part of his life de-
pended quite a hit upon one “hack.” In other words. after
the master had ereated a great work he was liable 1o hand
an orchestral sketeh. on four staves, to his confrére. André
Caplet, a really very distinguished musician and winner of
the Prix de Rome. who would carry out the full realization
of the high score, on which Debussy would thercafter
work and finally give approval. Meanwhile, Debussy would
stroll leisurely out to the Bois de Boulogne or go to con-
template the knicknacks in the de luxe shops of the Vietor
Hugo Avenue. Mme. Debussy, shorty hefore her death. ad-
mitted that among the =cores on which Caplet worked were
“La Mer (The Sea)”™ and “The Martyrdom of St
Sebastian.” Caplet. by the wav, was himself a very able
composer. His “VMiroir de Jésus™ is a masterwork. For a
time he liked Baston as an opera conductor. Under his own
name he has published a very lovely orchestration of the
Golliwcogg's Cake IWalk of Debussy. All publishers have
editors to whom even the greatest composers are glad to

ANDRE CAPLET

Hacks Who Became Masters

express their gratitude for suggestions and technieal help.

The situation to-day, however, has changed very greatly,
The men who were put down merely as orchesteal ar-
rangers have come to a different station in life. owing to
the enormous demand for music for the radio and the
moving pictures. These men take a good popular song and
dress it up in silks and satins. diamonds and pearls. so that
in a way it becomes a work of art. Listen in to the finesse
of some of the works that come from the fabulously husy
pen of Frank Black, Musical Dircctor of Radio City. When
we first saw the name of Ferde Grofé, he was orchestrating
very light musical scores for other musicians, The next we
heard of him came with the or-
chestration of Gershwin's Rhap-
sody in Blue. Then he blossomed
out before the public with the
“Grand Canvon Suite,” the “Mis-
sissippi Suite,” and other original
works. showing that he has me-
lodic and musicianly gifts as well
as great technical skill, and giv-
ing him a high position among
musicians.

The gifted and brilliant or-
chestral arrangers are the high
salaried musical moguls of 1olly-
wood and Radio City: but they
annot  take the place of the
original ereative composers.
Moreover, these misnamed hacks
of filmdom often have incomes
which are  spectacular.  Frank
Black admitted 1o us. some
months ago. that he was never-
theless in despair at the time for
really  good song themes upon
which to work.

It never should bhe forgotien
that Wagner himself was  for
nearly a vear a hack for a
Parisian  publisher. making  ar-
rangements of the lighter pieces
for pianoforte, and that Debussy
in his early vears made a meager
living by arranging for four
hands or two pianos the compo-
sitions of the older master. Camille Saint-Saéns. Perhaps
one of the hest roads to hbecoming a master iz first of all,
to be a very good hack.

Many masters have spent vears in the reworking of the
orchestral scores of their predecessors. Rimsky-Korsakoff
did Moussorgsky a very great service by making an entirely
new score for “Boris Godounofl,” and Erich Korngold's re-
vision of the score of “Die Fledermaus™ by Johann
Strauss, which he did for the incomparable Max Reinhardt
performance at the Deutsches Theater in Berling made of
it one of the most delightful things of its kind. These men
considered laborious work of this sort to he an honor and
an opportunity,

Hollywood now has a score of musicians with the technie
and ability of real masters, who are applyving their skill,
not to works for a Kaiserliche and a Koenigliche Hofoper,
where they might he heard by only a handful of listeners,
but to the radio and to moving pictures. where their efforts
are a delight to millions. There is an obvious disadvantage
to this. in that these men of magnificent talents and ability
may cease to write for great and permanent aims and per-
mit their precious gifts to be devoted to trifling pot
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" wrote

helped.

boilers or less enduring productions of a popular nature.

Query:—“H Wagner ilu_d written ‘Die Meistersinger’ for
the cinema only, what might have happened to it after
it had been the round of the movie palaces?” .

In .Memoriain

VER a year ago one of the foremost of American
passed to a higher existence. - X ’

In every finer sense he was a most intense and patriotic
American. He was trained musically in Europe, coming
under the instruction of the famous Stockhausen. He be-
came one .of the best known oratorio singers abroad and

.singers and teachers of singing, Horatio Connell,

was renowned for his singing .of Bach. Returning to.

America, he had many distinguished appearances and then
settled down .as a teacher, becoming remarkably successful
in his private work, at the Curtis Institute in Philadelphia,
and the Juilliard School of Music in New York, where he
succeeded Mme. Sembrich. He was the author of Connell’s
“Master Vocal Exercises.” Among the very successful
singers who studied with him :are Helen Jepson, Rose
Bampton, Nelson ‘Eddy and.Wilbur Evans. He was a man
of ‘strdng character, with a‘blithe and ¥#fppy soul, and
with x bedutiful outlook on-life which was an inspjration
to all'who:knew him. A few' months before his passing he
tl’u’:‘ follgwing impressive and prophetic poem:

_ ¢ 7 TuE BoarMaN Nears His Go.
* ‘Strong blows the wind from out the east,

" Dashing the sea foam on the shore,

Where winging gulls alight and feast,

Flying from inland moor.
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The brown thrush and the martin blue
In tree top green and azure air,
Whistle and sing the whole day through,

» While pass the June days fair.

: Alone, I row my one man boat

~ . Against the swift and rising tide,

; Watching the graceful sea birds float
Across the marshes wide.

The dreams of youth pass, mile by mile,
Joy wakes anew a slumbering soul,

Life seems so fair and all worth while,
As the Boatman nears his goal.

Real friends are never forgotten; and Horatio Connell
was claimed as a friend by many whom he had richly

. The Ubiquitous Sucker
‘ x 7 HICH MEANS that you need hardly to step a few feet

away from home without meeting someone who seems
destined by the gods to be. caught by a scheme which, to any
thinking person, is a- flagrant fraud.

When we, the Editor, were a boy, we used to tramp the
Catskill Creek, not far from where Rip' Van Winkle played at
nine pins with his little old men of the mountain. The creek
was teeming with suckers, a peculiar fish with a mouth turned
down so that it fed upon the growths on the rocky bottom.
These fish were never to be caught with a hook, but with a wire
snare on the end of a pole, operating like a lasso. The sport
was -exciting and at the same time stupid. The fish rested,
statue-like, in the clear mountain water; and the trick was to
pass the noose up over the fish's tail without touching him and
then to jerk it at the right time. Usually it required from
twenty to thirty failures to get one fish. We were so overcome

with the thrill of the adventure, however, that we embalmed
our experiences in a poém which, to our youthful great delight,
was published in “Judge.” Since then, however, we have spent
much of our time in explaining to human suckers how they:
can avoid being caught if they are not absolutely set upon
putting themselves into a noose.

Really, friends, the situation often becomes highly farcical.
So many. people resent learning the truth, especially when the
truth punctures their vanity. One good lady recently became.
very indignant when we tried to explain to her that the New

_ York firm .of alleged publishers, who were willing to print her

manuscript for a sum of about eighty-five dollars, were making.
a profit of at least sixty-five: dollars, upon a masterpiece which
would certainly die. still-born. - i . L
Yes, the fake publisher is abroad again, looking for suckers.
Do not forget that -one in Washington, some years ago, is said
to have cleaned up some two million dollars in the racket, before
he was put out of business by the Government postal authori-
ties. Thousands of wholly incompetent would be poets and
composers were induced to put their brain children into print,
with the idea that a fortune was assured. It was, but only to
the fake publisher who made an enormous percent of profit on
every sucker he landed. ' _
" One of the latest musical sucker rackets is the “*Radio Train-

ing School.” Fake schools have arisen, sometimes with fraudu-

lent apparatus, purporting to give auditions for radio work,

and pretending that, with but a few lessons, they can turn out

radio stars. Exorbitant: prices are charged for so called “inten-

sive™ tuition; and the student stands no better-chiance than any

of a thousand other music students, of becoming a- radio star.
Because of this, we have drafted the following:

Rules for Suckers

1. Before patronizing any publisher who has not a well
established name, write to the Better Business Bureau in
the nearest large city and find whether the publisher is
legitimate. T : -

2. If you receive any offers from publishers who will, for
a consideration, print your manuscript and offer it for
sale, let a Better Business Bureau advise you as to the’
reliability of the firm. 'Send the offer to the Postal De-
partment. in Washington, which is always glad to’co-
operate in the suppression of frauds. ¢

3. Remember that no legitimate publisher. solicits manu-
scripts that he does not expect to make a part of the
catalog of the firm. This means that he examines each
manuscript with a view to listing it as one of ‘the firm s
assets; and that, if he believes in it, he is willing to invest
money in it and does not ask the composer or the poet to
contribute one penny. If the publisher cannot accept
the manuscript, he sends it back and the composer has an .
opportunity to dispose of it elsewhere. It may just fit
into the catalog of some other house. Getting a manu-
script back by no means implies that it is doomed.

4. Patronize schools and teachers of known reliability. Be-
ware of those which promise miracles! Of course,
millions have been made by many in the musical field—
from Verdi to George Cohan—but it has not been done
by proprietary schools which make outrageously ex-
travagant claims. Before you believe -any high powered
advertising, which assures you that all you need is a few
lessons to make you a Lawrence Tibbett or a Grace
Moore, consult some worth while musicians and get their
advice. We know of one youthful sucker who was
taken in by a fake radio school which assured him that he
was already almost a Bing Crosby, but which quickly
changed its opinion when the student's money was gone.

5. If you want to throw away money, there are far more
pleasurable and less humiliating means of ‘doing so, than
in being a musical sucker. Try collecting discarded ink
bottles or Pullman Car stubs.
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A Career in Radio

°‘By LUCILLE MANNERS

Soprano Solowst of The Cities Service Radio Hour of
The National Broadeasting Company

A Confcrcnce Secured Expressl/v for The Etude Music Magazine
By ROSE HEYLBUT

TO A GREAT EXTENT, the artists
who appear on the important radio
hours are musicians who have proven
themselves in the public field of concert
and opera, and who are invited to perform
before the microphones as a result of their
already established musical reputations. This
circumstance often gives rise to such ques-
tions from aspiring voung beginners as:
“Is it possible to build up a radio career
without a stellar reputation?™ *Can an un-
known singer hope to develop a standing by
means of radio alone?” “Are the networks
willing to listen to anyone who is not at-
ready made?”

I am glad to discuss these problems, be-
cause my own carcer has been thus far in
radio exclusively, My case is one of a
singer who has been built up entirely in
radio, and who still dreams of a chance in
concert and opera. In telling of my own
experiences, my sole purpose is to show to
other yvoung singers (who to-day are in the
same position as myself five years ago)
that radio is by no means a scaled world,
even to those who are not stars.,

I come from the small town of Irvington,
New Jersey: I have always loved to sing
(quite apart from the professional aspects
of vocal art) : and I had no advantages by
way of “boosting”. In order to have better
opportunities for better singing, [ joined a
local opera club, which was forced to dis-
band during the depression. There [ met
my teachers, Mr. Louis Dornay and his
wife, Mme. Betsy Culp. Mme. Culp is a
close relative of Mme., Julia Culp. the
eminent Licder singer, and she has had the
same musical background and traditions.
From the very start my teachers offered
me the dual advantages of careful vocal
technic and interpretative training. In order
to continue having the benefit of this ex-
pert musical schooling, I took a position
as stenographer, supplementing my family’s
educational allowance by my own carnings,
and finishing my academic work at night
school.

Opportunity Knocks

WHILE T was TiUs occurien, the National
Broadcasting Company invited my teachers
to sing over the air on one of their pro-
grams, and they spoke to officials there,
suggesting me for an audition. The audi-
tion was granted. By way of a parenthesis,
[ suggest that it is always a wise thing to
reénforee one's application for a radio audi-
tion by credentials and recommendations
from teachers whose musical opinions may
be considered authoritative. In order to go
to the broadcasting headquarters and sing,
I asked my employers for extra time off at
my lunch hour. The regular board for audi-
tions heard me; and during the time there
came a telephoned request for me to repeat
a song, for one of the company’s executives
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who wished to listen to me from his own
ofhice.

The audition ended; [ heard no decision
cither for or against my work: and I went
back to my typewriter wondering what
might be in store. At the office, next day, 1
received a telephone call from NBC, asking
me to present mysclf on the following aiter-
noon for a radio appearance. That 1s the
story of my entrance into radio. It will
prove, [ believe. that the door is always
open.

Once T had officially entered the magic
world of song, I expected to be hailed as a
star at once. But nothing of the kind
happened. 1 was given routine work to do:
which led to my use as soloist on some of
the sustaining hours  (unsponsored pro-
grams) : and still later. I was chosen for
certain guest appearances on larger, spon-
sored hours, But when those guest appear-
ances were over I went back to my small
work., Even when I appeared, for four
weeks, as substitute on the Cities Service
program I returned to my humble typewriter
afterwards: and [ was glad to have it as
a refuge. It would be pleasant, of course, to
have the big things to come at once: but,
since this is not usually possible, it is better
to be satisfied with the smaller things, and
to keep on working. After five years of
faithful working and waiting, I was sclected
as soloist of one of the network’s largest
sponsored programs,

So much for the inside secrets of break-
ing into radio. Now, what shall the voung
singer do once he, or she, gets there? My
best and most earnest advice is: “Do not
listen to people who talk to you about spe-
cial radio technic.” There is no such thing.
There is but one kind of radio technic, and

that is the correct technic of singing. The.

only thing that is the least bit special about
radio singing is the very mechanical point
of not standing too near to the microphone.
This brings with it the dangerous habit of
saving the voice and putting less than one's
best into the periormance. I stand about
two-and-a-half feet from the microphone,
and then forget about its being radio. |
sing ¢xactly as though [ were on a public
concert  platform, using the same vocal
technic and striving at all times to keep my
tones as pure and free, and my production
as relaxed and natural as is possible, Any-
thing less is not good singing, and it is a
grave mistake to suppose that radio re-
quires less than good singing.

An Exacting Art
[r TuERE WERE any possible difference to
be made between radio singing and regular
singing, [ should say that radio makes even
more exacting demands upon vocal expert-
ness. The reason for this is that, to assert
himself over the air, the singer must de-
pend upon voice alone. There is nothing
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glamorous at which the audience may look
or by which it may be captured.

Radio listeners welcome you only for the
sake of your voice and the expertness with
which you project it to them.

One of the most important problems for
the young singer to master is the art of
singing on the breath. This means the con-
servation and use of the breath supply so
that cach note will be sung full “in the
middle,”” with as little breath as possible
employed, and so that the entire supply
can be utilized easily and freely for long
interpretative passages. It is one of the
most difficult phases of the vocal art to be
mastered. The danger, of course, is in per-
mitting any of the breath to creep into the
tone, thus causing the tone to sound breathy
at the same time that the breath supply is
used up by this wasteful escape. The remedy
is to try to get as much vocal value out of
cach breath as can be done before releasing
any more. I have a very helpful exercise
for this, which aids in utilizing the breath
supply, at the same time that it gives a
more polished floritura technic. Here it is:

Ex.1

5 BeBrbril

B0 —v e
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The exercise is to be sung as it is written,
ascending the scale by half step transposi-
tions. The intervals are reversed when
descending the scale. Sing as many of these
units as can be done comfortably on one
breath: and gradually make use of all the
vowels sounds, such as ah, awe, aye, ce, ¢
(as in met), oh, oo, with the casier ones
only at first: then the more difficult; and
with a fresh vowel for cach breath. Try
the exercise first in your middle range, and
then progress gradually to the higher notes.

The question of range is also an inter-
esting one, Though I now sing coloratura
arias, I began as a mezzosoprano, The
questions arise: “When is it legitimate to
increase the range, and when is it danger-

ous?” It is legitimate to develop those
higher tones which already lie naturally in
the voice and need only to be perfected. It
is dangerous to try to sing notes which are
not natural and need to bhe pushed or
forced. Always begin to sing in the middle
register. Perfect one note at a time. Never
attemipt to sing a tone that is higher than
what you have been practicing. Instead,
feel it out and discover whether it comes
naturally or whether you have to force it.
Only your own sensations can guide you
on this point, and one should be consistently
and constantly alert for the feeling of the
thing.

For any voice of any range, one should
strive to sing only with head tones: that
is to say, with tones resonated in the
cavities of the head, behind the nose. Never
under any circumstances should one push
on the tone from the throat. In feeling out
new tones, in the legitimate development of
range, try to keep these resonance chambers
as open and free as is possible. I have
found it helpful to master a special position
of mouth, for high notes. [ do not like to
advise other singers what to do, but I am
glad to tell of my own habits. T hesitate
to call this mouth position a “smiling” one,
because of the danger of having this mis-
mterpreted as a fixed and unrelaxed grin.
So I shall say that 1 place my mouth as
though T were going to pronounce the letter
c. I realize that ¢ is a difficult vowel to
sing, and [ seldom vocalize on it but I
find it helpful to keep ¢ in mind in prepar-
ing for a high note. I prefer this position
rather than a simple dropping of the jaw,
because such a position tends to throw the
tones back into the throat.

No matter how cager you are to progress
to the difficult passages of songs or arias,
always warm up the voice with an intro-
ductory few minutes of pure scales and
vocalises.

A Sound Foundation

So MUCH FOR ACTUAL vocal points. An-
other most important matter is the general

143



musicianship of the aspiring radio artist,
Singing is not enough. Even aside from
wanting to develop into a thorough, well
rounded artist, there are very practical
reasons for studving as hard for a radio
career as one would for the opera. The
aspirant who cannot read notes fluently is
lost on the air, where program emergencies
<o often arise which make the considera-
tion of new music imperative. Further, be-
cause ear-values are intensified in radio
work, perfect  pronunciation  of  foreign
languages becomes another “must.” On the
concert stage, where light, flowers, a beau-
tiful gown, and the aspect of an enthusiastic
audience can absorb some of the listeners’
attention, it is bad cnough to hear “ick”
for “ich,” or “hooroose” for “heureuse”;
on the air, where nothing but the sound
can make an impression, it is fatal! It will
be found that even those radio singers’ of
to-day, who make no pretension to art
music but confine themselves to popular
songs and crooning, are taking more ear-
nest steps to develop their general musician-
ship than was the case not so far in the

past.
Repertoire is another  imfhensely  vital
consideration.  Let us  suppose  that our

voung candidate has secured an audition,
has passed it with success, and has actually
secured a contract for radio work. The
first thing he needs, upon which he may

ments are considered quite correct,

indeed fashionable: but four hands on
one instrument seem not so popular as for-
merly. And yet some of the finest music
of the great masters was written for four
hands on one  piano,  Mozart, Schubert,
Liszt. Brahms, and Grieg, all excelled in
this form of composition.

Interpretation of these fine duets calls
for (or “two's™) hest efforts: and
this should not he an excuse for our neg-
lect of this medium for permanent cuiture,
for which it is so excellently suited. In-
terpretation of a duet involves adjusting
the pedals for certain passages, as well as
graciously acknowledging the other play-
er's fine points in technic. There 1s nothing
else so fing in life as such mutunal recog-
nition in any art, and music lovers should
find pleasure in this pursuit.

Schubert showed a marked predilection
for writing for four hands. The “Hun-
garian Dances” of Brahms were originally
written for four hands. Grieg exhibited a
special gift for this four hand writing, so
neglected by many composers. He and his
wife, Fru Nina, were skillful ductists; and
they ifound great joy in periorming to-
gether, His jour “Norwegian Dances™ and
the two “Symphonic Picees,” all for four
hands on one piano, are gems no pianists
dare bedittle. In fact, auoting Henry T.
Finck. in his book, “Edvard Grieg”: "To
get the picce Norwegian Dances, Op. 35
at its hest for a piano solo you must first
get the original version for four hands.”
Sound advice to students, from a sound
musician.

Grieg's clever four hand transcriptions of
his own works are beautiful tone pictures.
The four hand arrangement of Schubert’s
Divertissiment a la Hongroise, with its de-
lightiul Tungarian airs, and its rich.tonal
combinations in the sccondo, is a treat for
modern cars.

YF.S. FOUR HAXDS on two instru-

one's

On Makin g Transcriptions

THERE ARE sTILL the original duets to be
had, without the arranging in some unau-
thorized shape. A good transcription as a
duet should retain the original key and not
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call, 15 a solid and varied repertoire, from
which he can choose selections of all types
for immediate use. Radio songs cannot
stand too frequent repetition. Where a con-
cert singer can prepare a single program
of twenty songs, and carry it all over the
country in visiting the different cities, the
radio singer must prepare cach concert
from entirely new material. And this ma-
terial must admit of infinite variety. There
must be operatic arias, Lieder, French music,
English songs, plantation melodies, ballads,
operetta “hits,” and dignified popular num-
bers. ANl must be there, in the mind and
m the throat, ready for use at a moment's
notice; and new songs must be constantly
added.

The radio audience, after all, is different
from that of any other musical entity.
Opera and concerts command their own
types of listeners. People know in advance
what to expect. If they like it they come,
and one can be assured of their interest by
the very fact that they do come. If they
do not like it, they stay away: and one can
be sure that only the smallest minority of
the audience has still to be converted to
the cause of good music. On the air, how-
ever, there is no one type of audience to
aim at. Everybody listens, potentially  at
least. Even if they do not turn on your
program, their dials may be set from the
last one, and you will come over to them

purely by accident. And that <heerly acci-
dental introduction may be your chance of
making new friends.

The All in All

THUS, THE GREATEST PROBLEM of the radio
singer isx the preparation of a program
which, again potenuvally at least, will in-
clude something that everybody likes, In
reaching such an audience, it s a great mis-
take to guide one's self exclusively by the
distinction between  classical and popular
songs, The andience is not interested in the
source or history of vour music. It wants
pleasing melody. This melodic pleasure may
proceed from a Schubert Licd. an arrange-
ment of Liszt's Lichestrawm (which was
not written as a song at all), a ballad by
Stephen Foster, 2 Strauss waltz, or the
theme song of a new motion picture. All,
in their respective fields, are good music.
Perhaps television may one day create a
different audience appeal, when the listen-
ers can see the singer and watch the dra-
matic interpretation of the song. But, for
the present, the aural pleasure of smooth,
lovely melody is the best vardstick by
which to measure the value of one's radio
programs. Thus, it is a wise thing to open
one’s mind to all the different kinds and
types  of songs which will provide the
melodies one needs. Do not be either high-
brow or lowbrow ; do not shun this or that

Let Us Have More Piano Duets

By OLIVE C. ENEVOLD

a single note should he changed. further
than to spread the harmontes for the four
hands. A good example is the Lichestraunte,
No. 3 of Liszt in duct arrangement. It is
richer in tone than the solo, with the showy
cadenzas discarded ;. which should  please
many sincere musicians who care not for
Liszt's sometimes {rivolous tlourishes. It
was published m Tue Etune for August,
1931, Brahms' [/ungarian Dance, No. 7, in
the original duct form, was in The LTUDE

for October, 1930: and the No. 5 in the
issue of April, 1933,

Musicians are aware that the deep tones
in the bass oi the modern grand piano
travel farther than the high ones. Also,
sound  travels  faster  in warm,  damp
weather. This may be one reasom that the
duet is considered impracticable tor the
large concert hall. Nevertheless, two intelli-
gent players must alternately tone down the
volume of sound according to the inter-

KOUSSEVITZKY READS RADIO-SENT SCORE

Wonders never cease! Dr. Serge Koussevitzky had progrc:nmed Sibelius’ Choral
Symphony “The Origin of Fire” for a late December concert of the Boston Sym-
phony Orchestra. Part of the score, sent from Berlin, was lost in the mail. The
Radio Corporation of America came tc his zid, and the missing parts were photo-
graphed from the originals in Berlin, put in a transmitting machine, and sent
through the air to New York, where a receiving machine made a copy of which
four music sheets made a page 8"2 x 11 inches. It required but seventy-two minutes
to send each of these sheets. The transmission of the severai parts took several
hours. If it had come by acroplane, it could not have taken less than two days.
By fast steamer it might have been delivered in New York in from four to five
days. This is the first time that a musical score has been sent photographically
over such a distance through the air. If this method had not been available. the
performance of this work might have had to be postponed for a week or fortnight.

type of music, All good music is welcome
on the air.

Above all, do not act the prima donna. A
radio contract is not a synonym for vocal
perfection. There is always much to he
learned and improved, and a wholesome
humility in the face of all one does not
know can help to smooth the way towards
learning.

By way of summing up such counsels as
I can give to ambitious singers who have
their eyes upon the goal of radio, make
vourself as fine a musician and as respon-
sible an artist as you can. FFind a teacher
who will impart to you the only correct
method of singing, and follow his advice,
regardless of any talk you may hear of
“special radio technic.” Do not try to hurry
the big things along. Begin in a small way,
and let your development (both vocal and
professional) come gradually. If you have
the chance to an audition by one of the
major networks, consider that opportunity
as just so much extra good fortune: but
do not expect it as your due. Try, instead,
to fit in with the plans of your local sta-
tion, and get some experience there, At
all times make vourself vocally sure and
go to your work with a reserve-fund of
repertoire that will make for a sense of
security. Then never for a moment allow
yourself to feel that radio work demands
less than any other field of musical art.

pretation, even in a small auditorium. With
discoveries now being made in the domain
of acoustics, we cannot ignore the lawe of
sound in their relation to music.

Suit the Music to the Occusion

WE HEAR COUNTLESS CONCERTS of chamber
music, but never any such programs con-
taining the charming piano duets. There
may have been rarc occasions, such as the
Schumann  Centenary Celebration of the
Classical Concert Society in London in
1010, which program admitted one piano
duet. In an article in The London Times
at the time of the celebration, the author
could not recall any other example of a
first class public occasion in London when
a piano duet had been included. No doubt
the number was a credit to the composcer,
for otherwise the editor would not have
expressed the wish to hear the “Military
Marches” of Schubert in their origial
four hand version, virtually unknown in pub-
lic to-day except in Tausig's sol
stons or as too often flared by a brass band

It is a pity that all this literaturc is con-
demned unheard in its original form. It
may be that the apparent association of
the piano duet with the amateur has some-
thing to do with the seeming boycott, and
the fact that the opportunitics for its
proper development are, for some reason,
lacking. The piano duct is an excellent
form of chamber music and should bhe cul-
tivated as such. May the day soon come
when we shall hear fine interpretations of
original duets of the masters, by artists
of the first rank!

Very few piano ducts were ritten
originally for four hands. Most of the best
duets are arrangements, some of the most
interesting being transcriptions of operatic
overtures. Among the duets originally writ-
ten in this form, those of Antonio Diabwlli
(1781-1858) are among the most interest-
ing. For the most part they are under
fourth grade. Diabelli was a priest who
later became a professional musician and
then a music publisher, Te published many
of the works of Schubert: but he underpaid
this so spontaneous and original composer
and complained that he wrote too much.
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A Romance of Easter Carols

Music of the Great Festival of the Resurrection

on a celebration
of the ancients, those for Easter have
the same Pagan origin. However, while
the two species are stmilar in musical treat-
ment, that is, built on dance rhythms, they
naturally differ widely in sentiment, one
recording the nativity, the other the resur-
rection, of Christ. Also, in the sccular
carols we find the former concerned with
feasting and jollity, whercas those for
aster are “rejoicings in nature's rebirth”
and odes to spring. Ancient races were
always sincere, and our Indo-European
ancestors, who believed that the sun was
newborn cach morning and that after rid-
ing across the world it lay buried at night,
would naturally welcome the spring.

In bleak northern climes these Aryan
sun  worshippers greatly feared the long
months of partial and days of total dark-
ness; so when days began to lengthen they
had a great festival called [lwcolar-tid, or
Turning Tide, that was joyously celebrated
with dancing and singing odes to their
god, the Sun. Each nation and tribe had
a similar festival at the bheginning  of
spring.  Early Christians  naturally used
these spring songs, with which they were
so familiar, in building those of their new
belief: for Easter, their greatest festival
of the year, coincided with the Feast of
Spring of the pagans.,

A Handmaid of Religion

SonNG AND MUsic always have been given
reverence, not only by the Hebrews but
also by all nationalities ; and ecarly Greeks,
from 1000 to 400 B.C.. c¢ven thought it
to be of superhuman origin. At a much
later date the Romans also rated music
very highly in their worship. So we find
it recorded that, at a religions celebration in
Rome, during the reign of Julins Cmesar
(100-44 B.C)), twelve thousand singers and
musicians participated. In Christian Rome
song always has formed an important part
of their services, especially at Easter. After
the silence of bells and the use of minor
chants during Holy Week, at midnight on
Easter Eve during the reading of a cer-
tain passage of scripture in the Sistine
Chapel, the bells of Saint Peter'’s, joined
by all the bells in the city, ring jubilantly ;
the guns of Castle Saint Angelo are fired;
and people crowd in and around the
churches to join in the singing of special
festival settings of the Gloria and Allcluia,
Praise Ve the Lord, This famous Sistine
Chapel is closely associated with song,
having been instituted by Pope Sylvester,
who in 314 A.D. also founded singing
schools in Rome, for boys and men.

The Greek Church, in all parts of the
world, has claborate music and ritual at
all services, but special music for aster
Day., when the theme is . Hleluia, that s
sung many times in various modes, by the
unaccompanied choir, first by the Decani,
who are trained singing monks, on the right
of the altar, then echoed by the Cantori, or
singers, on the left, after which it is again
repeated by the Decani and then by the
whole choir. On Easter Eve, at the Cathe-
dral of Saint Sophia in Constantinople—
that is in darkness except for one window
—many thousands of worshipers, hearing
lighted candles and led by the Patriarch,
march around the building, chanting. At
midnight the Patriarch strikes the  west
door with foot; the Decani, around
him, loudly chant, “Lift up vour heads, O
ye gates, and the King of Glory shall come

UST AS OUR CHRISTMAS
J CAROLS are built

his
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in.” The Cantori, inside the church. answer,
“Who is the King of Glory™? The Decand
again chant, "The Lord of Hosts: He is
the King of Glory.” Immediately the doors
swing open; suddenly the Chureh blazes
with lights; and the people crowd in and
around the church, listening to the joyiul
music and carrying eggs and other foods
from which they have abstained during the
lean days of Lent and now have brought to
be blessed. Eggs, symbolizing rebirth, al-
ways have playved an important part in
spring celebrations as well as in song, the
egg ceremonial dance being oldest known
dance. Each communicant greets the other
with, “Christ is Risen!”; which receives
the universal response, “He is  indeed
Risen,” accompanied by a kiss among high
and low,

We shall mention musical examples of
both branches of the Christian Church,
Greek and” Roman, which have persisted
throughout the ages, cach period adding
some beauty to hymn and anthem. Pope
Gregory, about 590 A, D, gave the world
a dignified mode of church music that
clearly evinces the sonorous solemnity of
Hebraic psalmody and Druidic chant.

Among Easter hymns in Gregorian mode,
with which all are familiar, the most per-
fect specimens are those translated from
the Latin, such as Allclhuia, the strife is
o’cr —music by Palestrina  (1526-1594) ;
The Lamb's Iigh Banquet, set to a 7th
century Sarum plain song ; Allchia! O sons
and daughters, let us sing is a 17th century

French melody, Other classical favorites
include, Christ the Lord is risen again, by
Johann Rosenblum (1615 ; Christ the Lord
is Risen to-day, by Charles Wesley (1789).
sung to Lyrica Davidica; and [ail the
festal Day, by Rev. James Baden-Powell
(1842). Through the years we find many
splendid Easter hymins have been written
by such masters as Sir llenry Smart, Sir
George Elvey, Sir Arthur Sullivan, Martin
Luther and other composers of every coun-
try, cach displaying his individuality in the
product of his inspiration. Among those
written in true carol or dance form is
Rejoice, To-day carth tells abroad with
holy weneration.

The word paschal, irequently occurring in
Easter hymms, is from pascka, the Jewish
passover. Most countries use variants of
this word, for Easter—to the French it is
paque; ltalians, pasqua; Dutch, paschen;
Swedish and  Norwegians, paaske; and
Welsh, paay. Germans alone call it ostern,
from the old Saxon word oster meaning
rising. Only English speaking people call
it Easter, so named after the old pagan
goddess of the Saxons, spring, estre.

Of all beautiful Easter songs, Handel's
I know that my Redecmer liveth stands
first; also among Easter choral music his
immortal and majestic IHallelujah Chorus
from the “Messiah.,” This and Bach’s
Easter music are stupendously inspiring. In
the “Passions”™ and other Easter music by
Bach, a fine cffect is gained from the fact
that for the character of Jesus the words

THE FAMOUS “ST. CAECILIA” OF RUBENS

are always accompanied by strings in con
trast to the other recitatives that are ac
companied by the clavichord.

Among the many Easter hymns in true
carol form are Laster floteers are blooming
bright, written in lilting six-cight rhythm;
the In the Star of Morning, Rising in the
Sky, in twelve-cight measure; also this de-
lightful carol for children, Stweeetly  the
birds are singing, by Remington Fairland.

Pace-Egging Song
In cheerful dance time

: == T
é‘? 3\"1 3 ¢ & o | » @ _‘_‘7—]
Oh,

—

N here come we jol — 1y boys,

==

pace

all of We've

24 q— T
y — =g i
L + = -& “w o 2

one  mind, come a

L

eg-ging, 1 hope you'll prove kind; 1
e
hope  you'll  prove kind  with your

Easo—=c=a

laf

cheer; We'lll  no more come

eggs and good
4 - — -
e ] ; -
é - &, ] = - 1 - J ﬂ
pigh you un — til  the next year.
Chorus
4 A
§ |3 B = X = -
- . I S — | S— by S, }
Fol de -~ did dle  dum, Fol de
s piv s e 11
day' Fol de did - dle  dum day.

Secular Easter carols, although always
spring songs, vary in different countries
according to the temperament of the peo-
ple. In the Tyrol, men with hats gaily
decorated with flowers and ribbons, go from
house to house during the Easter season,
serenading with bright and gay songs, tell-
ing of spring and love. A vivid contrast is
displayed by the Welsh, ho also serenade
but with a heavier type of song that is
always in four part harmony. Each ts beau-
tiful in its own character. France has a
greater collection of Easter songs than any
other country.

A typical traditional old English Easter
carol is the Pace-liguing Sony, sung to a
traditional air from \West England.

Sweetly the Birds
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A Personal Memory of Ippolitoft-Ivanoft

HE ETUDE is indebted to Pro-

fessor Vladimir Karapetoff, one of

the most distinguished of electrical
engmeer: and Professor of Electrical En-
gineering at Cornell University, for the
following letter dealing with his own very
thorough training in music under Ippolitoff-
Tvanoff (1859-1935). The composer’s real
name was Ivanoff; but, to distinguish him-
self from an older musician of the same
name, he prefixed his mother’s name, Ip-
politoff. He was a pupil of Rimsky-
Korsakoff. For some time he taught in the
Caucasus; and this led to the writing of
his best known orchestral work, “Sketches
from the Caucasus,” played by orchestras
everywhere. In 1906, when Vassily Safanoff
came to America to lead the New York
Philharmonic Orchestra, Ippolitoff-Ivan-
off succeeded hinm as Director of the
Moscow Conservatory—EDpITOR’'S NOTE.

To TrE ETUDE:

Apropos of the passing of M. M. Ip-
politoff-Ivanoff, January 29, 1935, may I
relate some personal reminiscences of this
remarkable man, as material for his future
biographers? I was born in January, 1876,
in Leningrad. During the years of 1885-89
1 was living with my father and sisters in
Baku, on the Caspian Sea. In addition to
bemg a pupil in a grade school, I was tak-
ing piano lessons of a remarkable and
original man, Christopher M. Kara-Murza.
This man noticed that I was not particu-
larly interested in acquiring piano technic
but was intensely interested in theory, har-
mony, composition, orchestra, biographies of’
great composers, and so on. He therefore be-
friended me as though I were a grown up
man, and encouraged my childish attempts
in everything musical. The piano was con-
sidered to be merely a means to an end,
and systematic practicing was not insisted
upon. In the summer of 1889 our family
moved to Tiflis, the capital of Trans-
Caucasia and the residence of the Gov-
ernor-General. The city had much better
schools than Baku, and there were also a
government opera house and a conservatory
of music. The conductor of the opera and
the director of the conservatory was M. M.
Ippolitoff-Ivanoff. His young wife was
Madame Zarudnaya, one of the leading

s

Doxology,” to distinguish it from

the Gloria in Excelsis (Glory be to
God on- ngh), known as the “Greater
Doxology.”

The Gloria Patri is a most ancient chant
of praise. Possibly the Apostles themselves
sang the first two lines in their meetings.
It is certainly traced back to the second
century.

Philo, " a’ learned Jew of Alexandna,
writes of the joyful hymn singing of the
early Chnstlans “Beautlful hymns to God
they sang,” he wntes, ‘in unison, and with
harmonies, their smgmg transported with
divine enthusiasm.”

The last two lines of the Gloria were
added later, before 529 A.D. The Gloria
was sung by martyrs in the Colosseum at
Rome,

It has been used constantly in all Chris-
tian churches, and in every nation for cen-

T HE Gloria Patri is called the “Lesser

By DR. VLADIMIR KARAPETOFF

sopranos in the opera and a vocal teacher
at the conservatory. That fall a new piano
teacher was engaged from Moscow, a pupil
of Pabst, by the name of 1. M. Matkovsky.

I was admitted to the high-school; and
then my father took me to the conservatory,
to be examined upon my skill in piano
playing, by Matkovsky, in.the presence of
Ippolitoff-Ivanoff. 1 played a few scales
and then began a concert study by
Moscheles, for which I did not have an
adequate ' technic, and which I did not
know, anyway. Then, quite abruptly, the
Director interrupted me, and, turning to
my father, said, “This boy has not the
first conception about piano playing; and,
since he does not seem to possess any ap-
preciable talent, I would not advise you to
enroll him.”

“But I want to study the piano, and I
want to learn to play,” I said vividly, be-
fore my father could open his mouth.

“You would have to start from the be-
ginning, and that is hardly worth while,”
warned the Director.

“] am willing,” said I.
come for the first lesson?”

My father good-naturedly consented, and
so I began my technical studies on the
piano. Apparently father did not believe that
a full high-school course, the piano, and
private French lessons, were sufficient to
keep his boy out of mischief; and so for
some, to me unknown, reason, the violon-
cello was added, and I had to go to the
conservatory four afternoons a week, twice
for the piano lessons and twice for the
violoncello lessons.

The Director’s disparaging remarks only
aroused 2 mad ambition in me to acquire a
wonderful technic; and, with a good foun-
dation in theory and harmony, this did not
prove to be very difficult. In a few months
I got over my inferiority complex and ap-
parently Matkovsky reported to the Direc-
tor my facility in readmg new music,
facility due to an early training in harmony
and musical form. As a result, Ippolitoff-
Ivanoff appointed me to be the official ac-
companist at student recitals, which
usually took place on Sunday forenoons.
Through these recitals I met his wife,
whose vocal pupils 1 accompanied.

At last I was allowed to appear as piano

“When may I

The Story

soloist, and I played Schubert’s Impromptu
in E-flat major, at such a terrific tempo
that the faculty members held their breath
for fear something would happen. I did
this simply to show Ippolitoff-Ivanoff how
mistaken he was in his first disparaging
remarks. After this, the Director took a
particular liking to me and endeavored to
encourage me all he could. Among other
things he invited me to be the accompanist
in a club at which selections of grand
operas were staged under his supervision.
In this manner it was my privilege to
study operating scenes and their proper
interpretation under this remarkable con-
ductor. I am sure that I have carried the
inspiration of this association to the present
day. He patiently explained to me how to
help a singer to get in, which notes to
omit in difficult parts, and how to lead the
singer in tempos without thwarting his
self-expression. Z

The next year Ippolitoff-Ivanoff organ-
ized an orchestra among the conservatory
students. He had the poor judgment to
choose Beethoven’s *“Pastoral Symphony”
for the first piece to be studied, and natur-
ally he was continuously. angry at us for
our inability even to read the notes. In
those days properly fitted glasses for a
school boy were a rarity, and I really
could not see half of the notes from the
distance at which I had to sit. He finally
rapped on his stand and pointing his baton
at me said, “You fat boy out there, why
don't you become a shoemaker? You will
never become a musician anyway.” It seems
that my figure bent forward to read the
music, and periodically drawing the bow
reminded him of a shoemaker pulling on
waxed ends. I do not remember my further
career in this orchestra, but by 1892 I
played one of Goltermann’s violoncello con-
certos, in the Director’s presence, at one
of the Sunday morning recitals. This was
one of those concertos about which Joachim
once said, “Ja, das is beinahe Musik.”

About that time the conservatory engaged
another vocal teacher, Mr. Usatiy, who
had been a well known operatic tenor but
lost his voice. It seems that differences
arose almost at once between him and
Ippolitoff-Ivanoff’s wife, and finally Usatiy
established himself as an independent vocal

of the Gloria Patri

“Glory Be to- the Father

0 .
.

turies. Millions of Chnstlans every Sunday

faﬂitm their faith in the Trinity through -
" this_ Gloria.

Polycarp, an early Christian martyr sang
“Glory be to the.Father,” as the flames

‘rosg about his’ body when "he died at the

stake. 3
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The venerablc Bede, . a_ great scholar;
when he lay dying sang ‘the Gloria: Patn
With the last- word his soul passed on’to

the God he praised. B
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" OF THE MANY TUNES ség. to the. Glorm
Patri a favorite one used to-day in mag

churches is by Henry W. Greatorex. H

was the son.of . Thomas Greatorex, an or- -

teacher and operatic coach, having fitted
his apartment with a suitable stage. By
that time I became known_ as an acceptable
accompanist and ' Mr. Usatiy invited me
to accompany scenes from grand operas
which he periodically staged for his pupils.
Thls was a double delemma for a boy’ "of
sixteer. I rontinued my studies at the con-
servatory and did not. wish to offend Mr.
and Mrs. Ippolitoff-Ivanoff by helping a

‘man with whom they. had quarreled. Again,

the rules of the high-school forbade the
pupils from going out after six, and all
the rehearsals and performances were in
the evening. My father told me that I could
do as I pleased. My piano teacher, Mr.
Matkovsky, thought that accompanymg
operas would be a fine experience for me,
and so I finally accepted Mr. Usatiy’s pro-
posal. I hasten to state that no pay at all
was attached to my duties. My official title
was Mr. Orchestras and everyone called
me that, even later when I had nothing to
do with the enterprise. Since high-school
pupils in those days wore military uni-
forms and special traunt officers were pro-
vided to spot “civies,” I went out all that
season two or three times a week, after
dark, wearing my father’s gray overcoat
and hat, and with a black mustache pasted
over my youthful lips.

In the fall of 1892 I went to Leningrad
to enter a College of Civil Engineering, and
in the summer of 1893, when back home,
I called on Mr. Usatiy. A tall young man
was also calling and Mr. Usatiy intro-
duced him to me saying, “His name is
Chaliapin; he has a fine bass voice, and
some day you will hear about him.” It
was Usatiy who discovered Chaliapin and
who was his first teacher.

I never met Mr. Ippolitoff-Ivanoff after
1892, having lived in this country since
1902. Some two or three years ago I wrote
him, reminding him of the “Pastoral
Symphony” incident and assuring him that
he was perfectly correct in his prophecy
that I should never become a musician. Yet
music has been my solace and the source
of many joys all these years, and my con-
tact with Ippolitoff-Ivanoff was a potent
factor in broadening my interest to include
vocal music and leadership, and in adding
great happiness to my life.

gamst at Westmmster Abbey Henry Great-

- orex was, himself a fine organist. In 1838

he: came to the United States and was
organist at . the’ Center Congregational
Church in. Hartford, Connecticut. Later he
went to New York City where he was or-
ganist in several Episcopal ‘churches. Final-
ly he-drifted to South Carolina, settled in
Charleston, and in the last year of his life

- there, in 1851, he published his collection

of sacred- music. The Gloria Patri is his
best known contrlbut:on, and has lived
through the years; it is- sung. in various
churches every - Sunday.

* % % % %

It is through c:thmc: that the way lies
to the solution of ewery political problem,
'since it ‘is.-through beauty that mankind
moves om to- freedom. "—Schlller, in his
“Letter on Aesthetic education.”
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OUTSTANDING VOCAL AND INSTRUMENTAL NOVELTIES
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Judge Leopold Prince

MPORTANT AN IT IS that our civie

sommunities should enjov the cultural

advantages of hearing great professional
syvmphony orchestras, 1 believe it to be even
more important that these mumcipal groups
provide their citizens with factlities for
making music themsel: In my opinion,
there s noo fimer means o1 building char-
acter than that of participating personally
i great muste. Aside from its asthetic
value and it spiritual Chie”” music brings
vith it a cortain discipline in accuracy, pre-
anel cooperation,  that  can
he equalled i any other ficld of
pleasurable endeavor, And the value of such
diseipline i~ all the greater just
it comes i the form of fun. Nttending re
hearsals regularly and punctually, reading
the correct notes from the parts, counting,
the rhythm, watching for the conductor’s
heat, coming in on time, and making pro
portioned crescendi and decrescendr, inouni
son with a hundred other plavers, all tend
to train the mind to clear, precise, and
cooperative habits of thought, And it that
does not form character, T don’t know what
will do so!

There are, of course, a number of other
advantages to be derived from group nisic
making : and for that reason | most heartily
nvite the attention of  other civie com-
munitics to this hobby of mine. For mare
than a decade, now, T have had the pleasure
of conducting my own amateur orchestra.
Recently  this orchestra became  incorpo-
rated. by Mavor LaGuardia, into the munic-
ipal life of New York City, and received
the name of The City Amateur Symphony

CINtomn, group
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The Civic Value of A Music Hobby

°By The Honorable LEOPOLD PRINCE
Justice of The Mumcipal Court of The City of New York
Founder and Conductor of the Criy Amateur Symphony Orchestra

A Confcrcnce Secured Exprcssly for The Etude Music Maga:ine

By ROSE HEYLBUT

—
Judge Leopold Prince is distinguished not alone for the 1l ’
his judicial rulings but also for the unique success @ @
porated his private hobby of music making into the : )
City. Mong with the demands of a croweded conrt calenda its attendan
' legal vesearch, he has for more than ten years managed to des a i ‘
’ howrs cach woeek 1o music wmaking, The decclopment of 1
’ significant réle it has conte to assume inocicie affaivs, is e tien t
| Drince’s tdlminating tall caders The Etude.—Editorial Note
Orchestras We are i every sense an ami- - clbow-room Teft for bowing), and <o the  edec, T \ to o play full
tenr oreamzation. Our players include a orchestra became automatically Hmited to symphonic am~. My summer vacation
doctor, adentist, a barber, a butcher, clerks,  that number. We continued i that way for is regularly spent in uncarthing new, inter
salesmen, and store employes. One ol our more than a yvear: plenty of sounds came  esting music, and ~1y e the scores,
aroup is cmploved by a great five and ten out of our windows: and the neighborhood  so that, when [ conduct plawvers, T may

i
cent cham store—and 1 have to pay that
aiant compiany two dollars for a substitute,
whenever our rehearsals or performances
contlict with the girl's hours of duty.,

Ouks [rom Acorns Grou

O R ORCITE~TRA GREW Trom the simplest b

cinninegs. 1 love music, | oplay the violin
and have Kept up my plaving all througl
my ~study and professional vears, purely as

|It'r\ul1(ll recreation. As soon as my  son
could handle a bow, heo too, was given
musical instruction. When he was about

tourteen I thought that his interest would
he further stimulated by opening to him
the riches of ensemble playving. Accordingly
we playved ducts. Presently we grew more
ambitions and invited two iriends in, to
expand our duets into quartets. Fvery I
day night my boy, his two friends, and 1
shut oursclves in our front room at home
and Iet loose our ardors, When we needed
piano accompaniment, my wife joined us,
and then we were a quintet, We had such
good times, plaving and talking it all over
afterwards (with the added attractions of
sandwiches and  ginger ale), that other
iricnds asked to join our little party. They
were admitted, but only on condition that
they bring their instruments with them.
And so our original duets grew into a
small orchestra, Our living room  accom-
modated only  twenty-two  players  (with

grew 1o know about us.

That i~ how we were invited to perform
at a nerehboring Public School, when a
campaign was under way to raise funds
for hungry children, That was altogether
an event! Here we were, performing as an
orchestra, for a public audience; and, in
the course of the evening, | called
upoit to speak. Among other thines 1 <aid
that 1 deplored the fact that sheer Tack ot
space limited our group, The next morning
I had a most gracious letter from the pri
cipal of ome of the citv's hial
kindly inviting us to use the awditorium of
her school for practice purposes, That was,
mdeed, a windfall., In no time at all owm
group expanded from twenty-two to fifty
players, then to seventy-five, and, ultimately,
to our present roster of one hundred and
ten,

Wi~

Y ]‘,n' '|~.

The Spirit Lives
We <1 nave the same  enthusiastic,
hearty, informal good time, We meet every
Friday evening, and spend a busy  three
hours in practicing and getting ready for
our public concerts, of which we give a
limited number during the winter months
and a more extended program in July, in
the city’s municipal parks (Central Park
in New York, and Prospeet Park in Brook-
lvnd. During the years of our existence,
we have grown tremendously in knowl-

I am about

! ntiously - know  what
the castest, “catch

iest™ music, we now pertforn first three

Having progressed from

symphonies  of - Becthoven, “Fourth
Symphony™ T'<ehai <Ky, “Untn
ished™ of Schubert, various symphonies of
Havdn and Maozart, and a ercat deal of
modern music=all of sich T odeel it my
duty to put herfore m nm performers,

even it I odo not 1 it “heautitul”
myselt. Tt oas my privilege to conduet all

ol 1 ! I have had
no tormal  training luctor . but,
building

rehear

upo ~ound sense of

rhythm, | : ulable books

on  conducti as well as the working

methods ot the ankin conductors o out
(L‘l,\l

Ihat, as comcisely  as possible, is the

story of our areanization’s development. It

rly inoa spirit of fun, and
it ~till vields us plenty of pleasure, But it
does more. Tt has taken one hundred and
ten young people cmy original players were
no more than fifteen years of when
they came to us) and has given them a per
sonal contact with the loftiest
minds and the most ennobling thoughts in
the world, It has <hown them that first
rate Tun i~ to he had away from street
corners and questionable saloons, It has
given them a wholesome sense of pride in
their own accomphlishments. It has taught

wis begun s

age

sense of
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them, always in the spirit of fun, the value
of precision, idealistic thinking, and pulling
together. For such reasons, 1 heheve my-
self qualified to talk at first hand of the
benefits of amateur community music mak-
ing—and 1 camot sufficiently urge  that
other communities, all the way from Port-
land, Maine, to Portand, Oregon, also try
their hands at it.

Labor Has Sure Reward

THERE ARE, OF COURSE, certain difficulties
to be overcome, The chief of these 1s the
matter of ways and means, In assembling
performers for an organization of this
kind, one will often find that some of the
most gifted are too poor to provide them-

selves  with instruments, or even with
strings  and  repairs. Frequently  white
dresses or flannel trousers have to be

furnished, for concerts. Also, there is the
question of an adequate practice hall, the
cost of new music, music stands, hghts, and
so on. That is why 1 urge that amateur
orchestras be placed on a strictly com-
munity basis. 1 have, until recently, as-
sumed the full financial hurden of our
group: but I do not advise others to do it
Try to get local authorities to grant a small
appropriation; and, as a starter, a very
small one will suffice. Get vour local school
authorities to give the usc of their premises,
rent free, for practice. Interest your local
editor in giving space to a straight “news”
reporting of your activities. And, when you
are ready for public performances, give a
concert for the henefit of your own organ-
ization, After that, play vour best and
watch what happens.

As to the choice of music that a new
amateur group should play, 1 can offer only
the results of my own experience. Pegin
with the simplest, most melodic airs. Do
not try to make too ambitious a show.
ing at the start. Progress, by healthy
degrees, to the easier symphonies of Haydn
and Mozart. Get some good archestral ar-
rangements of spirited marches. That s
how we began; and cven to-day | spend

Parexts of voung students become dis-
couraged when the child is not prepared to
play a piecce away from home, or even on
short notice in his own home. It is well
cenough to say that the student should con-
stantly review old picees in order to keep
up his repertoire, but there must he some
incentive for the young child to do this.

The following method has proved suc-
cessful.

Whenever a child plays for guests in his
home, or as a guest in another home, he is
credited with two points, If he plays at
school, Sunday School, or at a party he
gets five points, He tells the teacher at cach
lesson how many points he has carned the
previous wecek., When one hundred points
are reached, he is allowed to select a prize
from a list prepared by the teacher. These
prizes never exceed ten cents in cost, but
the list includes the things 1 a dime store
that children love and value. Some students
arn several prizes a vear in this manner.
When parties occur, those planning to at-
tend often mention to the teacher that they
are counting on carning five paoints by
playing at the party. Sunday School and
public school teachers find ready and will-
ing helpers in building programs. Mothers
have said that if guests do not ask to hear
a picce. the youngster will angle for an
invitation to play. Coaxing is never neces-
Sary.

Among the older students this problem is
solved by means of a repertoire club. We
call it the “Triad Club,” because each stu-
dent tries to add one piece to his repertoire
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much time in the libraries, searching for
new and unusual compositions, Fach year
1 try to have two or three novelties on our
program—music that is new, even, to the
professional orchestras, It was my great
pleasure thus to rediscover Haydn's ** ‘Bear’
Symphony.” It gave me even greater pleas-
ure, the following season, to find that same
score used by some of the great orchestras,
who had been made aware of it through
the efforts of our strictly amateur group.
Our program for the coming yvear will in-
clude works by Moussorgsky, Glazounow,
Ivanow, Massenet, Grieg, and Tschaikowsky.

The Conmmunity Profits

A commryity, that will give an amateur
orchestra even half a chance, will find it-
seli more than amply repaid. Here again
1 speak from experience. Apart from the
facilitiecs which such a group creates for
putting the best in music into the hands
(and souls) of its citizens, apart even from
the incalculable good it does in providing
clean, wholesome entertaimment for the
voung people of the town, the municipality
itself reaps a harvest of glory from possess-
ing a civic amateur orchestra. People come
to hear it, and take pride in it. Our own
audiences of twenty thousand a night at-
test to that, The vitality of any local “oc-
casion” is immeasurably increased by the
inclusion  of good music. Mothers and
fathers build up a very special sort of civie
pride in secing their children performing
at a dignified public concert. And the young
performers themselves are imbued with an
unequalled sense of public and civic re-
sponsibility.

It is my firm conviction that pistols
never find their way into hands that are
busy with strings and hows. In my thirty
vears on the Municipal Court bench, T have
never had a musician appear before me as
litigant in any major case. And once the
music habit is firmly rooted into people’s
souls, it never quite wears away. During
the ten vears of my orchestra’s existence
I have had a change of personnel of no

more than twenty per cent. Some of our
original group have had to drop out, of
course, through pressure of business and
lack of time: but they always come back
to our concerts, and all of them tell me
that, in the scanty leisure they do have,
they still keep up their playing.

Indeed one of our present players, an
excellent cornetist who works as a barber
during the day, prefers his music even to
his ease. This young man is not released
from his shop before nine o'clock at night,
He reached his city apartment around ten,
and spent the hours from then until mid-
night in practice. The ncighbors com-
plained, and his landlord finally told him
that he would have to give up either his
cornet or his rooms. Without hesitation
our cornetist removed himself and his fam-
ily to the country, where he has plenty of
space and no near neighbors. It is infinitely
casier, he tells me. for him to commute
to his work (and his rehearsals) than to
give up his music.

The Harvest is Plenty

As A DIRECT RESULT of the activities of our
amateur group, several of our players have
graduated to distinguished posts in profes-
sional organizations. Avram Weiss, our
recent concertmaster, twenty-one vears of
age, entered a competitive audition last
spring, with more than a hundred profes-
stonal violinists, and won the coveted post
of Assistant Concertmaster in the Indian-
apolis Symphony Orchestra. He is the third
concertmaster we have lost in that way.
Others of our performers have gone on to
scholarships in noted conservatories and
to promising carcers, Thus, a civic amateur
orchestra is valuable for the things to
which it may lead.

Another interesting experience came to
us, in this case a touching one. A noted
musicologist,  whao valuable
music library, heard some of our concerts
and came to like us. T never had the pleas-
ure of mecting the gentleman, but 1 heard
that he expressed interest and enthusiasm

possessed  a

Student Repertoires

By ALICE THORNBURG SMITH

at cach club mecting conce a month). To
be eligible for membership in this club. the
student must have five third grade pieces
memorized, For itiation the members put
the names of these pieces in a hat and draw

out one which the initiate is then required
to play.

The program for cach meeting is ar-
ranged by the vice-president, who is pro-
gram chairman. Previous to cach meeting

IS MUSIC TEACHING COMING TO THIS?
Here is a new scientific gadget from Berlin. Dr. Kurt Johnen and his wife are
demonstrating his new invention for showing the faults of the piano student, by
recording upon a cylinder the breathing and change of tension.

'World Radio Histo!

m our work. He was in poor health, took
a trip abroad, and remarked to his wife
that, if it should turn out to be a “one wav
trip,” he wished his entire library of music
to be given to me, for the use of our or-
chestra, lle died abroad, and hix rich
collection of scores and arrangements was
presented to us.

Often at the end of a winter of hard
work, we invite distinguished guest con-
ductors to lead one of our performances:
and then our players experience a real
thrill, in leaving their desks and  their
counters to follow the baton of a “profes-
sional” conductor. Among those who have
thus led our group are Mischa Piastro,
I.con Barzin, and Eugene Plotnikoff. Those
arc great occasions for me, when I find a
scat at the back of the hall and listen, as a
not quite disinterested spectator, to the
magic that comes from bencath the fingers
of these amateur youngsters,

Whatever the difficulties of getting a
civic amateur orchestra under way. [ can
say from cxperience that one of them is
more than worth the effort required. Open
vour souls to great music. Give your young
people the lift of personal contact with a
force that builds fun at the same time that
it builds character. Permit your community
to enjoy the distinction of maintaining an
imstrument for the gencral good! Take the
cultural development of the community into
vour own hands; and aim always at higher
goals and greater opportunities. My private
dream, just now, is to extend the role of
the City Amateur Symphony Orchestra
to a proving-ground for gifted young
American artists. T should like each vcar
to invite a number of conductors and solo-
ists to perform with us, who might not
otherwise have the chance of a dignified
public début. And if other communities
will do the same, we shall soon have a far
broader channel in which American artists
may launch their own carcers and the de-
velopment of their national art. Amateur
orchestras thus offer our country one of its
finest art opportunities.

the teacher gives him a list of thosc mem-
bers who are prepared to play at that meet-
ing, together with the names of their
selections. All playing must be done from
nemaory.

Ofhcers of the Triad Club are clected
senmannually, in order that a larger number
may have the opportunity of serving. There
are no fees or dues. Each member, once a
year, acts as host or hostess, receiving the
club in his or her own home, Musical games
arc played arter the program, and reiresh-
ments are served. The teacher attends as
an honorary member, taking no active part,
only making suggestions occasionally, as
this 1s a student organization. .\ business
session is held at each meeting, The secre-
tary prepares the minutes, listing the pro-
gram in full. Tt is surprising how much this
helps the students to remember the names
of compositions and composers, Club mem-
bers are always on the lookout for pieces
for their own repertoires, Requests are
oiten made for cach other’s picces. The
vounger students look forward to the time
when they will be eligible to membership
in this club.

“If music teachers in the public schools
are not cducated to the highest standards
and are not capable of teaching children the
science of music, then the value obtained
from the musical appreciation hours over
the radio is almost obliterated.”

—Dr. Walter Damrosch.
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The Threshold of Music

The Simplest Chord tn Music—T he Major Triad
By LAWRENCE ABBOTT

Assistant to Dr. Walter Damrosch

This article 1s the sccond 1 a scries on

“The Doorstep of Harmony.”

The first

appeared in The Etude for January, and an article will appear cach month hereafter

bugle calls and play them simulta-
neously, we sound a chord—the sim-
plest and most common chord in all music.
This chord is known as the Major Triad.
The word “triad” means ‘“three-note
chord.” This word may at first confuse
vou, because the bugle call notes which
form it, according to the foregoing para-
graph, are four in number. Analysis, how-
ever, will show that only three of the four
notes are actually different from each other,
the fourth being an octave, or duplicate, of
the first. On a B-flat bugle, for instance,
the four notes are F, B-flat, D and F. In
music one F is the same as another, so we
can discard the lower F as a repetition—
and the chord, reduced to its simplest
terms, consists of the three notes, B-flat,
D and F.
Ex.1

I F WE RETURN to the four notes used in

Key of B-flat
,-",_ e
= ===

Major Tnads

Bugle-call notes

Key of G J
S =

Buygle-call notes Major Triads

Notice that the triads are still triads
(threc-note chords) even when you add
other notes, so long as the additional
notes are merely octaves of notes already
in the original triad; also, that it makes no
difference which of the three notes s on
top, which is in the middle, and which be-
low—it is still the same triad. You may
play a chord C-E-6; or 15-G-C or G-C-E;
but it is always the major triad of C.

Since the major triad is ~simply a group-
ing of certain overtones, a major triad
exists for every tone in the octave. You
can pick out for vourseli the major triad
on C, from the overtones of C given on
page 7 of Tue Ervee for January, and
likewise the major triad on 1 from the
avertones of I, given on page 3 of the
same issue.

The word “major” as
triad,” means merely the greater of the
two chief kinds of triads, The other kind,
as you have probably guessed, is the minor
triad. Major and minor triads, we shall
learn later, take thetr names from their
distinguishing features: the intervals of a
major third and a minor third. respectively,
the major third being greater than the
minor.

Every major triad contains the correct
notes for playing Taps, Reveille, or any
other bugle call, Its notes are the same as
those of the 2nd, 3d, 4th, 5th, oth and 8th
notes of the harmonic serics—-so it can be
called the most natural chord in the world.
Behold the scientitic explanation why most
people prefer simple major tunes and har-
monies to the discordant music of ultra-
modern composers.,

The literature of music, from the dance
tune to the symphony, is filled with mel-
adies which rely for their beauty almost
entirely on the major triad. To name a few
at random, there are Trving Berlin's Clex-
ander’s Ragtime Band: Jerome Kern's Tl
the Clouds Roll By: the Negro convict
song, 1Vater Boy: the Sapphic Ode of
Brahms: the first theme of Beethoven's
“Froica Symphony,” and the prayer from

used in “major
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Humperdinek's opera, “Hansel and Gretel.
Here are the first few measures of the
prayer, as they appear in the prelude to

the opera.
Ex.2

In the first and third measures, not only
does the harmony limit itself exclusively
to the triad of C, but the melody, too, out-
lines the same triad. In the other measures
we find somewhat more variety: triads on

F, G and C.
Related Triads

EvEN THE SIMPLEST of tunes requires a
little freedom of melody and variety of
harmony. So unless we are content to listen
to bugle calls all our lives, we must look
further for our source of tunes and chords
than the lone major triad which has so
far occupied our attention, Fortunately, we
have not far to look. Every major triad has
its quota of family connections—other triads
to which it is related.

In all, of course, there
major triads as there are
piano. But since the vartons are
mere duplications of cach other we had
better say that there are as many different
major triads as there are notes (hoth black
and white) within an octi are
twelve, Fach of these twelve triads has a
refationship to every other one—in some
cases, an excecdingly close relationship; in
other cases, so distant as to seem almost
like no relationship. FFor instance, the triads
on C and F-sharp do not appear to be on
speaking terms at all. Tt is as if they were
at opposite ends of the carth. Every major
triad, however, does have two immediate
neighbors—two other closely related major
triads. The three of them together form a
relationship so strongly knit that they have
become an overwhelmingly important fea-
ture of almost every page of music ever
written.

Let us track down these three triads.
Suppose we start with a single tone — C.

Ex.3

%=

We are going to make this tone the
starting point and finishing point of our
present exploration. It will remain the key-
note of our discussion. Therefore we shall
call C the tonic, or principal tone (keeping
in mind that the word fonic in music
not refer at all to medicinal or invigorat-
ing properties, but is simply the term used
to deseribe the “queen bee™ of a setoof
tones, around which the other tones swarm).

The overtones of ¢ — the which
form the notes of the bugle calls— produce
the chord known as the C major triad.
When C is tonic, we can speak of this triad

are as
notes i

many
the
octaves

does

O1es

as the tonic triad because it is
based on the tonic note.

Ex. %

Among the overtones of C, we find that
one note in particular stands out as being
second in importance to C itself. It occurs
three separate times among the first eleven
overtones. That note 1s G (four white
notes above C on the piano). This second
most important note is called the dominant
note.

We can form a chord from G exactly as
we have done from C; for G can also be
considered as a fundamental tone, with its
own serics of overtones. It, too, has its
bugle call notes—4, 5 and 6 in its harmonic
series—and when we put them together we
have the triad G-B-D.

Ex.5

This triad is called the dominant triad of
the key of C. The dominant is like a brother
to the tonic, so close is its relationship. No
doubt you have already guessed that it is
one of the family trio to which we have
referred.

Every note that exists has its dominant,

which, we shall discover later, is the fifth
note in the scale which starts with the
tonic as its first note. C-sharp has its G-

sharp; E-flat has its B-flat; A has its E;
and so on.
Ex.6
. e
{ i . - ﬂ
Tonic  Dominant Tonic  Dominant
~ N . R
E v E 1
Tonic  Dominant Tonte  Dominant
Many a tune has gotten along perfectly
well on tonic and dominant harmonies

alone. For example, Hail, Hail, the Gang's
Al Here, Among the popular songs of re-
cent years, Hagon Hheels and [lappy
Days Are Here Again run ahmost thetr en-
tire length on the impetus of these two
chords: while the classic music of the
cighteenth  century  provides  innumerable
examples  of melodies harmonized in a
similarly simple fashion.

Here are eight measures of [Hagon
I .lh‘g'[.f.
Ex.7 Wagon Wheels
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directly

(Quotation from Wagon Wheols used by per-

misxion of the publishers, Shapiro, Bernstein
& (o, Inc.,, New York.o)

Then in the “Symphony, No. 88" of
Haydn, the Alleyro (last movement) has
this passage:

Ex.8

Eé%v = _“._ g—,_‘

Tnmc Dominant Tonic

The tonic and dominant chords here are
triads on GG and D.

The Finale of Beethoven's * ‘Immortal
Fifth’ Symphony” begins with this simple
but stirring passage.

Ex.9

Tonic Dominant Tonic

T
!}

By the insistent use of the two simplest
and most natural chords in the vocabulary
of music, Beethoven imparts to this pas-
sage an clemental simplicity and strength.,

It has been already stated that every note
has a dominant. Since this is so, it stands
to reason that every note must also be the
dominant of some other tonic, and that a
note which is the dominant of its neighbor
on one side is at the very same time the
tonic of its neighbor on the other side.
Thus every note can be visualized as form-
ing part of an endless chain. Looking at
C in this light, we regard it as one link
in a chain of dominant-tonic relationships.
On its right stands its dominant, G. On its
left is the note which holds the same re-
lation to C as O does to G, and which
therefore constders C its dominant. This
note is C's sccond most important neigh-
bor—and 3t is I, to be found as mam
notes below Cas G s above C.

The overtones of | contain these bugle-
call notes—the notes of the F  Major
Triad:

The note C, we discover, holds the same
dominating position in the F triad which
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G held in the chord of C, If C‘\ as, doml_‘

nant, is a brother to F,- \xhat 1s
to C? Surely that of a Kistet 12 'As*a’ “mat

of fact, there is somethfpg femmme a‘bout.
F (and F harmonies) in ¥elation to C and’

G. The sister tone happens to be called the
Subdominant. And the sister chord is called
the Subdominant Triad. %85, %

with "x’s.

the chorus it is harmonized with sub- ~
-dominant and tonic chords.
With the subdommant our family trio is

We already have seen'ﬂlfat the brothex;lyJ now completg Here are all three chords,”
dominant triad can be us;sbwnth the tomc,' in relatxon to each other:

to provide music of a rugged masculme ’
character. In the same way the femmme :
qualities of the sisterly subdominapt’ “triad

impart a soft, gentle quahty to thé music
it touches, Peacefulness is implicit in_the
“A-men” sung at the close of hymns (sub-
dominant triad followed by tonic triad).
The Lullaby of Brahms soothes with its
repeated subdominant chords. The Prayer
of “Hansel and Gretel,” of which the open-
ing has already been quoted, closes with
gentle subdominant triads. Here is the
passage as it occurs in the forest scene,
when Hansel and Gretel sink down on the
moss and go to sleep with thexr arms
twined round each other:

Ex.11

(Quotations from *“Hansel and Gretel” used
in this article are by permission of the pub-
lixhers, B. Schott's Sdhne, Mainz. American
sole agents, Assoclated Music Publishers, Inc.,
New York.)

‘The subdominant chords are marked

Ex.l2

g g——A
Subdominant Tonic Dominant '
Sister . Brother

These three chords form a triumvirate
which rules the great majority of musical
compositions with an iron hand. If you do
not believe it, listen to the famous old
Stephen Foster song, Old Folks at Home.
Its entire twenty-four measures are har-
monized with these three chords. You will
find them in the opening phrase:

Ex.13

X &g
s ¥ o 9 w. ]
*Way down up-ofi de |Swa-nee Riv-er,
Tonic Brother Tomic Ssater
t ! : —
—=r=
L ] 3.
Far, far a way,
2 =t
F—W— 88—+ ——
y L i '
Tonic Brother

Another familiar song which uses only
tonic, dominant and subdominant chords is
the old Spanish air Juanita, for which the
so popular words were written by The
Honorable Mrs. Norton, granddaughter of
Richard Brinsley Sheridan, the famous
Irish wit and playwright.

.

FIFTY YEARS AGO THIS MONTH

FeLix L CouppEY, one of the most emi-
nent teachers of the piano which France
has produced, and especially successful in
the development of artists with an ex-
quisitely finished technic, had this to say
in our columns:

“However gifted the pupil may be, how-
ever rich the talent nature has bestowed
upon him, if practice has not made his fin-
gers flexible, if by persevering work he
has not overcome all the difficulties of exe-
cution, not only will there be a height of
perfection to which he never will attain,
but sooner or later his progress will be
arrested by unforseen obstacles. The study
of technic, therefore, must enter largely
into the plans of every student who aspires
to brilliant results ; a quarter or, better still,
a third of the time devoted to the piano
should be given to it.

“On this point the teacher will sometimes
meet with resistance, for it must certainly
be acknowledged that the practice of exer-
cises is dry and unattractive, and the pupil,
in his.ignorance, will often dispute the use-
fulness .of it. If this opposition cannot be
overcome by persuasive means, if the pupil
is not yet old enough to listen to the teach-
ings of experience and reason, the instructor
should adopt a more decided course of
action and insist on the mechanical parts
being practiced in his presence. T.he teacher

who seldom asks for scales and exercises
may be certain that his pupils, left to
themselves, play them more rarely still; but,
on the other hand, the teacher who adheres
to the excellent method of opening each les-
son by spending some minutes on gymnas-
tics for the fingers will obtain good results
in the very cases where simple advice
would be unheeded. Success will nearly al-
ways justify his expectations, and pupils
unwittingly induced by the force of habit,
will, little by little, and of their own accord,
be led to reproduce the order of work
adopted at the lessons, in their regular
practice, and thus a good cause is gained.

“For the development of technic the
exercises should be practiced in a very
moderate tempo, the only way of acquiring
a good articulation and perfect equality. A
close attention is also indispensable, for it
is a grave error to believe that the end is
accomplished because the fingers are moved
during a stated time. Kalkbrenner, in his
method, advises pupils to read while prac-
ticing exercises, but I cannot agree with
the opinion of this illustrious master. I
think that too much care and reflection
cannot be brought to the work. If the atten-
tion is relaxeéd; if the mind is distracted, the
ﬁngers* act- mechanically, and will only, ac--
quire, in a very imperfect manner, the
essential gualities of good touch.”

* % % % ¥

“In my opinion music should be taught in every school and college in the
land. I do not think there is anything more helpful than good sweet music;
and in my judgment more people have been brought to order and more souls
saved through sweet music in the churches than have been saved by the
whooping and howling of evangelists and preachers.”—Cole L. Blease.
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In each case the subdominant
s re tnon ‘chord is followed by a tonic.

ri Even' Al Jolson’s famous song, Mammy,-
proves to be no. exception to the rule. The
second time the word Mammy appears in
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) HE FORMATION of ¢ the NBC,
I Symphony Orchestra and Tdscanini’s
return to. Amenca to_conduct it has .

been the big ‘news “of - radio’ this winter. -

:.America, which to-day qwns the seyeral

finest symphony orchestras in the world,’

has never had a radio orchestra, prior to
this past fall, to compete with the British
Broadcasting Symphony Orchestra. Those
who know "the recordings of this organiza-
tion have long been aware of its excellence.
It is one of the two leading orchestras of
Great Britain.

Perhaps no newly formed orchestra,
prior to the NBC Symphony Orchestra,
ever had such a famous director as Tos-
canini to mold it into shape. We who hear
the results attained by this great musician
recognize his extraordinary genius, yet to
realize fully the scope of his artistry, one
should be permitted to hear a rehearsal or
to talk to the men in the orchestra. He not
only awakens greater appreciation of music,
those who have played under his direction
tell us, but he makes us comprehend more
fully the significance of each score he
conducts.

The first series of concerts of Toscanini
are completed, but not forgotten. His artis-
try, so cherishable, has not entirely dis-
pensed itself into air, for recordings of
some of his most notable achievements, we
are told, have been made.

More than a souvenir of Toscanini’s
association with the B.B.C. Symphony
Orchestra is his performance of Beethoven’s
“Sixth Symphony,” which was recorded in
London and released here by Victor. It is
the definitive reading of this work on rec-
ords. The bucolic charm, the whole hearted
ingenuousness of Beethoven's pastoral holi-
day is played with a rare sense of propor-
tion, nothing is overstressed nor left to the
imagination, but all is precisely, nay, prec-
iously, outlined to live memorably in those
rare moments of retrospect after the last
bar of the music has died away. What
Toscanini does with music is not to be
explained but heard. An overture to Ros-
sini’s “Semiramide” (Victor set M-408),
is given a glowing and brilliant reading,
for example, that not only incites admira-
tion but enhances seemingly the music’s
worth, .

It has been impossible, because of space
limitations, to review here all of the fine
recordings issued this past winter. As time
goes on, however, we will endeavor to call
attention to the most important items. In
view of this fact, it might be well at this
time, to invite our readers to ask their
dealer for a copy of the RCA-Victor
pamphlet, A New and Extraordinary List
of Red Seal Records, compiled by the
writer—if they have not already seen it.

Lucrezia Bori's Operatic Album (Victor
set M-405) brings us a series of arias
chosen from her favorite roles. This is a
valedictory album of operatic selections, for
the singer is no longer connected with the
opera house. Although it would be ridicu-
lous to refute the fact that Bori’s voice has
lost some of its original bloom, these record-
ings, none the less, are welcome, for her
admirable and inimitable artistry is most
assuredly set forth in them. Arias from
Mozart, DeFalla, Wolf-Ferrari, PUCCIHI,
and Massenet are included.

For occidental ears, oriental music has
never been more impressively set forth on
records than from those made by the
musicians that accompany Uday Shan-Kar,
one of the greatest male dancers of all
times (Victor album No. M-382). Any-
body who has seen these dancers and heard
their fascinating music knows its quality,
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but for those who have not seen them let us
recommend ‘that‘ they hear the Danse
Kamkcy with its. duLcet toned bowls and
its vibrant. coﬁch shell" tones, or the Tabla-
Tarangs, a musical miracle on twelve
drums, played by the talented Shirali, the
composer. and .director of the musicians.
Or again the Danse Indra, with its nostalgic
flute, or the Danse Snanum, with its mel-
odic vibrancy.

Two notable Bach sets, recently brought
out, contain the composer’s famous Passa-
caglia, played on the organ of the West-
minster Choir School at Princeton, New
Jersey, by Carl Weinrich (Musicraft Set
10), and three of his six sonatas for flute
and harpsichord, played by Georges Barrére
and Yella Pessl (Victor set M-406). Bach’s
Passacaglia owes its origin to two of his
contemporaries, Buxtehude and Reinken.
It is one of the most imposing pieces of its
kind ever written, in which the composer
gradually builds up a volume of sound and
enhances his detail from the quiet begin-
ning to the magnificent splendor of the
closing measures. Weinrich's brilliant and
majestic performance of this music is
matched by excellent recording. Barreére
and Pessl, two distinguished artists on their
respective instruments, the flute and the
harpsichord, give performances of Bach's
“Flute Sonatas,” “B minor,” “E-flat major,”
and “C major,” in which the ingenious vir-
tuosity, the lovely cantilena, and the delicacy
and humor of the music at hand are realized
in expert style.

Beethoven is said to have written his
“Sonata for French Horn and Piano, Opus
17,” in a day. It is not a great work,
although its construction is sound and its
feeling is sincere. Gottfried von Freiberg
unites with Miss Yella Pessl, at the piano,
in Columbia set X86, to give us a fine per-
formance of this music, which should prove
very welcome to Beethovenians.

Among violoncello sonatas one of the
most popular has always been the “Sonata
in A major, Opus 69,” by Beethoven. It is
a work of dignity and serenity, richly beau-
tiful in its adagio. Casals performed this
sonata in a recording some six years or
more back, now Emanuel Feuermann and
Myra Hess bring us an up to date repro-
duction of it (Columbia set 312). Although
Feuermann gives an admirable perform-
ance, it cannot be said that he eclipses
Casal's inspired reading of this work.

Piano students and music lovers alike
will find many rewarding items in recent
recording lists: a glowing performance of
Chopin’s Scherso in E major, Opus 54, by
Vladimir Horowitz (Victor disc 14634) ;
a sparkling and beautiful legato reading of
Mozart’'s “Variations on Gluck’s Unser
dummer Pobel meint,” K. 455 (Musicraft
discs 1051-52) ; an appreciative and under-
standing performance of Busoni's “Indian
Diary” (founded on American Indian
themes) by the composer’s pupil and friend,
Egon Petri (Columbia disc 69010D) ; and
a scholarly and sonorous interpretation of
Schubert’s posthumous “Sonata in B-flat
minor,” by Ernst Victor Wolff (Columbia
set 311).

Recommended: Sir Thomas Beecham's
revelatory reading of “Tragic Overture,”
by Brahms (Columbia set X 85) ; the Bos-
ton “Pops” Orchestra performance of
“Spanish Rhapsody,” by Chabrier (Victor
disc 4375); Miliza Korjus’ facile singing
of Lakme’s Bell Song and the Oriental
Prayer from Delibes’ “Lakme” (Victor
disc 12136) ; and the harpist Mildred Dill-
ing’s playing of Prelude in C major, by
Prokofieft and Pastorale, Opus 46, No. 5,
by Sibelius (Columbia disc 17107D).
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ARADE REST! The Cadet \d-
Pjutant barks his command as the sun

begins  to scet, and  firteen hundred
rifles are miraculously tilted. Sound Off!
Three thunderous  chords,  Tonic—Domi-
nant—Tonic, rolling the  parade
ground at West Point, prelude the Band
of the United States  Military  Academy
“trooping the Line.”

This is truly a new and thrilling experi-
ence for the thousands of visitors who come
to visit relatives and friends in the Corps
of Cadets, or others on duty at “The
Point.”

The trumpets and drums of the Field
Music mingle with the music of the Band
at this point in the ceremony, and the
spectators are treated to something all too
rare in this country. There are any num-
ber of bands, and hundreds of drum corps
in the United States; but it is unusual for
Americans to have an opportunity to hear
them all together, in one of the many
blood-tingling marches  written  for just
such a combination.

Visitors are accustomed to, and expect,
the meticulous marching of the Waest
Pointer and quickly notice that the band,
too, executes its own part of the display
just as faultlessly. This precision is not
strange when one remembers that this or-
ganization of musicians has served con-
tinuously at “The Point” since June 16,
1817; though not, of course, with the same
men.

As the band swings along in its trim,
conservative  blue  uniforms, faced with
white, one wonders if a ghostly company
of musicians of long ago marches with
them.

ACTOsS

Gay Uniforms

Ir 1iEY Do, they will be clad in white
uniforms, trimmed with scarlet.  Their
trousers will be tucked into high black
boots, and the nodding plumes on their
helmets will be white and scarlet. They
also managed to play their instruments
with a yellow sword suspended from a
black belt around their waists. Tt must
have been quite difficult to do: for many,
who are entitled to wear swords at func-
tions, have great difficulty in keeping them
from getting between their legs and bring-
ing on an ignominious disaster.

In view of the high cost of good music
in 1937, it is interesting to note that the

MARCH, 1938

WEST POINT’S BAND TO-DAY
The Band of the United States Military Academy at West Point, New York, during the summer of 1937; passing in review,
Cadets in summer uniform.

Bugles Over the Hudson

°By HARRY V. MILLNER

old records state that musicians and “Mar-
tial Music” were paid from seven to cleven
dollars per month. Sull it is comiorting
to read further that this munificent salary
was augmented by a compulsory donation
of twenty-five cents per month from each
cadet.

There are many amusing anccdotes to
be culled from musty papers in the tower
of the Library here. One of these about
the Band is typical. An official entry states
for posterity that “One Herman Bruno,
of Hamburg was this day enlisted. e shall
be paid nine dollars per month, provided—
he studies the bass drum. When he has
learnt to beat this ‘Great Drum’ as well
as the man who now beats it, he shall
receive ten dollars, provided further—that
when he learns to play a musical instru-
ment he shall receive eleven dollars!™ It
would amaze this no doubt earnest young
student of percussion of years ago if he
knew the salary a first class ‘“swing”
drummer can command to-day.

All members of the Band, with the ex-
ception of its Leader, Lieutenant Francesco
Resta, are enlisted men of the Regular
Army, who_ may bhe retired aiter thirty
years service, on a pension. Many of them
serve the entire thirty years at West Point,

while others have come from the Regular
Army, National Guard and the Navy. This
settles a common query of the curious, “Is
that the Cadet Band, or the soldier’s Band.
If it is the Cadet Dand, how ts it that so
many of them have gray hair?”

The reason why this exceptional organ-
ization ts practically unknown to America
at large is because its duties are exclusively
with Cadets, and its unoccupied time is so
limited that it is not available for broad-
casting.

A Gallunt Record

IT 13 1Ny ALL rrosasiLiTy the oldest band,
in point of comtinuous service in the coun-
try; as on June sixteenth the organization
completed its one hundred twenty-first year.
Day in and day out it serves The Corps
cfficiently and devotedly. It is seldom heard
outside the limits of the Reservation up
the Hudson, except when it accompanies
the Corps of Cadets to one of the Army’s
spectacular football games, to Washington
for an Inaugural Parade, or at some
patriotic or Service event within a short
distance of the Military Academy.

The amount, scope and quality of the
performance demanded of this organization
would appal musicians  who think

many

THE UNITED STATES MILITARY ACADEMY BAND
OF BYGONE DAYS

with

themselves overworked. An ordinary day
begins with a rehearsal at half past cight
of the morning. Then there is a change of
uniforms to play “Dinner Formation” (the
Cadets have to march formally to dinner) ;
and perhaps a change again for one of the
frequent military funerals (all graduates of
the Academy, and enlisted men serving
here or retired from West Point, have the
privilege of a final resting place in the
lovely  cemetery  overlooking  the  quiet
reaches of the Hudson). Later in the day
will he a change again for Parade and
Guardmount ; and there must be another
change tor the concert from seven-thirty
till eight-thirty in the evening; after which
the time of these musicians is their own.

Not only is physical equipment second to
none necessary to pass the doctor for enlist-
ment, but musical ability of a high order
is essential. A hundred years ago a desperate
urge to beat the “Great Drum” might have
got an applicant consideration; but now-
adays performers in a United States Mil-
itary Band must be able to do much more
than play marches well. Important as that
duty is, the modern conception of a band
has changed definitely in the last few years.

“Art is Long”

Tue prorvLar CONCEPTION of a band was
long a street organization that blared out
a few of the well known marches. The more
noise it made the better it was. To-day we
have with us the symphonic band. Such
great organizations as  Goldman's  Band,
and The United States Marine, Navy and
Army Bands, present a class of music
previously considered paossible only by a
symphony orchestra.

The United States Military Academy
Band has made great strides, musically,
under the inspired baton of its  leader,
Licutenant Francesco Resta, [t is a passion
with him that the only difference between
a great orchestra and a band 1s the “tone
color.” He bas demonstrated that the mil-
itary band can be just as flexible under the
baton of a master as the string ensemble.
The scoffers have come, hstened and gone
away convineed and enthusiastic, One of
the outstanding and unusual events in re-
cent musical history was the performance
of Tschaikowsky's “Piano Concerto in B-
flat minor,” with military band accompani-
ment, at West Point. Miss May Allison of

(Continued on Page 198)
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Stage Deportment at Student Recitals

TAGE DEPORTMENT may be com-
S pared to the wrappings around a

Christmas gift., In themselves they
are not particularly valuable, but they add
" much to the pleasure of receiving the gift.
It is true that pleasant and easy stage
manners will not take the place of technic

nor of mus:cal ability, any more than an’

empty, box in bedutiful wrappings ‘- will
answer the purpose of a gift, Nevertheless,
when one has somethmg to present it

should be done in an attractive manner.

Let us first consider the reason for giv-
ing students training in stage deportment.
Why is it necessary for them to bow before
and after they perform? Why should they
go on and off the stage in certain pre-
scribed ways, which may seem arbntrary?
Answermg the first question, bowing.in a
recital is very much the same as bowing
in social life. One does not absolutely have
to do it, but one is more atrractiye and a
better feeling is established in meeting peo-
ple by means of a graceful bow. Then, too,
there is the matter of courtesy.

Many people do not :actually enjoy going
to a pupils’ recital. However much parents,
and adoring aunties and uncles, may like
to hear their own relatwes, a whole evening
spent in that way. is likely.to be boring to
‘some without these personal interests. So
a pleasant bow, by way of greeting an
audxence, is a courteous acknowledgment of
their presence and may even cause them to
overlook some technical slips. Since the
audience has' put forth thé effort to come
and listen to the pupils, the pupils should
show appreciation by bowmg as they come
on the stage and again in .acknowledging
applause at the end of the number.

In Which Feathers Make the Birds

STAGE DEPORTMENT also includes the matter
of dress, and in thns the first consideration
is comfort. If one 1s to have a. new dress
or new shoes for.a recital, these garments
should be worn and the: number played
while wearing them, and this several times
before - the :day ‘of. the . recital. This will
help ward off self-consciousness, and it will
furthermore - insure theperformer against
discovering : during a number that some
ornament, bit of lace, or flowing sleeve is
distressingly in the way, or that the tight
bodice, which looks chic and feels com-

fortable when the wearer is inactive, is’

binding and uncomfortable when moving
the arms in playing. A skillful dressmaker
can add a bit of width between the shoul-
ders of a dress which will look smooth
but at the same time allow for freedom of
movement so necessary to instrumental per-
formers.

- Of course it goes without saying that
the dress must be appropriate to the time
of day. An elaborate evening gown for an
afternoon or morning recital is always in

bad taste; however, a simple, inconspicu-

ous, and sometimes inexpensive dress not
exactly formal in style, may be worn in the
evening. Tact and thoughtfulness by the
teacher are needed in this matter, as she
may be faced with the problem of a stu-
dent wishing to be excused from playing
because of not having an evening dress.
In any event she should stress the fact
that the performer and the performance are
of more importance than the dress.

Going on the stage for a number is “zero
hour” for many students. In fact to most
seasoned. artists the entrance to the stage
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By RUTH E. FRENCH

is like Coilantogle Ford in “The Lady of
the Lake”:

“See, here all vamagde.r: I :tand =
‘This being the case, a number on a pro-
gram may be said to begin just “before the

performer steps on the stage. In the. green-
room there must be neither the deadly dull- -

ness which is one manifestation iof extreme
nervousness, 1nor - the f_lutterin'g . chatter
which is another. As a rule it is best that
students do not do- much talking, as this
is likely to upset the chain of thought and
make concentratxon more difficult on the
stage.

First Im p_re.uiom La.rt

MucH oF THE INTEREST of the audience
depends upon the entrance of the performer,
because this: i ifi'a way reveals his attitude
towards his“work- The studerit who rushes
on the stage, sits at the piano, plays, and
then rushes off as if it were a hated job
well over, spoils the whole effect of the
number. No matter how lovely the piece,
no matter how well it is played, the rush-
ing type of entrance rand exit -nullifies
everything else. The -same is true of the
student who slinks nervously in and out.
He acts as if he were ashamed of himself.
He begets no respect - for - his art because
his attitude is one of depreciation, and this
is reflected in the audience. A.little too
much assurance in.the entrance s better
than not enough. The entrance of the per-

.formef whether student or concert artist

may be likened to the frame of a picture
or the stem of a rose. Singe it is of this
importance, let us give due consideration
to its place. The student who would learn
the importance of the stage entrance should
study the exquisite feminine grace:-of the
entrance of Myra Hess or the regal mein
of Harold Bauer as they make their ap-
pearance on ;the stage. The audience is
“theirs” before a note is sounded.

‘ﬁ ) 5 ) i- ‘..

A STAGE SET FOR PIANO OR
GENERAL RECITAL: --

A. Place of Pianist’s bow
B. Position of Singer or other Soloist

=_"°%

A STAGE SET FOR SOLOIST STAND-

ING IN THE CURVE OF THE PIANO
A. The Solist enters from the Left

B. The Accompanist’s Approach to the

Piano

Technically there n;re three p&ssible stage

entrances, right, left, and: center.. Of these

the center and right—as you face the audi-

ence—are consxdered best. The left entrance
is good for a singer if the piano is placed
in the middle of the stage so as to permit
him to stand in the bend of the instrument.
The line of entrance is on what is termed
the “shepherd’s crook” as is shown in the
accompanying diagrams. :

After the stage entrance the next con-
sideration is the bow. This is the perform-

er's greeting to the audience. It must be -

formal, because it is directed to at least
some strangers. It must be cordial, because
they have come to the recital. The bow re-
flects one's personality the same -as does
one’s salutation when meeting people. For
this reason the student should not_slavishly

copy the stage entrance and bow of artists.”

He should study them and note the effects
they get, but his bow must be in keeping
with his personality. A student, who copies
the entrance and bow of Harold Bauer,
will only loock pompous, because he does not
have the older man’s personality and ex-
perience to back it. In other words he does
not happen to be Harold Bauer.

The Ease and Grace of Bowing

THERE ARE FOoUrR TYPES of bows, head,
waist, hip, and ankle, according to the act-
ing joint. The ankle bow is correct for
the concert and recital stage. The man's
concert bow is taken in the following way:

heels and toes together, knees stiff, bow

over the ankle making a half - ‘moon ‘from
feet to head. Thé arms are relaxed at the
sides—not on the back of the piano chair
or across the front of the waist—they sim-
ply fall where gravity takes them. There

- should be no extra- movement with the

head, and the eyes should focus on the back
of the room. The reason for the latter is
because the audience is more interested in
seeing the face of the performer than the

“top of his head which is likely to be very

much in ev1dence if he looks at the floor.

The woman's concert bow differs from
the man’s in being more of a curtsey. The
feet are in the position 6f a natural step,
the. weight being’ on the back foot. The
knee of.that leg is bent while the other is
straight. The bow is over the ankle of the
advance foot, and the line from this foot
to the head forms a half moon. As in
the man’s bow, the arms are relaxed at the
sides and the eyes focus on the back. of
the hall. This bow may be conveniently
practiced by walking backward, preferably
before .a ‘mirror, and bowing over each
step. This practice will stand one in good
stead when two bows are to be made after
a particularly -successful number.

The place of the bow varies with the
instrument. A pianist always bows in line
with the piano seat, never correctly with
the chair between him and the audience.
It is true that some men—concert artists—
bow in the latter way; but it is still open
to the criticism that the chair cuts the fig-
ure of the pianist. Singers and performers
on other instruments come a little farther
down stage, nearer the audience, and bow
where they are to perform. After bowing,
the pianist enters the seat from the side
nearest the audience and leaves from the
same side, whether accompanist or soloist.
Sometimes an accompanist, after a num-
ber, will turn directly away from the audi-
ence. This is construed as a gesture of
modesty. He does not want to seem to
share the applause that is for the soloist;

but it is not in good form to turn the back
to the audience at any time. The accom-
panist ‘should look’ straight ahead until the
soloist - is going off the stage "then turn
toward the audience and follow. In case of
a man_ Having a lady accompanist, he ac-

_companies her on and off the stage.

And- Other Details

WHEN A PIANIST is playing two or more
numbers in a group, it is not .necessary

for him to rise between numbers to ac-

knowledge applause. It is better to turn
on the seat and bow from the hips—not
)ust a nod of the head. When the number
is finished the pianist leaves the instrument
from the down stage side, stands again in
line with the piano seat and bows. If there

. is "enough applause to warrant.two bows,

there should be one backward step between
them. If the pianist is a woman, she bows
over one foot, takes a step backward and
bows over the other, then using the rear
foot as a pivot turns and leaves the stage.
The last bow should always be over the

opposite foot from the side to which she

turns. If the applause is sufficient to de-
mand a second appearance, the performer
goes one-third to two-thirds of the way
down stage and bows. .
When there are two or more performers,

confusion must be avoided. Their entrance

and exit must be arranged so that -there
will be no crossing between performers and
audience. In a piano duet both players bow
on a line together. If there is a first and
second piano, the players bow on an obliqu=
line with the second pianist a little back
of the first. String ensemble performers
bow on a line together and enter their seats
from the down stage side. A soloist with
an orchestra bows first to the audience,
then to the conductor, and then to the
orchestra.

These details of courtesy add much to
the success of a recitdl.- They give a cer-
tain pleasing. grace to a performance and

they also add dignity- which promotes re-

spect. It is.the duty of every téacher to
instill into the minds of his pupils that a
recital is not primarily to display their
ability but rather to teach them to be able
to show .something of beauty to the world.
For this reason there must be nothing
during the time they are on the stage to
detract from that beauty. -

A Pupil’s Questionnaire
By D. D. Freas

There are nine questions which may be
asked about every new piece which is
opened for study for the first time.

1. What does the title mean?

2. Who composed the piece?

3. Where and when did he live?

4. Do you know any other compositions
by him?

5. What type of piece is it? Military?
Dreamy? Lilting?

6. In what key is it written?

7. What is the time signature?

8. Does it start slowly or quickly?

9. Do runs, chords, and so on, seem to
predominate ?

‘When the pupil is prepared with these
answers, he is then ready to start on some-
thing new and has a very good foundation
for real pleasure and intelligence in his
practice.
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Claude Debussy, standing in front of his

Home in Paris.

N RECENT YEARS the piano music
I of Claude Debussy has steadily gained

ground among teachers and students,
and everywhere there is manifested a de-
sire for a better comprehension of undoubt-
edly the greatest contributor to the piano
repertotre since Chopin and Liszt. The im-
portance of Debussy’s advent toward the
beginning of this century remains to this
day considerable. It was he who brought
about a revolution in the art of pianistic
writing, comparable in its consequences only
to that which Chopin had precipitated
seventy vears before; it was he who intro-
duced into his piano works that luscious
and atmospheric tone coloring—so novel in
its cffects—which caused him to be some-
what iirproperly labeled as an “impres-
sionist composer.”

Like all the great masters, Debussy did
not come at once into fuil possession of his
individual style. He went  through  the
normal process of evolution. It is interest-
ing to follow him from his student days,
when his style was mostly melodic and
graceful, to his maturity, when his person-
ality was fully developed and his contribu-
tions to the piano literature became more
and more important, culminating in such
works as the Images, the Isle of Joy, and
the two books of “Preludes.”

\What were the characteristics of Debussy
as a pianist? Here also he went through a
Long evolution. When in 1873, at the age of
cleven, he entered the pianoforte class of
Marmontel at the Paris Conservatory, his
natural gifts in this respect seemed far
from noteworthy: in fact, he had many
difficulties with his teacher. He was loath
to sit down at his instrument for hours
and to run scales and arpeggios up and
down the keyboard. Instead, he borrowed
from the library the scores of the string
quartets by Haydn and Mozart and spent,
in reducing and performing them at sight,
many valuable hours which Marmontel
thought should have been devoted to the
betterment of his technic. When Claude
Achille attended the class, the work which
had been assigned to him was seldom pre-
pared. Marmontel, of course, scolded, as
was befitting for upholding the dicipline
of the school; but, when he learned the
real reason, his  resentment  vanished
quickly. One day even, as he talked with
Lavignac about their mutual student, he
commented upon the youngster’s work as
f1)ll(l\\'5 a

A Characterization Questioned

“THAT LITTLE RASCAL: he doesn't care very
much for his piano, but how he loves
music!™ A statement which perhaps ap-
peared  justified, though it was
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entirely

Debussy’s Principles n

Pianoforte Playing

By the distinguished French virtuoso pramist, conductor,
Debussy disaiple and teacher

MAURICE DUMESNIL
Member of the Piano Jurics at the Paris Conscrvatory, The

Ecole Normale and the American Conscrvatory at Fontaincblen

I hat docs the “Debussy blur™ mean? M. Dumesnil, iiternationally known
as a disciple of his friend and master, Claude Debussy, presents this very in-
formative and thought provoking article, npon the occasion of the
wmiversary of the death of the great French modernist. In the last
decades Debussy's music has convmanded more and  more recognition, and
M. Dumesnil's symposium gives a new insight iwto the performance of Iis
pianoforte works, including a dissertation on the famous “Debussy Blur.”

wentieth

wo

rectified in his later illustrious years.

In reality the distinguished pedagogue
was mistaken. Claude Achille was already
very fond of the piano as an instrument ; but
he ielt stified by the strict discipline and the
rputine of the class; he had to play much
music that did not agree with his tempera-
ment and interested him very little, or not
at all; he wanted to devote some of his
time to other branches of study which at-
tracted his ardent curtosity., Conscquently
he was restless, nervous, as if torn be-
tween his own craving for freedom and
the rigidity of scholastic processes, all of
which combined to make him the rather
rebellious and erratic student who sat at
the piano and, before playing his ctude or
his fugue, improvised short preludes with
rare harmonies of his own. Then, too, he
shocked Ambroise Thomas, the director
of the school and famous composer of
“Mignon,” by the romantic expression with
which he played Bach, whose works at the
time were regarded mostly as plain ex-
ercises for the development of finger inde-
pendence.

Paul Vidal, who was his classmate and
to whom he dedicated that exquisite song,
Sleep, dear love, often recounted the queer
impression  produced upon him and the

other fellow students by the mannerisms of
Claude Achille. It seemed hardly possible
that years later he would become a magi-
cian of delicate colorings and one of the
most delightiul and patrician pianists who
ever handed a kevboard. His playing was
always interesting, but it had many faults.
His trill, for instance, was slow and awk-
ward. Then he scemed to suffer from a
sort of rhythmic complex which caused
him to overaccentuate the strong heats of
each measure, almost to the point of pound-
ing. There wcere times, in fact, when he
fairly pounced upon the keys: often he
overdid all his other effects as well, sniffing
noisily as if to help himself along through
the more diflicult passages. Sometimes,
however, when he became appeased, he pro-
duced shadings of astonishing mellowness.
His forte was the agility of his left hand.
With all these defects and qualities, his
playing had something very decidedly his
own,

At his first contest, in 1874, Claude
Achille took a sccond accessit, which
means, the last (or lowest) mention on the
list of awards; in 1875 he rose to the first
accessit, this being generally looked upon
as a “slow ascension™; and in 1876 he re-
ceived no award at all. There was a reason

M. DUMESNIL, WITH HIS “DEBUSSY CLASS” IN PARIS

This photograph =aas taken in front of the mansion, 64 Avenue Foch, where
Debussy lived from 1905 to 1918, and where he died.

Debussy at the Home of Pierre Louys,
about 1895.

for this: the ptece selected and imposed by
the director was the first movement of the
“Sonata, Op. 111" by Beethoven, and this
music, otherwise admirable, did not suit
him at all. The following vear, 1877, he had
better luck with the .lllegro {from the
“Sonata in G minor” by Schumann; and
he won the second prize. But this was as
far as he ever would go: and, in his cager-
ness to initiate himsclf into other things,
he decided to drop the pianistic issue and
resign from Marmontel's class.

A Style is Found

ONCE LIBERATED from the requirements of
the repertoire, and not having to concern
himself any more with so many hackneyed
works of mere technical appeal, his ap-
proach of the piano began to maodify itself.
In 1880, he took a brilliant first prize in
the accompaniment class of Bazille. There
his splendid  musicianship could  manifest
itself without restraint. His contest was
very brilliant indeed. Tt consisted of diffi-
cult tests, such as the instantancous realiza-
tion of a given bass, the improvisation of
an accompaniment for a melody, sight read-
ing with transposition, and reduction of
orchestral scores. Dehussy  astonished the
jury by his spontancous versatility and
also by the quality of his pianism. To his
improvisations he hrought much of that
same liquid loveliness of tone in which he
submerged the “cascades™ of rare chords
which had made him famous among the
student body.

With such achievements, Claude Achille
was ready to take his flight into the world
of composition, During his study with his
American born teacher, Ernest Guiraud,
and following his Prix de Rome in 1884, he
wrote a series of songs, Al of them were
treated cexcellently from the standpoint of
accompaniment ; and step by step Dehussy
secemed on his way to the time when he
could try his hand at writing for piano
solo and do it sucessfully.

From Ihis  first  attempt  with  the
“Arabesques,” in 1888, to the suite “Pour
le Piano.” in 1901, which marks the turn-
ing point to his greater period, he con-
tributed to the piano hiterature a series of
charming and refined compositions, all of
medium dithiculty and very cleverly writ-
ten. Among them is the famous Claire de
Lune, which in the last few years has
reached such a phenomenal popularity in the
United States. Undoubtedly the name of
Debussy has been made, in the Western
hemisphere and among the public at large,
chiefly by this delicate composition, Still,
for over forty years after its publication
in 1890, it remained dormant and almost
forgotten among general indifference. Very
few took notice of it, and less played it.
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When at last it cast its spell, it spread like
wildfire and rose instantaneously to the

‘rank of ‘a supreme favorite. How did this

happen? Nobody knows. But it did happen.
And may I say, in passing, that I was

“amused when some time ago a publisher

in New York asked me if I could not pos-
sibly bring him from France something

. that would be “another Claire de Lune.”

“That is not easy,” I replied; “because if

.1 did, you probably would not see it before

it reached success! Years ago you probably
would have rejected the very Claire de
Lune, guilty of carrying five flats in the
signature, as wcll as an intricate middle
part.”

Regardless of its incredible popular
achievement, in which luck played a part,
this fragment of the “Suite bergamasque”
remains as an exquisite sample of Debussy’s
first period. No music could be more ade-

.quate and true to its title, carrying us, as

it does, into the realm of a moonlit garden

" illuminated softly by silvery rays, at that

enchanted hour when all is repose, fra-

- grance; and mystery. .

The second .period of Debussy started

" ‘with thé “Estampes,” in 1903. Here we

bow to the full fledged master. What a rich
efflorescence of admirable compositions

.came to light during the following -decade,

the “Images,” “Children’s Corner,” the
twenty-four “Preludes,” and the “Etudes.”
Also Debussy seemed less reluctant to come
out of his solltary confinement, and on vari-
ous occasions he appeared in public, per-

- forming his pieces as well as the accompani-

ments of his songs.

A Master Finds Himself

"WHAT A METAMORPHOSIS had happened in

the playing of the former Marmontel stu-
dent: what an incredible change from the

description- giveh by Paul Vidal and men--

- tioned above! Debussy, in his mature years,

“extracted_from the keys and strings one of
-the most elusive and aristocratic tones that

ARCH brought on its bleak winds

perhaps the musician whom we |

would be least willing to spare,

.in the person of Johann Sebastian Bach, .
the great “Cantor of Leipzig,” and doubt-

fess the greatest fountain of inspiration in
the entire annals of music. Following him
came the ingenuous Haydn, with his pel-
lucid melodies so crystal clear. It has given
such master violinists as Pablo de Sara-
sate, César Thomson, Jules-Joseph-Ernest
Vieuxtemps, Otakar Sevéik, Franz von
Vecsey, Max Bendix, Wilma Neruda, and
Henri Marteau. Then there is the supreme

conductor, Arturo Toscanini. And to our .

own nation it has been especially lavish in
contributing Dudley Buck, organist, com-
poser and educator; Arthur Foote, com-
poser and teacher; Philip Hale, master
critic; Thurlow Lieurance, composer and
authority on Indian musical lore; Sebastian

Bach Mills, pioneer pianist, teacher and

composer; George B. Nevin, composer;
Everett Ellsworth Truette, organist and
composer; Harrison M. Wild, organist,
composer and conductor; and David Duffie
Wood, organist and composer.

A Natal Chronology

1st—Charles Samuel Lysberg (1821),
Ebenezer Prout (1835), John
Thomas (1826), Gottfried Weber
(1779)

2nd—Andreas Porter Berggreen (1801),
Jakob Dont (1815), William C.

Carl (1865), Johann Christian Fried-
rich Haffner (1759), Sir Geo. Alex-
ander Macfarren (1813), Francgois
(1839),
. (1846),

Planté
Roze

Marie-Hippolyte
Bedfich Smetana

can ever charm human ears. His hands
moved and waved flexibly, like a zephyr in
the spring, removing any notion of a per-
cussion instrument being used. The tone
seemed to float gently through -the air,
like the perfumes at eventide sung by
Baudelaire.

These personal appearances of the com-
poser were altogether too few. They will
never erase themselves from the memory of
those whose privilege it was to hear them.
Of special interest was the fact that, even
in such halls as the Salle Gaveau and the
Salle Erard, of moderate size, Debussy left
the lid of the grand piano closed. In this
way he could drown the tone better, an ex-
pression which may well apply to his pian-
istic art, too; though the master used it
originally in reference to harmonic tonal-
ity.

And now, why is it that so many pianists
and students seem to have such difficulty
in finding that proper atmospheric render-
ing, so necessary for an adequate interpre-
tation of his works?

In my book, How to play and teach
Debussy, I have attempted to solve this
problem, which every day becomes of
greater actuality. I believe that, following
the principles set by Debussy himself, one
should combine the traditional acquisition
of technic with that other more modern,
delicate and poetic way of producing the
tone, without which the understanding of
his music would never become an open
book. I can still visualize him as he sat
at the piano, and I can still hear his re-
marks:

“Play with more sensitiveness in the fin-
ger tips. Play the chords as if the keys
were being attracted to your finger tips,
and rose to your hand as to a magnet.”

And this:

“Too much relaxation, all the time, is not

advisable. In order that the various notes
of a chord should sound together, the fin-
gers must have a certain firmness; but the

. playing suggests:

firmness of rubber, with no stiffness -what-
soever. The little cushions at the finger tips
should be extremely sensitive, and, through
their ‘feel, one should be almost able to
foretell the quality of the tone which is
going to come out.”

A Modest Sage

CONCERNING PEDALING Debussy was almost

.as reluctant to write down any indications

as he was about the fingerings. He limited
himself to a few mentions of “the two
pedals” ; and his marks of the damper pedal
alone are exceptionally scarce. However,
if one makes it a rule to treat the runs,
arpeggios and passages not in crisp fashion,
but as “waves of tone,” and from the son-
orous and vibrating standpomt he will be
on the right path.

The word “blur” is often used in con-
nection with this matter, but to find an
actual description of what that words means
is more difficult than merely to quote it.
In the first place, one must distinguish that
the spots in which this method of tone
coloring can be'used to advantage are found
only here and there. It cannot be by any
means a general rule, and can be likened
to one particular touch used by a painter
within his varied color scheme. Otherwise,
it would resemble this curt definition once
proposed in my presence by a well-meaning
Waestern student: “Oh yes, Debussy. He is
the man who writes his music in the whole
tone scale”; when this, also, is no more
than another occasional touch from the
master’s versatile pencil.

One -should observe, in this matter of
blurring, extreme, tact and discretion;

otherwise the result might be far from grati- -

fying and turn to undesirable confusion.
Treating the arpeggios of one same tonality
in the way referred to above, cannot be
called “blurring.” It is simply a pedal
process. Here is a definition of blurring
such as my recollections of Debussy’s own
it consists of changing

Musicians of March Birth

By W. FRANCIS GATES

. (1824), David Duffie Wood (1838)
3rd—Jean-Michel d'Archambeau (1823),
Alfred Bruneau (1857), Hugo Heer-
mann (1844), Adolphe Nourrit
-(1802), Hugo Reinhold (1854),
Joseph  Sainton (1878), Gustav
Strube (1867), Sir Henry J. Wood
(1870) ;
4th—Joseph Béhm (1795), Gustav Kobbé
(1857), Paul Lacome (1838), Wat-

kin Mills (1856), Nicolai von lem

(1834)

5th—Hans Balatka (1827), Arthur Foote
(1853), Francesco Gasparini (1668),
Johann Gungl (1828), Philip Hale
(1854), Alfred Jaéll (1832), Wil-
tiam Shield (1748), William F.

- Sudds (1843)

6th—Paul Juon (1872), Harrison Major
Wild (1861)

_ most of those who participated.

of thg: offices of THE ETUDE.
The prize winners are:

PRIZE WINNERS .
“Why I Take The Etude” Contest
We are pleased to announce the- following as prize' winners in the
1»“Why 1 Take THE ETUDE” Contest,. which closed in July, 1937. It
required' many months for our judges to read the large number of

letters entered; and decision was made particularly difficult' because
. of the high standard of discrimination and ]udgment shown by the

The judging ﬁnally narrowed down to six contestants; and the final
decision was made by a musician of national reputation, independent

I, Mr. Edward J. Plank, Stevens Point, Wisconsin. . . .. .. $25.00
"2. Mrs. Harriet J. Morse, Mansfield, Massachusetts. . . . . .. $15.00
3. Mrs. Catherine Levering Bjelke, Oakland, California. .
We are deeply appreciative of the fine spirit of codperation whlch

so many of our loyal friends have shown in this contest. The wmmng
letters will be published next month.

.$10.00

—The Eduor.

the pedal just a little too late after each
chord or each harmony, or group of chords
or harmonies, in such passages that war-
rant this sort of “encroaching” process.
Remarkable examples of this instance are
found in Reflections in the water, Voiles,
and The submerged Cathedral. The titles
themselves are poetically suggestive. An
autumn landscape after Verlaine: “L’ombre
des arbres dans la riviére embrumée (the
shadows of the trees upon the misty
river),” golden leaves, and distant bells.
Then the white sails rocking lazily on the
slate blue surface of the sea, in the languid
and drowsy splendor of a summer after-
noon. Finally, the old Breton legend, the
sunken cathedral slowly rising from the
depths of the ocean and of the ages.

Throughout such pages it is appropriate
to revel in splashes of tone coloring, to try
to evoke the settings so clearly described.
Here are rare opportunities for playing ina

“muffled, floating, caressing, groping, lin-
gering” manner; all of which, combined
with a slight pedal ovembratlon, will pro-
duce exactly the effect sought for, the
“blur.”

But the very nature of this effect makes
it a tremendously arduous one to achieve
successfully. To be right, it must be meas-
ured with utmost precision; otherwise all
will be lost and the result may well be
what one plainly calls a “mess.”

In conclusion, it ought to be highly
profitable for all pianists to try to acquire
gradually an accurate conception of this
special equipment so vitally essential for a
faithful rendering of Debussy’s works. In
doing so more than one point will be
gained, because one will also come into pos-
session of a wider range of keyboard dy-
namics, with a wealth of polyphony that
will shine forth equally well in the interpre-
tation of the-old masters.

(M. Dumesnil will present in our April
issue an account of his last meeting with
the late Maurice Ravel.)

7th—Gustav  Graben-Hoffmann ’(1820),
Edward Lloyd (1845), Adele Mar-
gulies (1863), Félix-Marie (Victor)
) Massé (1822), Maurice Ravel (1875)
8th—Jean-Delphin Alard (1815), Karl
" Philipp Emmanuel Bach (1714),
William Horatio Clarke (1840),
Ruggiero Leoncavallo (1858), Otto
Taubmann (1859), Hermann Winkel-

mann (1849)
9th—Nicolas-Prosper Levasseur (1791),
Alexandre Luigini (1850), Johannes
Sembach (1881), Francis Lodowick

- York (1861)
10th—Dudley Buck (1839), Felix Borow-
ski (1872), Lorenzo Da Ponte
(1749), Rev. John Bacchus Dykes
© (1823), Henry Edward Krehbiel
(1854), Charles Macpherson (1870),
Pablo de Sarasate (1844), Theodor

Wachtel (1823)
11th—Julius Bliithner (1824), Francesco
Lamperti (1811)°

12th—Thomas Augustine Arne (1710),
Alexandre-Félix Guilmant (1837),
Sir August Manns (1825), Richard
Miiller (1853)

13th—Sebastian Bach Mills (1838), Hugo
Wolf (1860)

14th—Joan de Manén (1883), Johann
Strauss, Sr. (1804), Georg Philipp
Telemann (1681), Everett Ellsworth
Truette (1861)

15th—Johan Halvorsen (1864), George B.
Nevin (1859), Mary Turner Salter

. (1856), Niccolo Vaccai (1790)

16th—Willy Burmester (1869),

(Continued on Page 196)
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GBAND AND ORCHESTRA GIDEPARTMENT

Conducted Monthly by
WILLIAM D. REVELLI

FAMOUS BAND TRAINER AND CONDUCTOR

Epitor's NOTE

Mr, William D. Revelli hegan his musical
education in 1913, in St. Louis. Missouri,
where he was a pupil of D. Sarli of the St.
Louis Symphony Orchestra, and enrolled
in the Beethoven Conservatory of Music to
study the violin and theory. In 1919 he
entered Chicago Musical College to study
with such eminent figures as Leon Sametini.
Louis Victor Saar, and Felix Borowski.
From 1919 to 1921 he toured with the Red-
path Chautauqua. His public school music
training was obtained (1924-1936) at the
Columbia School of Music in Chicago.
where, from 1925 to 1935, he studied with
H. A. VanderCook, founder of the Vander-
Cook School of Music.

In 1925 Mr. Revelli was elected Super-
visor of Music in the Public Schools of
Hobart, Indiana, where he organized the
instrumental music department in the high
school, His work with the Hobart High
School Band has been widely noted as
phenomenal. Four yvears after its organiza-
tion the Hobart High School Band was
entered in the National Contest, and the
following year it won first place in Class
B. For five years Mr. Revelli has directed

the Hobart Band to first place in this
National Contest.
In the fall of 1935, Mr. Revelli was

elected to his present position in the Uni-
versity of Michigan. He is conductor of
the University Bands, and an Assistant
Professor in the School of Music, and
ranks among the foremost American author-
itics on school bands. He has judicated and
conducted at clinics and conferences in
practically every state in the Union, and
at present is vice-president of the National
School Band Association and a member of
the Board of Directors of the North Cen-
tral Music Educators Conference. He is a
member of the American Bandmaster’s \s-
sociation. THE ETUDE is particularly proud
to present Mr. Reveili as the head of its
Band and Orchestra Department.

O TEACHER, director nor admin-
N istrator who is a member of that
vast army of cducators concerned
with the music education program of our
youth can deny that the purposes, aims and
objectives of this program as conducted in
many of our schools to-day are notably
superior to those in vogue a few vears ago.
The rapid progress attained by many of
the bands and orchestras of our public
schools during the past decade is truly
amazing. What a far cry it is from the lit-
tle school band or orchestra of a few years
past, with its totally unbalanced combina-
tion of nstruments playing inferior music
of the “clap-trap” varicty to the present
day unit, with its complete instrumentation
presenting the works of the masters in a
manner comparing very favorably with the
performances of many of our professional
orgamzations.

Whercas, but a short time ago, very few
of our school bands and orchestras were
equipped with a full complement of the
various woodwinds, brasses and strings, we
find many of these groups to-day with a
complete quota of instruments. Only very
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“Where Do We Go From Here”

Introdnang a new and widely known editor for our Band Departmcnt

recently  have the oboe, English  horn,
bassoon, French horn, alto and bass clari-
nets made their débuts in our school bands
and orchestra~, For many years these in-
struments were shunned as a group which
could not be plaved satisfactorily except by
a talented and gifted few: or, in the case
of the oboe and bassoon. only by those
musicians classed by the layman asz “a bit
peculiar.”

We find to-day hundreds of plucky and
determined  voung  Americans  astounding
us with their remarkable technical facility
and interpretative skill upon these same
impossible instruments.

In this same line of progress we are
also greatly impressed with the gradual
development that has come about in the
quality of music being played by our mod-
ern school organizations, The caliber of
music studied and performed by the school
bands and orchestras in the not too distant
past left much to be desired. Generally, the
music itself was not worthy of serious
consideration: the arrangements were us-
ually poor, being in most instances too
thickly scored. This overscoring was in-
tended primarily for the small park band,
which was woefully lacking in instrumenta-
tion, particularly in the reed family, and
the result was na‘urally brass and percus-
sion heavy arrangements,

It i~ a short while, too, since the solo
cornet part often served as the conductor's
sole means of following the entire band’s
performance. The matter of having a con-
densed or full score was given little con-
sideration, and editing on the part of the
band conductor was a rare occurrence
indecd. Due to the efforts, however, of
various serious minded protessional and
school music conductors, and through ex-
cellent cooperation of the publishers. band
and orchestra compositions, arrangements

and transcriptions have gone through many
changes which are proving of great value
and influence to the modern conductor and
his organizations.

Impro ved Instrumentation

THE DAY OF INADEQUATE instrumentation,
mediocre arrangements, and inferior music
for our school bands and orchestras is
definitely on the wane, and although we
find many localitics where the bands and
orchestras are still struggling for more
satisfactory conditions, even in those school
svstems the seed for better music has been
sown and we can expect a decided growth
and advancement within the near future.
L.est these organizations be eliminated from
the musical picture, it behooves all of us to
consider their problems as our own, for the
criterion by which our musical develop-
ment eventually will be judged is what the
entire nation is doing, and not solely what
the more fortunate few have accomplished.
In addition to the aforementioned phases
of musical development, there is another
aspect of equal if not greater importance—
one which has been of inestimable value
and service to the present success of our
school music program. [ refer to the part
which the school administrators, boards of
education, and school patrons have playved
in the development of our program. With-
out their interest and support the school
music program could not function and the
results never could have been achieved.
Although school instrumental music did
make its bow in most communitics un-
recognized by administration, patrons or
state, these same factions were in most
cases quick to recognize the value of this
new program. School patrons readily saw
the worthiness of the music program and
what it meant in the lives of their children.
Some administrators realized the value of

THE FAMOUS UNIVERSITY OF MICHIGAN BAND
With its Seventy-seven finely Trained Performers

the music program not only from an
westhetic and cultural viewpoint, but as a
tangible means of creating a mutual bond

William D. Revelli

and a better understanding between the
home and the school. As a result of this
new attitude, the status of music in the
school curriculum has seen a remarkable
transition during the past several years.

Formerly, the majority of our school
organizations held their rchearsals by ne-
cessity before or after the regular school
day. Rehearsals and music classes of all
types were offered as extracurricular, given
without any school credit, and, i the case
of the instrumental groups, usually paid for
by the individual students. The instrumental
musical director was in most cases not a
regular member of the faculty, and his
presence in the school building was tolerated
only at the end of the school day.

From the progress achieved in this re-
spect, it is quite evident that the present
teachers of public school music should feel
grateful indeed to their predecessors for the
pioneer work accomplished, and for the
sympathetic guidance accorded the music
program by a few far seeing administrators.
Through their support and interest, we find
our bands, orchestras, and choruses of to-
day meeting daily on school schedule, prac-
ticing in acoustically treated rehearsal and
practice studios. In addition, we find a
highly developed music program for grade
and junior high school. Rhythm bands,
music appreciation, ear training and har-
mony classes, and classes in musical history
are being offered to the student who is
interested in the study of music in its va-
rious fields. Such is the greatly improved
music program in many of the schools of
our natiom.

Where do we go from here?
As Music EptcaTors truly interested in

the future of our program, we might well
(Continued on Page 193)
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A Monthly Etude Feature
of practical value,
bv an eminent

Specialist

COLUMBINE
By CHESTER NORDMAN

Like a fragrance from another age there
drifts down the years to us the ever new
story of those fanciful characters Colum-
bine, Harlequin, Pierrot and Pierrette, and
from this motley company Mr. Nordman
has chosen to draw dor readers of Tue
Ettvne this month a musical sketeh of the
flirtatious  Columbine,

Observe that this  composition  hegins
Moderato, and very gracefully, but in the
style of a caprice. bringing to mind at once
the outstanding qualitics of Columbine the
voung and lovely dancer.

Observe the sharp release of the first
phrase followed by G in the melody played
sostemto (measure 2), and the change in
pace which s clearly indicated.  This
elasticity of fempo adds to the capricious
character of the musical portrait,

The first theme is in C major. The sec-
ond, beginning with measure 17, is in the
relative minor key, A minor, and i~ 1o be
plaved with delicacy and expression as the
text indicates,

The Trio, or third scction, lies in the
subdominant kev, 19 major, and here we
find the theme in the inner voice although
plaved by the right hand. The fempo of
the Trio section is <lower although the
tone may quite properly be a hit more
resonant than in the preceding measures.
Give the proper sonority  to the melody
and let the answering accompanying chords
be echolike—sparkling but delicate.

Pedal marks are well indicated and are
to he followed exactly,

MARCH OFF TLHIE LOLLIPOPS
By Winvor Levost

With his usual Puckish understanding
of the Never-Never Land of - Childhood,

My Lemont has imprisoned in the meas-
ures of this march the genuine spirit of a
little children’s party, where the proceed-
ings alwavs include the march in to the
decorated table and the delights of creamed
chicken, ice eream and birthday cake.

The purpose of the march on such an
accasion is exactly that of military use. Tt
cnables the children to advance i orderly
fashion, hence tempo and rhyvthm are of
paramount importance.

The first section is in U major: the see-
ond in F major, subdominant key, and the
third in A minor, relative nunor kev, In
the third section the melody 15 in the bass
tor the most part and sugpests the trom-
bone section of a hand.

Set a smart pace and preserve it

MRS, WASHINGTON'S MINUET
By Prerre Laxoris Duopore

This little number atfords an interesting
example of the type of music prevalent in
“upper cireles” during Colonial days. The
minuet  was introduced  to America of
course from where it had been a
popular court dance for many years. Tlis
particular number was recently revived by
the United States Government in connec-
tion with the Anniversary  of the Con-
stitution, and its title makes it apropos for
inclusion on “American Programs.”

Preserve the same classic treatment ac-
corded this type of dance from the pens
of the older masters, Simplicity and grace
are watchwords, not overlooking phrasing,
especially the slurred groups of two in
measures fiive and six, and so on.

Strive for a broad sostenuto in the Trio
cection thus gaining contrast. As in all

France
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For Piano Teachers and Students

By DR. JOHN THOMPSON

dance forms, rhythm is uppermost. Be sure
it is well defined, therefore, hy means of
proper accent, strict  fewpo and  correct
phrasing.

HUNGARIAN ECHOES
By JaMmEes Frascis Cooke

Hungarian rhapsodies  alwayvs cmanate
the flavor of Gipsy music. The Gipsies were
a race of unknown origin, The English
assumed them to have come from Egypt,
hence the name Gypsies. The FFrench called
them Bohemians. They were severely per-
secuted and driven from one country to
another until they finally found refuge in
Hungary. They had a style of music par-
ticularly their own and it consisted for
the most part of improvisations. In grati-
tude to Hungary they adopted the Hun-
garian folk tunes as a basis for their music
and the Gipsy treatment of the Magyar
tunes finally hecame adopted as the national
Hungarian music. lLiszt set the stvle of
the Hungarian rhapsody as we know it
to-day and Dr. Cooke has carcfully pre-
served this style in the number here pre-
sented, Tt opens with the Lassi, sometimes
called Lassan, which is a very slow move-
ment in the form of a lament. This is fol-
lowed by the [riss or riska, which jumps
to the other extreme and is quite gay in
character. It is a characteristic of Hun-
garian-Ciipsy  music to change  without
warning from one moaod to the other, Fast
sad to gay; major to minor, and
are all outstanding  traits which
can be tound in this example from the pen
of Dr. Cooke. Being an extensive traveler
and an expert linguist, Dr. Cooke has come
into direct contact with the musical idioms
of many countries. This is yet another mu-
sical fimpression”™ to add to the interesting
ones that already have appeared in Tue
Foreos from Ttaly,  France, and  other
countries,

to slow
sooon,

By obeving carefully the markings in
the text 1t will be impossible to miss the
imterpretation mtended for this littke Than-
garian rhapsody.,

VOLGY BONTNEN'S SONG

s by Cnarer s Foxteyy Maxyrey

Before plaving this piece be sure to read
the note preceding  the musie which de-
sertbes in detail the origin and intent of
the music itseli. Begin with the wna corda
(left pedal) and while the notes are to he
plaved  pianissimo they must be well sus-
tained. Do not overlook the Tittle swell
and diminuendo signs in many of the meas-
urcs, They give the effect of a labared
cffort in towing the heavy barges.

As the volume increases be sure the
melody is always heard above the accom-
panving chords. There are many  parts
which will stand eft-hand-alone practice.
Regardless of the skips tnvolved and the
complexity  of the accompaniment. never
must the theme be obscured or the feeling
of drudgery be lost. The simple folk-song
ts quite descriptive ineitself and the power
of description must be added to, and not
lessened in this advanced transcription of
the famous old Russian barge-hauler’s song.

THE MUSIC BOX

By L. Lesue loti
Tere is a waltz to be plaved in the style
of a music box. Try to produce a thin,
tinkling tonc~—shallow touch; and a slight
blurring of the pedal is not only permis-
sible but desirable as it helps the music
hox imitation. Toss off the little four note

phrases in the opaning measures of the
first theme and apply clean finger legato
throughout. This  is  especially  apropos
when plaving the second theme which s
one long, continunous running  passage in
legato eighths, playved forte and brilliantly.

Note the accelerando beginning in meas-
ure 47 and continuing in effect to the very
end, where the music box runs down
suddenly.

NOCTURNE
By R, Huxminarox WoonyaN

Nocturne means night song. The title
thus indicates the proper mood to create
when playing this number by Mr. Wood-
man. The melody line is clearly indicated
and must be played of course in songlike
manner. Do not let the fempo drag. The
arpeggio accompaniment gives a  colorful
background when played smoothly and with
nuance. The broken chord figures should
be rolled rather than fingered, thus pro-
ducing a more “liquid”™ quality and blend-
ing with the melody to form a complete
whole., The mood hecomes more animated
at measure 18 and a brilliant section in
sixteenths  follows, suggesting a  decided
stirring of the night breezes. The  first
theme again enters after measure 35 and
with it returns the quiet mood of the open-
ing strains. The whole piece should be
playved with the utmost expression.

ITALIAN CONCERTO
By 1. S0 Bacn

The masterful oratorios, cantatas and
church music of Bach all indicate a pro-
foundly religions feeling. No doubt he was
greatly influenced also by the outward
symbol of his religion, the cathedral, as
all his works are perfect masterpieces of
form, design and structure. Bach experi-
enced three definite forms of architecture
in his fifetime: the Gothie, which preceded
his birth: the Baroque period, which began
shortly before his birth, and the Rococco.
which evolved during his era. His ability
to buitd musical structures on well defined
patterns  can be  readily  traced in  the
“Italian  Concerto.” Nowadays a concerto
means a solo, usually in sonata form, to
be plased with orchestral accompaniment.
In the earlier days the term was used to
designate any important instrumental picce.

Neep in mind, however, that this com-
position was written to be played, not on
a modern piano, but on a harpsichord, the
tone of which was much smaller than that
of a piano. Be therefore not too robust in
the forfe passages.

Tn this issue of Tie Ervne will be found
a master lesson on this interesting com-
position by the renowned piano virtuoso,
NMark Hambourg. Be sure to make a care-
ful study of the analysis by this great
master.

SWINGING IN TIIE TREETOP
By SIbNEY FORREST

This first grade picce shows the melody
i the left hand throughout, The right hand
plays the accompanying chords which con-
sist of the second inversion of the tonic
and the dominant seventh chord.

It should not be plaved too fast—rather
follow the text literally, that is, “Slow and
dreamily.” As is usual with first grade
picces, words are supplied, thus suggesting
proper atmosphere.

BIG CHIEF
By Roxaxa Parmon
The Indian theme is onc that always

'World Radio Histo|

Analysis of Piano Music
appearing in
the Music Section

of this Issue

delights youngsters and this one, with the
melody in the right hand against the ever
present tom-tom in the bass, should prove

of wunusual interest. Play it in rather
pompous manner suggesting the dignity
and self-esteem  associated  with  “Big

Chiefs™ in general. Let the left hand tom-
tom chords be played with dry forearm
staccato. Be sure to apply all the accents
indicated in the right hand part. Set a
moderately fast tempo at the very begin-
ning and preserve it throughout.

SANDMAN’'S COMING
By Apa RicHTER

Here is another first grade tune with
nothing faster than quarter notes in either
hand. The left hand supplies a broken chord
accompamment against the right hand
melody. Words are included. making it
possible to do the number as a song also.
A very easy but melodious little picce.

BEDTIME MARCH
By l.ovis WEeiTz
This little musical bedtime story opens
with the chimes—heard in the left hand—
after which the clock strikes seven, indi-
cated by the chords in mecasures 5 to 8.
From this point the composer very cleverly
takes the chords as a “motif” and develops
a theme in march time. It is suggested that
the chords be played with forearm attack.
The theme repeats itself, first and second
ending, after which the chimes are again
heard, the clock once more strikes seven
and its time for Betty and Ted to go to
bed.
An unusually interesting novelty which
should make an immediate appeal to any
voungster in the second grade.

A WALTZ IN SPRINGTIME
By TRENE Ropcers
Readers of Tne Ervne have come to
expect something unusually pianistic from
the pen of Miss Raodgers and this is no
exception,  Besides having  the merit  of
being tuneful, this number presents a clever
little etude in broken chords, divided be-

tween  the hands, The arpegaio  groups
should be rolled from one hand to the
other with the smoothness of an expert

juggler tossing brilliantly colored bhalls in
the air. Follow the expression marks and
the result will be a charming second grade
number which will sound much more difh-
cult than it really is.

AMARYILLIS
By THexrr Grivs

Whether this old Gavotte was composed
by Louis XIIT or not, no one can definitely
say. But in any event it has been a popular
favorite for many, many years and is as
charming and fresh to-day as the day it
was written. The gavotte is an old dance
of French origin, said to have originated
from a race of people who lived in
Dauphiny and known as the Gavots. Tt
became a popular dance at the French
court and differed from the minuet in that
the dancers lifted their feet from  the
ground instead of sliding or shuffling as
was the fashion up to the time of its ap-
pearance. It is very dignified and stately:
it is written in four-four time and begins
always on the third quarter of the measure.

Be sure to snap the grace notes lightly
and daintily into the principal notes which
follow. Play the middle section—measures
8 to 12—with vigor and mark all accents.

THE ETUDE
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Hands Mixed

1 have two young pupils aged seven
and elght whom I started to teach in
January. They are both bright and
intelligent, quick readers and other-
wise normally musical. They read the
music.correctly, but here is the diffi-
culty—neither of them cares whether
the right or the left hand plays.
Sometimes the right hand plays the
left hand notes, and vice versa. I
have never encountered such a prob-
lem before, and I have done every-
thing I can think of to break them
of this habit. Can you help me?—
M. T., Pennsylvania. - o

I'm afraid I cannot help you with this
“problem,” "as you call it, for I have
never c¢onsidered it important. I have found
that many young children are ambidextrous
—therefore it is of no consequence to them
which hand plays a series of notes. On the
contrary, it seems to me an excellent indi-
cation of good codrdination. If it disturbs
you, just try to believe that your two
pupils will soon outgrow the habit. They
invariably do. -

" Pre-School Pupils

I. am a young teacher with about
three years of experience, and there
is a possibility of my getting a couple
of pre-school children for students:
but I am a little at a loss as to how
to begin. I am afraid it will not be
gosslble to conduct an elementary

and or rhythm class, as ix usually
done in such casex. I should greatly
appreciate the names of a few books
to read. and suitable material to use.
Also, one mother of a little boy of two
is very anxious for me to do something
with him ; she 18 even willing to buy
an expensive toy piano which would
be more suitable for his hands. I per-
sonally feel the child ix too young to
work directly on the piano, and sug-
gested the trial of a nursery where
they might hawve group classes in
singing and rhythm. Are there any
books written abhout the approach to
tiny tots of that age and what is there
i‘p t‘l‘le way of materinl 2—E. 8., New
or. 9

I am glad that every year more teachers
are starting pre-school piano classes. Such
classes, when successful, pay large re-
wards, spiritual and financial, and are the
best. possible “feeders.” With pre-school
groups, it is, of course, necessary to teach
many rudiments of music in activities away
from the piano; but I firmly believe in get-
ting all children accustomed to playing the
piano as early in life as possible. Four years
of age is none too soon, in many cases. If
the boy of whom you write is precocious,
he might well be introduced to the piano as
early as three years of age. But make it a
real instrument, not a toy imitation. How-
ever, at that age you will, of course, strict-
ly limit his musical activities; play and
sing folk songs to him, holding him on
your lap as you play—so that he may
watch your. hands, the notes, or the pictures
on the music. Such a playing position is a
bit disconcerting, but with a little patience
it can be managed. Try the book of “Song

argo” (written by my two sons when
they were five and six) on him, and you
soon will have him entranced. He will
want to sing, dance and conduct the songs;
the next step—for him to play the tunes—
will follow quite naturally. All this, I re-
peat,” is advisable only if he gives early
evidence of musical interest and aptitude.

For pre-school help you might examine

the teacher’s manual of “Playing the Piano,”"

by Maier-Corzilius, especially pages 5 to

10, 14 to 16, 84 to 91; “Music for Young"

Childrén,” by Alice Thorn; and “How to
Teach Music to Children,” by Elizabeth
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Newman. For the earliest beginner’s books
I like “Music Play for Every Day”; Ada
Richter’s “Kindergarten Class Book”; “A
First Piano Book for Little Jacks and
Jills,” by Rodgers and Phillips; “Little
Songs to Play and Sing,” by Berenice
Bentley.

Some illustrated books of folk music
are the Willebeek LeMair volumes of “Lit-
tle Songs of Long Ago” and “Our Old
Nursery Rhymes”; “Sing Sang fiir's Kleine
Volk” and “Sang und Klang fiir’s Kinder-
herz”; “Vieilles Chansons et Rondes.”

All these I can highly recommend.

Use of the Pedals

1. Would you pleage tell me the
use and action of the three pedals of
an upright piano?

2. What books should.I get, that
illustrate fplu'mllng, style and inter-
pretation from Grades I to 1X?

3. What books should 1 ure to
develop the correct arm and ‘wrist
movement ? .

4, Is there any particular course
to follow for development of o:tave
passages >—P. D,, Saskatchewan.

1. The pedal on the right is the damper
pedal which, when depressed, raises the
dampers from the strings preventing them
from shutting off the tone. The pedal at
the left, the soft pedal, in many upright
pianos simply moves the hammers closer to
the strings. The middle pedal of some up-
rights is a so-called “practice’” pedal, deaden-
ing and muffling the sound so effectively
that even the neighbors downstairs will not
rap on the steam pipes; on others it is a
“systaining” pedal which usually acts only
on tones below middle C. If one or more
of these tones are played and held, with the
middle pedal depressed immediately after-
ward, they will continue to sound exactly
as though the damper pedal were used.
Other tones on the piano are not affected.
I wonder if any of those pianos of ancient
vintage still exist in which the middle pedal
releases a kind of mandolin accompaniment.
What a thrill that used to be for bad little
boys and girls whq hated to practice!

2, An impossible question to answer. I
can only recommend some material for you
to look over: Christiani, “The Principles
of Expression in Piano Playing;” Matthay,
“Interpretation;” Adolph Kullak, “The
Aesthetics of Piano Playing.”

3. For you to examine: Mason, “Touch
and Technic;” Matthay, “The Child's First
Steps,” and, “The Rotation Principle and
Its Mastery;” Maier-Corzilius, “Playing
the Piano (Teachers Manual).”

4. See: Presser, “Selected Octave Stud-
ies;” Rogers, “Octave Velocity (24 exer-
cises and etudes);” Doering, “Exercises
and Studies in Octave Playing, Opus 24.”

An Ambitious Student

1 have played the piano for eight
years. For technic building I pia
Czerny's “Op. 2909, Bach's “Two-
gart Inventions,” and still brush over

ischna, My worst trouble in playing
is blundering on wrong notes. notes
not played, and being unable to play
scales and arpeggios with respectable
speed. I work during the daytime in an
office, therefore cannot practice more
than two hours at the most at night.
What I wish to know is whether T am
trying to advance too fast, or whether
I should change teachers, My present
teacher, it seems to me, does not pay
enough attention to details of phras-
ing and pedaling, and does not seem
to care much whether I strike a wrong
note once in a while, I am also study-
ing harmony and counterpoint, to-
gether with orchestration, using the

textbooks :
armony, 3 vols.,’ .
ual of Counterpoint” : and E. Prout’s
“Double Counterpoint and **Canon
and Counterpoint, Strict and Free.”
For orchestration 1 am using For-
syth’s well known manual.—A. M. M.,

onnecticut.

followin

Anger's “Trea-
tise on

and **Man-

I love that expression, “brush over
Pischna”; and as I write this answer on
one of those swift streamlined trains of
the Middlewest, its soothing repetition
“brush over Pischna”, “brush over Pischna”,

goes perfectly with the smoothly purring -

wheels, and fills me with the same gentle
drowsiness that comes over students when
they practice such exercises. Try it your-
self and see! And now, try repeating this
instead: “No wonder you blunder”, “No
wonder you blunder”, “No wonder you
blunder”—and you have the answer to your
first question. (It goes well with the old
fashioned, flat-wheeled day coach!)

In piano playing you can never “brush
over” anything. If every moment of your
practice is not spent in the most intense
concentration, it is futile for you to go on
—especially after a day’s work at the office.
Blundering and inability to-play at good
speed are due only to lack of concentra-
tion, which means not knowing how to
practice. At night you are tired, of course,
therefore you should spend at most, one
hour at the piano. At the end of each five
minutes (by the clock) you ought to take
three turns around the room. At the end of
every twenty minutes, five minu]tes rest
during which you read the newspaper,
write, walk, lie down, anything but play
piano. Throw Pischna out of the window;
and, if your teacher cannot prescribe some-
thing better and you think he is not thor-
ough enough, throw him .1 mean,
get another at oncel

You are much too ambitious. The her-
culean tasks in counterpoint and orchestra-
tion which you have set for yourself are a
full time, many years job, which you cannot
expect to encompass. Like your piano prac-
tice, why not limit your theory work to
one hour each night, devoting yourself for
a year to a single one. of those three sub-
jects? By that time, if you have worked
intelligently and regularly under the guid-
ance of a competent teacher, you will be
surprised at your accomplishment.

Meanwhile just keep’ in mind, will you
not, that handy old saw-—“not how much,
but how well”, And try too, in all you do,
to be intense but not tense.

An Hour’s Practic!e

My worst problems are, I think,
timing—it is hard for me to keep
even ; trying to play differently—as
to speed, heaviness or lightness of
touch, and so on, with each hand:
making runs smoothly and evenly—
and, in general, playing . accurately
while playing very fast. My | best
points, I think, are that I read al-
most phenomenally swiftly and ac-
curately, have a certain musiclanly
type of touch which my husband
calls “feeling” for the piano, and find.
on re-rending a piece for expression
marks, that T have invariably done
the right thing instinctively. There!
If 1 were to fRpend say. one hour &
day at the piano practicing,  how
ghould I use that hour?—D. A.,
Missourt.

All you need is a good, “hard boiled”
instructor who will teach you how to prac-
tice; for it is easy to see that you dislike
thorough, detailed work, and have come to
rely entirely on your natural mlfsical in-
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stinct. At least twenty minutes of your hour
should be devoted to practicing short, con-
centrated finger and scale exercises, twenty
minutes more to memorizing thoroughly a
new piece, and the last twenty minutes to
working up another piece to tempo. The
short, finger exercises, memory processes
and detailed study of rapid pieces mentioned
here, all have been presented on this page
in recent issues of THE ETUDE.

The Piano Class .

I teach some class plano with any-
where from twelve to twenty pupilx.
How much time should I take out of
the hour to give the pupils private
attention ?—R. M., Wisconsin.

A teacher who has mastered class routine
usually devotes about two-thirds of the les-
son time to group work, and not more than
one-third to individual instruction. But even
when he gives a brief few minutes “private”
lesson to a pupil, he must make his criti-
cisms so vital, interesting and general that
the others will benefit. )

Among the hundreds of large classes
which I have attended very few were well
managed; it takes a perfect paragon of a
teacher—one with limitless energy, cool ap-
proach, imaginative resourcefulness, and
one who is willing to spend much time in
preparation for each group—to carry such
a class through successfully. If you could
limit your groups to six, or, at most, to
eight pupils, you would get better results.

Beginning Pedal Study

How soon should the study of the
pedal be commenced ? Will you please
give me a few ldeas on introducing
pedal study to children: alwo, are
there writings dealing with the sub-
ject 2—D. B, G.—Massachusetts.

In order that beginners may learn the
habit of complete physical “letting go,”
at the same time listening intently to the
tone produced, I recommend the use of
the damper pedal from the very first lesson.
If the student’s legs are too short, get a
pedal extension, or pedal for him yourself.

I begin with the following, done only
with single tones or isolated chords: first,
put down the damper pedal; two or three
seconds later play a single tone or chord
with fingers touching the keys before
playing; the moment you hear the sound,
let the arm bounce up in the air and back
to the lap; hold the pedal as you listen
relaxedly to the sustained sound: practice

_ this pp to ff, with single and both hands,

in widely spread positions, and in “chords”

" of two and more tones.

When the same chord or tone is played
in the various octaves, hold the pedal
through.

The “syncopated” pedal must not come
until much later, just how much later de-
pends on the progress and coordinative
ability of the pupil. “Beginning with the
Pedals of the Piano,” by Cramm, or “The
Pedal Book,” by Johann Blose (Op. 35),
will give you all the directions for foot
work that you need. Both may be procured
through the publishers of THE ETUDE.

* % %

“The present academic attil .de towards
music  history is scarcely calculated to
bring the subject nearer to the layman.”

—Paul Bekker.
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The “Italian Concerto” of Bach

A Master Lesson

longs to the less severe type of

Bach's compositions ; in fact it shows
the composer in an unusually mellow and
kindly mood.

The whole of the first movement which
I am annotating here, must be played with-
out hurry; brightly, lightly, rhythmically.
Yet, in the melodic passages, expression
must be introduced, but without sentimen-
tality, and without using too much pedal.
The fingers must be kept very close to the
kevboard in these melodic passages.

The piece opens with an encrgetic state-
ment of the main theme, in the treble, with
the three opening eighth notes being played
staccato and resolutely, and the following
quarter notes, in measure 2 heing stressed.
The notes in measure 3 should be warm
with expression, and the terminating cighth
notes of the phrase in measurc 4, namely
D and C, should again be stressed. The
phrase should then end abruptly, with a
quick lift of the hands off the keyboard,
thus giving more significance to the pause
which follows on the second beat of meas-
ure 4.

The theme starts again forte and gaily,
a fifth higher on the dominant, in measure
5, to end again equally abruptly after the
eighth note thirds, A-F and G-E, on the
first beat of the cighth mcasure. These two
thirds should be stressed as the similar
ones were in measure 4.

The Soul Must Live

ON THE SECOND BEAT of measure 8 the
three sixteenth notes in the treble, on C,
B-flat and A, must be played piano, and
lightly, to usher in the melodic theme
which continues through measures 9, 10, 11,
and 12, and which must be full of expres-
sion. A small accent is to be given on the
second cighth note, G, in measure 9 of the
treble; and a more prominent one on Mid-
dle C, in the bass, on the second beat of
this measure. A crescendo, in measure 10,
leads up to mecszopiano in measure 11, with
another small accent on the second eighth
note, high C, in the right hand, and again
a more forcible one on the F in the left
hand, as in measure 9. A further crescendo,
in measures 12 and 13, drops again on the
last half of measure 13, whilst little accents
should be given in the treble, to G, tied
quaver on the last half of the first beat
of this measure, and I¥, a tied ecighth note
occupying the same position in the second
beat.

In measure 14 the tone makes a further
diminuendo, with an accent on the tied
eighth note, E, on the sccond half of the
first beat, and reaches measure 15 in mes-
zopiano, where the sixteenth note figures
in the treble must be played very rhyth-
mically, the effect to be as much as possible
as if they were heing performed with a
bow on a stringed instrument. The phrase
in the bass, in measure 15, commencing on
the second half of the first beat with the
sixteenth notes, C and D, must be brought
out sharply, with well defined rhythm, and
with stressing of the notes, E and C, and
the bass octave C in measure 16. Mecasure
19 has a crescendo to mezzoforte; and in
measures 21, 22, 23 and 24 there must be a
continual rising and falling of tone on the
sixteenth note groups, the crescendo being
always on the second group of sixteenth
notes in the measure; and the decrescendo
on the first group of sixteenth notes. The
whole of this series of passages, which be-
gin in measure 21, and end in measure 24,
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By the World Renowned Virtuoso
MARK HAMBOURG

Mr. Hambourg brings to these lessons a breadth of wicio which, in a way,
reflects his own contacts with leading musical thinkcrs around the world. We
newver knowe whether our next letter from him may be from London, Rome,
Paris. Cape Town, Calcutta, Melbourne, Bucnos Aires, or New Orleans. No
planist is more traveled or wmore cxpericnced in matters pedagogical. The
composition analyzed will be found in the music scction of this issue.

should be brought out with emphasis and
brilliance. In measure 25 there is another
crescendo up to an accented F oon the first
beat of measure 26; and the two eighth
notes, C and F, on the second beat of this
measure, should be played very staccato
and then proceed to the two accented chords
in measure 27, which should sound out
firmly and crisply. In measure 28 an accent
must be given to B-natural, the second
cighth note in the treble, and in measure
29, the bass notes should be brought out
like the violoncello part in a quartet, and in
strict time, but emphasizing the close of the
theme.

Sound Must Echo to Sense

In MEASURE 30 (where a new and more
melodic theme is introduced, on C, the last
eighth note of the measure, and in the treble),
the tempo should broaden a little, and the
graceful phrase in the right hand be played
with singing tone, but mezsoforte, whilst
the two eighth notes, G and B-flat, on the

last beat of measure 33, in the treble, must
be crisply staccato. An accent on the first
note of measure 34 (coming after the
mordente, or grace notes), namely B-flat
in the treble, brings us to another close of
a phrase: and the notes in the bass here,
commencing on the second half of the first
beat of measure 34, must be made promi-
nent, so as to round off the statement and
at the same time prepare for the charming
development of it, which continues in mes-
sopimno until measure 39. Also, in measure
34 1 take the G and F, written in the left
hand, with the right hand, together with
the B-flat and A in the treble. Here in
measure 39 there is a little stress of the
tied cighth note A, on the second half of
the first beat in the right hand: and an-
other stress of the similar tied eighth note
on C, in the following measure.

A little crescendo in measure 41 brings
us again to a close of phrase in the be-
ginning of measure 42, where there should
be an accent on the first beat of the meas-

JOHANN SEBASTIAN BACH

From a marvelous steel point etching by Victor Mignot.

ure in the treble, on the 9, ornamented
by the mordente, and the notes in the bass
must be brought out, as in measure 34. In
measures 43, 44 and 45 the sixteeth note
groups must be played détaché (detached) ;
that is to say, starting from the second
sixteenth note of cach group, and flowing
on to the first sixteenth note of the next
group, each cluster of four notes must be
self-contained and distinetly detached from
the succeeding one. Continuing to measures
46, 47 and 48, the tied eighth notes in each
of these measures, on the second half of
the first bheats in the right hand, must be
stressed: and in measures 49 and 50 the
first sixteenth note of the first beat, and
the first and third sixteenth notes on the
second beat in the treble, should also be
especially brought out.

Conversational Music

HAvING ARRIVED at measure 51, T give ac-
cents in the left hand, on the bass C
quarter note of the second half of the first
beat; also on the B-natural which follows
the C, and on the sixteenth note C which
is the first note in the bass of measure 52.
A sudden decrescendo in measure 56 serves
to emphasize the brightness of the theme
when it is taken up forfe again in measure
57. Another drop in tone should be made
in measure 60; and the sixteenth notes—
E-flat, D and C, in the left hand on the
last beat of the measure—and the two
succeeding eighth notes in the bass and
on the first beat of measure 61, should
sound like a little question, the answer com-
ing in the phrase in the treble in the same
measure, and the tempo  being  rather
slower,

Having come to measure 05, the six-
teenth note figures in the right hand must
be performed in strict time and  rhyth-
mically. In measures 69, 70 and 71 there
are sixteenth note passages running in the
bass, which should have a crescendo and
decrescendo within the limits of cach meas-
ure, whilst the last sixteenth note in all
three measures, and the first sixteenth of
the succeeding measure, must be empha-
sized.

Continuing to measure 73, the inner quar-
ter notes—G-sharp and E—in the right
hand, should be brought out; and also the
B-natural and A, both quarter notes in the
left hand of the next measure. Measure 75
should be messopiano, the drop in tone be-
ing achieved by a decrescendo in measures
73 and 74. The phrase in the Toft hand of
measures 75 and 76 must sound very
sharply staccato, as also the similar phrases
in measures 77 and 78. Also little accents
must be given to the second sixteenth note
of each group of four in the right hand
of measures 77, 78 and 79. A sudden
crescendo in measure 85 brings us to forte
on the high A, in the treble, on the second
beat of measure 86, and continues until the
end of the theme in measure 90. The bass
notes, commencing on the last cighth note
C-sharp, in measure 88, and all those in
measure 89, including the first note in
neasure 9, must be made prominent.

An E/oqzwnl Peroration

TFroa MEASURE 90 oxwARDS, the piece con-
sists of further developments of the various
themes, either rhythmical or in different
tonalities, but in a similar vein to what
has gone before. The music must therefore

be rendered in the same manner. From
(Continued on Page 194)
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Grade 4. - MARCH OF THE LOLLIPOPS
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RS. WASHINGTON'S

This alluring Minuet by the French composer, Pierre Landrin Duport, was recently brought to life by the United States Government in a publication
entitled “Music Associated with the Period of the Formation of the Constitution” This is reprinted with the consent of the general director, Con-
ressman Sol.Bloom. This Minuet wus once danced before Mrs. Washington. Grade 3.
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HUNGARIAN ECHOES

LITTLE HUNGARIAN RHAPSODY

The opening theme is a marked variant of a well-known Hungarian folk song. The other themes are original with the composer.  Note the use of the
Hungarian scale in the “Friss” which is simply the usual harmonic minor with a-lowered second and a waised fourth. Grade 34.
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VOLGA BOATME N’S SON(E‘r

This famous Russian folksong belonged orlgmally to the peasants who lived on the banks of the river Volga. [nolden times the chief occupation of
It‘ey were engaged in this exhausting labor
very softly,as thoughthe Bargemen were

these peasants was to pull'barges and boats laden with.merchandise from one town to the next; and while t

they sang the melody which, by its strong rhythm and acccnts lightened tlfe:rtonl Thns pi€ce should begi
approaching from a far distance. Gradually increasing in volume it %hould reach its climax as they pass, and then as-grddually decrease and die away,
{ Russian Barge hauler’s Song :

"Arr. by CHARLES FONTEYN MANNEY
ﬂ’\'z

as they dlsappear in the misty dlstdnce Grade 5.
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THE MUSIC BOX

L. LESLIE LOTH
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NOCTURNE

In this distinctive work by Mr. Woodman, the influence of his illustrious teacher, César Franck, is clearly shown. Study this piece with the
same reverent attention to detail that you would give to a Chopin nocturne and you will be gratified with the result. Grade 5.
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MASTER WORKS

ITALTAN CONCERTO
FIRST MOVEMENT

The whole of the first movement to be played without hurry, brightly, lightly, rhythmically, yet in melodic passages with expression, but not sentimen-
tally. In melodic passages keep the fingers close to the keyboard. See another page in this issue for this lesson.

JOHANN SEBASTIAN BACH
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DREAB{TIDES Words and Music by
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DEEP RIVER AMERICAN NEGRO MELODY

SECONDO Freely arranged for Piano, Four Hands, by
Alexander Kelberine
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DEEP RIVER AMERICAN NEGRO MELODY

PRIMO Freely arranged for Piano, Four Hands, by
Alexander Kelberine
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#NOTE: The G sharp in this chord is to be played only when the Ossia is used.
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PROGRESSIVE MUSIC FOR VIOLIN ENSEMBLE

GAVOTTE IN B FLAT
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1st VIOLIN

GAVOTTE IN B FLAT

Allegro con spirito (In quick, spirited style) M. M. o= 132

G. F. HANDEL

V allarg.(broadly)
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DELIGHTFUL PIECES FOR JUNIOR ETUDE READERS
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AWALTZ IN SPRINGTIME =~
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AMARYLLIS 'HENRIGHYS'. .

: Arr. by William M. Felt’on
This damty air is said to have been composed by King Louis XIII It is avery charmmg melody and carnes us back in fancy tothe days of Jong ago. -
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PIANO DUOS

2 Players at 2 Pianos
“Supplied On Approval”

Gr. Pr.
Babillage (del Castillo)........... md $.60
Brownies (Leoni)................ md .75
Colonel Bogey (March-Alford).... md 15
Come To The Fair (Martin)...... md k)
Concerto No. 1 (J. S. Bach)....... m 1.50
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Fairy Pipers (Brewer)........... md .75
Fantastic Dance (Deliusy......... vd 1.50

Gigue from “Organ Trio” (Bach). m 1.00
In A Chinese Temple Garden

(Ketelbey) .................... md 125
In A Persian Market (Ketelbey).. md 125
Juggler (Novelty-Groitzschi....... d .00
Knave of Diamonds (Ketelbey).... m 1.75
Lento (Cyril Scott)............... d .90
Niagara (Novelty-Robrecht)...... d 1.00
Phantom Visions (Stevenson)..... d .60
Pomp and Circumstance #1 (Elgar) md 5
Poupee Valsante (Poldini}........ md .60
Prestissimo (Dussek)............. d 1.50
Ravini's Serenade................ md 5

Recuerdos (Spanish Caprice-Santos) d :60
Rendezvous (Aletter). ..
Second Minuet (Besly)..

Squirrel Dance (Smith) . md 1.00
Suite Op. 15 (Arensky). d 2.00
Trio in C minor (Bach). m 1.00
Trio in G (Bach)......... m 1.50
Trois Morceaux (Weckbeck r) m 1.75
Valse in D flat (Chopin)..... .60
Valse Lente (Coppelia-Delibes .ood .60
Whimsical Charms (Fresco)....... md .60
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“Sugar Coating”

the Scales for Sammy

By CHARLES H. MASKELL

I.MOST EVERY new student of the
A piano has a strong aversion to the
study of scales; and it is rare that

the first lesson is passed without the query,

“Do I have to practice those dry old
sciles 27
Answer, diplomatically, *“No, not for

the present.”

Now let the question of scales rest till
an exercise or piece calls for the passing
of the thumb under some finger in an
ascending  scalewise progression. It will
be usually in the right hand. When such a
situation is met, stop right there. Explain,
and introduce the scale of C in the follow-
ing manner. Place the fifth finger of the
right hand on C, third space of the treble
staff, play down to G, stop again, explain
the eight notes of the scale, and ask
which finger shall be passed over the
thumb so that the thumb will come upon
the last note of the scale at Middle C.

Pupils usually will answer correctly and
he just a little “set up” by their bril-
liancy. Let the pupil play this descending
scale three or four times, at the same time
instructing him as to how it should be done
smoothly and made to sound well.

Now play the left hand by placing the
fifth finger on C of the second space of
the bass staff. IExplain that the fingering
is just the same in ascending with this
hand as it was for the right hand when
it was descending. This greatly simplifies
the whole situation; so let him play it
three or four times, while you comment
on any wrong fingering or hand position.
Then explain again the passing of the
thumb under the fingers, and how it will
be used in the later part of the scale.

Now place the thumb of the right hand
on Middle C and let him play the C scale
several times ascending, until a certain
amount of proficiecncy has been attained,
while the thumb has been carefully
watched. This will be followed by placing
the thumb of the left hand on Middle
C and proceeding with the descending
scale, with a repetition of the fingering
which was used for the right hand when
ascending.

We Hasten Slowly

THis is perhaps far enough to go for
the first time. At the next lesson in-

troduce the scale of C, with the two hands
going in contrary motion. Place both
thumbs on Middle C, and use the same
fingering in both hands. This usually
interests the pupil, as he begins to feel
quite clever.

At the next lesson teach the C scale
from the music, one octave only. By this
time the fingering has been memorized,
which helps a whole lot in this new pro-
cess, for both the pupil and the teacher.

At the following lesson, teach this same
scale with each hand playing it for two
or three octaves. This gives a certain
amount of fluency and at the same time
interests the pupil. Do not attempt the two
hands together in this until each has
become quite proficient in its own part.

The G and the D scales may now bhe
studied with special attention given to the
fact that the grouping of the fingers re-
mains the same as in the scale of C. Again
let the work be at first with each hand
alone and with the scale in two or three
octaves.

We "Beat the Bugs”

Next will be introduced the scale of
IF, with a different fingering in  the
right hand; and this should be carefully
explained. The left hand still retains the
finger groupings of the scale of C.

In introducing the scale of B-flat, there
will be a new fingering for each hand:
and again rely upon a liberal amount
of single hand practice, before venturing
into the “tricks” of their combined activity.

After the scales using the finger group-
ings of the C model, it sometimes is well
to present the Chromatic Scale. Play it for
the pupil, at a rather rapid pace; and,
after a careful outline and practice of the
fingering, let him try it. He (or she) will
get a deal of fun out of it.

With the scales introduced as here out-
lined, much hard work will be eliminated
for both teacher and pupil. Perhaps that
bugaboo of the scales will have been
dissipated and the pupil will get a certain
thrill out of a bit of display of which
they may be the means.

At least it will in all probability be
found to have been an easy way to tackle
a hard job.

How to Make Chord Practice Interesting

By HAROLD MYNNING

P1aNo STUDENTS who have not gone very
far along the road of experience are apt
to think that chords are easier to play than
runs. But such is not the case. In fact the
pianist who has a good chord technic is
apt to be a good pianist. If one would learn
to play good chords, they must be practiced
correctly; and in this it is well to observe
the following suggestions.

Be careful, when playing chords that you
do not stiffen the little finger side of the
hand. One way to insure the necessary re-
laxation is to feel that each finger is push-
ing the key straight down, not obliquely.

Some pianists are aided toward playing
good chords by feeling they are gripping
rather than playing the keys that make up
the chord. But sometimes this mode of pro-
cedure tends to stiffen the wrist, so a word
of warning is not amiss.

It is not unusual for student$ to master
the art of playing chords with a relaxed
arm, but still their chords may have a
hard, brittle sound. This may be due to an

unconscious stiffening of the shoulder blade.
This should be watched. In fact when play-
ing chords or anything else, for that mat-
ter, the whole body should be relaxed.

Listen carefully to the tone when you
play chords. A good quality usually comes
from listening for beauty in the tone
played.

One of the most difficult technical feats
is to play chords swiftly, for here rapid
and often involved finger changes occur. A
piece that demands rapid chord playing is
Percy Grainger's delightful Country Gar-
dens.

The right mental attitude has much to
do with the problems in chord playing.
Never believe that you cannot overcome a
difficulty. In rapid chord playing relaxation
is especially important, Very often one can
the more easily acquire the knack of play-
ing chords rapidly by playing very softly
at first. Transposing chord passages into
various keys is also helpiul.
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) OVERSTRESS the importance
of a flexible jaw for singing would

be impossible; for not only are clear
enunciation and articulation dependent upon
it, but also superior tone, range extension,
and technical facility. Each of these is an
essential of the adequate singing voice;
so that, inseparable as they are, what af-
fects one affects all others. For instance,
should the tone quality be very somber,
it is too heavy to be carried into the high
range; and hence it becomes a drag on
the height of the voice; while, should it be
too bright, it becomes a lift on the depth
of the voice; and in both cases range ex-
tension is restricted. Then again, the down-
ward drag exerted by a somber quality
prevents that muscular flexibility so neces-
sary to technical facility; while the upward
lift exerted by an excessively bright qual-
ity, which is always accompanied by con-
siderable muscular contraction, also opposes
muscular flexibility; and again facility
suffers.

On the other hand, various tones, in the
vowels, their combinations and modifica-
tions, are dependent upon muscular flex-
ibility; for as every conceivable tone
demands a different positioning of all of
the organs of voice, tones will be perfectly
formed only when those organs arc given
their proper positions; and, as it is muscles
that draw the organs into position, those
positions are utterly dependent upon mus-
cular flexibility. Likewise are range exten-
sion and tone formation related; for, as
range extension results from development
of muscular flexibility, the same lack of
flexibility which restricts range, restricts
also the adjustments of the organs for dif-
ferent tones. Thus, lacking a muscular
flexibility that would assure a full and com-
plete adjustment of these organs for dif-
ferent tones, the adjustments of the organs
are only partially made. Because of this,
the tones, in the vowels, their combinations
and madifications, lose their purity, through
one of these defects: the failure of the
muscles of the soft palate to close  suf-
ficiently the entrance to the nasal cavitics
to prevent nasality; inactivity of the mus-
cles of the throat, which causes the tone
to be throaty; an improper adjustment of
the epiglottis, which, if too high, causes
bright sounds to be “white” and shrill, and,
if too low for dark sounds, causes the tone
to be muffled, and gutteral; anyone of
which is fatal.

We Learn Ourselves

Now ALL OF THE ORGANS, namcly, the
larynx, vocal ligaments (cords), epiglottis,
tongue, and soft palate, are linked together
by muscles which are, directly in some cases
and indirectly in others, attached to the
larynx; while the under jaw is connected
with the larynx through muscles which pass
from the center of the chin to the tongue-
bone, which is itself attached to the larynx.
Therefore, as the jaw is attached to the
laryvnx, it must be viewed as an organ of
voice, as are the muscles which attach it as

184

The Inflexible Jaw

By WILLIAM G. ARMSTRONG

parts of the muscular mechanism of the
vocal apparatus. So, as all of the organs,
including the jaw, are linked together by
muscles, it should be readily scen how lack
of activity, or excessive activity of any
group of muscles, can disorganize the mus-
cular mechanism as a whole, and the chin
to larynx group in particular.

Attached as these muscles are to the
tongue, and indirectly to the larynx and
epiglottis, they can, when constricted, exert
a pull on all of those organs which will
result, firstly, in the drawing of the larynx
up and away from the spine, where it must
1emain in order to transmit its vibrations
to the chest cavity, so essential to fullness,
soundness and depth of tone. Secondly, the
pull upon the tongue bone can interfere
with that mobility of the tongue necessary
to clear articulation, and may also oppose
the lowering of the epiglottis over the
larynx for dark tones, which at the same
time causes the tone to become harsh.
Thirdly, the drag on the larynx can pre-
vent its rising and falling for bright and
somber shades of tone color, and so the
tone becomes monotonous. In addition, this
prevents the elevation of the larynx for
messavoce tones in the high range. Fourthly,
the pull on the larynx can impede the mus-
cles of the soft palate in their cffort to
adjust properly the opening into the nasal
cavities, and nasal tone is the result. At
the same time, transmission of the con-
striction in those muscles to the muscular
mechanism as a whole, results in a throaty
tone, and also in the aggravation of registers
or transitions: and all due to an inflexible
jaw.

That this is the center of general mus-
cular contraction, we would have the reader
prove for himself by gripping the throat
while producing a throaty tone.

Several Mischief Makers

Or cavses of an inflexible jaw we have
malocclusion of the teeth, or, a faulty meet-
ing of the upper and lower teeth. This
causes either protrusion or recession of the
lower jaw, and cither prevents a free activ-
ity of the muscles of the jaw. A frequent
cause of this is extraction of one or more
of the “baby teeth.” A second, and by far
the most common cause, is speaking too
hastily, and in a slipshod manner, which
results in inadequate time being given the
jaw to move. Then a third cause, a tem-
peramental one, is that in which a person
of a nervous, retiring disposition, speaks
in a low, soft, muttering tone of voice,
with action centered in the lips. In singing,
a common cause is preference for tone
character foreign to the construction of the
vocal apparatus, in which the person, as it
were, sets his jaw in determination to reach
his objective,

Some of the hest exercises for develop-
ing jaw flexibility will be offered. Should
there he a protrusion of the jaw not caused
by malocclusion of the teeth, the chin should
be pressed backward gently while moving
the jaw downward and upward, say fifty or

more times, Should there be a recession
of the jaw, it should be relaxed and exer-
cised by repeated protrusions. Further, the
jaw should be relaxed, and swung re-
peatedly from side to side. Also, the mus-
cles from chin to larynx should be mas-
saged by kneading, and by drawing the tips
of the fingers across the throat from the
center of the chin down toward the larynx,
and upward to the ears. Another good ex-
ercise, and perhaps the best of all, is to
place a finger on the larynx, with the ob-
ject of noting its upward and downward
action while swallowing, and then to prac-
tice lifting and lowering the larynx inde-
pendently of swallowing. This is difficult at
first, but with practice it becomes easy to
accomplish.

Ot vocal exercises the following are ad-
vised. Pick out all consonants of the Eng-
lish alphabet, and place one of these before
cach of the vowel sounds, e, @, ah, aw, o,
oo, forming Be, Bda, Bah, Baw, Bo, Boo;
Ce, Ca, Cah, Caw, Co, Coo; and so on to
the consonant =. The jaw is to be dropped
as far as possible for each figure, and the
action of the different organs involved in
forming them should be observed and ex-
aggerated. For instance, for the consonants
b and p, the lips are most active; for /, the
tongue: for k, the tongue and soft palate;
for 7, the lower lip; and so on to the last
consonant, z.

By multiplying the twenty-one consonants
by the six vowel sounds, we have one hun-
dred and twenty-six different sounds; and,
as each of these necessitates a change in
muscular action, we have, toward muscular
flexibility, one hundred and twenty-six dif-
ferent muscular movements. Incidentally,
this exercise is one of the very best for the
treatment of stammering.

For a second exercise

Anna Lankow
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is recommended. The jaw is kept active by
opening the mouth well for yaw and daw,
and closing it for de; and, as it is much
easier to drop the jaw for yew and datwe
than for the plain vowel sound az, the pre-
fixes y and J are of great assistance. Care
should be taken ihat the dropping of the
jaw is slightly backward, rather than for-
ward, to prevent protrusion of the jaw,
which would impede flexibility. Also the
tongue should lie quietly with its tip touch-
ing the lower front teeth—this to guard
against a hack drawing of the tongue,
which would cause constriction around the
root of the wngue and so defeat the end in
view. Constriction around the tongue-root
so upsets the muscular mechanism generally
that it is often found necessary to stretch
the muscles by drawing the tongue from
the mouth, first to the right, and then to
the left, and with the aid of a handkerchief
in taking hold of the tongue.

The notes marked staccato in the ahove
exercise should be lightly thrown off, and
the exercise transposed upward and down-
ward in semitones, as far as the voice will
readily respond.

One excellent rule to be followed in
singing words of more than one syllable,
is to drop the jaw for cach syllable. And
finally, do not fix the lips exaggeratedly for
vowels, for such will be at the expense of
general flexibility of the jaw.

Voice Training in Our Schools
By REVEREND JOSEPH KELLY, Mus. Doc.
Part II

A VERY NECESsARY element of expression
in school singing is rhythm. Rhythm is
the life of the song. No matter how beau-
tiful the song, no matter how beautitul
the tone, if the song is not sung rhythmi-
cally correct, the spirit is gone—it is dead.
Even the singing exercises, no matter how
simple, should not be sung otherwise than
rhythmically. By rhythm we do not mean
simply keeping time; what is desired is that
ethereal something that must be felt, and
that makes the song flow on gracefully,
as the flight of a bird that calmly and
graceiully beats the air with its wings.
Rhythm is a manifestation of our inward
feelings ; it consists of the harmonious flow-
ing of musical sound, “the order of move-
ment.” Besides the length of tone, rhythm
has to do with stress, pitch, and above all,
movement. It is the part of expression in
music that requires constant attention in

teaching children to sing, in order that the
songs may become living, vital things.
Rhythm has its foundation in time; but the
sense of the words, the progression of
musical figures, the feelings brought out
by the words and music, all must be ex-
pressed rhythmically. It is that particulae
phase of teaching singing to children that
calls upon the musical intelligence of the
teacher.

In the teaching of rhythm the following
method has heen found very effective. In
the first year double and triple measures
should be studied, one note to a beat, note
rests and casy syncopations. In the second
year, double, triple and quadruple time with
two notes to a beat, note rests and casy
syncopations. In the third and fourth years,
double and triple measures with four notes
to a beat, six-eighth time and the clements
of phrasing. Rhythmic gymnastics are of
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ereat value in the teaching of primary
singing. By this means the children get
control of the motor impulses and their
sense of rhythm is developed. Karly in
the work beating time exercises should be
introduced, and this will lead the children
to use their hands instead of their feet in
keeping time. It is well to proceed thus:
Insist that the children sit erect. Let them
raise their right hand to the right shoulder
with their right eclbow firmly against the
body. Then beat time upon your desk, with
a hard object striking the desk, and at
the same time say very clearly and de-
cisively. “Down-Up, Down-Up.” Then ask
the children to do the same, with their
upraised hands, striking the desk each time
on the down beat and the shoulder on the
up beat. The whaole motion must he made
with the forearm, while the elbow is kept
close to the body in order that an even
space he covered at each beat. The move-
ments must be very precise, for both the
up and down heat. All this is done while
the teacher says, “Down-Up.”

When the children are able to go through
this performance satisfactorily, then they
should bhe called upon to pronounce the
words  “Down-Up” in union with their
movements. After a satisfactory drill in
this work, then, instead of using the words
“Down-Up,” use the words, “One-Two.”
one being the down beat. At first the teacher

should heat time with the children. but
later the children should beat the time
alone. However, the teacher should con-

tinue to count with the children. Sound is
necessary in these exercises, to develop the
sense of rhythm; for it is the car that
must be trained in rhythmic work. In fact
the results obtained will depend a great
deal upon the amount of energy and en-
thusiasm the children put into their rhyth-
mic work. When once the singing is com-
hined with the rhythmic work, all noise
must cease, and the motions of the hand
alone should be used. Finally this can be
suppressed and the rhythmic beats of the
teacher’'s baton will suffice to satisfy the
children’s sense of rhythm. By this time
the children will follow the rhythm in-
stinctively,

The Vital Breath
TOGETHER WITII THE EXERCISES in vocaliz-
img and rhythm, the children should be
taught the proper methad of breathing. In
fact. good tone production is not possible,
and this is also true of children’s singing,
unless there is proper breath control. The
correct manner of breathing should be
taught at the same time as tone production.
Teachers should insist that the children
take breath principally through the nostrils,
so that no unpleasant gasping sounds will
be heard. Teaching children to sing he-
comes a comparatively easy task, when all
the children are taught to take breath at

the same tine in an excrcise or song, Deep
breathing also should he insisted upon. de-
pending upon the age of the child. Unless
children breathe deeply. they will sing flat.
They must have enough breath back of the
tone to hold it up, and to prolong it to its
proper time value. Children should never
sing on the fag-end of their breath.

Whatever other positions children may
occupy during a singing lesson, they should
always stand erect during hreathing exer-
cises; for in that position alone can effec-
tive work be done. Breathing depends much
on position. It is the power back oi the
voice in speech and song. There is a draw-
ing in and a letting out process of the
breath, and both must be carefully con-
sidered. In the drawing in process the
children should not be allowed to raise
their shoulders, which they are very apt to
do. The breath should be taken in by the
lower part of the lungs, through the nostrils,
with lips closed. The teacher should stand
before the children, with the palms oi the
hands together, and while slowly separating
them, the children should inhale through
the nostrils, while they expand the lower
ribs. While the teacher holds the hands
stationary, the children should hold their
breath, and while the teacher slowly draws
the hands together, the children should ex-
hale the breath by articulating *m” or “n”
—humming on a note between one line C
and one line F until all the breath has been
exhaled. This is a very helpful voice pro-
duction exercise, because it places the voice
in the nasal cavities, its proper resonance
chambers.

Song Should Echo 10 the Sense
CiHiLpREN  sHOULD BE TAUGHT that the
breath should be taken in as in speaking,
at particular places. so that the phrasing
oi the song may be correct., and the sense
ot the words preserved. Breath in singing
should be taken between phrases and sen-
tences, if there is to be an intelligent
rendering of songs. This demands, above
all, deep breathing as outlined in the methaod
already given. An excellent practice. to
teach children to breathe at the proper
places, is to write the words of the song
on the blackboard and place a caret mark
where breath should be taken. Then ask
them to sing it phrase hy phrase. the whole
class taking breath together at the marks.
The younger the children are. the more
breath marks will be necessary. In order
not to interrupt time and rhythm by breath-
ing places, the breath should be taken from
the note preceding the breath mark and
not from the note that follows it. Four
measures  generally  constitute a  musical
phrase. and two consecutive phrases con-
stitute a musical sentence. These must be
taken into consideration when placing
breath marks for the guidance of children.

(Continued in our Next Issuc)

The “Floating” Tone
By HESTER EVE ERICKSON

FAsE oF propUCTION is the quality of tone
which, almost more than any other, charms
the ear. It is the cultivation of allowing the
tone to float untrammeled on the outgoing
breath which labels the coming artist.
Inhale a deep, free breath, with great
care that there is no overexcrtion of the
lungs. As this breath begins its outward
flow, allow it to turn into tone on a medium
pitch, listening carcfully that it takes on
the finest quality of heauty which you can
conceive. Here is where the hearing of the
great artists is invaluable to the student of
singing. To listen to Flagstad as she pours
out her stream of gorgeous melody should

* *

*

give the young singer a goal towards which
to work through all her years to come.
Practice the medium tones with at first
but very slight use of the erescendo and
diminuendo. Make these variations oi tone
without the slightest feeling i stress of
the nerves and muscles, but with the mere
consciousness that there will he more or
less of hreath turned to use. The less of
the voluntary act that takes place. the
better. When this can be done with entire
comfort on a medium tone, then very, very
gradually add higher and lower pitches, tilt
finally the entire compass of the voice can
he turned to this beautiful medium of song.

* *

“If you want to sing for years, do not strain the natural compass of the
voice. That is like living on capital. 1 have always lived woithin my income,
and I have always had something to put aside.”— Adelina Patti.
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Who Wrote the First Organ Tutor?

By CLEMENT ANTROBUS HARRIS

HIS QUESTION has come often

l into my mind when playing from

that classic of the organ chamber,
Rinck's “Organ School.” Indeed it was the
very interesting article on this work, in
a recent number of Tue Etvne, which in-
spired this attempt at an answer to this
very interesting inquiry.

When faced with this problem, my own
mind always has fHown back to Bach's
Orgelbiichlein, a collection of short move-
ments based on chorales, and written before
1723; for in the title page it is implied
that the contents were intended as edu-
cational pieces for the enhancement of the
prowess of young organists. Primarily,
Bach no doubt had in view his eldest and
possibly most gifted son, Friedemann, born
in 1710, And one also thinks of the famous
eight “Short Preludes and Fugues™ written
for a very similar purpose. But neither of
these works was strictly a school or
“Tutor,” for ncither of them contained
verbal instructions. And though a much
earlier work, Syutagma Musicum (Treatise
on Music), by Praetorius, published just
a century before Baclh's Biichlein, did con-
tain verbal instructions, and these referred
to the “treatment™ as well as construction
of the organ, we gather from the pictorial
illustrations (which are all that the writer
has seen) that these had reference to the
upkeep and repairing of the instrument,
rather than the playing of it. So this work
is “out of court” too.

Search by Elimination

WHEN AT A ross to find the earliest in-
stance of anything, we have sometimes
begun with the Jutest and worked hack-
wards till there was no farther to be gone.
By thiz process we find that Rinck’s monu-
mental work was finished in 1820, Taking
this as a starting-point—or  perhaps it
should be said, finishing post!—and search-
ing for a preceding work, we mect with
Johann Gottlob Werner's “Organ School.”
[t was published in 1805 and frequently
reprinted. A second part appeared in 1823
under the title, “Lehrbuch, das Orgelacerk
kewnen, erhalten, bewrteilen und verbessern
i lernen.” The author, whom, by the way,
“Girove” does not mention, was born at

HE PERFORMING OF HYMN

I TUNES by arganmist, choir and con-
gregation in  the average church
service is so often done as a mere matter
of routine that a few suggestions for im-
provement might well be made by organist
and choir for the benefit of all concerned.
So many organists seem to he content
with announcing all hymn tunes generally
on the foundation stops of Swell and Pedal
with Swell to Pedal coupled and playving
all verses for the congregation on  the
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Hoyen in Saxony in 1777 (seven ycars
after Rinck); and from 1819 till his death
in 1822 he was organist of the cathedral at
Merscburg, His “Orgelschule”—his chief
but by no
means only
work was
the outcome
of a marked
gift as a
teacher.
Before
opening what
we may call
the back
door of the
nineteenth
century  and
passing into
the eight-
eenth, we
have another
work to con-
sider, and a
very inter-
csting  one;
namely, “Der
angchende
pratische Or-
ganist oder
Anseeisung
sum  sweeck-
massigen
Gebranch der
Orgel beim
Gottes-

value of Kittel's work s shown by its be-
ing reprinted as late as 1831, He produced
a number of other works for organ, piano
(six sonatas) and choir . but he was more
distinguished
as a player,
theorist, and
teacher than
as a compos-
er. Born at
LErfurt in
1732, and
having died
there in 1809,
he was an
exact con-
temporary
of Haydn,
as regards
vears. Like
SO many
other mu-
sicians, he
gave to the
world a
great  deal
more  than
he received
from 1t. Had
it not been
for a small
pension
from Prince
Primas of
Dalberg, the
“days of the

h

e
by 3

e <o

;|

dienst,””’ years of his
published  in life,” which
1801. This ‘ ‘ were  pro-
title,  Rinck, * fonged to
in the Pref- #. lh | scven beyond
ace to his yo¥ the psalm-
Organ s 2 ; i g ! “ "' ist's  “three
School. ab- QRGAN OF THE CATHEDRAL, MEXICO CITY, S¢0I¢ and
breviates and MEXICO ten,”  would
tr:fns]atcs S dytention is called to the several groups of pipes in have  been
“The com- inverted position. a constant
mencing and  cruel

practical Organist.” The author, Johann
Christian Kittel, was the last pupil of J. S.
Bach; and, in turn, Rinck was his pupil—
his most famous one. Rinck was therefore
a grand-pupil, so to speak, of Bach. The

struggle with poverty of the direst sort.

And More from the Puast

ExTERING Now the cighteenth century and
searching backwards we meet with no

Better Hymn Tunes in the Service
By EDWARD G. MEAD

foundation stops of the Great with Swell
to Great coupled and Swell and Great to
Pedal coupled. Other organists, for accom-
panying, use the Grand Crescendo Pedal
or the Sforzando. either of which may in
some instances overpower the singing of
the congregation, Furthermore, the average
choir has, as a rule, formed the habit of
singing all verses of hynmns in the usual
four parts.

To improve this situation let us see how
the organist and choir may interpret two

well-known hymn tunes—Come Thou Al-
mighty King (Italian Iymn) and Jesus
shall  reign  where'er  the  Sun (Duke
Strect), each of which is a classic of its
type.

Italian Hymn

FoR ANNOUNCING THIS TUNE, draw founda-
tion stops on Great, Swell and Pedal:
couple Swell to Great and Swell and Great
to ’edal. Play the three upper parts on
the Great and the bass on the Pedal as

cheek tor five years. But at the end of this
time we are “held up.” so to speak, by Jus-
tin Heinrich Kneeht, and find that Kittel
cannot claim to be the first organist to
produce a “Tutor” for his instrument.
Born at Biberach in 1732, Knecht acquired
fame as organist, composer, and theorist.
As a player he was regarded as scecond
only to the great Vogler. His many com-
positions are now forgotten, except his
Tone-picture of Nature, which anticipated
the program of Becthoven's “Pastoral Sym-
phony.” As a theorist he was a pioneer of
the view which regards all chords up to
the eleventh as built up by a series of
thirds. This has much in common with the
“Day Theory” of fifty vears later, which
carried the series up to chords of the thir-
teenth, beyond which such chords cannot
go, as they would synchronize with the
double-octave. Here he interests us  be-
cause of the organ school in three volumes
which he published between the years 1793-
98, under the title, “Vollstindige Orgel-
schulde fiir Anfinger und Geiibtere.” So suc-
cessful was this work that it was plagiar-
izedd by P. E. Martini, who published an
edition at Paris. (This literary pilierer, a
military officer, musician, and opera com-
poser. known as Il Tedesco  (the Ger-
man),” his real name having heen Schwar-

zendori, must not be confused with his
great namesake, Padre Martini).
But the laurcls cannot be given to

Kneeht unless, peering further down the
century, we find no letter press book be-
tween us and 1723, the date of Bach's hook.
And we have but to look for eight years
to find Knecht's claim challenged. For in
1787 Daniel Gottlob  Turk’s “Important
Duties of an Organist (Hichtiye Pflichten
cines Organisten)” was given to the world.
Its author, a pupil of Hiller, was a re-
markably gifted teacher: but the work in
question does not scem to have been as
important as  his  “Clazierschule”” issued,
with critical comments, two years later: or
to have attracted so much attention abroad
as Knecht’'s “Tutor.” Nevertheless, till
careful and extensive research shall find an
carlier example, this is the book to which it
would seem we shall have to point if asked
the question at the head of this article.

written. “As written” is emphasized, as
many organists play pedal notes ahove

:

an octave lower than written, fecling per-
haps that the lower bass tones add depth
to the chords: but it is more important
to have the chords well-balanced by play-
ing the bass notes as written. In fact the
10¢ pedal stops sounding an octave lower
themselves will reénforce the hass  suf-
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ficiently. If the singing of the congregation
needs more support the Swell Pedal or
Grand Crescendo Pedal or both may be
opened. Play the first verse, letting the
choir sing it in unison. Because of the
medium range of the tune, this manner of
singing the opening verse produces an effect
of solidity which is .impressive.

The second verse, with the same reg-
istration, may be sung in descant, for the
sake of variety. According to Peter C.
Lutkin, formerly .Dean of the School of
Music of Northwestern University, “a des-
cant is an independent melody written
above a hymn tune.” It “is primarily in-
tended to be sung by the sopranos of the
choir while the remaining voices, both of
the choir and the congregation are engaged
in the unison singing of the hymn tune
itself.” A series of eight descants written'
by Dean Lutkin is published by Fitz-
Simons, in a collection known as “Descants
on Familiar Hymns,” there being one each
on Italian Hymn and Duke Street. These
descants are all effective and quite - pos-
sible for average sopranos.

To continue, the third verse may be sung
in parts by the choir, with the registration
of the first verse. The fourth verse may
be performed with descant like the second.
(The descant by the way should not be
used in the same hymn in more than two
verses, one of which should be the last.)
The Amen may be sung in parts and played
on the Full Swell without Pedal. As soon
as the singers have released the Amen, the
organist, while holding the final chord,
should close the Swell Pedal gradually but
not too slowly while the stops are being
put off in the order of loud to soft, ap-
proximately Oboe and Diapasons (except
Dulciana), the louder and. softer Strings
and Flutes, leaving the Salicional or Dul-
ciana or Unda Maris with which to release

Vocal Coui)lers

the chord. A smooth decrescendo of stops
can be made by hand, but more easily by

a series of manual pistons. Set piston 4
with 8’ and 4’ foundation stops and Oboe;
set piston 3 with Strings and Flutes; piston
2 with softer Strings and Flutes; and
piston 1 with Salicional or Dulciana or
Unda Maris.

Duke Streer

SINCE THIS HYMN TUNE is broad and
somewhat sustained in character, might it
not be fitting to announce it in the style
of solo and accompaniment? For the tune
itself use the Oboe in the Swell, or one
or two String stops, or any pleasing-com-
bination of Oboe and Strings. For the ac-
companiment use Flutes and soft Diapason
tone on the Great or Choir. Couple either
of these to Pedal Bourdon and Flute 8.

Announce the tune, playing the bass part
on Pedal as written. Play the first verse
with the same registration as that used
for announcing Italian Hymn. Add Grand
Crescendo Pedal, if needed for support of
congregational singing. Let the choir sing
the first verse in' unison. With the same
registration,. let the choir sing the second
verse in parts, and third verse in descant.
The fourth verse may be performed like
the second, except that the melody may be
brought out as a solo on the Great, with
inner parts on the Swell and bass on the
Pedal, without of course the Great to Pedal
coupler. The fifth verse may be performed
like the third and the Amen similarly to
that of the Italian Hymn.

Just as variety is the spice of life, s0
variety in the performance of hymn tunes
is the spice which makes them interesting

to the three parties who share in the per-

formance.

By MARVIN ANDERSON

will find an interesting experiment

—4 in the use of a device that might
be called a vocal coupler. It gives to the
choir a rich well blended tone that is tsuly
satisfying.

In the singing of four part chorales and
hymns remarkable effects can be obtained
by selecting a few male voices to sing with
the alto and soprano sections. In a small
choir of about twenty voices one male
voice in each section is enough. It -is best
to select music where the bass part does
not go too high and the alto part not too
low, in order that the men singing alto
will not be singing below the basses. Where
this occurs it can be remedied by making
a special copy of the alto part for the men,
with inversions and alterations to keep it
above the bass, or in some cases by having
the basses sing an octave lower where the
bass part goes above the alto. The former
method is preferable because it is less
likely to disturb the harmonic progressions.

The idea of thus enriching the tone is

EVERY CHORUS and choir director

not a new one. It is exactly what the organ-
ist does in drawing a 51xteen-foot stop or
intermanual coupler. Much eight part music
produces the ‘same effect. It must be:under-
stood, however, that in. the plan here de-
scnbed the music remains in four parts.
The. male voices.in the. soprano and alto
sections are not to be heard as separate
parts; they should blend.into their respec-
tive sections, beautifully augmenting and
enriching them.

A most desirable addition to any choir -
is a basso profundo able to sing an.octave
below the regular bass. Here again the
trained ear will notice that the.sub-bass
is not so much a separate tone as it is an
enriching of the normal tone already in
the choir. A weak bass section. can be
strengthened also by means of a “four-foot
coupler,” which is obtained by having a
rich low alto sing with the basses.

For the male voice in the alto section
a good strong baritone is best. A somewhat
nasal baritone can be used very effectively
with the sopranos.

Reecent Schirmer Publications
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Study and Apply New Ideas

® An Etude friend in a Midwestern State sent us the fﬁllowing:
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by Hans Barth by Hester Lorena Dunn
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by Fonnnnto Sordillo, Assistant Director of Music, Boston Public Schools.

Mr. BAND INSTRUCTOR:

Wit MELODY-FirsT BAND BOoOK, there are no umnterested players, because
(with two exceptions, and these players can be assigned alternative books)
every book is a melody book. You can send the student home with some-
thing that he will practise because he will enjoy practising it; whether he
play Alto, Oboe, Bassoon, or Baritone—it makes no difference! Especially
if, with a pianist available, jdvantage is taken of the cleverly-harmonized
Pmnp Accompaniment, which makes even the playing of the scales a truly
mausical experience.
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WALTER JACOBS, Inc. BOSTON, MASS.
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UNIVERSITY OF ROCHESTER

One of America’s grear institutions of
music, the Eastman School offers courses in
all branches of music—instrumental, choral,
voice, theory, composition, harmony, edu-
cation, languages, psychology, cte.—for the
degrees of B.ML, MUAL in Music, MLM. and
Ph.D. in Music. Athliation with the Uni-
versity of Rochester provides additional
opportunities for study in the liberal ares
and sciences.

MODERATE TUITION

Partly because of the endowment provided
by George Fastman, the tuition and other
expenses are moderate. Student Aid funds
are available for qualified students.

COMPLETE FACILITIES
In physical equipment the School is unusu-
ally well supplied—a library of 35,000
volumes, 196 practice pianos, 18 organs,
recording equipment, ctc.

HOWARD HANSON, Director

RAYMOND WILSON, Ass’t Director

NBC BROADCASTS

The Eastman Orchestra, band, en-
sembles, and chorus broadeast over
the NBC Network Thursdavs at 3:¢<
P.M., E.SCTL. Additional opportunity
for performance is provided bv other
regular concerts and recitals,

PLACEMENT BUREAU

The School’s Placement Bureau has
had a gratifying success in securing
protcssmnnl and teaching positions tor
graduates and students,

SUMMER SESSION June 27-July 30,1938
FALL SESSION Opens Sept. 20, 1938

Duce to a strictly limited enrollment
early registration is advised. For in-
formation and catalogs, address Ar-
thur H. Larson, Secretary-Registrar,
Fastman School of Music, Rochester,

INSTITUTE OF

Major in Music.

JUILLIARD sSCHOOL OF MUSIC
ERNEST HUTCHESON, Prevident

hl

Thorough instruction in all branches of musical education. Private lessons
in all standard instruments, courses in theory and composition, normal
courses for teachers. methods of group training for children, preparatory
courses for children, extension courses, and many others.

Public School Music course leading to degree of Bachelor of Science with

Cutdog on request.
120 Claremont Avenue, New York

IUSICAL ART

GEORGE A. WEDGE, Acting Director

OSCAR WAGNER, Dcun

36th year

NEW YORK SCHOOL of MUSIC and ARTS

310 West 92nd Street, New York City (At Riverside Drive)
RALFE LEECH STERNER, Director
Lowest rates for tuition and board
— Vocal and All Instruments —
Diplomas and teachers’ certificates

Enter any day

NEW ENGLAND
CONSERVATORY

Wallace Goodrich, Director. Faculty of eighty-four. Courses for Bachelor and
Master's Degrees. Diplomas. Special students in all flelds. Orchestral, ensemble
classes. Dramatics. Illustrated 1937-38 catalog. Opening of first semester September 15.
310 Huntington Avenue, Boston, Massachusetts.

OF MUSIC

NCHOOL of MUSIC
2 LE UNIVERSITY
1812 Spring Garden St., Phila., Pa.

Thorough instruction in all branches of musical
education. Private lessons in all standard instru-
ments, courses in Theory and Composition.
Teachers and graduation certificates. Courses for
the degrees 0% Bachelor and Master of Music.
(No high school education required for other
courses.) Moderate tuition fees, Write for Catalog

TRINITY PRINCIPLE
PEDAGOGY

The only Scientific Pedagogy based
on Feeling, and practically
applied to Mus.c.

Sead for P M B circular.
EFFA ELLIS PERFIELD
103 East 86th St., New York, N. Y

KATHERINE CAREY
Successor to MRS. BaBcOcCk's

INTERNATIONAL MUSICAL
and EDUCATIONAL AGENCY

Church, Concert and School Positions Assured
Carnegie Hall, New York Tel. Citcle 7-2634

Ancwering Etude Adver-
tisements always pays
and delights the reader.
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ORGAN AND (PHOIR QUESTIONS
Answered

By HENRY S. FRY, Mus. Doc.

Ex-Dean of che Pennsylvanta Chapter of the AL G, O,

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

name and address of the mguircr. Only initials, or preudonym given, will be pub-

lished.  Naturally, in fairness to all friends and advertisers, e can express no
opinions as to the relative qualities of varions imtruments.

Q. Are there anp fout exereises that can
be practiced away  from the podal-board  of
the organ? Indopendence between handys and
feet is desired?—E. L.

A, We have heard of practice without the
pedal-board, but o not consider it very priac
tical. Would =uggest o pedal board and bench
which would provide opportunity for practice,
away from an instrwment. The pedals might
be attached to a piano, if one ix available for
the purpose, For pedal technical work and
imlependence between hands and feet, we sug-
vext “Studies in Pedal-Playing, by Nillson ;
ad “The Organ,” by Stainer Kraft.

Q. I am
an tmalour,

interested in organ huilding, ax
Ix there ang way by which the
Paltet « )y in encloxed drawing can he opened
by an cloetro-magnet? Will you name  xome
hookx that deal with electrie aetions in such
« way that un aqmmatewr can understand them
Jor uxe? Where can I obtain second  hand
pipex? What ix the address of The American
Organist *—T, N,

A We are informed that
be pulled with solonoid type
consuines high amperage,

We snwgest the following books for your
information : “The Electrie Organ,” by Whit-
worth : “Cinema and Theatre Organ,” by Whit
worth: and  “The Coptemporary  Nmerican
Organ,” by DBarnes: all of which can be ob-
tained from the PPublishers of THE Erine.

the Pallet ¢an
magnet, which

'\'nll miight obtain some second-hand organ
pipes by communiciating  with some of the

lviln- organ builders, The address of The Amer-
ican Organist is 41 Center Street, Richmond,
Staten Island, New York,

Q. I am encloging a revized copy of an
argan specification. Do you think that taking
the tweelfth and fijteenth from the independent
Octare 3, and Duleiana, respectively, is all
right? Would you prefer a Geigen Octarve in
the Nwell, to the Nalicet? I think that a (lari-
net would be more uxeful than a Freneh Horn,
ax it would not be 8o thick in the enxenmihle, If
the BRowurdon 167 in the Pedal is voiced rather
loudly, do you think it could partiy take the
place of a Diapaxon in the Pedal? The 167
Contra Salicional wonld be a little louder than
the 167 Lichlich. Can the 16" Nalicional b
mitered for a lmwer height 2—Inguirer,

A, The twelfth, being an off unison rank. is
very likely to be too prominent if borrowed
from the Octave, and we should advise the ex
tension to come from a softer rank of pig
‘I'he clioice botween a Geigen Octave and Sali
is a matter of opinion and taste. Why not hav
both* We would net ordinarily include a Clari

net in a real ensemble combination, so that
the choice between that stop amd a French

Ilorn is alko a matter of preference. The Podal
Bourdon might he treated as you suggest, The
16 Contra Nalic 1 can be mitered, it neces
sary. If & 16° Dul 1 were included in place
of the Contra Ralicional,
placed in the Choir organ—with the Dleinna
speaking at MWy —N— 7} —2 amd 27 you wonld
have a Duleinna Chorus (choir orye

and a 4 Duleiann

Q I am encluging propoxed specification for
a xmall two mannal organ. Wouwld it he more
satisyactory to inelude Great to Pedual and
Nl to Pedal? Do pou think the Podal dirvi-
gion sufficient in conparixon with the others?
Whet du yon think of adding about three com-
hination pistons to operate on any or all diri-
sinns, and duplicated by toe studs? [« it really
adrisable to include the ereseendo pedal on a
small specipeation such as this? I presume the
sunthetic stops are obtaincd by horrowings
from other stops, Do you think they add any-
thing to the general fleribility or tonal prop-
erties which might really warrant theiv inclu-
sion ?—C,  F. T,

A As the organ you specify ix probably a
Satoek™ instrament enclosed in o ocase, it may
not be very eonvenient to make the changes you
name, There wonld, of course, be some advian
tage in havieng the two additional couplers.
With stops at 14, 8, 4, ’ the Pedal

v, oand 27,
Opgan specitication ought to prove satistactory,
thongh of course the two couplers yon suggest

College of Fine Arts

Syracuse University

. Bachelor of Music
chrees *  Master of Music
Piano, Piano Teacher Training, Voice,
Violin, Organ, Cello, Harp. Composition,

Public School Music
All the advantages of a large University. Special
dormitory, with 35 practice pianos tor women
music students, 5 pipe organs

SUMMER SESSION- July 5o Aug. 13
For bulletin address
Dean H. L. BUTLER
Room 35, College of Fine Arts
Syracuse, N. Y.
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would improve the department, 1f these conp
ers are included, the Pedal 2 and 27 might
he omitted. T'he pistons amd tog Is are also

rable, i ne
finances permit, here is no objection to the
erescendo pedal being included. and there is an
advantage in having it for ase if desired. The
synthetic xtops obviate the necessity of draw-
ing the two stops necessary to produce the
synthetic tone.

Enclosed find a ecopy of specifications
of a two manwal organ. Pleasesunme Rone it -
able combinations, Will you name suitable con-
binations for the pistons, buwitding up from
8oft 1o lowd? Kindly tell wme how to set thexe
combinations. Please explain purpose of Ad-
juster and General Release.~—N. M.

A We will try to give you some idea of the
tone color of the various stops ax an aid to
your sceuring combinations, ©Open  Diapason
and Dulciana represent organ tone—Diapason
loud, lciana soft. Octave 47 is Diapason tone
an octave higher, Violin Diapason has a touch
of string quality included in the tone. Melodia,
Harmonic Flute, Stopped Diapason and Flute
Traverso are of the Flute family—the Ilar-
monic Flute and the Flute Traverso being of
the jmitative or orel ral type. ‘The Tuba and
Oboe ure resl stops—the former of the chorus
or lowd type: the Ohoe probably somewhat of
Horn type but soft. The Viol da Gamba and
Viol Celeste are of the String family, the latter
being an undulating stop, with the wave pro
duced by being slightly out of tune in com-
bination ith another stop—in your organ
probably Viol da Gamba. The Vox Humana is a
recid stop, intended as an imitation of the
human velee. Some solo stops include Ohoe,
Vox Humana, Viol de Gamba and Viol Celeste,
in the Swell organ, and Melodia in the Great
orgaisThe Duleiana may be used as an accom-
panying stop for the Swell organ solo stops,
and the Viol da Gamba ax an accompanying
stop for the great organ Melodia, Xtops nurked
R are of normal piteh (shme s piano) @ aned 4
stops xpeak one octave higher, You might try
setting yvonr pistons as follows:

Swell No. 1. Viol da Gambae and Viol Celeste

2. Stopped Diapason,  Viol 4
Gamba and Fiute Traverso
3. Vietin Diapasxon added to com
bination on No, 2
ER well (all stops except Viol
Celeste and Vox Humanao.

Ifar the Great organ try the following :
Grent Noo 1. Doleinna
2. Duleiana, Melodia
monie Flute
3. Add Open Diapason to combina
tion on No, 2
4. Ndd O
on No.

We presiime the “setting” operation is:

1. Draw stops desired tfor combination

2. Push o in awd holil Adjuster

3. Push in Piston on which combination is
to he xet

4. Rele Piston

0. Release Addjuster,

weneral Release, we

stops drawn,

and  Har

‘o 1 o eambination
S Tuba ad libo.

presume, canecels all

Q. Huaving dealt qeith quartcttes for years,
I harve suddenly acquired a chivrux choiv, The
membors are intelligent and enthusiastic, hut
largely untutored musically. I have tricd amild
doxes of sight reading, bhut the results harve
been disappointing and the interest not orer
enthusiastic, On the other hund to develop the
four purts by rote seems an impoxsible task.
What do you adrvise 2—Diapason.

A If the young people are not interested
in sight reading, the only thing we can suggest
is teaching each part separately when neces-
sary, Thix work is sometimes ne ITY, even
with eaperienced singers. PPerhaps yYou em-
phasize the importance and value of a knowl-
odge of xight reading., your choir will stand
steh doses as may be helpful,

I have come across a small reed organ
and am al o« loxs Lo Know how (o nanuge the
stups, as some of the names are strange to me.
I enclose a list of the stupx and will appreciate
suguestions ax to cffoetive handling of them
for vocal xolo work, full choir aceompaniment
and Voluntary solos.—M. M,

A You do not give the pitelh of the stops
K stops produce normal piteh (same the
pinno). 47 stops prodiuce a0 tone one octave
higher—=22 stops two octaves hizher, and 167
stops one octave lower than normal piteh, We
Judge from your list that Dualeiana and Imleer
are soft 8 tones : Diapason and Melodia louder
R tones: IFlnte, Flate " Amonr and Vielina
42 and Harp Eolian and Piceolo 27 tones, I'reble
cotpler couples notes in its range one octave
higher, sl Bass Coupler, probably one octave
lower, “Forte™ s nsed to inerease the volume
of stops being used, The Vox Humana ix a
Tremulant., The stops 1o be nsed tor Voenl
solox,  choir  accompaniment  amd  Voluntary
solos will depend on the character of the pass
age being played, amount of tone desived and
=0 forth, If you have a large choir, with heavy
passages you might use “full organ™ which is
probably available through the opening of the
two Kuee swells,

as
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The Game of Teaching

By PIETRO DEIRO
As told 10 ElVera Collins

HIZ PAST MOXNTH has brought
an interesting group of letters from

accordion teachers who have prob-
lems to be solved. Believing that the replies
given to them may be helpiul to readers
of this column, they are presented in this
article as a sort of potpourri of advice and
information,

The first problem submitted was what to
do when a student requests, and in fact in-
sists upon new sclections at such frequent
intervals that if the requests were granted
there would be no opportunity to perfect
any selections. This can be quite a problem,
particularly if the student is abetted in his
desires by a devoted parent. It is the old
story of the pupil’'s wanting to play every
piece he hears and having a large stack of
music, without being able to play any of it
correctly. The mere explanation by the
teacher that the student is not ready {or a
new picce does not always satisfv. Of
course, this condition would not arise with
an artist student who takes his study seri-
ously and scts about to learn all he can.
Unfortunately this type is in the minority
so the other situation must be coped with.

If students did but realize it, a teacher
on
the old selection being perfected: as, froma
teaching standpoint, it i~ far less monoto-
nous to assign new material and merely go
over it in a genceral way than it is to cor
rect and review old material and endeavor
to convey the finer points of interpretation
and musicianship, Then too, if a teacher
were commercially minded instead of con-
scientious, the natural tendency would be
to sell as much music as possible. One
teacher who has recently lost several stu-
dents due to this cause has become quite
discouraged and writes to a~k if he had
better change his tactics and humor the
students rather than lose them. Most em-
phatically No! There are ways of combat-
ing the situation rather than admitting
defeat. A teacher would lose his own sclf
respect as well as the respect of his stu-
dents if he catered to their whims. The
chances are that students who lea a
tcacher on this account will in due time
return when they realize that the teacher
was working for their best interests.

15 indeed conscientious when he insists

Suggesting A Cure

AND NOW A FEW suggestions for a remedy.
As soon as this tendeney s discovered in a
pupil it would be well to insist upon all
new selections being memorized. Have the
distinct understanding that no new material
will be assigned until the present selection
has been memorized, This will require more
practice time than the mere reading of the
notes, and the student will feel he i~ weork-
ing for a definite goal. This extr
enable the teacher to bring out the finer

time will

points of interpretation so  that

selection is finally finis hoth

and the student can be pro it

tion, One reason why students want to keep

changing selections is because they really
believe in their own mind that they play
well the ones they have just had.

It is advisable to keep a card record of
cach student with not only the date and
grade of cach lesson but al a met
randum of selections assigned. Frequently
request the playing of some sclection pre-
viously given, as students will then keep
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rehearsed on past lesson material lest they
be caught unawares,

Accordion music libraries of the present
have splendid arrangements of the greatest
composers. When assigning a selection it is
a4 good idea to draw attention to the com-
poser and request that a briei biograph-
ical sketch be written out and brought
to the next lesson. Such material is avail-
able to students at all public libraries, This
will make the lessons interesting without
using any of the lesson time. The reason
why some students think they know a selec-
tion before they do is because they have
never been taught thoroughness. Before a
student attempts to play the new assign-
ment, ask him what key it s in, what
time, and so on. Then ask him to name
the notes in the melodic line without look-
ing at either the instrument or the music.
It is surprising how many fail in this test,
even though they have practiced the selec-
tion a full week.

Studio Recitals Help

ANOTHER MEANS of encouraging the stu-
dent to perfect his selections is to have
frequent studio recitals, It is best to group
students of the same grade, as rivalry soon
onters, with one  endeavoring to surpass
another. Such recitals could be conducted
as sacial affairs with perhaps only six or
seven students appearing at a time and
their parents and friends invited. It is sur-
prising how students who formerly
content to play in a sort of hit or miss
tashion will soon realize the necessity of
periection. Teachers also owe it to their
~tudents to present them in a public concert
at least once a year.

Another  question  which  has  recently
been submitted is whether the principle of
rotation should be applied by the right hand
on the prano kevboard of the accordion.
Yes, it will be found a distinct help and
~hould be given to students ecarly in their
trainmg  on scales, Hanon and Czerny
studies as well as velocity and other studies
especially arranged for the accordion.

The mention of these books brings to
mind a recent conversation with a promi-
nent accordion teacher, Having received a
fine musical cducation himself, he under-
stands that diversified study material must
be given to accordionists if they wish to
become full fledged musicians. Ten years
ago the average accordion student merely
wanted to learn a few pieces. To-day he
wants to become a real musician. The prob-
lem this teacher encountered was that the
finamcial condition of some of his students

were

such that it was dificult for them
to invest much money for music at one
time. Under such circumstances it has

€ < ( A

certain amount for music during

the teaching season and then permits his
orthy students to have the material they
need, when they need it, without paying
the  entire amount at one time. Small
weekly payments can be arranged and few
tcachers have suffered any loss by such a
sy~tem. The day has passed when an ac-
cordionist limits his study material to a
single text book. He needs training in each
phase of playing just as a pianist does.
In addition to the many fine accordion text
books published to-day, there are numerous

(Continued on Page 198)
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*Doris Mae Door
from St. Louis,
Mo., with her
Petite Soprani.

JUVENILES LOVE THIS NEw PETITE

tyytaru’ AMPLIPHONIGC

30 LIGHT, SO EASY TO PLAY!

@ This new Petite Soprani Ampliphonic
. Accordion, so light and small and easy to
play, is “made to order” for the young
musician.
through Soprani’s exclusive *“Ampliphonic”™
feature.
lighter, easier to play, yet has the full vol-
ume, tone and playing range of concert
accordions.

Weight reduced nearly HALF

ldeal for women, too. Smaller,

EASY TO LEARN=Soprani assurea fastest, easieat
learning.
third less bellowsing, smart new derign. Transfer
your piano playing almost directly to this modern
instrument. Easy to teuch.

Piano keyboard, volume control, one-

TRIAL=EASY TERMS=—Your munsic dealer will
demonstrate this new accordion.
direct for beautifully illustrated book and com-
plete details. ]

for complete m
great demand. Mail posial today sure,

SOPRANI, INC.

SOPRANI, inc., Dept. 337, 630 S. Wobash Ave., Chicago, Il

Without obligating me in any way please send complete information
fﬁ EE and illustrated literature describing the Soprani Petite Accordion.

Or send poatal

hin in the instrument you want
ical enjoyment. Teachers in
192

Dept. 337, 630 So. Wabash Avenue
Chicago, Il

PHOTO-CHART

and ADVICE TO ACCORDIONISTS
CHARLES Charles Magnante, the famous
MAGNANTE  nafio accordramist, reveals
P secrels of successtul xcordion
e ] laying. Esplained in detatl,
withspecialphote-chartof large,
clear pictores. Include
your name, address and
f acconds-

write
today

EXCELSIO

Dept. 438

AL "l

JUST OUT!
OUR NEW 1838 THEMATIC

ACCORDION MUSIC CATALOG
SENT FOR 10¢ POSTAGE.

BLEECKER STREET -~ N.V.C

SCHOOLS—COLLEGES
CONVERSE COLLEGE

Haroud A, R.ctey, Deun

KNOX ... -..
NORTHWESTERNS?szieass

and Dramatic Art. Esther C.Benson, M. M., President
Mes City, Mont.

SHENANDOAH. COLLEGE

CONSERVATORY OF =pecial Courses in
Pipe Organ, Orchestra, Public School Musie, Piano and
Organ Tuning. Rates Reasonable. In the heart of the Shen-
andoah Valley, Dayton, Virginia

SCHOOL
OF
Music

Rpartanburg, N

CONSERVATORY OF MuUSIC
Galeshurg, Ilinols
John Winter Thompson, Dir,

CONSERVATORY

PIANO TEACHERS

Are Increasing

THEIR INCOMES

® Many teachers of piano are earning extra
money by teaching the accordion. They say
their pupils learn the principles of har-
mony faster on this popular instrument.
Exclusive Master Touch Action and
richer tone have won leadership through-
out the world for Wurlitzer accordions.
Decide now to make this a more proﬁt-
able year. For full details and style folder

mail the coupon.

WURLIIZER

THE RUDOLPH WURLITZER CO.

Accordion Division

De Kalb, Illinois

Please send your folder that tells how I can in-
crease my income by teaching accordion as well
as piano.

Name .

Address

Cury State
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[t is the ambition of THE ETUDE to make this department a ““Violinist's Etude’” complete in itself.

How a Violin Is Made in Mittenwald
By MAZIE MATTHEWS
With Photographs by the Author

A Statue of Mathias Klot; at Mittenwald.

o GE docs not improve the tone of a
cood violing™ said  Joseph Wornle
of  Mittenwald, Bavaria, who has

been making models of Stradivarius, Amati.
Guarnerias, Klotz and other master violin
makers for the last forty vears, as had his
father and gerandfathers before him, back
to 1685, It was in lod4 that Mathias Klotz
camme back from Ttaly ; his apprenticeship
days in violin making having been spent
witii Railich at Padua. Proot of this has
been found in the inscription in a true
Amatt violin, “that Klotz of Mittenwald
along with Guarnerius, Stradivarius and
Amati spent the vears of 1678-79 together
in Padua.” To Amati is given the credit of
designing the first perfect violin, and from
his model masters like Guarnerius, Stradi-
varius, Klotz and later, Stainer built their
violins,

Prior to the Thirty Years” War Mitten-
wald was a prosperous trading town. The
wide stone road used to-day from Austria
through Mittenwald was originally built by
the Romans and was the chief trading
route from [taly to Nuremberg, Munich and
other “free cities” in Germany, After the
devastation of the war, other trading routes
opened and Mittenwald's popularity began
to wane. The people were destitute and
near famine when Klotz returned. He in-
troduced the art of violin making, first to
his brothers, then next relations: and he is
known from that time as the savior of
Mittenwald, for it was he who brought
back prosperity to a starving people. There
is a bronze statue to his honor in the center
of the town.

In Klotz's time the wood for making
violins wa~ found in the immediate vicinity
of Mittenwald, on the Krantzberg and Kal-
varienberg mountains, but to-day it comes
from farther aticld. .\ tree that erows on
the  flat land,” continued M. Warnle,
“grows quickly because of the richness o
the ol thererore 1t will not have the tone
producing qualitics of the tree that has had
to ~truggle for its existence against poot
soil, wind, and storm. Therefore the hest
maple and pine i~ found high up on the top
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of the mountains, because the tree grows
slowly. The tree from which the best in-
struments are made must be at least two
hundred years old before the wood is even
considered, and if older than that it is bet-
ter: it must not be a dead tree, but one
whose growth is finished. \After cutting it is

cured for fifteen years betore it is salable

to a violin maker.”
Cutting the Wood

WHEN T woon is suthciently aged, the
log is quartered—ior the years rings must
remain intact—the picces are chosen that
are most alive (those that vibrate), cach
picce is cut to the length of the body of the
violin and about three-quarters of an inch
thick tapering irom the center to the outer
Py
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A. Showing the method of cutting wood
for a back in two pieces.

B. The method of cutting wood for a back
of one single piece.

edge. This is then carved to shape by hand

-
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with a small one inch plane and sandpaper.
The violin is symmetrical, so only halt a
pattern is used. Each picce of the violing
neck, back and front, when sounded with
the tuning fork, must bhe of the same piteh.
Those pieces tuning to F, are placed to-
gcther,  those tuning to G are placed
together. Should the maple back of  the
violin not be of the same pitch a~ the pine
of the top, the instrument will never be
clear, and cannot harmonize. The violin
makers take the utmost care and precaution
that all woed will be exactly of the same
pitch from the very first,

The next step s the cutting of the F
hul('\.
70
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A Stradivarius
F-Hole.

A Stainer
F-Hole.

This is a very exacting task. Fach mioded
has a slightly different one. Some masters
preferred a small straight F-hole: others
made it longer and on a slant (the first one
pictured 15 a Stradivarius). Every part has
to be so exact that, when the instrument is
played, it can vibrate freely, with its tone
improved by this F-hole, Great care is

taken in putting the lacquer and varnish
around the edges and corners of the finished
imstrument, as all edges of the F-hole must
he free to vibrate,

“EKach maker,”

continued Herr Wornle,

A display of the steps in violin making, as seen in the workshop of Joseph Waornle
of Mittenwald, Germany.

'World Radio Histo

A. Baader of Mittenwald, in his workshop
where he specializes in the restoration of
Klotz violins.

“put a different cubic space in his vielin,
The instrument made by Stainer would not
he suitable as a solo instrument, because of
the cubic space, which is seventy milli-
meters; while a good solo instrument should
have only up to sixty millimeters, in order
to give a good resonance and clear tone,
and not as the Stainer which has a dark
tone, The Stradivarius is good sounding bhut
on account of the space between the ceiling
and bottom has not the same qualities in a
big room or in an orchestra. It is best
adapted to a small room.”

There are six picces of hard maple used
for the banding. This is planed or dressed
down to a mere shaving, then it is placed
on a hot shaping iron, after which it is
glued together around the model board.

The groove—or what appears to bhe a
black line around the violin, and in a
machine-made instrument is bhut a black
line—is cut in so that in case the violin
should have to be repaired the front or
back can be removed without breaking into
the vear rings of the wood. This tiny
banding that is fitted into the groove is of
three kinds of wood, the outer one is black,
hence the dark line. Machine made violins
have inner supports conforming to  the
shape of the violin, but the inner contour is
not smoothed off, consequently  the  tone
will catch or hold in the sharp corners, and
the tone becomes shrill and hard.

The Soul of the Instrument

“THEN <A THE MAKER, “after all this
exacting work, the soul of the violin is
the  sound And this, to sound in
perfect harmony must have from ten to
twelve year rings. The whole  post is
about  six  millimeters  in circumference
and 1t s made from wood which grew
only one millimeter in two vears. |1 the
sounding post is one-half millimeter more

post!
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i circumference or one-half millimeter too
long the tone will be hard. If too short the
tone will be spongy, and if too far to the
right the E and A strings will sound cor-
rectly while the D and G will lack reson-
ance, and zice versa.”

When completely finished (except for the
lacquer) the violin is tuned to proper
harmony and lacquer is mixed; and even
this will improve the sound, because, should
the violin not be “clear as a bell,” it can
be balanced by different kinds of lacquer,
the details of which we did not ask Herr
Wornle to explain to us.

In this mountain village, when the con-
fusion of summer guests and cars is gone
and the quiet life of the country is once
more resumed, these master makers again
begin to work. For during the summer most
of them were gathering their bit of hay,
high up in the mountain pastures, for each
family owns a cow or a goat that must
needs be fed through the long cold months.

So his scythe and rake are the lilt of the
warm summer days, but his ecar is keen
and his hands, though rough and weather
worn, do not lose their cunning, and when
snow clouds drift across the peaks of the
mountains and settle over the valley, his
plane and saw take up their song for the
winter. It may be a model of a Stradivarius,
a Gagliano, a Klotz, a Stainer; it matters
not, for these artisans are qualified to make
any or all.

When a violin is to be sold the instru-
ment is “played in” for a week or ten days
by a teacher in the Conservatory of Music
in Munich or Vienna, who gives his opinion
as to the value of the instrument. Only then,
is the violin completely finished. The tone
is as good as it ever will be. The artist
maker has done his work. The violin has
grown to perfection under his skillful
hands; it awaits only the master player to
give its song to the world as a singing liv-
ing instrument.

Paganini from a Personal Point of View

By SOPHIE MICHEL

VioLiN sTUDENTS like to read the biog-
raphies of great violinists and perhaps the
one with the strongest appeal has been and
will continue to be Nicolo Paganini. He
was tall and angular; though according
to some sketches the angles were chiefly
outlined in elbows and flying coattails. Be-
sides, the silhouette of his hooked nose and
shaggy, straggling locks of hair, gives the
macstro a Hallowe'en appearance which
lacks nothing but the traditional black cat
and broom to convert him into a witch in
masculine attire, suitable enough to frighten
anyone. This guise accentuates only one
side of the story of Paganini's success in
astounding the musical world of the nine-
teenth century—performances by means of
black magic, as many superstitious people
believed. His use of double and single har-
monics, the simultaneous pizzicato and bow
passages, double and triple notes, staccato
and unusually wide finger stretches, all
were considered so difficult in those days
that only a “son of the devil,” as some
called him, could be expected to periorm
them. In fact he spent a great deal of
time in composing music which he jeal-
ously guarded for his own use and in which
he strove to introduce the greatest number
of difficulties, so that the accounts of his
uncanny skill gave him the reputation of
having been assisted by no less capable a
personage than His Satanic Majesty.

In Elson's “Book of Musical Knowl-
edge,” however, there is a good illustration
of Paganini which shows him in something
that approximates a hair cut, with a lovely
forehead, and a warm light in his eyes,
although far more remarkable are the
hands and the slender fingers of which the
tips turn up. That is my favorite picture.
I like the stories about his phenomenal
sight reading of concertos, in manuscript
and sometimes upside down; and about his
playing the guitar to a Duchess of Tus-
cany; and the other tales about how he
learned to play whole compositions on one
string ; and even the tid-bits about his char-
acter. But I thought the most practical
information was evident in the finger tips,
because the ten or twelve hours of prac-

tice he did in working out his technical
problems are recorded there.

To the violin student this is as over-
whelming a fact as was the playing of
Paganini to his amazed public, for the
average pupil cannot do more than three
or four hours without fatigue. The only
solace lies in knowing that in his later
vears Paganini seldom practiced, so well
founded was his marvelous technic. The
striver for virtuosity might find in this
some consolation for his drudgery by paint-
ing for himself a rosy future in which he
may play to his heart’s content without the
routine of practice. On the other hand, a
genius like Yehudi Menuhin claims he
never studies more than three hours a day;
and his results are beyond doubt equal, if
not superior, to what Paganini achieved,
because, disregarding his extreme youth as
an excuse for any shortcomings, he was
hailed by critics as a Wunderkind (wonder
child), who, in spite of his lack of grace,
untutored platform manners, and heavy
walk, played with the maturity of “a man
of forty.”

The point is, is it possible to make a
virtuoso on twelve hours a day of practice?
The answer comes back that no amount of
toil can make a genius. We are told that
for all his miraculous performance of
violinistic tricks Paganini could not do
justice to a Rode or a Kreutzer concerto,
and that, according to Fetis, he was a
master of technic and phrasing, rather than
a pathetic player, that Baillot could not
stand the harshness of his pizzicato, har-
monics or staccato.

Paganini’s counterpart in the art of
painting might be Van Gogh, who could
not take time off to eat a regular meal
even on the few occasions that he had the
money. Critics of painting are still arguing
whether or not the Hollander is nothing
but a hack; the same doubts might apply
to Paganini whose prowess has been
matched by modern virtuosi. We have noth-
ing but what he left us in his defense; his
“Caprices,” bearing the dedication, prob-
ably in nomination of himseli: “Agli
Artisti (I am only accessible to artists).”

WHERE SHALL |

GO

TO STUDY?
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PrRIVATE TEACHERS (Western)

Private TEACHERS ({Eastern)

FREDRIK E. BLICKFELT

Yoice Specialist

b Four years with Vincenzo Sabatini, Milan, teacher of
;(Jo n McCormack, and Antonio Cofogru. Rome,
p(teacher of Battistini.
p(8224 Marmont Lane Just off Sunset Blvd.
{opposite Chateau Marmont)
Hollywood, Calif.
Phone: Gladstone 7755

XXX XXIXXXX

MRS. LEONIE BRANDT

Virtuoso-Artist Teacher
Author of '*Science in Modern Pianoforte Playing
Published in 1922 by Theodore Presser Co.
Scientific Training
Artistic Coaching for Concert Performance
3948 Clay Street San Francisco, Callforma

ROSE OUGH '
VOICE

FORMER ASSISTANT TO LAZAR S. SAMOILOFF .
IN HOLLYWOOD

REOPENED HER VOICE STUDIOS AT

1931—8TH AVENUE OAKLAND, CALIFORNIA
Telephone Glencourt 4115

EDNA GUNNAR PETERSON

Concert Pianist—Artist Teacher

229 So. Harvard Blvd. Los Angeles, Calif.
FE. 2597 '

|

|

EARL ROSENBERG

Former Director Kansas City Conservatory
Teacher of Singers, Professlonals and Beginners
Spend 1938 summer in idea!l surroundings
in Southern California
Summer Classes in Choral Conducting
640 Broadway, San Diego, California

LAZAR S. SAMOILOFF

Voice teacher of famous singers

From rudiments to professional engagements
Beginners accepted. Special teachers’ courses
610 So. Yan Ness Ave., Los Angeles, Cal. ]

BERTHA VAUGHN
Teacher of Ruth Shaffner of New York,
Mary Teitsworth Boyd, Ruth Terry Koechig
702 S. Crenshaw Blvd. Los Angeles, Calif.

in order to afford teachers the opportunity to make

contact with prospective students, this directory has
been established as an inexpensive advertising
medium. Detailed information will be supplied on

Mrequest.

- and Josef Hofmann.

BARBARA BLATHERWICK

Recital - Coloratura Soprano - Opera
Pupils Accepted
The Italian be! canto, founded on the
principles of Manuel Garcia
43 Fifth Avenue

Tel.: GRamercy 5-6392

KATE S. CHITTENDEN

Pianoforte — Repertory — Appreciation
THE WYOMING, 853 7th AVE.,
NEW YORK

New York

ALBERTO JONAS
Celebrated Spanish Piano Virtuoso
Teacher of many famous pianists
19 WEST 85TH STREET, NEW YORK CITY
Tel. Endicott 2-2084. On Tuesdays and Wednesday in
Philadelphia, as Director of Piano Department in thel
Combs Coliege of Music, 1331 S. Broad St.
(Fran I:) {Ernesto)
LaFORGE-BERUMEN STUDIOS
Voice—Piano
Frank LaForge teacher of Lawrence Tibbett since 1922

14 WEST 68TH STREET, NEW YORK
Tel. Trafalgar 7.8993

RICHARD McCLANAHAN
Representative TOBIAS MATTHAY

Private-lessons, class-lessons in Fundamentals
Available as Lecture-Recitalist

806 STEINWAY BLDG., NEW YORK CITY
FRANTZ PROSCHOWSKI

Vocal Teacher

XXXXXXXXiXXXXXXXXXXXXXXXXXXX

200 W. 57th St.,
Tel:

New York
COLumbus 5-2136

Study Modern Popular Piano Playing with
HENRY SCOTT

Famous Screen and Radioc Piani sv~T¢fcrver
Courses in Swing—Harmony—Orche or
PROFESS'ONAL PREPARATION
Telephone Cathedral 8-8821 or write

130 Morningside Drive New York City
EDWARD E. TREUMANN

Concert Pianist—Artist-Teacher
Recommended by Emil Von Sauer, Moritz Moszkowski

Studio, Carnegie Hal!, Suite 837, 57th St. at 7th Ave.
Tel. Columbus 5-4357 New York City
Summer Master CIuss—June *o September

MARGUERITE VALENTINE

Concert Pianist - Teacher
Teacher of artist pupils who have won Tobias
Mathay and Juilliard Graduate Scholarships
Director of Piano Department of
Music School Settiement
Studio: 140 West 69th St. New York
Endicott 2-4580

XXXXXXXXXXXXXXXXXXXXXXXXXXXXX’XXXXXXX‘XXXXXXXXXXXXXXXXX‘X

PO 0000009009090 0000000006090 909 ¢

P9 9000000000000 06006000000 09 4

FIUGUST GEMUNDER & SONS

119 West 42nd St., New York

Old & New VIOLINS

#Gemunder Art Violins”

Bows, Cases, Strings, Expert Repairing
Est. 1846 Send for Catalog E.
America’s Fumous Violin House

L o N

LEHTO SUPER VIOLINS
Best Since Stradivarius
I build my violins all by HAND, like Stradivari dhl

out of the finest, oid wood that money can buy.
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VIOLIN. QUESTIONS

Answered

By ROBERT BRAINE

No guestion will be answered in THE ETUDE unless accompanied by the full name
and address of the inquirer. Only initials, or pseudonym given, will be published.

(Much
dereriptions,

of the
photographs

mail addresged to
and labels

the
of old

Violinist’s Etude
rioling. On the busis of these,

conxirts of awritten
the

writers ask ux to tell them if the violing are genwine, and their value. We regret

to xay that this is impossible.

majority of labels in vi

The actual
oling are counterfeit and no indication of the real maker.

violin must be examined. The great

We adrise the owner of a supposed valuable old violin to take or send it to a
reputable expert or dealer in such inatruments. The addreszea of guch dealers can

be obtained from
licationx.)

Bowings and Vibrato. .

M. ¢, W.—In playing passages of rapidly
repeated notes, if there are no slurs, a single
stroke of the how is given to each note. Various
bowings can be used, Sometimes the exact form
of bowing desired is indicated in the muric, and
sometimes not, this being left to the performer.
2. The composer often writes in the music the
exact type of bowing he requires, such as
spiccato, martelé, springing, and ro on, but
usually he leaves this to the performer. It
would be well for composers to indicate the
bowings more frequently than they do. 3.
Vibrato is a trembling quality imparted to a
note or notes by a to and fro motion of the
hand, from the wrist, It is very seldom in-
dicated in the music, The sign hy which it
may be indicated resembles the teeth of a saw,
like the following— laced over
the note or notes on which it is desired that
the vibrato should be used.

A Chinexe Fiddle.

H. G. F.—A Chinese fiddle looks a good deal
like a croguet mallet, with the hammer part
covered with snake rkin. It has only one string,
anid the tone is strongly reminiscent of the
sereeching of a rat, whose tail has been caught
in a door. To a Chinaman, however, the tones
are beautiful.

Violins by Bianchi

0. D. 8.—Nicolo Bianchi was a violin maker
of considerable note in France, Ile lived in
Nice. France (also in Paris, and Genoa, Italy),
between the years 1796 and 1881, Works on
the violin give few details of his life. ITe made
some excellent instruments which command
prices of several hundred dollars, according
to quality.

Loeating Squeaks

¢, I"A.—I cannot tell the cause of the
squeaks and bad tones of which you complain,
without examining your violin and hearing
vou play. This is because the trouble might
come from so many causes. It might come
from faulty bowing, from imperfect strings,
inferior rosin, a bad job of re-hairing the bow,
and many other causes, Take your violin to a
good violinist, or violin maker, and he can
eaxily determine where the trouble lies.

Stradivarius Valuation

J. S.—Antonius Stradivarius was the great-
est violin maker who ever lived. A genuine
Stradivarius is worth from $£15,000 to $25.000,
according to quality, as some of these violins
are better than others. It is claimed that an
exceptionally fine model has sold as high as
$30,000, but this is not authenticated. There
are hundreds of thousands of imitation Strads,
which s&ell from five dollars up. Many people
fondly imagine that they have real Strads,
whereas their violing are only imitations, in
many cases worth little or nothing. 2—An-
dreas Morella was not a famous maker. T
think he made violins in Venice, Ttaly, but
they are only of medium value, A relative of

the advertizsing columns of The Etude and other musical pub-

his, Morglato Morella, made finer instruments
and hence is better known. He also operated in
Venice.

Rehairing the Bow

L. E. W.—Directions for rehairing violin
bows can be found in the little work, “The
Violin and low to Master it, by a Professional
Player.” This book can be purchased through
the publishers of Tug ETUDE. 1t contains a
;'ust amount of interesting material for violin-
sts,

If you expect to rehair your own bow only
occasionally, I would strongly advise you not
to attempt to do the work yourself, as it re-
quires a great amount of skill and experience.
It would be much better to take the how to a
skilled repairer. It is very difficult to do the
work well without much experience. Good re-
pairers have told me that they could not do
the work even passably well, until they had
rehaired fifty or a hundred bows. If, however,
you expect to learn the trade of violin re-
pairing, the best way would be todplnr-e yourself
under the supervision of a good professional
repairer.

The book mentioned describes the process as
well as it can be described in written words.

Studies in Double Stops

8. T.—Part Two of Schradieck’s “Technical
Violin School” is given to exercigses in double
stopping. The student can also get much
valuable practice in double stops in the
scales in thirds, sixths, octaves and tenths in
Schradieck’s “Scale Studies.” 2—1n his “School
of Violin Technic,” Sevéik has devoted I'art
4 to “Exercises in Double Stops.” Some of
these exercises are quite difficult. 3—For
beginners in double stop work the teacher
could procure books of easy two part songs,
or four part songs in which the pupil could
play the soprano and alto parts as double
stops. 4—1t is impossible to say just when the
study of double stops should be taken up.
Some pupils are ready for them sooner than
others. Almost every violin instruction book
contains a certain number of exercises in
double stop work. H+Schradleck’'s “Technical
Violin School,” and Sevéik’s “School of Violin
Technic” are both admirable works for de-
veloping all around violin technic.

Splitting Hairs

N. I. G.—I cannot tell, without seeing your
bow, what causes the hairs to split, and to
break so frequently. The trouble is no doubt
caused by the hair being old and worn ont:
or mayhe the hair catches on some part of the
violin or the cake of rosin, thus breaking it.
You are not far from Boston, Ro why not send
your how to a good repafirer there, Write to the
New England Conservatory of Music in Doston
and ask them to recommend a first class re-
pairer to whom you can send your bow. The
theory that the hair had been attacked by
moths or other insects from the plush lining
of the violin case might be trne, but T have
never heard of such a case,

So “Kitty” Loses Her Credit

By HENRY E. ELVERSON

WHEN the word “catgut” is used, as ap-
plyving to the strings of certain musical
instruments, it really is a misnomer; for,
as a matter of fact, these strings are not
made from the “gut of a cat” at all. Orig-
inally the word was “kitgut,” or “gut of
a kit"—the kit being a tiny violin which
dancing-masters carried in their pockets.

Moreover, “catgut” is really made from
the muscular coat of the intestines of a
sheep, which are steeped, scoured, fer-

mented and inflated, then cut into strips,
if large, and twisted. For the smallest violin
strings three strands are used; for the
largest seven; and for the largest strings
of the bass viol, one hundred and twenty.

The intestines of lean sheep are said to
make the stronger strings, while those of
sheep that have been “high livers” produce
the sweeter toned ones. The finest quality
of strings, and the largest quantity of them,
are made in Rome and Naples,

* k k¥ %

Two on Parnassus

“Haydn and Verdi stand in a place to which no other great composer has
entrance. They were susceptible to external influence in their old age. and
they did their best work then. Havdn was iifluenced by the music of Mozart,
his junior by twenty-four vears: Verdi by some of the plays of Shakespeare,
as these were put before him by Arrigo Boito, a poet, libretto writer, and
composer who was his junior by twenty-nine years. —The British Musician.
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The Banjo

the other members of the banjo fam-

ily to their present prominent position
is one of the most interesting developments
in American musical history. Although
frequently called a distinctly American in-
strument, we must not overlook the fact
that for hundreds of years in many coun-
tries of the old world, gourd shaped instru-
ments covered with snake or sheep skin
were in use. The invention of the American
banjo is credited to one, Joe Sweeney, who
was supposed to be the first white man to
construct one and play upon it. According
to the story which is generally accepted,
Joe Sweeney produced so much music from
his instrument that he was called a whole
band in himself and was nicknamed “Band-
Joe,” and from this we derive the present
name of the instrument. With the advent
of the blackface minstrels the banjo came
into its own, as no minstrel troupe was
complete without a clever banjo player.
Amongst the players of this period the
names of Gus Mead, Tom Briggs, John
Savarie and Frank Converse stand out
preéminently. During the latter part of
the nineteenth century a veritable wave of
banjo popularity swept across the country,
and everywhere banjo clubs were quite the
rage. The five string banjo, plucked with
the fingers, was reigning supreme; and in
the course of time a number of outstanding
performers appeared on the concert stage.
The names of Vess Ossman, Van Eps,
Fred Bacon, Frank Bradbury and Alfred
Farland are familiar to all lovers of the
banjo.

Farland in his prime was considered the
greatest artist of them all. For many years
his concert tours took him from one end
of the country to the other; and his recitals
were invariably sold out long in advance.
His programs included many transcriptions
of classical compositions, which were ex-
ecuted with the greatest of skill and artistic
taste.

THE RISE OF THE BAN]JO and

The Jazz Influence

WHILE THE FIVE STRING banjo still retains
its popularity, some vaudeville players have
experimented with wire strings and plec-
trum, in order to get a greater volume of
tone; and we now have the plectrum banjo
with four strings. Eventually this instru-
ment was introduced into the dance or-
chestra; and most of the young banjo
students now prefer this style of playing.
The change from the old A notation to C,
tuning the strings to C, G, B, D, also
makes matters simpler for the beginner,
as he is now able to read directly from the
piano score. But the final blow to the five
string banjo, came with the advent of the
tenor banjo.

The jazz age arrived, and old and young
began to dance. Small and large dance
bands sprang up over night, and every one
of these needed one or more tenor banjoists
to supply rhythm. Teachers were swamped
with pupils, manufacturers were working
overtime, turning out tenor banjos selling
from fifty to five hundred dollars. Publishers
were printing numerous instruction books,
collections of studies, solos, duets and or-
chestra parts for tenor banjo. Harry Reser
and his Eskimos and many other banjoists
were heard over the radio, and the popu-
larity of the tenor banjo was ever up and
up.
But now enters the guitar, sonorous,
somewhat subdued, not as boisterous as her

younger brother, the banjo, but preferred
for its mellow voice, and gradually the
tenor banjo apparently loses its “place in
the sun.”

When banjoists come together the ques-
tion frequently is asked, “Will the banjo
stage a comeback?” In the writer’s opinion
it is still here and here to stay. It is a far
cry from the crude instrument of sixty
years ago to the artistic creation of to-day :
and American youth will always succumb
to the exhilarating, scintillating tone of the
banjo.

Throughout the middle west, many dance
bands still prefer the plectrum banjo to the
guitar, In England and its colonies the
banjo has never been more popular than
during the past year.

It is to be regretted that the five string
banjo has been neglected by aspiring con-
cert players. Its full chords, rippling,
sparkling arpeggios, snappy staccatos, its
beautiful right hand tremolo with thumb
accompaniment, all will bring an audience
“to its feet.” A clever banjoist, whether he
plays the five string, plectrum or tenor
banjo, is always received with open arms,
be it on the concert stage, on the radio, or
in private gatherings.

After all, the banjo is the instrument
“par excellence” for entertainment and re-
laxation; and for this reason it will always
attract a large following.

The prospective student should first of
all place himself in the hands of a reputable
teacher, one who not only is a good per-
former but also knows how to teach. In
buying an instrument, sclect the best that
you can afford. A cheaply and poorly con-
structed banjo is worse than useless and is
a hindrance to the progress of the student.

The literature for banjos of every type
is most extensive; and all the leading pub-
lishers are in a position to supply instruc-
tion books, scale and chord exercises, music
of every variety, modern and classical
transcriptions, also arrangements for small
and large banjo ensembles.

An effective ensemble of banjos should
mclude first and second banjo-mandolins,
first and second tenor bhanjos, cello banjo
and bass or guitar-banjo, with drums and
traps.

In Earlier Days

IT MIGHT BE OF INTEREST to some readers
to mention the instrumentation of banjo
clubs during the early days. A representa-
tive group of which a photograph was re-
cently seen, included a piccolo banjo, ban-
jeaurine, five string banjo, and bass banjo.
This combination was used extensively by
professional and college clubs.

While it is true that some otherwise well
informed musicians still frown upon the
banjo, there are others who seem to feel
that its characteristic voice should be ex-
ploited in scoring for theater or concert
orchestras. The tone color of the banjo is
so different from that of all other instru-
ments, that creative musicians might find
possibilitics that so far have been neglected.

Percy Grainger, the Australian composer-
pianist, in a published interview some years
ago, expressed his opinion that “the plec-
trum instrument will play an important
réole in the orchestra of the future. There
are superb possibilities in these instruments,
when used in sufficient numbers. You know
the happy effect produced, when the entire

(Continued on Page 198)
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Andante Finale, Lucia, D) . Leschetizky
At the County Fair, March, G—1. . Martin
Barbara, Waltz, C—1 .Greenwald
Barcarolle “Tales of Hoft."” C—2 Offenbach
Big Bass Fiddle, The, C—1 Hopkins
Blue Butterflies, Valse Cap., D—l Leon Dore
Butterfly, The, A5 0650 W

Cedar Brook Waltz, C—3 ............ Perry
Curious Story, F-—83 ... ... .. Heller
Dreaming of Santa Claus, C—1 . Martin
Fantasie impromptu, Cfm—6. . ... . hopin
Fuer Elise, Am—3 ._Beethoven

Grand Marche de Concert, Dh-—5 Woll’haupt
Grande Polka de Concert, Gh—5-8 Bartlett
Hark, the Lark, Tr., Dh—8..S8chubert- Lhz!
Heather Rose, F—2 Lang

Home Gnlrd. March, F-2. Sr o{ Bt. Josepll

Humoreske, Op. 101, No. 7. G Drvorak
Il Trovatore, Fantasie, En—4 Verdl-Dorn
In the Rose Garden, Melod.v. F—3 Lange
Joyous Farmer, F—2 Schumann
La Gojcndrina, The Swallow, G—3 Serradeil
La Paloma (The Dove), G—2 .Yradler

Lady Betty, Ol1d Enylhh Dance, G—4 Smith
Lady Pompadour (Dance), En— Morel

Largo (New World), Dh—8 Dvorak
Little Fairy, Waltz, G—2 Streabbog
Mary's Pet Waltz, N Mack
Mazurka, No. 2, Bh—4 Godard

Melody in F, (Simp) F—2—3. Rubinstein
Moonlight on the Hudson, Dh—4—5 Wilson
Old Moss-Covered Church, An, C-1 Hopkins
Orange Blossoms Waltz, F—3 Ludovie

Over the Waves, Easy, C— Rosas
Pizzicato Polka, C—3 Ktrauss
Romance, Op. 24, No. 9 Dh—35 8ibelius
Rose Fay, Mazurka, F—3 Heins
Russian Song, Op. 31, Gm—4 S|mith
Sack Waltz, The, G—2 . .. ... . Metcall
Salut a Pesth, Dh—8 .......... Kowalski
Scales and Chords, 2 Czerny
Schmitt's Five Finoer Ex., Part 1 Schmitt
School Pictures, C—-1 Hopkins
Silent Night, Holy Night, Bh 3-4.. Gruber
Silver Threads Am. Gold, Bh~-8 -4 Danks
Skater's Waltzes, A—4 Wuldteufel

Solfeggietto, Cm—3
Song of Indln. A. Eh—l4 Rimsky- Korukoﬂ'

Spring Song, Op. 39 fendelssohn
Stilly Night, Holy Night, C—3 . {rug
Throwing Kisses, Mazurka, Eh—4... Heins
To Spring, Op. 43, No. 8, Fﬁ Grieg
Tulip, Op. 111, No. 4. G——2 Lichner
Under the Double Eagle, Eh-3 Wagner
Under the Stars and Stripes, Eh—-4 Roosevelt
Up In a Svtmu. Reverie, Ah—4 Montaine
Valse, No. 2, Bh—4 . Godard
Valse B eu. th—3 Margis
Valse Triste, Op., 44, G—4—5 Sibelius

Waltzing Dol (Pounee Val.), D—4 Poldini
Waltz of the Flowers, D—4 . Tschajkowsky
Watching the Soldiers, G—1 Hopkins
Wayside Chapel, F-—2 Wilson-Grooms
Weddlng March, Mendelssohn

Whoop ‘Er Up! (\lnch) G—3—4
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Cradle Song, A-— Schumann
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Evening Song, A—1 ? Vogt
La Golondrina, 1!—2 or C—1 . Serradell
Love's Groulinh o pI000 ..Elgar
0ld Folks at omo. A—z Fosater
Orientale, B—3 . Cul
Romanza, A—1 . . Vogt
Soldier's Song, A—2 Vogt

Spring Song, A—3 or B—2 . Mendelssohn

Swan, The, B Saint-Saens
Turkey In the Straw. A—3 or B—2 Grooms
Valse Bluette, B—2 Drigo
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Bands and Orchestras

(Continned from Page 155)

ask ourselves the question, “Where do we
go from here?”

Upon making a general survey of the
progress made during the past decade, we
find that although many of our commu-
nities have been successfully “sold” on the
music program, there are too many com-
munities in which this program has not yet
been given serious consideration as an im-
portant part of the school curriculum. In
other words, development, while having
been rapid, has not been general. Certain
sections of the country have made excellent
progress, while other sections have not at
all kept pace.

During clinic engagements, which in the
past five years have taken the writer to
practically every section of our country,
we have had the privilege of observing and
studying at first hand the instrumental
music programs in the schools of the va-
rious states. Although in many localitics
this is an integral part of the general edu-
cational program, as a whole the standards
of performance, aims and objectives are not
in agreement throughout the nation.

In some sections we find outstanding
bands and orchestras, while in others the
quality of work and emphasis on better
standards is rather disappointing. What are
the reasons for the variation in the results,
and what can be done to help uniiy the
progress of our instrumental music pro-
gram?

It is generally agreed that the majority
of the outstanding school bands and or-
chestras are to be found in the states of the
midwest. Hence we can find, perhaps, a
solution of our problem if we ascertain the
reason for midwest leadership in this field.

First, we believe that the tradition of
excellence of the band and orchestra pro-
grams of midwest schools has left its in-
fluence upon the present day instrumental
program of this section of our country. In
some other sections, unfortunately, the past
instrumental program leaves very little of
inspiration, impetus, or achievement,

The fact that in the middle west the
school band and orchestra program was
adopted as an important medium of educa-
tion at an earlier time is significant in that
the program has had sufficient time to ac-
quire community and administrative sup-
port. Thus in this section is found a music
schedule which calls for daily rehearsals, on
the regular school curriculum, and the
granting of credit for the various classes
offered. As a direct result of this emphasis,
we find the students’ interest intensified,
their attitude sympathetic, and morale at
a high pitch.

If the midwest does lead in worth of its
instrumental music program, this leadership
may be attributed, perhaps, to 1. traditional
excellent standards; 2. intensive individual
preparation: 3. home, school, and commu-
nity interest and support. Of course, such
problems as finances, geographic and other
difficultics  undoubtedly have their ceffect
upon results achieved in different parts of
the country, but this 1s the exception rather
than the rule.

The Contest Feature
ANOTHER IMPORTANT feature in the de-
velopment of the midwest band and or-
chestra has been the  national  contest
movement. Without a doubt, this project
has had its effect upon the standards of this
section of our country for national contests
have been held primarily in its midst (due
to the fact that the midwest contains a
larger number of bands and orchestras than
any other section of the country). There-
fore, the influence of the national contest
was greater here than in other sections,
These bands and orchestras were fortunate

in having the opportunity to participate
in the annual spring contests and festivals,
thus receiving  constructive  criticism  of
competent adjudicators. These events, in
spite of their faults, have been extremely
beneficial, not only in motivation for the
mdividual student, but also as a great
stimulus for the individual director.

Less fortunate are other sections of the
country which have not experienced the
advantages of participation in these events.
Up to the inauguration of the regional plan
as adopted by the National Band and Or-
chestra Associations last year, the schools
of the midwest had the “breaks” so far as
the national contest was concerned. With
the new regional plan in effect, however,
we will undoubtedly see a more uniform
development in the ideals and results ob-
tained by our instrumental groups through-
out the country.

Also, through the channels of the Na-
tional School Band and Orchestra Asso-
ciations, in cooperation with the National
Music Educators’ Conference, a more closely
knit relationship between cach of the ten
regions and the national offices should
materialize. This will enable cach region
to develop its own program to the greatest
possible extent, and at the same time re-
ceive impetus and colperation from  the
national headguarters.

I feel confident that the elimination of
the national contest and the adoption of the
present regional plan will have a far-
reaching effect upon all of the bands and
orchestras of our schools, and will prove of
particular aid in the building of finer tradi-
tions, interest, standards, and support for
those bands of the sections outside of the
midwest,

There is much left to he done in the
matter of instrumental organization and
administration in the schools of the cast,
south, and far southwest. "It is true that
these sections have made remarkable de-
velopment in a comparatively short time,
and that they have had competent leader-
ship. There are entirely too many schools,
however, in which the music program docs
not have its proper place. There are too
many rchearsals only after the regular
school day has ended: too many students
being taught on “mass production” basis;
and classes of seventy-five to one hundred
beginners having meetings of one to three
hours per week on the average. Is it not
pertinent to ask, “Where do we go from
here?”

For years the slogan of the Music Educa-
tors’ National Conference has been “ Music
for every child, every child for Music.”
This is indeed a worthy motto, and as a
result of the excellent manner in which its
inspiration has been carried out, we have
to-day the most musical nation in the
world, so far as the number of students
actually participating s concerned. No
country can hoast of such a great program
of music education for the yvouth of its
land. No other country hegins to carry on
such an extensive plan of music education.

Yet in spite of this tremendous program
we are constantly being reminded of the
decided lack of participation and apprecia-
tion of music by the adult population of our
country. The usual corollary of the above
statement is that we are not attempting to
build a nation of musicians but rather a
nation devoted to the love and appreciation
of good music. Granted so: Is our mission
in this regard being carried out? Are we
successfully cultivating a keen appreciation
for good music?

After Gradunation

Is THERE NoT a decided lack of professional
(Continued on Page 196)
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Pianists—Send for free booklet show-
ing how you may greatly improve your
technic, sccuracy, memorizing, sight-
reading and playing thru mental-
muscular co-ordination. Quick results. Practice effort
mintmized. Used by famous planists, teachers and
students. No obligation.

Broadwell Studios, Dept.311-C, Bendix Bldg.. Les Angeles,Calil.

Rebuilt Band & Orchestra instruments
HONESTLY REBUILT—FULLY GUARANTEED

Cnulog sent upon request. Please specify inatrument in
wbich you are interested. Distributors King Band Instruments.
WEYMANN COMPANY, Dept. E-3. 1613 Chestrut St., Phila. Pa.

“ ith an easy play-
ing Conn band in-
strument, you can be
ready for band or or-
chestra in 4 to 6
weeks. A sure road
to popularity if you
start on a Conn.
Choice of the world’s
greatestartists. Mag-
nificent tone. Many
exclusive features—
yet they cost nomore.
Ask to see the marvel-
ous new models now being
displayed by Conn dealers.

WRITE FOR THIS
NEW FREE BOOK

> Home trial. Easy payments. Write
us for free book on whichever in-
strument interests you most. Men-
tion instrument,

€. G. CONN, LYD., 313 CONN BLDG.

ELKHART, IND.
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JUILLIARD SCHOOL OF MUSIC

A

- ERNEST HUTCHESON, President

J UILLIARD SUMMER SCHOOL

Gsoncn A. WEDGE, Director f
julyf e August_ 12;‘1_938 -
_R;Aérva;iom now bemgrecexved A
Catalog on r._ejqu.e.rt. .
ROOI;‘) E

' i30 Claremont ‘Avenue New York, N. Y.

FS’I‘ABLISHED 1881

PE ABOD CONSERVATORY

BALTIMORE, MD.
OTTO ORTMANN. Director

One of the Oldest and Most Noted Music Schools in America.

CONVERSE COLLEGE

SCHOOL OF MUSIC FOR WOMEN
SPARTANBURG. SOUTH CAROLINA

The Revised and Enisrged
DUNNING GOIIIISE OF MUSIC STUDY

sppointed

Jean Warren Carriek, International Dean
™ unning, Endowed Professional School, Nationallv
le{!c“r't'.“(}g:o!m le bc‘ Orl;‘ t by the Aoaodimd Full B. Mul Degnen Dlplmm
Dasaing Faculty Normal Tmberl the Courses. College T
; United Btates snd c"’"" National Repuuuon Artists’ Conoerts.
For Ustos) endlialormaiionioter Sammer Session. - Moderate Tuition Fees.
940 S. E. 68 Avenue, Portland, Orogon For

Addrmuxall-mld A. Richey., Dean

Tell your Music Loving Friends about THE ETUDE and ask them to give
you the privilege of sending in their subscriptions.
Ask for g og of Rewards for subscriptions yau send

THE ETUDE 1712 Chestnut Street Philadelphia, Pa.

_

e |OUISE ROBYN SYSTEM

CHILDREN S MUSIC TRAINING

@ For the musical training of chil-
dren from pre-school age through
the various grades. to seventh
grade. For over twenty years the
Robyn system has proven a reve-

10 Day
Summer Course

‘ ' July 6 to J.w 16, 1938 | lation to progressive piano teach-
Fine Arts lulldin'. Chlup ) ers all over (hg country. -
Class Conducted Under the Personal L
Direction of LOUISE ROBYN - -
OEANT e ‘ A i RO'YN TEXT 'OOKS
" The course consusts of mornmg and. Tochmc Talu—Book I.. ".75‘
" afternoon,_ sessions of two- hours each; . -Teacher's Manual ... .75
covering every detail of the musical Technic Tales—Book II. .75
education of the child—from the pre- Teacher's Manual.... .75
school age to seventh grade music Chord Crafters (Technic
study, This is an  opportunity for ' Tales—Book Hl).... 75
teachers to obtain Miss Robyn’s en- Robyn-Rote Cards.....- IS5
tire course in ten days’ time. - | FeKe: oqrd:Town ..'. ARy |-
Write for_speciat cifcular glving all in- . -Ro yn-Gurer oAl 4315,
formation, including tuition ratés and " { . I Rohyn-Hanon 0600500007+ AD”
boarding accommodations. Address:“ . | |: Rebyn- Hormony—Book 1775 -
LOUISE ROBYN ‘ 'Q*Y“g""“"’gy‘;a”l‘“- ;g {
300 South Wabash Ave., Chicago S ol it <t SR
° ; . O D = : ) X .
8w . . Pibll'shed by
R oy L M (P P
t?c Prf-ﬂoh':):ol l;'h‘ﬂd and‘ eq:-lz‘l” of cu:- OLIVER D'TSON co'
Seowred without cost by toriting Berson: Theodore Presser Co. .
:ggr::’ Miss Louise Robyn at the above o Dl'sln‘bulbn e
\ 1712 Chestnut St., Phila., Pa.

Music in the Dark
By BERNICE B. sx‘sm

As A YOUNG GIRL I spent several summers
with my parents at a country place away
from_the city electric current. In the cool

of the evenings théy would sit outside and-

listen while I played the piano. The kero-
sene light would not burn satisfactorily in
a breeze, and to close a door or window
sometimes made it uncomfortably warm.

" Also, the. light attracted myriads of tiny

wmged creatures. Frequently, then, I played

in a room that grew quite dark before I'
finished, or was, lighted only by the moon.
streaming’ through a window. I soon learned .

that T must know where the note was as
well as what it was. I found that my play-
ing gained greatly in sureness and my self-
confidence was increased. -

I now use this method of practxcmg m a:

dark rd)m, or thh my eyes closed, -before

- every public performance. It is recommended

also .to -my pupils and they obtain hnghly
gra.tlfymg results. It is a genume aid in
gaining poise, and jt really is not so diffi-
cult If an érganist can find his pedals, a

‘pianist should be able to find his keys
without searching for them. When a com-
posmon has been mastered, including mem-
orlzatlon, my puplls are asked to close their
eyes ‘and imagine a vast audience while
pIaymg, the larger the better because of its
psychologxcal effect on the performer Itis
hardly necessary to add that the imaginary
“audience should not arrive before the num-
‘ber is well in hand, or the result is certain

.- to be disastrous. This system develops also

more frccddm ‘of the emotions.

A Romance of Easfex: Cazl'ols

(Continued from Page 145)
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Christ the Lord is

.

ris en s en

Oh, ladies and gentlemen that sit by the
gire,
Put your hand in your pocket, that’s all
we desire,
Put your hand in your pocket and pull out
your purse
And give us a trifle, you'll not be much
worse,
Fol de diddle dum,
Fol de day!

- In medieval times frivolity entered even
the churches. In a cathedral of France a
solemn game of ball was ‘played by Bish-
ops, with the congregation as onlookers.
In the present day only the sublime remains
of early celebrations and music. Thisg
thought, Phillips ‘Brooks has happily ex-
pressed in his Easter FIoWers from which
we quote:

“0 risen Christ! 0 Easter flower!

How dear Thy grace has grown;

From East to West, with loving power,

Make all the world Thine own.”

The “Italian Concerto” of Bach
(Continued fr;om Page 158)

measures 91 to 96 the playing must be
quiet and with expression, a little crescendo
being made in the last half of measure 92,
and another one in the same place in
measure 94; whilst measure 95 is again
piano,

In measure 96 a more definite crescendo
brings us to ‘a new development of a

spirited character, i the treble; and this’

must be attacked resolutely and continue
in the same energetic way until ‘it reaches

-double forte in measure 105. Having ar-

rived at measures 107 108, -109 and 110,
an accent is to be given to each of the first

“eighth otes in - thé nght ‘hand of - these
_measures.

“The long trill,” lastmg thtough measures

- 112, 113 and 114, must be played as equally

as possible, and as smoothly, and the six-

teenth note figures in the. bass of ajl these:

measures must sound put: prominently be-
low the ‘trill, ‘as: mmust - also the similar
figures in masures <116, 117 and 118.

I make a crescendo in measure 128, lead-

ing up to the hlgh A in the: ‘treble of meas-

ure.129, where there i a ‘sudden pmno In
~ -
- + 5 g @ o

Siew oY

measure 142 I take the last sixteenth note
group with the right hand—though it is
written in the music for the left hand—as
this facilitates the execution of the passage.
Finally, in measure 162, where the passages
in the right hand are brought to a loud and
incisive close, the four eighth notes in the
bass can be played 'in octaves if desired.
The octaves certainly add weight and sig-
nificance to this ending of the phrase which
presages the end of the whole piece.
From measure 163 to the close of the
piece in measure 192, the music is a note
for note repetition of the beginning of the
work, from measure 1 to measure 30, and
.-it thust be played as ‘such. The témpo should -
broaden in medsures 190 and 191, so as to
announce the approaching end of the com-
position; and the last chords of all must be
played ﬁehberately and with a final em-
phasis. . The whole impression of this first
movement of the “Italian Concerto” should.
“be that- of gay, colorful musi¢, pulsating,
with .rhythm; -at times, flowing; at times;’
abrupt; but “always conﬁned within the
strict pattern of the composer’s design.

g et R

Fommes to" Mus:c Teachers

“Never before in the haslor‘y of the world has so much money been spent
on musical education as is being spent in the Umted States at the present
time. It has been estimated that $100,000,000 is expended every year for
music tuition in this country, and this takes no account of the incidental items,
such as musical instruments and accessories, published music and other

. corollaries of musical education. A few years ago there were only three

musical conservatories of high rank in the United States; now there are

at least a dozen with the highest standards, some of them endowed with
—Harold Vincent Milligan.

mtllwn: of dollars.”.
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QUESTION AND ANSWER CDEPARTMENT

Conducted

By KARL W.

GEHRKENS

Professor of School Music, Oberlin College
Musical Editor, Webster New International Dictionary

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

and address of the inquirer.

Many, Many Questions!
. 1. Please list all the posthamous waorks
of Chopin.

2. (a) What ix the hest edition of Bacl's
Three Part Invention in F minor?

(h) How du you finger the thres
measure 217

() What excreises can | practice othor than
continually on this Inrvention?

(d) Hax there been a maxter losson in THE
ETCoE on this Invention?

3. (a) What is the best cdition of Chopin's
Etude, Op. 10, No, 17

() Nhowld the beft hand cliords in meaxure
& be arpeggiond?

() How is the left hand fingored in meas
wres 51-322 ody The right hand in moasure
362 () The left hand in measures 55-357

(f) In the arpeggios in preasires 6 5-65, may
it be fingered 5-3-2-17

() How ix the penultimate chord arpeg
gined ; that is, do hoth chords start sipul
tuncously or is it rolled from the huxs wpweard?

(h)y Where wre variations of tempo per
missible?

(i) What crorcises showld T wse
nection with this picee?

(j) What tempo should T use?

(k) How can I obtain sufficient speed?

() Is there a muastor losson on this picee?

b, (@) What iz the hest odition ot Chopin’s
I'relude in D-flat?

(b)) How do youw play the
measures j, 11, 15, 17,23 ane

(¢) How do powe pedal and finger measures
K1 and )7

roices in

in connee

right hand in

[ g (g

(i) Wherc ave variations of gempo per
wrissible ?

(fy What is the tempo of this picec?

() What ecrercises showld 1 ouse in per

Jeeting thiz composition?

(h) Is there a wmaster Texson on this picee?

5. () Nhowld the ninths in right hand
(meeasure 7 first wmoremoenty be arpegyiocd or
not?

(D) What ix tempo of first wmorvcment?

(¢) What is tempo of second moroment?

(d) Nhowld I take ropeat in the finale ?

() DPlease werite out tritls in finats ?

GOV In mcasieres i, 18, 19 and 20 from end,
showld heats romain fiaed?

() How do you play measure

(WY How are the o grace
measure 5 from end played?

(i) What is tempo of this movement?

(j) Where arc varviations  of tempo
nissible?

(k) What exrereises should T use?

(1) Ix there a master lexson on This picee?

B

1y from end?
notes he fore

per

A, 1. There too lll‘llll.\’ to
list here,

2i) (a) 1 know of no hest edition of Bach.
(b

are about 45

Ex.1

20) waT

(¢) T know nothing better than more Bach,
(d) Not that 1 know of.

3. (a) There ix no best edition.

(b) Not necessarily.

Ex.2
c MAL
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(f) Yes, some editions have it so fingered
Some artists make a glisxando of this run.

() Only the lower chord is rolled.

(h) There should be very little change of
tempn.

(1) Practice scales, arpeggios, and
exercises in G-flat.

Itanon

(3) About , 116,
(k) Do as much dight scale practice as
posxible.

(1) I know of none.

4. (a) There is none,

(b) In measures 4, 23, and 79 there ean be a
little liberty taken with the last few notes of
the run: that is, with a fermata on the laxt
eighth-note in the bass, In measures 11, 15, and

MARCH. 1938

Only initials, or pseudonym gven, will be published.

17 the three grace notes should take the time
of a xixteenth note, In each case they come on
the last guarter of the third count.

(¢) Most players are safer in using no pedal.
That is why it isx so fingered, =0 the tones will
be connected by the fingers rather than by the
pedal, :

(d) It should he quite steady, hut not me-
chanical.

() About M.M., = 72,

(1) It is not a question of exercises, Playing
the quiet numbers from Mendelssohn’s 'Songs
Withont Words™ will help you.

(h) Yes, in Tue ETvpe, November 1922, and
December 1924,

5. () You probably mean measure 8. To
arpeggio this Interval makes it easier to play
the thumb picnissimo and still bring out the
melody with the tifth finger.

(h) About MM, | = 52,

(¢) About M.M, J. = 69.

(1) Not necessary. Many artists do not.

(e)

Ex.3 .

Me:a:.al) Meas. 36
1 4 4

fit, heleae Liokoe,»
Efreil T e ==
L

(f) Try to feel two beats to the measure.

() Start trill on prineipal note (A), trill
about the length of one measure before start-
ing run, which should be played as tast and
even ax possible, retarding much at the end.

th) Which ever way yvou can play with the
nmost tone

(iv About ML, = 160,

(j) ‘There should be very little of it.

(k) .\ good dose of seales, arpeggios, and

oetitves,

(I 1T know of none.
Hhythm In MiacDowell,

Q. 1. In A Seottish Tone Pieture
ward MacDowell, conld yow tcll me

hy Ed
how to

count or play these measures? This is the ger
cnth meaxure from the heginning. Just hoie ix
ane to put the bass and the treble together
and how doues ane
troble

count the sir cighth notes

uf the With fowr cighths of the bass?

2. Also, how would one count the following
measure in sie-cight time?!—Inquirer.

g}éé‘ﬁ —
f‘ 2 . 2
L 3@%.’ =

A. 1. Mechanieally, that is, according to
the time value of the notes, this is a case of
playing two in the left hand against three in
the right hand, and this means that the second
of the pair of two notes in the left hand comes
halt way between the gsecond and third of the
three in the right, But musically it is rather a
case of feeling the entire measure as two
large beat groupings, the first of which is dl-
vided in the right hand inte six parts amd in
the left, into four. Do it mechanically a while
until you see how the notes fit in: then throw
away the exact timing and try feeling two
large gronps in the measure,

2. Here again you must
tween time and rhythm, between the me-
chanical and  the musical.  Mathematically
Machowell made a mistake and according to
the time value of the notes he should have
written two eighth notes and marked them
with a figure 2 to indicate a doublet. But
musically and artistically hisx meaning is per-
feetly clear: he wants each of the two parts
of the duple measure (6/8) to be divided into
two groups of two's instead of the usual two
groups of threes, Try feeling each measure of
the composition asx having two large groups,
these to be sometimes subdivided into threes
and sometines, ax you guote, into twos,

differentiate he-

Tempo of Mussorgsaky's Intermezzo,

Q. Can you tell me at what metronome
mark the “Intermezzo0” hy Mussorgsky is gen-
crally played? Does the same tempo continue
to the end of the picee?—NMiss 1. 1,

AL ! should say that the tempo is approxi-
mately MM, [ = 126, The same tempo is kept
throughout the composition.

Q. In Buek'x Festival Te Deum, the word
cinfinite” appears, What is the proper pro-

nunciation of this word?—1n. .

A, The dictionary pronunciation is given
Buck

as In’-fi-nit, and the accents in the

Te Dewm it such use.

Opportunities
in the

Music Field

UNIVERSITY METHODS
ForR HOME STuDY

Founded in 1903 and advertised in the Etude columns since 1908

MUSIC HAS ALWAYS RANKED HIGH AMONG PROFESSIONS.
THERE IS NEVER AN OVERCROWDED FIELD
FOR THE WELL TRAINED TEACHER

You can get this invaluable training right in your own home, without any inter-
ference with your regular work, and at but a fraction of the cost in time and
moncy otherwise nccessary. Thousands of professional musicians, teachers and
artists throughout the world owe their success wholly to the authoritative methods
and the painstaking guidance of the master teachers of the UNIVERSITY EX-
TENSION CONSERVATORY, and gladly testify to that fact.

Raise your standard of teaching and make your own lcssons worth while. With
a diploma or bachelor’'s Dcegree you can meet all competition. We offer the
highest class instruction to you, gained in a busy c¢xperience of 33 years. Do not
imagine the lessons dry, uninteresting, and hard to learn. They contain complete,
explicit instruction on every phase of music.

The scope of the service includes personal attention to each individual member
while studying—all done under expert supervision.

To you, we extend an invitation to join the ranks of teachers now enrolled for
our extension courscs, working toward higher positions.

WHAT AN OPPORTUNITY'!

You will be interested in seeing the samples that
we will gladly send to you on receipt of the coupon.
Aéproof of quality is important for one interested in further training. We give
a demonstration to build confidence. We send you regular lessons from the
course. You examine these at your leisure and then decide for yourself how they
can be adapted to your needs. An examination of the lessons which are sent with-

out obligation to you, may be the means of starting you upon a career that will
pay dividends in increased cash carnings.

MAIL THE COUPON TODAY
UNIVERSITY EXTENSION CONSERVATORY

1525 E. 53d Street, Chicago, Illinois.

Please send me catalog, sample lessons, and full mformation regarding course I
have marked with an X below.

[JPiano, Normal Course [JEar Training and [JTrumpet
for Teachers Sight Singing [JCornet
[JPiano Course for Stu- [JVoice [ Guitar
dents [ JHistory of Music [ ]Mandolin
[JPublic School Music [ Choral Conducting ] Saxophone
[JHarmony [[JClarinet JPiano Accordion
[JAdv. Composition [JViolin
INEYIIE 00000000000000000000000a00000600300009000608000000000aaa0 Age oo
LS Y g
(€157 cooc0a0a00000a000a000a000000aa00aG State L
How long have you taught PianoZ........................ How many pupils have you
MOW?. ..o, Do you hold a Teacher's Certificate? .............. Have you
studied Harmony? .................... Would you like to earn the Degree of Bachelor
of Music? ...ovviieiniiiiiiniinn
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CHICAGO

tions. Many special

AMERICAN

- CONSERVATORY
.1 OF MUSIC

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

DEGREES—BACHELOR OF MUSIC, BACHELOR OF
MUSIC EDUCATION, MASTER OF MUSIC and MASTER
OF MUSIC EDUCATION; TEACHER’S CERTIFICATES.

Under Authority State of Illinois

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

l' Thorough preparation for concert, radio, opera and teaching posi- I
| features. weekly recitals, concerts with full

| orchestra. lectures, school of opera. training in students’ symphony

| orchestra, bureau for securing positions.

SUMMER MASTER SCHOOL

Three Summer Sessions—May 13 to June 23,
lI June 24 to August 4 and August 5 to September 15 l

{ Special Summer Courses in Public School Music, School of Opera, School
| of Acting, Children’s Musical Training (Robyn System), Class Piano Method
(Oxford). Theatre Organ Playing

(i Member of the National Association of Schools of Music

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

x; AMERICAN CONSERVATORY OF MUSIC
'l 575 Kimball Hall, Chicago, Ill.

52nd SEASON

F

SCHOOL OF MUSIC
OF THE UNIVERSITY OF MICHIGAN

Complete curricula leading to degrees in
all branches of Music. Faculty of distin-
guished ertist teachers. Concerts and May
Festival by world’s greatest artists and
organizations in Hill Auditorium seating
5,000. Chorus of 350; student symphony
orchestras, glee clubs, bands, etc. Recitals
each week on $75,000 orgen.

Eight Weeks I}

Summer Session
June 27th to August 19th.

CHARLES A. SINK, President
Box 1004, Ann Arbor, Michigan

FlmlmlllllllﬂlmllllmnIIlI.llllIIIIlllllllllIIllIIllIllllllllﬂlIIlllllllllllllllII

INSTITUTE OF

HIQ,W H/os-‘ Institutional Member of -the
sCmo FORE l National _Assoctation of “Music
LOF MUSICU schools. 34th sear. Al branches
of Music and Dramatle Art. Many free advantages.
Faculty of 84 artists. Accredited Teachers’ Certificates,
Diplomas, and Degrees. Desirable boarding accom.noda-
tions. For Catalog and View Book.

Address H. B. MANVILLE, Bus. Manager
Dept.2—52 Putnam Ave., Detreit, Mich.

LAWRENCE COLLEGE
CONSERVATORY OF MUSIC

APPLETON, WISCONSIN

Carl J. Waterman, Dean
Courses in plano, voice, violin, ‘cello, organ, -theory,
public school music and choir dlrecting leading ‘to
3achelor and Master degrees.

BALDWIN-WALLACE
CONSERVATORY OF MUSIC

BEREA, OHIO (suburb of Cleveland)
Afllated with a first class Liberal Arts College.
Four aml five year courses leading to degrees. Facully
of Artlst Teacherz, Nixth Bach Festival, June 10
and 11, 1938, Send for catalogue or information to:
ALBERT RIEMENSCHNEIDER, Dean, Berea, Ohio

MILLIKIN CONSERVATORY OF MUSIC
DECATUR, ILLINOIS
Offers thoro training in music. Courses leading to
Bachelor of Music Degree. - Diploma and Certifi-

cate in Piano. Voice. Violin, Organ, Public School
Music Methods and Music Kinscrgnrlen Methods

Bulletin senl free upon request
W, ST. CLARE MINTURN, Director

Ohe (lebielawd Tnstitute of (Dusic

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

Faculty of Nationally Known Musicians
BERYL RUBINSTEIN, Director, 2605 Euclid Avenue, Cleveland Ohio

Bulletins of Splenbid Buy-

{I Etude Advertisements are
ing Opportunities - - -

THe Erube Music MacAzINE
¥  The World's largest, and most highly
¥ respected ‘musical publication.

CAN YOU AFFORD TO BE WITHOUT IT?

® OBERL

OFFERs men and women  thorough insteuetion in o all
branches of nusie. Mus.BB. degree. Forty-<ix apeecialist
teachers, Gradustes prominent in musical world as eon-
cert artist2, mu-ic teachers and supervisors in public amd
private schools, {Iirectors of conservatories, dean~ of col-
lege musie departments. Exeellent equipment—numerous
studios, over 200 practice rooms. Twenty-three modern
organs including two large recital instruments, World-

N CONSERVATORY

famous artist« and
organizations ap-
pear in artist-re-
cital eourse, Weekly
tudent-reeitals  in
Wirner ¢Concert  1Hail,
on same campis  makes
courses, MHigh school reau
Frank H.

of MUSIC

seating 8§00, Oberlin  Collega
wssihle excellent combinatjon
ed. Ertablished 1865, Catalog
Shaw, Director, Box 538, Oberlin, Ohio
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Band and Orchestra Department

(Continued from Page 193)

and amateur bands, orchestras and choruses
in the cities, towns and villages of Amer-
ica? Is there not a great let down in
musical participation after students graduate
from our high schools and universities?
Do we not experience great difficulty in
fostering community and industrial music
programs? Yet all of this exists in a na-
tion which without a doubt is the leader in
music education.

The fact remains that the reason for
America’s lack of adult participation in
music is what we might term the mortality
rate among students after they are grad-
uated from high school. Too often the love
and appreciation for good music (if they
have ever been actually a part of the stu-
dent) die upon the day the student passes
from the portals of his high school re-
hearsal room. What causes this situation?

Is it due to our methods of teaching?
Are the people of America too busy to
participate in the community music pro-
gram, or is it a matter of our never truly
having felt the cffects of music apprecia-
tion? The writer believes it is a combina-
tion of all these situations.

Due to our system of mass education in
music, we have been too concerned with
the matter of “every child for music” and
not sufficiently devoted to “music for every
child.” Perhaps we have been a bit guilty
of “mob rehearsing”, with a lack of atten-
tion being given to what each individual is
receiving from his participation in the re-
hearsal.

We have been too concerned with what

Musicians of

the child does to his music rather than
what the music does to the child. T never
have been very enthusiastic about abstract
or artificial music appreciation. I believe in
the music appreciation programs that at-
tempt to provide appreciation not so much
through listening to, as from active par-
ticipation in the rendition of good music.
[ believe that greater satisfaction and en-
jovment are achieved through participation
i the playing of good music, even though
it might not be a perfect performance, than
through listening to a great orchestra by
way of the “air waves”. Genuine love and
appreciation is not attained by mere talk,
reading, or listening.

Few people have the profound interest
and understanding of the art of music un-
less they have actually experienced an ac-
tive participation in its performance, and
it is this thought that we wish to emphasize.
When our students who yearly graduate
from our high schools and universities will
continue in active participation in com-
munity music programs, then I believe we
will promote the slogan of “Every child
for music, music for every child” to that of
“America for Music, Music for Americal!”

This can be brought about only when
the thousands of students graduating yearly
will continue to perform with the technical
cquipment and musical skill they have so
well acquired during  their school expe-
riences.

In the spread of adult participation in the
rendition of good music there lies an
answer to where we should go from here.

March Birth

(Continued from Page 134)

Baptiste Calkin  (1827), William
Henry Monk (1823), Enrico Tam-
berlik (1820)

17th—Josef Rheinberger (1839), César
Thomson (1857), Karl Friedrich
Zollner (1800)

18th—Jules-Joseph-Ernest Vieuxtemps

(1832), Nicholas Rimsky-Korsakoft
(1844)

19th—Max Reger (1873)

20th—Alherto Abraham Bachmann (1875),
Luise Dulcken (1811)

21st—Johann  Schastian  Bach  (1685).
Adolfo Betti (1875), Carlo Rosa
(1842), Herman Sandbhy (1881),

Thurlow Lieurance (1878)
22nd—Hamish MacCunn (1868), Otakar
Seveik (1852)
23rd—Eugéne Gigout (1844), Ludwig Hess
(1877), Antoine-Joseph.  Lavigne
(1816), Cam’il]c-,\l;lxric Stamaty
(1811), John A. Van Brockhoyen
(1856), Franz von Vecsey (1893)
Maria Felicita  Malibran  (1808),
Martinus Sieveking (1867)
25th—Francois-Joseph ~Fétis  (1784), Jo-
hann Adolph Hasse (1699), Arturo
Toscanini (1867)

24th

20th—\Wilhelm Backhaus (1884), Jeanne
Gerville-Réache (1882), Kdith Row-
ena Noyves Greene (1875), Mathilde
Marchesi de Castrone (1826), Franz
Marschner  (1855), H. Alexander
Matthews  (1879), Karl Eduard
Nossler (1863),  John  Rogers
Thomas (1829)

27th—Johann Ernst Eberlin (1702), Sir
George  lvey  (1816), Vincent
d'Indy  (1851), Peter Christian
Lutkin (1858), Richard John Samuel
Stevens  (1757), Edyth  Walker
(1870)

28th—Antoine-Edouard  Batiste  (1820),
Max  Bendix  (1866), Edmond
Clément  (1807),  Modest  Mous-
sorgsky (1835), Antonio Tamburint
(1800)

20th—Johann  Wilhelm Hissler  (1747),
Charles Stewart Macpherson (1865),
Wilma Maria Francisca Neruda
(1839)

30th—Angelo Catelanmi (1811), Sir John
Hawkins (1719), C. Linn Seiler
(1881)

3st—Franz Joseph Haydn (1732), Otto
Lindblad  (1809), Henri Marteau
(1874)

* *

The Wisdom of a Savant

“A good music school gives an admirable traiting of cve, car and hand,
and imparts an accurale and faithful use of all the senses. This sort of train-
ing is a much needed supplement to the kind of education given in the public

schools. .
training. .

.. It is not physical training alone, but also intellectual and moral
. It ds by such-coordination of the trained senses. acting in

common with the tmagination and the reasowing poier, that the greatest
discoveries of the hwman mind are wronght out, and put to do the work of

Imanity.”"—The late Dr. Charles W,

hot.
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VoIce QUES'TIOJ\’S

Answered

By FREDERICK W. WODELL

No question will be answered im THE ETUDE unless acompanied by the full name

and address of the inquirer.

U se Diseretion

Q.—1. 1 am sizteon
start training my roice?

2o My lowest note ix sceond
and 1 can go two octaces highor,

4. 0 sang crcessively tor g weck, and 1 ogot
very hodarse, Now ccery morning oy roice is
pure, bt after I oxing one song I get hoarse,
What should 1 do?—W_ |

A.—1. Not if you can tind a careful teacher
wWho Knows how o manige very youle voices
such as yours, which ix [:mh.lhl\ still in the
corrse ot Cehanging”

2. We wish our men mnnpnmlc nts woull
indicate the compass of their voices with the
nxe of notes on l{n- xtaff and the bass clef, We

ix thix toos yuung to

an the pidno
tm 1 a huxs?

now atnderstand you to mean that your com-
pass ix oas follows
C
_0
- ¢'A
93 7 -
=z —
S
C

Voices,

This would indicate that yon area biass,
as well

however, are judged by Their quality,
as by tlu-n L .

3 Rtep singing Cexcessively” Stwdy with a
sood teacher, of whom |l||~r ire o doubt a
number in the large city in which you live, and
let him rc-;.'nl.lln- vour work. Ree anpouncements
of teachers in the ETUpE.

That Question of Placen t.

Q. Vitl won pleaxe adrise, through the
colunns oj THE T bE, concorning roice place
meont!—F. G

A, The professional
writing for his newspaper,

eritie, when
cwell placed”

musie
of a

voice, may be referring not so much to a mat-
ter of vocal technie, as such, but rather to a
general effect by which the Winger has wiven
=it 1etion to the listener, hix effed tomay
b ribed ax the result of a type of tone
production and emission which permits the
exhibition of a consistently musical suued ex

pressive tone quality ©a zenuine xost nity and
legato ! an even, ll).lll' delivery of seiles, pitss-
agres and arpegyi s the power to shink ind color
freely the tone: and to pronounce distinetly
and with finesse.
‘There ix much (h\l;_'rn-nnnl amonyg \m.ll
teachers and stuadents as to “voiee pliveement.
For example, the following varied ideas have
been put forth X
(1) Place tone at all pitches in all voices,
in the upper front mouth only @ (2 at the level
of the bridge of the nose: i) of the foreliead,
With uen's voices, plice the upper range
(1) up behind the bridue of the nose (2) in
the upper front mouth only.
Place the lower tones, all
wi ml in tln- mouth.
a combiped”

vaicex, far for

placement in tront mouth

co on lower and middle pitehes, all
Ihlu the notex of the top range, women's
voices: (1) well up in the face: (20 on the
forehead : (3) between the eyes: (4 at the
temples (5 in the upper back head,
Certain writers strongly oppose attempt
to place™ the voice, Tao quote: Froneous
umupnunx like voice |-l.|~|n<.:. Tead directly

COF con
anywhoer
to place o
the

renee and wrong action,”
iden of placing the voice
fallacious.”™ “in trying
mentally  we attempt

T
is utterty

tone |nh\~|(.|ll\ or
||n|m\\|I. =
Voice is “air-waves

These will make their
themn,

way into every space that is open to

from the point of generation in the larynx,
including laryogeal, pharyngeal, eeal, nasal
and “head” ecavities, (In this connection see
“The Voice seantifol,” by I~2rn|-\| G. White,
for an argmunent, with many  photographi

illustrations, in favor of “sinus tone-produe-

tion."")

Ningers have been trained tooartistie at-
tainment withont talk of “voice placement.

properly
Breath-con-

Novertheless, as 1 teachinge i
used, that s, upon a by ol
trol, and frecdom  tfrom widi throushout
the vocal instrument, by * nuIn- ction,” without
.lllvmplln" toeal, direct musenlar wanagement,
voice-placing™ has been proven of distiner
value 1o some pupils. These have been led to
assoctte the production of good tone on the
various pitches with certain vibeatory sensa
tions until merely willing the appearane: ol
the sensation ns known has suflioed to bring
the piteh and tone desived,

Familiar elements of langnawe, such as the
consonants 2, v o doome n, and the diphthongs
th and (Wyng. preceding and closely combined
with a vowel, are used in developing a con
sciousness of the location of a sensation as of
tonal vibration.

The voice placements are subject to slight
varintion and maditication in location and in
tensity, according to individual pecularities,
amd to changes in piteh, foree, vowel and color
of tone,

In thix connection it shonld be remembered
that a tone may feel “nasal,” yet not (to the
anditor) sound nasal.

The artist, of conrse. thinks only of using
words and tones, combined, ax o vehicle for the
expression of the emotional and intellectual
content of his plece,

As a matter of fact, it ix the movable, ad-
justable parts of the voeal instrument which,
in the above procedures, are unconsciously

phiced and conditioned.

MARCH. 1938

Only initials, or psendomym given, will be published.

Ningers with the lower pitehed and heavier
vojces are usually conscious of a sensation of
vibration in the chest, while vocalizing, This
weinkens progressively ax the piteh rises, or
the tone lightens, It may finally disappear. 1t
is most noticeable when the simger Keeps the
upper chest well up, but without strain. Most
young children, and many adult sopranos, with
Jight, high voices, are not conscions of sueh a
sensation.

Nome authorities hold that the chest does
not meet the re qun-nu-nl\ for a genuine
Cresonunes cavity,

The following volumes
for details concerning
“voive placement’

“Polyehrome Lessons™ by
Root ; “Resonance in Singing” by Thomas Fille
brown ; How to Ring™ by Lili Lehmann: =Ar
of Ninging™ by ll.lnu'\(.n L.mmu rti, transhite:d
by Walter Jeky 1, “Positlon and Action

he  consutted
ideas as to

may
various

Frederick W,

in Ninging” by I,(lmnn(l Jo Myer: cLarie D
tion™ by Dora gy loln'\‘. “The  Naturai

\]Mh(nl nf \nhu- *rodue tion™ by
denee of Voiee™ by
“Creative Singing” by

Dir. Floyd X
Pouglas Stan
Paul Savage

The Ubiquitous Vibhrato

[ I am to take a sceond cramination for
nmembership in a spocial wiaed chorus within a
very short time. Yo have helped me bepore,
and I now axk for asxistanece again, On my first
andition I awcas told that | have an unnecessary
vibrato in my higher register which stands out
most awchen I hold long tones, Otherwise the
caaminer was pleased weith oy rvoice, sight
reading, and <o on, I was told thix defoel wax
not permanent, and couwld be overcome, Thix
cibrato xeems to stand ont anast when I am in
the least bit nervous, in fact I never scom to
have the trouble whon at home. Please give me
a forw guod cecreises.—C0 UL

A —Ily your own .\hlh'nu-nt your tirst job is
to become the “eaptain™ of your own soul
About what are yoir “Uneryvous, amd why
Thexe examiners are not your enemies, but
your well wishers, T'hey would he glad 1o find
you of aceeptable materiall The tonal “wobhle’
15 often the result of “over-blowing™ the voice
—what is called forcing it, Fear, however, de
stroys breath  control, Practice your upper
Voice on holding tones on xingle vowels, and
on o succession of vowels, one long note, with
a tirm determination that the voice <hall he
free from the objectionable vibrato, of which
you write, at the ne time resolving that the
breath shall flow freely, though cery slowly,
throngh the throat, and that there positively
<hall not he even the stivhtest degree of stiff
ness of the tonwue or jaw. De satistied at tirst
with a comparatively lizht, conversational
weight of tone. Look for a <light sensation of
vibration in the upper front mouth upon the
vowel, accompanicd, on the pitelh 15 (fourth

space, treble clef) and those above, with a sen
sation as of vibration reflected along the check
bones into the npper back of the head, ther
rising and falling with the piteh. Keep the up
per chest well up, but withont strain. Above
all, be Iu-n- in yourself, I can do it—therefore
1 win:

A Contralto’s 1’ roblem

(4} I heve sung much ax a professional con
tralte, though <till a youny woman, | have a
large and varicd repevtoive, My upper V. and
cerveral tones ahgee that, I take us head roice
and most people san they are quite musical
However, of late, when singing up in the amid
dle registor, the gquality somotimes heeoniox
rather hard, cspecially in broad, ereseendo
phrases, 1 have tricd placing  these niddle
wotes farther jorward, bt wot aweith invariably
guod vesults, T acould appreciate appy agsistoance
wou wmay give in this conneetion. —NArtistic
A.—Ax a contralto yon are fortunate it you
have discoversd how o take your upper |
in the real “head™ voice quality, Do not allow
a desire to get bigeer tones on that piteh and
above it to cause you to alter that production
Seek there for “more of the same thing” work
ing for fuller use of the resonanee resources of
your voi For the middle voice difticulty yon
deseribe, follow the example of some of the
ohl Ttalian teachers who stre believed to have
Toosened anmd ultimately broadened the middle
range without hardening it by practicing much
downward work, slowly, trying to Keep the
velvety guality and throat ease of the “head”
voice, il on your upper B, throughout the
downward singing to as low a piteh ax possible
Atter a great deal of this type of singing, try
earefully singing slowly in the middle range
short upward scalex and arpeggi, insisting
wpon retaining the comfort of throat exper
ienced on the head voice production, and bring
ing into use more and more of the combined
mouth and facial vibration, asx it feels, expe
cinllv when more force of tone is needed, A
slight inerease of coptralled hreath pressare,
combined with a more full use of resonance

chambers, ix involved in the true crescendo
upon any piteh,
* * %

“INe could oll double our incomes if we
aere prepared to substitute humbug  for
good, honest, scientific work.”

—Sir Thomas Horder.

- The Samoiloff Bel Canto Studios
and Opera Academy

610 South Van Ness Avenue
Los Angeles, California
FEderal 8294
[ ]
SAMOILOFF'S TEACHING
TIME UNTIL JUNE
IS ALL FILLED
L J

Samoiloff Will Hold Master

Classes at . . . .

CHICAGO MUSICAL COLLEGE, Chicago. 1l.—

30th

ELLISON-WHITE CONSERVATORY.
August 8th=261h

SEATTLE. WASHINGTON—August 29th=September 8th

June O6th—July

Portland. Ore.—

On September 12th, Mr. Samoiloff will reopen his Bel Canto
Studios and Opera Academy at Los Angeles, California.

WRITE FOR BOOKLET

THE

CALIFORNIA MUSIC COLONY

La Jolla, California, July 4 to August 12, 1938

A SEASIDE HOME
With the privilege of

MUSIC STUDY—MUSICAL CONCERTS—SIGHT SEEING TOURS

SUMMER SPORTS—VACATION and ENTERTAINMENT

AT A NOMINAL INCLUSIVE FEE
* * *
Our single moderate tee places a vacation
in Southern California within the reach of ali.
For our picture bulletin, write to,
E. H. WILCOX, La Jolla, California

GUY MAITIER
offers Stady-Vacation classes for

PIANO TEACHERS AND STUDENTS

in
ASHEVILLE, N, €C.—August 15 10 19
“Il'l
HOT SPRINGS, ARK.—August 22 10 26
Two hour daily lectures in Teaching Materials and Technie: fee $23.00

Also private lessons and repertoire classes.

Mvr. Maier will teach at
the JUILLIARD SUMMER SCHOOIL in NEW YORK CITY
August 12th.
Technie and Interpretation.

from July 5th to

offering courses in Methods.

For further information address

111 Lenawee Drive Ann Arbor. Michigan
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pleasure!

Sherwood offers special summer
courses at unusually low cost.
Private instruction in piano. voice.
violin, organ, cello. wind instru-
ments, theory. composition. dra-
matic art and dancing. Faculty
of 75.

Special short-term classes in 50
subjects, including piano normal
class, teaching repertoire. class
piano, master classes in violin and
voice, public school music. band.
orchestra and choral conducting.
theory. composition, microphone

410 S. MICHIGAN AVENUE

AN INVITATION
| To Study In CHICAGO This Summer

As President of Sherwood Music School I invite you to join the hundreds of ambitious
students and teachers who are planning now for a happy. worthwhile summer of
study and recreation at Sherwoad in Chicago. This great lake-side metropolis is cool
when other cities are sweltering. and offers an abundance of opportunities for
leisure-time activities. I know your summer here will be one of accomplishment and

SHERWOOD MUSIC SCHOOL

Institutional Member of the National Assoclation of Schools of Music

GEORGIA KOBER

technique. and many others.
Cultural and recreational adyan-
tages of Chicago include perform-
ances of the world’s finest music
“under the stars” at Ravinia and
in Grant Park; theaters, art gal-
leries and museums; sandy
beaches, parks and playgrounds.
Dormitory accommodations, cer-
tificates, diplomas and degrees
awarded. Write today for catalog
and all-expense estimate and plan
for your summer at Sherwood.

CHICAGO, ILLINOIS

Edgar Nelson, President

institutional Memb

Chicago Conservalory

Robert Macdonald, Vice-President
O. E. Robinson, Public School Music
Chicago Conservatory was established in 1857. Among the distinguished faculty of
165 teachers are many who have received national acclaim ¢ Thorough instruction
in Piano. Voice, Violin, Cello, Organ, Public School Music, Dramatic Art, Special
courses in Harmony, Counterpoint, Composition, Orchestration, Ear Training,
and Normal Methods. Bachelor and Master of Music and Dramatic Art degrees.

SUMMER SESSIONS (6 weeks each)

of the National Association of Schools of Music
Dormitory accommodations. Write for catalog E.T. and full information.
JEANNE HOWARD, REGISTRAR @ 25 E. JACKSON BLVD., CHICAGO, ILL.

Edgar Brazelton, Dean

Loro Gooch, Manager

1st Term—May 16
Major Term—June 27
3rd Term—August 8

position.

64 East Van Buren Street

1867—71s¢t Anniversary Year-——1938

CHICAGO MUSICAL COLLEGE

Accredited by the North Centra! Association of Colleges and Secondary Schools
RUDOLPH CANZ, President

Offering curricula in all branches of music leading to accredited Bachelor and Master
of Music degrees with major in Applied Music, Music Education, Musicology or Com-

Summer Master School Opens June 20th
Write Dept. 68-E for Catalog

Chicago

A professional school

in a university environment '
For Free Bulletins Write to

SCHOOL OF MUSIC

1830 Sherman Avenue
Evanston, Illinois

NORTHWESTERN

—_—————

UNIVERSITY

198

P

OLITAN
sc§o'g.?rpﬂ uUSIC

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

town musical center.
Box E. 306 8. Wabash Ave., Chicage.

TS e

Etude Advertisements are
{[ Bulletins of Splendid Buy-
ing Opportunities - - -

Teaching the Beginning Pianist to “Take Dictation”
By GLORIA F. PUGLEY

Have vou Triep dictation for better codrdi-
nation of mind and bady and for strength-
cning the mental capacity of your backward
pupils in memory work?

If you have not, then why not give the
following plan a trial? It is certain to
bring results.

1t may be suggested to the child that she
is to play a game with you: and then you
will call out a group of notes, which the
pupil will play not in the formation given
but in the formation specified.

For example: The teacher may call out
C-E-G (the chord of C). She may ask for
it to be played either as given, or she may
ask that it be played in broken formation,
which would be the scale of C, arpeggio
formation, or she may call only one note
and ask for its third, fifth, or any other
number above or below. She may ask for
its relative minor, arranging the notes she
chooses, of course, to suit the particular
needs of the pupil. Likewise, according to

the advancement of the pupil, the range of
notes given will number anywhere from
one to five or six. Sometimes it is well to
do some of these problems without the use
of the musical instrument, the pupil re-
citing the answers.

It is really remarkable what this type of
training will do for pupils; even though
only a few minutes of each lesson is set
aside for it.

A pupil, if he is to become an accom-
plished musician, must be able to see with
his mind’s eye every note which comes
from his finger tips. And in giving this
dictation you are heiping him to do just
that thing. He must picture the position of
these notes, if he is to rearrange them cor-
rectly. Moreover, once he catches on to
the idea, he will become fascinated by it,
especially if he thinks the teacher is also
participating. And the best of the game is
that both participants will share in its
pleasure and profits.

Fretted Instruments Department

(Continued from Page 192)

string section of an orchestra occasionally
strums the strings: and one can imagine
how a large body of instruments intended
to be plucked or strummed would sound.
Some new and ravishing color combinations
inhere in this class of instruments.”

Then, here is a paragraph from a review
of the first performance of the opera, “Life
of Orestes,” by Krenek, whose ‘Jonny
Spielt Auf” proved an international suc-

cess: “Unguestionably the most beautiful
and inspired portion of the score is Orestes’
monologue: FEs ist Abend, with the shep-
herds’ song. This exquisite lyrical passage
is accompanied throughout by the humming
of the invisible chorus of the orchestra,
with a passage between flute and banjo
which is ravishing in effect and is as novel
in invention as it is inspired in treatment.”
And so the banjo's lure lives on.

Bugles Over the Hudson

(Continued from Page 151)

New York was the soloist. Frankly scepti-
cal that a band could meet the demands
of the complex score, she became enthus-
iastic after the rchearsal, and gave a fault-
less performance of this monumental work,
before a keenly interested audience of music
lovers. Many invited musical celebrities
who attended were sure they had witnessed
the dawn of a new chapter of varied use-
fulness for the military band. Licutenant

Resta's genius in scoring the accompani-
ment, and his brilliant interpretation rank
him as one of the outstanding bandmasters
to-day before the public.

Everyone should come to West Point for
a visit. In watching parade, when you sece
the Adjutant walk briskly forward listen
for his roar of “Parade Rest!” The rifles
will snap. Then “Sound Off!” Listen: you
will hear one of America's great bands.

Piano Accordion Department
(Continwed from Page 189)

other books of study material which are
quite as essential. Each of these specializes
in some particular phase of accordion in-
struction. The Hanon and Czerny accordion
books mentioned should be embodied in the
teaching curriculum of every accordion
school. They should be used in conjunction
with the general text book being used.
Advanced velocity and dexterity books have
also been written especially for the ac-
cordion student.

Pianists who are beginning the study of
the accordion may have access to books
which concentrate on left hand practice.
These are useful as the pianist requires no
particular training for the right hand on
the accordion as he mercly transfers his
piano technic to the accordion kevboard.
These books of bass solos and other bass

* %

studies are also useful for students whose
left hand has not developed on a par with
the right.

The study of harmony and its applica-
tion to the accordion bass kevhoard is pre-
sented in a book which is most thorough.
The key, or answers to the problems, may
be found in an accompanying booklet. This
is useful for either self instruction or as
an aid to teachers in correcting lesson as-
signments on harmony. Instruction on the
manipulation of the bellows has been cov-
ered in a book dealing with that phase of
accordion study. Sight reading and orches-
tra training have been covered in individual
text books on those subjects. Accordionists
who have difficulty in chord progressions
and modulations will find material de-
signed to help them in this study.

* %

“It is the nature of iwtrumental music in its highest form to cxpress in
sounds what is inexpressible in words.”—Wagner.

THE ETUDE
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Advance of ‘Publication Offers
March 1938

All of the Forthcoming Publications
in the Offers Listed Below Are Fully
Described in the Paragraphs Follow-
ing. These Works Are in the Course
of Preparation. The Low Advance
Offer Prices Apply to Orders Placed
Now, with Delivery to be Made
When Finished.

CHILD'S JOURNEY—RICHTER ........ocooenie.

CHILD'S OwN BOOK—BRAHMS,
sKY, MacpowgLr—TAPPER

.. $0.35

TscHAIKOW-
......... .EacH .10

ALl THREE .25

FOURTH YEAR AT THE Piano—WiLiLiaMs ... .50
GROWN-UP BEGINNER's VioLIN Book—
KESNAR ... . . .. .. e .40
LiTTLe PIECES FROM THE C1LASSIC MASTERS—
VIOLIN AND PIANO—BEER .....occoeiiinnninnn .35
ManuaL oF FUGUE—OREM ... ... ... .40
MAsTER  PIECES WITH  MASTER LESSONS
PIANO ... Liiiiei ciies ees i tiitieni e .50

VioLIN So:os—HAnplk
VioLiN ParT .15

PiaNO PART .20

ONF-STRING

P1AY WITH PLEASURE—PIANO ALBUM ... ... 40
REWARD CARDS—SECOND SFRIFS 395
TEN STUDIES IN STYLE—PIANO—KERN ... .20
TwENTY-EIGHT MINIATURE ETUDES—PIANO—
KETTERER .30

The Cover for This Month

The cover for this
month is a tribute to
the celebrated French
composer, Maurice
Ravel, who died in
Paris, December 28th.
1937. The health of
this man, who had be-
come France's fore-
most modern classicist,
was considerably im-
paired in recent years.
He had been afflicted
with pains in his head for a number of years
before his passing, and his death was directly
due to the effort to relieve him through a
serious head operation.

Ravel came from the land of the Basque.
He was born at Cibours. Basses-Pyrenees.
March 7, 1875. In 1891 he became a first
medalist, after two yearg in the preparatory
class, at the Paris conservatoire. lis later
work in the advanced class at the conserva-
toire was under such teachers as Charles de
Bériot, H. Pessard. André Gédalge, and
Gabriel Fauré. In 1901 he won the second
Prix de Rome, his cantata “Myrrha” winning
him this honor.

Ravel gained recognition as the foremost
of modern French composers. but this was
only after the bold impressionism displayed
in his writings made him the center of musical
controversies in  Paris. The conventional
classical disciples clashed with the musical
non-conformists among composers, who reveled
in modern experiments in the developments of
poetical impressions, even when the effort to
gain atmosphere employed frequent and sud-
den changes, unresolved dissonances, and bold
harmonies. Ravel, however, was a gifted crea-
tive artist, and his music was appealing be-
cause it had a rational quality, and his skilled
craftsmanship never permitted his composi-
tions to drift into puzzling vagueness.

His “Bolero™ is his most famous work. and
foremost s\mphonv orchestras the world over
hu\'e featured it on their programs. His opera

“L'Heure Espagnole” was produced at the
Paris Opera. Some of his smaller works de-
serving of mention are his “Jeux d’Eau.”
“Miroirs,” and “La Valse,” for piano, his
“Rapsodie Espagnola” for orchestra, his
his “Piano Concerto
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Rapee’s
music of Gounod’s

press to many millions,

Etune.

through Tue

for the Left Hand Alone.” and his “Scheheré-
zade” set for solo voice and orchestra.

Ravel made concert tours of Europe, Eng-
Jand, and the United States. His American
tour was in 1928. Besides his conducting ap-
pearances at that time he appeared as a con-
cert pianist. and assisting in his recitals were
Samuel Dushkin, violinist, and Lisa Roma,
soprano.

Ravel never married. His brother, Edouard,
was with him when, at the age of sixty-two,
Maurice Ravel drew his last breath m the
early morning at the private hospital where
he had undergone the operation.

Music for Commencement and
Graduation Exercises

One of the most important days in the life
of the earnest student is that set aside for
graduation. and music in one form or another
is naturally associated with the event. In-
dividual music students as a rule will be guided
by their teachers as to numbers to be selected
for performance. but there is much that it is
possible to do in the way of ensemble playing
or choral work on the part of groups of players,

Orchids from Broadway

¢ THE ETUDE recently received a lovely bunch of “orchids.”
Walter Winchell, who made the word synonymous with applause
or bouquets, calls them. They came from the Radio City Music
Hall, not exactly on Broadway, but very near to it.
theatre in the world produced upon its stage a dramatization of
The Magasine Rack including in the series L’ILLUSTRATION of
Paris, Punch of London, LiFe of New York, and Tue EtTune of
Philadelphia and everywhere. The screen on the huge stage and
the programs in the visitor’s hands, announced that the next
number would be a tribute to America’s oldest and best-known
music magazine, THE ETUDE. The symphonic orchestra of one
hundred seated in an orchestra pit, the floor of which is lowered
and raised by hydraulic lifts, came to stage level;
fiery baton flashed and a splendid arrangement of the
Faust was performed to the applause of the
6,400 auditors (25,000 a day).
was repeatedly announced over the air and through the daily
all of which made us very happy and
made us want to tell you about it, because you have manifested
such splendid interest in THE ETUDE and the achievements of
its publishers. The world just now is again in a grand mix-up,
but we are striving to forget the unchangeable past, realize the
wonderful now, and anticipate the glorious future in our efforts,
to contribute
musical progress, prosperity and happiness.

as

The largest

Erno

In addition to this, the event

more and more to your

or singers, that will lend color and interest to
the occasion.

It is quite needless for us to outline or sug-
gest programs as these will depend upon the
special conditions confronting those who may
be responsible for their planning: but we are
happy to offer help in selecting suitable things
for solo work, piano and ensemble numbers
for two or more performers, also part songs
in every practical combination. A liberal as-
sortment of any designated classification will
be sent promptly on request with full return
privileges if application is made to Theodore
Presser Co., Philadelphia. Our well-known
Selection Service is always available. Those
who prefer to receive circulars or catalogs in
advance will be accommodated. Just mention
“Commencement Music” and tell us something
about your neecds.

Changes of Address

When changing your address, be sure to
write directly to this office advising us at least
four weeks in advance and giving both old
and new addresses. This will prevent copies
going astray.

ADVERTISEMENT

Easter Music

While many choirmas-
ters and church music
commiittees have selected
the music for this year's
Easter Program some may
have been delayed. For
these we suggest the help-
ful service of the “On
Sale” plan, created by the
Theodore Presser Co. and
offer a few suggestions in
easily-prepared  material,

Everlasting Life (Forman) (60c), He Lives,
the King of Kings (Risher) (50¢), and Life
Eternal (Dale) (60¢) are cantatas that re-
quire no great amount of rehearsing on the
part of an average volunteer choir.

A brand new anthem has just been pub-
lished which easily may be learned—Hymn
of Joy (Catalog No. 21328) by Louise E.
Stairs (12¢).

For the Good Friday services there is a
new arrangement for treble voices-three part
of Roduey’s well known solo Calvary. This
has been made by the Philadelphia organist
James C. Warhurst, whose many settings of
devotional numbers for choirs of women’s
voices have been used extensively.

Of course, the publishers gladly will supply
a copy of Folder P-1 giving a complete list
of Easter Music publications, but if time
doesn’t permit selection from a catalog just
ask for material for examination, stating the
needs of your choir, the number of members,
their capabilities and any other information
vou think may help in making an intelligent
selection. Presser Service is invaluable when
time is short.

One-String Solos
For Violin Beginners
By Kate LaRue Harper

Similar to the five-finger pieces of the pupil
in the first grade of piano playing is the ma-
terial in this unique new work for the violin.
Fascinating story texts and charming illustra-
tions make these miniature melodies most at-
tractive to young violinists. serve to inculcate
a feeling for rhythm (especially valuable in
class teaching) and make the average young-
ster just want to learn to play the violin.

The book may be used supplementary to
any violin instruction book. Only three fingers
and the open strings are used, as the beginner
has difficulty in placing the fourth finger at
first,

One-String Solos will be published in two
volumes—the violin part for the young play-
ers. the piano part for the teacher, or accom-
panist. The volumes will be printed in the
convenient oblong size. In advance of publi-
cation single copies of the violin volume may
be ordered at 15 cents; of the piano volume,
20 cents, postpaid.

Fourth Year at the Piano
By John M. Williams

With the same painstaking care that has
characterized all of his work and which has
made his published books so popular with
teachers, the author is now putting the finish-
ing touches to his latest study material of-
fering. This consists of careful arranging and
skilful editing of piano pieces that students
enjoy plaving and their relatives and friends
like to hear.

There has been a considerable delay in the
publication of this book, the cause of which
has been explained in previous issues of Tnk
Etupe, but our editors assure us that advance
subscribers  will feel well n'p.lid for their
patience when their copy is received.

Orders for single copies at the special ad-
vance of publication cash price, 50 cents post-
paid, still are being accepted. The sale of this
book will be confined to the U. S. A. and Its
Possessions.

(Continued on Page 200)
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Child’s Own Book of Great
Musicians
Bralhms—Tschaikowsky—MacDowell
By Thomas Tapper

= The influence of the
| radio upon the apprecia-
tion of music by the gen-
| eral public is well exem-
plified in the announce-
| ment of the forthcoming
publication of these three
booklets. Time was, and
not so long ago, when
I only adult concerl-going
cosmopolitans were privi-
leged to hear the works
of these great modern
masters. Now, almost any school child can
recognize, not only the tender Brahms Cradle
Song, the Tschaikowsky Waltz of the Flowers,
MacDowell's To a Wild Rose, but they're
hearing and enjoying the Symphonies of the
first two composers and the larger orchestral
works of our own American genius.

Naturally, a desire to know more of the
men who wrote this fine music is evident.
Music educators for years have been asking
the publishers to add to the Child’s Own Book
Series, the thirteen previously published book-
lets having been so successful in creating and
stimulating musical interest in pupils.

The Theodore Presser Co. is pleased to an-
nounce the carly addition of the Brahms,
Tschaikowsky and MacDowell booklets and.,
while they are in preparation, offers teachers
an opportunity to become acquainted with
their merits by accepting orders for single
copies at the special pre-publication cash price,
10 cents each postpaid. 25 cents for the set
of three. This special price applies to the
three new books of the series onlyv—Brahms,
Tschaikowsky and MacDowell. The thirteen
previously published books are priced at 20
cents cach.

Little Pieces from the Classic
Masters
For Violin and Piano
Compiled and Arranged
By Leopold J. Beer

For muany years the interesting selections
from the classics have been the most familiar,
due to ceaseless repetition in one edition after
another. Such an excess of repetilion was
bound to have but one result—lack of mterest
because of the constant working over of the
same material. Hence, instant relief and return
of interest was felt as rich melodie numbers
were gradually unearthed from the older and
in some cases less known composers.

Leopold J. Beer, a competent composer and
teacher long identified with musical life in
Vienna, has been especially successful in this
department of research, and has furnished us
with a choice number of musical gems from
the following old-time masters: Purcell (1658-
1695), Frangois Couperin (1668-1733), Ra-
meau (1683-1764) . Bach (1683-1750), Handel
(1685-1759), Gluck (1714-1787), Kuhnau
(1667-1722), and Louis Couperin (1630-1663) .
Every selection is o masterpiece of inspiration
and is carefully bowed and fingered for the
violin in both first and third positions. The
collection cannot help but be of great value
and interest to both teacher and pupil.

Single copics may now be ordered at the
special advance of publication cash price, 35
cents postpaid.

Grown-Up Beginner’s Violin
Book
By Maurits Kesnar

Musicians engaged in commu-
nity social work, and manv
directors of high school orclies-
tras, complain of the lack of
available players for the violin
section of their beginning organ-
izations. And when they do find
voung folk of the teen age, or
older, willing to take up the violin, they are
faced with a dearth of study material that is
practical and interesting.

TL< author of this book has had thorougn
experience in the work, being one of the lead-
ing educators of the Middle West. His method
utilizes the Middle C approach, giving careful
directions as to details of fingering. bowing.
ete., frequently simplified by illustrations and
charts which carry the student into the playing
of a fair sized repertoire of attractive numbers,
including arrangements of folk songs and
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dances, as well as some choice original numbers
of conlemporary composers.

A single copy of Grown-Up Beginner's Violin
Book may be ordered now in advance of pub-
lication at the special price, 40 cents postpaid.
The sale of this book will be confined to the
U. S. A, and Its Possessions.

A Series Welcomed by Music
Educators

The Etude Historical Musical Portrait Series
Is Proving Helpful Alike to Student,
Teacher, Performing Artist and
Music Lover

The diversity of uses for The Ftude His-
torical Musical Portrait Series is revealed in
the letters received by the publishers from all
types of individuals interested in music.

Pupils in music appreciation classes find
these 14 portrait-biographies invaluable in
making scrap-books; teachers of history in the
schools and even private teachers of the piano,
violin, and other instruments keep constantly
at hand copies for relerence. Artist performers
base their program notes on the information
given in these picture-biographies. Music lov-
ers have said that this is the first page they
turn to when their copy of the journal arrives.

While the preparation of this page entails
considerable research, and no little corre-
spoundence, the publishers gladly assume the
expense, feeling that here 1s a distinet con-
tribution to the music-loving public, a work
that when completed, will be cherished by
its possessors.

Incidentally. it may be well to remind our
readers that it is not necessary to mutilate
copies of Tue Erune to secure a complete,
compact volume of the series. As each page
appears an extra quanlity of it is printed and
these copies may be obtained at the nominal
price of 3 cents, postpaid.

Reward Cards for Music Pupils
(Second Series)

CLAUDR DEPUSSY

BiRINPLACE

TE(P\;_WAR D CarP

In response to numerous requests that
additional composers be added to the set of
Reward Cuards issued some years ago by
Theodore Presser Co., we are pleased to an-
nounce a second series of sixteen cards. repre-
senting classic and modern composers not
included in the original set.

As many who have used these cards in the
past will know, each card in the series is de-
voted to a composer. having on one side a
beautifully colored photograph of the com-
poser and his birthplace, or other scene of
interest, and on the reverse side a short
biography, with a fac-simile of the manuscript
and autograph of the composer. This furnishes
a condensed and illustrated “story of the com-
poser” which will serve many useful purposes
in the music studio.

Among the composers to be included in this
second series are Georges Bizet. Cecile Chami-
nade, Claude Debussy, Antonin Dvoritk, Ed-
ward Elgar, Christoph W. R. von Gluck,
Fdvard Grieg, Edward MacDowell. Jules
Massenet, Moritz Moszkowski, Modest Mous-
sorgski, Giacchino Rossini, Anton Rubmstem,
Camille Saint-Siens, and Jean Sibelius.

The complete set of sixteen cards of the
Second Series may now be ordered in advance
of publication at the special price of 35 cents
a sel. postage prepaid. As has been the custom
with the First Series of Reward Cards, a Prize
Card, reproduced trom steel engravings, wiil
be included in ‘each packet of these sixteen
new Reward Cards. The Prize Cards are sold
separately at 10 cents each. Complete sets of
the First Series, including Prize Card. 50 cents,
postpaid.

Master Pieces with Master
Lessons
For the Piano

Despite the time devoted to lectures and
the teaching of classes the acknowledged au-

thorities on, and world famous expounents of,
piano playing, personally can have only a
comparative few before them in their presen-
tations. Even then it is only the unusualiy-
gifted person who is able to retain accurately
even the high-lights of a lesson or of a recital
performance.

If however, many earnest students of piano
playing feel that what they can glean from
such sources is worth the dollars each spends
for recital admissions, or master lesson courses,
think of the value to such strivers for pianistic
perfection there would be in a book giving
playing details of classical piano pieces care-
fully keyed with accompanying complete re-
productions of those pieces.

That is exactly what this collection will
give. Thousands, who never could get to a
metropolitan center for lessons or recitals, may
with this book study how to render intelligent
and artistic interpretations of piano composi-
tions by Chopin, Bach, Handel, Mozart. Liszt,
Schumann, Schubert, Brahms, and Mendels-
sohn. The analylical lessons on these master
compositions are by such celebrated authorities
as Moriz Rosenthal, Mark Hambourg, John
Orth, Sigismund Stojowski. Edwin Hughes,
Katherine Goodson, Waller Spry, and Victor
Biart.

The advance of publication cash postpaid
price on this book, for orders placed now, is
50 cents a copy.

A Child’s Journey
Rote Songs For Primary School Activities
By Ada Richter

Delightful rote song ma-
terial for use in primary
grades is offered in this un-
usual collection of original
songs by Ada Richter. The
sixteen songs making up the
book illustrate definite ex-
periences of the school child,
and all are woven into a story
which represents a child’s
journey on a holiday.

Before setting out on his
journcy, the child visits At the Barber Shop,
where he hears the “click, click. clack. as they
run the clippers up the back.” Un the way
home, he meets his friend, Mr. Policeman, in
his uniform of blue. Riding on a Double-
Decker, his first stop is at the Zoo, where he
encounters The Camel, Lazy, Sleepy Crocodile,
and Mrs. Kangaroo. Next, via An Airplane
Ride, he makes a landing in the country where
Two Frogs, A Cow, and The Happy Bee con-
tribute to the merriment. Returning home, he
listens to “The Story Lady” of the radio as
she tells of Lo Ling lee, Tiny Suki San, and
the Little Dutch Children. Songs of other holi-
days complete the book., Halloween, Mr.
Turkey Runs Away, and My Christmas List.

The progressive primary teacher will recog-
nize in this book material uselul for the various
study units or projects which play such an
important part in present-day pedagogy. The
music is melodious and easy to sing, and is
written within the limited range of the child
voice. The piano accompaniments are very
simple. Should a piano not be available, in
the class room, the tunes are sufficiently
rhythmic to be eflective without accompani-
ment.

A single copy of this bock may be ordered
now, with delivery to be made when pubiished,
at the special advance cash price, 35 cents,
postpaid.

Play with Pleasure
An Album for the Grown-Up Piano Student

When we find a collection of musie in which
the selections are so melodious and varied that
we overccme the few difficulties with no sense
of the wvsual fatigue of learning, we have
reached the point when we can indeed “play
with pleasure.” This new publication is just
the kind of “musical friend” with which we
should wish to become well acquainted. Tt is
full of appeal especially to those who, having
had in youth neither time nor opportunity for
music study, have in later years learned enough
of the rudiments of plano playing to be eager
to make greater use of their new-found
knowledge.

In this book will be found simple but well-
edited arrangements of such universal favorites
as the following (we name but a few): Gypsy
Song from “Carmen,” Bizet; Selections frotn
“Mikado,” Sullivan; Nazareth, Gounod; Cav-
alry Ride, Suppé; Espaiia, Spanish Waltz,
Waldteufel; Ballet, Lecocq; Kiss Waltz, Arditi;
Sailing, Marks; On Wings Of Song, Mendels-
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sohn; Coronation March, Meyerbeer; Barca-
rolle from “Oberon,” von Weber; Norwegian
Dance, Grieg; and a number of others equally
good. \ copy of this fine book in your home
should be a source of “playing for pleasure”
for a long time to come.

Single copies of this book may be ordered
at the special advance of publication cash
price. 40 cents, postpaid. Available only in the
US.A. and Its Possessions.

28 Miniature Etudes

A Book of Studies for the Third Grade
Piano Student

By Ella Ketterer

There are any number of
practical teachers who gener-
ously share with their con-
freres. through their ability to
compose. knowledge that they
have gained on how to over-
come technical difficulties ex-
perienced by their pupils. None
has been more successful than
Miss Ketterer, whose many
published piano pieces are in everyday use in
studios everywhere and whose piano instrue-
tion materials—Adventures in Music Land
(81.00) and Adventures in Piano Technic (75¢j
—have been so cordially received.

In her new work, 28 Miniature Etudes, Miss
Ketterer takes up the technical problems of
the student ready for third grade work. Here
she presents one page study pieces covering
arpeggios, chords, hand-crossing, chromatics,
fingered thirds, wrist development, repeated
notes, ete. Fach is attractively titled to add
to the pupil’s interest.

During this month teachers have an op-
portunity to order a first-ofl-the-press copy of
this book at the special advance of publication
cash price, 30 cents, postpaid.

Ten Studies in Style for
the Piano

By Carl Wilhelm Kern

Style. in music as in lan- N
guage, is a maode of expression. .

In language. it is evidenced by B ‘?
skilful, original choice and ar-  ¥o
rangement of words and ideas;
in musie, it is indicated in an
infinite varicty of ways, some
of the most important of which
are touch, phrasing, pedaling,
rhythm, finger dexterity. contrasting dvnamics,
and so forth, besides the wealth of tonal and
color shadings when some or all of these are
properly used in combination. A past-master
m style is Carl Wilhelm Kern, composer,
teacher, theorist, editor, and for many years
head of his own school of music in St. Louis,
Mo.

Each one of the following ten titles bristles
with style suggestion: Elfin March, Banjo Joe,
Merry May, Tarantelle, Con Amore, At a
Military Post, Pranks, Rustic Dance, At Mid-
night, and At the Airport. Mr. Kern, known
to thousands for the fine piano compositions
he nas written, has kept up his high standard
of excellence in thisgattractive book.

The book has extra value because the grade
of difficulty is not too great for players of
average ability, while at the same time all
practical details are fully taken care of. Melody
1s abundant, holding the interest from start
to fimsh.

This book will scon be published in the
Music Mastery Series, uniformly priced at 60
cents each. Single copies may be ordered now
at the special advance of publication cash
price. 20 cents postpaid; delivery to be made
when the book is published.

Manual of Fugue
By Preston Ware Orem, Mus. Doc.

In this new book Dr. Orem explains, in
the lucid and entertaining manner that char-
acterized his previously published works on
Harmony. Counterpoint, Theory and Compo-
sition, all of the problems of fugue writing,
including Canon, Imitation and Double Coun-
terpoint. Furthermore, he treats the writing
of fugues as a making of real music. not as
an exercise in musical mathematies. Naturally,
as a preliminary to the study of this hook. a
practical working knowledge in harmony and
counterpoint is assumed. Ten iessons and an
Epilogue comprise the chapters of this book.
In advance of publication. a single copy
Manual of Fugue may be ordered at the
special cash price, 40 cents, postpaid.

THE ETUDE



Uncovered Rocks

It is when close 1o nature
that the philosophical mood
~eems at its hest. Many
Lave bheen in the delightful
imtimacy with nature where
a hively. many-spring-fed.
rippling stream courses its
way by a secluded  wood-
land spot. its deep banks
piving  evidences  of - the
vears Laken to carve a tortuous bed forits flow.

L ois on the hanks and in the midst of such
flowing waters that sturdy rocks are to be seen.
and when e nmr_\".~ pictures have been fixed
indelibly, the “Uncovered Rock™ of to-day is
recalled as a little jutting stone on the banks
of vears ago, oF perhaps as a little peak stick-
ing up in the water, surronnded by many
amaller rocks. The irresistible flow has swept
away the smaller rocks i memory’s picture,
and has removed the earth which onee con-
cealed the 1ock by the side of the stream.

In music publication many things put in
their appearances, butl the final judgment of
teachers, and other aclive music workers is
not to be denied. These judgments sweep from
nolice the things of lesser merit. and clearly
expose the substantial ones. The Publishers’
Printing Ovder is like viewing the rocks \\hu h
have nol been swept away. becaunse it is on
the Publishers” Printing Order that we find
the substantial musie publications which must
have stock replenishments o meet continued
demands for them.

Following is a list of some of the publications
represented in the printing order of last month.
Theodore Presser Co. gladly will extend the
privilege of examining a complete copy of any
ol these.

SHEET MUSIC—PIANO SOLOS

N1 Tithe Grade Price
The Big Bass Singer, Lolfe. o0 114 $0.30
Waltz of the Flower Fairies
Frnliy) . R 35
Andrew Jae kson. War of 1812,
Blake .. .. . oo 20, .30
The Radio l%m~ Rolfe ... 2., 40
The Murmuring of the l{rlmk
U6 o 6 oeb0 00066000000 3 25
22613 The Little Roguc, Kre cntzlin 3 25
25718 Beautifu! Isie. Cooloe o000 A 41
30020 Mighty Lak’ a Rose. Nervin-
Daris ... o .4 R.o0
7014 Hungary. Rapsodic Mignonne.
oclling .. caoc avaovsoa 0V b
12220 Polonaise in B-tlat Minor.
Delicone oo oo oL 6 .60

SHEET MUSIC —PTIANO DUEI'S
7 A-Hunting We Will Go. Brissae 1

Gipsies, Ketterer o0 oo .. 1
A Little March, Wright ... ... 11
26297 Little Attic of Dreams, Gre - 2
14722 Divie Land, Ewweett 0 ‘.!'-_-
50112 The Stars and Stripes Forevor,
N QIR
SHEET MUSIC—PIANO. SIX HANDS
20113 The Stars and Stripes Foraover,
SOWETD o coaocoooao06000000000 4 REL.on

SHEET MUSIC  TWO PIANOS, EIGHT HANDS

A05T2 Conntry Dance. Mact aduen AXL0
JUVENILE MUSICAL LITERATURE
Child’s Own Book (Becthoseny. Tappes R
Child's Own Book (NVovediy, Tapper. .o ooo.. 20
PIANGO SOLO COLLECTION
Facuing Moods ... .. . oL NUTR

SHEET MUSICVOCAL SOLOS

25950 Home on the Rawmgs (L) Poory 0 $0.50

SHEET MUSIC VIOLIN AND l‘l/\N()t
20,50

S657T Violets, Op. 232, Noo 4. Kern o 20,
PIPE ORGAN COLLECTIONS
Organ Player, Orem .

The Chapel Orgamst, [* ulu .

OCTAVO--MIXED VOICES, SACRED

Lift Up Your Hends, Hoptans 0.0
9 Sing Unta he Lora. Woolor o
2 Come Ye Disconsolate,
O Jesus Thou Art Standing.,
Lead s, O Father, Spross

]021"\

1
Neidlinger. oll
Speaks..

1

A50RN

OCTAVO—MIXED VOICES, SECULAR

20296 Jolly Tars. (SLLB) O Stadts A (TN
21218 By the Waters of Minnetonka «SoL B0
Licurance (.0 . . i o, oll &
23011 Let s Cheer l)u Weary Traveler
(Swe-Party, Dett ..o oo .15
OCTAVO—WOMEN'S VOICES, SECULAR
6170 Southern Songs (Threc-Dart), 'ike. . $0.15
10809 After the Rain (Two-Part), Pinsuti, . 1o
20802 When Twilight Comes (Three-larty,
Melntyre o0 oo o0 Lo BY
OCTAVO MEN'S VOICES, SACRED
002 They 'Fhat Wait vpon the Lord.
Trowhridge ... ... ... ... §0.12
15551 Safely Through Another \\wk
Berwald ... ............... ... 06
OCTAVO—MEN'S VOICES, SECULAR
2019, Long Ago in Aleala. Messager-
Matthews ... ... . ... . . ... ... §0.15
THEORETICAL WORKS
Harmony. A Text Boolk. Clarke. ., ... ...... $1.25
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A FAVORITE (SOMPOSER

In 1904 the Kroeger School of Musie
was cstablished in St. Louis. Its founder
and dircetor was Ernest Richard Kroce-
ger, who had established an interna-
tional reputation for himsclf as a pianist,
organist, and composer, beginning his
recital tours in this country in 1893, His
musical activitics were many and varied.
He not only held important church
organ  positions, but also was diree-
tor of the St. Louis Morning Choral
Club of women’s voices, and conduc-
tor of the Amphion Club  men’s
chorus.

In 1896 Dr. Kroeger became pre-ident
the Music Teachers’ National Association.
was eleeted a member of the
in 1904,
National Institute of Arts and Letters. Also in
1915 his orran recitals at the Panama Exposition,
and his lecture-reeitals at the University of Cali-
fornia addcd to his fame.

Besides direeting his own school of music Dr.
Kroeger was dircetor of the College of Musie at
Forist Park University, a position which he as-
sumed in 1887. It is quite natural then that this
accomplished musician has devoted much of his
composing efforts to meeting necds in the realm
of piano teaching, but he also has created a num-
ber of works in larger form, ineluding several
overtures and suites for orchestra, some string

of
He
French Academy
and in 1915 was made a member of the

Fach month we propose in the Publisher's Monthly Letter to gire mention of a
composer who, by reavon of the mwked fator in which music buyors of today hold
ko compoations, 1 entrtlod to designation as a fatorite composcr of prano music,

DR. ERNEST R. KROEGER

quartets, a violin and piano sonata, and
some piano ensemble works. Dr. Kroeger
also wrote a number of songs, but space
Lelow is being devoted only to the listings
of his piano compositions.

Manuseripts bore the name of Ernest
Richard Kroeger over composition cfforts
made when hee was but a Jad of ten. He
worked diligently on his musical crea-
tions, and when he was only sixteen he
was giving piano recitals of his own
compositions. He was actually twenty-
three, however, before he forsook all else
for a mu-~ical career, after he had spent
very close to cight years working in a mercantile
establishmoent.

Dr. Kroceger was born in St. Louis. Missouri,
Augrrust 10, 1362, His father was renowned as a
translator of German philosophical works. It is
quite natural then that in such a cultured family
environment the boy was started on his musical
education at the age of five, and in the course
of the years following Erncst was placed under
the best of local teachers, He studied piano under
Edmont Froclich, Waldemar Malmene and Charles
Kunkel, P, 6. Anton, and W. Goldner were his
teachers in harmony, counterpoint, and composi-
tion. He studied instrumentation under l.. Mayer,
and took a eourse in violin playing with E.
Spiering as his tutor. Dr. Kroeger lived until
April 7, 1931,

Compositions of Dr. Ernest R. Kroeger
PIANO SOLOS

Cat. No. Title (‘.r.uh- Price | Cat. No. Title Grade Price
23170 Balloon Man, The............. 2 $0.40 11)184 Old Church Bell. .. 2 §0.25
M54 C!\ild's Desire.. ..o oo 3 .60 Orpheus and His Lyre .. .50
16181 Fir Tree..............coi.ne, 21, 25 7 Parade of the Manikins .. 40
23172 Flight of the Fairies -........ 3 Aty ReABShoc R 25
.‘."‘,;0 Ha"py Companions .......... §| 50117969 Return of the Pheasants.. .. .. &3 .50
1057 Holiday .......... 50000 Baa0GE Sy 3491 Seville i B0
16803 Humoresque Amcricaine ... ... 5 25171 Sauirrel o o5
5770 Humorcsque Negre (o000 4 L0 AT AT cee o
16270 Indian War Dance . 4 “_’hh b}().rks. The 3 30
16227 Japanese Doll (.o oo 0 0L 2L TO5S8 Swinwg s,""“ i 25
21906 Jumping Jack ... 2 Tin Soldier ....... 3 A0
7059 Little Masqueraders ..o ... 3 Triumphal March 7 50
9348 March of the Indian Phantoms. 7 3 Ugly Duckling and the
12197 March of the Pioneers .. .. .6 NE) Beautiful Swan .30
4239 Mouvement de Bailet 4 25 I 9015 Valse de Ballet ..o 0oL, .60
PIANO DUETS
16271 Indian War Dance .......... .3 SO A6 | 14201 March of the !zdian Phantoms | il
IR ool B RP 65666000008 0008686 86650600686488a00996650a9a00806648905960008800 N

Your Opportunity to Obtain
Fine Merchandise at No
Cash Outlay

Readers having musical Triends who are not
subseribers to T Frepe can enroll them as
permanent readers by bringing Toe Etvoe to
their attention, securing their subseriptions at
the regular price of $2.00 a year. or at the
special %150 rale good only until March 151h.
OF course in Canada colleet 25 cents extra
a vear to cover postage: in foreym countries,
*1.00. In retarn for this co-operalion preminms
may he selected from the following list taken
rom our catadog:

SILVERCRAFT JAM SET: The cover.
spoon and tray of this set are all chromium-
piated. while the Jam Jar itself is white china.
3107 square. The ‘I'ray . square. Your
reward for seenring three subseriptions. (Not
rour own)

BON-BON BASKET. Here is a new chrom-
n-timish - Bon-Bon Basket, It is 65,7 m
dimmeter and 1507 high. fine reward for
securing one subseription. (Not your own)

ZIP-S4C: This i~ an artistically decorated
and eolored Florentine Leather Purse which
may he carried in the hand, or in a handbag.
It has o, old-finish zipper, chain and ring,
and ix 178 57 an size. Awarded for securing
one subseription. (Not your own)

For gift-giving or use

N3

HOSTESS TRAY:
al your ewn parties, ths povel Tray s highly
desivable. The Tray itself is fimshed mgleam-
mg chromium and i 13" < 8”7, The four com-
partments Tor hors d oeuvres, ete. are ribbed
crvstal elass and  removable. This  feature
makes it casier (o Keep erean and atso permits

tne Tray (o he used for other serviee pur-
poses. Your reward for securing four subserip-

tions. (Not your own)

WAFFLE OR TOAST DISI: Designed in
1he modern manner. this all-chromium Dish
has a convenient finger-hole for removing the
cover. The plate is 87 in diameter while the
cover is 6. The height over all is 3V4”
Awarded for securing  three subseriptions.
(Not your own)

SILVERCRAFT

chromivm-finish,

SERVER: This new,
pointed cdge design Server
ADVIRTISI MENT

is 1877 in diunneter and has a removabhle.
elehed glass compote 37 in diameter and 21"
high. This center dish can be used for cheese.
Jelly, butter, ete. Awarded for securing seven
subseriptions. (Not your own)

Your Opportunity to Make
Substantial Saving on an
Etude Subscription

Celebrating  the 55th anniversary of  the
founding of Tur Ervoe, we shall aceept. until
March 15, 1988, %1.50 for a year's subseription
to the Etvpe Mesie Macazine, We wish every
musie lover to be a permanent reader of T
Etvpe and to enjoy the many fine features
which inciude from 20 to 2% pieces of music
- each issue.

Now is the time to subseribe. Tell your musi-
cal friends and also remind thems that sub-
seriptions must be postmarked not later than
midnight of March 15, 1938, to come in at
the low %1.50 rate.

Vdd 25 cents a year for Canadian postage—
$1.00 for foreign.

The Music Teacher’s Handbook
Send for a copy. It’s FREE!

. A helpful  and
o valuable reference
| I ecatalog  for  the
l | busy music worker.
[ i ‘{ Contains  deserip-
| MUSIC TEACHEI'S | Gons., illustrations

N and ])ri«-«:< of hun-
' \ Cdreds of  items—
g I musical  prizes.

L

av.ards, diplomas,
games, studio dee-
oralions  (piclures,
busts, plaques,
ete.). studio and
classroom supplies
(metronomes, mu-
sic wriling  ma-
terials, charts,
music binders,
wrappers, folios, ete.), music carriers, musical
instruments and accessories, ete. 28 pages. In-
dexed by items.
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(Continued from Page

A NATIONAL MONUMENT to Richard
Wagner is reported to be anticipated. the
memorial to be placed in the new **Richard
Wagner Forest Puark™ of Leipzig. Present
plans are that it shall be dedicated on May
22, 1938, the one hundred and twenty-fifth
anniversary of the master’s birth in thi- o
musicil community.

BREETHOVEN'S “FIDELI(),” with Kir
sten Flagstad in the title réle, is reported to
have been one of the greatest successes ol
the recent season of the Sun Francisco Opera
Company .

“GREEN MOUNTAINS.” a short opera.
composed by Louis Gruenberg expressly for
radio performance, was recently heard over
the Columbia System, with Howard Barlow
conducting. It i~ one of six operas commis-
sioned from American composers, the other
musicians to receive this recognition being
William Grant Still. Dr. Howard Hanson,
Roy Harris, Walter Piston, and Aaron Cop-
land.

ETHEL BARTLETT AND RAE ROB-
ERTSON. those marvelous piano-duo artists
which England has lent for our musical edi-
fication. were recent soloists (duoists?) with
the Cincinnati Symphony Orchestra, when
they triumphed in the “Concerto in E-flat
major (K. V. 305" of Mozart, and the “*Con-
certo for Two Pianos, in 1) minor” by Poulenc.

THE COMMUNALE OPERA HOUSE o1

Florence. Italy. has opened a Nido (chil-
dren’s nurserv) for maothers who find it
inconvenient to leave their children at home
while attending the opera. A ticket to any
seat in the house entitles children (up to siv
years) to this expert care, while Mama
cnjovs I Trovatore™ with quiet mind.

JOHN SMALLMAN, for the last twenty
years perhaps the leading choral leader of the
Los Angcles district, died December 10th. He
was conducting a performance of the “Mes-
~siah™ at the First Congrevational Church and
had just signaled the chorus to be seated after
the close of the first part of the famous ora-
terio. when he fell from the conductor’s stand.

* ¥ %X ¥ %

COMPETITIONS

THE AMERICAN SOCIETY OF THE
ANCIENT INSTRUMENTS is oliering
Prize of Five Hundred Dollars for a compo
<ition to require not less than fifteen minutes
nor more than twenty-five minutes in its per-
formance. and to be suitable for interpreta-
tion by this ensemble. The competition closes
August 31, 105y, and full information may
be had from Mr. Ben Stad., founder and direc-
tor of the organization. 4331 Chestnut Street.
Philadelphia, Pennsylvania.

A PRIZE OF ONE THOUSAND DOIL-
LLARS iz offered by the Cincinnati May
Festival Association. for a composition for a
children’s chorus of six hundred voices (to
which an adult chorus may be added). with
orchestra, or organ, or both, The work will
be performed at the May Feetival of 1030
entries close August 3!, 1038; and 1ull in-
formation may be had from the May Fes-
tival Association, 142 West Fourth Street.
Cincinnati, Ohio.

1HE SALZBURG OPFRA GUILD ‘¢
offering a prize for an Opera on an Amer-
ican subject, by an American composer.
The winning work will be performed by the
Guild, and the composer will receive a
trip to Salzburg with two months of enter-
tainment ot the Guil¢ Headquarters in the
Schloss Mondsee, during the summer Salz-

burg  Festival. Manuscripts must be  sent
not later than May Ist, to Mr. Paul
Csonka, Mondsee, Austria, from whom

further details may be learned.

THE W. W. KIMBALL PRIZE of One
Hundred Dolars is offcred again by the
Chicago Council of Teachers of Singing, this

time for a setting of the poem. Longing,
by Matthew Arnold. The contest closes
June 1, 1938, and full particulars may be
had from D. A. Clippinger, 617 Kimball
Hall, 306 South Wabash Avenue, Chicago,
Illinois.

D
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Musical Shopping
By Janet Nichols
INn Music Town absolutely everything is
paid for in notes; that is to say, the sign
gf“a note is stamped upon the coin or paper
ill.
The coins are in these denominations :

The sixteenth note which has one fourth
of the value of a quartér note, represents

" twenty-five cents, which, as you know is

one-fourth of a dollar; and the eighth note,
which has one-half of the value of a quarter
note, represents fifty cents, which, as you
also know is one-half of a dollar; and the
dotted eighth note, which is three-fourths
of ‘the value of a quarter note, represents
seventy-five cents.

The paper bills are in these denomina-
tions : The one dollar bill receives.one beat;
one dollar and a half ($1.50) receives a
beat and a half; two dollar bills receive
two beats. and so on.

[ $l.0a' A'fl-'o:o '

If you visit Musnc Town and wish to

purchase Tre ETupe (I am sure that they

are for sale there) you will of course,
pay for it with a twenty-five cent coin, or
a sixteenth-note. .

If. you are buying a palr of shoes and
the cost. is $2.50, you will give a coin and

. a paper bill, equalhng a half note and.an -

eighth note.
Make lots of thesc coins and -bills and

_'play the game of trading in Music Land.

Buy arnything you want. It wrll be Tots
of fun for a club imeeting.

~ Add a Word -Game
By Gertrude Greenhalgh Walker

A siMPLE but a good .memory musical
game is this one called Add A Word. The
players sit in a semi-or full circle. The first
person to be chosen leader starts the game
by saying “To-day I practiced a tarantelle.”

The next player to her right would say
“To-day I practiced a tarantelle and a
sarabande.” Continuing in the circle the
next person would say “To-day I.prac-
ticed a tarantelle, a sarabande- and' a
gavotte.” Thus the game continues, each
player repeating in order all that had been
said and adding one more word. The per-

. son failing to remember all given words

in their otder falls out, and the one that
stays in the- longest is,. of course, the
winner.

This game may be varied by using com-

posers’ names. “To-day I played Bach’s

‘preludes.” “To-day I played Bach's prel-

udes and Scarlatti’s ‘Sonata,’” and so on..
For little people just learning their mu- -

sical terms ong could say “To-day 1 played K

Forte,” Andante, and so on.
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The IRISH HARP Through TARA’S HALL

(Playlet) .
By KATHERINE PAINTER FULLING

Characters:
JEANNE
MARGARET
BETTY
Jorn
SceNE: Interior, with a few chairs and &
‘piano.

JEANNE (seated and reading aloud): The .
Harp that once through Tara’s Hall is

.an old song of Ireland. It celebrates the

fame and mourns the passing of the Irish :
Harp. The old harp of Ireland was called
cruit, or crott and was a ‘small instru-

ment with three or four strings. The
players kept their finger nails long so

they could pluck the strings more -easily. .

- Even before the coming of St. Patrick
the harp was popular. (Pauses, to turn
pages.) Ancient Ireland had a.parliament,
very much like our congress, and after
the business of the day was completed
harp contests were held. The harp was
also passed among the guests in the

" banquet halls. Even the Irish King was
a good performer. (Lays book aside,
picks up knitting.)

(Enter Margaret, picks up Iea;me.r book
and continues reading.)

MARGARET: The Irish missionaries traveled
to England with their harps. Alfred the

~ Gredt and King Richard I were among
the royal English performers. To-day
many of the tenth century harps can be
seen in the British Museum and the
Library at Cambndge (Head - nods

: sleeptly ) The famous harp “Brian Beru”

is. in Trinity College, Dublin, There is
a famous .legend about the harp—(Head

falls on shoulder. Jeanne also dose: n

chair.)
. (Enter Betty, looking around.)
Beity : Dear mel Everybody asleep? What

have’they been reading? (Picks up book.)’

Oh, the Irish Harp! I love that. Let's
see, (Continues to read.) The melody

called Robin Adair was known in the

fourteenth century, called Eileen, My
Treasure. The composer, Carrol O'Day
. disguised himself as a harper and sang
this song when he went to court his fair

“lady. Later, in the elghteenth century

Handel used this melody in his oratorio
“Esther.”
(Robin Adair may be played or sung,
off stage.)

" Bery (reading) : In 1270 King Edward I
went on a crusade to the Holy Land and
took with him a harp player, who saved
the ‘King's life. The Irish nobility in the
Stuart period loved the harp, too. And
-the people of those times danced to the
harp and the. bagp:pe They had lovely

old dances. (Enter John.)

Berry: Hello, John. I'm just reading about
the Irish harp and dances. Can you play
any of those old Irish tunes?

~JOHN I ought t6 he able to. .I certamly

"have lots of Irish blood .ifi my. veins:
-(Jeanne and Margarct wake up as-John

goes to piano. John. plays two oF fhree .

 Irish melodzes)

JEA‘XNE‘ Those are” “beautiful melodxes Im o

going ‘to learn some miyself,
MARGARET: So am I I was only half asleep,

Betty, and I heard some o6f what you haye .

" been reading: It certainly is interesting.-
Jomv Well, some day I -hope.to -have an
Irish harp myself. Miss. Jones says they
aré not difficult to learn.. * -
MARGARET : "And - the book says there was

a’ famous blind harpist named Turlagh -
‘O’Carolan, who went about the country " .,
singing his own compositions, and Bee--:

thoven thought he would have been a fine
composer if he had had more education.

JorN (reading) : Here it says the harp has .

a history as old as the world and alt the
ancient poetry was sung to the -harp.
Here is a couplet from the middle. ages,.

“He loved much to hear the ‘hat:l’ -
For man’s wits it maketh sharp.”.

Old Irish Harp

Come on, Jedanne, give us an Irish song.
You can sing—at least you-sang beauti-
fully &t Miss Jones’ recital.

JeanNE: Oh, no, I will not sing alone, but
you all sing with me. John, you play the
piano and we will imagine it is a harp
(Turmng to. audience.) Will you all join
in singing The Harp that once through
Tara’s Hall? (Audience sings.)

Curtam

LITTLE 'FIN GER

By FRANCES GORMAN RATHBR

L ittle Fmger are you ill?
. I s your side so tired and weak, .
T hat you can not. play with skill? .
. T ry, please, not to be a freak
L ike’a little circus clown,
E very minute tumbling: down.

F xrmly stand ! Play dn the tzp' @
“ L n each p{ece you-learn' to’ play
" N ever fall, st ‘slide, pr slip; -
4G ive good ear to what T say:™
'E arnest-work each day.will brmg
R eal reward in tones that sing.

o

A Composer Em gma
By Gayle Ingraham Smith

.-A name of letters, numbering eight,

A fine composer of music great.
You all know his Childhood Scenes,
And know how much_his music means.
Now, can you find this master’s name?
A name indeed, of world-wide fame.
My first is in SUN and also in SHINE;
My . sécond’s in CODA, but is not in
LINE: A
My third is in HARMONY but is not
-in NOISE

JOYS;

My ﬁfth is in MUSIC but never in
,CHORD; .

My sixth's ini AMBITION as well as
REWARD

My sevemh's in FINIS and also in
MINOR

A My-eighth is’ xn MAN of - whom none are

. finer.
( Answer SCHUMANN )

The Real Waltz
By Leonora Sill Ashton

“ONE, TWo, THREE. Wait a minute, Dorothy.
hold your hand like this when you play

. that low bass note.”

Miss Marston sat back in her chair; she
usually enjoyed hearing: Dorothy play, but
not to-day!

“But I don't like this waltz Mlss Mars-

N ton. It does not seem lxke a real waltz to
. me at all.” -

-“Well, you. keep on practlcmg it this
week, anyway, and then I will take you to

a place where I thmk you -will find it is a
-real ‘waltz.”

So Dorothy .practlced until she could
play it without a mistake, and at her next
lesson played it very "well. She wondered
where her teacher was talong her, as they
started out.-

“This:is the Art Center,” explained Miss
Marston, as they entered through a wide

--door and led the way into a room where °

some boys and girls were waxtmg “This is
Dorothy,” she began, “and she is going to
help me to play for your dancing to-day
Dorothy, thrilled, sat down at the piano
and as she began to play the waltz. she
could feel the rhythm ’way down  inside

of her. The music was like a boat sailing.

over the water, she thought. Glancing side-
ways, she could see the boys and girls glid-
ing past her. Suddenly she thought it would

-be nice ‘to play very softly, and make it

sound far away. When she reached the end
of the .waltz she hated to stop, so she
started at the beginning again. -

When she * finally finished the chxldren
crowded around the piano. “Can she come
again and play?” they asked Miss Marstont.

“Certainly, if- you want her, and if she

- wants to. Do you, Dorothy?” -

“I certainly do,” answered Dorothy. “It

is lots of fun to play for people to dance.

And it's lots of fun to practice when you
know some one wants you to play for danc-
ing, because then you just must have per-

- fect: rhythm.”

And -Dorothy did have perfect rhythrn

for she had ‘found how important it was!:

My. fourth is in UNISON but never_ m'
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Music Town

(For Very Little Juniors)
By MATHILDE BILBRO

OxE pavy Miss Gray had an entirely new
game for the Saturday class. She called
the game MUSIC TOWN, "We are going
to build STREETS in that town,” she said,
as she showed them at the blackhoard how
to lay off a nice smooth street, divided into
cight Jots, like this (and she drew a stadf).

Then she told the tollowing story:

Mister € Major came along and hought
lot Numhber One and lot Number Eight.
And so they named this street € Major
Street because he came first and bought
two lots.

g ¢ D £ F
A

number cight. Al of the lots now had
houses, and Mister C had two houses.

Al of these houses belomg in € Major
Street,

When the houses were all built Mister
G. in 1ot number five, said, 1 believe 1
could use another ~tory on my house.”

So he built another story.

At once all of the others winted to add
another story to their houses, but the Major
of  Music-Town  ~aid, “No, vou'd better
wait. \iter a while vou can build another
story, but while the Street is new, Mister

G A & C
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Then Mister D came along and bought
lot Number Two.

Mister 152 came along and bought lot
Number Three,

Mister 19 came along and  bought  lot
Number FFour,

Mister (v came along and bought ot
Number Five.

Mister A came along and bought ot
Number Six.

Mister B ocame along and bought 1ot

Number Sceven,
And then all of the lots were taken.
Then Mister C built a three-story house
on his lot.

p9-< D £ S
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Then D built a house; and E built a
house : andd 15 huilt a house: and G built
a housce: and A built a house; and B huilt
a house: and C built another house on lot

Answer to December Composer
Square Puzzle:
Sage
Lyre
Wit
Beet
Uree
Third letters down: Grieg,

Prize Winners for December

Puzzle:
Class A, T.abelle Poirier (Age 15,
Canada,
Class B, Anne Marie Friedly (Age 13),
Olli().
Class C. Rita Flaine Scogan (Age 9,
District of Columbia.

Answers to Who Knows
2

1. Little by little slower. 20 Eighteen.
3. Engelbert Humperdinek. 40 Germany.
S, England. 6, The case enclosing the key-
boards, pedals and stops of an orpan. 7,

Cosharp minor, 8, G-tlat, B-flat,  D-flat.
9, For making improvements in the staff
and the notes, so that music could  be

written on paper more correctly. 10, Wales,

Honorable Mention for

December Essays:

Hoeffel: Bertha
Aleaxander : Flsje
s Constance Freund
Kohl: Johin

Taimi  Furen:
Faye  MeKinnon
Heavener : Kathleen M
Kathryn Shinholser: 1fa
ham : Grace '] L2 Anna Taylor: Kitty Oshorn ;
Marie  Robinson:  Florenee  Farrvel:  Edna
IFrank @ Lillian Montgomery @ Anna Belle Mar-
tin: Marian [eafley : Bernice Klson: Anstes
IFahre s Jalia Meadows o Marjory  Gillman
Angela PPeck.

MARCH.

Jeannine
Sval

1938

G is the only one who needs a taller house.™
“Why # several in the class asked.
“Decause he lives in lot Number Five,

and Five is a very, very important lot on

any strect in Music-Town.”

“Why 27
laughed.

T am glad vou want to know,” she said,
“and after a while yvou are going to know
all about i, when we study more about
Harmony.”

again from the class. Miss Gray

“Are there stories in Harmony, too?”
inquired Mary.
Miss  Gray  said, “ves, indeed: many

beautiful stories.”

Then Miss Gray said <he wondered who
could build G Major Street on the black-
hoard?

Many hands went up.

Could vou build G Major Street? Try it

Letter Box

Dear Jexion FErvpe:

I never miss reading letters for the
Boy' and  would be pleiased if more
printed,

I have taken piano lessons for three years,
and play a clarinet fitest aceom-
plishment, however, ks the v oto xight read
exeeptionally well-—~o F've been told. 1 prize
thisx most in playving accompaniments, which
now vary from choruses and voeal solos to or
chestra parts and inxirnmental solos. My for
wer testcher, 1 ofeel, is responsible for this as-
set. Throngh her help and conching 1 started
aceompanying at the age of ten.

From your friend,
BeETTY JEAN HUFF (Age 14),
Idaho,

CLetter
were

Dear Ju o reng

1 atn thirteen years of age and a rreshman
in high ~chool. 1 play the piano for accom
panying and play some coneerts. Athough we
live in a country where opportunities are few,
there are some talented soung people around
here, 1 have perfect piteh, myselt, and like
music very much,

I'rom your friend,
EtGENE JENNINGS (Age 10,
Kansaxs,

Junior Club, Lander College, South

Carolina

Junior Etude Contest

Tue Jv~sior Etvoe will award three pretty
prizes cach month for the best and neatest
original stories or essays, and for answers
to puzzles,

Any boy or girl, under sixteen yvears of
age may complete, whether a subseriber
or not, and whether belonging to a Junior
Club or not. Class A, fourteen to sixteen
vears of age: Class B, eleven to under

fourteen: Class C, under cleven  vears.

Subject for story or essay this month,
My Favorite Composition.” Must contain
not over one hundred and fifty words and
must be received at the Junior Etde Office,
1712 Chestnut Street, Philadelphia, Penn-
sylvania, by March cighteenth, 1938, Names
of prize winners and their contributions
will appear in the June issue.

RULES

Put yvour name, age and class in which
vou enter on upper leit corner of your paper,
and put your address on upper right corner.
If vour contribution takes more than one
sheet of paper do this on each sheet. Write
on one side of paper only,

Do not use typewriters and do not have

The Concert
(Prize Winner)

The first copeert T ever attended was at Delle
I~be, Ttowax an all Wasner program, played by
the Detroit Symphony Orchestra,

The orchestra wis sen ed on a platform, the
conductor on g podiur an trent. Back of the
orchiestra wias something shaped Hke a shell,
with colored lights on it and it made a beauti
ful x e, I'he audience xat on henches 1l
miny t in their antomobilex, and some sat in
canoes on the lagoon near the shelll The con
cert wis enjoyed by the people very much,
We have many fine concerts here and 1 hope
1o go to many more,

DoLORES WoOSER (Age 10), Class )

Juniors of the Bronx, New York

Musical Hourglass Puzzle
By Stella M. Hadden
RErLace cach dot with a letter, The central
letters reading downward spell the name
of an opera by Verdi,

1= A portable reed instrument.

2 An o Afncan mstrument sounded by
hammers,
3 An nstrument of the trimpet elass

4 —A violin implement.

5 -\ consonant,

O0—Dart of an organ.

7—PFavorite instroments in the sinteenth
century.,

S—Instruments associated with Spain

9—Instruments sounded with a plectrum.

Honorable Mention for
December Puzzles:
Helen Erday

wdry o Naney Dang
‘Theadore Wolfe ;

Kuthryn Shinholser: Rita
Kroupa : Marie Panlis Bes
roise ;. Detty e Conper
Jacquetine Nore COlive Drragon : Darleane
Christian : Ixabelle Kuox: Hilda Duntine:
Slsn Monta o Aileen van Tassel @ Ennice Dty
ner: Jack Diffner: Robert Benpers s Tannis
Melingh o Jdeanne Hofmann o Bobby Barl.

'World Radio Histo|

anvone copy your work for you.

When schools or clubs compete, please
have a preliminary contest first and send
in no more than two contributions i cach
class.

Competitors who do not comply with all
of the above rules will not be considered.

The Concert
(Prize Winner)

A coneert to me ixoa land of musical hai
mony : itx inhabitants are instruments  of
siring,  wood wind, hrass  and  perceassion.
sometimes a harp.

After 1 enter the music hall the lichts are
lowered, silence reigns over all and the director
litts hix baton. 1 am swiftly carrvied away to
the Land of Music: there 1 see ficlds of Hlowers
waving in the wimd, rivers tumbling joyfully
into a rushing ocean, and 1 hear the happy.,
carefree songs of a bird, At other times | ovisit
foreign lands and live among other nations for
an hour or so: or, sometimes 1 live with the
Cinons composers in their staudios, amid many
tunes and ditties, listening to this and that.
I return reluctantly when the Behts are tarned
ot bt then there is always that sabstitnte—
the land of dreams.

VERONTCA VANN (Age T, Class A
Pennsylvania,

The Concert
(Prize Winner)

The concert is an expressive form of great

music. An ideal coneert consists of the per
formance by a symphony orchestra or some
famed choir of the works of an immortal com
poser,
The volume of a svmphony orchestra vividly
portrays the Utopian scene as desired by the
composer, The harmony expressed stirs the
inner emotions of one’s <oul, for one is filled
with joyous ecstasy at the tone of the or
chestra or with the caltivited tones of the
chorus, ‘T'he powerful music tends toward o
center of concentration, This purpose beings
accomplished, the volume increases aml then
approaches a great climax which stirs o may
manimons thought, Then our fantasy fades and
disappears,

Thas is the magnitude of the perfornsnee
felt it o concert. Such an entertainment em
braces, through its intluenee upon our thonght,
g ftreasury of ethical instruction @ aml we may
NtV 0 coneert is oa great audation, in praise of
the emotional traits in the nature of  the
cotnposer,

Javes JOO'REILLY (Awe 13) Class B

9 9 < - 9 9
22?2 Who Knows ? ? ?

1o What is the meaning of the term poco
a poco ritenntn?

20 W4 measure in sin-cight tine hegins

with a dotted eighth rest, how many

thirty -second notes are required to fill

the measure?

Who wrote

Corerel™?

e

the opera “Hansel and

4. Inowhat comntry was Handel born?

50 In what comuntry did he die?

O, What s a consale?

7. What minor kev has \ for its sixth
tone”

S What are
dominant
major?

sub-
D)-flat

the  letters of  the
triad 10 the key of

9. FFor what is Guido d"Arezzo famous?

1L From what country does the folk-song
AU thraugh the Night, come?

(clusweers on this page)

o
=
-9




,QE-T-TERS FROM ETUDE

JRIENDS

A “(‘l'iﬂll \uu-ltv

To I'ne Ervpe

In reading THe
teachers send in ideas they
citals, Enclosed ix a program 1T used very suc-
cesstully Last spring. Wesed rather attractive
costumes, but appropriate to the country vis-
ited.
! The students learned gunite a bit of history
concerning the music of other countries and
wore more interested than usl in this recital
beeanse it was so different.

Ertoe, | notice other
have used in re-

Of course it could be changed to suit the
teachers’ different students
Mus, RrsselL Honby,
A COSTUME RECITAL
“A Musical Journey Around the World”
AMERICAN
Indian—Ten Little Indians. .. ... .. Folk Song
Helen Moore Gosse .
Cowhoy—A Cowboy Rider.............. Wilson
Charlie Joe Hobdy
Quaker—Friscillea on Mondaw. ... ... ... Rilbro
Ruth Harris
Colonial—Last loge of Swmwmer. ... .. Benedict
{azel Forbis
BRITISH ISLES
Scotland—A Hicland Laddie............ Morey
Kenneth Case
Ireland—Irigh Themes. ..o oo .0 ... .. Felton
Addie Pearl Perdue, Eva Nell Escue
Enxland—Salut P A\wour.. .. ... .. ...... Elgar
Nell Ruth Brizendine
FRANCE
Les Sulphes Valge, . ... ........ Bachmann
Piano 1. Joevelyn  Butt, Mary Lynn
Frecdle, Ailene Sanders
Piano II. Martha Lane Freedle, Allene
Moye, Alma D, Hill
ITALY
In the Gondola........................ Rendel
P'iano [ Arilla Hollis
I'iano II. Dorothy Arnold
SPAIN
ta) Over the Wares ................... Rosas
(b Rowona . Wayne

Wilhurn Jones, Howard Joncs, Rhea Hinton,
Vernis Keene, Wayne Bradley

SWITZERLAND

Pollka de la Reine ..o . o o Raff
Dorothy Arnold

AUSTRIA
Mareh  Militatre. ... .. .Sehubert
Piano I Nell Ruth Brizendine, " Donna Hollis
Piano II. Evelyn Perdue, Sarah Hollis

GERMANY
Ada Bien-aimee oo .Schutt
Arilla Hollis
HUNGARY
Love’s Dream. oo oo T.iszt
Donna Hollis, E\tlyn l'tnlue
TURKEY
Turkish Veil Dancers................. Ryckol?
Allene Moye
RUSSIA
Melody in Fooooviiaii oo, Rubinstein
Piano 1. Joevelyn Butt
Piano 1. Mary Lynn Frecdle
INDIA
La Zingarad..a...coooiiieiiiiiiiinann, Bohm
Saran Hollis
JAT'AN
Japanese Dance. . .. ... Pennington
Martha Lane Freedle
CHINA
Chin@lon ooeueiioiine i iiaiiaia, Rogers
Cappie Caudilt
HAWAIL
(a) On the Banks of the Honolulw Bay..Cobh
thy Moha Oc oo 0L Queen Lilivokalani
Wilburr Jones, Howard Jones,
Rhea Hinton, Vernis Keene
. 8. Al
.\ Perfeet Day............. Carric Jacobs-Bond

Ensemble Numter

An unknown philosopher of some
balf century ago wrote: “How can
there be any bad music? All music
is from beaven. If there is anything
bad in it, 1 put it there—by my
implications and limitations. Nature
builds the mountains and meadows,
and man puts in the fences and

labels.”
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A Boy’s Game

By HAZEL DITZ BROWN

ACBALL OF TWINE I~ given to several boys
who are told to make five lines on the
floor to form a staff © also a G clef ~ign,
winding the twine around the sccond ling,
(i, at the same time saving, “The notes of
this staff are played ahove Middl- C7

Lines are named 1, G B, D, F,oand
numbered 1, 2, 30 4 5 The space~ are
named oA O KD oand number o 1, 2,
3. 4 A1 should vepat these aloud.

IZach player has five turns, rolling mar-

bles from a given distance. I a marhle
rests on, or very near line five, it counts
five points for the player: f it rests in

second space it counts two, and so on. The

[layver must give the name of clef and
the name of the line or space before the
score keeper writes down the number. This
is repeated for the |7 clef, the playvers giv-
ing the facts relative to this clet. .\ small
mexpensive prize is given, as it is alwayvs
botter to have those in a game to play for
the enjoyment and not for a prize.

This has proven a most successful game,
for hoth the fun and the results, the bovs
shouting and laughing, while learning in
their play, Being old fashioned enough to
feel that it s necessary to know lines and
spaces, we always try to present such facts
in an interesting manner.,

secure; but the April

Next Month

AN APRIL SHOWER OF FEATURES!

New features that uncover fresh fields of musical
issue of THE ETUDE will

lore are always hard to
be especially rich in these.

loss'’

]
ARTUR BODANSKY

known love affair.

BODANSKY TALKS

The early Wagner was as complete a ‘“financial
to his producers as opera ever knew; but
the tables have turned and the great musical
bard of Bayreuth is at this time the most re-
liable box office attraction at the Metropolitan
in New York. Qur greatest of present-day Wag-
nerian conductors,
THE ETUDE for April,

THE INTERESTING FALSETTO

Frederick W. Wodell.
author of *"Choir and Chorus Conducting.” gives
the results of a wide research among the specialists of the centuries
who have made investigation of this peculiar vocal problem.

DRESSING UP THE STUDIO PERFORMANCE

Stephen West gives. in his very unique manner. some ideas on cos-
tuming and make-up which teachers will surely welcome. It outlines the
technic employed at the Metropolitan Opera House.

THE ROMANCE OF MOZART'S LIFE

There is something particularly appealing about the child-like Mozart,
whose blithe moments were often interrupted by great struggle and
disappointment. This article, by Heinz Grevenstett, tells of Mozart's best

Artur Bodansky, tells, in
why this is so.

noted voice expert and

ana musicians,

OTHER INTERESTING ARTICLES and special features by distinguished teachers
PLUS 24 pages of interesting new music to play and sing.

Do You Know?

Tuat the god Mercury, in Grecian myth-
ology, is given the eredit for making the
first harp, the Testado (tortoise) ; and that
he did this by accidentally plucking  the
dried tendons in the shiell of a dead tortoise
he found on the banks of the Nite?

That in the okl harpsichords there were
rows of additional strings, known as reso-
nator strings. These were not struck but
merely picked up sympathetic vibrations?

That John Milton'’s father, also named
John, was a well accredited musician in

his day and "wrote” six part madrigals,
motets, and psam tunes? The great poct
was also a skilled amateur musician?

That one of the most popular of old
English dances was the cushion dance, in
which the dancer made his selection of a
partner by dropping a cushion before her?

That one of the very earliest dates in
music is that ascribed by the Egyptians
to the discovery of the seven sacred sounds
i music, in 3892 B, C., nearly forty cen-
turics before Christ?

“To get the rvight start as a virtuoso one nust comprehend the true mean-
ing of relaxation, not merely relaxation of the hands and arms, but of the
mind and body as well."—\Mischa Levitzki.

'World Radio Histo|

~ AISICAL BOOKS

ﬁ-j)VIEWED

Music and the Community

The Cambridgeshire Report on the
Teaching of Music

here an anthoritative report of
the muxical acrivities and advancement in
one of the most musieally progressive coun
ties of England. The fimdings are illuminative
and to a large degree applicable to any wellt
orginized community, The very fact that the
report was mm;nlul by =uch highly qualificd
muxic |.| 3 11 pedagogs as Sir John
1 of the Royal Academy
Nir Hugh ' Allen, Piree-
tor of the Royval College of Musice, London:
Nir [lenry lladow, formerly Vice-chancellor of
the University of Sheflicld: Dr, ¢, 11, Kitson,
Professor of Music in  the University of
Dublin: Dr. W. . Whittaker, I'rincipal of
the Secottish  National Academy of Mugie:
with some twenty equally eminent collabora-
tors: thix ix enough to warrant the worth
of the Committee’s findings., A valuable
addition to the library of anyone interested in
general mu\ln.nl education,

Pages: 250

I'rice : §

I lll)ll\lu TS

We have

. I'rineiy
of Music, London

]
Cambridge University Press

Beethoven and His Piano Works

By TERBERT WESTERBY

Here we have a most enlightening guide to
the piano works of this Titan among the
composers, Concisely it presents these works
in the three usual perimds of the maxster’s de-
velopment. It does thisx by following a happy
medium of treatment which finds its way “he-
tween the flowery interpretations of Elterlein
and the formal analysex of the academices.” It
is the sort of companion which it will be pleas-
ant for the student to have by hix side when
studying the works treated. At the same time
the volume leads to a better understanding of
the historie movements in the development of
our musxical art, and especially to the relations
of the Classic amd Romanti¢ spirits in com-
position.

Pages: 114

Price

Publish

: William Reeves.

Of Men and Music

By DeeMs TavYLoORr

This unusual book begins with a series of
riddio talks which the gifted and able Deems
Taylor detiversdl as part of the Columbia
Broadeasting System’s Snnday afternoon con-
certx of the New York IPhilharmonic Symphony
Orchestra, which is supplemented by material
taken from reviews in the lamentably extinet
New York Waorld, in the New York American,
and in other publications. The work embraces a
wide range of interesting essays, which have
been transtated from the ftield of radio and
the newspaper to the more permanent book
tnrln and m.ll\v “mighty good reading” for the

a0,
Nimon & Schuster.

frublisher

Class Lessons in Singing

By ANNE E. PIERCE and ESTELLE LIEBLING

An unusunally interesting and unique course
of vocal stidy, with excellent illustrations in
the way of portraits of famous singers as well
as pictures of notable pedagogical value. The
book includes thirty-two song classies and a
very interesting appendix in the nature of a
key to the pronunciation of the Italian, French
amd  German  lanzuages, The work is well
planned as a practical teaching book for the
vocal pupil in the class. The authors are Anne
E. Pieres of the State University of lowa and
Extelle Liebling of the Curtis Institute of
Muxie, Miss l.io-l»]in,':. teacher of many success-
ful singers, is a member of the noted family
which has brought suech names into our Anu-r-
iean musical lite as Emil Liebling, George
Liebling and Leonard Liebling.

Page R E,

Silver Durdett Company.

Music Since 1900

By N1COLAS SLONIMSKY

An altocether extraordinary chronology of
the chief musical events of the world, from the
beginuing of the twentieth century, which re-
flects  thirty-tive years of the most  active
period in the annals of the art, at least from
the aspeet of gquantity, The work has been
done with the meticulous, ahmost microscopice,
care of the real master of research and should
prove invaluable to libraries and edocarional
ln~t1!ln|n|1\

Publisher :

4.75.
P uh]l\hvr: \\'. W. Norton, Ine,

The Country Dance Book

By Brry Toryax awl Ravrein Pace
Country daneces have come into immense
favor in recent yvears, and this manual (or
shall we say pedual?)y of the art is complete
and interesting, Here they are, Grand Marches,
Sicilian Circles, Quadrilles, Jigs and Reels,
with a few Hornpipes and Round Dances
thrown in for good meagure. Yes, and there
are full directions for acquiring their steps:

and at the end is a list of music to be used
with them.

Pages : 192,

Price; §2.00,

Publisher : The Countryman Press, Ine.

THE CUNEO PRESS INC . U A




WHY

SOME MUSIC TEACHERS

C‘ﬂ,‘J J&u .
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GET
RESULTS

JHEY NOT ONLY ENJOY MAKING MUSIC MEAN SOME-
THING TO THEIR PUPILS, BUT THEY ALSO MAKE THEIR PUPILS ENJOY THE
STEPS THEY MUST TAKE TO DEVELOP MUSICAL ACCOMPLISHMENTS.

USING ATTRACTIVE MATERIALS 1S A BIG PART OF THE WAY BY WHICH
PUPILS ARE MADE TO FIND MUSIC STUDY ENJOYABLE.

USING THE OPPORTUNITIES OFFERED BY THE THEODORE PRESSER CO. FOR
THE EXAMINING OF MUSIC PUBLICATIONS IN THEIR OWN STUDIOS IS THE

WAY BY WHICH SOME TEACHERS ASSURE THEMSELVES OF ACQUAINTANCE

WITH MATERIALS WHICH THEY CAN USE TO BEST ADVANTAGE.

Works for Young Piano Beginners—

from five to nine y
used from the srart.

MUSIC PLAY FOR EVERY DAY

The Gateway to Piano Playing

Delightful and distinctive features as pleasing game-like procedures,
captivating illustrations, interesting “‘cut-out” pictures, a novel grand
staff keyboard chart, and
teacher to obtain marvelous results with little students in the ages running
cars. Each lesson is truly a “playtime.” Both clefs are

other strong appeals to juveniles. It aids the

Complete—Price, $1.25

Four Separate Parts—Price, Each Part 40 cents

HAPPY DAYS
IN MUSIC PLAY

Sequel to “Music Play for Every Day”
A brilliant work, giving the child genuine pleasure in
piano study leading right up to the third grade.
Keeps up the high planc of interest and the fascina-
tion for piano study created by the delightful and
distinctive features in ““Music Play for Every Day."

Complete—Price, $1.25
Four Separate Parts—Price, 40 cents Each

BEGINNER’S BOOK

School for the Piano—Volume One
By Theodore Presser

A “first reader” in
pianostudy by which
teachers achieve
speedy results with
youn, inners. lts
wonderful first les-
sons follow the mod-
ern procedure of
n:acEinu up and
down from Middle C
into both clefs. Its
bright and interest-
ing material covers
the first grade of
study up to. but not
including, the scales.

Price, $1.00

TUNES FOR TINY TOTS

By John M. Williams

This very first book gives the child around five years
of age the little steps hy which he can climb to the
usual clementary material. In an engaging manner
this little volume gives a practical knowledge of the
grand staff, a start on time values, legato and staccato,
and other elementary phases. Both clefs are used from
the stare.

Price, 75 cents

BILBRO’S MIDDLE C
KINDERGARTEN BOOK
By Mathilde Bilbro

A very practical start in music study for those around
five years old. After acquaintance is made with no-
tation little melodies are given, many of them with
fascinating verses. Progress is gradual, of course, and
most of the first exercises are just a few bars in length.

Price, 75 cents

ADA RICHTER’S KINDER-
GARTEN CLASS BOOK
A Piano Approach for Little Tots

This unigue and exceptional kindergarten class piano
book utilizes the story of Goldilocks and the Three
Bears as it carries the little folk into piano playing.
While it is all simplicity and attractiveness to the
children, it seems to be full of important teaching
features and little “‘extras’ as, for instance, the
illustrations which may be colored with crayons. The
closing pages outline a little operetta which may be
presented by the class.

Price, $1.00

GROWN.UP
BEGINNER’S BOOK

For the Piano
By William M. Felton

This recent book stops all groping for suit-
able material to aid the grown-up piano be-
wnner progress to satisfying playing ability.
Step by step, it gives a good music foundation
as it carries along a clear exposition of what
is being learned. Much attractive music is
given. A keyboard chart comes with the
book, making 1t possible quickly to associate
the notes on the staves with the keys on the
prano.

Price, $1.00

FIRST PEDAL STUDIES

For the Piano

By Jessie L. Gaynor
Thisis probably the most

) frequently used of Mrs.
N ¢ Gaynor's educational
% First works for very young
&,WM; mano students. It gives
e the juvenile the funda-

k in pedal
technic preparatory to
further study as an ad-
vanced student and does
o . . so in an understandable
’Eg ‘__Q manner, interesting to
o the pupil. This book
may Ee taken up in the
_ second grade.

Price, 60 cents

for the 1 mental wor
PILANO |
£

TECHNIC FOR
BEGINNERS

By Anna Priscilla Risher

One of the most worthy elementary technical
works produced in recent years, and it is de-
servedly esteem by teachers who develop a
good foundation for pupils in grades 1 and 2.

Price, 75 cents

THEODORE PRESSER

STREET, PHILADELPHIA, PA.

1712 CHESTNUT

PIECES FOR THE
DEVELOPMENT OF TECHNIC

For the Equal Training of the Fingers
By N. Louise Wright

Studies running from grade 2 to grade 3, that logically
cover the training of each hand to equal facility in such
phases of technic as Relaxation in Chords, the Trill
with the Turn, Broken Chords, Double Thirds, the
Scale and Arpeggios. These technical devices have
been treated very cleverly; after the right hand gets its
work the same study is repeated in the left hand.

Price, 60 cents

TUNEFUL TASKS

Twenty Little Tunes in Etude Form
for First Year Students

By John Thompson

An admirable group of study pieces, by a celebrated
pedagog, which cleverly cover the needs of young
pupils in the matter of elementary technic. They
make it casy and attractive for first year students to
master essentials which help them on toward real
playing ability.

Price, 75 cents

CZERNY-LIEBLING

Selected Czerny Studies
Edited by Emil Liebling
In Three Volumes

The piano study material written by Czerny seems to
be absolutely indispensable and teachers who can in-
spire their pupils to follow Liszt's advice, '‘practice
Czerny diligently,” are certain to produce players of
marked ability. The eminent piano pedagog, Emil
Liebling, setected for these three volumes the best of
all Czerny’s studies and carefully arranged them in
progressive order.  The first volume can be introduced
with the pupil advanced in the second grade. Volume
Two runs in grades three to five and Volume Three
goes along in grades five to seven.

Price. $1.00 Each Volume

Co.




HE OTHER DAY we overheard a remark

I that opened our eyes. A woman in a
radio store suddenly exclaimed, "Do you

mean that you can buy one of those ‘No
Squat’ Philcos for only $7.95 down? That'’s

1!

news to me— good news .

So maybe it's time we told Etude’'s readers
that they can buy "No Squat . . . No Stoop
... No Squint”" Philco models as low as
$79.95. That's the price tag on the 7 Double-X

.and for only $7.95 down your Philco
dealer will put one in your home. He'll give

MiS. B. .«Irs 50 much casier
to tune this new Philco!”’

Mr. B...«Much casier on the eyes
too. I mean your eyes,
of course! You don’t
have to squint any more!”’

you a liberal trade-in allowance on your pres-
ent radio, too!

For a down payment of just a few dollars
more, you can own the Philco 4 Double-X, an
Inclined Control Panel model with a world of
power, sparkling purity of tone, and truly
astounding distance-getring ability. Your
Philco dealer has a more than liberal trade-in
offer on this model, too!

For those who want all that radio can offer
...the world-famous Philco 116 Double-X is as
always the High-Fidelity instrument that sets

the world's standard of radio reception. Amaz-
ing as its performance will prove ... it's hardly
more amazing than the trade-in allowance
your Philco dealetr will make for your old set!

See ... hear ... compare a// the ‘'No
Squat . . . No Stoop . . . No Squint’* Auto-
matic Tuning Philcos. Your present radio may
be traded in as part payment or you can buy a
Double-X Philco for as little as $7.95 down
and about $1.00 a week. Ask your dealer about
this special Philco-Commercial Credit Com-

pany Easy Payment Plan!

Af X
g‘h

. NO SQUAT
NO STOOP
NO SQUINT

with any

Inclined Control Panel
Automatic Tuning Philco

Philco has a complete line of compacts, consoles, table and chairside models from $22-5° to $600

* o . 2 .

(above) Everything you could wish for! American and Foreign

PHILCO 116 xx reception. Inc);incdgczntrol Panel. Automatic Tuning. Magnetgic

Tuning. High-Fidelity Audio System. Inclined Sounding Board. Acoustic Clarifiers.

Cathedral Speaker. Philco Foreign Tuning System with 5 Spread-Band Tuning Ranges.

15 Philco lﬁgh-Eﬂiciency Tubes. Foreign and American short-wave stations named,
located and spread six times farther apart.  Easy terms—Iliberal trade-in allowances.

* (at left) For American and Foreign reception. An Inclined Control
PHILCO 4xx Panel Model with Philco Cone-Centric Automatic Tuning. Push-
Pull Phase Inverted Audio Circuit. Inclined Sounding Board. Concert Grand Speaker.
4-Point Tone Control. Philco Foreign Tuning System. 8 Philco High-Efficiency Tubes.

Easy terms—Iiberal trade-in allowances.
* o . o 0
(at right) American and Foreign. Inclined Control Panel. Cone-
PHILCO 7xx Centrigc Automatic Tuning of fav%)rite stations. Two Tuning Ranges.
Philco Inclined Sounding Board. Concert Grand Speaker. Pentode Audio System. Three-
Point Tone Control. Philco Foreign Tuning System. 6 Philco High-Efficiency Tubes.
Easy terms—Iliberal trade-in allowances.

*Sold only with Philco High-Efficiency Aerial to insure grearest foreign reception.

PHILCO






