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Two New Numbers in the 

Analytic Symphony Series 
by Percy Goetschius Edited and Annotated 

student in theoretical subjects. 

No. 43 
SCHEHERAZADE 

(Symphonic Suite) 

By 
N. Rimsky-Korsakov 

One of the most frequently programmed numbers in the 
repertoire of leading aym phony orchestras this dis¬ 
tinctively Indi vidualist Ic suite with its Oriental 
atmosphere makes a fascin¬ ating study. Arranged in the form of a piano solo, it gives fairly proficient play¬ ers a tine recréai ion number and provides a convenient 
reference for the advanced 

Price, $1.50 

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

(Choral) 
By Ludwig van Beethoven 

The final symphonic manifestation of Beethoven’s genius, performances of this monumental work are limited only by the facilities available for production, as a well-trained 
(horns is required, in addition to a proficient symphony orchestra. Here is a piano arrangement, made primarily for study purposes, but also quite intriguing to th«* com¬ petent pianist. 

Price, $1.50 

Interesting find Instructive Piano Solos 
BRADFORD. KENNETH 

Submarine Voyage (Gr. 3). $0.25 

CHANDLER. OTIS 
My Garden, Kith Kords (Gr. H/2). -25 
On The Terrace (Gr. 4) . .40 
The Winding Trail (Gi. 2). .25 

HOTCHKISS. MARY W. 
Gardens by Moonlight (Gr. 4). .40 

MEDNIKOFF. ALEXANDRE 
The Magic Pool (Gr. 4). .40 

NASON. DAVID 
The Enchanted Moment (Gr. 3^). -25 

THREE QUESTIONS 
For the Piano 

By Josephine Hovey Perry 
Who Am I?. Grade I 
Who's Afraid? . Grade I 
How Do You Like Your Eggs?. Grade I 

Price, 40c Each 

RODGERS. IRENE 
A Dusky Serenade (Gr. 2*/2). .25 
A Waltz in Springtime (Gr. 2). .25 

TUCKERMAN, PATRICIA 
Bluebird Singing in the Tree, With K ords 

(Gr. l'/2) .25 

Choral Publications—Sacred and Secular 
PALMER, GEORGE C. (Arranger) 

The More We Get Together, Choral Fugue on 
“Ach du Heber Augustin 19 (Mixed Voices) . $0.15 

KUN, LADISLAS (Arranger) 
Four Hungarian Folksongs (Women's Voices, 
Three-part) . .15 

HANDEL, GEORGE FRIDERIC 
Hallelujah. From Saul (Men's Voices). .15 
How Long, O Lord? From Susanna (Men's Voices) .15 

Both numbers arranged by Charles D. Dawe 

• Ditson Publications 
Issues Covering a Variety of Musical Interests 

Vocal Albums for School or Studio 
FRENCH ART SONGS 

Medium High Voice Medium Low Voice 
Edited by 

Mabclle Clenn and Bernard U. Taylor 
There are twenty songa in this volume and the composers include Reynaldo Hahn. Benjamin Godard, Cecile Chamin¬ ade. Claude Debussy. Jules Massenet, Cesar Franck, 
Charles Widor, Camille Saint-Saëns. Hermann Bemberg and others. The notes on each song carry brief paragraph bits on the composers, along with advice for an effective rendition. The matter of French pronunciation is well 
covered in the prefatory pages. The names of the two well-
equipped and experienced editors are a guarantee of the collection’s usefulness. 

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 

j f > j. J1 / ; I 

HETZEL S VISUAL 
CLASS METHOD 

for the 
CLARINET 

A Graded Elementary 
Method 

with Supplementary 
Ensemble Material 

By 
Jack Hetzel 

Here is a brand-new pub¬ lication with material that 
has been thoroughly tested in the classrooms. It is care¬ fully graded ami should prove of especial value to 
teachers seeking better re¬ sults with their clarinet section. 

Price (Complete with Chart), $1.00 

Hetzel’s Photographic Fingering Chart may 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 for 
Wind Instruments— 

FUGUE in C-minor 
By 

fohann Sebastian Bach 
Quintet tor Flute, Oboe, Clarinet, Horn and Bassoon 

Arranged by Harry Hirsh 
Score and Parts—Price, 75 cents 

Educational Works for Piano Students 
New and Augmented Edition of 

RONDO, from Serenade No. 11 
By 

Wolfgang Amadeus Mozart 

CHORD CRAFTERS 
(Technic Tales, Book 3) 

By 

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

Louise Robyn 
Introduces th** Twelve Fundamental Chord-Attacks—Mar-
cato, Legato, Staccato, Hammer. Arpeggiated, Sforzando. Sforzando-Pizzicato. Accompaniment. Single Finger Mel¬ odic. -Melodie High and Low Voice. Passage Chords and Alternate Chords—with full explanatory material ami 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. I. Tchaikovsky 
Adaptation by Louise Robyn 

This very clever adaptation of the Album for the Young fo Andersen’s familiar fairy tale furnishes a fascinating supplementary book to Chord Crafters (Technic Tales Book 3) by th«* same author. Th«* book, itself, is most at¬ 
tractively gotten up. Seldom, if ever, has such colorful material been made available for youthful students at this stag«* of advancement. 

Price, 75 cents 

PUPIL'S MUSIC NOTE-BOOK 
By Josephine Hovey Perry 

A Novelty Number for Hand 
SKYROCKETS 
(Descriptive March) 

By Cuyler Hershey Leonard Price, 75 cents 
SOLO lik CORNET 

Oliver Ditson Co 
THEODORE PRESSER CO.. Distributors 

1712 Chestnut Street, Philadelphia, Pa. 

Music Educators may obtain copies of these for ex¬ 
amination. Send for Free Catalogs covering any 
classification of music in which you are interested. 

\\ ill prove a helpful means of keeping an accurate record of progress by giving ruled pages for lesson assignments, practice records and teacher’s remarks. 
Price, 25 cents 



FOR MAKING NEW FRIENDS 
FOR "THE ETUDE" 

® In return for subscriptions to The Etude, which you con easily and quickly 
obtain from your musical friends and acquaintances, 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 add 25c a year for postage. Foreign postage is $1.00 a year 
extra. 

COMB and BRUSH KIT ADJUSTO-L1TE 

reading, 

FOOD CHOPPER 

practical 

ELECTRIC ALARM CLOCK 

"SAVAGE" OVENETTE 

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. 

A compact arrangement including 
brush, comb and nail file in a 
black leather case. Your reward 
for securing ONE SUBSCRIPTION. 
(Not your own.) 

This unique lamp 
clamps everywhere 
—can be used for 

eyes and eliminates 
eyestrain, it is fin¬ 
ished in brush brass and comes with cord 
and plug. Height. 12". Base 4>/2" by 3”. 
Awarded for securing THREE SUBSCRIP¬ 
TIONS. 

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

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

writing, 
sewing — protects 

KNIFE and FORK SET 

A fine set of six stainless steel Knives and Forks with genuine Marbalin non-burn handles— 
or onVx- A ' ery practical gift and award. Your reward for securing 

TWO SUBSCRIPTIONS. 

Send All Subscription Orders Directly to 

THEODORE PRESSER CO., 

Ill lisie 7 1 lagaxtne 
Publishers, 1712 Chestnut St., Philadelphia, Pa. 

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

Piano Pieces For Everyone 

VS , 

This volume represents an out¬ 
standing addition to the piano 
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 
musician a text of uniformly un¬ 
surpassed quality. The selection 
of contents represents the ac¬ 
cumulated favorites of many 
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-

interest today in the works of the 

D-APPLETON-CENTURY CO» NEW YORK 1 

able volume. The augmented 
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.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, I.Jealousy (Cuban Dance) 
Chopin, F.Nocturne (F Sharp), Op. 15. No. 2 
Chopin, F. Prélude. Op. 28. No. 4 
Cui, C.Orientale, Op. 50, No. 9 (from “Kaleidescope”) 
Dohnányi, E. von .Capriccio, Op. 2, No. 4 (B Minor) 
Fauré, G.Cradle Song for a Doll, Op. 56. No. 1 
Fibich, Z.Poeme 
Flörsheim. O.Elevation 
Franck. C.Danse Lente 
German. E.Shepherd’s Dance (from “Henry VIII") 
Grieg, E.The Echo, Op. 43. No. 2 
Grieg, E.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.Præludium 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 .Thou Art Peace 'Du bist die Ruh’) 
Schumann. R.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. 48, No. 5 
Scriàbine. A.Etude (E Major) Op. 8. No. 5 
Sjögren. E .Eroticon (No. 11, in D-Flat) 
Stravinsky, I. Berceuse (from “ihe Fire Bird") 
Stravinsky, I.Chez Pétrouchka (from Pétrouchka) 
Szalit, P.Intermezzo 
Tschaikowsky, P. I.Troika, Op. 37. No. 11 

For Sale at all Music Stores in the United States 
(Not sold in Canada or European Countries) PRICE $1.50 

D. APPLETON-CENTURY CO. 
29-35 West 32nd St. New York, N. Y. 
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Christoph Gottlieb Schröter 
B Hohenstein. Saxony. 

Aug. 1!’. 1699; <1- Nordhau¬ 
sen. Nov. 1782. Noted organ¬ 
ist. theorist. lecturer, writer. 
In 1T26 orgnst. at Minden; 
front 1732 at Nordhausen. 

Werner Schrauth—B. Neu-
wied-on - Rhine. Aug. 29, 
1899. Comp., pianist, ar¬ 
ranger. Studied with Von 
Baussnern. Active in Frank¬ 
fort. Ilas written orchl. wks. 
and chant, mu., also argmts. 

The 8tude 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. 
It will be continued alphabetically until the entire history of music is adequately covered. 
Start making a collection now. Nothing like this has ever hitherto been issued. 

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

Corona Schröter —B. Guben. 
Ger.. Jan. 14. 1751; d. 
Ilmenau. Aug. 23, 1802. 
Celeb. .-.opr., comp. A great 
favorite at Weimar ct. Assoc, 
with Goethe in production of 
his dramas. Wrote songs. 

Daniel Schubart—B. Son¬ 
theim, Swabia. April 13. 
1739; d. Stuttgart. Oct. 10. 
1791. Comp., poet. Created 
Ct. Poet in Stuttgart. Won 
enduring fame as author of 
words Schubert ’s Die Fori lit. 

Franz Peter Schubert—B. 
Vienna, Jan. 31. 1797; d. 
there. Nov. 19, 1828. Fa¬ 
mous comp. From boyhood a 
prolific melodist. Works incl. 
over «00 songs, besides sym¬ 
phonies, masses & other wks. 

Heinz Schubert—B. Dessau. 
Ger., Apr. 8. 1908. Opera 
coml. Pupil of A. Seidl. Haas, 
and Hausegger. From 1929 to 
1935 cond. in Dortmund and 
Flensburg, then in Munich. 
Cham, mus., choruses, songs. 

Ernst von Schuch—B Graz. 
Styria. Nov. 23. 1847 ; d. 
Dresden. May 10.1914. Cond. 
From 1873 till death, at 
Dresden Court Opera. Con¬ 
ducted wotld prem. of im¬ 
portant operas of R. Strauss. 

Johannes Schüler—B. Vietz, 
Ger.. June 21. 1894. Cond. 
Studied in Berlin. From 
1920-33. opera cond. in 
G lei witz. Königsberg. 
Hanover and Halle. Since 
1933, opera dir. in Essen. 

□me 
Gustav Schuetzendorf — B. 
Cologne. Ger., 1883; <1. Ber¬ 
lin. Apr. 28, 1937. Baritone. 
Opera appearances in Munich, 
Berlin. Leipzig and Vienna. 
For 13 yrs. mem. of Metro. 
Opera (début 1922). 

George Stark Schuler—B. 
New York. N. Y.. Comp., 
orgnst., pianist, tchr. For 
20 yrs. has been fac. mein.. 
Moody Bible Inst., Chicago. 
Author. Evangelistic Piano 
Playing,” and other works. 

Julius Schulhoff—B. Prague, 
Aug. 2. 1825; d. Berlin. 
Mar. 13. 1898. Comp., pian¬ 
ist. Début. Dresden. 1842. 
Many successful tours. A 
favorite teacher in Paris, 
Dresden and Berlin. 

Ella von Schultz-Adaievsky 
— B. Petrograd. Feb. 10. 
1846; d. Bonn. July 29. 1926. 
Comp., pianist. Pupil of 
Henselt and Rubinstein. 
Was active in Venice. Miscl. 
works including an opera. 

Johann Abraham Peter 
Nchulz— B. Lüneburg. Ger., 
Mar. 31. 1747 ; d. Schwedt. 
June 10. 1800. Comp., cond. 
Kapellm. at Rheinsberg, then 
court cond. at Copenhagen. 
Many large works. 

Heinrich Schulz-Beuthen— 
B. Beuthen. Silesia, June 
19. 1838; d. Dresden. Mar. 
12, 1915. Considered by many 
one of most important Ger. 
composers. Orchl. works, 
chamber music, choruses. 

Clara Schumann—B. Leip¬ 
zig. Sept. 13. 1819; d. Frank-
fort-on-Main, May 20. 1896. 
Pianist, comp. Daughter and 
pupil of F. Wieck; wife of 
R. Schumann. Had brilliant 
concert career. Miscl. works. 

Elisabeth Schumann — B. 
Merseburg (Thuringia). So¬ 
prano. A leading prima donna 
of Vienna Staat super. Has 
toured Amer. Known espe¬ 
cially as intptr. of Mozart 
and R. Strauss; lieder singer. 

Georg Alfred Schumann—B. 
Königstein. Saxony. Oct. 25. 
1866. Comp., pianist, cond. 
Studied. Leipzig Cons. Was 
cond.. Bremen Philh. O.. 
then dir., Berlin Acad, of 
Singing. Miscl. works. 

Meta Schumann— B. Minne¬ 
apolis. Minn. Comp., sopr., 
accompanist. Studied in Lon¬ 
don. Sang with St. Paul 
Symph. Toured as accom. 
with Elena Gerhardt. Gian¬ 
nini. other artists. Res. N.Y. 

Robert Schumann—B. Zwic¬ 
kau. Saxony, June 8. 1810; 
d. Endenich. Ger.. July 29. 
1856. Famous comp . writer, 
editor. Fdr. of neo-romantic 
school. His complete works 
comprise 34 volumes. 

Ernestine Schumann - Heink 
— B. 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, films, radio. 

Georg Schünemann—B Ber¬ 
lin. Mar. 13. 1884. Musicolo¬ 
gist Studied at Stern's Cobs. 
Active in Berlin, bidding 
important posts. Has written 
valuable literary wks.. al>o 
essays in various journals. 

Heinz Schüngeler—B. 
Aachen. Ger.. 1884. Comp. 
Studied at Düsseldorf Cons. 
In 1904 became teacher at 
Cons, of Hagen. Has written 
piano pieces, songs; also 
works for two pianos. 

Ignaz Schuppanzt gh—B. 
Vienna. 1776; d. there Mar. 
2. 1830. Violinist, cond. 
Member of Prince Razumov¬ 
sky’s private quartet. Inti¬ 
mate of Beethoven. Dir. of 
German opera in Vienna. 

Karl Schuricht—B Danzig. 
July 3, 1880. Comp., cond. 
Pupil of Humperdinck. 
Kapellm. of theaters in 
Zwickau. Dortmund. Kreuz¬ 
nach. In 1912 became munie, 
music dir. in Wismar. Ger. 

Bernard Schuster—B. Ber¬ 
lin. Mar. 26. 1870; d. there 
Jan. 13. 1934. Comp., cond., 
editor, mus. publ. Was opera 
cond.. Magdeburg and Ber¬ 
lin. In 1901 founded periodi¬ 
cal, "Die Musik.” Miscl. wks. 

Joseph Schuster—B. Dresden, 
Aug. 11. 1748; d. there. July 
24. 1812. Dram. comp. Pupil 
of Schürer and Padre Mar¬ 
tini. Court comp, at Dres¬ 
den. Honorary maestro di 
cappella at Naples. 

Eduard Schütt—B. Petro¬ 
grad. Oct. 22. 1856; d. 
Meran. Italy. July 26. 1933. 
Comp., pianist. Was cond. of 
Aka< lend scher Wa gner - Ver -
ein in Vienna. Wr. a comic 
opera and many other works. 

Heinrich Schütz—B. Köst¬ 
ritz. Saxony. Oct. 8. 1585; d. 
Dresden. Nov. 6. 1672. Comp., 
orgnst.. cond. A most import, 
figure of 17 century in pro¬ 
moting good church music. 
Wr. first Ger. op., "Dafne.” 

Rudolf Schwartz—B. Ber¬ 
lin. Jan. 20. 1859; d. Halle. 
April 27. 1935. Writer, cond. 
Suced. Emil Vogel as li¬ 
brarian of Peter's Music 
Library and ed. of “Jahr¬ 
buch." Litr. and mus. wks. 

Joseph Schwartz—B. Riga, 
Russia. 1880; d. Berlin. Nov. 
lo. 1926. Opera baritone. 
Sang first in Vienna Volks-
oper. later at Berlin ct. op. 
Has made successful appear¬ 
ances also in Paris and N. Y. 

Maximilian Schwedler—B. 
Hirschberg. Silesia. Mar. 31. 
1853. Flutist. Was prof, at 
Leipzig Cons, and solo flutist 
of Gewandhaus Orch. Inven¬ 
tor of Schwedler flute. 
Wrote a method. 

Albert Schweitzer—B. Güns-
bach. Alsace, Jan. 14. 1875. 
Musicologist, organist. Bach 
authority. Noted philosopher, 
theologian. author. Was 
medical miss, in Congo. Co¬ 
founder, Paris Bach Soc. 

Anton Schweitzer—B. Ko-
burg. 1735; d. Gotha, Ger., 
Nov. 23. 1787. Comp., cond. 
Suced. Benda at the court in 
Gotha An early comp, of 
Ger. opera. His "Singspiele” 
attained great popularity. 

Irving Schwerké—Mus. critic, 
author, teacher. Has lectured 
in Europe on Amer, com¬ 
posers. Mem. of various in-
ternl. music societies; 
Contbr. to leading mus. jour¬ 
nals. inch The Etude. 

Paul Schwers—B. Spandau, 
Feb. 22. 1874. Comp., organ¬ 
ist, editor. Active in Berlin. 
In 1967 became ed.. "All¬ 
gemeine Musikzeitung." 
Has written masses, cham¬ 
ber mus., choruses and songs. 

Gustav Schwickert—B. Hei¬ 
delberg. Ger., Dec. 1. 1901. 
Comp. Pupil of J. Weis-
manns. For some years has 
been active in Freiburg as 
writer of choral works, songs, 
piano pieces. 

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

Michel Sciapiro— B. Russia. 
Comp., violinist, teacher. 
Pupil of Hugo Heermann and 
Sevcik. Bei ame SeUik's 
assoc, teacher in New York. 
His violin pieces have been 
used by leading artists. 

Silvio Scionti—B. Acireale, 
Sicily. Pianist, teacher. 
Long a leading artist and 
teacher in Chicago. Has ap¬ 
peared with Chicago and 
Minneapolis Symphony Or¬ 
chestras. 

Charles Kennedy Scott—B. 
Romsey, Eng., Nov. 16. 1876. 
Comp., cond. Fdr.. Oriana 
Madrigal Soc., 1904; Philh. 
Choir. 1919; Euterpe Str. 
Players. 1922. all of London. 
A leader in English chi. mus. 

Cyril Meir Scott—B. Oxton. 
Cheshire, Eng., Sept. 27. 
1879. Comp., poet. Pupil of 
1. Knorr. One of England’s 
best known writeri, whose 
works tend toward modern¬ 
ism. Writes in all forms. 

Henri Scott—B. Coatesville, 
Pa., Apr. 8. 1876. Dram, 
bass, teacher. Pupil of Oscar 
Saenger. New York. From 
1911-1914 with Chicago Op. 
Co. For many years with 
Metro. Opera. Res. Phila. 

John Prindle Scott—B. Nor¬ 
wich. N. Y., Aug. 6. 1877; 
d. Syracuse, N. Y.. Dec. 2. 
1932. Comp., chi. dir. Studied 
at Oberlin Cons. Wrote many 
songs, incl. The Secret and 
The Wind’s in the South. 

Antonio Scotti—B. Naples, 
Jan. 25. 1866; d. there Feb. 
26. 1936. Famous dram, bari¬ 
tone. Debut, Malta. 1889. 
Had a career of 34 years 
with Metro. Opera (début 
1899). A notable Scarpi a. 
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Appropriate Music for 

(toter program 
Any of These Publications May Be Had for Examination 

« ill iam S. Nortenheim 
Karl U . Gehrkrns 

Peter Hugh R 
Mabelle (denn 

William M. Felton. Editor of Music Section of The Etude 

CONTENTS 

Miller minutes. 

1 >ebu¡ 

The 

>4 

Who Wrote the First Organ Tutor 

II 
Price 

.15 
6022 .05 

TREBLE VOICES 
1080? Alleluia, 10 

.10 

10307 55211 Christ Tri .10 
D. Brown // 20872 

.20 

.18 
M 35127 USIC 

.16 
Fascinating Pieces for the Musical Home 

.Minihall-Net in 20689 
.10 

21528 
F. Music Box, .20 

.10 Master Works 
ement ) 

.10 
Mueller 172 

.20 
21119 Our Lord Is Risen 

Kclhcrinc . 176 
15 595 Resurrection, The 

R. S. Morrison 
16 

20149 Thanks Be to God 
Delightful Pieces for Junior Etude Readers 

.10 Forrest 
Send for Folder P-1 giving complete list of Easter Music for Choirs 

Amaryllis . . . THEODORE PRESSER CO : 
under the Act of March 3. 1879. Copyright. 1938. 

for U. S. A. and Great Britain. 

IltiHHIIIHHItt 

How to Make Chord Practice lutei 

Fry 1 

3 
; 

10240 
20040 

World of Musi, Editorials . 

Smith 
Abbott 

; 

: 
5 

1X0 
1X0 

6021 
10474 
20278 
10’29 
10802 
20128 

Price 
$0.12 

He Is Risen 
Hosanna . 

E. S. Hosmer 
P. Ambrose 

Î0241 Christ Is Risen 
10934 Hosanna 

21011 
20126 

Hem miny 
Karapctoff 
C. Tupper 

$0.60 
.60 
.60 
.60 
.60 
.60 
.60 
.60 
.60 
.60 
.60 

EASTER SERVICES 
For the Sunday School 

rmstrony 1 
.J. Kelly 1 

II. E. Erickson 1 

Various Composers 
F. A. Clark 
F. A. Clark 

R. M. Stults 
F. A. Clark 

.L. L. Loth 164 
■ ■ R. II. Woinlman 165 

Big Chief. Sandman's coining Bedtime March . • 

Dicta tion”G 
.K 

Mrs. Washington s Minuet Hungarian Echoes. 

Alleluia! (5 Part) 
A. V. Brander 

Song of Gladness (2 
J, B. Grant 

Risen (2 Parti 
J. C. U■ : 

lumphant (3 Part) 

Band and Orchestra Depart nient Where Do We Go from Here 

A Personal Memory of Ippolitoff-I v The Story of the Gloria Patri. The Civic Value of a Music Hobby. Student Repertoires. The Threshold of Music . 
Month . 

EVERLASTING LIFE 
By Mrs. R. R. Forman 

This cantata presents the story of the Resurrec¬ 
tion in a most beautiful and effective manner. 
Ten musical numbers. Time, 45 minutes. Price, 
60c. 

Hymn of Joy (New) 
Louise E. Stairs 

Music Publishers, Dealers and Importers 
1712 CHESTNUT STREET. PHILADELPHIA. PA. 

F. 1‘ui/leis 1 
. Gehrkens 
W. M odell 
. . . E. Gcst 

After Three Days... 
Easter Glory 
Echoes of Easter Joy. 
Had. Festal Day 
King Immortal 
The Risen King 

IMMORTALITY 
By R. M. Stults 

A well planned cantata with texts taken chiefly 
from the Scriptures. Time, 55 minutes. Price, 
60c. 
Also published in an edition for T>eble Voices— 

Tuo Part. Price,-60c. 

Progressive Music for String Quartet 
Gavotte in Bdlat . 

THE RISEN KING 
By Alfred Wooler 

Just the kind of a cantata to make a genuine 
appeal to volunteer choirs. It is always in¬ 
teresting to the choir and the solo assignments 
are very satisfying. Time, 50 minutes. Price, 60c. 

HE LIVES. THE KING OF KINGS 
By Anna Priscilla Risher 

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. 

20256 To the Place Came Mary , 
ITw. Baines 

10309 Why Seek Ye the Living? 
W . H. Eastham 

R. AI. Stults 
C. Simper 

Granier-Adams 

104”8 Alleluia. 
Part i 

10899 Christ Is 

IL Be relli 
Thompson 
.G. Maier 1 
H amboury 1 
/. Maskell 1 
Mynniny 1 

THE GREATEST LOVE 
By H. W. Petrie 

A brilliant cantata of moderate difficulty for 
Easter oi general use. The twelve melodic and 
interesting musical numbers are divided between 
soloists and the chorus. Time, 40 minutes. 
Price. 75c. 

. . G. C. Krick 1 
B. B. Steinel 1 

Other Easter Cantatas 
The Rainbow of Promise (Baines) 
The Wondrous Cross (Berge) 
Life I tei nal ( / ’.... • 
King of Glory i Al n r/j n i 
The Dav. n (Barnes) Treble Voices 
Alleluia (Stults) 
I ister Glory (Stults i 
From Death unto Life (Stults) 
The Dawn of the Kingdom (Wolcott) 
The Living Christ (Stui ) 
King of the Ages (Stults) 

ANTHEMS 
MIXED VOICES—Continued 

Bugles Over the Hudson . 
Stage Deportment at Student Redt 
A Pupil s Questionnaire. . . 

.L. Weits 
/. Hod yers 

II. Ghys-Felton 

VICTORY DIVINE 
By I. Christopher Marks 

One of the best of all cantatas for Lenten or 
Eastertide use. satisfying to the lover of good 
music as well as to non-musical folk, small 
choirs of volunteer singers with fair soloists or 
splendidly trained choirs numbering several 
hundred voices. Time, 1 hour. Price, Si.00. 

EASTER CANTATAS 
For Mixed Voices unless otherwise mentioned 

R. S. Morrison and Other Composers 
Dawn of Hope 

R. M. Stults and Other Composers 
Raised in Glory R. M. Stults 

15598 Risen Lord, The ... 
35136 Strife Is O'er, The. C. B. Han ley 
20614 Strife Is O'er, The ” ” 

20373 Today the Lord Is Risen 
R. Kountz 

EASTER 
MIXED VOICES 

Published monthly by THEODORE PRESSER CO., Philadelphia. Pa 
Entered as serond-class mailer January 16, 1884. at the P O at Phil» 
uiuUr fl.. A.f ..C _1. •> lo-n r. ... - * ' * '«««a.. 

The "Floating" Tone 
C. .4. Harris 1 
.E. G. Mead I 
M. Anderson 1 

Alleluia, Alleluia! A. U. Bunder 
And When the Sabbath "Was Past 

(with Violin) IT’. H. fones 
Awake, Thou That Sleepcst! 

F. C. Maker 
As It Began to Dawn G. C. Martin 
As It Began to Dawn R. AI. Stults 
Awake Up My Glory /. Barnhy 
Break Forth into Joy J. Barnby 
He Is Risen R. AI. Stults 
Christ Is Risen from the Dead 

R. S. Morrison 
Christ, Our Passover 

U". H. Eastham 

It". Maciarlane 
from the Dead 

i . // 
R. Al. Stults 

MEN S VOICES 
10804 Alleluia. Alleluia! A. U. Brander 

Vocal Couplers.. 
Organ Questions ami Answers ........ 
Piano Accordion Department. The Gaine of Teaching. Violinist’s* Etude. 
How a Violin Is Maile in Mittenwald . Paganini from a Personal Point of View Violin Questions and Answers. So “Kitty” Loses Her Credit. 
Fretted Instruments Department. The Banjo. 
Music in the Dark . 
Teaching the Beginning Pianist to "Take Questions and Answers. 
Voice Questions and Answers. ... Junior Etude. 
Letters from Etude Friends. A Boy’s Game. Do You Know?. 

Reviewed.. 

21118 I Know That My Redeemer Liveth 
Handel- War hurst 

10629 Jesus Christ Is Risen 
It”. H. Neidlinger 

201’8 King of Kings’ C. Simper 
21183 Where Life Is Waking All Around 

H. P. Hopkins 
10068 Lord Is Risen, Indeed, The 

Billings -Lerman 
35139 Christ, Our Passover 

21138 King of Kings Simper-Netin 
2088" Lord Now Victorious, The 

Mascagni-Greely 
10806 Sing with All the Sons of Glory 

F. H. Brackett 

Texts b. Juanita E. Roos. Its nine numbers im¬ 
pressively bring out the story of the Cross, the 
Tomb, and the Resurrection. Time, 20 
Price, 50c. 

MARCH. 

Editorial and Advisory Staff 
Dr. James Francis Cooke, Editor 

Dr. Eduard Ellsworth Hipsher, Associate Editor 

H. R. Shelley 
10805 Hosanna (2 Part) 

Granier-Warhurst 
2115" Nature's Eastertide (2 Part) 

Wm. Baines 
21159 Three Easter Carols (2 Part) 

Alrr. R. R. Forman 

Christ, the Lord, Is Risen Today 
Lily Strickland 

Christ Triumphant H. R. Shelley 
Day of Resurrection, The 

C. G. Spross 
Easter Morn Ris her-S pros? 
(dory Crowns the Victor s Brow 

Single Copies 7c 50 Copies. $5.25 
Dozen Copies 80c 100 Copies 6.00 

Outstanding l ocal and Instrumental Novelties 
Waltz Continental (Plano Accordion). 

The Choir’s Contribution 
to the 

MESSIAH VICTORIOUS 
By William G. Hammond 

A stimulating and uplifting musical presenta¬ 
tion of the Resurrection and Ascension. There 
always is predominating a musical fervor in its 
decided melodic and rhythmic construction. 
Time, 50 minutes. Price, 75c. 

. . M. Matthews 1 

.S. Michel 1 

.R. Braine 1 
//. E. Elverson 1 

THE ETUDE MUSIC MAGAZINE 
Founded by Theodore Pretter, 1883 
Music for Everybody 

S2.OO a 

MARCH. 1938 



THE ETUDE 
Music Magazine 

A MONTHLY JOURNAL FOR TEACHERS, STUDENTS AND ALL LOVERS OF MUSIC 

Vol. LVI. No. 3 MARCH, 1938 

Printed in the 
Vnited States of America 

Associate Editor 
EDWARD ELLSWORTH 

HIPSHER 

Published Monthly 
By 

THEODORE PRESSER CO. 
1712 Chestnut Street 
PHILADELPHIA. 

PENNA. 

Editor 
JAMES FRANCIS COOKE 

Copyright. 1938. by 
Theodore Presser Co., 

For II. S. A. and Great 
Britain 

The World of Music 
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 premiere 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¬ 
Aryan 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 rôle 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 Oth. 
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 being 
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 committee 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 cooperating. 

THE ROYAL OPERA of Stockholm opened 
its new season with the “La Bohême" of Puc¬ 
cini, followed by the "Orpheus” of Gluck. 

YEHUDI MENUHIN gave especial im¬ 
portance to his concert in Carnegie Hall of 
New York, on December 6th, last, by giving 
the first concert performance in America of 
the recently exhumed “Violin Concerto in 
D 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 premiere; 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. 122,” 
of Schubert, was on a recent New York pro¬ 
gram of 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, now 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. 

Edwin 

twenty-eighth to 

conductor, 

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 

RONALD, after a service 
years as principal of the 
of Music of London, has 
post. Many Americans will 

Martinei i i 
as Otello 

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. 

recall him as conductor for Melba when on 
her several tours. 

SIR LANDON 
of twenty-seven 
Guildhall School 
retired from that 

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. 

Orlando-Winter Park, 
chorus will be a cooperating body including 
the A Cappella Choir of Rollins College 
(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. 

VERDI’S “OTELLO,” 
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 rôle, Elizabeth Reth-
berg as Desdemona, and 
Lawrence Tibbett as Iago; 
when there were innumer¬ 
able curtain calls, with out¬ 
bursts of applause that 

MR. EDWIN HUGHES, 
well known to readers of 
The Etude, was elected 
president of the Music 
Teachers National Associa¬ 
tion, at its convention in 
Pittsburgh from December 

frequently interrupted the performance. Th s 
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 lo. 
1888, with Marconi as Otello, Galassi as Iago, 
Eva Tetrazzini (sister of Luisa, the eminent 
coloratura soprano) as Desdemona, and 
Scalchi (glorious among all contraltos) as 
Emilia. 

(Continued on pane 201} 

DR. HOWARD HAN¬ 
SON. director of the East¬ 
man School of Music of 

Dr. Howard Rochester, New York, was 
Hanson reelected 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. 

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 Beethoven 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 loyal 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 began seven years 
of instruction from Liszt, 
of whose pupils she was 
one of the very 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. 

Music Study Exalts Life Musical Axiom for March ‘"Blithe the Songs of Spring Inspires Us, 
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H¿icks Who Became Masters 

ONLA yesterday the gentlemen of Grub Street, the 
diggers alter golden nuggets which were to mak ■ 
the jewelry of figureheads, 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 Eti de studied with one man in Ger¬ 
many upon whom Wagner placed great responsibility in 
the carrying out of suggestions in 
fessor Herman Ritter, one of the 
of his day. One composer alone, 
hand, never could have written 
and copied the millions of notes 
found in a W agner score and its 
parts. But remember that, with¬ 
out the great original creative 
genius of W agner, the work of 
most of the men who gladly 
helped him never would have 
been possible. 

In the «lays of Bach. Handel, 
Mozart and Haydn, these work¬ 
ers, bv enormous diligence, might 
have written all of the works for 
the comparât ively simple orches¬ 
trations of the day. Handel, for 
instance, would write a composi¬ 
tion with a figured bass. That is, 
the harmony would he 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 better to a more 
modern orchestra. Even the or¬ 
chestra of Mozart seems a very 
simple, almost childlike, group, 
when compared with tin- modern 
symphony orchestra. If Mozart 
could wake up at this moment in 
a modern home ami bear the or¬ 
chestrations of several of the 
popular radio orchestras, such as 
those of Frank Black, Ferde 
Grofé and Andre Kostclanetz, he 
would be astounded by their skill, brilliancy am! color. 
Mr. Maurice Dumesnil, who was a protég«; of Debussy ami 
probably knows more about him than any other living 
man, states that Debussy in the latter part of his life de¬ 
pended quite a bit upon one "hack. In other words, after 
the master had created a great work he was liable to hand 
an orchestral sketch, on four staves, to his confr«'-re, kmlré 
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 thereafter 
work and finally give approval. Meanwhile, Debussv would 
stroll leisurely out to the Rots de Boulogne or go to con¬ 
templât«- the knieknacks in the de luxe, shops of th«- \ ictor 
Hugo Avenu«-. Mme. Debussy, shorty before her death, ad¬ 
mitted that among the scores on which Caplet worked were 
“La Mer (The Seal” and “The Martvrdom of St. 
Sebastian. Caplet, by the way, was himself a very able 
composer. His "Miroir de Jésus” is a masterwork. For a 
time lie liked Bastón as an opera conductor. I mler his own 
name he has published a very lovely orchestration of the 
Gollitcogg’s Cake II alk of Debussy. All publishers have 
editors to whom even the greatest composers are glad to 

express their gratitude for suggestions and technical help. 
I he situation to-day, hoyvever, has changed very greatly. 

Th«! men who yvere put down merely as orchestral ar¬ 
rangers have come to a different station in life, owing to 
the enormous demand for music for th«- 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 soin«- of the works that come from the fabulously' busy 
pen of Frank Black, Musical Director of Radio Citv. \\ hen 
we first saw the name of Ferde Grofé. he was orchestrating 
very light musical scores lor other musicians. The next we 

heard of him came w-ith the or¬ 
chestration of Gershwin's Rhap¬ 
sody in Blue. Then he blossomed 
out befor«- the public yvith the 
"Grand Canyon Suite,” the “Mis¬ 
sissippi Suite, and other original 
works, showing that he lias 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 
salarie«! musical moguls of Holly¬ 
wood and Radio Citv; hut they 
cannot take the place of the 
original creative composers. 
Moreover, these misnamed hacks 
of filmdom often have incomes 
yvhich are spectacular. Frank 
Black admitted to us, sonu-
months ago. that he was never¬ 
theless in despair at the time for 
really good song themes upon 
yvhich to work. 

It never should be forgotten 
that Wagner himself yvas for 
nearly a year a hack for a 
Parisian publisher, making ar¬ 
rangements of th«- lighter pieces 
for pianoforte, and that Debussv 
in his early years made a meager 
living by arranging for four 
hands or two pianos the compo-

master. Camille Saint-Saëns. Perhaps 
one of the best roads to becoming a master is, first of all. 
to be a very- good hack. 

Many masters have spent years in the reworking of the 
orchestral scores of their predecessors. Rimsky-Korsakoff 
did Moussorgskv a very great service by making an entirely 
new score for "Boris Godounoff, " and Erich Korngold’s re¬ 
vision of the score of “Die Fledermaus,” by Johann 
Strauss, which he di«l for the incomparabl«- Max Reinhardt 
performance at the Deutsches Theater in Berlin, made of 
it one of the most delightful things of its kind. These men 
considered laborious yvork of this sort to be an honor and 
an opportunity. 

Holly wood now has a score of musicians yvith the technic 
ami ability of real masters, who are applying their skill, 
not to works for a Kaiserliche and a Koenigliche Hofoper. 
where they might b«; heard by only a handful of listeners, 
but to the radio ami 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' ceas«? to write for great and permanent aims and per¬ 
mit their precious gifts to be devoted to trifling pot 

his scores. I his was Pro-
foremost musical savants 
with a single pen in his 
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boilers or less enduring productions of a popular nature. 
Query:—“If Wagner had.written ‘Die Meistersinger’ for 

the cinema only, what might have happened to it after 
it had been the round of the movie palaces?” 

In Memoriam 

OVER a year ago one of the foremost of American 
singers and teachers of singing, Horatio Connell, 

passed to a higher existence. 
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 
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 
singçrs who studied with him are Helen Jepson, Rose 
Bampton, Nelson Eddy and.Wilbur Evans. He was a man 
òf strong character, with a ï blithe and ' föppy sojil, and 
with .«• beautiful outlook on'Kfe which was an inspiration 
tor all "who knew him. A few months before his passing he 
wrote the following impressive and prophetic poem: 

. ? The Boatman Neabs His Goal 

‘ ' 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. 

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 
helped. 

The Ubiquitous Sucker 

W HICH MEANS that you need hardíy 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 poem 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. 

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-chance 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. , . 

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 
'Ey LUCILLE MANNERS 

Soprano Soloist oj The Cities Service Radio Hour of 
The A[ational Broadcasting Company 

A Conference Secured Expressly 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 young 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 al¬ 
ready made?” 

I am glad to discuss these problems, be¬ 
cause my own career 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 young singers (who to-day are in the 
same position as myself five years ago) 
that radio is by no means a sealed 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. I joined a 
local opera club, which was forced to dis¬ 
band during the depression. There I met 
my teachers, Mr. Louis Dornay and his 
wife. Mme. Betsy Culp. Mme. Culp is a 
close relative of Mme. Julia Culp, the 
eminent Lieder 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 earnings, 
and finishing my academic work at night 
school. 

Opportunity Knocks 
While i was thi s occupied, 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. 
I suggest that it is always a wise thing to 
reenforce 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 

who wished to listen to me from his own 
office. 

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

Once I had officially entered the magic 
world of song, I expected to be hailed as a 
star at once. But nothing of the kind 
happened. I 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 I 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 selected 
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 young 
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 performance. I stand about 
two-and-a-half feet from the microphone, 
and then forget about its being radio. I 
sing exactly as though I 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 
If there were any possible difference to 
be made between radio singing and regular 
singing. I 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 each 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 w asteful escape. The remedy 
is to try to get as much vocal value out of 
each 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 fioritura technic. Here it is : 

Ex. I 

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, e 
(as in met), oh, oo. with the easier ones 
only at first ; then the more difficult ; and 
with a fresh vowel for each 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 be pushed or 
forced. Always begin to sing in the middle 
register. Perfect one note at a time. Never 
attempt 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. I do not like to 
advise other singers what to do. but I am 
glad to tell of my own habits. I hesitate 
to call this mouth position a “smiling" one, 
because of the danger of having this mis¬ 
interpreted as a fixed and unrelaxed grin. 
So I shall say that I place my mouth as 
though I w ere going to pronounce the letter 
c. I realize that c is a difficult vowel to 
sing, and I seldom vocalize on it : but I 
find it helpful to keep e 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 eager 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 
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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 studying 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 
so 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 enough 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 immensely vital 
consideration. Let us suppose that our 
young 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 

call, is 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 each 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. All must be there, in the mind and 
in 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 '.mow 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 shecrly acci¬ 
dental introduction may be y< ur chance of 
making new friends. 

The All in A/l 
Tut s, the greatest problem of the radio 
singer is the preparation of a program 
which, again potentially at least, will in¬ 
clude something that everybody likes. In 
reaching such an audience, it is a great mis¬ 
take to guide one's self exclusively by the 
distinction between classical and popular 
songs. The audience is not interested in the 
source or history of your music. It wants 
pleasing melody. This melodic pleasure may 
proceed from a Schubert Lied, an arrange¬ 
ment of Liszt's Liebcstrauin (which was 
not written as a song at all), a ballad by 
Stephen Foster, a 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 yardstick 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 
OLIVE C. ENEV OLD 

Y
ES. FOUR HANDS on two instru¬ 
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 one’s (or “two's") best efforts; and 
this should not be an excuse for our neg¬ 
lect of this medium for permanent culture, 
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 is nothing 
else so firn* in life as such mutual 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 duelists; and 
they found great joy in performing to¬ 
gether. His four “Norwegian Dances" and 
the two "Symphonic Pieces.” all for four 
hands on one piano, are gems no pianists 
dare belittle. In fact, quoting Henry T. 
Finck, in his book, “Edvard Grieg" ; "To 
get the piece .Vomc</i<m Dances, Op. 35 
at its best for a piano solo you must first 
get the original version for four hands.” 
Sound advice to students, from a sound 

a single note should be changed, further 
than to spread the harmonies for the four 
hands. A good example is the Liebestraume, 
No. 3 of Liszt in duet arrangement. It is 
richer in tone than the solo, with the showy 
cadeneas discarded; which should please 
many sincere musicians who care not for 
Liszt'S sometimes frivolous flourishes. It 
was published m The Etude for August, 
1931. Brahms' Uuntarían Dance. No. 7. in 
the original duet form, was in The Etude 

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

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

musician. 
Grieg’s clever four hand transcriptions of 

his own works are beautiful tone pictures. 
The four hand arrangement of Schubert’s 
Divert issimenl <i la Hongroise, with its de¬ 
lightful Hungarian airs, and its rich tonal 
combinations in the seconda, is a treat for 
modern ears. 

On Making 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 

KOUSSEVITZKY READS RADIO-SENT SCORE 
Wonders never cease! Dr. Serge Koussevitzky had programmed 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 to his aid, 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 several parts took several 
hours. If it had come by aeroplane, 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 f ortnight. 

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 be 
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 
yourself as fine a musician and as respon¬ 
sible an artist as you can. Find 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 yourself 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 laws of 
sound in their relation to music. 

Suit the Music to the Occasion 
We hear countless concerts of chamber 
music, but never any such programs con¬ 
taining the charming piano duets. There 
may have been rare occasions, such as the 
Schumann Centenary Celebration of the 
Classical Concert Society in London in 
1910, 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 composer, 
for otherwise the editor would not have 
expressed the wish to hear the "Military 
Marches” of Schubert in their original 
four hand version, virtually unknown in pub¬ 
lic to-day except in Tausig's solo perver¬ 
sions or as too often flared by a brass band 

It is a pity that all this literature 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 opportunities for its 
proper development are, for some reason, 
lacking. The piano duct is an excellent 
form of chamber music and should be 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 duets were written 

originally for four hands. Most of the bes’ 
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 Diabelli 
(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. He 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 oj the Resurrection 

¿By KATHERINE D. HEMMING 

JUST AS OUR CHRISTMAS CAROLS are built on a celebration 
of the ancients, those for Easter have 

the same Pagan origin. However, while 
the two species are similar 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 secular 
carols we find the former concerned with 
feasting and jollity, whereas those for 
Easter 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 each 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 Hwcolar-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 beginning of 
spring. Earlj- 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 
Song and music always have been given 
reverence, not only by the Hebrews but 
also by all nationalities : and early Greeks, 
from 1000 to 400 B.C., even 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 religious celebration in 
Rome, during the reign of Julius Cæsar 
(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 G leria and .lllcluia. 
Praise Ec the I.ord. 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 elaborate music and ritual at 
all services, but special music for Easter 
Day, when the theme is .lllcluia. that is 
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, bearing 
lighted candles and led by the Patriarch, 
march around the building, chanting. At 
midnight the Patriarch strikes the west 
door with his foot ; the Decani, around 
him, loudly chant, “Lift up your heads. O 
ye gates, and the King of Glory shall come 

in." The Cantori, inside the church, answer, 
“Who is the King of Glory"? The Decani 
again chant, “The Lord of Hosts; He is 
the King of Glory." Immediately the doors 
swing open: suddenly the Church blazes 
with lights ; and the people crowd in and 
around the church, listening to the joyful 
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 played 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 
anti low. 
We shall mention musical examples of 

both branches of the Christian Church, 
Greek and' Roman, which have persisted 
throughout the ages, each 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 Alleluia, the strife is 
o’er —-music by Palestrina (1526-1594); 
The Lamb’s High Banquet, set to a 7th 
century Sarum plain song; Alleluia! 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 I 1789), 
sung to Lyrica Davidica ; and Hail the 
festal Day, by Rev. James Baden-Powell 
(1842). Through the years we find many 
splendid Easter hymns have been written 
by such masters as Sir 1 lenry Smart. Sir 
George Elvey. Sir Arthur Sullivan, Martin 
Luther and other composers of every coun¬ 
try, each displaying his individuality in the 
product of his inspiration. Among those 
written in true carol or dance form is 
Rejoice, To-day earth tells abroad with 
holy veneration. 
The word paschal, frequently occurring in 

Easter hymns, is from pascka, the Jewish 
passover. Most countries use variants of 
this word, for Easter—to the French it is 
paque; Italians, pasqua; Dutch, paschen; 
Swedish and Norwegians, paaskc; and 
Welsh, paag. Germans alone call it astern, 
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, cstre. 

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

arc 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 Easter flowers arc blooming 
bright, written in lilting six-eight rhythm ; 
the In the Star of Morning, Rising in the 
Sky. in twelve-eight measure; also this de¬ 
lightful carol for children. Sweetly the 
birds arc singing, by Remington Fairland. 

Pace-Egging Song 
In cheerful dance time 

Oh,_ here come we jo! — ly boys. 

; ? 1 ' 7 - - M ä 

day? Fol de did • die di 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, tvho also serenade 
but with a heavier type of song that is 
always in four part harmony. Each is 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-Egging Song, sung to a 
traditional air from West England. 

Sweetly the Bird* 

Sweet • ly the bird* are >ing>ing At Eas - ter 

dawn; Sweet • ly the bells are ring-ing 

Christ the Lord is ri? — en, Christ the Lord is 
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A Personal Memory of Ippolitoff'Ivanoff 
«By DR. VLADIMIR KARAPETOFF 

HE ETUDE is indebted to Pro¬ 
fessor Vladimir Karapetoff, one of 
the most distinguished of electrical 

engineers, and Professor of Electrical En¬ 
gineering at Cornell University, for the 
following letter dealing with his own very 
thorough training in music under Ippolitoff-
Ivanoff (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¬ 
polit off. 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, Ippolito ff-Ivan-
off succeeded him as Director of the 
Moscow Conservatory.—Editor’s Note. 

To The 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 
I was living with my father and sisters in 
Baku, on the Caspian Sea. In addition to 
being 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 tò 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 

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 I. 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. I 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. 
“I am willing,” said I. “When may 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 a 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 reading 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 I accompanied. 

At last I was allowed to appear as piano 

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. 
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 

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. 
This was a double delemma for a boy of 
sixteen. I continued 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 accompanying 
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. 

THE Gloria Patri is called the “Lesser 
Doxology,” to distinguish it from 
the Gloria in Excelsis (Glory be to 

God on High), 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 Alexandria, 
writes of the joyful hymn singing of the 
early Christians. “Beautiful hymns to God 
they sang,” he writes, “in unison, and with 
harmonies, their singing 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-

The Story of the Gloria Patri 
“Glory Be to the Father” 

Tty VIRGINIA C. TUPPER ' ' 

turies. Millions of Christians every Sunday 
affirm their faith in the Trinity through 
this Gloria. 

Polycarp, an early Christian martyr sang 
“Glory be to the Father,” as the flames 
rosé about his body when he died at the 
stake. ,... 

GLORIA PATRI 
Henry W. Great pref <1811 -1851) 

\ r Glo-ry be to the Fa-ther, and to the 

di I JI I P I! I F F i I IfT 

The venerable Bede, a great scholar, 
when he lay dying sang the Gloria Patri. 
With the last word his soul passed on to 
the God he praised. •_> 

The Tune 

Of the many tunes to the Gloria 
Patri a favorite one used to-day in many 
churches is by Henry W. Greatorex. Henry 
was the son of Thomas Greatorex, an or¬ 

ganist at Westminster 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 contribution, and has lived 
through the years ; it is sung in various 
churches every Sunday. 

♦ ♦ ♦ ♦ ♦ 

"It is through (esthetics that the way lies 
to the solution of every political problem, 
since it is through beauty that mankind 
moves on to freedom."—Schiller, in his 
“Letter on Aesthetic education.” 
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Judge Leopold Prince 

The Civic Value of A Music Hobby 
«y The Honorable LEOPOLD PRINCE 

Justice of The Municipal Court oj The City of j\cti' York 
Founder and Conductor of the City Amateur Symphony Orchestra 

A Conference Secured Expressly for The Etude Music Magazine 
By ROSE HEYLBUT 

Judqc Leopold Prince is distinquished not alone for the broad humanity of 
his judicial rulinys but also for the unique success with zehich he has incor¬ 
porated his private hobby of music makinq into the civic life of Xezv York 
( ity. Alonq with the demands of a crowded court calendar and its attendant 
leqal research, he has for more than ten years mana tied to devote a number of 
hours each week to music makinq. The development of his hobby ami the 
siqnificant rôle it has come to assume in civic affairs, is the theme of Judqc 
Prince's illuminatinq talk to readers of 7 he Etude.—Editorial Note. 

I
- M PORTANT AS IT IS that our civic 
communities should enjoy the cultural 

. advantages of hearing great professional 
symphony orchestras, 1 believe it to he even 
more important that these municipal groups 
provide their citizens with facilities for 
making music themselves. In my opinion, 
there is no liner means of building char¬ 
acter than that of participating personally 
in great music. Aside from its æsthetic 
value and its spiritual "lift.” music brings 
\ ith it a certain discipline in accuracy, pre¬ 
cision. and group cooperation, that can 
scarcely be equalled in any other field of 
pleasurable endeavor. And the value of such 
discipline is all the greater just because 
it comes in the form of fun. Attending re¬ 
hearsals regularly and punctually, reading 
the correct notes from the parts, counting 
the rhythm, watching for the conductor's 
beat, coming in on time, and making pro¬ 
portioned cresccndi and decrescendi. in uni¬ 
son with a hundred other players, all tend 
to train the mind to clear, precise, and 
cooperative habits of thought. And if that 
does not form character. I don’t know what 
will do so! 

There are, of course, a number of other 
advantages to be derived from group music 
making: and for that reason I most heartily 
invite the attention of other civic com¬ 
munities to this hobby of mine. For more 
than a decade, now. I have had the pleasure 
<»f conducting my own amateur orchestra. 
Recently this orchestra became incorpo¬ 
rated. by Mayor LaGuardia, into the munic¬ 
ipal life of New York City, and received 
the name of The City Amateur Symphony 

Orchestra. We are in every sense an ama¬ 
teur organization. Our players include a 
doctor, a dentist, a barber, a butcher, clerks, 
salesmen, and store employes. One of our 
group is employed by a great five and ten 
cent chain store—and 1 have to pay that 
giant company two dollars for a substitute, 
whenever our rehearsals or performances 
conflict with the girl’s hours of duty. 

Oaks front Acorns Grow 
Oik orchestra crew from the simplest be-
ginnings. 1 love music, I play the violin 
and have kept up my playing all through 
my study and professional years, purely as 
personal recreation. As soon as my son 
could handle a bow, he. too, was given 
musical instruction. When he was about 
fourteen I thought that his interest would 
be further stimulated by opening to him 
the riches of ensemble playing. Accordingly 
we played duets. Presently we grew more 
ambitious and invited two friends in. to 
expand our duets into quartets. Every Fri¬ 
day night my boy. his two friends, and I 
shut ourselves in our front room at home 
and let loose our ardors. When we needed 
piano accompaniment, my wife joined us. 
and then we were a quintet. We had such 
good times, playing and talking it all over 
afterw ards ( w ith the added attractions of 
sandwiches and ginger ale), that other 
friends 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 

elbow-room left for bowing), and so the 
orchestra became automatically limited to 
that number. W e continued in that way for 
more than a year; plenty of sounds came 
out of <>ur windows: and the neighborhood 
grew to know about us. 

That is how we were invited to perform 
at a neighboring 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, I was called 
upon to speak. Among other things 1 said 
that I deplored the fact that sheer lack of 
space limited our group. The next morning 
I had a most gracious letter from the prin¬ 
cipal of one of the cits’s high schools, 
kindly inviting us to use the auditorium of 
her school for practice purposes. That was. 
indeed, a windfall. In no time at all our 
group expanded from twenty-two to fifty 
players, then to seventy-live, and. ultimately, 
to our present roster of one hundred and 
ten. 

The Spirit Lives 
W'e still have 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 Prospect Park in Brook¬ 
lyn). During the years of our existence, 
we have grown tremendously in knowl¬ 

edge. learning, by degrees, to play full 
symphonic programs. My summer vacation 
is regularly spent in unearthing new, inter¬ 
esting music, and in studying the scores, 
so that, when I conduct my players. I may 
conscientiously know what 1 am about. 
Having progressed from the easiest. “catch¬ 
iest” music, we now perform the first three 
symphonies of Beethoven, the “Fourth 
Symphony” of Tschaikowsky, the “Unfin¬ 
ished” of Schubert, various symphonies of 
Haydn and Mozart, and a great deal of 
modern music—all of which I feel it my 
duty to put before my young performers, 
even if 1 do not always find it "beautiful” 
myself. It is my privilege to conduct all 
rehearsals and performances. I have had 
no formal training as a conductor : but, 
building upon a naturally sound sense of 
rhythm, I have studied all available books 
on conducting, as well as the working 
methods of the ranking conductors of our 
day. 

That, as concisely as possible, is the 
story of our organization’s development. It 
was begun sbeerly in a spirit of fun. and 
it still yields us plenty of pleasure. But it 
docs more. It has taken one hundred and 
ten young people (my original players were 
no more than fifteen years of age when 
they came to us) and has given them a per¬ 
sonal sense of contact with the loftiest 
minds and the most ennobling thoughts in 
the world. It has shown them that first 
rate fun is to be had away from street 
corners and questionable saloons. It has 
given them a wholesome sense of pride in 
their own accomplishments. It has taught 
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them, always in the spirit of fun. the value 
of precision, idealistic thinking, and pulling 
together. For such reasons, 1 believe my¬ 
self qualified to talk at first hand of the 
benefits of amateur community music mak¬ 
ing—and 1 cannot sufficiently urge that 
other communities, all the way from Port¬ 
land. Maine, to Portland, Oregon, also try 
their hands at it. 

Labor Has Sure Reward 
There are. of course. certain difficulties 
to be overcome. The chief of these is 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, lights, and 
so on. That is why I urge that amateur 
orchestras be placed on a strictly com¬ 
munity basis. I have, until recently, as¬ 
sumed the full financial burden 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 your local school 
authorities to give the use 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 benefit of your own organ¬ 
ization. After that, play your best and 
watch what happens. 
As to the choice of music that a new 

amateur group should play. I can offer only 
the results of my own experience. Begin 
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 orchestral ar¬ 
rangements of spirited marches. That is 
how we began ; and even to-day 1 spend 

much time in the libraries, searching for 
new and unusual compositions. Each 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 year will in¬ 
clude works by Moussorgsky, Glazounow, 
Ivanow, Massenet. Grieg, and Tschaikowsky. 

The Community Profits 
A community, that will give an amateur 
orchestra even half a chance, will find it¬ 
self more than amply repaid. Here again 
I speak from experience. Apart from the 
facilities 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 entertainment for the 
young 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 civic 
pride in seeing 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 bows. In my thirty 
years on the Municipal Court bench. I 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 years 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 neighbors 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 
easier, 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 years of 
age, entered a competitive audition last 
spring, with more than a hundred profes¬ 
sional 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 careers. 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, who possessed a valuable 
music library, heard some of our concerts 
and came to like us. I never had the pleas¬ 
ure of meeting the gentleman, but I heard 
that he expressed interest and enthusiasm 

in 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 way 
trip,” he wished his entire library of music 
to be given to me, for the use of our or¬ 
chestra. He died abroad, and his 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, 
Leon Barzin, and Eugene Plotnikoff. Those 
are great occasions for me, when I find a 
seat at the back of the hall and listen, as a 
not quite disinterested spectator, to the 
magic that comes from beneath the fingers 
of these amateur youngsters. 

Whatever the difficulties of getting a 
civic amateur orchestra under way. I can 
say from experience that one of them is 
more than worth the effort required. Ope i 
your 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 
instrument for the general good ! Take the 
cultural development of the community into 
your own hands ; and aim always at higher 
goals and greater opportunities. My private 
dream, just now, is to extend the rôle of 
the City Amateur Symphony Orchestra 
to a proving-ground for gifted young 
American artists. I should like each year 
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 careers and the de¬ 
velopment of their national art. Amateur 
orchestras thus offer our country one of its 
finest art opportunities. 

Student Repertoires 
ALICE THORNBURG SMITH 

Parents of young students become dis¬ 
couraged when the child is not prepared to 
play a piece away from home, or even on 
short notice in his own home. It is well 
enough to say that the student should con¬ 
stantly review old pieces in order to keep 
up his repertoire, but there must be 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 jioints. He tells the teacher at each 
lesson how many points he has earned the 
previous week. 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 in a dime store 
that children love and value. Some students 
earn several prizes a year in this manner. 
When parties occur, those planning to at¬ 
tend often mention to the teacher that they 
are counting on earning five points 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 piece, 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 

at each club meeting (once a month). To 
be eligible for membership in this club, the 
student must have five third grade pieces 
memorized. For initiation 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 each meeting is ar¬ 

ranged by the vice-president, who is pro¬ 
gram chairman. Previous to each 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. 

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

Officers of the Triad Club are elected 
semiannually, 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 after the program, and refresh¬ 
ments are served. The teacher attends as 
an honorary member, taking no active part, 
only making suggestions occasionally, as 
this is a student organization. A business 
session is held at each meeting. The secre¬ 
tary prepares the minutes, listing the pro¬ 
gram in full. It 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 
often made for each other's pieces. The 
younger 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 educated Io 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 in Music—The Major Triad 

Tty LAWRENCE ABBOTT 
Assistant to Dr. Walter Damrosch 

This article is the second in d series on “The Doorstep of Harmony.’’ The first 
appeared in The Etude Jor January, and an article trill appear each month hereafter 

IF we return to the four notes used in 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 
you, 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 

Key of B-flat 

Bugle-call notes Major Triads 

Bugle.catl notes Major Triads 

Notice that the triads are still triads 
(three-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 is on 
top, which is in the middle, and which be¬ 
low—it is still the same triad. You may 
play a chord C-E-G or E-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 yourself the major triad 
on C, from the overtones of C given on 
page 7 of The Etude for January, and 
likewise the major triad on F from the 
overtones of F, given on page 50 of the 
same issue. 
The word “major,” as used in “major 

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 their names from their 
distinguishing features : the intervals of a 
major third and a minor third, respectively, 
the major third being greater than the 
minor. 

livery 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, 6th and 8th 
notes of the harmonic series—so it can be 
called the most natural chord in the world. 
Behold the scientific explanation why most 
people prefer simple major tunes anil 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¬ 
odies which rely for their beauty almost 
entirely on the major triad. To name a few 
at random, there are Irving Berlin's Alex¬ 
ander’s Ragtime Hand: Jerome Kern’s Till 
the Clouds Roll By; the Negro convict 
song, Water Boy; the Sapphic Ode of 
Brahms ; the first theme of Beethoven’s 
“Eroica Symphony,” and the prayer from 

Humperdinck’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 are as many 

major triads as there are notes in the 
piano. But since the various octaves are 
mere duplications of each other we had 
better say that there arc as many different 
major triads as there are notes (both black 
and white) within an octave—which are 
twelve. Each of these twelve triads has a 
relationship to every other one—in some 
cases, an exceedingly close relationship ; in 
other cases, so distant as to seem almost 
like no relationship. For instance, the triads 
on C and F-sbarp do not appear to be on 
speaking terms at all. It is as if they were 
at opposite ends of the earth. 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 Ionic in music does 
not refer at all to medicinal or invigorat¬ 
ing properties, but is simply the term used 
to describe the “queen bee” of a set of 
tones, around which the other tones swarm). 
The overtones of C — the ones 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 

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

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 is 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 series 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. 

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 

• ÍÇ § 9 
Tonic Dominant Tome Dominant 

Í !.. § i ' '9 
Tonic Dominant Tonic Dominant 

Many a tune has gotten along perfectly 
well on tonic and dominant harmonies 
alone. For example, flail. Hail, the Gang's 
All Here. Among the popular songs of re¬ 
cent years, Wagon Wheels and Happy 
Days Are Here Again run almost their en¬ 
tire length on the impetus of these two 
chords ; while the classic music of the 
eighteenth century provides innumerable 
examples of melodies harmonized in a 
similarly simple fashion. 
Here are eight measures of Wagon 

Wheels. 
P 7 Wagon Wheels 

(Quotation from Wagon Whnln used by per¬ mission of the publishers. Shapiro, Bernstein 
& Co., Inc., New York. I 
Then in the "Symphony, No. 88" of 

Haydn, the Allegro (last movement) has 
this passage : 

The Finale of Beethoven’s “ 'Immortal 
Fifth’ Symphony" begins with this simple 
but stirring passage. 

By the insistent use of the two simplest 
and most natural chords in the vocabulary 
of music, Beethoven imparts to this pas¬ 
sage an elemental 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 C does to G, and which 
therefore considers C its dominant. This 
note is C’s second most important neigh¬ 
bor—and it is F, to be found as many 
notes below C as G is above C. 

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

Ex 10 

The note C, we discover, holds the same 
dominating position in the F triad which 
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F (and F harmonies) in delation to C and 
G. The sister tone happens to be called the 
Subdominant. And the sister chord is called 

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. 

quire, in a very imperfect manner, 
essential qualities of good touch.” 

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 relaxed, if the mind is distracted, the 
fingers act mechanically, and will only ac-

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 rôles. 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, Puccini, 
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, 

is given a glowing and brilliant 
for example, that not only incites 
tion but enhances seemingly the 
worth. 

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 

"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 sai’cd by the 
whooping and hoteling of evangelists and preachers.”—Cole L. Blease. 

the chorus it is harmonized with sub¬ 
dominant and tonic chords. 

the Subdominant Triad.’*^ '• ... 
We already have seen'that the brotherly 

dominant triad can be usçÿwith the tonic, 
to provide music of a "rugged, masculine 
character. In the same way the feminine 
qualities of the sisterly subdominant triad 
impart a soft, gentle quality to the 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 their arms 
twined round each other: 

minor,” by Ernst Victor Wolff 
set 311). 
Recommended : Sir Thomas 

revelatory reading of “Tragic 

With the subdominant, our family trio is 
now complete.” Here are all three chords, 
in relation to each other : 

Ex. 12 

Felix Le 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. The teacher 

HE FORMATION of the NBC but for those who have not seen them let us 

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 Lakmc’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 
Prokofieff and Pastorale, Opus 46, No. 5, 
by Sibelius (Columbia disc 17107D). 

explained but heard. An overture to Ros¬ 
sini’s “Semiramide” (Victor set M-408), 

Taranga, 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 Barrère 
and Yelia 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. Barrère 
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 Yelia 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 Scherzo 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 Pöbel 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 

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 Polks at Home. 
Its entire twenty-four measures are har¬ 
monized with these three chords. You will 
find them in the opening phrase: 

Ex. 13 

G held in the chord of. C._ If C; as. dotn^T with x’s. In each case the subdominant 
nant, is a brother to F,-what*is JTs, relation chord is followed by a tonic. 
to C? Surely that of a 'sister ! >As a^tèr.» Even'Al Jolson’s famous song, Mammy, 

lethfpg feminine abput proves to be no exception to the rule. The 
" ‘ second time the word Mammy appears in 

Symphony Orchestra and Toscanini’s recommend .that- they hear the Danse 
return to America to conduct it has - IÇartiEcy^, with' its dulcet toned bowls and 

been the big news of radio' this winter, its vibrant conch shell tones, or the Tabla-
. America, which to-day owns the several 
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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, with 

Cadets in summer uniform. 

Bugles Over the Hudson 
% HARRY V. MILLNER 

PARADE REST! The Cadet Ad¬ 
jutant barks his command as the sun 
begins to set, and fifteen hundred 

rifles are miraculously tilted. Sound Off! 
Three thunderous chords. Tonic—Domi¬ 
nant—Tonic, rolling across the parade 
ground at W est Point, prelude the Hand 
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 West 
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. 

Gay Uniforms 
If they 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. It 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 

old records state that musicians and "Mar¬ 
tial Music" were paid from seven to eleven 
dollars per month. Still it is comforting 
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 anecdotes 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. He 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 be retired after 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. 1 his 
settles a common query of the curious. “Is 
that the Cadet Band, or the soldier's Band. 
If it is the Cadet Band, how is it that so 
many of them have gray hair?" 

The reason why this exceptional organ¬ 
ization is 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 Gallant Record 
It is ix all probability the oldest band, 
in point of continuous 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 
efficiently 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 many musicians who think 

THE UNITED STATES MILITARY ACADEMY BAND 
OF BYGONE DAYS 

themselves overworked. An ordinary day 
begins with a rehearsal at half past eight 
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 be a change again for Parade and 
Guardmount ; and there must be another 
change for 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” 
The popular 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 possible only by a 
symphony orchestra. 
The United States Military’ Academy 

Band has made great strides, musically, 
under the inspired baton of its leader. 
Lieutenant Francesco Resta. It is a passion 
with him that the only difference between 
a great orchestra and a band is the “tone 
color." He has 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, listened and gone 
away’ convinced 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 mi Pane 198) 
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Stage Deportment at Student Recitals 
RUTH E. FRENCH 

STAGE DEPORTMENT may be com¬ 
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 musical ability, any more than an 
empty box in beautiful wrappings will 
answer the purpose of a gift. Nevertheless, 
when one has something 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 arbitrary? 
Answering 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 attractive 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 relatives, 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 
audience, 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 bowing 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 this the first consideration 
is comfort. If one is 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 the performer 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 sanje 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 

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

“See, here all vantageless I stand." 
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 of extreme 
nervousness, nor the fluttering 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 concentration more difficult on the 
stage. 

First Impressions Last 
Much of the interest of the audience 
depends upon the entrance of the performer, 
because this in 'a way reveals his attitude 
towards his' work. The student 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 ‘'and 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 is better 
than not enough. The entrance of the per¬ 
former whether student or concert artist 
may be likened to the frame of a picture 
or the stem of a rose. Since 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. 

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 are three possible stage 
entrances, right, left, and center. Of these 

the center and right—as you face the audi¬ 
ence—are considered 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 look 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 four 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. The 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 evidence 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 of 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 b>m 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 
just 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 oblique 
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 recital. 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 teacher 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. Frea« 

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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Debussy’s Principles in 
Pianoforte Playing 

By the distinguished French virtuoso pianist, conductor, 
Debussy disciple and teacher 

MAURICE DUMESNIL 
Member of the Piano Juries at the Paris Conservatory, The 
Ecole Normale and the American Conservatory at Fontainebleau 

Claude Debussy, standing in front of his 
Home in Paris, 

IN RECENT YEARS the piano music 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 
repertoire 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 years before ; it was he who intro¬ 
duced into his piano works that luscious 
and atmospheric tone coloring—so novel in 
its effects—which caused him to be some¬ 
what improperly labeled as an “impres¬ 
sionist composer.” 

Like all the great masters, Debussy’ did 
not come at once into full possession of his 
individual style. Ue 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 
eleven, 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 
follows : 

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 entirely 

¡That does the "Debussy blur" mean J M. Dumcsnil, internationally known 
as a disciple of his friend and master, Claude Debussy, presents this very in¬ 
formative and thought provoking article, upon the occasion of the twentieth 
anniversary of the death of the great French modernist. In the last two 
decades Debussy's music has commanded more and more recognition, and 
HI. Dumesnil's symposium (lives a new insight into the performance of his 
pianoforte works. including a dissertation on the famous “Debussy Blur." 

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 felt stifled 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 curiosity. Consequently 
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 etude 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 delightful and patrician pianists who 
ever handed a keyboard. His playing was 
always interesting, but it had many faults. 
His trill, for instance, was slow and awk¬ 
ward. Then he seemed to suffer from a 
sort of rhythmic complex which caused 
him to overaccentuate the strong beats of 
each measure, almost to the point of pound¬ 
ing. There were 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 difficult 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 second 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 ras taken in front of the mansion, 64 Avenue Foch, where 

Debussy lived from 1905 to 1918, and where he died. 
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Debussy at the Home of Pierre Louÿs, 
about 1895. 

for this : the piece selected and imposed by 
the director was the first movement of the 
“Sonata, Op. Ill" by Beethoven, and this 
music, otherwise admirable, did not suit 
him at all. The following year, 1877. he had 
better luck with the Allegro 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 eager¬ 
ness to initiate himself into other things, 
he decided to drop the pianistic issue and 
resign from Marmontel’s class. 

A Style is Found 
Oxce 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 modify 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. It consisted of diffi¬ 
cult tests, such as the instantaneous realiza¬ 
tion of a given bass, the improvisation of 
an accompaniment for a melody, sight read¬ 
ing with transposition, and reduction of 
orchestral scores. Debussy’ astonished the 
jury by his spontaneous versatility and 
also by the quality of his pianism. To his 
improvisations he brought 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. All of them were 
treated excellently from the standpoint of 
accompaniment ; and step by step Debussy 
seemed on his way’ to the time when he 
could try his hand at writing for piano 
solo and do it succssfully. 
From his 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 literature a series of 
charming and refined compositions, all of 
medium difficulty 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. Wry-
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 
I 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 well 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 the “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 solitary 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- given 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 

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 

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 standpoint, 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 
Western 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 
playing suggests : it consists of changing 

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 rivière 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 in a 
“muffled, floating, caressing, groping, lin¬ 
gering” manner ; all of which, combined 
with a slight pedal overvibration, 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 fpr 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.) 

Musicians of March Birth 
W. FRANCIS GATES 

MARCH 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¬ 
less 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, Tules-Joseph-Ernest 
Vieuxtemps, Otakar Sevcik, 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 Hatai 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 Häffner (1759), Sir Geo. Alex¬ 
ander Macfarren (1813), François 
Planté (1839), Marie-Hippolyte 
Rôze (1846), Bedfich Smetana 

(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 Böhm (1795), Gustav Kobbé 
(1857), Paul Lacome (1838), Wat¬ 

kin Mills (1856), Nicolai von Wilm 
(1834) 

5th—Hans Balatka (1827), Arthur Foote 
(1853), Francesco Gasparini (1668), 
Johann Gungl (1828), Philip Hale 
(1854), Alfred Jaëll (1832), Wil¬ 
liam Shield (1748), William F. 
Sudds (1843) 

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

PRIZE WINNERS 
“Why I Take The Etude” Contest 

We are pleased to announce the following as prize' winners in the 
> “Why I 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 judgment shown by the 
most of those who participated. 

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

The prize winners are: 
1. 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. . $10.00 
We are deeply appreciative of the fine spirit of cooperation which 

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

—The Editor. 

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 Blüthner (1824), Francesco 
Lamperti (1811) 

12th—Thomas Augustine Arne (1710), 
Alexandre-Félix Guilmant (1837), 
Sir August Manns (1825), Richard 
Müller (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), John 
(Continued on Page 196) 
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^Band and Orchestra Department 
CunJiktd Monthly by 

WILLIAM D REVELLI 
FAMOUS BAND TRAINER AND CONDUCTOR 

‘ Where Do We Go From Here” 
Introducin'; a neir and widely known editor jor our Band Department 

Editor’s Note 
Mr. William D. Revelli began his musical 

education in 1915. 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 years 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¬ 
ities 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 As¬ 
sociation. The Etude is particularly proud 
to present Mr. Revelli as the bead of its 
Band and Orchestra Department. 

NO TEACHER, director nor admin¬ 
istrator who is a member of that 
vast army of educators 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 years 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 instruments playing inferior music 
of the “clap-trap” variety 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 
organizations. 

Whereas, 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 

recently have the oboe. English horn, 
bassoon. French horn, alto and bass clari¬ 
nets made their debuts in our school bands 
and orchestras. For many years these in¬ 
struments were shunned as a group which 
could not be played 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 as “a bit 
peculiar.” 

We find to-day hundreds of plucky and 
determined young 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 hand, 
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 is 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 
indeed. Due to the efforts, however, of 
various serious minded professional 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. 

Improved 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 localities where the bands and 
orchestras are still struggling for more 
satisfactory conditions, even in those school 
systems the seed for better music has been 
sown and we can expect a decided growth 
and advancement within the near future. 
Lest 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. I refer to the part 
which the school administrators, boards of 
education, and school patrons have played 
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 communities 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 
æsthetic and cultural viewpoint, but as a 
tangible means of creating a mutual bond 

William D. Revell! 

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 rehearsals 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. in 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 bis 
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, car 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 nation. 

IF here do ue go from here? 
As music educators 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, 
by an eminent 

Specialist 

^Music ßxTENSiON. Study 0ourse 
For Piano Teachers and Students 

¿By DR. JOHN THOMPSON 

Analysis of Piano Music 
appearing in 

the Music Section 
of this Issue 

COLUMBINE 
By Chester Xordmax 

l ike 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 for readers of T he 
Etude this month a musical sketch of the 
flirtatious Columbine. 
Observe that this composition begins 

Moderato, and very gracefully, but in the 
style of a caprice. bringing to mind at once 
the outstanding qualities of Columbine the 
young and lovely dancer. 

Observe the sharp release of the first 
phrase followed by G in the melody played 
sostenuto (measure 2), and the change in 
pace which is clearly indicated. This 
elasticity of tempo 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 is to be 
played with delicacy and expression as the 
text indicates. 
The Trio, or third section, lies in the 

subdominant key. F major, and here we 
find the theme in the inner voice although 
played by the right hand. The tempo of 
the Trio section is slower although the 
tone may quite properly lx- a bit more 
resonant than in the preceding measures. 
Give the proper sonority to the melody 
and let the answering accompanying chords 
be echolikc—sparkling hut delicate. 

Pedal marks are well indicated and are 
to be followed exactly. 

MARCH OP TUI'. LOLLIPOPS 
By Wilmot Lemoxt 

W ith his usual Puckish understanding 
of the Never-Never Land of Childhood, 
Mr. Lemont has imprisoned in the meas¬ 
ures of this march the genuine spirit of a 
little children's party, where the proceed¬ 
ings always include the mardi in to the 
decorated table and the delights of creamed 
chicken, ice cream and birthday cake. 
The purpose of the march on such an 

occasion is exactly that of military use. It 
enables the children to advance in orderly 
fashion, hence tempo and rhythm are of 
paramount importance. 

The first section is in C major; the sec¬ 
ond in F major, subdominant key. and the 
third in A minor, relative minor key. In 
the third section the melody is in the bass 
for the most part and suggests the trom¬ 
bone section of a band. 

Set a smart pace and preserve it. 

MRS. WASHINGTON'S MINUET 
By Pierre Laxurix Duport 

I llis little number affords an interesting 
example of the type of music prevalent in 
"upper circles" during Colonial days. The 
minuet was introduced to America of 
course from France where it had been a 
popular court dance for many years. This 
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 five and six, and so on. 

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

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

HUNGARIAN ECHOES 
ßy James Francis Cooke 

Hungarian rhapsodies always emanate 
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 < iypsies. The !•rench 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 became adopted as the national 
Hungarian music. Liszt set the style of 
the Hungarian rhapsody as we know it 
to-day and Dr. Cooke has carefully pre¬ 
served this style in the number here pre¬ 
sented. It opens with the I.assn. sometimes 
called Lassan, which is a very slow move¬ 
ment in the form of a lament. This is fol¬ 
lowed by the I riss or I riska. which jumps 
to the other extreme and is quite gay in 
character. It is a characteristic of Hun-
garian-Gipsy music to change without 
warning from one mood to the other. Fast 
to slow; sad to gay; major to minor, and 
so on. are all outstanding traits which 
can be found 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 "impression” to add to the interesting 
ones that already have appeared in The 
Etude: from Italy, France, and other 
countries. 

By obeying carefully the markings in 
the text it will he impossible to miss the 
interpretation intended for this little Hun¬ 
garian rhapsody. 

VOLGA BOATMEN'S SOXG 
hr. by Ciiari.es Fonteyn Manxhy 

Before playing this piece be sure to read 
the note preceding the music which de¬ 
scribes in detail the origin and intent of 
the music itself. Begin with the una corda 
(left pedal) and while the notes are to be 
played pianissimo they must be well sus¬ 
tained. Do not overlook the little swell 
and diminuendo signs in many of the meas¬ 
ures. They give the effect of a labored 
effort in towing the heavy barges. 

As the volume increases be sure the 
melody is always heard above the accom¬ 
panying chords. There are many parts 
which will stand left-hand-alone practice. 
Regardless of the skips involved and the 
complexity of the accompaniment, never 
must the theme be obscured or the feeling 
of drudgery be lost. The simple folk-song 
is quite descriptive in«itself 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. Leslie: Loth 

Here is a waltz to be played in the style 
of a music box. Try to produce a thin, 
tinkling tone—shallow touch; and a slight 
blurring of the pedal is not only permis¬ 
sible but desirable as it helps the music 
box imitation. Toss off the little four note 

phrases in the opening measures of the 
first theme and apply clean finger legato 
throughout. This is especially apropos 
when playing the second theme which is 
one long, continuous running passage in 
legato eighths, played 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 
suddenlv. 

NOCTURNE 
By R. Hi ntington Woodman 

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 tempo 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 becomes 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 
played with the utmost expression. 

ITALIAN CONCERTO 
By J. S. Bach 

The masterful oratorios, cantatas and 
church music of Bach all indicate a pro¬ 
foundly religious 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 lifetime : the Gothic, which preceded 
his birth; the Baroque period, which began 
shortly before his birth, and the Rococco, 
which evolved (hiring his era. His ability 
to build 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 played with orchestral accompaniment. 
In the earlier days the term was used to 
designate any important instrumental piece. 

Keep 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 forte passages. 

In this issue of The Etude will be found 
a master lesson on this interesting com¬ 
position by the renowned piano virtuoso, 
Mark Hambourg. Be sure to make a care¬ 
ful study of the analysis by this great 
master. 

SWINGING IN THE TREETOP 
By Sidney Forrest 

This first grade piece shows the melody 
in 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 played too fast—rather 
follow the text literally, that is. “Slow and 
dreamily." As is usual with first grade 
pieces, words arc supplied, thus suggesting 
proper atmosphere. 

BIG CHIEF 
By Roxana Paridon 

The Indian theme is one that always 

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

Here is another first grade tune with 
nothing faster than quarter notes in either 
hand. The left hand supplies a broken chord 
accompaniment 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 piece. 

BEDTIME MARCH 
By Louis Weitz 

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 measures 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 arc 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 
youngster in the second grade. 

A WALTZ IN SPRINGTIME 
By Irene Rodgers 

Readers of The Etude have come to 
expect something unusually pianistic from 
the pen of Miss Rodgers 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 arpeggio groups 
should be rolled from one hand to the 
other with the smoothness of an expert 
juggler tossing brilliantly colored balls in 
the air. Follow the expression marks and 
the result will be a charming second grade 
number which will sound much more diffi¬ 
cult than it really is. 

AMARYLLIS 
By Henri Guys 

Whether this old Gavotte was composed 
by Louis XIII 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. It 
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. 
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cZhe c/eachers’ ^ouhd c/able 
Conducted Monthly by 

GUY MAIER 
NOTED PIANIST AND MUSIC EDUCATOR 

Hands Mixed 
I have two young pupils aged seven 

and eight 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 lice rersa. 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. 

I’m afraid I cannot help you with this 
“problem,” as you call it, for I have 
never considered 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 coordination. 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 year« 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 
possible to conduct an elementary 
band or rhythm class, as is usually 
done in such cases. 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 is even willing to buy 
an expensive toy piano which would 
be more suitable for his hands. I per¬ 
sonally feel the child is too young to 
work directly on the piano, and sug¬ 
gested the trial of a nursery where 
they might hajre group classes in 
singing and rhythm. Are there any 
books written about the approach to 
tiny tots of that age and what is there 
in the way of material?—E. S.. New 
York. 

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 
Cargo” (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 
Children,” by Alice Thorn ; and “How to 
Teach Music to Children,” by Elizabeth 

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 für’s Kleine 
Volk” and “Sang und Klang für’s Kinder¬ 
herz”; “Vieilles Chansons et Rondes.” 

All these I can highly recommend. 

Use of the Pedals 
1. Would you please tell me the 

use and action of the three pedals of 
an upright piano? 

2. What books should I get. that 
illustrate phrasing, style and inter¬ 
pretation from Grades I to IX? 
3. What books should I ure to 

develop the correct arm and wrist 
movement? 

4. Is there any particular course 
to follow for development of octave 
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 
“sustaining” 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 ;” Matthày, 
“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 
I have played the piano for eight 

years. For technic building I play 
Czerny’s "Op. 299,” Bach's "Two-
part Inventions," and still brush over 
Pischna. 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 I 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 

following textbooks : Anger’s "Trea¬ 
tise on Harmony. 3 vols.,’’ and “Man¬ 
ual of Counterpoint" ; and E. Prout’s 
"Double Counterpoint" and "Canon 
and Counterpoint. Strict and Free." 
For orchestration I am using For¬ 
syth’s well known manual.—-A. M. M„ 
Connecticut. 

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. A1 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 minutes 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-. I mean, 
get another at once ! 
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 Practice 
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-reading a piece for expression 
marks, that I have invariably done 
the right thing instinctively. There ! 
If I were to spend say. one hour a 
day at the piano practicing, how 
should I use that hour?—D. A.. 
Missouri. 

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 musical in¬ 

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 Rome class piano with any¬ 

where from twelve to twenty pupils. 
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 Ideas on introducing 
pedal study to children : also, nre 
there writings dealing with the sub¬ 
ject?—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 coördinative 
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 at ti! .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 

By the World Renowned Virtuoso 

MARK HAMBOURG 

This "Italian concerto” be¬ 
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 
keyboard in these melodic passages. 

The piece opens with an energetic 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 being stressed. 
The notes in measure 3 should be warm 
with expression, and the terminating eighth 
notes of the phrase in measure 4, namely 
D and C, should again be stressed. The 
phrase should then end abruptly, with a 
quick lift of the hands ofif 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 eighth measure. These two 
thirds should be stressed as the similar 
ones were in measure 4. 

The Soul Must Live 

Mr. Hambourg brings to these lessons a breadth of victu which, in a way, 
reflects his own contacts with leading musical thinkers around the world. We 
never knote whether our next letter from him may be from London. Rome, 
Paris. Cape Town, Calcutta, Melbourne, Buenos Aires, or New Orleans. No 
pianist is more traveled or more experienced in matters pedagogical. The 
composition analysed will be found in the music section of this issue. 

should be brought out with emphasis and 
brilliance. In measure 25 there is another 
crescendo up to an accented F on 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 
eighth 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 messoforte, 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-fiat 
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-
sopiano until measure 39. Also, in measure 
34 I 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 eighth 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-

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 eighth 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 messopiano 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 F, a tied eighth 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 second half of the 
first beat, and reaches measure 15 in mez¬ 
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 being 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. Measure 
19 has a crescendo to messoforte ; 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, 

JOHANN SEBASTIAN BACH 
From a marvelous steel point etching by Victor Mignot. 
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ure in the treble, on the F, 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 each group, and flowing 
on to the first sixteenth note of the next 
group, each cluster of four notes must be 
self-contained and distinctly 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 beats 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, I 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 forte 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 65, 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 each 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 mezzopiano, the drop in tone be¬ 
ing achieved by a decrescendo in measures 
73 and 74. The phrase in the left 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 eighth note 
C-sharp, in measure 88. and all those in 
measure 89, including the first note in 
measure 90, must be made prominent. 

An Eloquent Peroration 
From measure 90 onwards, 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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FASCINATING PIECES FOR THE MUSICAL HOME 

CHESTER NORDMAN 

con grazia 

ere sc. 

express. 

5 

DC* 

*From here go back to the beginning and play to ^íM^;then play Trio. 
Copyright 193/ by Theodore Presser Co. 

MARCH 1938 

Moderato M.m.J = i¿6 

COLUMBINE 
CAPRICE 

TRIO 
a meno mosso 

simile 

British Copyright secured 
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MARCH OF THE LOLLIPOPS 

Copyright 1937 by Theodore Presser Co. “ British Copyright secured 
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MARCH 19.38 

PIERRE LANDRIN DUPORT 
Arr. by W. Oliver Strunk 

gressman Sol.Bloom. This Minuet was once danced before Mrs. Washington. Grade 3. 

Tempo di minuetto M.M.J = 104 

This alluring Minuet by the French composer, Pierre Landrin Duport, was recently brought to life by the United States Government in a publication 
ent it led “Music Associated with the Period of the Formation of the Constitution:’ This is reprinted with the consent of the general director, Con-



HUNGARIAN ECHOES 
LITTLE HUNGARIAN RHAPSODY 

"0 

Quick and vigorous 108 Last time to Coda 0 

A 

51 25 

zy very lively 

CODA 

British Copyright secured 

* From here go back to the beginning and play to A; then go to 
## From here go to B and play to C, then go to the beginning and play to 0 finishing with Coda. 
Copyright 1928 by Theodore Presser Co. 

FRISS 
M.M. • = 

B 

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 Raised fourth.Grade 34. 

Slowed plaintive M.M. A «3 JAMES FRANCIS COOKE 

A A 

1 

: i 

30 

M : ? 
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VOLGA BOATMEN’S SONG 
This famous Russian folksong belonged originally to the peasants who lived on the banks of the river Volga. In olden times the chief occupation of 

these peasants was to pul I barges and boats laden with merchandise from one town to the next; and while they were engaged in this exhausting labor 
they sang the melody which, by its strong rhythm and accents, lightened tWeirtoik This piece should begih very Softly, as though the Bargemen were 
approaching from a far distance. Gradually increasing in volume, it should reach its climax as they pass, and then asgradually decrease and dieaway. 

Copyright MCMXII by Oliver Ditson Company 
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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. 

Copyright MCMX\ III by Oliver Ditson Company International Copyright secured 
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MASTER WORKS 

ITALIAN 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. 
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DREAMTIDES Words and Music by 

Copyright 1937 by Theodore Presser Co. British Copyright secured 
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DEEP RIVER 
SECONDO 

AMERICAN NEGRO MELODY 
Freely arranged for Piano, Four Hands, by 

Alexander Kelberine 



DEEP RIVER 
PRIMO 

AMERICAN NEGRO MELODY 
Freely arranged for Piano, Four Hands, by 

Alexander Kelberine 

<XOTE: The G sharp in this chord is to be played only when the Ossia is used. 
MARCH 19 3 S 177 



PROGRESSIVE MUSIC FOR VIOLIN ENSEMBLE 

GAVOTTE IN B ELAT 



1st VIOLIN GAVOTTE IN B FLAT 
* 11___ „ .. . I . 

aliarg.(broadly ) 

ú * r. 

allarg. (broadly) 

GAVOTTE IN B FLAT 3rd VIOLIN 
Allegro COI! Spirito (In quick, spirited style) M. M. J = 132 

aliargSbroadly) 

1st Violin 

1 

GAVOTTE IN B FLAT 4th VIOLIN 

allaggdbroadly ) 

2nd Violin 

PP 
'.(bro 

espressivo 
(with expression) 

espressivo 
Cwith expression) 

G. F. HANDEL 
Intermezzo (Interlude) 

G. F. HANDEL 
Intermezzo (Interlude) 

G. F. HANDEL 
Intermezzo (Interlude) 

7^ 
aliar s.(broadly) 

2nd VIOLIN GAVOTTE IN B FLAT 
Allegro con Spirito CIn quick, spirited style) M.M.J=132 

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

espressivo 
(with expression) 'Ist Violin 

J. ï _ = 
** wp f r 

2nd Violin 
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DELIGHTFUL PIECES FOR JUNIOR ETUDE READERS 

SWINGING IîTtÏIE TREETOP 

Copyright 1937 by Theodore Presser Co: British Copyright secured 

BIG CHIEF 



SANDMAN’S COMING 
ADA RICHTER 

3 

Close your here. dear, ba - by Soon the sand will L man 

■ 5 

trees, by by flow - eri bees, 

.2 

2 3 

For the South wind told sleep, gone to so. 

British Copyright secured Copyright 1937 by Theodore Presser Go. 

LOUIS WEITZ 

5 
2 1 2 

6 

In march tempo m.m. J = 132 
5 5 2^—* 

6-0- 05 SI 
2 

Tempo I. 
lr2 

2 1 

20 
PP atm. 

2 

Chimes 

2 
s 

5 
2 

5 

5 
2 

2 
6 

2 
s 

Copyright 1937 by Theodore Presser Co. 

MAUCH 1938 

The clock strikes seven. 
5 5 -5 

a tempo 

British Copyright secured 
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1 2 4 

”V>Ba -by 

BEDTIME MARCH 
Seven o’clock and time for bed; 
So, Forward march! Betty and Ted. Grade 2. ^fo¿erafo M M J _ 104

.-5 
2 P 

eyes, my 

5 5 5Ç 

4_2 

Ba - by 

a:::.. 
All have 

birds, 10

, 20 know, 

Grade 1. 
Andante M.M. J = 92 

è=È 

r Ba -

15 



IRENE RODGERS 

I. h. front l.h.front 
a tempo 

cresc. piu 

l.h.front 

3 

i 3 

Copyright 1937 by Theodore Presser Co. 

iW.front 
Copyright MCMXXXVII by Oliver Ditson Company 

4 
•8 

8 3 * 
Grade 2. Allegro moderato m.m.J = 104 

» International Copyright secured 

AMA PVT T.TS HENRI GHYS /-± IjIjIO . Arn by William M. Felton 
This dainty air is said to have been composed by King Louis XIII. It is a very charming melody and carries us back in fancy to the days of Jong agQ. ' 

Í A WALTZ IN SPRINGTIME 
V Grade2- Allegretto 60 

- -
~B : 7-\ 
g> ■ ■ 

10 

F* =?=’ r « -- =F=2 W _A_■ p _ 
' ■ m p  —*»i**'*—

• • 
5_ r^-

A_a a_ 
. < - • 

__a «_ 

o a 1 r - I a * — > • 
*9 « — 1 i i 1 . ' '1 

J - M • 
L" -E ■—»-------3—L-t-‘—r---

1X2 THE ETUDE 



PIANO DUOS 
2 Players at 2 Pianos 

“Supplied On Approval" 
Gr. Pr. 

Babillage (del Castillo). md $.60 
Brownies (Leoni). md .75 
Colonel Bopey ( March-Alford ) . . . . md .75 
Come To The Fair (Martin). md .75 
Concerto No. 1 (J. S. Bach). m 1.50 
Divertissement Original (Chwatal) md 1.00 
Espana Rhapsody (Chabrier) . d 1.50 
Fairy Pipers (Brewer). md .75 
Fantastic Dance (Delius). vd 1.50 
Gigue from “Organ Trio” (Bach), m 1.00 
In A Chinese Temple Garden 
(Ketelbey) . md 1^5 

In A Persian Market (Ketelbey).. md 1.25 
Juggler (Novelty-Groitzsch ). d 1.00 
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 .75 
Poupee Valsante (Poldini). md .60 
Prestissimo (Dussek). d 1.50 
Ravini's Serenade. md .75 
Recuerdos (Spanish Caprice-Santos) d .60 
Rendezvous (Aletter). m .75 
Second Minuet (Besly). md .75 
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 (Weckbecker). m 1.75 
Valse in D fiat (Chopin). d .60 
Valse Lente (Coppelia-Delibes). . . . d .60 
Whimsical Charms (Fresco) . md .60 

Send For Corn píete 
Catalog of 

EDITION 
BEA UTIFUL 

The Correct Edition oj Piano Music 

15c <—* per copy »—> 15^ 

Boosey- Hawkes - Belwin, Inc. 
43 W. 23rd St., New York, N. Y. 

MAGIC FINGER DEVELOPER CO-
895 E 64’"AVE• VANCOUVER B-C-CANADA 

Dit. PRESTON W ARE OREM 
Widely known pianist and critic 

PEIISOXAL SERVICE LESSONS 
in 

Theory* llnrniony* 
Counterpoint and < onipoMition 

Practical, confidential advice to composers 
26 SIMPSON ROAD 

\KDMOHE. PENXSl LVAMA 

-RINGS and PINS — 
for TEACHER or PUPIL 

4402 

FREE catalog showing 
500 other designs. 

Sterling $1 25 Overlay $3.50 
I0K Geld 5.50 HK. Geld 7 00 

C. K. GROUSE CO^ 85 Bruce Ave., North Attleboro, Mass 

Do you take advantage of the many 
excellent merchandising oppor¬ 

tunities which ETUDE Advertising 
Columns offer you? 

INCREASE YOUR 
INCOME ! 

Easily —Substantially —Pleasantly 
— Take Subscriptions for — 

THE ETUDE MUSIC MAGAZINE 
— Write for particulars — 

1712 CHESTNUT ST. PHILADELPHIA, PA. 

“Sugar Coating” the Scales for Sammy 

By CHARLES H. MASKELL 

Al.MOST EVERY new student of the 
rA piano has a strong aversion to the 

A A. study of scales ; and it is rare that 
the first lesson is passed without the query, 
“Do I have to practice those dry old 
scales ?” 

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 
be 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. Explain 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 proficiency 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 be 

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 
F, 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 

Piano 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 students 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 helpful. 

roaucing the . . . 
VOGUETTE 

NEW STUDIO CONSOLE PIANO 

The Musician’s Piano... 
This new Gulbransen Studio Console is 
scientifically and artistically constructed 
throughout to satisfy the most exacting 
demands of those who discriminate. Re¬ 
sponding to the most rapid and difficult 
passages, its charming personality and 
rich full tone will completely entrance 
you. Created and fashioned by master 
craftsmen — here indeed is the ideal 
piano for you — to complement your 
home or studio surroundings, to enrich 
your musical sphere. 
See the Voguette Studio Console model 
at your Gulbransen dealer or write for 
special offer to music teachers. 

G U LB RAN S E N CO. 
816 North Kedzie Avenue, Chicago, Illinois 

FOR MUSIC TEACHERS 

SCHOLES HANDBOOK 
887 TERMS$|5Q AT all music 
EXPLAINED *|-OR BOOK STORES 

M. WITMARK & SONS—NEW YORK 

SWING piano playing 
New instruction book, with Home 

Study directions. It teaches you quickly, cheaply, easily. 
TEACHERS: it will increase your income. 

Write for FREI DESCRIPTIVE FOLDER 
AXEL CHRISTENSEN.752 KIMBALL H ALL. CH ICAGO. 

Everybody’s Favorite 

GRAND 
OPERA 

“Everybody's Favorite'9 Series-No, 75 

• Think of this! Over 75 World 
Famous Songs and Arias from such 
Operas as Aida. Carmen. Faust, Lucia. 
Lohengrin. Rigoletto, Tannhauser and 
Trovatore . . . PLUS ... a narrative 
giving the entire >tory of each opera. 
HERE. FOR THE FIRST TIME, are 

the STORIES AND PRACTICALLY 
THE ENTIRE SCORES (with words 
in English as well as the original 
language of the Opera) OF EIGHT 
OUTSTANDING OPERAS . . . ALL 
IN ONE BOOK. 

224 Pages-Price, $1.00 
At Your Dealer or Postpaid Directly from 

Amsco Music Publishing Co. 
1600 Broadway, New York City 
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It is the ambition of The Etude to make this department a ‘‘Singer’s Etude’’ complete in itself 

c/he Singer’s 8tude 
Edited for March by Eminent Specialists 

The Inflexible Jaw 
WILLIAM G. ARMSTRONG 

✓ 

TO 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 are 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 modifications, 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 cavities 
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 
w'hich is fatal. 

We Learn Ourselves 
Now all of the organs, namely, 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 
larynx, it must be viewed as an organ of 
voice, as are the muscles which attach it as 

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 seen 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 
i emain 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 
mczzavoce tones in the high range. Fourthly, 
the pull on the larynx can impede the mus¬ 
cles of the soft palate in their effort 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 
Of causes 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 either 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 best exercises for develop¬ 
ing jaw flexibility will be offered. Should 
there be 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. 

Of vocal exercises the following are ad¬ 
vised. Pick out all consonants of the Eng¬ 
lish alphabet, and place one of these before 
each of the vowel sounds, e, ã, oh, aw, o, 
oo, forming Be, Bã, Bah, Bale, Bo, Boo; 
Ce, Cã, Cah, Caw, Co, Coo; and so on to 
the consonant z. 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 />, the lips are most active ; for /, the 
tongue ; for k. the tongue and soft palate ; 
for u, the lower lip ; and so on to the last 
consonant, s. 

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 

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 yaw and dazu 
than for the plain vowel sound azu. the pre¬ 
fixes y and d are of great assistance. Car» 
should be taken that 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 back drawing of the tongue, 
which would cause constriction around ths 
root of the tongue 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 above 

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 each 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 beautiful 
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 
gracefully 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 particular 
phase of teaching singing to children that 
calls upon the musical intelligence of ths 
teacher. 

In the teaching of rhythm the following 
method has been found very effective. In 
the first year double and triple measures 
should be studied, one note to a beat, not* 
rests and easy syncopations. In the second 
year, double, triple and quadruple time with 
two notes to a beat, note rests and easy 
syncopations. In the third and fourth years, 
double and triple measures with four notes 
to a beat, six-eighth time and the elements 
of phrasing. Rhythmic gymnastics are of 
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great 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. Early 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 elbow 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 whole motion must be made 
with the forearm, while the elbow is kept 
close to the body in order that an even 
space be covered at each beat. The move¬ 
ments must be very precise, for both the 
up and down beat. All this is done while 
the teacher says, “Down-Up.” 

When the children arc able to go through 
this performance satisfactorily, then they 
should be 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 beat 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 ear 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¬ 
bined with the rhythmic work, all noise 
must cease, and the motions of the band 
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. 

7 be Vital Breath 
Together with the exerc ises in vocaliz¬ 
ing and rhythm, the children should be 
taught the proper method 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 be¬ 
comes a comparatively easy task, when all 
the children are taught to take breath at 

the same time in an exercise or s^ng. Deep 
breathing also should be 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 breathing exer¬ 
cises ; for in that position alone can effec¬ 
tive work be done. Breathing depends much 
on position. It is the power back of 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 of 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 “nt” 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 to the Sense 
Children should be taught that the 
breath should be taken in as in speaking, 
at particular places, so that the phrasing 
of the song may be correct, and tbe sense 
of 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 method 
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 by phrase, the whole 
class taking breath together at the marks. 
I he 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 nur Next Issue) 

The “Floating” Tone 
By HESTER EVE ERICKSON 

Ease of production 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 overexertion of the 
lungs. As this breath begins its outward 
flow, allow it to turn into tone on a medium 
pitch, listening carefully that it takes on 
the finest quality of beauty 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 crescendo and 
diminuendo. Make these variations of tone 
without the slightest feeling of stress of 
the nerves and muscles, but with the mere 
consciousness that there will be more or 
less of breath 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, till 
finally the entire compass of the voice can 
be turned to this beautiful medium of song. 

♦ * * * * 

"If you want to sino for years. do not strain the natural compass of the 
voice. That is like Hvino on capital. I have always lived within my income, 
and I have always had something to put aside."-—Adelina Patti. 
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$he Organists 8tude 
It is the ambition of The Etude to make this department an “Organist’s Etude ’ complete in itself 

Who Wrote the First Organ Tutor? 
«By CLEMENT ANTROBUS HARRIS 

THIS QUESTION has come often 
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 The Etude, which in¬ 
spired this attempt at an answer to this 
very interesting inquiry. 
When faced with this problem, my own 

mind always has flown back to Bach’s 
Orgelbüchlein, 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 neither of them contained 
verbal instructions. And though a much 
earlier work, Syntagma Musicum (Treatise 
on Music), by Praetorius, published just 
a century before Bach’s Büchlein, 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 loss to find the earliest in¬ 
stance of anything, we have sometimes 
begun with the latest and worked back¬ 
wards till there was no farther to be gone. 
By this 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 meet with 
Johann Gottlob Werner's “Organ School.” 
It was published in 1805 and frequently 
reprinted. A second part appeared in 1823 
under the title. “Lehrbuch, das Orgelwerk 
kennen, erhalten, beurteilen und verbessern 
su lernen.'' The author, whom, by the way. 
“Grove” does not mention, was born at 

Hoyen in Saxony in 1777 (seven years 
after Rinck) ; and from 1819 till his death 

value of Kittel's work is shown by its be¬ 
ing reprinted as late as 1831. He produced 

in 1822 he was organist of the cathedral at 
Merseburg. His “Orgclschule”—his chief 
but by no 

a number of other works for 
(six sonatas) and choir : but 

organ, piano 
he was more 
distinguished 

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¬ 
esting one; 
namely, “Der 
a a y Hiende 
pratische Or¬ 
ganist oder 
A n we is it ng 
sum sweck-
mässigen 
Gebrauch der 
Orgel beim 
Gottes¬ 
dienst,’’ 
published in 
1801. This 
title. Rinck, 
in the Pref¬ 
ace to his 
Organ 
School, ab¬ 
breviates and 
translates as 
“The com-
m e n c i n g 
practical Organist." 

as a player, 
theorist, and 
teacher than 
as a compos¬ 
er. Born at 
Erfurt in 
1732, and 
having died 
there in 1809, 
he was an 
exact con¬ 
temporary 
of Haydn, 
as regards 
years. Like 
so many 
other mu¬ 
sicians. he 
gave to the 
world a 
great deal 
more than 
he received 
from it. Had 
it not been 
for a small 
pension 
from Prince 
Primas of 
Dalberg, the 
“days of the 
years of his 
life,” which 
were pro¬ 
longed to 
seven beyond 
the psalm¬ 
ist's “three 
score and 
ten." would 
have been 
a constant 
and cruel 

of the direst sort. 

ORGAN OF THE CATHEDRAL, MEXICO CITY, 
MEXICO 

Attention is called to the several groups of pipes in 
inverted position. 

The author, Johann struggle with poverty 
Christian Kittel, was the last pupil of J. S. 
Bach ; and, in turn, Rinck was his pupil— 
his most famous one. Rinck was therefore 

And More from the Past 
Entering now the eighteenth century and 

a grand-pupil, so to speak, of Bach. The searching backwards we meet with no 

check for five years. But at the end of this 
time we are “held up," so to speak, by Jus¬ 
tin Heinrich Knecht, and find that Kittel 
cannot claim to be the first organist to 
produce a “Tutor” for his instrument. 
Born at Biberach in 1752. Knecht acquired 
fame as organist, composer, and theorist. 
As a player he was regarded as second 
only to the great Vogler. His many com¬ 
positions are now forgotten, except his 
rone-picture of Nature, which anticipated 
the program of Beethoven’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 years 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 1795-
98, under the title, “Vollständige Orgel¬ 
schule für Anfänger und Geübtere." So suc¬ 
cessful was this work that it was plagiar¬ 
ized by P. E. Martini, who published an 
edition at Paris. (This literary pilferer, a 
military officer, musician, and opera com¬ 
poser. known as “Il Tedesco (the Ger¬ 
man )," his real name having been Schwar¬ 
zendorf. must not be confused with his 
great namesake. Padre Martini). 
But the laurels cannot be given to 

Knecht unless, peering further down the 
century, we find no letter press book be¬ 
tween us and 1723, the date of Bach's book. 
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 (¡richtige Pflichten 
eines 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 seem to have been as 
important as his “Clavierschulc,” issued, 
with critical comments, two years later ; or 
to have attracted so much attention abroad 
as Knecht’s “Tutor.” Nevertheless, til! 
careful and extensive research shall find an 
earlier 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. 

Better H\ mn Tunes in the Service 
^By EDWARD G. MEAD 7 

The performing of hymn 
TUNES by organist, 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 be content 
with announcing all hymn tunes generally 
on the foundation stops of Swell and Pedal 
with Swell to Pedal coupled and playing 
all verses for the congregation on the 

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 hymns 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 Hymn) and Jesus 
shall reign where'er the Sun (Duke 
Street), 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 Pedal. Play the three upper parts on 
the Great and the bass on the Pedal as 

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

an octave lower than written, feeling 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 
16’ pedal stops sounding an octave lower 
themselves will reenforce the bass 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 

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 Street 
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 pleaang 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, so 
variety in the performance of hymn tunes 
is the spice which makes them interesting 
to the three parties who share in the per¬ 
formance. 
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By MARVIN ANDERSON 

EVERY CHORUS and choir director 
will find an interesting experiment 
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 truly 
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 

not a new one. It is exactly what the organ¬ 
ist does in drawing a sixteen-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¬ 
scribed 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. 

Study and Apply New Ideas 
• An Etude friend in a Midwestern State sent us the following: 
“It is a real pleasure to be able to recommend The Etude to my pupils. All 

of my pupils have access to the magazine and use it in some form in their work. 
My work includes piano, organ, accordion, and voice so you can understand 
that I use every page of The Etude. I am especially interested in the new 
accord.on department, especially so since my co-worker in that field is studying 
this summer with Pietro Deiro. 

“I wish it were possible for all good music teachers to know The Etude. 
I have a feeling if they would study and apply so many of the new ideas 
The Etude contains they might stop worrying about the problem of new pupils. 
Personally, I’ve never found it necessary to advertise for pupils as my teaching 
schedules are always full. I attribute a great deal of this to a careful use of 
your magazine.” 

ë very oGesson a ^Gune - (Svery ^une a oGesson 

Melody-First Bôôk 
_ Each A Unisonal Instructor Piano Acc. and 

<5UC Book for ALL BAND INSTRUMENTS Teaeo r¿n®u,de 
by Fortunato Sordillo, Assistant Director of Music, Boston Public Schools. 

Mr. BAND INSTRUCTOR: 
With Melody-First Band Book, there are no uninterested 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, advantage is taken of the cleverly-harmonized 
Piano Accompaniment, which makes even the playing of the scales a truly 
musical experience. 

C FLUTE and PICCOLO 
Db FLUTE and PICCOLO 
OBOE 
Eb SOPRANO CLARINET 
Bb CLARINET 

Bass Clarinet 
Eb ALTO CLARINET 
ENGLISH HORN 
C SAXOPHONES 
(Soprano and C Melody) 

Bb SOPRANO SAXOPHONE 

INSTRUMENTATION 
Eb ALTO SAXOPHONE 
Bb TENOR SAXOPHONE 
Eb BARITONE SAXOPHONE 
BASSOON 
Eb CORNET 
Bb TRUMPET or CORNET 

Flugel Horn 
FRENCH HORN IN F 
Eb ALTO HORN 

or MELLOPHONE 
TROMBONE (b.c.) 
TROMBONE (t.C.) 

BARITONE (b.C.) 
or EUPHONIUM 
Tenor Horn 
Bb Bass 

BARITONE (t.c.) 
Tenor Horn 
Bb Bass 

Eb and BBb TUBAS 
or SOUSAPHONES 

DRUMS 
PIANO ACC. and 
TEACHER’S GUIDE 

Supervisors, Band Teachers & Organisers: To receive FREE a Cornet book of this 
unique instructor (regular edition, with striking 2-color cover design), send us your 
name, name of school or organization, and your musical status. 

WALTER JACOBS, Inc, 

AMERICAN SOCIETY OF ANCIENT INSTRUMENTS 
BEN STAD, Founder and Director 

10th Annual Festival—April 5th & 6th 
UNIVERSITY MUSEUM—Thirty-third and Spruce Streets, Philadelphia, Pa. 

Tickets at 4331 Chestnut Street 
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■ JUILLIARD SCHOOL OF MUSIC--

ERNEST HUTCHESON, President OSCAR WAGNER, Dean 

INSTITUTE OF MUSICAL ARI 
GEORGE A. WEDGE, Acting Director 

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 
Major in Music. 

Catalog on request. 
120 Claremont Avenue, New York 

NEW YORK SCHOOL <>/ MUSIC <»«/ ARTS 
310 West 92nd Street, New York City (At Riverside Drive) 

RALFE LEECH STERNER, Director 

36th year Lowest rates for tuition anti board Enter any day 
— Vocal and All Instruments — 

Diplomas and teachers’ certificates 

MEW ENGLAND 
Kæ r ihsebotobi n f music 

Wallace Goodrich. Director. Faculty of eiithty-four. Courses for Bachelor and 
— Master’s Degrees. Diplomas. Special students in all fields. Orchestral, ensemble 

classes. Dramatics. Illustrated 1937-38 catalog. Opening of first semester September IS. 
310 Huntington Avenue, Boston, Massachusetts. 

Katherine Carey 
Successor to Mrs. Babcock's 

INTERNATIONAL MUSICAL 
and EDUCATIONAL AGENCY 

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

Answering Etude Adver¬ 
tisements always pays 
and delights the reader. 

TRINITY PRINCIPLE 
PEDAGOGY 

The only Scientific Pedagogy based 
on Peeling, and practically 

applied to Musée. 
Send for P M B circular. 

EFFA ELLIS PERFIELD 
103 East 86th St., New York, N. Y 

WANTED: A REPRESENTATIVE 
in every town to 

Train Children’s Voices 
High grade work with excellent remuneration 

Louise Weigester School 
160 West 73rd Si. New York 

fIKiene S IKbM re 
W 13rd Year 3 ui 1 Courte- Stage, Screen. Radio—A solid foundation 

Hill, I II I Merkel. Li e I racv. Louise Latimer. 
For Cataloe write Sec’v T. Schubert, 66 West 85th St., N. Y. 

Organ and 0hoir Questions 
Answered 

^By HENRY S. FRY, Mus. Doc. 
Ex-Dean of (he Pennsylvania Chapter of the A. G. O. 

No q nest ions will be answered in I HE ETUDE unless accompanied by the full 
name and address of the inquirer. Only initials, or pseudonym given, will be pub¬ 
lished. Naturally, in fairness to all friends and advertisers, we can express no 

opinions as to the relative qualities o] various instruments. 

Q. Arc there any foot exercises that can 
be practiced away front the pedul-board of the organ? Independence between hands and 
feet is desired?—E. L. 
A. We have heard of practice without the 

pedal-board, but do not consider it very prac¬ tical. Would suggest a pedal-board and bench 
which would provide opportunity for practice, away from an instrument. The pedals might be attached to a piano, if one is available for the purpose. For pedal technical work anil independence between hands and feet, we sug 
gest “Studies in Pedal Playing, by Nillson : and “The Organ,” by Stainer Kraft. 

Q. / ant interested in organ building, as an amateur. Is there any way by which the Pallet (.4) in enclosed drawing ran Ite opened by an electro-magnet f Will you name some books that deal with electric actions in such a way Unit an amateur can understand them for use? Where can I obtain second hand pipes? What is the address of The American 
Organist ?—T. S. 

A. We are informs] that the Pallet can 
be pulled with solonoid typ«* magnet, which consumes high amperage. 

We suggest the following books for your information: “The Electric Organ," by Whit-worth : “Cinema and Theatre Organ," by Whit¬ worth : and "The Contemporary American Organ," by Barnes ; all of which can be ob¬ 
tained from the Publishers of The Eti he. You might obtain some second-hand organ pipes by communicating with some of the pipe organ builders. The address of The Amer¬ ican Organist is ‘.hi Center Street, Richmond, 
Staten Island, New York. 
Q. I am enclosing a revised copy of an 

organ specification, Do you think that taking the twelfth and fifteenth, from the independent Octa re y, and Dnlciana, respectively, is all 
right? Would you prefer a Origen Octarc in the Swell. to the Salieet ? I think that a Clari¬ net would be more useful than a French Horn, as it would not be so thick in the ensemble. If I he Itourdon 16’ in the Pedal is voiced rather loudly, do you think it could partly take the 
place of a Diapason in the Pedal? The 16’ 
Contra Salicional would be a little louder than the 16' Lieblich. Can the 16' Salicional be 
mitered for a lower height?—Inquirer. 

A. The twelfth, being an off unison rank, is 
very likely to be too prominent if borrowed from the Octave, and we should advise tlw ex¬ tension to come from a softer rank of pipes. 
The choice between a Geigen Octave and Salieet is a matter of opinion and taste. Why not have 
both? We would not ordinarily include a (’lari net in a real ensemble combination, so that 
the choice between that stop ami a French Horn is also a matter of preference. The IVdal 
Bourdon might he treated as you suggest. The IB' Contra Salicional can be mitered, if mn’es-
sary If a D" Dnlciana were included in place 
of tin* Contra Salicional. ami a L Dnlciana placed in the Choir organ -with the Pulciana speaking al 1<i'- S'—I'—2%' ami 2' you would bave a Pulciana (’horns (choir organ). 

Q fam enclosing proposed sped ficat ion for 
a small two manual organ. Would it be more sat is Dietary to include Great to Pedal and Swell to Pedal? Do you think the Pedal divi¬ sion sufficient in comparison with the others? What do you think of adding about three com¬ 
bination pistons to operate on any or all divi¬ sions, and duplicated by toe sluds? Is it really 
advisable to include the crescendo pedal on a small specification such as this? ¡ presume the synthetic stops are obtained by borrowings 
from other stops. Do you think they add any¬ thing to the general flexibility or tonal prop 
ertics which might really warrant their inclu¬ 
sion?—(’. F. J. 

A. As the organ you specify is probably a 
“stock" instrument enclosed in a case, it may 
not be very convenient to make th«* changes you name. There would, of course, be som«* advan-tage in haviug the two additional couplers. 
With stops at 1G'. 8'. 4'. 2%'. and 2'. the Pedal Organ specification ought to prove satisfactory, 
though of course the two couplers you suggest 

College of Fine Arts 
Syracuse University 

• BacheIor of Music L'VgrtCa • 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 for women 

music students, 5 pipe organs 
SUMMER SESSION July 5 to Aug. 13 

For bulletin address 
Dean H. L. BUTLER 

Room 3 5, College of Fine Arts 
Syracuse, N. Y. 

would improve the department. If these coup 
lers arc included, lhe Pedal 2%' and 2' might be omitted. The pistons and toe studs arr also desirable, if necessary space is available and 
finances permit. There is no objection to the 
crescendo pedal being included, and then* is an advantage in having it for use if desired. The 
synthetic stops obviate the necessity of draw¬ ing the two stops necessary to produce the 
synthetic tone. 

Q. Enclosed find a copy of specifications of a two manual organ. Please name some suit¬ 
able combinations. Will you name suitable com¬ binations for the pistons, building up from soft to loud? Kindly tell me how to set these combinations. Please explain purpose of Ad¬ 
juster and General Pelease.—N. M. 

A. Wo will try to give you some id«*a of the tone color of the various stops as an aid to 
your securing combinations. Open Diapason ami Dnlciana represent organ tone—Diapason loud. Dnlciana soft. Octave 4' is Diapason tom* 
an octave higher. Violin Diapason has a touch of string quality included in tin* tone. Melodia. Harmonic Flute. Stopped Diapason and Flute Traverso an* of the Flute family—the Har¬ 
monic Flute and the Flute Traverso being of the imitative or orchestral type. Tin* Tuba and 
Oboe are n*ed stops—the former of the chorus or loud type: tlx* Oboe probably somewhat of Horn type but soft. Th<* Viol da (Jamba and 
Viol Celeste an* of the String family, the latter being an undulating stop, with th«* wav«* pro-
duced by being slightly out of turn* in com¬ bination with another stop—in your organ probably Viol da Gamba. Th«* Vox Humana is a 
r«*«*«l stop, intended as an imitation of the human voice. Sonu* solo stops includ«* Oboe, Vox Humana, Viol «le Gamba ami Viol Celeste, in th«* Swell organ, and Melodia in the Great 
organ.»Th«* Duh iana may Im* us«*d as an accom¬ panying stop for the Swell organ solo stops, and th«* Viol da (Jamba as an accompanying 
stop for th«* great organ Melodia. Stops marke«! 8' ar«* of normal pitch (same as pian«») : an«i 4' 
stops speak «»in* octav«* higher. You might try setting your pistons as follows: 

Swell No. 1. Viol «la (Jamba ami Viol Celest • 2. Stopped Diapason. Viol «l i 
Gamba ami Flut«* Traverso 3. Violin Diapason added to com¬ bination on No. 2 4. Full Swell (all stops except Viol 
Ceh*ste ami Vox Humana). 

For th«* Groat organ try the following : 
Great No. 1. Dnlciana 2. Dnlciana, Melodia ami Har-nionie Flut«* 3. Add Open Diapason to combina¬ tion on No. 2 4. Add Octav«* 4' to combination on No. 3 (Tuba a«l lib.). 
We presume th«' "setting" operation is : 1. Draw stops desired for combination 
2. Push in and hold Adjuster 3. Push in Piston on which combination is to b<* s«*t 4. Releas«* Piston 5. Releas«* Adjuster. General Release. w«* presume, cancels all 

stops drawn. 
Q. Haring dealt with quartettes for years. 

I hare suddenly acquired a chorus choir. The members are intelligent and enthusiastic, but largely untutored musically. I hare tried mild doses of sight reading, but the results hare been disappointing and the interest not over-
enthusiastic. (In the other hand to develop the four parts by rote seems an impossible task. 
What do you ad rise?—Diapason. 

A. If th«* young peoph* ar«* not Interested 
in sight reading, tin* only thing we can suggest is teaching each part separately when neces¬ sary. This work is sometimes necessary. even 
with experienced singers. Perhaps if you em¬ phasize tin* importance ami value of a knowl-
edge of sight reading, your choir will stand such doses as may be helpful. 

Q. I hare come across a small reed organ 
and am at a loss to know how Io manage the stops, as some of the names are strange to me. 1 enclose a list of the stops and will appreciate 
suggest ions as to effective handling of them for vocal solo work, full choir accompaniment 
and Voluntary solos.—M. M. 

A. You do not give the pitch of the stops. 8' stops product* normal pitch (same as th«* piano). 4' stops produce a tom* one <M*tav«* higher—2' stops two octaves higher, ami Ui' stops one octave lower than normal pitch. We 
judg«* from your list that Dnlciana mid Dulcet ar«* soft 8' tones: Diapason and M«dodia louder 
8' tom's : Flute, Flut«' d'Amour and Violina. and Harp Eolian and Pi« < «do 2' tones. Trebl«* coupler couph's notes in its rang«* one octav«* higher, ami Bass (’«utpler, probably one octav«* 
1ow«t. "Forte" is used to increase the volum«* 
of stops being used. Tin* Vox Humana is a Tremulant. Tin* stops to Im* us«*d for Vocal 
solos, «hoir ac<'ompanim«*nt ami Voluntary solos will depon«! on th«* character of tin* pas.« 
ag«* being played, amount of ton»* desired ami so forth. If you hav«* a large « hoir, with heavy passages you might us«* “full organ" which is 
probably availabh* through the opening of the 
two knee swells. 

THE ETUDE 



Tiano .Accordion ^Department 

The Game of Teaching 
D 

PIETRO DEIRO 

As told to ElVera Collins 

THE PAST MONTH 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 helpful 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 selections 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 for a 
new piece does not always satisfy. Of 
course, this condition would not arise with 
an artist student who takes his study seri¬ 
ously and sets 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 
is indeed conscientious when he insists upon 
the old selection being perfected ; as. from a 
teaching standpoint, it is far less monoto¬ 
nous to assign new material and merely go 
over it in a general 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 ask 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 self 
respect as well as the respect of his stu¬ 
dents if he catered to their whims. The 
chances are that students who leave a 
teacher on this account will in due time 
return when they realize that the teacher 
was working for their best interests. 

Suggesting A Cure 
And now a few suggestions for a remedy. 
As soon as this tendency is 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 is work¬ 
ing for a definite goal. This extra time will 
enable the teacher to bring out the finer 
points of interpretation so that when the 
selection is finally finished both the teacher 
and the student can be proud of its rendi¬ 
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 
each student with not only the date and 
grade of each lesson but also a memo¬ 
randum of selections assigned. Frequently 
request the playing of some selection pre¬ 
viously given, as students will then keep 

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 
a good idea to draw attention to the com¬ 
poser and request that a brief 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 is 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 
enters, with one endeavoring to surpass 
another. Such recitals could be conducted 
as social 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 were 
content to play in a sort of hit or miss 
fashion will soon realize the necessity of 
perfection. Teachers also owe it to their 
students 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 piano keyboard of the accordion. 
A es, it will be found a distinct help and 
should be given to students early in their 
training on scales, Hanon and Czerny 
studies as well as velocity and other studies 
especially arranged for the accordion. 

1 he mention of these books brings to 
mind a recent conversation with a promi¬ 
nent accordion teacher. Having received a 
fine musical education 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 
financial condition of some of his students 
was such that it was difficult for them 
to invest much money for music at one 
time. Under such circumstances it has 
usually worked out well if the teacher sets 
aside a certain amount for music during 
the teaching season and then permits his 
worthy 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 
teachers have suffered any loss by such a 
system. 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) 

SOPRANI, Inc., Dept. 337, 630 S. Wabash Ave., Chicago, III. 
Without obligating me in any way please send complete information 1 

and illustrated literature describing the Soprani Petite Accordion. 

Name-Town_ 

_State. __ _ i 

JUVENILES LOVE THIS NEW PETITE 
AMPLIPHONIC 

SO LIGHT, SO EASY TO PLAY! 
* This new Petite Soprani Anipliplionie 
Accordion. so light and small and easy to 
¡day, is “made to order" for the young 
musician. Weight redueed nearly HALF 
through Soprani's exclusi re “Am pl ¡phonic” 
feature. Ideal for women, too. Smaller, 
lighter, easier to play, yet has the full vol¬ 
ume, tone and playing range of concert 
accordions. 

EASY TO LEARN—Soprani as»urr» fastest. ra*icnt 
learning. Piano keyboard, volume control, one-
third lea» bcllowaing. »mart new deaign. Transfer 
your pian«» playing alm«»Mt directly to this modern 
instrument. Easy Io teach. 

SOPRANI, INC Dept. 337, 630 So. Wabash Avenue 
1 Chicago. III. 

Mae Door 
from St. Lou it«, 
Mo., with her 
Petite Soprani. 

TRIAL—EASY TEH MS—Your munie dealer will 
demonntrate thia new accordion. Or »end pontal 
direct for Ik iiui ¡fully illustrated book and com¬ 
plete detalla. Thin in the instrument you want 
for complete musical enjoyment. Teacher» in 
great demand. Mail poatal today sure. 192 

tACCORD/ONtíTÍ 
iWfe JUST OUT! 

OUR NEW »38 THEMATIC 
g "»Br/ accordion music catalog 
|L 3W SENT FOR 10< POSTAGE 

• . PAGANI 
189 BLEECKER tTRLFT - N, V.Ç , 

Schools—Colleges 

CONVERSE COLLEGER 
Haroid a. Ricney, Dean, Spartanburg. S. c. 

KNOX CONSERVATORY OF MUSIC Galesburg. Illinois 
Catalog Free John Winter Thompson, Dir. 

NORTHWESTERN^^ 
and Dramatic Art. Esther C. Benson, M.M., President 

SHENANDOAH COLLEGE 
CONSERVATORY OF MUSIC. Special < "ourses in 
Pipe Organ, orchestra. Public School Music. Piano and 
Organ Tuning. Rates Reasonable. In the heart of the Shen¬ 
andoah Valley. Dayton. Virginia 

PIANO TEACHERS 
Are Increasing 

• 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. 

WuRLjIzER 
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________ 

Iddress 

City State 
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c/he Violinists Stude 
Edited by 

ROBERT BRAINE 

It is the ambition of The Etude to make this department a “Violinist’s Etude’’ complete in itself. 

How a Violin Is Made in Mittenwald 
MAZIE MATTHEWS 

With Photographs by the Author 

A Statue of Mathias Klotz at Mittenwald. 

‘ 'I008 not improve the tone of a 
good violin." said Joseph Wörnle 
>f Mittenwald. Bavaria, who has 

been making models of Stradivarius, Amati. 
Guarnerius, Klotz and other master violin 
makers for the last forty years, as had his 
father and grandfathers before him. back 
to 1685. It was in 1684 that Mathias Klotz 
came back from Italy; his apprenticeship 
days in violin making having been spent 
with Railich at Padua. Proof of this has 
been found in the inscription in a true 
Amati violin, “that Klotz of Mittenwald 
along with Guarnerius, Stradivarius and 
Amati spent the years 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 Italy 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 was found in the immediate vicinity 
of Mittenwald, on the Krantzberg and Kal¬ 
varienberg mountains, but to-day it comes 
from farther afield. “A tree that grows on 
the flat land," continued Mr. Wörnle. 
“grows quickly because of the richness of 
the soil, therefore it will not have the tone 
producing qualities of the tree that has had 
to struggle for its existence against poor 
soil, wind, and storm. Therefore the best 
maple and pine is found high up on the top 

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 before it is salable 
to a violin maker.” 

Cutting the Wood 
When the wood is sufficiently aged, the 
log is quartered—for the years rings must 
remain intact—the pieces are chosen that 
are most alive (those that vibrate), each 
piece is cut to the length of the body of the 
violin and about three-quarters of an inch 
thick tapering from the center to the outer 

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 

with a small one inch plane and sandpaper. 
I he violin is symmetrical, so only half a 
pattern is used. Each piece of the violin, 
neck, back and front, when sounded with 
the tuning fork, must be of the same pitch. 
Those pieces tuning to F, are placed to¬ 
gether, those tuning to G are placed 
together. Should the maple back of the 
violin not be of the same pitch as 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 wood will be exactly of the same 
pitch from the very first. 

The next step is the cutting of the F-
holes. 

A Stradivarius A Stainer 

This is a very exacting task. Each model 
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 is 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 
instrument, as all edges of the F-hole must 
be free to vibrate. 

“Each maker,” continued Herr Wörnle, 

A display of the steps in violin making, as seen in the workshop of Joseph ITdrnle 
of Mittenwald, Germany. 

A. Baader of Mittenwald, in his workshop 
where he specializes in the restoration of 

Klotz violins. 

‘‘put a different cubic space in his violin. 
I he instrument made by Stainer would not 
be 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. 'I he Stradivarius is good sounding but 
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 pieces 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 be a 

black line around the violin, and in a 
machine-made instrument is but 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 year 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." sahi the maker, “after all tins 
exacting work, the soul of the violin is 
the sound post! 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 it is made from wood which grew 
only one millimeter in two years. If the 
sounding post is one-half millimeter more 
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in 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 vice 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 
Wörnle 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 ear 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 
maestro 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 perform 
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 dow n ; 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 
years 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 himself: “Agli 
Artisti (I am only accessible to artists).” 

JÔaíôwin • 
TODAY’S GREAT PIANO 

Used and endorsed exclusively by such 
masters as Bauer. Gieseking. Iturbi. 
Lhevinne. and scores of others. Hear 
and play the new Baldwin. You'll 
marvel at its tone. 

BfiLDWIN PIANOS • CINCINNATI 
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Master Violin Maker 
935-14TH, San Pedro, Calif. 
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Lists. Address: 

(opposite Chateau Marmont) 
Hollywood, Calif. 

Phone: Gladstone 7755 

SCENERY RENT 

LAZAR S. SAMOILOFF 
Voice teacher of famous singers 

From rudiments to professional engagements 
Beginners accepted. Special teachers' courses 

610 So. Van Ness Ave., Los Angeles, Cal. 

- Coloratura Soprano - Opera 
Pupils Accepted 

Italian bel canto, founded on the 
principles of Manuel Garcia 

43 Fifth Avenue 

Tel.: GRamercy 5-6392 

INC.. PHILADELPHIA. PENNA 

EDWARD E. TREUMANN 
Concert Pianist—Artist-Teacher 

Recommended by Emil Von Sauer, Moritz Moszkowski 
and Josef Hofmann. 
Studio, Carnegie Hall, Suite 837, 57th St. at 7th Ave. 
Tel. Columbus 5-4357 New York City 

Summer Master Class—June to September 

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 

Bous, Cases, Strings, Expert Repairing 
Est. IS46 Send for Catalog E. 

richard McClanahan 
Representative TOBIAS MATTHAY 

Private-lessons, class-lessons in Fundamentals 
Available as Lecture-Recitalist 

806 STEINWAY BLDG., NEW YORK CITY 

Best Since Stradivarius 
I build my violins ail by HAND, like Stradivari did, 

out of the finest, old wood that money can buy. My 
varnish is the result of life long tireless research and 
rivals the varnishes of the Cremona Masters.—Beau¬ 
tiful in appearance, magnificent in tone—the kind of 
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Henning Violin 
deep - mellow - Soulful 
For a limited time you can pur¬ 

chase this high-grade violin, with 
the qualities of the flnest, at a price 
far lower than ever asked for such 
an instrument; made possible by 
our many years of experience In 
violin making. Satisfaction guar¬ 
anteed. Unexcelled Service! Lowest Rentals! 

AMELIA GRAIN. 

ROSE OUGH 
VOICE 

FORMER ASSISTANT TO LAZAR S. SAMOILOFF 
IN HOLLYWOOD 

REOPENED HER VOICE STUDIOS AT 

FRANTZ PROSCHOWSKI 
Vocal Teacher 

medium. Detailed information will be supplied on 
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5 FREDRIK E. BLICKFELT 
J Voice Specialist 
*Four years with Vincenzo Sabatini, Milan, teacher of 
xJohn McCormack, and Antonio Cotogni, Rome, 
^teacher of Battistini. 

BERTHA VAUGHN 
Teacher of Ruth Shaffner of New York, 
Mary Teitsworth Boyd, Ruth Terry Koechig 

LaFORGE-BERUMEN STUDIOS 
Voice—Piano 

Frank LaForge teacher of Lawrence Tibbett since 1922 
14 WEST 68TH STREET, NEW YORK 

Tel. Trafalgar 7-8993 

ALBERTO JONÁS 
Celebrated Spanish Piano Virtuoso 

Teacher of many famous pianists 

Study Modern Popular Piano Playing with 
HENRY SCOTT 

Famous Screen and Radio Pianist—Teacher 
Courses in Swing—Harmony—Orchestrations. 

PROFESSIONAL PREPARATION 
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EARL ROSENBERG 
Former Director Kansas City Conservatory 

Teacher of Singers, Professionals and Beginners 
Spend 1938 summer in ideal surroundings 
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Summer Classes in Choral Conducting 

. „ --- GUSTAV V. HENNING 
Information 301 Flseher Studio Seattle. Wash. 

KATE S. CHITTENDEN 
Pianoforte — Repertory — Appreciation 

THE WYOMING, 853 7th AVE., 
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Violin Questions 
Answered 

¿By ROBERT BRAINE 
No question 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. 

Fretted Instruments ^department 
Edited by GEORGE C. KRICK 

(Much of the mail addressed to the Violinist's Etude consists of written descriptions, photographs and labels of old violins. On the basis of these, the 
writers ask us to tell them if the violins are genuine, and their value. We regret to say that this is impossible. The actual violin must be examined. The great 
majority of labels in violins are counterfeit and no indication of the real maker. Wr advise the owner of a supposed valuable old violin to take or send it to a reputable expert or dealer in such instruments. The addresses of such dealers can 
be obtained from the advertising columns of The Etude and other musical pub¬ 
lications.) 

llowinKN mid Vibrato. M. W.—In playing passages of rapidly repeated notes, if there are no slurs, a single stroke of the bow is given to each note. Various bowings can be used. Sometimes the exact form of bowing desired is indicated in the music, 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 so 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 ami fro motion of the hand, from the wrist. It is very seldom in¬ dicated in the music. The sign by which it mav be indicated resembles the teeth of a saw, like the following—~~~~~ placed over 
the note or notes on which it is desired that 
the vibrato should be used. 
A Chinese Fiddle. II. G. F.—A Chinese fiddle looks a good deal like a croquet mallet, with the hammer part covered with snake skin. It has only one string, and the tone is strongly reminiscent of the 
screeching of a rat. whose tail has been caught in a door. To a Chinaman, however, the tones 
are beautiful. 
Violin» by Bianchi O. D. s.—Nicolo Bianchi was a violin maker 
of considerable note in France. He lived in 
Nice, France (also in Paris, and Genoa, Italy), between the years 179G and 1881. Works on the violin give few details of his life. He made 
some excellent instruments which command prices of several hundred dollars, according 
to quality. 
Locating; Squenk» C. D'A.—I cannot tell the cause of the 
squeaks and bad tones of which you complain, without examining your violin and hearing you 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 
easily determine where the trouble lies. 
Stradivari um Valuation .1. 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 $50.000. but this is not authenticated. There are hundreds of thousands of imitation Strads, which sell from five dollars up. Many people fondly imagine that they have real Strads. whereas their violins are only imitations, in 
many cases worth little or nothing. 2—An¬ dreas Morelia was not a famous maker. I 
think he made violins in Venice. Italy, but they are only of medium value. A relative of 

his. Morglato Morelia, made finer instruments 
ami hence is better known. He also operated in 
Venice. 
Keliniring? the Bow L. E. W.—Directions for rehairlng violin bows can be found in the little work. “The Violin and How to Master it. by a Professional 
Player.” This book can be purchased through the* publishers of The Etude. It contains a 
vast amount of interesting material for violin¬ 
ists. If vou 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 bow 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 to place 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 S. T.—Part Two of Schradieck’s “Technical Violin School” is given to exercises 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—In his “School of Violin Technic,” Sevdik has devoted Part 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—It 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. 5»—Schradieck’s “Technical Violin School.” and Sevcik’s “Sc hool of Violin 
Technic” are both admirable works for de¬ 
veloping all around violin technic. 
Splitting; Hairs 

N. II. 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 out : or maybe the hair catches on some part of the violin'or the cake of rosin, thus breaking it. You are not far from Boston, so why not send your bow to a good repairer there. Write to the New England Conservatory of Music in Boston 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 ease might be true, but I have 
never heard of such a ease. 

So Kitty” Loses Her Credit 
By HENRY E. ELVERSON 

When the word “catgut” is used, as ap¬ 
plying 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. 

***** 

Two on Parnassus 
“Haydn and Verdi stand in a place ta which no other great composer has 

entrance. They zeere susceptible to external influence in their old age, and 
they did their best zeork then. Haydn zeas influenced by the music of Mozart, 
his junior by twenty-four years; Verdi by some of the plays of Shakespeare, 
as these were put before him by Arrigo Boito, a poet, libretto zvriter, and 
composer who zeas his junior by twenty-nine years."—The British Musician. 

The Banjo 

THE RISE OF THE BANJO and 
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, w’ho 
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 
preeminently. 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 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, select 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 
include first and second banjo-mandolins, 
first and second tenor banjos, 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 
possibilities 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 
rôle 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 
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WHY IS the Bible the cheapest book in the 
world? Why can you purchase the complete works of 
Shakespeare at less than the cost of the latest novels? 

The answer is simple—mass production; no royal¬ 
ties: constant demand. 

By the same token you can buy Beethoven’« 
"Moonlight Sonata"—15 pages of the world’s host 
music—for only 15c. in the (ENTFRY EDITION. 

Beautifully printed, carefully edited, the best of 
paper and workmanship throughout. 

Think of it! Over 2.900 selections to choose 
from and none of them cost more than 15c. a copy. 
Century Sheet Music is truly dollar value for 15c. 
J TEACHERS who are today supplying their pupils* 
needs from the Century catalogue are making it 
possible for many parents to continue their children's 
musical education, and its low cost Is likewise aiding 
them in their new student enrollment. 
That's why wa say, "Please Ask for Century Edition." 

You will |et a new conception of your money's worth. 

Century piano solos. 15c e«. 
(Capital letter Indicates key—number the grade.) 

•I860 Andante Finale. Lucia, Dh—6 Leschetizky 
2076 At the County Fair, March. G—1 Martin 
1590 Barbara, Waltz, C—1 Greenwald 
2505 Barcarolle "Tales of Hoff." C—2 Offenbach 
2750 Big Bass Fiddle, The, C—1 Hopkins 
2416 Blue Butterflies, Valse Cap., D-4 Leon Dore 
“1000 Butterfly, The, A 5 Grieg 
1694 Cedar Brook Waltz. C—2 Perry 
1336 Curious Story, F 3 Heller 
2079 Dreaming of Santa Claus, C—1 Martin 
1180 Fantasie Impromptu, CJm—6 Chopin 
225 Fuer Elise. Am—3 Beethoven 
1501 Grand Marche de Concert. Dh-5 Woll'haupt 
1481 Grande Polka de Concert. Gh-5-6 Bartlett 
1335 Hark, the Lark. Tr.. Dn-6 Schubert Liszt 
580 Heather Rose, F—2 Lange 
1443 Home Guard, March, F 2 Sr. of 8t. Joseph 

•1601 Humoreske. Op. 101. No. 7. Gh 4 Dvorak 
253 II Trovatore, Fantasie. Eh—4 Verdi-Dorn 
2108 In the Rose Garden. Melody, F—3 Lange 
268 Joyous Farmer, F -2 Schumann 
2097 La Gokndrina. The Swallow. G—3 Serradell 
2139 La Paloma (The Dove). G—2 .Yradler 
•1376 Lady Betty. Old English Dance. G—4 Smith 
2368 Lady Pompadour (Dance), En—3 Morel 
•2198 Largo (New World), Dh—6 Dvorak 
284 Little Fairy, Waltz. G—2.Streabbog 
1394 Mary’s Pet Waltz. G—1 . Mack 
• 189 Mazurka, No. 2. Bh—4 Godard 
2461 Melody in F, (Simp) F—2—3 Rubinstein 
2713 Moonlight on the Hudson. Dh—4 5 Wilson 
2742 Old Moss-Covered Church. An. C-l Hopkins 
350 Orange Blossoms Waltz. F 3 Ludovic 
2137 Over the Waves, Easy, C—2 Rosas 
359 Pizzicato Polka. C—3 Strauss 

•1972 Romance, Op. 24. No. 9, Dh—5 Sibelius 
•1030 Rose Fay, Mazurka, F—3 Heins 
2192 Russian Song, Op. 31. Gm—4 Smith 
1068 Sack Waltz. The. G—2 Metcalf 
1369 Salut a Pesth, Dn— 6 . Kowalski 
382 Scales and Chords. 2 Czerny 
1207 Schmitt's Five Finger Ex., Part 1 Schmitt 
2740 School Pictures. C—1 Hopkins 
2159 Silent Night. Holy Night. Bh 3 4 Gruber 
2618 Silver Threads Am. Gold, Bn-3-4 Danks 
• 390 Skater's Waltzes. A—4 Waldteufel 
2252 Solfeggietto. Cm—3 Bach 
•2115 Song of India. A. Eh—4 Rimsky-Korsakoff 
435 Spring Song. Op. 39. A 4 Mendelssohn 
1633 Stilly Night. Holy Night, C 3 Krug 

•1498 Throwing Kisses, Mazurka, Eh—4 Heins 
•1035 To Spring. Op. 43. No. 6, F$—5 Grieg 
1037 Tulip, Op. 111. No. 4. G— 2 Lichner 

• 449 Under the Double Eagle. Eh-3 Wagner 
983 Under the Stars and Stripes. Eh—4 Roosevelt 
984 Up In a Swing. Reverie. Ah—4 Montaine 

• 695 Valse. Op. 56, No. 2, Bn—4 Godard 
• 595 Valse Bleu, Eh 3 Margin 
•2452 Valse Triste. Op. 44. G—4—5 Sibelius 
•1697 Waltzing Doll (Poupee Val.). D—4 Poldlni 
2367 Waltz of the Flowers, D—4 Tschaikowsky 
2747 Watching the Soldiers, G—1 Hopkins 
2696 Wayside Chapel. F- 2 Wilson-Grooms 
455 Wedding March. C—5 Mendelssohn 
2695 Whoop 'Er Up! (March) G—3—4 Wood 

VIOLIN AND PIANO DUETS, 15c each 
Each number has separate parts for Violin & Piano 

A—1 to A—3 Very easy to medium 
B—1 to B—3 Easy to difficult 
C—1 to C—3 Medium to concert solo« 

1445 Arminta. Waltz. A 2 Greenwald 
*2471 Barcarolle. (Simp.) A 3. Offenbach 
1276 Bohemian Girl. Trans., A—3 Winner 
1935 Cradle Song. A 2 Schumann 
1625 Daisies and Lilies. Valse, A 2 Greenwald 

•2104 Elegie (Melody). Op. 10. B—2 Massenet 
1274 Evening Song. A—1 Vogt 
2773 La Golondrina, B 2 or C—1 Serradell 
•1833 Love's Greeting. B—2 Elgar 
1458 Old Folks at Home, A—2 Foster 

*2410 Orientale, B—3 . Cui 
1271 Romanza. A—1.Vogt 
1265 Soldier's Song. A—2 Vogt 
2176 Spring Song. A —3 or B—2 Mendelssohn 
•1834 Swan. The. B 1 Saint Saens 
2497 Turkey In the Straw. A—3 or B—2 Grooms 
•2080 Valse Bluette, B—2 Drigo 

• These numbers cannot be sold In Canada. 

The Century Catalogue contains over 2,900 compo¬ 
sitions consisting of PIANO SOLOS—DUOS and 
TRIOS—VIOLIN and PIANO — DUOS — TRIOS 
and QUARTETS—SAXOPHONE and PIANO— 
MANDOLIN and GUITAR and VOCAL. 
Ask your dealer for Century music, and if he can’t 
supply you, send your order direct to us. Our com¬ 
plete catalogue will be mailed you FREE on request. 
CENTURY MUSIC PUBLISHING CO. 

254 West 40 St.. New York, N. Y. 

Bands and Orchestras 

(Continued 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 localities 
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 unify 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 
difficulties undoubtedly have their effect 
upon results achieved in different parts of 
the country, hut this is 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 
individual 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 each of the ten 
regions and the national offices should 
materialize. This will enable each region 
to develop its own program to the greatest 
possible extent, and at the same time re¬ 
ceive impetus and cooperation from the 
national headquarters. 

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 be 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 arc entirely too many schools, 
however, in which the music program docs 
not have its proper place. There are too 
many rehearsals 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 is concerned. No 
country can boast of such a great program 
of music education for the youth of its 
land. No other country begins to carry on 
such an extensive plan of music education. 

Yet in spite of this tremendous program 
we arc 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 Graduation 
Is there not a decided lack of professional 
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Play This Thrilling 
Instrument—It’s Easy! 

There’s no music so sweet to a musician 
as applause—and no surer way to win 
applause than to play the new Deagan 
Imperial Marimba. 

It’s a masterpiece of design so beau¬ 
tiful you’ll be proud to give it a place 
in your living room-—and so rich in 
tone that you’ll fall in love with it the 
moment you hear it. 

Easiest of all instruments to play— 
and especially easy if you've studied 
piano. Write today for full details. 

J. C. DEAGAN, Inc. 
D«*pt. E-3 1770 Berteau Avenue Chicago. III. 
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IMPBDVEYOUR PLAYING 
Pianists -Send for free booklet «hew¬ 
ing how you may greatly improve your 
technic, accuracy, memorizing, sight-
reading and playing thru mental-

muscular co-ordination. Quick results. Practice effort 
minimized. Used by famous pianists, teachers and 
students. No obligation. 
Broadwell Studios. Dept.3ll-C, Bendix Bldg . los Aegeles,Calif. 

Rebuilt Band & Orchestra Instruments 
HONESTLY REBUILT—FULLY GUARANTEED 

Catalog sent upon request. Please specify instrument in 
which you are interested Distributor« King Band Instrument«. 
WDMiW (OMPAM, Dept 1-3 1613 ( hrUnul St. Pbd« fa 

NEW FREE BOOK 

»» 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 
greatest artists. Mag¬ 
nificent tone. Many 
exclusive features — 
yet they cos t no more. 

Ask to see the marvel¬ 
ous new models now being 
displayed by Conn dealers. 

WRITE FOR THIS 

Home trial. Easy payments. Write us for free book on whichever in¬ strument interests you most. Men¬ tion instrument. 
C. G. CONN, LTD., 313 CONN BLDG. 

ELKHART, IND. 
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JUILLIARD SCHOOL OF MUSIC 

Ernest Hutcheson, President Music in the Dark 
By BERNICE B. STEINEL 

JUILLIARD SUMMER SCHOOL 
George A. Wedge, Director 

July 5 to August 12, 15^38 

Reservations now being received. 

; Catalog on request 

New York, N.. Y. 

ESTABLISHED 1857 

PUARnnV CONSERVATORY 1 ElADvJLr 1 BALTIMORE, MD. 

130 Claremont Avenue Room E 

OTTO ORTMANN. Director 
One of th« OUutf and Mott Noted Music Schools in America. 

The Revised and Enlarged 
DUNNING COURSE OF MUSIC STUDY 
Jean Warren Carrick. International Dean, appointed by Mrs. Carre Louise Dunning, Originator Normal Classes for teachers will be conducted by the Diming Faculty Normal Teachers throughout the United States and Canada 

For date» and information addrett 
940 S. E. 68 Avenue, Portland, Oregon 

CONVERSE COLLEGE 
SCHOOL OF MUSIC FOR WOMEN 
SPARTANBURG, SOUTH CAROLINA 

An Endowed Professional School, Nationally 
Accredited. Full B. Mus. Degree and Diploma 
Courses. College Environment. Teachers of 
National Reputation. Artists’ _ Concerts. 
Summer Session. Moderate Tuition Fees. 
For Catalogues 

Address: Harold A. Richey. Dean 

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 they 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 
winged 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 I 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 practicing in a 

dark robm, òr with my eyes closed, before 
every public performance. It is recommended 
also to my pupils and they obtain highly 
gratifying results. It is a genuine aid in 
gaining poise, and it really is not so diffi¬ 
cult. If an .organist can find his pedals, a 
pianist Should be able to find his keys 
without searching for them. When a com¬ 
position has been mastered, including mem¬ 
orization, my pupils are asked to close their 
eyes and imagine a vast audience while 
playing, the larger the better because of its 
psychological effect on the performer. It is 
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 freedom of the emotions. 

A Romance of Easter Carols 

(Continued from Page ,145) 

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 

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. This* 
thought, Phillips Brooks has happily ex¬ 
pressed in his Easter Flowers from which 
we quote: 

Tell your Music Loving Friends about THE ETUDE and ask them to give 
you the privilege of sending in their subscriptions. 
Ask for Catalog of Rewards for subscriptions yau send 

THE ETUDE 1712 Chestnut Street Philadelphia, Pa. 

And give us a trifle, you’ll not be much 
worse. 

Fol de diddle dum, 
Fol de day ! 

“O risen Christ! O Easter flower! 
How dear Thy grace has grown; 
From East to West, ivith loving power, 
Make all the world Thine own.” 

Louise Robyn System 
CHILDREN'S MUSIC TRAINING 

10 Day 
Summer Course 

-July 6 to July 16, 1938 

Fine Arta Building, Chicago 

Class Conducted Under the Personal 
Direction of LOUISE ROBYN 

v ':* ' - • 

The course consists of morning and 
afternoon sessions of two hours each, 
covering every detail of the musical 
education of the child—from the pre¬ 
school age to seventh grade music 
study. This is an opportunity for 
teachers to obtain Miss Robyn’s en¬ 
tire course in ten days’ time. 
Write for special circular giving all In¬ 
formation, including tuition ratés and 
boarding accommodations..Address: 

LOUISE ROBYN 
300 South Wabash Ave., Chicago 

FREE LESSON OUTLINES— A 48 page 
booklet giving The First Five Lessons Jor 
the Pre-School Child and a list oj sup¬ 
plementary teaching material may be 
secured without cost by writing person¬ 
ally to Miss Louise Robyn at the above 
address. 

* 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¬ 
lation to progressive piano teach¬ 
ers all over the country. 

ROBYN TEXT BOOKS 

Technic Tales—Book I.. .75 
Teacher's Manual ... .75 

Technic Tales—Book II. .75 
- ; Teacher's Manual.75 
Chord Crafters (Technic 

Tales—Book III).,.. .75 
Robyn Rote Cards___ .75 ‘ 
Kevboard Town ....... .75 
Rooyn-Gurlitt _ .75 
Robyn-Hanon.'.... .75 
•. Robyn Harmony—Book I .75 -
■ Robyn Harmony—Book H ’.75 
Snow Queen Suite../., .75 

Published by 

OLIVER DITSON CO, 
Theodore Presser Co. 

• Distributors .• 

1712 Chestnut St., Phila., Pa. 

The “Italian Concerto” of Bach 

(Continued from 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, in the treble; and this 
must be attacked resolutely and continue 
in the same energetic way until it reaches 
double forte in measure 1Q5. Having ar¬ 
rived at measures 107, 108, 109 and 110, 
an accent is to be given to each of the first 
eighth notes in thè right liand of • these 
measures.. ; ’ ■ 

The long trill, lasting, through 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 all these' 
measures must sound ,out : prominently be¬ 
low the trill, as. must also the similar 
figures'in measures’116, 117 and 118. 
I make a crescendo in measure 128, lead¬ 

ing up to the high A in the treble of meas¬ 
ure. 129, where there is a sudden pia.no. In 

* * 

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 must be played as such. ,The tempo should 
broaden in meásures 190 and 191, so as tò 
announce the approaching end of the com¬ 
position; and the last chords of all must be 
played deliberately and with a final em¬ 
phasis. The whole impression of this first 
movement of the “Italian Concerto” should 
be that- of gay, colorful music, pulsating 
with rhythm; at times, flowing; at times, 
.abrupt; but always confined within the 
strict pattern of the composer’s design. 

♦ ♦ ♦ 

Fortunes to Music Teachers 
"Never before in the history of the world has so much money been spent 

on musical education as is being spent in the United 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 
millions of dollars.’’—Harold Vincent Milligan. 
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Question and Answer ̂ Department 
Conducted 

-By KARL W. GEHRKENS 
Professor of School Music, Oberlin College 

Musical Editor, Webster New International Dictionary 

No question will be answered tn THE ETUDE unless accompanied by the full name 
and address of the inquirer. Only initials, or pseudonym given, will be published. 

Many, Man) Question*! Q. 1. Please list all the posthumous works 
of Chopin. 2. (a) What is the best edition of Bach’s 
Three Tart Invention in E minor? (b) How do you finger the three voices in 
measure ¿It (c) What exercises can 1 practice other than 
continually on this Invention ? (d) Has there been a master lesson in The 
Etude on this Invention ? 8. (a) What is the best edition of Chopin’s 
Etude, <>p. lu. No. 1 ? (b) Should the left hand chords in measure 
8 be arpeyyiocdf (c) How is the left hand fingered in meas¬ ures 41-^2 f (d) The right hand in measure 
}5? (e) The left hand in measures 54*55? (/) In the arpeggios in measures ti¡-H5, may 
it be finyered 5-8-2-1? (g) How is the penult ¡mate chord arpey-
yiocd ; that is, do both chords start simul¬ taneously or is it rolled from the bass upward? (h) Where are variations of tempo per 
missiblc ? (i) What exercises should I use in Connec¬ 
ticut ion with this piece? (j) What tempo should I use? (k) How can 1 obtain sufficient speed? (I) Is there a master lesson on this piece? 

j. (a) What is the best edition of Chopin’s 
Prelude in D-tlat ? (b) Hole do you play the riyht hand in 
measures j. 11, 15, 17, 28 and 79? (c) How do you pedal and finger measures 
8 1 and 85? (d) Where are rariations of tempo per 
missiblc / (f) What is the tempo of this piece? (y) What exercises should I use in per¬ 
fect iny this composition? (h) Is there a master lesson on this piece? 

5. («) Should the ninths in riyht hand 
(measure 7 first morement I be arpeyyioed or 
n o t ? (b) What is tempo of first morement ? (c) What is tempo of second morement ? (d) Should I take repeat in the finale? 

(e) Please write out trills in finale? (•f) In measures 15, 18, HI and ¿0 from end, 
should beats remain fixed? (y) How do you play measure 1 / from end? (h) How are the two grace notes before measure 5 from end played? (i) What is tempo of this morement ? (j) Where arc rariations of tempo per-
missiblc? (k) What exercises should I use? 

(I) Is there a master lesson on this piece? L. A. P. A. 1. There are about 45—too many to 
list here. 2. (a) I know of no lust edition of Bach. 

(b) 

(c) I know nothing better than more Bach. 
(d) Not that I know of. 3. (a) There is no best edition. (b) Not necessarily. 

(f) Yes, some editions have it so fingered Some artists make a glissando of this run. 
(g) Only the lower chord is rolled. (h) There should be very little change of 

tempo. (i) Practice scales, arpeggios, ami Ilanon 
exercises in G-flnt. 

(j) About J = 116. (k) Do as much light scale practice as possible. (1) I know of none. 4. (a) There is none. 
(b) In measures 4. 23. and 79 there can be a little liberty taken with the last few notes of 

the run : that is. with a fermata on the last eighth-note in the bass. In measures 11. 15. and 

17 the three grace notes should take the time of a sixteenth note. In each case they come on 
the last quarter of the third count. (c) Most players are safer in using no pedal. That is why it is so fingered, so the tones will be connected by the fingers rather than by the 
pedal. (d) It should be quite steady, but not me¬ 
chanical. (f> About M.M. J = 72. (g) It is not a question of exercises. Playing the quiet numbers from Mendelssohn's "Songs 
Without Words" will help you. (h) Yes, in The Etude. November 1922, and 
December 1924. 5. (a) You probably mean measure 8. To arpeggio this interval makes it easier to play the thumb pianissimo ami still bring out the 
melody with the fifth finger. (b) About M.M. J = 52. (c) About M.M. J. = 69. (d) Not necessary. Many artists do not. 

(e) 

(f ) Try to feel two beats to the measure. (g) Start trill on principal note (A), trill about the length of one measure before start¬ ing run. which should be played as fast and 
even as possible, retarding much at the end. (hi Which ever way you can play with the 
most tone. (il About M.M. J = 160. (j) There should be very little of it. 

(ki A good dose of scales, arpeggios, ami octaves. 
(1 i I know of none. 

Rhythm In MacDowell. Q. 1. In A Scottish Tone Picture by Ed¬ ward Macllowell, could you. tell me how to count or play these measures? This is the sev¬ enth measure from the beginning. Just how is one to put the bass and the treble together; and how does one count the six eighth notes of the treble with four eighths of the bass? 

measure in six-eight time?—Inquirer. 

A. 1. Mechanically, 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 half way between the second 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 di¬ vided in the right hand into six parts and in the left, into four. Do it mechanically a while 
until you see how the notes fit in : then throw away the exact timing ami try feeling two 
large groups in the measure. 2. Here again you must differentiate be¬ tween time and rhythm, between the me¬ 
chanical and the musical. Mathematically MacDowell 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 his meaning is per¬ 
fectly 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 as having two large groups, these to be sometimes subdivided into threes 
ami sometimes, as you quote, into twos. 
Tempo of MiiHHorg«ky*M Intermezzo. Q. Can you tell me at what metronome 
mark the '•Intermezzo” by Mussorgsky is gen¬ erally played? Hoes the same tempo continue 
to the end of the piece?—Miss I. B. 

A. 1 should say that the tempo is approxi¬ 
mately M.M. J = 126. The same tempo is kept throughout the composition. 

Q. In Huck's Festival Te Deum. the word ••infinite” appears. What is the proper pro¬ 
nunciation of this word ?- II. D. 

A. The dictionary pronunciation is given as In'-fi-nit. and the accents in the Buck 
Te Ileum fit such Use. 
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branches of Music and Dramatic Art leading to 
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CONSERVATORY OF MUSIC 

APPLETON, WISCONSIN 

Carl J. Waterman, Dean 
Courses in piano, vo’ce. violin, ’cello, organ, theory, 
public school music and choir directing leading to 
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Four and five year courses leading to degree'. Faculty 
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ALBERT RIEMENSCHNEIDER. Dean. Berea, Ohio 

MILLIKIN CONSERVATORY OF MUSIC 
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Offers thoro training in music. Courses leading to 
Bachelor of Music Degree. ’ Diploma and Certifi¬ 
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Music Methods and Music Kindergarten Methods 
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W. ST. CLARE MINTURN. Director 
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(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 effects 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 hit 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 

the child does to his music rather than 
what the music does to the child. I 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. 
I believe that greater satisfaction and en¬ 
joyment are achieved through participation 
in 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 America!” 
This can be brought about only when 

the thousands of students graduating yearly-
will continue to perform with the technical 
equipment 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. 

Musicians of March Birth 

(Continued from Page 154) 

Baptiste Calkin (1827), William 
Henry Monk (1823), Enrico Tam-
berlik (1820) 

17th—Josef Rheinberger (1839), César 
Thomson (1857), Karl Friedrich 
Zöllner (1800) 

18th—Jules- Joseph-Er nest Vieux temps 
(1832), Nicholas Rimsky-Korsakoff 
(1844) 

19th—Max Reger (1873) 
20th—Alberto Abraham Bachmann (1875), 

Luise Dulcken (1811) 
21st—Johann Sebastian Bach (1685), 

Adolfo Betti (1875), Carlo Rosa 
(1842), Herman Sandby (1881), 
Thurlow Lieurance (1878) 

22nd—Hamish MacCunn (1868), Otakar 
Sevcik (1852) 

23rd—Eugène Gigout (1844), Ludwig Hess 
(1877), Antoine-Joseph Lavigne 
(1816), Caniille-Marie Stamaty 
(1811), John A. Van Bróekhoyen 
(1856), Franz von Vecsey (1893) 

24th—Maria Felicita Malibran (1808), 
Martinus Sieveking ( 1867) 

25th—François-Joseph Fétis (1784). Jo¬ 
hann Adolph Hasse (1699), Arturo 
Toscanini (1867) 

26th—Wilhelm Backhaus (1884). Jeanne 
Gerville-Réache (1882), Edith Row¬ 
ena Noyes Greene (1875), Mathilde 
Marchesi de Castrone (1826), Franz 
Marschner (1855), H. Alexander 
Matthews (1879), Karl Eduard 
Nössler (1863), John Rogers 
Thomas (1829) 

27th—Johann Ernst Eberlin (1702), Sir 
George Elvey (1816), Vincent 
dlndy (1851), Peter Christian 
Lutkin (1858). Richard John Samuel 
Stevens (1757), Edyth Walker 
(1870) 

28th—Antoine-Edouard Batiste (1820), 
Max Bendix (1866), Edmond 
Clément (1867), Modest Mous-
sorgsky (1835), Antonio Tamburini 
(1800)’ 

29th—Johann Wilhelm Hässler (1747), 
Charles Stewart Macpherson (1865), 
Wilma Maria Francisca Neruda 
(1839) 

30th—Angelo Catelani (1811), Sir John 
Hawkins (1719), C. Linn Seiler 
(1881) 

31st—Franz Joseph Haydn (1732), Otto 
Lindblad (1809), Henri Marteau 
(1874) 

* * * * * 

The Wisdom of a Savant 
“A good music school gives an admirable training of eye. ear and hand, 

and imparls an accurate and faithful use of all the senses. This sort of train¬ 
ing is a much needed supplement to the hind of education given in the public 
schools. ... It is not physical training alone, but also intellectual and moral 
training. ... It is by such coordination of the trained senses, acting in 
common with the imagination and the reasoning power, that the greatest 
discoveries of the human mind are wrought out, and put to do the work of 
humanity."—The late Dr. Charles W. Eliot. 

THE ETUDE 



Answered 

Wy FREDERICK W. WODELL 

No question 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. 

I sc DiNcretion Q.—1. ! am sixteen; is this too youny to 
nt art train inn my roice f 2. Mu low st note is second C on the piano and I can no two octarts hiyher. Am 1 a hasst .{. I sann excessively for a week, and I yot 
very hoarse. Voir every morniny my voice is pare, but after I sinn ont son y 1 yet hoarse. 
What should 1 dot—W. .1. 

A.—1. Not if y<»u can find a careful teacher who knows how to manage* very young voices such as yours, which is probably still in the 
course of “changing.” 2. We wish our men correspondents would 
indicate* tlie* compass of their voices with the* use* of notes on the* staff and the* bass clef. We now understand you to mean that your com¬ 
pass is as follows : 

This would indicate that you are* a bass. Voices, 
however, are* judged by their quality, as well 
as bv their compass. . , 3. Steep singing "excessively.” Study with a good teacher. of whom there* are* no doubt a 
number in the* large* city in which you live*, and h t him regulate* venir work. See* announcements 
of teachers in the* Etude. 
That Question of Placement. Q II ¡a you please advise, throuyh tlu 
columns of The Etude, concerning voie» place¬ 
ment f—F. G. 

A. The' professional music critic, when 
writing for his newspaper, of a "well placed” vence, may be* referring not so much te» a mat¬ ter of vocal technic, as such, but rather tee a general effect by whieh the* singer has given sa tisfact ion te» the* listem*r. This »*ff»*ct may be* described as the* result of a type* of tone* pre»elue*tion ami emissitm which permits the* 
exhibit i»m of a consistently musical ami ex¬ pressive* tom* quality : a ge nuine* sostenuto ami hyato; an even, agile* delivery of scales. pass¬ age's ami arpeyyif the* power to shade* ami color freely the* tente: ami te» pronounce distinctly 
anel with finesse. There is much disagreement among vocal teachers ami stmlents as te» ”v«»i<-e placement. 
For example*, the* following varied ideas have* 
been put forth : (1) Place terne* at all pitches, m all voices, 
in the' upper front mouth only : (2) at the» level of the* bridg»* of the* nose* : (3) of the* forch»*a»l. With mens voices, place the* upper range*: 
(1) up behind the* brieige* of the* mise*: (2) in 
the* upper fremt mouth only. Place the* lower tones. all v»»ices. far for-
ward in the* immth. I’sp a "combined” placement in fremt mouth and “face” on lower ami middle* pitches, all 

Place the* notes of the* top range*, women's voices: (1) well Up ill the* fae*e : (2) OU the* forehead: (3) between the* eyes : (4) at the* 
temples; (5) in the* upper back he*ad. Ce rtain writers strongly oppose* any attempt to “plae e*” the* voice*. Te» quote: "Erroneous conceptions, like* ve»i<*e* placing, lond ’lir»*<-tly 
te» interference ami wrong action.” “Of cours«* the* mere* idea of placing the* voice* anywhere* is utterly fallacious.” “In trying te» plaee* a 
tone* physically or mentally we attempt the* 
impossible.” Voice is "air waves.” These* will make* their 
way inte» every space that is open to them, fr»»m the* point of generation in the* larynx, including laryngeal, pharyngeal, buccal. nasal ami "head” cavities. (In this connect ion see* 
“The* Voice B»*aiitiful.” by Ernest G. White*, for an argument, with many photeegraphic illustrations, in favor of "sinus tone-produc¬ 
tion.”) . , Singers have* been trained to artistic ab 
tainment without talk of “vedee placement.” Nevertheless. as n teaching devise. properly used, that is, upon a basis of breath-con¬ 
trol, ami freedom from rigidity thremglnmt the* vocal instrument, by “indirection.” without 
attempting local, direct muscular management. 
"voice-placing” has been proven of distinct value to some pupils. Those have* been led to 
associate the* production of good terne* on the* various pitches with certain vibra tory sensa¬ tions until merely willing the* appearanc. of 
the* sensation as known has suili eel to bring the* pitch anel terne* desired. Familiar elements e»f language*, such as the* consonants z, r, I. m. n, anel th * diphthongs 
th anel (h)ny preceding anel closely »'»»mbined with a vowed, are* used in developing a con¬ sciousness <»f the location of a sensation as of 
tonal vibrât iem. 'rhe* voice* placements are* subject to slight variation and modification in location ami in¬ 
tensity, according te> individual pecularities, ami to changes in pite h, force, vowel ami color 
of tom*. In this connection it should be* remembered 
that a tone* may feel "nasal.” yet not (to the 
auditor) sound nasal. The artist, of course*, thinks only «»f using words ami tone's. combined. as a vehicle« f<»r the* 
expression of tlu* emotional anel intellectual 
content of his piece*. As a matter e»f fact, it is the* movable*, ad¬ 
justable* parts of tlu* vernal instrument which, in tlu* above pwedures, are unconsciously 
placed ami conditioned. 

Singers with the* h»w»*r pitched anel he*avie*r voices are usually conscious of a sensation of 
vibration in the ehest, while* vocalizing. This weakens progressively as the* pitch rise*s, or 
the* tom* lighte ns. It may finally disappear. It 
is most noticeable1 when the* singer keeps the upper chest we'll up. but without strain. Most 
young children, ami many adult sopranos, with light, high voices, are* not conscious of smh a 
sensation. Sonu* authorities hohl that the* chest does 
not meet the* requirements for a genuine* “resonance* cavity." 
The following volumes may be* <*onsulted for details concerning various ideas as te» "voice plac»*im*nt” : 
“rolychroim* Lessons” by Frederick W. Root : "Resonance in Singing by Thomas Filh* brown: “How to Sing” by Lili Lehmann : “Art 

of Singing” by Frances«»» Lamperti, translated by Walter Jekyll, M A.: “l’e»sitiem anel Action 
in Singing” by Edmund .1. Myer : “Lyrie- Die* tion" by Dora Duty Jones : “The* Natural Metheid of Veiice Proelm l iem" by Dr. Fle»yd S Mucke*y : “S< i»*m-e* <»f V»»lc<*” by Douglas Stan ley; ami “Creative Singing" by Paul Savage*. 
The I biqiiitoiiM \ ibrato 

Q.—/ am to take a second e.raminution for mcmhcrshiti in a special mixed chorus within a viry short lime. Yoh harr helped me beiore, and I now ask for assista ncc ayuin. (hi my first 
audition I was told that 1 hare an unnecessary ribrato in my hiyher n yistcr which stands out most when I hold lony tones, otherwise tin 
examiner was phased with my roice. siyht readiny. and so on. I was told this defect was 
not permanent, and could ortreunn. Tins 
ribrato seems to stand out most when I am in the least bit nerrous, in fact I urrer seem to hare the trouble when at home. Please y ire me 
a few yood exercises..—C. U. 

A.—By yemr own statement yeuir first job is to l»e*como the* ••captain" e»f y<mr own semi. Abe»ut what are* you "nervous," ami why? These e*xamim*rs are* not yemr enemies, but y»mr well wishers. They would be* glad te» finei 
y»m of ae < e*ptable material. The tonal “wobble" is <»fte*n the* result e»f "e»ver-blowlng” tlu* v»>ie<* —what is calle*el forcing it. Fe*ar. however, eh* stre»ys breath contre»!. Praeti»»* yemr upper 
ve»ice em hetleiing tones on single* vowels, ami on a suecessiem e»f voweds, erne* lemg note*, with 
a firm déterminât iem that the* voice shall be free from tlu* e»bj»*» tionabh* vibrate». e»f which you write*, at the same time resolving that the breath shall lh»w fre*ely, though very slowly. 
thremgh the* thr<»at. anel that there positively’ shall ne»t l»e* even tlu* slighte*st degree* of stiff-
ne*ss e»f the* tongue e»r jaw. Be* satisfied at first with a c<»mparativ»*ly light, conversât ional weight e»f tern»*. Le»e»k fe»r a slight sensation of 
vibration in the* upper fremt immth upon the* vowel, ae*eeunpanie*el. on the* piteh 1C (fourth 
space*, treble* < left anel those* abe»ve. with a sen 
sation as of vibratiem re*lle*ete*el alemg the' cheek-l»e»nes inte» tlu* nppe*r ba<k of th»* head, there* rising anel falling with the* pitch. Ke>ep the* up per »h«*st well up. hilt without strain. Above* all. believe in yourself. “I can ele» it—therefore* 
I Will." 
A Con t ra 11 o*m Problem 
Q.—I hare suny much as a professional con¬ 

tralto. thouyh still a youny woman. I hare a larye and varied repertoire. My upper E. and sereral tones abort that, I take as head roice, and most people say they are quite musical. 
Howerer. of late, when sinyiny up in the mid die reyislcr. the quality som« times becomes rather hard, i spt t ially in broad, crescendo 
phrases. / hart tried placiny these middle notes fartht r forward. but not with in rariably yood results. / would appreciate any assistance 
you may yire in this connection.—Artistic. 

A.—As a contralto ye»u are* fortunate it you have dise*e»vereel lu»w to take* your upp»*r E 
in the real “heael" voie*»* quality. De> not alh»w 
a desire* to get bigger tones on that pit«h ami 
abe»ve it te» cause you to alter that pre>ductiem. Seek there* for “more' of th»* same* thing." work 
ing for fuller use* e»f the* resema ne*e re*s<»urc»*s e»f yemr voice. For the* middle v»»iee* dillie-ulty y»m 
describe, folle»w the example e»f some of th»* 
ol»l Italian teachers who an* believ«*d to have* 
hiosened am! ultimately broadem*»! th»* middh* range without hardening it by practie ing much downward work, slowly, trying to k«*»*p th»* 
velvety quality ami throat <*ase of th»* ”lu*ad" voi<*e.’had on yemr upper E. throughout th»* de»wnward singing t»» as h»w a pitch as pe»ssibh* Afte*r a great deal of this type* of singing, try 
eare'fully singing slowly in the* mieldle* rang»* short úpwar»! seah*s ami arp»*ggi. insisting 
umm retaining the* comfort of throat exper ienced on tlu* head voice production, ami bring ing into use* more* amt more* of the* ce»mbim*e] 
mouth and facial vibration, as it fe*els. e*spe* eiallv when nmre* f»»r»e' e»f tone* is m*e*de*»l. A 
slight incre*ase* of controlled bre*ath pressure, combined with a more* full use* e»f resonanc»* 
ediambers. is involved in the true* cre*se*endo 
upon any pitch. 

* * ♦ 

c could all double our incomes if we 
were prepared to substitute humbuy for 
good, honest, scientific zvork.,t

—Sir Thomas Hordcr. 

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 

• 

Samoiloff II ill Hohl Master 
Classes at ... . 

CHICAGO MUSICAL COLLEGE. Chicago. III.— 
.bin»* 6th—July 30th 

ELLISON-WHITE CONSERV ATORY, I’oiiland. Orc.— 
August Bill—2(>th 

SEA TULE. W ASHINGTON—August 29th—Scj>teuil>cr 3th 

On September 12th, Mr. Samoiloff will reopen his Bel Canto 
Studios and Opera Academy at Los Angeles, California. 

II KITE FOR ROOK LET 

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 fee places a vacation 
in Southern California within the reach of all. 

For our picture bulletin, write to. 
E. H. WILCOX, La Jolla, California 

G I Y IB A I E K 
offers Study-V .»ration classes for 

PIANO TEACHERS AND STUDENTS 
in 

ASHEVILLE. N. C.—August 15 to 19 
and 

HOT SPRINGS, ARK.-August 22 to 26 
Two hour daily lectures in Teaching Materials and Technic: fee $25.00 

Also private lessons and repertoire classes. 

Mr. Maicr will teach at 
the JLILL1ARD SUMMER SCHOOL in NEW YORK CUT 

from July 5th to August 12th. 
offering courses in Methods. Technic and Interpretation. 

For further information address 

41 1 Lenawee Drive Anu Arbor. Michigan 
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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 Sherwood 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 
pleasure! GEORGIA KOBER 

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, 
theorv. composition, microphone 

technique, and many others. 
Cultural and recreational advan¬ 

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. 

SHERWOOD MUSIC SCHOOL 
410 S. MICHIGAN AVENUE CHICAGO. ILLINOIS 

Institutional Member of the National Association of Schools of Music 

Edgar Nelson, President Edgar Brazelton, Dean 
Robert Macdonald, Vice-President 

O. E. Robinson, Public School Music Loro Gooch, Manager 
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. 

1st Term—May 16 
SUMMER SESSIONS (6 uetkt tach) Major Term-June 27 

3rd Term—August 8 
Institutional Member of the National Association of Schools of Music 

Dormitory accommodations. Write tor catalog E.T. and full information. 
JEANNE HOWARD, REGISTRAR • 25 E. JACKSON BLVD., CHICAGO, ILL. 

18ö7^—71tt Anniversary Year^—1938 

CHICAGO MUSICAL COLLEGE 
Accredited by the North Central Association of Colleges and Secondary Schools 

RUDOLPH GANZ. 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¬ 
position. 

Summer Master School Opens June 20th 

Write Dept. 68-E for Catalog 
64 East Van Buren Street Chicago 

A professional school 
in a university environment 

For Free Bulletins Write to 

SCHOOL OF MUSIC 
1830 Sherman Avenue 

Evanston, Illinois 

NORTHWESTERN 
à 

UNIVERSITY 

^SMOPOLITAN 
< SCHOOL OF MUSIC 

SHIRLEY GANDELL. M.A.. Oxford 
Unlveriity, England. President. 

34th year. Accredited. Offers courses 
in all branches of Music. Certificates, 
diplomas and degrees. Desirable board¬ 
ing accommodations. Located in down¬ 
town musical center. 
Box E. 306 S. Wabash Ave., Chicago 

Etude Advertisements are 
Bulletins of Splendid Buy¬ 
ing Opportunities - - -

Teaching the Beginning Pianist to “Take Dictation” 
By GLORIA F. PUGLEY 

Have you tried dictation for better coordi¬ 
nation of mind and body and for strength¬ 
ening 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. 

It 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 helping 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 front 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 : "Unquestionably the most beautiful 
and inspired portion of the score is Orestes' 
monologue: Es 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 Hute 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 front 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 rehearsal, 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. Lieutenant 

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 see 
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 
(Continued 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 be merely transfers his 
piano technic to the accordion keyboard. 
These books of bass solos and other bass 

studies are also useful for students whose 
left band has not developed on a par with 
the right. 
The study of harmony and its applica¬ 

tion to the accordion bass keyboard 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 intrumenlal music in its highest form Io express in 
sounds what is inexpressible in words."—Wagner. 
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$0.35 

SKY, MACDOWELL—TAPPER Each 

Book— Beginner's 
.40 of Joy (Catalog 21328) by Louise E. 

Orchids from Broadway .50 

.20 

.30 

The Cover for This Month 

k , 

made us want to tell you about it, because you bave manifested with pains in his head 

and 

for treble voices-three part 
known solo Cal rar y. This 

.20 

.40 

.35 

.40 

in the 
where 

MUSIC STUDY 

EXALTS LIFE 

For the Good 
new arrangement 
of Rodney's well 

be 

£0 

MUSIC STUDY 

EXALTS LIFE 

Maurice Ravel drew his last breath 
early morning at the private hospital 
he had undergone the operation. 

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. 

ordered at 15 cents; of the piano volume, 
cents, postpaid. 

Child’s Journey—Richter. 
Child's Own Book—Brahms. Tschaikow-

.10 

.25 

.50 

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 
you think may help in making an intelligent 
selection. Presser Service is invaluable when 
time is short. 

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 
for a number of years 

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. 

for the Left Hand Alone.'’ and his “Scheheré-
zade” set for solo voice and orchestra. 

Ravel made concert tours of Europe. Eng¬ 
land, 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, 

All Three 
Fourth Year at the Piano—Williams . 

Music for Commencement 
Graduation Exercises 

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, 
through The Etude, to contribute more and more to your 
musical progress, prosperity and happiness. 

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 lieginner 
has difficulty in placing the fourth finger at 
first. 

One-String Solos will lx* 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 

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 ami 
skilful (‘diting of piano pieces that students 
enjoy playing 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 The 
Etude, but our editors assure us that advance 
subscribers will feel well repaid for their 
patience when their copy is received. 

Orders for single copies at the special ad¬ 
vance of publication cash pri(*e. 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) 

• The Etude recently received a lovely bunch of “orchids,” as 
\\ alter \\ inchell, 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. The largest 
theatre in the world produced upon its stage a dramatization of 
The Magazine Rack including in the series L’Illustration of 
Paris, Punch of London, Life of New York, and The Etude 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; Erno 
Rapee’s fiery baton flashed and a splendid arrangement of the 
music of Gounod's Faust was performed to the applause of the 
6,400 auditors 125.000 a day). In addition to this, the event 
was repeatedly announced over the air and through the daily 
press to many millions, all of which made us very happy and 

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. 

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 year> in the preparatory 
«‘lass, at the Paris conservatoire. His 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, w ho 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 symphony orchestras the world over 
have 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 
“String Quartet in F.” his “Piano Concerto 

Easter Music 
While many choirmas¬ 

ters and church music 
committees 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) (50c), and Life 
Eternal (Dale) (60c) 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 pul>-

lished which easily may be learned—Hymn 

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 classificat ion will 
be sent promptly on request with full return 
privileges if application is made to Theodore 
Presser Co.. Philadelphia. Our well-known 
Seduction 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 needs. 

Advance of ‘’Publication Offers 
March 1 938 — 

Kesnar 
Little Pieces from the Classic Masters— 

Viol in AND Piano -Bl i R 

Manual of Fugue—Orem 
Master Pieces with Master Lessons 
Piano 

One-String Violin Solos—Harper— 
Violin Part 
Piano Part 

Play with Pleasure—Piano Album . 
Reward Cards—Second Sfrifs 
Ten Studies in Style—Piano—Kern . 
Twenty-Eight Miniature Etudes—Piano-

Ki lTI RI R 
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Child’s Own Book of Great 
Musicians 

Brahms—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 
only adult concert-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 
Sang, the Tschaikowsky Waltz of the Elowers, 
Mac Dowell’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 early addition of the Brahms, 
Tschaikowsky and MacDowell booklets and. 
while they are in preparation, oilers 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 only—Brahms, 
Tschaikowsky and MacDowell. The thirteen 
previously published books are priced at 20 
cents each. 

Little Pieces front the Classic 
Masters 

For Violin and Piano 
Compiled and Arranged 

By Leopold J. Beer 
For many 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 repetition was 
bound to have but one result—lack of interest 
because of the constant working over of the 
same material. Hence, instant relief and return 
of interest was felt as rich melodic 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 Ix’en 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). François Couperin (1668-1733). Ra 
mean (1683-1764), Bach (1685-1750) , Handel 
(1685-1759), (¡luck (1714-1787), Kuhnau 
(1667-1722), and Louis Couperin (1630-1665). 
Every selection is a 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 copies may now be ordered al the 

special advance of publication cash price, 35 
cents postpaid. 

Grown-U p Beginner’s Violin 
Book 

By Maurits Kesnar 
Musicians engaged in commu-

V J nity social work, and many 
5 directors of high school orches-

-jg tras, complain of the lack of 
available players for the violin 
section of their beginning organ-
izations. And when they do find 
young 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. 

The author of this book has had thorough 
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, 
etc., 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 

dances, as well as some choice original numbers 
of contemporary composers. 

A single copy of Grown-Up Beginner s Violin 
Book may be ordered now in advance of pub¬ 
lication al 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 Etude 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 44 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 
al hand copies for reference. Artist performers 
base their program noies 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¬ 
spondence, the publishers gladly assume the 
expense, feeling that here is a distinct con¬ 
tribution to the music loving public, a work 
that when completed, will be cherished by 
its possessors. 

Incidentally, it may lie well to remind our 
readers that it is not necessary to mutilate 
copies of The Etude to secure a complete, 
compact volume of the series. As each page 
appears an extra quantity of it is printed and 
these copies may be obtained at the nominal 
price of 5 cents, postpaid. 

Reward Cards for Music Pupils 
(Second Series) 

Tn response to numerous requests that 
additional composers be added to the set of 
Be ward Cards 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, ( laude Debussy, Antonin Dvorak. Ed¬ 
ward Elgar, Christoph W. R. von Gluck, 
Edvard Grieg, Edward MacDowell. Jules 
Massenet. Moritz Moszkowski. Modest Mous-
sorgski, Giacchino Rossini, Anton Rubinstein, 
Camille Saint-Saens, 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 set. postage prepaid. As has been the custom 
with the First Series of Reward Cards, a Prize 
Card, reproduced I rom steel engravings, will 
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 exponents of. 
piano playing, personally can have only a 
comparative few before them in their presen¬ 
tations. Even then it is only the unusually-
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 analytical lessons on these master 
compositions are by such celebrated authorities 
as Moriz Rosenthal. Mark Hambourg. John 
Orth, Sigismund Slojowski. 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 
journey, the child visits At the Barber Shop, 
where he hears the “click, click, clack, as they 
run the clippers up the back.” On 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 useful 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 effective without accompani¬ 
ment. 

A single copy of this book may be ordered 
now. with delivery to be made when published, 
at the special advance cash price, 35 cents, 
postpaid. 

Play with Pleasure 
An Album for the Grown-U p Piano Student 

When we find a collection of music in which 
the selections are so melodious and varied that 
we overcome the few difficulties with no sense 
of the usual 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. It 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 piano 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 from 
“Mikado,” Sullivan; Nazareth, Gounod; Cav¬ 
alry Ride, Suppé; España, Spanish Waltz, 
Waldteufel; Ballet, Lecocq; Kiss Waltz, Arditi; 
Sailing, Marks; On Wings Of Song, Mendels-

ADVERTISE MENT 

Sohn; Coronation March, Meyerbeer; Barca¬ 
rolle from “Oberon,” von Weber; Norwegian 
Dance, Grieg; and a number of others equally 
good. A 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 
U.S.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 
lias been more successful than 
Miss Ketterer, whose many 

published piano pieces are in everyday use in 
studios everywhere and whose piano instruc¬ 
tion materials—Adventures in Music Land 
($1.00) and Ad ventures in Piano Technic (75c) 
—have been so cordially received. 

Tn 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, etc. Each is attractively titled to add 
to the pupil’s interest. 

During this month teachers have an op¬ 
portunity to order a first-off-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¬ 

guage. is a mode of expression. 
In language, it is evidenced by 
skilful, original choice and ar¬ 
rangement of words and ideas; 
in music, it is indicated in an 
infinite variety of ways, some 
of the most important of which 
are touch, phrasing, pedaling, 
rhythm, finger dexterity, contrasting dynamics, 
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 
in 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, Tarant elle, 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 lias written, has kept up his high standard 
of excellence in this^attractive book. 

The book has extra value !>ecause 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 
is abundant, holding the interest from start 
to finish. 

This book will soon be published in the 
Music Mastery Series, uniformly priced at 66 
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 mathematics. Naturally, 
as a preliminary to the study of this book, a 
practical working knowledge in harmony ami 
counterpoint is assumed. Ten lessons and an 
Epilogue comprise the chapters of this book. 
In advance of publication, a single copy 
Manual of Fugue may be orderet! at the 
special cash price, 40 cents, postpaid. 
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Uncovered Rocks 
Il is when close to nature 

that the philosophical mood 
seems at its best. Many 
have bern in the delightful 
intimacy with nature where 
a lively, many-spring-fed. 
rippling stream courses its 
way by a seclmle<| wood¬ 
land spot, its deep banks 
giving evidences of the 

years taken to carve a tortuous bed for its flow. 
Il is on the banks ami in the midst ol such 

flowing waters that sturdy rocks arc to lx* seen, 
ami when memory’s pictures have been fixed 
indelibly, the “Uncovered Kock of to-day is 
recalled as a little jutting stone on the banks 
of years ago. or perhaps as a little ¡x*ak stick¬ 
ing up in the waler, surrounded by many 
smaller rocks. The irresistible flow has swept 
away the smaller rocks in memory's picture, 
and has removed the earth which once con¬ 
cealed the rock by the side of the stream. 

In music publication many things put in 
their appearances, ’but the final judgment of 
teachers, and other active music workers is 
not Io Im* denied. These judgments sweep from 
notice the things of lesser merit, ami clearly 
expose the substantial ones. The Publishers 
Printing Order is like viewing the rocks which 
have not been swept away, because it is on 
the Publishers' Printing Order that we find 
the substantial music publications which must 
have stock replenishments Io ukvI continued 
demands for them. 

Following is a list of some of I Ik* publications 
represented in the printing order of last month. 
Theodore Presser Co. gladly will extend the 
privilege of examining a complete copy of any 
of these. 

SHEET MUSK’ PUNO SOLOS 
( at. No. Title Grade Price 
16338 The Big Bass Singer. Holfr.... l’ a $0.30 
7687 Waltz of the Flower Fairies. 

Cranky. 2 .35 
22572 Andrew Jackson. War of 1812. 

Hlakr . 2'4 .30 
22998 The Radio Boys. Holfc . 2' j «40 
16712 The Murmuring of the Brook. 

Poldi ni . 3 ,2n 
22613 The Little Rogue. Krcntzlin .... 3 .25 
23718 Beautiful Isle. Cooke.3 !_. .4'» 
30029 Mighty Lak’ a Rose. Ncrin-

Darin. 4 R.50 
7014 Hungary. Rapsodie Mignonne. 

Kocllinfi . 4'5 -50 
18220 Polonaise in B-flat Minor. 

Ih Lr onc . 6 .60 

SHEET MUSIC -PIANO DUE I S 
9107 A-Hunting We Will Go. H ritmar 1 

25509 Gipsies. Krthrcr . 1 
25649 A Little March. Wriyht . 1'j 
26297 Little Attic of Dreams, (irra... 2 
14722 Dixie Land. Emmett .’... 2'_. 
30112 The Stars and Stripes Forever. 

Sonna . 4 

$0.35 

.10 

.40 

R .75 

SHEET MUSIC—PIANO. SIX HANDS 
30113 The Stars and Stripes Forever. 

Sonna . 4 R$1.00 

SHEET MUSIC TWO PIANOS. EIGHT HANDS 
30572 Country Dance. Mari-adían 4 A$L50 

JUVENILE MUSICAL LITERATURE 
Chihl’s Own Book (Beethoven). Tapinr. .$0.20 
( hild's Own Book (Verdi). Tapinr.20 

PIANO SOLO COLLEC TION 
Evening Moods.$0.75 

SHEET MUSIC—VOCAL SOLOS 
25930 Home on th« Rang« (Low). Peern . . .$o.50 

SHEET MUSIC VIOLIN AND PIANO 
8637 Violets. Op. 232, No. 4. Kern. 2'.. $0.50 

PIPE ORGAN COLLECTIONS 
Organ Player. Orem .$2.00 
The Chapel Organist. Peery . 1.50 

OCTAVO MIXED VOICES. SA( RED 
10206 Lift Up Your Heads. HopRinn.$0.08 
10335 O Sing Unt«> he Lord. Woohr .12 
10622 Come Ye Disconsolate. Nridl inner.12 
35070 O Jesus Thou Art Standing. Speak*.. .15 
35088 Lead Us, O Father. S promt.12 

OCTAVO MIXED VOICES. SECULAR 
20296 Jolly iars. (S..L/L) St alts . $0.08 
21218 By the Waters of Minnetonka uV.l.B. ) 

Lieurance.12 
35011 Let Us Cheer the Weary Traveler 

(Six-Part ). Dett .15 

OCTAVO—WOMEN S VOICES. SECULAR 
6170 Southern Songs ( Thret -Part ). Pike. . $0.15 
10809 After the Rain (Tiro-Part). Pimnuti. . .1«» 
2OSO2 When Twilight Comes (Three-Part ). 

Melntnre .12 

OCTAVO MEN’S YOKES. SACRED 
5992 They That Wait upon the Lord. 

Trowbridpc .$<*.12 
15551 Safely Through Another Week. 

Herwald .06 

OCTAVO—MEN'S VOICES. SECULAR 
2019 Long Ago in Alcala. Mt nnarjer-

Matthewn .$0.15 

THEORETICAL WORKS 
Harmony. A Text Hook. Clarke.$1.25 

DR. ERNEST R. KROEGER 

Each month ue propose in the Publisher s Monthly Letter to give mention of a 
composer who, by reason of the marked favor in tt hich music buyers of today hold 
his compositions, is entithd to designation as a favorite composer of piano music. 

In 1904 the Kroeger School of Music 
was established in St. Louis. Its founder 
and director was Ernest Richard Kroe¬ 
ger, who had established an interna¬ 
tional reputation for himself as a pianist, 
organist, and composer, beginning his 
recital tours in this country in 1893. His 
musical activities were many and varied. 
He not only held important church 
organ positions, but also was direc¬ 
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 president of 

the Music Teachers’ National Association. He 
was elected a member of th- French Academy 
in 1901, and in 1915 was made a member of the 
National Institute of Arts and Letters. Also in 
1915 his organ recitals at the Panama Exposition, 
and his lecture-recitals at the University of Cali¬ 
fornia added to his fame. 

Besides directing his own school of music Dr. 
Kroeger was director of the College of Music at 
Forest Park University, a position which h«* as¬ 
sumed in 1887. It is quite natural then that this 
accomplished musician has devoted much of his 
composing efforts to meeting needs in the realm 
of piano teaching, but he also has created a num¬ 
ber of works in larger form, including several 
overtures and suites for orchestra, some string 

quartets, a violin and piano sonata, and 
some piano ensemble works. Dr. Kroeger 
also wrote a number of songs, but space 
below is being devoted only to the listings 
of his piano compositions. 

Manuscripts bore the name of Ernest 
Richard Kroeger over composition efforts 
made when h" was but a lad 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 musical career, after he had spent 

very close to eight years working in a mercantile 
establishment. 
Dr. Kroeger was born in St. Louis. Missouri, 

August 10, 1862. 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 live, and in the course 
of the years following Ernest was placed under 
the best of local teachers. He studied piano under 
Edmont Froelich. Waldemar Malmene and Charles 
Kunkel. P. G. Anton, and W. Goldner were his 
teachers in harmony, counterpoint, and composi¬ 
tion. He studied instrumentation under L. Mayer, 
and took a course in violin playing with E. 
Spiering as his tutor. Dr. Kroeger lived until 
April 7. 1934. 

Compositions of Dr. Ernest R. Kroeger 
I \\O SOLOS 1’ 

Cat. No. Title Grade Price i 
23170 Balloon Man. The. 2« . $0.40 
9054 Child’s Desire. 3 .60 
16181 Fir Tree. 2’^ .25 
23172 Flight of the Fairies -. 3 .40 
7060 Happy Companions . 3 .50 
7057 Holiday. 3V& -50 
16803 Humoresque Américaine . 5 .50 
5770 Humoresque Negre . 4 .40 
16270 Indian War Dance. 4 .25 
16827 Japanese Doll . 2% .25 
24906 Jumping Jack. 2 .35 
7059 Little Masqueraders. 3 .50 
9348 March of th«* Indian Phantoms. 7 .50 
12197 March of the Pioneers. 6 .75 
4239 Mouvement de Ballet . 4 .25 

Cat. No. Title 
16187 Old Church Bell. 
19207 Orpheus and His Lyre .... 
25027 Parade of the Manikins . .. 
16183 Red Shoes . 
17969 Return of the Pheasants.. 
3491 Seville . 7 .60 
23171 Squirrels. 2'4 .25 
16186 Storks. The . 3 .30 
7058 Swing Song . 3 .25 
16185 Tin Soldier. 3 .40 
11929 Triumphal March. 7 .50 
16223 Ugly Duckling and the 

Beautiful Swan. 2’4 .30 
9015 Valse de Ballet. 8 .60 

Grade Price 
. 2'4 $0.25 

.... 5 “ .50 

.... 2^ .40 

.. . . 3 .50 

PI\NO DIETS 
16271 Indian War Dance.3 $0.40 | 14201 March of the Indian Phantoms I 
14203 Triumphal March . 4 

Your Opportunity to Obtain 
Fine Merchandise at No 

Cash Outlay 
Readers having musical friends who are not 

subscribers to The Etude can enroll them as 
permanent readers by bringing The Etude to 
their attention, securing their subscriptions at 
the regular price of $¿.00 a year, or at the 
special $1.50 rale go<xl only until March 15th. 
Of course in ( amula collect 25 cents extra 
a year to cover postage; in foreign countries. 
$1.00. In return for I his co-operation premiums 
may lx* selected from the following list taken 
from our catalog: 
SILVERCRAET JAM SET: The cover, 

spoon and Iray of this set are ail chromium-
plated. while I In* Jam Jar it self is white china. 
3’>" square. The Tray is 5 1-J" square. Your 
reward for securing three subscriptions. (Not 
your own) 
ROX-ROX RASK ET. Here is a new chrom-

ium-linish Bon-Bon Basket. It is G3/* in 
diameter ami l*s" high. A fine reward for 
securing one subscription. (Not your own) 
7JP-SAC: This is an artistically decorated 

and colored Florentine Leather Purse which 
may lie carried in the hand, or in a handbag. 
Il has a ,.old-finish zipper, chain and ring, 
and is 4" \ 3" in size. Awarded for securing 
one subscription. (Not your own) 
HOSTESS TRA ) For gift-giving or use 

at your own parties. Uns novel Tray is highly 
desirable, The Tray itself is finished in gleam¬ 
ing c hromium and is 13" x 8". The four com¬ 
partments for hors d œuvres, etc. are ribbed 
crvstal glass and removable. This feature 
makes it easier <o keep clean amt also permits 
Ine Tray to be used for other service pur¬ 
poses. Your reward for sec uring four subscrip¬ 
tions. (Not vour own) 
WAEELEOR TOAST DISH. Designed in 

ihe modern manner, this all-chromium Dish 
has a convenient finger-hole for removing the 
cover. The plate is 8' in diameter while the 
cover is 6". The height over all is 
Awarded for securing three subscriptions. 
(Not your own) 
SILVERCRAFT SERVER: This new, 

chromium-finish. pointed edge design Server 
ADV I RTISFMENT 

is IS’-j" in diameter ami has a removable, 
etched glass compote 5" in diameter and ¿’2" 
high. This center dish can be used for cheese, 
jelly, butter, etc. Awarded for securing seven 
subsc riptions. (Not your own) 

Your Opportunity to Make a 
Substantial Savin}’ on an 

Etude Subscription 
Celebrating Ihe 55th anniversary of the 

founding of The Etude, we shall accept, until 
March 15. 1938. $1.50 for a year's subscription 
to the Etude Musk M agazine. We wish even 
music lover to be a permanent reader of The 
Etude and to enjoy the many fine features 
which include from ¿0 to ¿4 pieces of music 
in each issue. 

Now is Ihe time to subscribe. Tell your musi 
cal friends amt also remind them that sub¬ 
scriptions must be postmarked not later than 
midnight of March 15. 1938. to come in at 
the low $1.50 rate. 

Mid ¿5 cents a year for Canadian postage— 
$1.00 for foreign. 

The Music Teacher’s Handbook 
Send for a copy. It’s FREE! 

A helpful ami 
valuable reference 
catalog for the 
busy music worker. 
Contains descrip¬ 
tions. illustrations 
and prices of hun¬ 
dreds of items— 
musical prizes, 
av. ards, diplomas, 
games, studio elec¬ 
oralions (pictures, 
busts, plaques, 
etc.), studio and 
classroom supplies 
(metronomes, mu¬ 
sic writing ma¬ 
terials, charts, 
music binders, 

wrappers, folios, etc.), music carriers, musical 
instruments and accessories, etc. 28 pages. In¬ 
dexed by items. 

Illi 
MUSK* IFAFIBB S 

World oj Music 
(Cnntiniicd from Pajtc 140) 

A NATIONAL MONUMENT to Richard 
Wagner is reported to be anticipated, the 
memorial to be placed in the new "Richard 
Wagner Forest Park" of Leipzig. Present 
plans are that it shall be dedicated on Ma\ 
22. 1038. the one hundred and twenty-fifth 
anniversary of the master's birth in this so 
musical community. 

BEETHOVEN’S "FIDELIO,” with Kir 
sten Flagstad in the title rôle, is reported to 
have been one of the greatest successes of 
the recent season of the San 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 is 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. 3651” of Mozart, and the “Con¬ 
certo for Two Pianos, in D minor” by Poulenc. 

THE COMMUNALE OPERA HOUSE of 
Florence, Italy, has opened a Nido (chil¬ 
dren's nursery) for mothers 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 six 
years) to this expert care, while Mama 
enjoys "II Trovatore” with quiet mind. 

JOHN SMALLMAN. for the last twenty 
years perhaps the leading choral leader of the 
Los Angeles district, died December totb. He 
was conducting a performance of the "Mes¬ 
siah" at the First Congregational Church and 
had just signaled the chorus to be seated after 
the close of the first part of the famous ora¬ 
torio. when he fell from the conductor's stand. 

COMPETITIONS 
THE AMERICAN SOCIETY OF THE 

ANCIENT INSTRUMENTS is offering a 
Prize of Five Hundred Dollars for a compo¬ 
sition 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, 1038. 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 DOL¬ 
LARS is 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 Festival of 1030; 
entries close August 31. 1038; and full in¬ 
formation may be had from the May Fes¬ 
tival Association, 142 West Fourth Street. 
Cincinnati. Ohio. 

iHE SALZBURG OPERA GUILD is 
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 at the Guile Headquarters in the 
Schloss Mondsee, during the summer Salz¬ 
burg Festival. Manuscripts must be sent 
not later than May 1st, to Mr. Paul 
Csonka, Mondsee, Austria, from whom 
further details may be learned. 

THE W. W. KIMBALL PRIZE of One 
Hundred Dollars is offered 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. 
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Musical Shopping 
By Janet Nichols 

In Music Town absolutely everything is 
paid for in notes ; that is to say, the sign 
of a note is stamped upon the coin or paper 
bill. 

The coins are in these denominations : 

The sixteenth note which has one fourth 
of the value of a quarter 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. 

S 1-00 d $ Z-ÛO 

If you visit Music Town and wish to 
purchase The Etude (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 pair of shoes and 

the cost is $2.50, you will give a coin and 
a paper bill, equalling a half note and an 
eighth note. 

Make lots of these coins and bills and 
play the game of trading in Music Land. 
Buy anything you want. It will be lots 
of fun for a club meeting. 

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 order 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 one could say “To-day I played 
Forte," Andante, and so on. 

c/he Junior étude 
Edited ly 

ELIZABETH A. GEST 

The IRISH HARP Through TARA’S HALL 
(Playlet) 

By KATHERINE PAINTER FULLING 

Characters : 
Jeanne 
Margaret 
Betty 
John 

Scene : Interior, with a few chairs and a 
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 Jeanne’s book 
and continues reading.) 

Margaret : The Irish missionaries traveled 
to England with their harps. Alfred the 
Great 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 Cambridge. (Head nods 
sleepily.) The famous harp “Brian Boru” 
is in Trinity College, Dublin. There is 
a famous legend about the harp— (Head 
falls on shoulder. Jeanne also doses in 
chair.) 
(Enter Betty, looking around.) 

Betty : Dear me 1 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 eighteenth century 
Handel used this melody in his oratorio 
“Esther.” 
(Robin Adair may be played or sung, 
off stage.) 

Betty (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 bagpipe. They had lovely 

old dances. (Enter John.) 
Betty : Hello» John. I’m just reading about 
the Irish harp and dances. Can you play 
any of those old Irish tunes ? 

John : I ought to be able to. I certainly 
have lots of Irish blood in my, veins; 
(Jeanne and Margaret wake up as John 
goes to piano. John plays two or three 
Irish melodies.) 

Jeanne: Those are beautiful melodies. I’m 
going to learn some myself. 

Margaret : So am I. I was only half asleep, 
Betty, and I heard some of what you have 
been reading. It certainly is interesting. 

John: Well, some day I hope.to have an 
Irish harp myself. Miss . Jones says they 
are not difficult to learn. 

Margaret : 'And thé 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. 

John (reading) : Here it says the harp has 
a history as old as the world and all the 
ancient poetry was sung to the harp. 
Here is a couplet from the middle ages, 

"He loved much to hear the harp 
For man’s wits it maketh sharp." 

Old Irish Harp 

Come on, Jeanne, give us an Irish song. 
You can sing—at least you sang beauti¬ 
fully at 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. 
(Turning to audience.) Will you all join 
in singing The Harp that once through 
Tara's Hall? (Audience sings.) 

Curtain. 

LITTLE FINGER 
By FRANCES GORMAN RATHER 

L ittle Finger, 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 irmly stand! Play on thé tipz-
I n each piece you learn to play. 
N ever fall, or. slide. Or slip; - ( 
‘ G ive good ear to what I say ; " 
E arnest work each day will bring 
R eal reward in tones that sing. 

A Composer Enigma 
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 second’s in CODA, but is not in 
LINE; 

My third is in HARMONY, but is not 
-in NOISE; 
My fourth is in UNISON, but never in 
JOYS; ' . . 

My fifth is in MUSIC, but never in 
CHORD; . 

My, sixth's in AMBITION as well as 
REWARD; 

My seventh’s in FINIS and also in 
MINOR, 

My eighth is in 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, Miss Mars¬ 
ton. It does not seem like a real waltz to 
me at all.” • 
“Well, you keep on practicing it this 

week, anyway, and then I will take you to 
a place where I think you will find it is a 
real waltz.” 
So Dorothy practiced until she could 

play it without a mistake, and at her next 
lesson played it very well. She wondered 
where her teacher was taking 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 waiting. “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 children 
crowded around the piano. “Can she come 
again and play ?” they asked Miss Marstori. 

“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 rhythm 

for she had found how important it was ! 
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¡UHIOR ÉTUDE- (Centin ne J) 

Music Tonn 
(For Very Little Juniors) 
By MATHILDE BILBRO 

One day 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 blackboard how 
to lay off a nice smooth street, divided into 
eight lots, like this (and she drew a staff). 

Then she told the following story : 
Mister C Major came along and bought 

lot Xumber One and lot Xumber Eight. 
And so they named this street C Major 
Street because he came first and bought 
two lots. 

number eight. All of the lots now had 
houses, and Mister C had two houses. 

All of these houses belong in C Major 
Street. 
When the houses were all built Mister 

G. in lot number five, said. "I believe I 
could use another story on my house.” 

So he built another story. 
At once all of the others wanted to add 

another story to their houses, but the Major 
of Music-Town said. "Xo, you'd better 
wait. After a while you can build another 
story, but while the Street is new, Mister 

Then Mister D came along and bought 
lot X umber Two. 

Mister E came along and bought lot 
Xumber Three. 

Mister F came along and bought lot 
Xumber Four. 

Mister G came along and bought lot 
Xumber Five. 

Mister A came along and bought lot 
Xumber Six. 

Mister B came along and bought lot 
Xumber Seven. 

And then all of the lots were taken. 
Then Mister C built a three-story house 

on his lot. 

Then D built a house; and E built a 
house ; and F built a house ; and G built 
a house: and A built a house; and B built 
a house; and C built another house on lot 

G is the only one who needs a taller house.” 
"Why?" several in the class asked. 
"Because he lives in lot Xumber Five. 

and Five is a very, very important lot on 
any street in Music-Town.” 

"Why?" again from the class. Miss Gray 
laughed. 

"1 am glad you want to know." she said, 
"and after a while you are going to know 
all about it, when we study more about 
Harmony." 
"Are there stories in Harmony, too?” 

inquired Mary. 
Miss Gray said, “yes, indeed; many 

beautiful stories." 
Then Miss' Gray said she wondered who 

could build G Major Street on the black-
b< >ard ? 

Many hands went up. 
Could you build G Major Street.' Try it. 

Answer to December Composer 
Square Puzzle: 

Sage 
I. V re 
Writ 
Beet 
Urge 

Third letters down: Grieg. 

Prize Winners for December 
Puzzle: 

Class A. Isabelle Poirier (Age 15). 
Canada. 
Class B, Anne Maric Friedly ( Age 13). 

Ohio. . 
Class C. Rita Flaine Scogan (Age 9). 

District of Columbia. 

Answers to Who Knows 
1. Little by little slower. 2. Eighteen. 

3. Engelbert Humperdinck. 4, Germany. 
5. England. 6. The case enclosing the key¬ 
boards. pedals and stops of an organ. 7, 
C-sharp 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: 

Talmi Euren : Jeannine HiM-ffd : Bertha Faye McKinnon : Eva Alexander : Elsie 
Heavener : Kathleen Mack : Constan«*«* Freund : Kathryn Shinholsvr : Ufa Kohl . John Bring-ham : Grace Teal : Anna Taylor : Kitty Osborn ; 
Marie Robinson : Florence Farrcl : Edna Frank : Lillian Montgomery : Anna Belle Mar-t»n: Marian Heatley: Bernice Elson: Alistes 
Fahr : Julia Meadows: Marjory Gillman; Angela Peck. 

Letter Box 
Dear Jixhui Et i he : I never miss reading li tters for the ••Letter 
Box" ami would lie pleased if mon1 were 
printed. I have taken piano lessons for three years, 
and play a «lariml also. My greatest accom¬ plishment. however, is the ability to sight nad 
exceptionally well -so I ve been told. I prize this most in playing accompaniments. which now vary from choruses ami vocal solos to or 
ch«*stra parts ami instrumental solos. My for¬ mer tea« her. I feel, is responsible for this as¬ set. Through her help and coaching I started accompanying at the age of ten. From your friend. 

Betty Jean 11 iff (Age 14). Idaho. 
Deak Jimok Eti pe : I am thirteen years of age and a freshman 
in high school. I play the piano for accom¬ panying and play some concerts. Although we live in a country when* opportunities are few. there are some talented young people around 
here. I have perfect pitch, myself, and like 
music very mmh. From your friend. Et GENE Je.xmnus (Age 13). Kansas. 

Junior Club, Lander College, South 
Carolina 

Junior Etude Contest 
The Junior Etude will award three pretty 
prizes each month for the best and neatest 
original stories or essays, and for answers 
to puzzles. 

Any boy or girl, under sixteen years of 
age may complete, whether a subscriber 
or not. and whether belonging to a Junior 
Club or not. Class A, fourteen to sixteen 
years of age ; Class B, eleven to under 

fourteen ; Class C, under eleven years. 
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 Etude Office. 
1712 Chestnut Street, Philadelphia, Penn¬ 
sylvania. by March eighteenth, 1938. Xames 
of prize winners and their contributions 
will appear in the June issue. 

RULES 

Put your name, age and class in which 
you enter on upper left corner of your paper, 
and put your address on upper right corner. 
If your 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 

anyone copy your work for you. 
When schools or clubs compete, please 

have a preliminary contest first and send 
in no more than two contributions in each 
class. 

Competitors who do not comply with all 
of the above rules will not he considered. 

The Concert 
(Prize Winner) 

The first concert I ever attended was at Belle Isle. Il was an all Wagner program, played by 
tile H«*troit Symphony Orchestra. The orchestra was se» ed on a platform, the 
conductor on a podium in front. Back of th«* orchestra was something shaped like a shell, with colored lights on it and it mad«* a beauti ful s«em*. The audience sat on benches ami 
many sat in their automobiles, and some sat in canoes on the lagoon near the shell. Th«* con cert was enjoyed by the people very much. We have many tim* concerts here and I hope 
to go to many more. 

Dolokes Wosek (Age 10), ('lass <’. 

Juniors of the Bronx, New York 

Musical Hourglass Puzzle 
By Stella M. Hadden 

Replace each dot with a letter. The central 
letters reading downward spell the name 
of an opera by Verdi. 

1 A portable reed instrument. 
2 An African instrument sounded by 

hammers. 
3 An instrument of the trumpet dass. 
4 -A violin implement. 
5 A consonant. 
6—Part of an organ. 
7 Favorite instruments in the sixteenth 

century. 
8—Instruments associated with Spain. 
9—Instruments sounded with a plectrum. 

Honorable Mention for 
December Puzzles: 

Kathryn Shinholscr : Helen Erday : Rita 
Kroiipa : Mari«* Paula Beaudr.x : Namy Pang roise : Betty .l«*an Cooper: Theadon* Wolfe ; Jacqueline Noreyko : Olive I tragón : Parleane 
Christian: Isabell«* Knox: Hilda Bunting: Elsa Monta : Aih*en van Tassel : Euni«*«* Piff ner : Jack Piffner: Robert Benners : Tannis M<-llugh: Jeanne Hofmann: Bobby Earl. 

The Concert 
(Prize Winner) 

A concert t«» me is a land of musical har¬ mony ; its inhabitants an* insl ruments of string, wood-wind, brass ami percussion, 
sometimes a harp. After I enter th«* music hall th«* lights ar«* 
lowered, silence reigns over all and th«* director lifts his baton. I am swiftly carried away t«» th«* Land of Music : then* I sc«* tiehis of thiwers 
waving in the wind, rivers tumbling joyfully into a rushing ocean, and I h«*ar th«* happy, carefre«* songs of a bird. At other tiim*s I visit foreign lands ami liv«* among other nations f««r an hour or so: or, sometimes I liv«* with th«* famous composers in their studios. ami«l manv tum*s and «litties, listening to this and that. I return reluctantly when th«* lights ar«* turned 
on. but then then* is always that substitute— th«* land of dreams. 

Veiionica Vann (Ag«* 14). Class A Pennsylvania. 

The Concert 
(Prize Winner) 

The concert is an expressiv«* form of great 
music. An ideal eom'ert consists of the per formance by a symphony orclmstra or sonn* famed « hoir of th«* works of an immortal com 
poser. The volume of a symphony orchestra vividly portrays th«* Utopian seem* as desired by th«* 
composer. Th«* harmony express«*«! stirs th«* Inner «‘motions of one’s soul, for «hi«* is till«*«! with joyous ecstasy at the tom* of th«* or¬ 
chestra or with th«* cultivated tones of th«* «horns. The powerful music temls ««»ward a 
center of <*oncent rat ion. This purpos«* being accomplished, th«* voluim* increases ami then 
approaches a gr«*at climax which stirs a mag nanimoiis thought. Then our fantasy fa«les ami disappea rs. Thus is th«* magnitud«* of Hu* perPirmanc«* 
felt at a concert. Such an entertainment cm 
braces, through its influem*«* upon our thought, a treasury of ethical instruction : ami we may say a <*om*ert is a great lauda I ion. in praise <»f the eimHional traits in th«* nature <»f th«* «■«imposer. .1 WIES J. O’Reilly (Ag<* 13). Class B 

? ? ? Who Knows ? ? ? 
1. Wbat is the meaning <»f the term /»<»< -» 

</ poco ritenuto? 
2 If a measure in six-eight time begins 

with a dotted eighth rest, bow many 
thirty-second notes are required to fill 
the measure? 

3. Who wrote the opera “Hansel and 
(¡retel” ? 

4. In what country was Handel born? 
5. In what country did he die? 
6. What is a console? 
7. What minor key has A for its sixth 

tone ? 
«8. W’hat are the letters of the sub¬ 

dominant triad in the key of D-flat 
major ? 

9. For what is Guido d’Arezzo famous? 
10. From what country does the folk-song 

. Ill through the Night, come? 
(Answers on this page) 
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Tetters from Stude 
^IE\DS A Boy’s Game 

By HAZEL DITZ BROWN 

Musical ¿Books 
T^eviewed 

\ Hecitnl Novelty 
To The Etc he : In reading The Et i i»e, I notice other teachers send in ideas they have used in re¬ citals. Enclosed is a program 1 used very suc¬ cessfully last spring. We used rather attractive 
costumes, but appropriate to the country vis-

The students learned quite a bit of history 
concerning the music of other count ries and were more interested than usual in this recital 
because it was so different. Of course it could be changed to suit the 
teachers’ different students. Mus. Bissell Hobby. 

A COSTUME RECITAL 
“.4 Musical Journey Around the World" 

AMERICAN 
Indian—Ten Little Indians .Folk Song 

Helen Moore Gossett 
Cowboy—.4 Cotrhoy Rider.Wilson Charlie Joe Hobdy 
Quaker—Priscilla on Mondan.Bilbro Ruth Harris 
Colonial—Last Rose of Summer .Benedict 

Hazel Forbis 
BRITISH ISLES 
Scotland—.1 Hid and Laddie.Morey Kenneth Case Ireland—Irish Themes.Felton Addie Pearl Perdue, Eva Nell Escue England—Salut D'A mour.Elgar Nell Ruth Brizendine 

FRANCE 
Les Sylphee Valse.Bachmann 
Piano I. Joevelyn Butt, Mary Lynn Freedle, Ailene Sanders Piano II. Martha Lane Freedle, Allene Moye, Alma D. Hill 

ITALY 
In the Gondola.Bendel 

Piano I. Arilla Hollis Piano II. Dorothy Arnold 
SPAIN 

(a) Over the H’arcs.Rosas (bl Romona .Wayne Wilburn Jones, Howard Jones. Rhea Hinton, Vernis Keene, Wayne Bradley 
SWITZERLAND 

Polka de la Reine.Raff Dorothy Arnold 
AUSTRIA 
March Militaire.Schubert Piano I. N«41 Ruth Brizendine. Donna Hollis Piano II. Evelyn Perdue. Sarah Hollis 

GERMANY 
.1 la Rien-ai nice.Schutt 

Arilla Hollis 
HUNGARY 
Lore's Dream. Liszt 

Donna Hollis. Evelyn Perdue 
TURKEY 

Turkish Veil Dancers.Ryckoff 
Allene Moye 

RUSSIA 
Melodn in F.Rubinstein Piano I. Joevelyn Butt Piano II. Mary Lynn Freedle 

INDIA 
La Zin (jara.. ...Bohm Saran Hollis 

JAPAN 
Japanese Dance.Pennington 

Martha Lane Freedle 
CHINA 
Chinatown . Cappie Caudill HAWAII 

Rogers 

(a) On the Ranks of the Honolulu Ray..Cobb 
(b) Aloha Or .Queen Liliuokalani Wilburn Jones. Howard Jones. 

Rhea Hinton, Vernis Keen< 
U. S. A. 
A Perfect Day.Carrie Jacobs-Bond Ensemble Number 

An unknown philosopher of some 
half century ago wrote: "Hoic can 
there be any bad music? All music 
is from beaten. If there is anything 
bad in it, I put it there—by my 
implications and limitations. Nature 
builds the mountains and meadows, 
and man puts in the fences and 
labels.” 

A BAU. OF TWINE is given to several boys 
who are told to make five lines on the 
floor to form a staff: also a G elef sign, 
winding the twine around the second line. 
G. at the same time saying, "The notes of 
this staff are played above Middle C.” 
Lines are named E. G. B, D, F. and 

numbered 1, 2. 3. 4. 5. The spaces are 
named F, A. C, E. and numbered 1, 2, 
3. 4. All should repeat these aloud. 

Each player has five turns, rolling mar¬ 
bles from a given distance. If a marble 
rests on. or very near line five, it counts 
five points for the player; if it rests in 
second space it counts two, and so on. The 

player 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 F clef, the players giv¬ 
ing the facts relative to this def. A small 
inexpensive prize is given, as it is always 
better to have those in a game to play for 
the enjoyment and not for a prize. 

This has proven a most successful game, 
for both the fun and the results, the boys 
shouting and laughing, while learning in 
their play. Being old fashioned enough to 
feel that it is necessary to know lines and 
spaces, we always try to present such facts 
in an interesting manner. 

Next Month 
AN APRIL SHOWER OF FEATURES! 

New features that uncover fresh fields of musical lore are always hard to 

secure; but the April issue of THE ETUDE will be especially rich in these. 

ARTUR BODANSKY 

the results of a wide 

BODANSKY TALKS 
The early Wagner was as complete a "financial 

loss" to his producers as opera ever knew; buù 
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. Our greatest of present-day Wag¬ 
nerian conductors. Artur Bodansky, tolls, in 
THE ETUDE for April, why this is so. 

THE INTERESTING FALSETTO 
Frederick W. Wodell. noted voice expert and 

author of "Choir and Chorus Conducting.” gives 
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 
known love affair. 

OTHER INTERESTING ARTICLES and special features by distinguished teachers 
ana musicians, PLUS 24 pages of interesting new music to play and sing. 

Music and the Community 
The Cambridgeshire Report on the 

Teaching of Music 
We have hen* an authoritative report of the musical activities and advancement in one of the most musically progressive conn 

ties of England. The findings are illuminative ami to a large degree applicable to any well 
organized community. The very fact that the report was compiled |iy such highly qualified 
musicians ami musical pedagogs as Sir John B. McEwen. Principal of the Royal Academy of Music. London; Sir Hugh I’. Allen. Direc¬ 
tor of the Royal College of Music. London ; Sir Henry Hadow. formerly Vice-chancellor of the University of ShefH«4d : Dr. C. II. Kitson. Professor of Music in the University of 
Dublin: Dr. W. G. Whittaker, Principal of 
tlie Scottish National Academy of Music: with some twenty equally eminent collabora¬ tors: this is enough to warrant the worth of the Commit tec's findings. A valuable 
addition to the library of anyone interested in general musical education. Pages : 259 Pri« e : .$1.25 

Publishers : Cambridge University Press 

Beethoven and His Piano Works 
By Herbert 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 periods of the master's de¬ velopment. It does this by fidlowing a happy medium of treatment which finds its wav "be 
tween the flowery interprétât ions of Elterlein and the formal analyses of the academics." It is the sort of companion which it will be pleas¬ 
ant for the student to have by his side when studying the works treated. At the same time 
the volume leads to a Ind ter understanding of the historic movements in the development of our musical art, and especially to the relations 
of the Classic and Romantic spirits in com¬ position. I’ages: 114. Price : $2.25. 

Publishers : William Reeves. 

Of Men and Music 
By Deems Taylor 

This unusual book begins with a series of radio talks which the gifted and able Deems Taylor delivered as part of tin* Columbia 
Broadcasting System's Sunday afternoon con¬ certs of the New York Philharmonic Symphony 
Orchestra, which is supplemented by material taken from reviews in the lamentably extinct Xcw York World, in the New York American. 
and in other publications. The work embraces a wide range of interesting essays, which have been translated from the field of radio and 
the newspaper to the more permanent book form and make "mighty good reading" for the music lover. Pages : 318. Price : $2,5o. 

Publisher : Simon Ac Schuster. 

Class Lessons in Singing 
Ry Anne E. Pierce and Estelle Liebling 
An unusually interesting and unique course of vocal study, with excellent illustrations in Ilie way of portraits of famous singers as well sis pictures of notable pedagogical value. The book includes thirty-two song classics and a 

very interesting appendix in the nature of a key to tlie pronunciai ion of the Italian. French and German languages. The work is well planned as a practical teaching book for tlie vocal pupil in the class. The authors are Anne E. Pierce of the State University of Iowa ami Estelle Liebling of the Curtis Institute of Musi«'. Miss Liebling, teacher of many success¬ 
ful singers, is a member of the noted family which has brought such names into our Amer¬ 
ican musical life as Emil Liebling, George Liebling and Leonard Liebling. Pages : 212. Price : $2.90. 

Publisher: Silver Burdett Company. 

Do You Know? 

That the god Mercury, in Grecian myth¬ 
ology, is given the credit for making the 
first harp, the Testado (tortoise) ; and that 
he did this by accidentally plucking the 
dried tendons in the shell of a dead tortoise 
he found on the banks of the Nile? 

That in the old 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 psaim tunes? The great poet 
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 
in music, in 3892 B. C.. nearly forty cen¬ 
turies before Christ? 

* * * * * 

"To get the right start as a virtuoso one must comprehend the true mean¬ 
ing of relaxation, not merely relaxation of the hands and arms, hut of the 
mind and body as well.”—Mischa Levitzki. 

Music Since 1900 
By Nicolas Slommsky 

An altogether extraordinary chronology of the chief musical events of the world, from the 
beginning of the twentieth century, which re-fleets thirty-live years of the most active 
period in the annals of th«* art, al least from 
the aspect of quantity. The work has been done with the meticulous, almost microscopic, care of Hip real master of research ami should prove invaluable to libraries and educational 
institutions. 

Pages : 592. Prie.»: $4.75. 
Publisher: W. W. Norton, Inc. 

The Country Dance Book 
By Beth Tolman and Ralph Page 

Country dances have come into immense 
favor in recent years, and this manual (or shall we say ¡a dual?) 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 measure. Yes. ami then» are full directions for acquiring their steps : 
and at the end is a list of music to be used 
with them. Pages: 192. Price : $2.09. 

Publisher: The Countryman Press, Inc. 
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WHY 
SOME MUSIC TEACHERS 

GET 
RESULTS 

—/hEY 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 IS 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 Pjano Beginners— 

MUSIC PLAY FOR EVERY DAY 
The Gateway to Piano Playing 

fea,ur's »S pleasing game like procedures, 
."""«""K “cut-out” pictures, a nivel grand 

teacher i H a?d °'her strong appeals to juveniles. It aids the 
from fivTríñb n”rvel£“’ w "h Imlc 'indents in the ages running 
u”ed from E“Ch 'CSS°n “ ,rul” a " Both clefs are 

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 plane 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 
piano study by which 
teachers achieve 
speedy results with 
young beginners. Its 
wonderful first les¬ 
sons follow the mod¬ 
ern procedure of 
teaching up and 
down from Middle C 
into both clefs. Its 
bright and interest¬ 
ing material covers 
the first grade of 
study up to. bur 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 
ot age the little steps by which he can climb to the 
û ua elementary 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 arc used from 
the start. 

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 unique 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 reaching 
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¬ 
ginner 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 it possible quickly to associate 
the notes on the staves with the keys on the 
piano. 

Price, $1.00 

FIRST PEDAL STUDIES 
For the Piano 

By Jessie L. Gaynor 
This is probably the most 
frequently used of Mrs. 
Gaynor’s educational 
works for very young 
piano students. It gives 
the juvenile the funda¬ 
mental work in pedal 
technic preparatory to 
further study as an ad¬ 
vanced student and does 
so in an understandable 
manner, interesting to 
the pupil. This book 
may be taken up in the 
second grade. 

Price, 60 cents 

TECHNIC FOR 
BEGINNERS 

By Anna Priscilla Risher 

One of the most worthy elementary technical 
works produced in recent years, and it is de¬ 
servedly esteemed by teachers who develop a 
good foundation for pupils in grades 1 and 2. 

Price, 75 cents 

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 easy 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, selected 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 Eacb Volume 

Theodore Presser Co. 
1712 CHESTNUT STREET, PHILADELPHIA, PA. 



NO SQUAT 
NO STOOP 
NO SQUINT 

with any 
Inclined Control Panel 

Automatic Tuning Philco 

PHILCO 

DUH m 11 R Y Y * (â °ve) Everything you could wish for! American and Foreign 
rrllLuU IIU AA reception. Inclined Control Panel. Automatic Tuning. Magnetic 
Tuning. High-Fidelity Audio System. Inclined Sounding Board. Acoustic Clarifiers. 
Catheural Speaker. Philco Foreign Tuning System with 5 Spread-Band Tuning Ranges. 
15 Philco High-Efficiency Tubes. Foreign and American short-wave stations named, . 
located and spread six times farther apart. Easy terms—liberal trade-in allowances. 

DUIIPn AYY* C« left) For American and Foreign reception. An Inclined Control 
rnlLUU “AA 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—liberal trade-in allowances. 

DUH rn 7YY* (at "i^t) American and Foreign. Inclined Control Panel. Cone-
rnlLLU / AA Centric Automatic Tuning of favorite 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—liberal trade-in allowances. 

*Sold only with Philco High-Efficiency Aerial to insure greatest foreign reception. 

T
HE OTHER DAY we overheard a remark 
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 
news to me—^ood 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 

Mrs.B. ."It’s so much easier 

to tune this new Philco!” 

Mr. B.. "M.uch easier 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-getting 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 dealer will make for your old set! 

See . . . hear . . . compare all 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! 

Philco has a complete line of compacts, consoles, table and chairside models from $22 50 to $600 




